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C O N N O I S S E U R S H I P O R F A S H I O N ?

There are times when connoisseurship appears undervalued and fashion seems to be all that matters. Are we,
as many observers comment, living through just such a moment? Every nation in every age defines
itself through its art, literature, design and music. For example, Damien Hirst’s sparkling but hollow
diamond-encrusted skull seems set, appropriately, to remain a globally recognised and eye-catching icon of the
modern era, a time when too often style does indeed count for more than substance. Fashion and
connoisseurship need not, however, be mutually exclusive and have often effortlessly elided: the years when the
Grand Tour coincided with the onset of Neoclassicism for instance.

Throughout modern history, collectors have pursued works of art from the past, while supporting
contemporary architects and artists; individuals themselves frequently attracted to established art from an
earlier age. Take, from the four most recent centuries, a selection of very different examples. At Newby Hall,
William Weddell patronised the fashionable architect Robert Adam, while amassing a distinguished
collection of antiquities; the novelist and antiquarian collector Sir Walter Scott (see below) commissioned
modern furniture from George Bullock for Abbotsford; and, more recently, the distinguished architect Sir
James Stirling was a passionate collector of architect-designed Regency and Victorian furniture and objects.
Today, Jeff Koons has acquired serious works by old masters including, it has been reported, a remarkable
Tilman Riemenschneider. And Madonna? The ‘Material Girl’ is a serious art collector too, and not just of work
from our own time.

Connoisseurs have always, ultimately, been more interested in ideas than fashion, and have seldom been afraid
to mix the old and the new. And why should today be any different? Recently, within the space of four days, it
was possible to read two seemingly contradictory views of contemporary taste. In ‘Off the wall’, the Financial
Times commented on the seemingly unstoppable appetite for contemporary art, as though this was the whole
story (28 June 2008). The following week, by stark contrast, a headline in The Guardian trumpeted an
‘Historic year for British Museum as 6m make it favourite UK cultural attraction’ (2 July 2008). Despite the
incessant headline-making accounts of record-breaking prices paid for works of art fresh from the studio,
this is only part of the current trend. Recent auction and private sales reflect a voracious appetite for the
diminishing supply of masterpieces from the past; objects as well as paintings.

2008 has been an outstanding year for exhibitions of decorative arts. From ‘Quand Versailles était meublé
d’argent’ (Versailles) to ‘Marie-Antoinette’ (Paris), and from ‘Thomas Hope: Regency Designer’ (London and
New York) to ‘Art of the Royal Court: Treasures in Pietre Dure from the Palaces of Europe’, a ‘stealth
blockbuster’ according to the New York Times, and ‘The Arnhold Collection of Meissen Porcelain, 1710-50’
(both in New York). There has been much to celebrate.

The Financial Times correctly recorded that the art market has seen an
‘especially strong’ rise in interest in contemporary art and it also observed that the
change appears to be ‘structural rather than cyclical - reflecting a long-term shift
to a truly global market’. This may well be true, but so will be the enduring desire
to own those works of art that have survived to show us the glories of earlier, and
no less entrepreneurial ages. Plus ça change ...

Martin P. Levy
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L A N T E R N
Probably after a design by George Bullock

(1782/3-1818)
The manufacture attributed to W. & S. Summers

Gilt-bronze and painted glass (two panes restored)
42 in (106.7 cm) x 171⁄2 in (44.5 cm) - width
English (London), circa 1815

The present lantern can be compared to a design by George Bullock preserved in the ‘Tracings by Thomas
Wilkinson, from the Designs of the late Mr George Bullock 1820’, an album now in the collection of the City
Museums and Art Gallery, Birmingham, M.3.74, p. 162 (see below).

In 1818, ‘W. S. Summers’ is listed at 105 New Bond Street (just round the corner from Bullock’s own workshop
in Tenterden Street), as ‘furnishing ironmongers’; see Johnstone’s London Commercial Guide, and Street
Directory, 1818. On an account for Shrublands, Suffolk, the firm is called ‘W. and S. Summers / Stove and
Lamp Manufacturers’; their headed note paper incorporates a Bullock-like thyrsus, centred with a bacchic mask.
The connection between Bullock and Summers is documented by a letter in the Tew Archive, and Summers was
also a buyer at the Bullock ‘Stock-in-Trade’ sale, 1819; see Martin Levy, ‘George Bullock’s Partnership with
Charles Fraser, 1813-1818, and the Stock-in-Trade Sale, 1819, Furniture History XXV (1989), pp. 153-54. In
addition to Bullock-like metalwork at Tew Park (see, for example, Clive Wainwright et. al., George Bullock:
Cabinet-Maker, ex’n cat., London, 1988, no. 31), there are fenders and a lantern at Gorhambury,

Hertfordshire, where Bullock and his frequent collaborator, the architect
William Atkinson (circa 1773-1839), both worked, and a fender at a house
in Scotland, where Bullock supplied furniture to Mrs Robert Ferguson; see
Wainwright, op. cit., no. 22. It is possible that, in the late 1820s, Summers
supplied cast-iron chandeliers for George IV at Windsor Castle; see Phoebe
Stanton, Pugin, London, 1971, p. 195.

The lantern supplied by Bullock for Napoleon’s use on St Helena has a
similar underside to the present example; see Martin Levy, Napoleon in Exile,
Leeds, 1998, p. 105, no. 34 and fig. 59. Another, with the same underside
and ‘crown’ was formerly at Burg Rheinstein; see Celina Fox, ed., London -
World City 1800-1840, ex’n cat., New Haven and London, 1992, no. 319. A
third lantern of related form is in a London private collection.

The design of the present lantern, with its gothic lancet-window panels, varies
from those cited above. The painted decoration (see detail below) recalls,
throughout, Bullock’s flat pattern ornament recorded in the ‘Wilkinson
Tracings’.
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S TA N D

Japanned and gilt-decorated cedar
381⁄4 in (97 cm) x 263⁄4 in (68 cm) - diameter
English, first quarter of the nineteenth century

P rov e n a n c e :
[ ... ]; Stair & Co., New York, 1970; [ ... ].

Both the scale and decoration of this imposing Regency period stand suggest that it was commissioned for a
particular purpose. The armorial (at the top of each leg) cannot be fully deciphered, but it is for a baronet who
married a member of the Coutts or Colt family. Despite the lack of a firm provenance, the inscriptions ‘Magna
Charta’ and ‘Bill of Rights’ are surely significant.

Although at the time somewhat ineffective, the Magna Carta (1215) required the King to renounce certain
powers and respect the legal rights of his subjects; it became the basis of the development of Common Law. In
1689 a Bill of Rights grew out of the previous year’s Glorious Revolution, which had led to the abdication of
James II. Without further information, we can assume no more than that the present stand was probably
commissioned as a commemorative or symbolic object, likely to have been placed somewhere within a
political context.

The decoration of the stand does not appear to present any particular iconographic narrative. The top,
however, is centred by ‘British’ oak leaves and is surrounded by a garland of oak leaves and acorns, within a
scrolling vine border. The three legs, beneath a ‘nautical’ shell-festooned frieze, are embellished with pairs of
mermen supporting the armorial shields, with the inscriptions to the right and left of each (see below). These
elements of the decoration are themselves resting on atlantes standing on plinths, with griffins below. Another
clue that the stand may have some political significance is the decoration on the border between each of the legs,
incorporating a rose (for England), a shamrock (for Ireland) and a thistle (for Scotland); a combination that
appears to recall the Act of Union (1801). The internal shelves are decorated with classically-inspired scenes:
two depict horse-drawn chariots, and the third a harvest.
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C A B I N E T O N S TA N D

Ebonised mahogany, pine and gesso; mirror glass and brass mounts; paper lining to interior
63 in (160 cm) x 36 in (92 cm) x 221⁄4 in (56.5 cm)
English, second quarter of the nineteenth century

P rov e n a n c e :
[ ... ]; Aberdunant, by 1871; [ ... ].

M a r k e d :
‘Aberdunant 1871’, twice (pen and ink labels behind front rail of stand and under the cabinet) and ‘HORNE
PATENT’ (on hinges).

The design of this ebonised cabinet, embellished with Latimer crosses, is based directly on the series of
cabinets commissioned by William Beckford (1760-1844) to line the St Michael’s Gallery at Fonthill Abbey,
none of which is known to survive. Ten of these cabinets can be identified in John Rutter, Delineations of Fonthill
and its Abbey, London, 1823, pl. 7 (see below). It is clear, however, that Beckford’s cabinets were made of
superior materials. The catalogue of the ‘Magnificent Effects of Fonthill Abbey’ prepared by Christie’s for the
cancelled sale due to commence on 1 October 1822 included several of the cabinets on stands; lot 64 on day
nine was to have been ‘An ebony cabinet, mounted with or-moulu richly gilt, with plate glass folding-doors, and
lined with rose-coloured watered silk’. Lot 66 was the base: ‘An ebony table with carved and twisted legs,
ornamented with or-moulu and slab of red porphyry with black border’.

If the present cabinet, mounted with his much-favoured Latimer
crosses, was not commissioned by Beckford himself, then perhaps it
was made to correspond with one acquired from the 1823 Phillips sale,
or as a memento by a member of his family. A search for information
about Aberdunant, Anglesey (University of Bangor: Archives
Department) has not proved fruitful. The house, which does not
survive, may have belonged to a branch of the Jones-Parry family of
Madryn Castle, re-built in the 1830s (demolished) or the Lloyds of
Plas Tregayan.

On 24 July 1835 Thomas Horne took out a patent (number 6867) for
hinges, and another on 3 September 1840 (number 8615); see Bennet
Woodcroft, Alphabetical Index of Patentees of Inventions, with an
Introduction and Appendix of Additions and Corrections, London, 1969,
a reprint of the 1854 edition, p. 285. The dates of these patents suggest
a plausible time frame for the ‘Aberdunant’ cabinet.
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C H A I R
Manufactured by George Morant & Son

(firm fl. 1790-circa 1913)

Oak, inlaid with holly; original ‘Berlin’ needlework and brass castors
451⁄4 in (115 cm) x 18 in (46 cm) x 18 in (46 cm)
English (London), probably between 1841 and 1851

M a r k e d :
‘FROM / G. MORANT / 97 NEW BOND ST / LONDON’ (stencilled on canvas below seat - see below)
and ‘COPE & COLLINSON PATENT’ (on the front castors).

P rov e n a n c e :
Matthew Robinson Boulton or Matthew Piers Watt Boulton, Tew Park, Oxfordshire; thence by descent; sold
Christie’s, Great Tew Park, 27-29 May 1987, day 1, lot 193, bt. Blairman’s; private collection.

According to Hugh Roberts, the stencilled mark on this chair was used between 1841 or 1842 and 1851; see
catalogue for Great Tew Park, p. 21.

There appear to have been two principal elements to Morant’s work at Tew Park. The first campaign was for
furniture closely echoing that invoiced in 1817 by George Bullock; see, for example, Great Tew Park, lots 36,
163 and 196. The second group, while harmonising with Bullock’s use of oak and holly, is more characteristic
of mid-century design; see, for example, Great Tew Park, lots 197-202. The present chair belongs to the latter
group. The Gothic design suggests that the chair may have been supplied for the gothic library, designed in the
early 1830s by Thomas Fulljames (1808-74).

George Morant (1770-1839) founded his eponymous firm in 1790 and was ‘Ornamental Painter and Paper-
hanging manufacturer to their Royal Highnesses the Dukes of Sussex and Cambridge’; see Geoffrey Beard and
Christopher Gilbert (eds), The Dictionary of English Furniture Makers 1660-1840, Leeds, 1986, pp. 622-23. The
firm later went through several changes of name, before being bought by Lenygon & Co, who incorporated
the firm of Lenygon & Morant in 1915.
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‘ W E L L S P R I N G ’ D E C A N T E R
Designed by Richard Redgrave (1804-88)

Manufactured by J. F. Christy

D O L P H I N S A L T C E L L A R
Designed by John Bell (1811-95)

Manufactured by Wedgwood (1759-present)

Decanter
Glass, with painted decoration
61⁄2 in (16.7 cm) high
English (London), circa 1847

M a r k e d :
‘R. REDGRAVE A.R.A.’ and ‘FS’ monogram , together with another partially erased mark (acid etched under base).

Salt cellar
Pearlware, painted and gilded
43⁄4 in (12.2 cm) x 5 in (12.8 cm) x 6 in (15.3 cm)
English (Burslem), circa 1847

M a r k e d :
‘JOHN BELL’ (within cartouche, in underglaze blue) and ‘WEDGWOOD / PEARL’ (impressed) - both
marks on underside.

Both the decanter and the salt are examples from a body of work designed by artists and sculptors for the
short-lived Felix Summerly’s Art-Manufactures, set up in 1847 by Henry Cole (1808-82), using the pseudonym
Felix Summerly. Through the firm, Cole set out to promote good design by the marriage of fine art and
manufactures.

A patent protecting the design for the decanter, the first object created by Redgrave for Cole, was registered on
2 June 1847. In addition to the small decanter, there was a larger version (for example, Victoria and Albert
Museum, accession number: 4503-1901), a two-handled vase (for example, Truth, Beauty and Design
Victorian, Edwardian and Later Decorative Art, ex’n cat., London, 1986, no. 21) and a water jug (for example,
De l’Impressionisme à l’Art nouveau Acquisitions du musée d’Orsay, ex’n cat., Paris, 1996, p. 84). This series of glass
receptacles for water is, appropriately, decorated with bulrushes, responding to Cole’s exhortation that
designers should ‘draw on nature for ‘suggestive’ or appropriate ornament.’ (Shirley Bury, ‘Richard Redgrave and
Felix Summerly’s Art-Manufactures’ in Susan P. Casteras and Ronald Parkinson, eds, Richard Redgrave 1804-
1888, ex’n cat., New Haven and London, 1988, p. 38).

The salt cellar, designed by the sculptor John Bell, evokes the spirit of Italian Mannerism; see, for example, J. F.
Hayward, ‘Ottavio Strada and the Goldsmiths Designs of Giulio Romano’, The Burlington Magazine ( January
1970), pp. 10-14, fig. 14, a salt cellar designed by Giulio Romano formed from a shell entwined and supported
by a dolphin. Bell’s other designs for Summerly include fish knives and servers, bread knives, Parian figures, a
door stop and a match box.





6

‘ F R E N C H B E D S T E A D ’
After a design by Augustus Welby Northmore Pugin

(1812-52)
The manufacture attributed to Gillow & Company

(circa 1730-1897)

Oak, with iron castors
49 in (124.5 cm) x 473⁄4 in (121 cm) x 831⁄4 in (211 cm)
English (Lancaster), circa 1854

M a r k e d :
‘Deus meus / Deus te / vigilante / requiem’ (carved in four bands at top of headboard).

P rov e n a n c e :
Probably New Palace Westminster; [ ... ].

Gillow and Company was the principal, but not exclusive manufacturer of Pugin-designed furniture supplied
for the new Palace of Westminster (Houses of Parliament). A drawing corresponding closely with the present
bed (see below) and an estimate, dated 17 June 1854, are in a Gillow Estimate Sketch Book (City of
Westminster Archive Centre: 344/105, no. 5956). Described as ‘An Oak French Bedstead’, the total cost of the
estimate was £18 19s 6d, including £3 6s for ‘Carving inscription rail’. A note on the drawing specifies that the
headboard was to have a ‘drapery panel outside’, as on the present bed. In the same Estimate Sketch Book
number 5955 is for a 5’6” bed, number 5957 for a 3’6” bed and number 5958 for a 2’9” bed, the last supplied
for ‘Sergeant at Arms Residence NPW’.

A recent survey of the Pugin furniture at the Palace of Westminster found only two surviving beds of the same
model as the present example (POW 4377 and POW 206); the beds at Westminster can be dated, according
to internal records, 1851-54.

It is clear from the estimated sketches that Gillow’s supplied Pugin-inspired furniture to numerous customers
throughout the 1850s and ‘60s, and indeed into the ‘70s. By that time, however, the firm was enthusiastically
promoting the ‘Modern Gothic’ designs of Bruce Talbert and Charles Bevan, introduced in the late 1860s. It
seems likely that the furniture manufactured during the early 1850s, and designated in the sketch books ‘NPW’
was supplied for the Parliament buildings. Although some furniture conceived for Westminster appears to

have been supplied elsewhere, future research might show that
furniture supplied to other customers may have been more
commonly described as ‘NPW style’. Several individuals appear
to have had a particular liking for Gillow’s Puginesque furniture;
these include George Fenwick (late 1850s), Sir James Ramsden
and Sir Stuart Donaldson ( both mid 1860s).

An 1849 design by Pugin for a single bed of related form is in the
collection of the Victoria and Albert Museum, London (E.1580-
1912); see Alexandra Wedgwood, A.W.N. Pugin and the Pugin
Family, London, 1985, pp. 249-50.
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C A N D L E S T I C K
After a design by William Butterfield

(1814-1900)
Perhaps manufactured by Thomas Potter

Brass
181⁄4 in (46.2 cm) - high
English, mid-nineteenth century

P rov e n a n c e :
[ ... ]; private collection.

L i t e r a t u r e :
Eloy Koldeweij, The English Candlestick 1425-1925, London, 2001, no. 197.

The prototype for this candlestick ‘taken from an ancient example in the collection of Mr. Willement, increased
in size one half ’ was published by William Butterfield in Instrumenta Ecclesiastica, London, second series, 1856,
Pl. LXI, right (see below). Thomas Willement (1786-1871), an authority on heraldry and a well-known
antiquarian, was active as a stained glass designer from 1812-65. The lion feet, not present in the Butterfield

‘design’, are a frequent feature on mediaeval candlesticks, candelabra and
lecterns. A candlestick based on the same plate from Instrumenta Ecclesiastica,
from the church of St Mary the Virgin, Wavendon, was exhibited in ‘Victorian
Church Art’, Victoria and Albert Museum, London, November 1971 to
January 1972, no. C 6.

In the text to plate LVII of Instrumenta Ecclesiastica, Butterfield mentions ‘Mr
Potter, of South Molton Street, who manufactures candlesticks for the
[Ecclesiological] Society’. Founded in 1839 as the Cambridge Camden
Society, this Tractarian group changed its name to the Ecclesiological Society
and moved to London in 1845; Butterfield was appointed in 1843 by the
Society to oversee the manufacture of church furnishings. Thomas Potter, along
with Francis Skidmore of Coventry (1817-96), with light fittings designed by
George Gilbert Scott (1811-78) and Minton of Stoke-on-Trent (1793-present),
with tiles designed by Augustus Welby Northmore Pugin (1812-52), was among
the small number of modern manufacturers invited to exhibit
alongside the highly influential architectural casts shown from 1852 at the
Architectural Museum; see Edward Bottoms, ‘The Royal Architectural
Museum in the light of new documentary evidence’, Journal of the History of
Collections, vol. 19, no. 1 (2007), p. 120.
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D I N I N G T A B L E

Oak, inlaid with satinwood and harewood; brass caps and ceramic castors
30 in (76.3 cm) x 51 in (129.5 cm) x 119 in (302.4 cm) - extended
English, circa 1865

M a r k e d :
‘12573’ (written in pen and ink on paper label fixed to underside of table).

The form of this gothic-revival dining table (suitable for 12 people) relates to designs by Richard Charles (1823-
93), who is the least well-known of a triumvirate of ‘modern gothic’ designers that also included Bruce Talbert
(1838-81) and Charles Bevan (fl. circa 1860-circa 1882); see Simon Jervis, ‘Charles, Bevan and Talbert’ in Susan
M. Wright (ed.), The Decorative Arts in the Victorian Period , London, 1989, pp. 15-29.

Two designs by Charles for extending dining tables, dated to 1866, are reproduced in Edward Joy, intro.,
Pictorial Dictionary of British 19th Century Furniture Design, Woodbridge, 1977, p. 521. These tables have, in
common with the present example, pronounced bulbous embellishments to the tops of the legs and canted
corners. The stylized brackets and dot-inlaid frieze, on the other hand, are more redolent of designs by Charles
Bevan and John Pollard Seddon (1827-1906).

Gothic-revival or ‘Mediaeval’ dining tables do not appear to have survived (nor perhaps to have been
manufactured) in large quantities. For an example, perhaps designed by Talbert and manufactured by Gillow,
see H. Blairman & Sons Ltd, Furniture and Works of Art, 2000, no. 9. Another ‘modern gothic’ table, probably
designed by Bevan and manufactured by Marsh & Jones of Leeds, is included in H. Blairman & Sons Ltd,
Furniture and Works of Art, 2006, no. 6.
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C O U P E
Designed and manufactured by Charles Duron

(1814-72)

Agate, mounted with enamelled gold
5 in (12.7 cm) x 71⁄4 in (18.4 cm) x 43⁄4 in (12.2 cm)
French (Paris), circa 1867

P rov e n a n c e :
Alfred Morrison (1821-97); thence by descent to his grandson Lord Margadale; sold Christie’s, 30 November
1971, lot 104, bt Gorevic; [ ... ]; Room 8, Drouot, Paris, 9 November 1975, lot 63 (as Austrian); [ ... ].

E x h i b i t e d :
Paris, Exposition Universelle, 1867.

L i t e r a t u r e :
The Illustrated Catalogue of the Universal Exhibition Published with the Art Journal, London and New York,
1868, p. 227.
Rapports des délégations ouvrières, Paris, 1869, I, ‘Rapport des Bijoutiers’, p. 2.
Daniel Alcouffe, ‘Les Emailleurs Français à l’Exposition Universelle de 1867, Antologia di Belle Arti, IV, no
13/14 (1980), pp. 102-21.
Olivier Gabet, ‘Kunstkammer objects in the age of the World Fairs: Charles Duron in 1867, The Burlington
Magazine ( June 2007), pp. 393-99.

The majority of Duron’s exquisitely-mounted hardstone vessels identified to date are based directly on the
gemmes de la Couronne installed in 1862 by Comte de Nieuwerkerke in the Galerie d’Apollon at the Louvre. The
present coupe, however, has a degree of originality in its design, although it evokes the foot rim and handles on
a mid-seventeenth century agate bowl recorded in Cardinal Mazarin’s collection in 1661; see Daniel Alcouffe,
Les Gemmes de la Couronne, Paris, 2001, no. 198. Duron, along with François-Désiré Froment-Meurice (1801-
55), Frédéric-Jules Rudolphi (1808-72) and Jean-Valentin Morel (1794-1860), manufactured masterful
gold- and enamel-mounted hardstones during the middle years of the nineteenth century.

Alfred Morrison is recognised as one of the most enlightened patrons of his period. He commissioned, for
example, Islamic-inspired glass from Philippe-Joseph Brocard (fl. 1865-96); see Jason T. Busch, ‘Early Modern
Glass in Minneapolis’, The Catalogue of Antiques & Fine Art, Autumn 2001, pp. 232-36, fig. 2, a pair of vases
now in the Minneapolis Institute of Art. Another craftsman favoured by Morrison was Charles Lepec
(perhaps 1830-perhaps after 1888); see H. Blairman & Sons, Furniture and Works of Art, 2004, no. 11 for a vase
on stand now in the Metropolitan Museum of Art, New York, and references to other work by Lepec for
Morrison. From Lucien Falize (1839-97) Morrison acquired a magnificent clock; see Charlotte Gere,
‘European Decorative Arts at the World’s Fairs: 1850-1900’, Metropolitan Museum of Art Bulletin Winter
1998/99, pp. 46-47. Duron’s address in 1867, 110, Rue de Richelieu, along with the names of many other
contemporary manufacturers, is recorded in Morrison’s unpublished diary (private collection).

A watercolour, presumably dating from circa 1867, (Gabet, fig. 29) shows our coupe, the agate ewer now in the
British Museum (Gabet, fig. 26) and an untraced covered vase; all three pieces appear to have nearly identical
bases. The other surviving works by Duron identified to date are a lapis lazuli ewer in the State Hermitage
Museum, St Petersburg (Gabet, fig. 23), an onyx amphora in the Kunstgewerbemuseum, Berlin (Gabet, fig. 25)
and a lapis lazuli covered tazza in the Musée d’Orsay (Gabet, fig. 27).
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C H A I R
After a design by Bruce James Talbert

(1838-81)

Oak, with brass castors; the upholstery probably original
353⁄4 in (91 cm) x 19 in (48 cm) x 181⁄4 in (46 cm)
English, circa 1868

L i t e r a t u r e :
Bruce Talbert, Gothic Forms Applied to Furniture Metal Work and Decoration for Domestic Purposes,
Birmingham & London, 1868, pl. 18.

The design on which this chair is closely based (see below) is described by Talbert as a detail of the ‘Dining-
Room Chair’ shown in plate 11 of Gothic Forms. The chair in the ‘Interior View of Dining-Room’, however, does
not appear to have the pierced trefoil in the side arches as on the present chair, but does have a continuous
vertical support to the back, without the shaped section at the top of the leg, as on the present chair.

Two other similar sets of chairs have been recorded, both of which also vary slightly from Talbert’s design. The
first set of six, one of which is now in the collection of the Victoria and Albert Museum (W.8-1984), was with
Haslam & Whiteway in 1983; see Jeremy Cooper, Victorian and Edwardian Furniture and Interiors, London:
1987, fig. 188. The second set of eight, one of which is now in the collection of the Carnegie Museum of Art,
Pittsburgh, was with Blairman’s in 1999.

Ten further chairs, of more squat proportions and with greater differences from Talbert’s published designs,
were sold in two groups by Heathcote Ball, Leicester, 24 August 1995, lot 825 (six chairs) and 11 September
1997, lot 722 (four chairs); the eight chairs offered at Sotheby’s, London, 20 March 2008, lot 10 appear to be
from the same sets.
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H A L L S E AT

Oak
373⁄4 in (96 cm) x 551⁄2 in (141 cm) x 171⁄2 in (44.8 cm)
English, circa 1875

The quality of the turned spindles, the mouldings and individually-designed flower panels, all characteristics
of ‘artistic furniture’, suggest the intervention of an architect/designer. The designer and manufacturer of this
distinguished ‘Queen Anne’ hall seat remain, however, unknown. The seat does, nonetheless, have features in
common with furniture conceived by such architects as Richard Norman Shaw (1831-1912) and Alfred
Waterhouse (1830-1905). Attention, for example, can be drawn to Norman Shaw’s design for a settle dated
circa 1868; see Andrew Saint, Richard Norman Shaw, New Haven and London, 1976, fig. 137. Also worthy of
comparison is Waterhouse’s 1872-73 furniture for Blackmoor House; see, for example, Important Arts and
Crafts Furniture, Sotheby’s Belgravia, 28 May 1975, lot 108 (a table) and lots 113-14 (chairs).

The carved floral panels (see detail below) are reminiscent of the carved terracotta plaques found on ‘Queen
Anne’ buildings throughout London; see, for example, Mark Girouard, Sweetness and Light The ‘Queen Anne’
Movement 1860-1900, New Haven and London, 1977, fig. 176, Norman Shaw’s 196, Queen’s Gate, London.

The confidence of the design becomes clear if one compares commercially-produced benches of the same
period; see Edward Joy (intro.), Pictorial Dictionary of British 19th Century Furniture Design, Woodbridge,
1977, p. 334, designs published in 1877 by Wyman & Sons.
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T A B L E
Designed by Edward William Godwin

(1833-86)
Manufactured by Collinson & Lock

(1870-97)

Macassar ebony with graining and rosewood; ivory inlay and brass castors
283⁄4 in (73 cm) x 36 in (92 cm) x 36 in (92 cm)
English (London), circa 1878

M a r k e d :
‘COLLINSON & LOCK / LONDON / 1053’ (stamped under top) and ‘COPE PATENT’ (stamped on
each castor).

P rov e n a n c e :
[ ... ]; Blairman’s, 1995; private collection.

E x h i b i t e d :
Possibly Paris, Exposition Universelle, 1878.
Bard Graduate Center, New York, 17 November 1999 - 27 February 2000 ‘E.W. Godwin Aesthetic Movement
Architect and Designer’, no. 93.

L i t e r a t u r e :
Jeremy Cooper, Victorian and Edwardian Furniture and Interiors, London: 1987, fig. 327.
Susan Weber Soros, The Secular Furniture of E.W. Godwin, New York and New Haven, 1999, no. 240.
Susan Weber Soros (ed.), E.W. Godwin Aesthetic Movement Architect and Designer, ex’n cat., New Haven and
London, 1999, fig. 8-22.

Godwin’s drawing for this model (see below) is in a sketchbook now in the Victoria and Albert Museum,
London (E.278-1963, f. 15); it is dated by Soros (op. cit., no. 215) to circa 1875. Soros tentatively identifies the
present table with one described by a reviewer of the Paris Exposition Universelle, 1878 as a ‘light, slender, eight-
legged octagonal centre table of rosewood inlaid with ivory, all the thin rails of which meet in a central boss -
a marvel of constructive skill and strength’ (Soros, op. cit., p. 167).

The present table has the richest finish of the several surviving examples based on the V&A drawing. There are
also several variants with splayed legs; see, for example Soros, op. cit., no. 217. Of the rosewood tables
identified by Soros, one belongs to the Museum of Modern Art, New York (no. 215-b), another to the Rhode

Island School of Design (no. 215-c) and a third to the Museum of Fine
Arts, Boston (no. 215-f ); the other five were said to be in private
collections.

The multi-legged base of Godwin’s table is a lighter variant of a slightly
earlier circular table designed by Philip Webb (1831-1915); see, for
example, H. Blairman & Sons, Furniture and Works of Art, 1996, no. 12
and 2007, no. 14.
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D O U B L E - S I D E D B O O K C A S E

Ebonised and parcel-gilt mahogany, and painted oak; mirror glass panels and brass gallery
49 in (124.5 cm) x 42 in (107 cm) x 201⁄4 in (51 cm)
English, circa 1880

This elegant double-sided, free-standing bookcase (doubling as a ‘room divider’) typifies the better quality
commercial production associated with the Aesthetic Movement. Following in the wake of the individualistic
‘Art Movement’ furniture created by designers such as Philip Webb (1831-1915) and Edward William Godwin
(1833-86), manufacturers including Gillow and Company (circa 1730-1897) and Cottier and Company (1869-
1912) made available to a wider audience ebonised ‘artistic’ furniture, often with with painted panels. By 1881
trade catalogues such as C & R Light’s Cabinet Furniture: Designs and Catalogue of Cabinet and Upholstery
Furniture were also bringing the Aesthetic Movement to a mass market.

In the ‘style manual’ The Drawing-Room Its Decorations and Furniture (London, 1878), p. 103, Mrs [Lucy]
Orinsmith illustrates an ebonised corner cabinet by Cottier, decorated with painted figures and arabesques.
On the previous page she commends the use of woods ‘stained and French polished to a surface and colour like
ebony.’

By the late eighteenth century, designers were beginning to consider space-saving, multi-purpose furniture.
Consider, for example, Morgan and Saunders Metamorphic Library Chair; see Pauline Agius and Stephen
Jones, Ackermann’s Regency Furniture and Interiors, Ramsbury, 1984, pl. 29. A three-shelf Regency-period
maplewood double-sided bookcase, comparable to the present example, is illustrated in Margaret Jourdain,
Regency Furniture, London, 1965 ed’n, fig 189. Another, in rosewood, was with Blairman’s in 1970 (see below).
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L A M P
By Philippe-Joseph Brocard

(fl. 1865-96)

Enamelled and gilded glass
113⁄4 in (29.9 cm)
French (Paris), circa 1880

P rov e n a n c e :
[ ... ]; Blairman’s, 1997; private collection.

M a r k e d :
‘P Brocard’ (in red enamel script, on top of foot rim).

Mosque lamps, such as Brocard saw at first hand at the Musée de Cluny, Paris, were the most spectacular
achievements in enamelled glass from Mamluk Egypt and Syria, dating from the thirteenth to the fifteenth
centuries. Beginning in the mid-1860s, Brocard was perhaps the first, and arguably the most successful,
nineteenth-century glass maker to revive the Islamic enamelling technique.

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 book 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 manuscript illumination. This type of decoration has few direct parallels
on Mamluk glass and therefore amply reflects the creative intervention of Brocard himself.

The closest parallel to the present lamp was sold by Sotheby’s (London), 30 April 2003, lot 124 and it 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. Other examples on a
similar large scale include one at Sotheby’s (Paris), 24 October 2007, lot 129 and another, complete with
suspension, formerly with Blairman’s.
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T E A P O T
Designed by Dr Christopher Dresser

(1834-1904)
Manufactured by James Dixon & Sons

(1806-1992)

Silver plate and ebony
511⁄16 in (13.5 cm) high
English (Sheffield), circa 1880

M a r k e d :
Design registration ‘kite mark’ for 25 November 1880, ‘Chr Dresser’ (facsimile signature), ‘EP J D & S
[trumpet]’, ‘2278’ and [one mark, indecipherable] - all stamped under base.

A photograph of this model is recorded in Dixon’s 1879 album of photographs; see Judy Rudoe, ‘Design and
Manufacture: Evidence from the Dixon & Sons Calculation Books’, The Decorative Arts Society Journal 29
(2004), pp. 66-83, fig. 2.

The spherical form of Dresser’s design, with its strong diagonal lines contrasting with the curved body, appears
to be derived from early eighteenth-century English and Dutch teapots; see left for a Dutch example by Eise
Andeles, Leeuwarden, 1755 (private collection). The functional success of Dresser’s teapot for Dixon’s depends

on the relationship of the handle to the spout. As Dresser observed, the further
from the spout a teapot is held, the heavier it feels because the hand is too far
away from the centre of gravity. Adhering to his principles, Dresser continues,
‘will always enable liquid to be poured from a vessel without its appearing
heavier than it already is, but it will be seen that the shape of the vessel must be
considered so that the spout and handle can bear this relation to each other as
in ... fig. 157’ (illustrated below); see Christopher Dresser, Principles of
Decorative Design, London, 1873, pp. 140-41.

Other examples of this model are known, including one in silver dated 1882, sold
by Neale’s, Nottingham, 29 September 2005, lot 49. The teapot is sometimes
accompanied by a matching milk jug and sugar bowl; see, for example,
Christopher Dresser 1834-1904, ex’n cat., London, 1972, no. 148; this set is now
in the collection of the Fine Arts Museums of San Francisco (de Young). In the
absence of relevant sales ledgers in the patchy Dixon archive, it is impossible to
know how many of these teapots were made; see Rudoe, op.cit., p. 66.

Dresser designed a closely-related teapot, featuring parallel handle, spout and
feet for Elkington; see Christopher Dresser 1834-1904, ex’n cat., London, 1979,
no. 67 for the design from Elkington’s design pattern book.
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P A I R O F V A S E S
Designed by Emile Auguste Reiber

(1826-93)
Manufactured by Christofle & Cie

(1830-present)

Patinated, gilded and silvered bronze and copper, with cast, inlaid and galvanoplastie embellishments
383⁄16 in (97 cm) x 1911⁄16 in (50 cm) x 1615⁄16 in (43 cm)
French (Saint-Denis), circa 1880

M a r k e d :
‘229 CHRISTOFLE ORFEVRES’ (vase with animal) and ‘230 CHRISTOFLE ORFEVRES’ (vase with bird)
- on the foot rims.

E x h i b i t e d :
Paris, Union Centrale des Arts Décoratifs, 1880.
Paris, Exposition Universelle, 1889.
Moscow, Exposition des Arts Français, 1891.

L i t e r a t u r e :
Henri Bouilhet, L’Orfèvrerie Française aux XVIIIe et XIXe siècles, Paris, 1912, III, pp. 196 & 201, and fig. 197
(the vase with an animal).

Reiber’s enormous vases are a quintessentially European response to contemporary Japanese bronze and inlaid
production that was becoming increasingly familiar to Western eyes. The elaborate leaf- and flower-encrusted
stems twisting round the bodies of the vases, however, recall the ormolu mounts favoured by the marchands
merciers of eighteenth-century Paris. Where Japanese makers created their decorative embellishments from rich
silver- and gold-coloured inlays (see, for example, Victor Harris, Japanese Imperial Craftsmen Meiji Art from
the Khalili Collection, ex’n cat., London, 1994, no. 35), the manufacturers at Christofle, in addition to using
inlays, produced similar effects through patinations and electroforming (galvanoplastie), the casting method
that evolved from the electroplating technique patented in 1840 by George Richards and Henry Elkington.

In 1880, the Union Centrale devoted an exhibition to art in metal. Christofle’s main exhibit was the present ‘deux
vases de style japonais en bronze martelé, composé par M. Reiber; ce sont là deux pièces maîtresses, par leurs
dimensions colossales, l’importance de la composition et la mérite du travail. Sur la panse est un vaste
médaillon à fond de patine rouge brique, qui contient une figure de femme japonaise en relief, aux chairs
d’argent, et dont les étoffes pittoresques sont formées par un dessin d’incrustation de métaux divers. Cette
figure de femme est accompagné d’une figure d’animal ...’ This commentary from Bouilhet (op. cit, p. 201)
continues by admiring the swirling branches with which each vase is mounted, while noting the eclectic effect
of the design. Bouilhet concludes by observing that he personally prefers the other vase, the one with the bird.

When shown at the Paris Exposition Universelle, 1889 one of the vases can be seen behind a figure of Amphitrite
by Marius-Jean-Antonin Mercié; see Robert P. Bergman et al., Ivory: the Sumptuous Art Highlights from the
Collection of the Walters Art Gallery, Baltimore, Baltimore, 1983, no. 32.

In cleaning the vases, advantage was taken of nineteenth-century photographs in the Christofle Archive; these
enabled the essential characteristics of the patination to be retained, notably on the silvered bodies.
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‘ T H E B E S ’ S T O O L
Retailed by Liberty & Co.

(1875-present)

Oak
141⁄4 in (36.2 cm) x 171⁄4 in (44 cm) x 171⁄4 in (44 cm)
English (probably High Wycombe), after 1884

The design of this four-legged stool derives from Egyptian prototypes discovered at Thebes (Upper Egypt). The
Liberty’s version, with a slatted wooden seat, can be compared, for example, to the ancient ebony and ivory
stool, originally upholstered with a leather seat, in the British Museum (EA 2472).

In 1883, under the direction of Leonard F. Wyburd, Liberty’s founded a furniture and decoration studio. The
firm registered the design for a four-legged Thebes stool in 1884; Patent Office design no. 16673. This same
Liberty’s model is found in oak, mahogany and walnut, with a leather seat, either thonged or studded; there is
also a deluxe version in ebony and ivory. In addition, there is a variant with a two-sided back, an example of
which is in the collection of the Minneapolis Institute of Art. Another version, with a tall back and also
probably retailed by Liberty’s, belongs to the William Morris Gallery, Walthamstow; see Charles Spencer, The
Aesthetic Movement, ex’n cat., London, 1973, no. 27. The four-legged stool, together with a three-legged stool
and a rectangular ‘box-form’ stool, both also directly based on Egyptian prototypes, were amongst Liberty’s
most popular productions. Thebes stools, in their various forms, remained available into the early twentieth
century. For a full discussion on the nineteenth-century’s fascination with the Thebes stool, see Donato
Esposito, ‘From ancient Egypt to Victorian London: the impact of ancient Egyptian furniture on British art and
design 1850-1900’, The Journal of the Decorative Arts Society, 27 (2003), pp. 81-93.

It has long been understood that Liberty’s employed High Wycombe manufacturers, such as William Birch, to
manufacture their seating furniture. The recent acquisition by the Wycombe Museum of a few elements of the
Glenister archive now indicates that this firm was responsible for the manufacture of at least some of the
Liberty’s Thebes stools. One of the firm’s costing books (a rare survival along the lines of Gillow’s ‘’Estimate
Sketch Books’) contains a photograph, probably dating from the mid-1890s, of a four-legged, leather seated
stool, available in ‘Oak Walnut or Mahogany’ at a production cost of £1. 8s. 6d.. In 1884 Liberty’s retailed the
stool at £4.15s.; see Esposito, op. cit. p. 92.

According to research undertaken at the Wycombe Museum, it appears that Glenister’s was founded in around
1839 by Daniel Glenister. A partnership with John Gibbons (Glenister & Gibbons) dates from 1865 until at
least 1888; at that time the firm was operating from Oxford Road, High Wycombe. By 1895, the approximate
date of the photograph, the firm was at Hughenden Road. Although there are photographs of other furniture
designs known to have been retailed by Liberty’s in the ‘costing books’, further research is needed to establish
the extent of Glenister’s relationship with the firm, and whether they were the exclusive manufacturers of the
Thebes stool.

Other well-known cabinet-making firms whose names appear in the turn of the twentieth century Glenister
ledgers include: Wylie & Lochead (Glasgow), Waring & Gillow (Liverpool and Manchester), Goodall, Lamb
and Heighway (Manchester), Robson & Sons (Newcastle), Collinson & Lock, Jones & Willis, and Norman &
Stacey (all London). Glenister’s also supplied Harrods, the Great Western Railway and Derry & Toms, and
worked extensively for the Office of Works.





18

P A N E L
Orpheus Playing to the Beasts

By George Heywood Maunoir Sumner
(1853-1940)

Boxwood, with blue and red wax; the frame mahogany
153⁄16 in (38.5 cm) x 30 in (76.2 cm) - excluding frame
English, probably 1888

M a r k e d :
‘H S’ (in red wax, bottom left, facing)
‘Orpheus playing to the Beasts by my friend Heywood Sumner / given me by him as a wedding present Sept
1888 C. F. Brickdale’ (inscribed in ink on reverse).

P rov e n a n c e :
C. F. Brickdale; [ ... ]; the Hon. Christopher Lennox-Boyd.

L i t e r a t u r e :
Heywood Sumner ‘A Forgotten Craft’, The Art Journal, 1901, pp. 209-12.

This panel pre-dates the public appearance of the ‘Charm of Orpheus’ cabinet, now in the collection of the
Nationalmuseum, Stockholm, but first shown by the Arts and Crafts Exhibition Society in 1889. The
Stockholm cabinet and a second, undated cabinet, now in the collection of the Cheltenham Art Gallery and
Museum, are both furnished with an Orpheus panel identical to the present example, but on pairs of doors; see
Annette Carruthers and Mary Greensted, Good Citizen’s Furniture, Cheltenham and London, 1994, pp. 62-63, no. 4.

The scene depicted by Heywood Sumner is based on lines from Ovid’s Metamorphoses: ‘Such was the shady
cluster of trees which Orpheus attracted, sitting amidst a crowded assembly of birds and beasts. When he’d
tested his strings with the touch of his thumb ... he burst into song ...’ (Book X, ll. 143-47, translation by David
Raeburn, London, 2004, p. 389).

The ‘wax-stopping’ technique used on the Orpheus panel was intended by Sumner to evoke the appearance of
a fourteenth-century Italian cypress wood coffer, with wax-filled incised decoration, in the Victoria and Albert
Museum; see Art Journal, op. cit., pp. 209-10. In the same article Sumner describes in detail the technique he
has evolved to imitate the Italian work and which has ‘stood the test of fifteen years’. The article is illustrated
with a pair of un-mounted ‘Orpheus’ doors, a panel St George and the Dragon and a ‘Nursery Cabinet’ (private
collection), all by Sumner himself.

The effect of ‘wax stopping’ is visually comparable to sgrafitto. Sumner had a particular liking for this
technique too, using it, notably, in the ravishing but serene decoration (1896-1903) of All Saints’ Church,
Ennismore Gardens, London. Sumner contributed ‘Of Sgrafitto Work’ to Arts and Crafts Essays by Members of
the Arts and Crafts Exhibition Society, London, 1893. His instruction to plaster workers to ‘fix your cartoon in
its destined position with slate nails: pounce through the pricked outlines: remove the cartoon ...’ (p. 163) is
comparable to the technique on the ‘stopped wax’ panels. For the latter, the design was traced ‘and then cut ...
either with a V tool, or with a knife-blade ... leaving plenty of tool mark roughness ... in order to give a good key
for the coloured stoppings.’ (see Art Journal, op. cit., p. 210).

Heywood Sumner pursued a legal career before becoming an artist. It is conceivable that the recipient of this
panel, his ‘friend’ C. F. Brickdale, was the Charles F. Brickdale of 8, New Square, Lincoln’s Inn, a barrister.
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V A S E
Designed by William Frend De Morgan

(1839-1917)
Decorated by Fred Passenger

Earthenware, with underglaze decoration
161⁄8 in (41 cm) - high
English (early Fulham period), 1888-97

M a r k e d :
‘W. DE MORGAN. / FULHAM’ and ‘F.P. 28’ (painted in black, on underside of base).

L i t e r a t u r e :
Martin Greenwood, The Designs of William De Morgan, Ilminster, 1989, p. 111, fig. 1454.

De Morgan’s design for the meandering flowers and leaves that form the principal decoration on this ‘Persian’
vase is in the collection of the Victoria and Albert Museum, London; see Greenwood, loc. cit.

The urn-shaped form of this large-scale vase and cover, with its pronounced foot support and short handles at
the top of the body, is rare in De Morgan’s oeuvre. Greenwood (op. cit.,) illustrates the design for a related
tall-footed ‘Isnik’ vase (pl. 177, right), a red-lustre vase (pl. 191) and another, blue, silver and a red lustre vase
(pl. 218). The most directly comparable vase is a more densely decorated example, with a less pronounced foot;
see Greenwood, pl. 209 and Pre-Raphaelite and Other Masters The Andrew Lloyd Webber Collection, ex’n. cat.,
London, 2003, no. 246.
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G R O U P O F S T O N E WA R E V A S E S
By Pierre-Adrien Dalpayrat (1844-1910)

P O R C E L A I N V A S E
By Lucien Coudray (1864-1930)
and Paul Dalpayrat (1885-1924)

Unless otherwise stated, the vases are all stoneware (grés), and were manufactured between about 1895 and 1905
in Bourg-la-Reine, France.

Jug
21⁄4 in (5.5 cm) high
Marked: ‘Dalpayrat’ (incised facsimile signature).
Compare: Horst Makus, et al., Adrien Dalpayrat Céramique française de l’Art Nouveau (Stuttgart, 1998), no. 68.

Bulbous vase
Porcelain
57⁄8 in (15 cm) high
French (Bagneaux), before 1924
Marked: ‘9426 / P. Dalpayrat / L. Coudray’ (incised facsimile signatures).
See: H. Blairman & Sons, Furniture and Works of Art (2001), under no. 22.

Square bottle vase
51⁄2 in (14 cm) high
Marked: ‘Dalpayrat / 1929’ (incised facsimile signature).
Compare: Makus, op. cit., no. 46.

Speckled aubergine vase
67⁄16 in (16.2 cm) high
Marked: [grenade] impressed; see Makus, op. cit., p. 202, no. 3 (left).

Red/green vase
51⁄2 in (14 cm) high
Marked: ‘18 / Dalpayrat’ (incised facsimile signature).

Bottle-shaped vase
49⁄16 in (11.5 cm) high
Marked: ‘Dalpayrat’ (incised facsimile signature).

Lobed bulbous vase
45⁄16 in (11 cm) high
Marked: ‘DALPAYRAT’ incised.

Double-gourd vase (see left)
77⁄8 in (20 cm)
Marked: ‘150 / Dalpayrat’ (incised facsimile signature).

For further examples of small-scale Dalpayrat vases, and additional references,
see H. Blairman & Sons, Furniture and Works of Art (2007), no. 20.





21

‘ B R U S S E L S ’ A R M C H A I R
Designed by George Walton

(1867-1933)

Mahogany, inlaid with harewood; the upholstery of later date
48 in (122 cm) x 221⁄4 in (56.5 cm) x 181⁄2 in (46.7 cm)
English, circa 1899

The ‘Brussels’ armchair takes its name from a design originally conceived by Walton for the Kodak showroom
in Brussels; see Karen Moon, George Walton Designer and Architect, Oxford, 1993, pls 94 and 137.

Walton, in common with many other designers from the ‘Arts and Crafts’ period, frequently revealed a debt to
the forms of sophisticated, English metropolitan furniture dating from Georgian period; see, for example,
Frances Collard ‘Kenton & Co.’ The Decorative Arts Society Journal, 20 (1996), pp. 29-33. The design of the
‘Brussels’ armchair, which also exists without arms, can be compared to chairs made in England during the first
decades of the eighteenth century; see, for example, a chair dated to about 1710 in Percy Macquoid and Ralph
Edwards, The Dictionary of English Furniture, revised ed’n, London, 1954, I, p. 254, fig. 84 (see below). The thin
turned legs on Walton’s chair were also a feature on his marginally earlier Regency-inspired chairs used in Miss
Cranston’s Buchanan Street tea room; see Moon, op. cit., figs. 62-63.

A ‘Brussels’ armchair, without the inlaid decoration, is in the collection of the Carnegie Museum of Art,
Pittsburgh, and another is in the collection of the Minneapolis Institute of Art. A version with the inlaid back
was offered by Lyon & Turnbull, Edinburgh, 17 November 2000, lot 357.
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E L E C T R O L I E R
Designed and manufactured by W.A.S. Benson

(1854-1924)

Copper and brass, with the original glass shades
701⁄4 in (179 cm) - drop, as shown x 233⁄4 in (60.5 cm) - diameter at base of shade
English (London), circa 1900

A trade catalogue, Benson Electric Light Fittings, London, 1902, shows a variety of ‘balance-weight’ electroliers,
amongst which no. 1047 is a close variant of the present example. It is described as a ‘SIX-LIGHT BALANCE-
WEIGHT FITTING (three lights in shade); 27 in. silk shade, lined white silk, in metal frame; the ceiling light
carrying three 1157 drops with fancy flint or opalescent glass.’ The prices were £13. 13s. 6d., or £16. 16s. in
‘Old Silver’. Under the illustration, which is on a page of fittings for dining rooms, it is noted that the designs
for both the electrolier and the shades were registered, that is protected by patent. The original Powell of
Whitefriars glass shades on the present electrolier correspond with pattern number 971 on p. vii of the same
catalogue. Electrolier model number 1047, with the same shades, also appears in Benson’s 1899-1900 Price List
for Electric Light; see Ian Hamerton (ed.), W.A.S. Benson Arts and Crafts Luminary Pioneer of Modern Design,
Woodbridge, 2005, appendix 1B, pl. 11.

The design of this electrolier can also be compared with one in an undated Benson trade catalogue Electric
Light Fittings, p. 52, no. E 7054. Described as a ‘Six-Light Balance-Weight Pendant (three lights in shade and
three upper lights), with 24-inch metal-mounted silk shade, lined with white silk.’ This model was available in
brass or Orichalcum for £8. 5s. and in ‘Antique Silver’ for £9. 10s.

An electrolier very similar to the present example, but in ‘antique silver’, was offered at Bonham’s (London),
Design 1860-1945, 13 May 2007, lot 13; it was also lacking its original silk shade.
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Designed by H.H. Armstead (1828 - 1905)
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