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‘ S t i n g r ay ’  Va s e
Designed by Christopher Dresser  

(1834–1904) 
Manufactured by Wedgwood 

(1759–present)

Terracotta, with painted and gilded decoration
16.5 cm (high)
English (Barlaston), circa 1867

Marked:
‘WEDGWOOD / EBY / D’ under base, and with collector’s label for J.S.M. Scott

Provenance:
John Scott, acquired 26 April 1993

E x h i b i t e d :
Christopher Dresser 1834–1904, Milan, 2001–02, no. 32
Shock of the Old: Christopher Dresser’s Design Revolution, New York and London, 2004, no. 138
Truth Beauty Power: the Designs of Dr Christopher Dresser, London 2014, no. 1

Dresser supplied a range of designs to Wedgwood, recorded in an estimate book covering the 
years 1866–68. Among the designs, part of the Wedgwood Archive, is a watercolour design 
for the ‘stingray’ motif (New Century Gallery, Christopher Dresser: People’s Designer 1834–1904, 
London, 1999, fig. 38, see below). Wedgwood showed work designed by Dresser at the Paris 
Exposition Universelle, 1867, and again in the London International Exhibition, 1871.

Two other vases of this form by Wedgwood are known. The first is in a private collection (London, 
2004, op. cit. no. 137) and the second was offered at Skinner (Boston), 10 January 2015, lot 427.

The Dorman Museum, Middlesbrough has an incised ‘terracotta’ version of this vase by 
Linthorpe, dated by Harry Lyons to circa 1879: see Christopher Dresser: The People’s Designer 1834–
1904, Woodbridge, 2005, pl. 114. 

The ‘stingray’ vase reveals something of Dresser’s modus operandi and personality, showing the 
way his designs sometimes passed seamlessly between manufacturers, and his sense of humour 
(see below, right).
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J a r d i n i e r e
Designed by Eugène Cornu 

(died 1875)

Bronze, partly gilded, with slate and marble
101 × 56 × 33 cm
French (Paris), circa 1865

Marked:
‘EUG. CORNU PARIS’ (on top of cross stretcher, back right)

Provenance:
H. Blairman & Sons Ltd, 2001; private collection

Literature:
H. Blairman & Sons Ltd, Furniture and Works of Art (2001), no. 7

Cornu, whose address is noted at 24, Boulevard des Italiens, Paris, was a designer and sculptor; 
he also, famously, owned marble and onyx mines in Algeria. He is perhaps best known for the 
extravagant onyx, enamel and bronze vases exhibited by G. Viot at the Paris Exposition Universelle, 
1867: see Sotheby’s, Westbrook House, 19 September 1995, lot 29, for versions of these vases, signed 
by Viot. Also at the 1867 exhibition, the great English patron Lord Dudley acquired a massive 
pair of vases by Cornu and Viot for Witley Court (formerly with Carlton Hobbs). 

The present jardinière, 
redolent of the Louis XVI 
style, is in the most refined 
néo-grec taste, which is 
exemplified by the interiors 
for the Maison Pompéienne 
(1856–60) created for Prince 
Napoléon (1822–91).

An identically designed pair 
of partly silvered jardinières, 
converted into side tables 
and missing their bases, was 
on the Paris art market in 
1997; some of their mounts 
bore the mark ‘H.P.’
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Ta n ta lu s
Designed by Christopher Dresser 

(1834–1904) 
Manufactured by Hukin & Heath 

(founded 1855)

Electroplated nickel silver, with ebonised handle, and cut-glass bottles
24.4 × 27.5 × 10.7 cm
English (Birmingham), circa 1879

Marked:
‘DESigned BY / DR C. DRESSER’ / [design registration lozenge for 26 March 1879] / 
‘2046’ / ‘H&H’ [maker’s mark]. The lock marked ‘T WALTON PATENT LEVER’

E x h i b i t e d :
Christopher Dresser: Ein Viktorianischer Designer 1834–1904, Köln, 1981, no. K. 7 (identical tantalus 
from the Andrew McIntosh Patrick collection) 
Christopher Dresser 1834–1904, Milan, 2001–02, no. 63 (identical tantalus from the Andrew 
McIntosh Patrick collection)

Although no description is given, the design was registered on 26 March 1879, no. 333757, by 
Hukin & Heath, Birmingham (National Archives, Kew, BT/44/4, f. 108). The identification is 
confirmed by a photograph in the corresponding ledger of designs (BT/43/43), see below. 

A version of the tantalus, with clear glass bottles, is illustrated in Harry Lyons, Christopher Dresser: 
The People’s Designer 1834–1904, Woodbridge, 2005, pl. 375.
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Pa i r  O f  S h e lv e s

Rosewood, with Japanese lacquer panels
125 × 39.4 × 11.5 cm
Probably English, circa 1880

L a b e l l e d :
‘A & N AUX C. S., L. / No. / a – 260’ and ‘2’ [in pencil] on printed paper label, and with remains 
of a second, circular label. The second shelf with a circular label inscribed ‘9574 / = / + / 4’ 
in ink.

These exceptionally pretty examples of japonisme are a mystery. It would seem that such wall-
mounted ‘étagères’, which are so well suited for collections of small-scale Asian objects, should 
exist in some quantity. But nothing else quite like them appears to be recorded.

Mrs [Lucy] Orinsmith in The Drawing Room: Its Decoration and Furniture, London, 5th edn, 1878 
writes: ‘All articles of delicate, minute work should be on a level with, or not much above or 
below the eye’. Orinsmith illustrates ‘a hanging cabinet of hard wood stained black and French 
polished, with bevelled plate glass doors, shelves above, below, around, lined with mirrors and 
filled with fine old Venice glass and Indian pots and pipkins; the whole a gorgeous display; to 
some tastes perhaps too gorgeous’ (pp. 134–35). 
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Te a p o t
Designed by ‘Budge’, perhaps Richard William Binns 

(1819–1900) 
Modelled by James Hadley 

 (1837/38–1903) 
Manufactured by the Worcester Royal Porcelain Works 

(1862–present)

Porcelain
15 cm (high)
English (Worcester), 1882

Marked:
‘Budge’ / [design registration lozenge for 21 December 1881] / Worcester date mark for 1882 
and inscription ‘FEARFUL CONSEQUENCES THROUGH THE LAWS OF NATURAL 
SELECTION AND EVOLUTION OF LIVING UP TO ONE’S TEAPOT’

The teapot is a delightfully light-hearted parody. It links, on the one hand, the serious debate 
brought about by Charles Darwin with the publication of his challenging On the Origin of Species 
(1859), and on the other it caricatures, in its two faces, the frivolous extremes of Wildean aes-
theticism, so brilliantly portrayed in Gilbert and Sullivan’s satire Patience (1881). Indeed, Patience 
is thought to have been the teapot’s inspiration. And Wilde himself famously bemoaned that he 
found it ‘harder and harder every day to live up to [his] blue china’.

Examples of this model are in several public collections, including those of the Museum of Fine 
Arts, San Francisco, the Dyson Perrins Museum Trust, Worcester, the Art Institute of Chicago, 
and the Birmingham Museum of Art, Alabama.
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Tw o  M i r r o r s
Designed and manufactured by James Powell & Sons  

(1834–1980)

Enamelled glass, with gilded lead
36.5 × 36.5 cm (octagonal mirror)
62 × 41.5 cm (rectangular mirror)
English (Whitefriars), circa 1885, and 1886 (rectangular mirror)

Inscribed:
The rectangular mirror inscribed on the reverse of the plate, behind the backboard, ‘May 1886’

Together with a small rectangular mirror with canted corners in a private collection, this now 
brings to three the identified tally of red on white mirrors by Powell. The octagonal mirror, with 
its convex glass and inner polka dot border introduces a form of decoration not previously seen. 

The only known source for the identification of this group of mirrors, that can now be shown to 
date between the late 1870s and the mid 1880s, is a 10-page manuscript catalogue, inscribed on 
the first page: ‘Messrs James Powell & Sons / Whitefriars Glassworks…’. See
http://www.whitefriars.com/catalogues/1865/index.php .

The volume contains ten beautifully rendered designs. Mirrors are shown with or without candle 
arms, and either white decorated on a blue ground, or with blue decoration on a white ground. 
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S i d e  C h a i r
Designed by Bhai Ram Singh  

(born 1857) 
in conjunction with John Lockwood Kipling  

(1837–1911)

Padouk, with original string seat
106.5 × 51 × 51 cm
Indian (Lahore), circa 1889

Provenance:
HRH the Duke of Connaught (1850–1942), for the Indian Billiard Room, Bagshot Park, 
Christie’s, The Remaining Contents of Bagshot Park, 27–30 July 1942, lot 489 (a pair)

This unusual chair (and its pair) cannot be seen in contemporary photographs of the Indian 
Billiard Room at Bagshot Park, but the 1942 auction catalogue confirms their presence at the 
house. Lot 489 is described as ‘A pair of Indian teak [sic] chairs, carved with rosettes and foliage, 
and plaited string seats’. Other furniture in the heavily carved room included the billiard table, 
which at one stage belonged to John Lennon (private collection), a corner fireplace, a variety of 
other chairs and small tables, as well as curtains and cushions, all of Indian manufacture.

There is cordial correspondence in the 
Royal Archive, beginning in 1884, between 
the Duke of Connaught and Kipling on 
the subject of the Billiard Room. On 10 
October 1889, Connaught (at that stage 
Commander in Chief of the Bombay Army) 
writes to Kipling (head of the Mayo School 
of Art): ‘Could you undertake to make us 
a few seats, chairs & tables, at your school; 
of Indian design adapted to European com-
forts, if possible made of different kinds of 
Indian woods?’

These chairs, in around 1890, were the pro-
totypes for the thirty-six chairs designed for 
the Duke’s mother, Queen Victoria, to fur-
nish the Durbar Room at Osborne House: 
see H. Blairman & Sons Ltd, Furniture and 
Works of Art (2006), no. 14.

We are grateful to Catherine Arbuthnott 
for sharing her researches into this com-
mission, in advance of the Kipling exhibi-
tion being planned by the Bard Graduate 
Center and Victoria and Albert Museum. 

The pair to the present chair has been 
acquired by the V&A.
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Fo l i o  S ta n d
Designed and manufactured by Gabriel Viardot 

(1830–1906)

Rosewood
116 × 77 × 38 cm
French (Paris), circa 1890

Marked:
Branded ‘G Viardot’ (facsimile signature), under base – see below

This Asian-inspired folio stand was created as part of the vogue for collecting Japanese prints 
that swept France (and elsewhere in the West) during the last quarter of the nineteenth century. 
As is well known, Japan exerted considerable influence on the European avant-garde during the 
period, both on painters and designers of decorative arts. The present stand would likely have 
been a special commission for a refined amateur.

In Souvenirs d’un vieil Amateur de l’Art de l’Extrême Orient (1930), the collector and curator Raymond 
Koechlin (1860–1931) describes a visit in 1890 to his fellow collector and curator Louis Gonse 
(1846–1921). Gonse’s advice to Koechlin recalls the voracious appetite for prints at the time, and 
how they were shown; Gonse told him to take some sheets the following day to his framer and 
then hang them on the wall, but added that if he just put them in his folio stand they would be 
lost, because others would soon arrive. 

Viardot was a successful Parisian cabinet-maker whose Asian-inspired, carved and often gilt-
metal-mounted furniture inspired many followers, and was shown at World’s fairs between 1867 
and 1900.
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C l o c k
Designed and manufactured by W.A.S. Benson 

(1854–1924)

Brass, with enamel dial
48 × 24 cm (overall width)
English (London), circa 1900

Marked:
‘W.A.S. BENSON & [illegible] / 82 & 83 NEW BOND STREET W’ (on the front of the dial)

Benson’s clocks are discussed in Ian Hamerton, ed., W.A.S. Benson: Arts and Crafts Luminary and 
Pioneer of Modern Design, Woodbridge, 2005. The present model is described (by Hamerton) as 
‘a brass timepiece (No. X 2163), containing a 5-inch (12.7  cm) dial, with its movement seem-
ingly suspended within a radial frame’ and as ‘probably the most ‘Bensonian of the timepieces 
offered...’ (p. 102 and pl. 82). 

A silvered brass version of this clock, the only other example recorded, was acquired from 
the manufacturer in 1903 by the Manchester Metropolitan University: see Ruth Shrigley, ed., 
Inspired by Design. The Arts and Crafts Collection of Manchester Metropolitan University, Manchester, 
1994, no. 12 (illustrated below).

At the Franco-British Exhibition, 1908, 
Morris & Co. showed a small mirror of the 
same form, on a cabinet designed by Benson: 
see H. Blairman & Sons Ltd, Furniture 
and Works of Art (2014), under no. 21, for a 
contemporary photograph of the mirror (and 
cabinet).
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Pa i r  O f  A r m c h a i r s
Designed by C.F.A. Voysey 

(1857–1941) 
Probably manufactured by F.C. Nielsen

Oak, with original rush seats
102 × 61 × 45 cm
English (London), designed 1902

Provenance:
H. Blairman & Sons, 1993; private collections

Literature:
John Brandon-Jones, et al., C.F.A. Voysey: architect and designer 1857–1941, Brighton, 1978, C.17 (for 
another example)

Voysey illustrated this design, and close variants, in photographs of numerous commissions,  
for instance at The Homestead: see Wendy Hitchmough, C.F.A. Voysey, London, 1995, p. 155,  
fig. 28. 

A version dating from 1906 with 
a leather seat, in the collection 
of the Art Gallery and Museum, 
Brighton, is illustrated in Brandon-
Jones (loc. cit.), and another with 
a leather seat is in the collection 
of the Philadelphia Museum of 
Art. An example that belonged to 
Voysey himself (private collection) 
is illustrated in Adam Bowett, ed., 
100 British Chairs, Woodbridge, 2015, 
no. 82. A chair from the same set as 
the present pair is in the collection 
of the Detroit Institute of Art, and 
others are in private collections.

A drawing of this chair design, from 
the collection at RIBA, is dated 1908.
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P i a n o
Designed by C.R. Ashbee 

(1863–1942) 
The case manufactured by the Guild of  Handicraft 

(1888–1907) 
The action by John Broadwood & Sons 

(1728–present)

The case veneered in mahogany and holly, with marquetry of various woods; bound with 
wrought iron, and with ebony and ivory keys
114 × 139 × 68 cm
English (probably Chipping Campden, the case, and London, the action), 1904

Marked:
The action numbered on the iron frame ‘96376’ and inscribed above the keys ‘JOHN 
BROADWOOD & SONS’

Provenance:
[…]; with N. Wrangham, by 1961, and then probably by descent

A ledger in the Broadwood Archive (Woking, Surrey) records that this piano, described as ‘mah’g 
wt holly, CR Ashbee’, was finished on 31 March 1904. It would seem, however, that it may have 
remained in stock until 7 September 1909 when there is a note that, for a second time, it had 
been ‘sent away’ 

The present case is a close variant of the two-door ‘Manxman’ piano designed by M.H. Baillie 
Scott (1865–1945) in 1897, and also sometimes manufactured by the Guild of Handicraft: 
see Ghenete Zelleke ‘Harmonizing Form and Function: Mackay Hugh Baillie Scott and the 
Transformation of the Upright Piano’, Notable Acquisitions at the Art Institute of Chicago since 1980, 
Chicago, 1980, pp. 160–73.

There is a piano identical to the present example in the collection of the Huntington, San 
Marino (2007.4). The model also appears in a Broadwood advertisement: see Richard Burnett, 
Company of Pianos, Goudhurst, 2004, p. 56 (top right).

Among related Ashbee-
designed pianos are one at 
Standen, Sussex (National 
Trust) and another, made 
for Peter Jones (private 
collection).
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Toa s t  R a c k
Designed by Archibald Knox 

(1864–1933) 
Manufactured for Liberty & Co. 

(1875–present)

Silver
14 × 8.2 × 7 cm
English (Birmingham), 1905/06

Marked:
Hallmarks for Liberty & Co. and date letter for 1905/06 (see below), and pattern number ‘5397’

Literature:
Stephen A. Martin, Archibald Knox, London 2001, p. 272 (an identical example dated 1908, 
described as model 5396)

Knox, who was born on the Isle of Man, had begun to design for Liberty’s by 1900. His sensuous 
motifs, such as the Celtic knots on the present toast rack, have come to define the Celtic Revival, 
and aspects of British Art Nouveau. 
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C o f f e e  Po t
Designed and manufactured by Arthur Nevill Kirk 

(1881–1958)

Silver, with ivory handle
20 cm (high)
English (London), 1922/23

Marked:
Hallmarks for Kirk and date letter for 1922/23, and inscribed under the foot ‘ARTHUR . 
NEVILL . KIRK . ME . FECIT . 1922’ (see below)

Kirk trained in London at the Central School of Arts & Crafts (1916–20) and then remained, 
for seven years, as a metal working instructor. He was a member of the Arts & Crafts Exhibition 
Society, and his work was shown in England, New Zealand and at the Paris Exposition Internationale 
des Arts Décoratifs et Industriels Modernes, 1925. In 1927 he left Hampstead, London, for Michigan, 
where he taught at the Cranbrook School and the Cranbrook Academy until the Foundation’s 
closure in 1933: 
see http://www.cranbrook.edu/sites/default/files/ftpimages/120/misc/misc_35144.pdf

There is a chalice by Kirk in the collection of the Victoria and Albert Museum (CIRC.365.1958) 
and examples of Kirk’s work, from the American period, include a silver and ivory-mounted 
covered bowl (1985.08) and an Edward Spencer-inspired silver and enamel decorated hand mir-
ror (1987.61), both at Cranbrook. A silver compote is in the collection of the Detroit Institute 
of Arts (F70.178).

For more on Kirk’s work at Cranbrook, see J. David Farmer, ‘Metalwork and Bookbinding’ in  
Design in America: The Cranbrook Vision 1925–1950, New York, 1983, pp. 148–54.
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‘ Wr i t i n g  C a b i n e t ’
Designed and manufactured by Peter van der Waals 

(1870–1937)  
with the assistance of  Ernest Smith

Walnut, with light and dark wood borders to the interior; brass handles and original leather-
lined writing surface
130 × 99 × 40.7 cm
English (Chalford), early 1920s

Inscribed:
‘P.Waals / Chalford /Gloucestershire. / (assistant E. Smith)’ , under central drawer to the inte-
rior (see below)

Literature:
A.E. Bradshaw, Handmade Woodwork of the Twentieth Century, London, 1962, p. 22 (top, and back 
of dust jacket)

Bradshaw illustrates the present cabinet in situ in the Waals workshop, with Ernest Smith in the 
foreground (see below). Both the photograph and the inscription are rare examples of documen-
tation from a workshop whose records were destroyed by fire in 1937. The form of the exqui-
sitely made writing cabinet derives, via Ernest Gimson (1864–1919), from seventeenth-century 
English furniture: see, for example, R.W. Symonds, Veneered Walnut Furniture, London, 1946, p. 21. 
For a related cabinet by Gimson, see Thomas Michie, Highlights: European Decorative Arts, Boston, 
2014, pp. 184–85. Waals, who had been Gimson’s workshop foreman up until 1919, made a simi-
lar writing cabinet for the British Empire Exhibition, 1924: see Bradshaw, op. cit., p. 24 (bottom).
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A r m c h a i r
Designed by Alvar Aalto 

(1898–1976) 
Manufactured by O.y. Huonekalu-ja Rakennustyötehdas AB

Bent and laminated wood, painted red and black
71.5 × 61 × 74 cm
Finnish (Turku), designed 1932

Marked:
‘237’ under right-hand foot

The cantilevered armchair, model 31/42, was designed for Aalto’s Paimio Sanatorium (1929–
33), but later went into wider production. This is the only red/black example of this model 
to be identified. An orange/dark brown version (labelled for Finmar, active 1934–65) is in the 
Bischofberger Collection: see T. Kellen, alvar & aino aalto. design: collection bischofberger, Bielefeld, 
2004, p. 43.

More frequently seen is the version of model 31/42 with a black seat (Kellen, op. cit., p. 45), but 
the most common are those with birch seats (Kellen, pp. 46–47).

It is assumed that the present chair, which survives in a remarkable state of preservation, dates 
from the 1930s, and was for a special commission.
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‘ S avo y ’  Va s e
Designed by Alvar Aalto 

(1898–1976) 
Manufactured by Karhula-Iittala

Glass
13 × 20 × 18 cm (maximum dimensions)
Finnish, 1937

Marked:
‘KARHULA 22 IX 1937’ (see below)

The original design for this ever-popular vase, model ‘9750’, is from a series of sketches submitted 
by Aalto in 1936, as part of a competition. This iconic form, blown into wooden moulds, was 
exhibited in the Finnish Pavilion at the Paris World’s Fair, 1937. The present example is from 
the earliest period of production; it is dated 22 September 1937. 

The series of glass to which this vase belongs takes its name from the Savoy Restaurant, 
Helsinki, whose furnishings were commissioned by the Ahlström Corporation, which included 
the Karhula glassworks.

Dated examples of this model include one in the Bischofberger Collection: see T. Kellen, alvar 
& aino aalto. design: collection bischofberger, Bielefeld, 2004, p. 213 (left), and another at the Victoria 
and Albert Museum (C.226–1987).

For a full discussion of the ‘Savoy’ vase, and further references, see: 
http://janmichl.com/eng.aalto.html





Photography by Prudence Cuming Associates Ltd
Designed and printed by Henry Ling Ltd, at the Dorset Press, Dorchester, DT1 1HD

Catalogue available online: www.blairman.co.uk

Charles Robert Ashbee
No. 17 (detail)


