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It is with pleasure and enthusiasm that we have accepted an invitation to exhibit this October 
at the Pavilion of Art & Design, which is held in Berkeley Square, London. A relatively young 
fair, this has been described as ‘shaping up as the most intelligently conceived selling show in 
the Western world’ (International Herald Tribune, 16 October 2010). PAD (as it is colloquially 
known) focuses on avant-garde art and design created during the late nineteenth century and 
throughout the twentieth century. Our intention is to present some of the ‘pioneers of modern 
design’ whose work has been a consistent feature of our catalogues over recent decades. 

During the last twelve months we have offered two works by William Burges, neither of which 
had been on the market since 1933. The Zodiac Settle (see back page) has been acquired by the 
Cecil Higgins Art Gallery, Bedford, following the deferral of an export licence application. The  
shelves (no. 7) shown earlier this year at Maastricht were acquired for a private collection. Also 
shown at Maastricht was a red-painted example of Christopher Dresser’s Boreas and Aquarius hall 
stand (see detail below).

In the present catalogue we offer a selection of new discoveries and other recent acquisitions, 
including the pair of Scarisbrick Hall armchairs (no. 3), a corner cabinet designed by E.W. 
Godwin (no. 11), a ‘bowl and stand complete’ by Christopher Dresser (no. 13) and the ‘Petite 
horloge Portative’  by Falize (no. 16).

We look forward to welcoming you to Berkeley Square and to the Armory in New York, both in 
October and, in the meantime, to seeing you in London over the summer.

Martin P. Levy.

Boreas and Aquarius hall stand 
 by Dr Christopher Dresser, designed 1870
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S i l h o u e t t e

Pen and ink on card, with ebonised frame and gilt base metal surround and hanger
6₄-¹ in (15.8 cm) × 5 in (12.5 cm)
English (Liverpool), circa 1806–10

Marked:
Detailed label (see below).

Provenance:
Acquired from William Bullock, the Liverpool Museum; […].

Although the subject and artist of this female portrait remain unidentified, the silhouette’s sig-
nificance lies with the label attached to the reverse (see below). This likeness was ‘drawn in 
one minute’ using William Bullock’s patent Physiognotrace. Several silhouettes, drawn ‘[a]t the 
House of W. Bullock’ have been attributed to William Alport (died 1831) and although this 
example was acquired together with a male portrait (private collection) in Alport’s characteristic 
style, the present depiction appears to be by a different hand. 

William Bullock’s role in the invention of the Physiognotrace and his consequent promotion 
of silhouettes is discussed in Sue McKechnie, British Silhouette Artists and their Work 1760–1860, 

London, 1978, pp. 770–71. McKechnie 
reproduces a similar label (fig. 1633) 
and a group of silhouettes attributed 
to Alport (figs 655–60); several of 
these retain their original hanging ring 
inscribed, as on the present example, 
‘Museum’, denoting that they had 
been acquired from William Bullock’s 
premises.

William Bullock’s role as an entre-
preneur, manufacturer and designer 
is touched upon in Martin Levy, ‘The 
Roman Gallery at the Egyptian Hall, 
Piccadilly, and some Tripods by William 
Bullock and George Bullock’, Furniture 
History XXXIII (1997), pp. 229–39. 
Further details of Bullock’s remarkable 
life and career are given in Michael P. 
Costeloe, William Bullock Connoisseur and 
Virtuoso of the Egyptian Hall: Piccadilly to 
Mexico (1773–1849), Bristol, 2008.
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‘ P i e r  C o m m o d e ’
Designed and manufactured by George Bullock 

(1782/83–1818)

Goncalo Alves (?) and ebony with parcel-gilt columns; gilt base metal mounts, brass inlay and 
gilt-brass grilles and mounts; the top of Mona marble. The velvet of later date.
35₄-¹ in (89.5 cm) × 61 in (156 cm) × 22 in (57 cm)
English (London), circa 1818

Provenance:
Possibly Christie’s, The Whole of the Finished Stock Of that highly ingenious Artist, Mr. GEORGE 
BULLOCK, Dec., on the premises, 3–5 May 1819, day 2, lot 44, bt Phillips for £27. 6s.; […]; a 
deceased estate, Angus, Scotland.

Apart from discrepancies in the dimensions and a question over the description of its principle 
wood (Goncalo Alves is sometimes described as Zebrawood), the present commode might be 
identical with the one described in the 1819 Christie’s catalogue as an ‘octagonal pier commode 
of beautiful zebra-wood, containing 6 center drawers filleted with brass, and 2 side doors with 

brass trellis panels and crimson velvet curtains: 
with four carved and gilt columns supporting a 
variegated green Mona marble slab, with greek 
border inlaid with brass on ebony, 4ft. 9 long, and 
1 ft. 8₄-¹ wide and 3 ft. 1 high’. Canted corners are 
often described as ‘octagonal’ or ‘octagon’ in con-
temporary auction catalogues and bills referring 
to Bullock’s furniture.

Bullock supplied a commode of comparable 
design for Napoleon’s use on St Helena; see 
Martin Levy, Napoleon in Exile, Leeds, 1988, p. 94, 
no. 7 and fig. 66 (see left). This ‘Napoleonic’ com-
mode, shown here as it was at Plantation House 
in 1903, is now at Longwood House, where the 
‘curtains’, lacking grilles, have been replaced with 
wooden panels. A side cabinet with comparable 
wooden columns is recorded in the ‘Tracings by 
Thomas Wilkinson, from Designs of the late Mr. 
George Bullock, 1820’, f. 84 (City Museums and 
Art Gallery, Birmingham, M.3.74).
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Pa i r  O f  ‘ G o t h i c  Oa k  A r m  C h a i r s ’
Probably designed by Thomas Rickman 

(1776–1841)
Manufactured by Gillow 

(circa 1730–1897)

Oak, with leather upholstery of later date
37 in (94 cm) × 23 in (58.5 cm) × 22 in (55.9 cm)
English (Lancaster), 1823

Marked:
‘GILLOWS LANCASTER’, stamped on the inside of each front rail

Provenance:
Thomas Scarisbrick, Scarisbrick Hall; […]; private collection, North Wales.

These chairs are from a significant George IV period Gillow commission for fellow Catholic 
Thomas Scarisbrick (died 1833). The design, dated 28 October 1823, is entitled ‘A Gothic 
Oak Arm Chair’; see Gillow Estimate Sketch Book 344/101, no. 3295 (City of Westminster 
Archives Centre). The estimate, for a single armchair, amounted to £6.4.5₄-¹ and included ‘cover-
ing in Maroone Clothe’. The craftsmen involved were Miller, Savage, Lowthian and G. Romney. 
Gillow’s estimated sketches for Thomas Scarisbrick, for bedroom, dining room and drawing 
room furniture, date from 1823 to 1826.

Thomas Rickman was engaged on building work at Scarisbrick Hall between 1813 and 1816 
and, Megan Aldrich confirms, was still occasionally involved in design work at Scarisbrick in 
the early 1820s. This pre-Reform Act (1832) gothic-revival commission emulates, perhaps sig-
nificantly, contemporary royal and aristocratic commissions in the same style, notably Hopper’s 
interiors for George IV at Carlton House and Porden’s for 2nd Earl Grosvenor at Eaton Hall. 
But even before Pugin, the gothic taste probably appealed to Catholics as symbolic of the pre-
Reformation era. The skilful employment of gothic motifs on the present chairs, together with 
the appearance of other equally proficient furniture recorded in the Gillow Archive, suggests 
the work of a professional designer, and Rickman seems the most logical candidate.

The Scarisbrick commission anticipates Gillow’s association 
with architect-designed furniture, which became a feature 
during the second half of the nineteenth century. In the gothic 
style, Gillow’s best-known commission was from designs by 
A.W.N. Pugin for the new Palace of Westminster. Pugin also 
worked for Thomas Scarisbrick’s son Charles (1800–60) on 
the next phase of work at Scarisbrick Hall. 

‘An Oak Cabinet Writing Table’ from Scarisbrick Hall (30 
October 1823) is in the collection of the Judges’ Lodgings, 
Lancaster; see National Art-Collections Fund, Annual Report 
1978, p. 41, no. 2728.

City of Westminster Archives Centre.
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C o f f e r  O n  S ta n d
Probably designed by H.E. Goodridge 

(1797–1864) 
& William Beckford 

(1760–1844) 
The manufacture possibly by Robert Hume Junior

Oak, with gilt base metal mounts and silk-lined interior; the glass of later date.
69 in (175.3 cm) × 39 in (99.1 cm) × 18 ₂-¹ in (47.1 cm)
English (presumably London), circa 1831–41

Provenance:
William Beckford, Lansdown Tower, Bath; English & Fasana, Bath, … Splendid Furniture from 
Lansdown Tower, 4–5 May 1841, lot 25 or 26, possibly unsold or repurchased by Beckford, or 
acquired by James Morrison; or possibly English & Fasana, Bath, Catalogue of the Splendid Furniture 
… the Property of the Late William Beckford …, 20–29 November 1845, day 8, lot 520 or 521; possibly  
Susan, Duchess of Hamilton, Easton Park, Suffolk, 1852; […]; unidentified auction, Loughton, 
Essex, 2010; Sworder’s, 22 September 2010, lot 1657, bt Shutler. 

Literature:
Edmund English and Willes Maddox (illustrations), Views of Lansdown Tower, Bath, London, 1844, 
pl. 4 (see below).

As is evident from the suggested provenance, there remains confusion as to precisely when this 
coffer on stand left Beckford’s possession and which of the four that he originally commissioned 
is offered here. It has only recently come to light that James Morrison owned two of the coffers 
at Basildon Park, although the documentation seems to conflict with the apparent 1841 and 1845 
auction sale evidence; see Caroline Dakers, ‘Furniture and Interior Decoration for James and 
Alfred Morrison’, Furniture History XLVI (2010), p. 197 and fig. 11.

Until the appearance of the present coffer on stand, all that was known to survive from the set 
of four, designed for the Scarlet Drawing Room at Lansdown Tower, was a coffer lacking its 
base, now in the collection of the Victoria and Albert Museum, London; see Derek E. Ostergard 
(ed.),William Beckford 1760–1844: An Eye for the Magnificent, New Haven and London, 2001, no. 148 
and H. Blairman & Sons, Furniture and Works of Art (2004), no. 5.
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Pa i r  O f  C a n d l e s t i c k s
Manufactured by Christofle et C-IE 

(1830–present), 
under the direction of  Charles Christofle 

(1805–63)

Gilded base metal
5 ₂-¹ in (14 cm) – high
French (Saint Denis), circa 1860

Marked:
With the ‘CC either side of scales’ mark for Charles Christofle, impressed into the base of each 
candlestick.

Provenance:
[…]; H. Blairman & Sons, 1988; private collection, England.

These néo-gothique candlesticks appear to be based directly on a presumably twelfth-century pair 
in the Cathedral treasury at Trier, where they have been recorded since at least 1852; see Otto 

v. Falke and Erich Meyer, Romanische Leuchter 
und Gefässe Giessgefässe der Gotik, Berlin, 1935, 
fig. 84a (see left). Similar candlesticks, many 
with a German provenance, have survived in 
considerable numbers (v. Falke and Meyer, op. 
cit.).

The production of néo-gothique metalwork 
in France during the middle decades of the 
nineteenth century was part of a revival of 
interest led by figures such as Eugène Viollet-
le-Duc (1814–79) whose seminal Dictionnaire 
raisonné du mobilier français was published 
in Paris between 1858 and 1875. Placide 
Poussielgue-Rusand (1824–89) is the best-
known French manufacturer of gothic-revival 
metalwork. In a catalogue issued in 1882 by 
Poussielgue-Rusand’s London agent Burns & 
Oates, there are candlesticks of very similar 
form to the model produced by Christofle (p. 
2, nos 149 and 151). 
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P lat e

L a  F o r t u n e  C o n d u i t e  P a r  L’ a m o u r

By Charles Lepec 
(1830–? after 1888)

Enamel on copper, with parcel-gilt silver outer rim; a foot rim appears to have been lost. 
6₄-¹ in (15.8 cm) – diameter
French (Paris), 1860

Marked:
‘CHARLES LEPEC / INV. [?] VITR. / 1860 / NO- 34’ within dice motif on reverse (see below) 
and inscribed on the front ‘AUDACES FORTUNA JUVAT’.

Exhibited:
Paris: Salon, 1861; Lyon: Salon, 1861.

This small-scale, exquisitely painted plate is amongst the earliest works by Lepec to be recorded 
and is the earliest known to survive; see Pierre Sanchez, Dictionnaire des Céramistes, Peintres sur 
Porcelaine, Verre et Email, Exposant dans les Salons, Expositions Universelles … 1700–1920, II, Dijon, 
2005, pp. 918–19. All the elements of Lepec’s mature style of composition and outstanding 
technical facility are evident in this early creation. One can compare, for example, a larger 
plate (1866) now in the Rijksmuseum, Amsterdam (H. Blairman & Sons, Furniture and Works 
of Art (1995), p. 3) and the portrait of Mabel Morrison (1886/87) now in the collection of the 
Metropolitan Museum of Art (H. Blairman & Sons, Furniture and Works of Art (2010), p. 3).

The decoration of the present plate is replete with symbolism representing fate. The bat, dagger 
and noose surely denote something sinister, while the principal figures illustrate the 1861 exhi-
bition description La Fortune conduite par l’amour. The inscription ‘Audaces Fortuna Juvat’ (fortune 
favours the bold) informs the decoration. The border with Venus (love), Bacchus (perhaps here 
as his Renaissance personification of passionate freedom) and Plutus (wealth) are likely to have 
been considered choices. The border to the back (see below) is decorated with the four suits, 
French in origin, found on playing cards: hearts, spades, clubs and diamonds.

Lepec remains an under-researched artist. In addition to his enamels, so admired by his greatest 
patron Alfred Morrison (1821–97), Lepec is emerging as a fine designer and carver.
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S h e lv e s
Designed by William Burges 

(1827–81)

Gilded and painted wood, set with hardstones
41 in (104.2 cm) × 36 in (91.4 cm) × 6 in (15.3 cm)
English (London), circa 1870

Provenance:
William Burges, Buckingham Street and later Tower House (both London); R.P. Pullan (Burges’s 
son-in-law) and thence by descent at Tower House; sold Chesterton & Sons, Tower House 9 
Melbury Road Kensington, on the premises, 16 October 1933, lot 46; with John Betjeman by whom 
given to Evelyn Waugh; thence by descent.

Literature:
R.P. Pullan, The House of William Burges, A.R.A., London 1886, pl. 25 (see below).
J. Mordaunt Crook, William Burges and the Victorian Dream, London, 1981, p. 322. 

The image reproduced by Pullan shows the ‘gilt china case groan[ing] beneath its burden 
of Eastern ceramics’ (Mordaunt Crook, loc. cit.). By the time of the 1933 sale, described as ‘A 
Handsome Overmantel decorated in pure gold leaf ’ the shelves had been altered by the addition 
of a castellated cresting and an extended base (illustrated in the Chesterton’s catalogue over the 
fireplace, in a view of the first floor front bedroom). These later additions have been removed, 
but retained.

Burges did not move to Tower House until 1878 and in the Pullan photograph, the shelves are 
shown in Buckingham Street over the Narcissus Washstand, which was formerly in the Betjeman 
and Waugh collections. Like The Zodiac Settle (back page), the washstand also now belongs to the 
Cecil Higgins Art Gallery, Bedford. 
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S e c r e ta i r e - C a b i n e t
The design attributed to B.J. Talbert 

(1838–81) 
Manufactured by Holland & Sons 

(1843–1942)

Oak with harewood and satinwood inlays; with the original leather writing surface and brass 
hardware
63₄-¹ in (160.6 cm) × 30 ₂-¹ in (77.5 cm) × 18 ₂-¹ in (47 cm)
English (London), circa 1870

Marked:
Stamped ‘HOLLAND & SONS’ on top of proper left door.

Provenance:
[…]; Fine Art Society, 1988; private collection, London.

While Talbert’s involvement with Holland & Sons is well established, with the exception of  
furniture shown by the firm at the Paris Exposition Universelle, 1867 (such as the Pericles Cabinet, 
private collection), what else he designed for the firm is less well documented. Such informa-
tion as has been gleaned about Talbert’s connection with Holland & Sons is given in Sally 
MacDonald, ‘Gothic Forms Applied to Furniture: The Early Work of Bruce James Talbert, 
Furniture History XXIII (1987), pp. 39–66.

Elements of Talbert’s earlier and more muscular gothic style evident on the present secretaire-
cabinet can be observed in plates in his Gothic Forms Applied to Furniture Metal Work and Decoration 
for Domestic Purposes, London, 1868. The slanted roof relates closely to one of the two cabinets 
in plate 7 (see below, right) and grooved planks to the front and sides can be compared to the 
other cabinet (see below, left). Similarities can also be found on a ‘golden oak’ chest of draw-
ers by Holland & Sons in a private collection; see MacDonald, op. cit., fig. 7. A group of large 
and smaller oak and inlaid buffets are amongst the best-known Talbert-designed creations for 
Holland & Sons; see H. Blairman & Sons, Furniture and Works of Art (1999), no. 12 for one now 
in the collection of the Metropolitan Museum of Art, New York.
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W i n t e r  a n d  S u m m e r

After designs by Sir Edward Burne-Jones 
(1833–98)

Pen and ink on fabric
6₄-³ in (17.2 cm) × 6 ₂-¹ (16.5 cm)
English (London), circa 1870

Provenance:
Morris & Co., Oxford Street, London; Barbara Morris.

These drawings, after Burne-Jones, were probably workshop copies for use by tile painters. 

The first set of tiles representing the Seasons produced by Morris, Marshall, Faulkner & Company 
(1861–75) was for the painter Myles Birket Foster (1825–99), an important early patron of the 
Firm. The tiles, which originally decorated a bedroom at The Hill, Birket Foster’s house at 
Witley, Surrey, are now in an English private collection (with Blairman’s, 2007); see Richard and 
Hilary Myers, William Morris Tiles, Shepton Beauchamp, 1996, fig. 23a.

According to Myers, Summer is closely related to Burne-Jones’s Green Summer (1864) and the 
inspiration for Burne-Jones may have been a manuscript romance also entitled Green Summer 
written by William Morris (op. cit. p. 60). 

The tiles for The Hill measured 5” × 5”, but later versions measuring 6” × 6” were produced 
during the 1870s. Myers reproduces a watercolour for Summer in this larger size (fig. 67) and it is 
presumably for these later, larger tiles that the present drawings were produced. 
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M o s q u e  L a m p
By Philippe-Joseph Brocard 

(fl .  1865–96)

Enamelled and gilded glass
11 in (28 cm) – high
French (Paris), 1871

Marked:
‘Brocard Paris 1871’ in red enamel script, under base (see below).

It is thought that Brocard first exhibited his enamelled glass at the Paris Exposition Universelle, 
1867. This is the date of a mosque lamp in the collection of the British Museum, London, based 
on one now belonging to the Gulbenkian Foundation, Lisbon and illustrated in the seminal 
source by E. Collinot and A. de Beaumont, Recueil de Dessins pour l’Art et l’Industrie, Paris, 1859, 
I, pls. 58 and 73; see Judy Rudoe, Decorative Arts 1850–1950: A Catalogue of the British Museum 
Collection, London, 1991, no. 27 and pl. 21. Some Brocard lamps, such as the tall-footed example 
in the British Museum, follow closely the appearance of Mamluk originals. 

The shape of the present lamp, with its flattened foot (also found on Mamluk prototypes), can 
be compared to a Brocard lamp dating from ‘1883/4’ at the Wadsworth Atheneum, Hartford; see 
Katherine Morrison McClinton, ‘Brocard and the Islamic Revival’, The Connoisseur, December 
1980, pp. 278–81, p. 280, right. The Wadsworth Atheneum lamp also has in common with the 
present example delicately drawn, spiky leaves and intricate scrolls, sometimes found on manu-
script illumination. This type of decoration has few direct parallels on Mamluk glass and there-
fore reflects the creative intervention of Brocard himself. The same decoration was on a lamp 
exhibited at the London International Exhibition, 1871, the date of the present example; see The 
Art Journal, 1871, p. 57.

Among close parallels to the present lamp is a variant sold by Sotheby’s (London), 30 April 
2003, lot 124, which can be compared to the tall-footed lamp at the Corning Museum of Glass; 
see Stefano Carboni and David Whitehouse, The Glass of the Sultans, ex’n cat., New Haven and 
London, 2001, no. 154. Another, undated lamp, is in the collection of the Carnegie Museum of 
Art; see H. Blairman & Sons, Furniture and Works of Art (2008), no. 14 and Jason T. Busch (ed.), 
Decorative Arts and Design Collection Highlights, Pittsburgh, 2009, p. 117.
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‘A n g l e ’  C a b i n e t
Designed by E.W. Godwin 

(1833–86) 
Manufactured by Collinson & Lock 

(1870–97)

Mahogany, with lacquered brass hardware and gilt-leaded glass
82 ₂-¹ in (209.5 cm) × 29 in (75.7 cm) × 16 in (40.6 cm)
English (London), circa 1874

Godwin’s design for this previously unrecorded cabinet is dated 23 April 1874 and inscribed ‘C 
& L / [Cottage] angle cabt’ (V&A AAD 4/13–1963; see below). Like the design for a cottage 
drawing room cabinet in the same sketch book, the corner cabinet varies a little from Godwin’s 
sketch; see Susan Weber Soros, The Secular Furniture of E.W. Godwin, New Haven and London, 
1999, no. 333, for the drawing room cabinet and Godwin’s design.

The composition of the present cabinet 
exemplifies Godwin’s fascination with 
a careful grouping of solids and voids. 
The upper section seemingly floats on 
the row of spindles above the solid-
sided base, lightened by an open shelf, 
which the designer himself suggested 
could be ornamented with a vase.

Victoria and Albert Museum, London.
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Plaque
By John Bennett 

(1840–97)

Earthenware with under-glaze decoration
14₄-³ in (37.5 cm) – diameter
American (New York), 1878–82

Marked:
‘BENNETT / 412 E 24 / N.Y.’ under base (see below).

Provenance:
[…]; Rago, 20 September 2005, lot 83; private collection, USA.

Bennett, an Englishman by birth, was the son of a pottery owner from Stoke-on-Trent. He had 
a spell with Doulton of Lambeth, for whom he established a faience painting department. The 
firm exhibited Bennett’s work at the Philadelphia Centennial, 1876, before the somewhat iras-
cible artist emigrated to America. He set up in New York, where he remained until 1882, when 
he quit the City for West Orange, New York. The inscription implies that the present plaque 
dates from Bennett’s first period on American soil. For a survey of Bennet’s life and career see 
Doreen Bolger Burke, et al., In Pursuit of Beauty: Americans and the Aesthetic Movement, New York, 
1986, pp. 402–03.

The Mexican orange blossom (Choisya ternata) boughs on a powdery blue ground are typical 
of Bennett’s composition and palette. His decoration tended to ‘evoke Spring: field flowers 
and nodding grasses; apple, hawthorn, and dogwood blossoms… Critics extolled his use of  
color – mustard yellow, lapis lazuli, Persian red… as well as his vitreous enamel glazes that one 
commentator found “as beautiful as a soap-bubble in the air”’ (In Pursuit of Beauty, loc. cit.).
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‘ B o w l  &  S ta n d  C o m p l e t e ’
Designed by Dr Christopher Dresser 

(1834–1904) 
Manufactured by Hukin & Heath 

(various partnerships, 1855–1953)

Electoplate, with ebony handles
5 ₂-¹ in (14 cm) × 5 ₂-¹ in (14 cm)
8₄-³ in (19.7 cm) – length of spoon
English (Birmingham), circa 1878

Marked:
The stand, burner and bowl with design registration mark; with the H&H maker’s mark, the 
numbers 1888 and 1889 and ‘DESIGNED BY DR C. DRESSER’ under the base (see below). 
The spoon unmarked.

On 6 May 1878 Hukin & Heath of Birmingham, with whom Dresser is known to have been asso-
ciated from 1878–81 (and probably later) registered the design for a ‘Bowl and Stand Complete’ 
(The National Archives, Kew, BT 44/4, f. 59, no. 321186). In the corresponding photographic 
register (BT 44/43) recorded under no. 321185, is a ‘Boiler & stand complete’ (see below).

The present set is the first intact example of this design to be recorded. A bowl and stand, lack-
ing the spoon, was sold at Christie’s South Kensington, 5 July 2007, lot 97. For the stand only, 
with an ivory handle, see Michael Whiteway, Christopher Dresser 1834–1904, Milan, 2001, no. 66.

The National Archives, Kew.
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Th r e e - P i e c e  Te a  S e rv i c e
Designed by Dr Christopher Dresser 

(1834–1904)
Manufactured by Hukin & Heath 

(various partnerships, 1855–1953)

Electroplate, with ebonised handle to teapot
Teapot:  3₄-³ in (9.5 cm) × 6₄-³ in (17.2 cm)
Sugar bowl: 2₄-³ in (6.7 cm) × 5 ₂-¹ in (14 cm)
Milk jug: 2 ₂-¹ in (6.4 cm) × 4 in (10.1 cm)
English (Birmingham), circa 1878

Marked:
H&H maker’s mark, the number 1888 and ‘DESIGNED BY DR C. DRESSER’ under the base 
of each piece.

Provenance:
[…]; Christie’s (London), 17 July 1990, lot 95; Andrew McIntosh Patrick.

Exhibited:
‘The Shock of The Old: Christopher Dresser’s Design Revolution’, Cooper-Hewitt, New York 
and Victoria and Albert Museum, London, 2004.

Literature:
Widar Halén, Christopher Dresser, London, 1990, fig. 174. 
Michael Whiteway, Christopher Dresser, Milan, 2001, no. 55.
Michael Whiteway, ed., The Shock of The Old: Christopher Dresser’s Design Revolution, New York, 
2004, fig. 176.
Fine Art Society, Spring 2005, no. 12.

The photographic register at Kew (see here under number 13, records the teapot (see below) 
from this set, under the number 321187. The design registration mark, as with the bowl and 
stand (number 13) is dated 6 May 1878.

In the so-called ‘Ipswich Sketch Book’, there is a design for a larger teapot of which the spout, 
handle and feet relate directly to the teapot in the present set; see Judy Rudoe, Decorative Arts 

1850–1950: A Catalogue of the British Museum 
Collection, London, 1991, fig. 10 and cat. no. 
84.

The National Archives, Kew.
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M o o n  Fla s k  A n d  P lat e 
Both manufactured by Minton  

(1796–1968)

Moon Flask
Porcelain, with pâte-sur-pâte decoration
10₄-¹ in (26.1 cm) – high
Plate
Porcelain, with enamel decoration
9 ₂-¹ in (24.2 cm) – diameter
English (Stoke-on-Trent), circa 1878

Both Marked:
‘PARIS EXHIBITION 1878 / MINTONS’ in gold on the undersides (see p. 1).
The vase signed on the front by an unidentified painter ‘AB’.

Provenance:
[…]; private collection, U.S.A.

Exhibited:
Exposition Universelle, 1878.

Herbert Minton (1793–1858) and his successors recognized the commercial opportunities 
offered by participation in the World’s Fairs and national exhibitions that spanned the second 
half of the nineteenth century. 

At the Paris Exposition Universelle, 1878, Minton not only participated on its own behalf, but 
also contributed to the Prince of Wales Pavilion on the Street of Nations. The Pavilion was a 
nationalistic display masterminded by the cabinet maker Gillow, whose commercial ambition 
echoed that of Minton. The installation involved the co-operation of a range of manufactur-
ers. The dining room, for example, had tapestries with eight scenes from Shakespeare’s The 
Merry Wives of Windsor woven at the Royal Windsor Tapestry Works. In the centre of the room 
was a massive table which together with two ‘buffet-tables’ to the sides, was laid with ‘a mag-
nificent repoussé silver-gilt dessert service by Messrs. Elkington & CO-.; exquisite table linen, 
by Mr. Michael Andrews, of Belfast [and] China services by Messrs. Minton & CO-’; see The 

Illustrated Paris Universal Exhibition, 23 November 1878,  
p. 341, col. 1. Evidence that Minton and Gillow forged 
a more formal alliance survives in the form of a Minton 
ewer and basin dated 1873, with the mark ‘Gillow & CO-., 
OXFORD STREET, LONDON’ (Judges’ Lodgings, 
Lancaster). According to records held in the Minton 
Archive (currently under threat of disposal), Minton 
recorded this design as ‘Gillow’. To date no other record 
of other such pieces has been noted.

Another plate from the same set as the present example 
is in the collection of the Metropolitan Museum of Art, 
New York (1991.322). 
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‘ P e t i t e  H o r L o g e  P o r t a t i v e ’
Designed and manufactured by Lucien Falize 

(1839–97), 
with a group of  ‘collaborateurs’

Carved and painted ivory, mounted in silver-gilt, with gold studs
7₄-¹ in (18.4 cm) to top of handle × 3₄-¹ in (8.4 cm) × 3₄-¹ in (8.4 cm)
French (Paris), 1878

Marked:
‘A X [device] F’ and with an unprecedented monogram for Lucien and his father Alexis (see p. 2). 

Provenance:
[…]; Sotheby’s (New York), 11 February 1997, lot 31; Christie’s (London), 2 July 2004,  
lot 51.

Exhibited:
Exposition Universelle, 1878.

This small clock, the prime version for a series of less lavish copies made by the firm of Falize 
over the following decades, appears to celebrate the family’s first participation at a World’s Fair. 
Katherine Purcell has suggested that, by combining his father’s name with his own in the mono-
gram, Lucien was acknowledging his debt to the recently retired Alexis (1811–98).

Lucien Falize devoted a full page to this clock in his catalogue for the Exposition Universelle: 
‘Petite horloge Portative / XIIIe Siècle/ en ivoire, argent et or / La boite carré d’ivoire est découpée dans un  
seul bloc; elle est décorée, sur la façade, / de la Salutation Angélique sur les deux cotés, de 12 médallions 
représentant les mois de / l’année, et sur la face postérieure, des vierges sages et des vierges folles. Des legends 
/ latines entourent ces bas-reliefs. / Collaborateurs / MM Joindy et Baudoin sculpteurs / Chardon, Olive et 

Orseni bijoutiers / Brard Cisleur / H. Lioret Horloger 
/ Auxenfants Fondeur / Modèle déposé / Mouvement 
d’horlogerie breveté’; see Notice sur les Bijoux … et 
objets de vitrine exécuté par Lucien Falize fils, Paris, 
1878.

Roger Wieck has commented that the design 
of the calendar vignettes does not follow or 
copy one particular suite of calendar images. 
The costumes appear not to be consistent with 
one period or place, but are more a romantic 
mixture.

Several versions of this clock survive, includ-
ing one in electroplate at the Saint Louis Art 
Museum (112.1988a, b) and another in base 
metal at the Los Angeles County Museum of 
Art (M.2001.137); the only known silver exam-
ple was sold at Bonham’s (London), 17 June 
2003, lot 92.
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Va s e
By Eliza L. Hubert and John Huskinson, 

for Doulton 
(various partnerships, 1815–2009)

Glazed stoneware
26 ₂-¹ in (67.3 cm) × 14₄-¹ in (36.2 cm) – at feet
English (Lambeth), probably 1886

Marked:
Incised rosette factory mark; year mark probably for 1886, and with incised artists’ monograms.

Provenance:
[…]; Harriman Judd collection; Sotheby’s (New York), 22 January 2001, lot 151, bt Johnson; 
private collection, U.S.A.

The design of this vase reflects the nineteenth century’s fascination with Egyptian motifs, which 
continued to flourish during the Victorian period. Peacock feathers however, not traditionally 
associated with Egypt, were a leitmotif of the Aesthetic Movement; the peacock headdress (see left) 

is an adaptation of the familiar Nekhbet vulture 
headdress and would appear to be a response to 
this later nineteenth century style. Most famously, 
James McNeill Whistler (1834–1903) deco-
rated The Peacock Room, designed by Thomas  
Jeckyll (1827–81), for Frederick Leyland 
(1832–92); this is now at the Freer Art Gallery, 
Washington DC.

During the 1970s and 1980s, Allen Harriman 
and Edward Judd formed an unsurpassed, and 
increasingly discriminating, collection of English 
late nineteenth- and early twentieth-century 
pottery; see Peter Rose, ‘A Pioneer Californian 
collection of English Studio and Art Pottery’, 
The Decorative Arts Society Journal 24 (2000),  
pp. 98–109.

The identification of the artists is taken from 
Sotheby’s 2001 catalogue.
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Ta b l e
Designed by George Jack 

(1855–1932) 
Manufactured by Morris & Co. 

(1861–1940)

Mahogany
28 in (71.2 cm) × 29 ₂-¹ in (75 cm)
English (London), circa 1890

It is thought that this model was first shown at the Arts & Crafts Exhibition Society exhibition, 
1889. The table probably corresponds with the one shown by Morris & Co. in the West Gallery: 
‘415. Handmade table: in mahogany with shaped top and carved legs. / Designed by G. JACK. 
/ Executed by W. THATCHER AND H. SIDWELL / Carving H. DODD’ (transcription by 
Frances Collard).

The design, and indeed the use of finely figured mahogany for the top, reflect the influence of 
eighteenth-century furniture on Jack’s designs. Sheraton and Regency furniture observed at the 
South Kensington Museum made a strong impression on Jack; see Amy Gaimster, George Jack 
1855–1931 Architect and Designer-Craftsman, London: 2006, p. 19.

The table remained in production at Morris & Co. into the early part of the last century. 
Described as a ‘Mahogany Shaped-Top Occasional Table, with Carved Legs’, the table, priced 
at £8.0.0, was number 376 in Specimens of Furniture Upholstery & Interior Decoration issued by 
Morris & Co. around 1900–10. An identical table is shown in the drawing room at Stanmore 
Hall, a late nineteenth-century Morris & Co. commission; see Nicholas Cooper, The Opulent Eye, 
London, 1977, pl. 47.

Other tables of this model include one at Standen (National Trust), another in the collection of 
the Saint Louis Art Museum (189–1990) and a third is at the Los Angeles County Museum of 
Art (M.2003–79).

The cast iron and brass oil lamp, retaining its original Powell glass shade, was designed and 
manufactured by W.A.S. Benson (1854–1924). The design appears in Benson’s Price List of Fittings 
for Oil, Gas, Candle Table Ware, &c., 1899–1900, pl. 4, no. 393.
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U m b r e l la  S ta n d
By Mark V. Marshall 

(1876?–1912), 
Assisted by Rosina Brown, 

for Doulton  
(various partnerships, 1815–2009)

Glazed stoneware
26 ₂-¹in (67.3 cm) × 14₄-¹ in (36.2 cm)
English (Lambeth), circa 1893

Marked:
Impressed factory mark under handle, and incised artists’ monograms within handle.

Provenance:
[…]; Harriman Judd collection; Sotheby’s (New York), 22 January 2001, lot 114, bt Johnson; 
private collection, U.S.A.

Exhibited:
Columbian World’s Fair, Chicago, 1893.

Literature:
‘A Ceramic Exhibit for Chicago’, The Art Journal, London, 1893, pp. 110–12.

In an article on Doulton’s 1893 display in Chicago, The Art Journal wrote: ‘Seldom has it hap-
pened in the experience of a single generation, to see the birth and complete development of 
an entirely new Art industry…Yet in the short space of some twenty years there has been origi-
nated and perfected at the Lambeth Potteries, without the aid of previous tradition, a wealth 
of ceramic method that seems likely to become a conspicuous feature of that Renaissance of 
English Art which date from the Victorian era.’ A photograph of the ‘Umbrella Stand in Salt 

Glazed Stoneware’ illustrates the article 
(see left).

Marshall, who started his career with 
Martin Brothers, is considered one 
of Doulton’s most gifted modelers; 
see Richard Dennis, A Catalogue of 
an Exhibition of Doulton Stoneware and 
Terracotta 1870–1925, London, 1971 
(un-paginated). 

Like Herbert Minton (see cat. no. 15), 
Henry Doulton understood well the 
benefits to be derived from a com-
mitment to the nineteenth-century’s 
World’s Fairs. 
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A r m c h a i r
Designed by M.H. Baillie Scott 

(1865–1945) 
Manufactured by the Dresdener Werkstätten 

für Handwerkskunst

Ebony veneer, inlaid with pewter, ivory and mother of pearl
32 ₂-¹ in (82.5 cm) × 24 ₂-¹ in (61.6 cm) × 17 in (43.2 cm)
German (Dresden), 1902–03

Provenance:
[…]; by descent with a family in Dresden; Christie’s (London), 11 May 2000, lot 39 or 40, bt 
Blairman; private collection, U.S.A.

Exhibited:
Dresdener Werkstätten für Handwerkskunst exhibition, Dresden, 1903–04.

Literature:
James D. Kornwolf, M.H. Baillie Scott and the Arts and Crafts Movement, Baltimore and London, 
1972, pp. 326–329.

Baillie Scott’s reputation in Germany, based on the interiors at Darmstadt (see Kornwolf, op. 
cit., pp. 162–73), led to direct commissions from the Continent. The present armchair and its 

pair (private collection, U.S.A.) formed part of a 
‘Lady’s sitting room’ manufactured and exhibited 
in Dresden. Kornwolf reproduces a photograph 
from Dekorative Kunst, 12 (1904) showing the 
chair in situ, together with other surviving fur-
niture (fig. 158).

A comparable ebony armchair was with the Fine 
Art Society; see The Fine Art Society Story Part 2, 
London, 2001, p. 18. A satinwood [?] and inlaid 
variant, probably included in a bedroom for the 
1903 Dresden exhibition (see Kornwolf, op. cit., 
fig. 157) was offered at Sotheby’s (London), 20 
March 1987, lot 128.

A cabinet from the 1903–04 Dresdener 
Werkstätten für Handwerkskunst exhibition is 
in the collection of the Los Angeles County 
Museum of Art; see Wendy Kaplan et al., The 
Arts & Crafts Movement in Europe & America, Los 
Angeles and New York, 2004, p. 299.
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Ta b l e
Designed by Ambrose Heal 

(1872–1959) 
Manufactured by Heal & Son 

(1810–present)

Oak, with boxwood and ebony inlays
29₄-³ in (75.6 cm) × 43₄-³ in (101.2 cm) – maximum width
English (London), circa 1903

Provenance:
[…]; Fine Art Society, 1987; private collection, London.

Exhibited:
Probably Arts & Crafts Exhibition Society, 1903.

Literature:
The Studio, XXVIII (1903), p. 40 (see below).

In the absence of another table of this design, it seems likely that it is the one exhibited in 1903 
and admired by The Studio for its ‘admirable craftsmanship’ (op. cit., p. 38).

Ambrose Heal joined his family’s firm in 1893 and soon began designing simple, sturdy oak fur-
niture that, despite initial internal resistance, soon became a popular feature at the Tottenham 
Court Road store. In addition to one-off designs for exhibitions (such as the present table), 
Heal created ranges of commercial Arts & Crafts furniture aimed at residents of the blossoming 
‘Garden Suburbs’, notably those at Letchworth and Hampstead; see Susanna Goodden, At the 
Sign of the Fourposter. A History of Heal’s, London, 1984, ch. 3.
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Ta b l e
Designed by Ernest Gimson 

(1864–1919)

Macassar ebony, with satinwood and walnut inlay
28 ₂-¹ in (72.5 cm) × 36 in (91.5 cm) – diameter
English (Sapperton), probably 1904

Provenance:
Lord Bathurst (1864–1943), Cirencester Park, Cirencester; thence by descent. 

In 1894, the year after Gimson and the Barnsley brothers moved from London, they were 
offered economical accommodation on the edge of Lord Bathurst’s Pinbury Park estate. The 
three remained there until 1902, when Gimson moved to Daneway House, which also belonged 
to Bathurst. 

In addition to being Gimson’s landlord, Bathurst was also an important patron. This table forms 
part of a group of furniture sold by a descendant in 2009. We exhibited the writing table at 
TEFAF, Maastricht, 2010 (see Handbook, p. 201) and for the inlaid writing box, see H. Blairman 
& Sons, Furniture and Works of Art (2009), no. 22.

The present, richly veneered table, the design of which is a very simple combination of a cir-
cular top raised on a square base, can be seen in a contemporary photograph of the library at 
Pinbury published in Country Life, 30 April 1910, p. 635 (see below). The cabinet to the right of 
the fireplace is now in the collection of the Victoria and Albert Museum, London (W.27–1977).
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