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CouprE

By Charles-Ludovic Crétineau-Joly
Retailed by Ferdinand Barbedienne
(firm active 1839-1955)

Enamel on copper
12.5 X 20 cm (diameter)
French (Paris), 1863

SIGNED AND DATED:
‘L. CRETINEAU’ (in gold, beneath the horses on the stem) and ‘Maison F. Barbedienne. Paris.
1863’ (in gold, under the foot)

The subject depicted in the top of the coupe is the triumph of Galatea, with Polyphemus
playing his pipes. The direct source, except for the figure of Polyphemus, is an engraving,
The Triumph of Galatea, by Charles Simonneau after a long lost painting by Antoine Coypel for the
Dauphin, published in 1695; a copy of the print belongs to the British Museum (1888,0716.206).
Cretineau-Joly has reversed the print, suggesting that he may have used a nineteenth-century
copy, which itself reversed the Simonneau.

The form of the coupe is based on sixteenth-century examples from Limoges, although these
mostly have more elaborately shaped stems. The decoration, too, is less richly worked than on
early models: for examples of sixteenth-century work, see Sophie Baratte, Les Emaux Peints de
Limoges, 2000.

At the 1862 London International Exhibition, Barbedienne exhibited enamels for the first time,
but then mainly those imitating Byzantine and Asian work. The present piece, dating from the
following year, represents an early and hitherto relatively unrecognised aspect of the firm’s foray
into the promotion of ‘Limoges’ enamel, with which it was attempting directly to compete with
the Manufacture de Seévres. At the 1867 Exposition Universelle, Barbedienne exhibited a miroir
dornament designed by Constant Sévin, with ‘Limoges’ enamels by Alfred Gobert; this was
acquired by the Musée d’Orsay in 1993 from Blairman (OAO 1270).

Crétineau-Joly, a student of Charles-Alexis Apoil (1809-64) from the Manufacture de Sévres,
was born in Fontenay-le-Comte, but by 1861 was recorded in Paris. He exhibited at vari-
ous Salons between 1861 and 1878. In 1865, for example, he exhibited Amphitrite et Neptune
(no. 2392), which may have been similar in appearance to the present work. A coupe presumably
by Crétineau-Joly, signed and dated Barbedienne dated 1869, with a similar treatment of the
triumph of Galatea, was sold at Sotheby’s (Paris), 9 April 2008, lot 58.
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WriTING TABLE

After a design published by Bruce Talbert
(1838-81)

Ebonised mahogany, with brass handles
73 %107 X 61 cm
English, circa 1881

PROVENANCE:
[...]; H. Blairman & Sons, 1990s; private collection

LITERATURE:

Bruce Talbert, ez al., Fashionable Furniture. A Collection of Three Hundred and Fifty Original Designs
Representing Cabinet Work, Upholstery and Decoration by Various Designers; Including One Hundred
Sketches by the Late Bruce J. Talbert, Architect..., 1881, p. 21, no. 32 (see below)

Talbert’s plates in Fashionable Furniture include a range of designs in Modern Gothic, Jacobethan
and Aesthetic styles, reflecting elements of his work from different stages of his career. Several
of the models identified were made by Gillow. Examples
include the ‘Gloucester Pattern’ drawing room chair (pl.
42, no.78) and the corner cabinet (pl. 29, no. 57). Also
probably by Gillow is the exquisite cabinet (pl. 36, no.
67), a prescient acquisition by the Museum of Fine Arts,
Boston (1988.346).
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Vask

Designed by Dr Christopher Dresser
(1834-1904)
Manufactured by William Ault & Co.

Glazed earthenware
26 cm (high)
English (Swadlincote), ¢circa 1893

MARKED:
‘Chr Dresser’, facsimile signature, and ‘319’ (both impressed under base) — see below

In 1893 Dresser entered an exclusive contract with William Ault (1841—cirea 1926). All the work
for his firm was to bear the designer’s facsimile signature. The shape numbers identified to date
run from 216 to 323: see Chr. Dresser: People’s Designer 1834—1904, ex'n cat,, 1999 (un-paginated).
Various dates have been given for the Ault factory, but Harry Lyons suggests 1887-1910: see
Chr. Dresser: People’s Designer 1834—1904, 2005, p. 76.

No other example of this model appears to be recorded. A footed version, with a plain green
glaze (noted as pattern number 139) is in Christopher Dresser 1834—1904, the 1979 catalogue for an
exhibition held at the Camden Arts Centre and Dorman Museum, no. 193. Another footed ver-
sion, with incised decoration (no. 310), is reproduced in Michael Whiteway, Christopher Dresser
1834-1904, 2001, no. 228.
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‘CorTAGER’S CHEST’

Designed by Ambrose Heal
(1872-1959)
Manufactured by Frederick Coote
(1832-1919)

Pine, painted green and red
1524 % 106.6 X514 cm
English (London), ¢zrca 1899

Heal showed a version of this chest at the 1899 Arts & Crafts Exhibition Society. Drawings in
the Heal archive demonstrate how the design evolved from the original concept with a separate
cupboard on top, to the model as made, in a single piece. Detailed sketches also show Heal
working out the catch for the doors, the drawer fronts and the handholds. In the catalogue of
the 1899 exhibition, the chest was described as ‘made of best pine painted holly green’ with
handholds and chamfers picked out in bright red. A contemporary photograph of a ‘Cottager’s
Chest’, together with the other images and information cited above, are in Oliver S. Heal, Sir
Ambrose Heal and the Heal Cabinet Factory 1897-1939, 2014, pp. 228-29.

An example of the painted ‘Cottager’s Chest’ is in the collection of the Wolfsonian-Florida
International University, Miami (see Wendy Kaplan, Leading “The Simple Life” The Arts and Crafts
Movement in Britain 1880—1910, 1999, cat. no. 51). For a further version, now in a private collec-
tion, see H. Blairman & Sons, Furniture and Works of Art (2014), no. 20.

Heal’s went on to retail a simplified version of this chest, made of chestnut. This more com-
monly found variant, introduced in 1905/06, sits on a solid plinth and lacks the striking catch
for the doors (see Heal, op. ciz,, p. 179, top right and left).
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TABLE

Designed and manufactured by W.A.S. Benson
(1854-1924)

Brass and copper
71 X 48 (diameter) cm
English (London), ¢zrca 1900

MARKED:
‘WA.S. BENSON’ (under one foot)

LITERATURE:
W.A.S. Benson, Price List of Fittings for Oil, Gas, Candle Tuble Ware, &c., 1899-1900 (trade cata-

logue), pl. 26, no. 480A (see below)

lan Hamerton, ed., WA.S. Benson: Arts and Crafts Luminary and Pioneer of Modern Design, 2005,
pl. 53 (the same model, with an iron base)

The copper ‘lily pad’ that forms the top of the table was also available as a tray, in various sizes
and either with simple geometric patterning or with flowers; the finish was either plain copper,
or silver-plated. Examples of this table are in the collections of the Art Institute of Chicago
(with iron base, 1993.351) illustrated in Hamerton, op. ¢ir), and the Carnegie Museum of Art,
Pittsburgh (identical to the present example, 92.001); both tables were acquired from Blairman.
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ELECTROLIER

Designed and manufactured by W.A.S. Benson
(1854-1924)
The glass by Powell of Whitefriars
(various partnerships, 1834-1980)

Silvered-brass and glass
51 (height of frame) X 40 cm (maximum diameter)
English (London), ¢zrca 1900

LITERATURE:
W.A.S. Benson, Price List Fittings for Electric Light, 1899—1900 (trade catalogue), pl. 3, no. 1093 /s
(see below)

This model was available in different finishes and with different shades (see image below).

Benson paid careful attention to how electric light fittings, still at this date a novelty, should be
selected. He wrote, for example: ‘Dining Rooms of say 20 feet by 16 feet, will want a centre light
for three lamps, well shaded from the eyes of those at the table. These, while throwing a strong
light on the cloth, leave the walls and ceiling in comparative shadow, which may be relieved by
bracket lights, two of which are usually required over the sideboard...” (quoted in Hamerton,
op. cit., p. 113). It should also be noted that, in the early days of electric lighting (the light bulb as
we know it was invented in 1878), the wiring was celebrated as part of the design.

The original ceiling rose survives, but is not shown in the photograph.
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PraqQue

St Simeon Stylites
The enamel by Edith Dawson
(1862-1928)
The frame by Nelson Dawson
(1859-1941)

Enamel on copper, with mother-of-pearl-mounted silver frame, and ebony surround
31X 26.7 cm (overall)
English (London), 1903 (the enamel) and 1922 (the frame)

SIGNED AND DATED:
‘D 1903’ in the enamel (bottom centre), and London hallmark for Nelson Dawson, 1922/23

PROVENANCE:

Nelson and Edith Dawson; Catalogue of a Representative Selection of Works of Art by Nelson Dawson,
Sotheby’s, 16 March 1923, lot 111 (illustrated); [...]; a Family Trust, sold Christie’s (London), 3
November 2015, lot 82.

The back of the frame bears a hand written label reading: “I'ranslucent Enamel in setting of
beaten silver, on Ebony. / “S. Simeon Stylites.” / By Nelson & Edith Dawson Staillie [?] House,
The Mall — Chiswick London W4 / price £75 / No 2. In the Sotheby’s catalogue this work is
described as: ‘An Extremely Fine Plaque of “S. Simeon Stylites” in translucent enamel of the
greatest beauty ... in setting of repoussé silver with mother-o’-pearl panels, on a background of
ebony’ (see below).

Nelson Dawson, who trained as an architect, learned the art of enamelling from Alexander
Fisher (1864-1936), a skill he then passed on to his wife Edith, whom he married in 1893.

St Simeon Stylites, (¢irea 290—459) was a shepherd, who entered a monastic community, but later
became the first so-called ‘pillar hermit’. He began his pillar life northwest of Aleppo, appar-
ently two metres from the ground, but this was later extended to fifteen metres. He remained on
top of the column until his death, and eventually the pillar became a pilgrimage site.
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Pair Or CHAIRS

Manufactured for Liberty & Co.
(1875—present)

Maple, with mother-of-pearl inlay, and the apparently original Herz textile cover to the seat
104 X 43 X 39.5 cm
English, cirea 1907

LABELLED:
‘Liberty / Birmingham / London / Paris’ on ivorine label, under one chair

LITERATURE:
The Studio Year-Book of Decorative Art, 1907, opp. p. 62 (for interior showing armchairs, en suite)

The armchairs depicted in the bay window of the white drawing room ‘designed and executed
by Liberty & Co. (see below) appear to be grander variants of the firm’s ‘Langley Suite’, adver-
used in 1907. The Langley side chairs do not have the distinctive vertical struts between the
front and back legs: see Daryl Bennett, Liberty Furniture 1875—1915: The Birth of Modern Interior
Design, 2012, fig. 7.71.

Arthur Silver (1853-96) is thought to have designed the iconic Hers furnishing fabric during
the 1890s. The peacock feather was sacred to Hera, the ancient Greek goddess of women and
marriage.
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PraqQue

St Matthew
Designed by Gordon Forsyth
(1879-1952)

Painted by Charles Cundall
(1890-1973)
Manufactured by Pilkington
(1891-1957)

Lustre-decorated earthenware
55 cm (diameter)
English (Manchester), 1907/08

MARKED:

The marks on the back (see below) confirm Forsyth as the designer and Cundall as the painter.
In addition, there is an impressed ‘VII’ (the date mark for 1907), Cundall’s ‘cypress tree’ (the
date mark for 1908), and a rare paper label ‘Royal Lancastrian’

PROVENANCE:
[...]; Richard Dennis, 1980, from whom acquired by Sir James Stirling (1926-92), and by descent

LITERATURE:
AJ. Cross, Pilkingtons Royal Lancastrian Pottery and Tiles, 1980, pls XXXIII (St John), and pls 64a,
64b (St Mark and St John)

ExHIBITED:

Possibly Franco-British Exhibition, 1908
Richard Dennis, 1980

National Trust for Scotland, 2000-15

It would seem that at least two St John plaques were produced. One St John is reproduced by
Cross, and another is in the collection of Manchester City Art Galleries: see Richard Gray and
Deborah Clarke, A Catalogue of the Lancastrian
Portery (1982), no. 159. The Manchester cata-
logue notes that three plaques of the same
shape were shown at the 1908 Franco-British
Exhibition, but the oblique photograph in
the article by H.C. Marillier in the Hlustrated
Review, 1908 does not allow positive identifi-
cation. The presence of the Pilkington paper
label (and the remains of another) at least hint
that the firm may have exhibited the present
majestic plaque. Marillier refers to Forsyth’s
‘heraldic designs, combined with figure work
and bands of lettering’ (p. 214).
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SETTEE

Designed by Ernest Gimson
(1864-1919)
Manufactured by Edward Gardiner

Yew, with (replaced) rush seat
88 X177 X 52 cm
English (Sapperton), first quarter of twentieth century

PROVENANCE:
[...]; Fine Art Society; English private collection

Gimson was, according to Edward Barnsley, first encouraged to design seat furniture with bob-
bin turnings by the architect Robert Weir Schultz. Related chairs and a settee are illustrated in
Ernest Gimson: his Life & Work, 1924, pl. 38. J.C. Rogers, Modern English Furniture, 1930, p. 193,
shows an ash variant credited to Peter Waals, Gimson’s successor.

There is a yew, bobbin-turned armchair that once belonged to Gimson (dated ¢irea 1904-10), in
the collection of the Cheltenham Museum & Art Gallery (1941.41): see Good Citizens Furniture,
1999, no. 22.
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VASE

Designed and painted by Alfred Powell
(1865-1960)
Manufactured by Wedgwood
(1759—present)

Hand-painted earthenware
24 cm (high)
English, Tarlton (Gloucestershire), and Stoke-on-Trent, ¢irca 1910

SIGNED:
Cipher for Alfred Powell, ‘Wedgwood’ and ‘183", painted under base (see below)

The relationship between Alfred Powell and Wedgwood began in 1903, and lasted some forty
years. Together with his wife Louise (Lesore), a wide range of designs were created, many of
which they painted themselves, but they also trained artists from Wedgwood in their own studio
too: see Maureen Batkin, ‘Alfred and Louise Powell’ in Wedgwood Ceramics 1846—1959, 1982, pp.
139-56.

The simple, heavily potted two handled vase form perhaps derives from Italian Renaissance
orcinolo (drug jars): see, for example, one decorated with oak leaves and a leaping hare at the
Rhode Island School of Design (43.351), and another with oak leaves at the Metropolitan
Museum of Art, New York (46.85.6). The Powells appear to have liked this shape, and five ver-
sions can be seen in a photograph of their 1907 exhibition in Red Lion Square, London (Batkin,
pl. 341), and another appears in Batkin, pl. XLVIL. As late as 1930, Louise Powell designed a
silver lustre version, decorated in an edition of fifty by Dorothy Williams, to commemorate the
bicentenary of Josiah Wedgwood’s birth.

e ———
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‘DiNING TABLE’

Designed by Gordon Russell
(1892-1980)
Manufactured in the Gordon Russell workshop

Oak
183 X 83.5X73.5 cm
English (Broadway), circa 1925

PROVENANCE:

Probably supplied to Terra Nova School, Jodrell Bank, Cheshire, and by descent through its
headmaster; sold Frank Marshall & Co, Knutsford, 6 July 2010, lot 821; H. Blairman & Sons,
2010; private collection

Russell designed this table, no. 262, in 1925 (see below), but in the absence of a label, it is not
possible to date this example more precisely. The size was given as 6’ X 2’ 9” X 2’ 5” high, and it
was priced at £21 in oak, or £22.10s in brown oak, making these amongst the most expensive of
Russell’s production at the time.

A version of the present table can be seen in a 1920s photograph of Russell’s Lygon Cottage
showrooms: see Jeremy Myerson, Gordon Russell: Designer of Furniture, 1992, p. 39.
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‘BOOKTABLE’

Designed by Joseph F. Johnson
(1874-1957)
Manufactured by Heal & Son Ltd
(1810—present)

English walnut, with ebonised stringing
76.2 X 96.2 cm (diameter)
English, cirea 1925

EXHIBITED:
A table of this form, probably the present example, was shown at the Paris Exposition Internationale
des Arts Décorarifs, 1925

LITERATURE:
Oliver S. Heal, Sir Ambrose Heal and the Heal Cabiner Factory 1897—-1939, 2014, pp. 204 & 205 (for a
discussion of this model)

According to Heal (op. ¢it), the present table, design number 344, is just one example of many
variations around theme produced in the 1920s.” Designed in 1923, only three tables of this
precise design, priced at £3 10s 04, were made. The example here, if as seems likely it is the one
illustrated by Heal (p. 204), was exhibited at the 1925 Paris Exposition Internationale.

A very similar walnut-veneered table, but with at least one narrow drawer above a book alcove,
1s illustrated in J.C. Rogers, Modern English Furniture, 1930, p. 197. The firm also advertised a
more modest ‘weathered oak’ version: see Susanna Godden, Ar the Sign of the Fourposter: a History
of Heal’s, 1984, p. 83.
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‘FireS1ipE CHAIR, “MEGAW” TyPE’

Designed by Gerald Summers
(1899-1967)
Manufactured by Makers of Simple Furniture

Birch plywood, the cushion of later date
91 X55.5%X49 cm
English (London), designed mid-1930s

LITERATURE:
Martha Deese, ‘Gerald Summers and Makers of Simple Furniture’, Fournal of Design History, vol.
5, no. 3 (1982), pp. 183205 (for a discussion of Gerald Summers)

This model was designed, probably around 1935, for the research engineer Eric Megaw
(1908-56) and his wife Theresia. A chair of this pattern can be identified in a photograph of
a rehearsal room at the Q_ Theatre (opposite Kew Bridge Station), perhaps dating from the
1940s. Thus, the ‘Megaw’ has become known as the ‘Kew Theatre’ model. Other examples are
in the Wolfsonian Collection, Miami (85.11.8) and in the Museo Nacional de Artes Decorativas,
Madrid (CE25143). The ‘Kew’ chair evolves from Summers’ 1934 high back dining chair (Deese,
op.cit, fig. 7)

Gerald Summers short-lived Makers of Simple Furniture was an innovative manufacturer that
produced to demand. The firm ultimately failed to compete with the popular and less expensive
imports by designers such as Alvar Aalto, and was declared bankrupt in 1940. Nonetheless,
Summers briefly made spectacular use of bent plywood, of which this rarely seen design is a
particularly elegant example.

One of Summers’ earliest patrons was Harold Rose
of Rose and Blairman, wholesalers of ladies fashion
under the label Dorville and Corvette. The Blairman
was my great uncle David, who bad at one time been
in partership with my grandfather Philip. In addi-
tion 1o the private commission for Rose, Summers also
Sfurnished the Rose and Blairman showrooms at 34,
Margaret Street, London. In 1940, Summers invoiced
Rose and Blairman for the repair of furniture, includ-
ing a folding door showcase, a curved-end desk, a
display table, and cabinet. I should be grateful for pho-
tographs or further information about the furniture
commissioned by Rose and Blairman, and abour Rose
and Blairman.
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SipE CHAIR

Designed by Marcel Breuer
(1902-81)
Manufactured by the Isokon Furniture Company
(1936-39)

Birch-faced plywood and afromosia plywood
76.5 X 41 X 51 (maximum) cm
English (London), designed 1936, manufactured cirea 1936-39

MARKED:
Remains of a paper label (illegible), behind front of seat

The design of this stacking chair derives from Breuer’s gossamer 1936 side chair made, with the
exception of the back, from one piece of plywood: see Christopher Wilk, Marcel Breuer Furniture
and Interiors, 1981, fig. 133. This, the model that went into production, employs nine elements
in its construction and is strengthened by side supports under the seat and separately attached
legs. Still remarkably light and thin, this second version nonetheless remained inherently weak,
and failed to achieve widespread commercial success.

Of the few examples of this chair known to survive, all are from the production series. There
are two in the Museum of Modern Art, New York (58.1946.12), and three in the Victoria and
Albert Museum (79A-C-1975).
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Thomas Hope armchair
English, early nineteently century
From the collection formed by Sir James Stirling
Museum of Fine Arts, San Francisco

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



