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Pa i r  o f  S i d e  C h a i r s
Designed and manufactured by Louis & Siegfried Lövinson 

Retailed by Julius Yacoby

Oak
121 × 53 × 53 cm
German (Berlin), circa 1867

Literature:
The Illustrated Catalogue of the Universal Exhibition Published with the Art Journal, London and New 
York, 1868, p. 62 (see below)
Jörg Meiner, ‘ “der Intelligenz Preussens zur Ehre gereichende Industrie” Die Berliner 
Möbelfabrik “Gesellschaft Renaissance” (1855–1877)’, in Zeitschrift des Deutschen Vereins für 
Kunstwissenschasft, 64, Berlin, 2010, pp. 301–24 (for a history of Louis and Siegfried Lövinson)

Exhibited:
Paris Exposition Universelle, 1867 (the same design)

A related hall chair in the Renaissance Revival style stamped ‘JULIUS YACOBY 52 REGENT 
ST. LONDON’, lacking the cresting, is in the collection of the Victoria and Albert Museum 
(W.52–2005). The National Portrait Gallery acquired a further pair, identical to the present 
examples, for display at its former outpost, Bodelwyddan Castle, North Wales; see Jörg Meiner 
(op. cit., fig. 16).

Lövinson and Yacoby (or Jacoby) had workshops in Berlin and outlets in London and St 
Petersburg, as well as Berlin. In addition to the Paris  Exposition Universelle, 1867, the firm had 
also shown at the London International Exhibition, 1862.
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‘ D i n i n g - Ro o m  S i d e - Ta b l e ’
Designed by B.J. Talbert 

(1838–81) 
Manufactured by Holland & Sons 

(1843–1942)

Oak, inlaid with various woods
108.4 × 106.7 × 55.3 cm
English (London), circa 1868

Stamped:
‘HOLLAND & SONS’, on the back

Provenance:
[…]; with The Fine Art Society, 1981, from whom acquired by Donald Cooper; and by descent

Literature:
Bruce J. Talbert, Gothic Forms Applied to Furniture Decoration, &c., Birmingham, 1868, pl. 2 (for the 
design, see below) 
Charlotte Gere & Michael Whiteway, Nineteenth-Century Furniture, London, 1993, pl. 130

Exhibited:
‘Architect-Designers Pugin to Mackintosh’, The Fine Art Society, 5–29 May 1981, no. 34

Perhaps surprisingly, only one other ‘side-table’ of this form and size has been noted. The other 
example was in the collection of the Metropolitan Museum of Art (1989–2000), and is now in a 
private collection; see The Metropolitan Museum of Art Bulletin, Fall 1989, p. 289.

The Metropolitan owns a longer ‘side-table’, 
closer in proportion to the published design; see 
H. Blairman & Sons Ltd, Furniture and Works of 
Art (1999), no. 12. Another long version with a 
marble top, formerly with Blairman’s, in is in a 
private collection; see R.W. Symonds and B.B. 
Whineray, Victorian Furniture, London, 1962, figs. 
58 and 59.

While Talbert’s involvement with Holland 
& Sons is well established, apart from furni-
ture shown by the firm at the Paris  Exposition 
Universelle, 1867 (such as the  Pericles Cabinet, 
Metropolitan Museum of Art), what else he 
designed for the cabinet-maker is less well docu-
mented. Such information as has been gleaned 
about Talbert’s connection with Holland & Sons 
is given in Sally MacDonald, ‘Gothic Forms 
Applied to Furniture: The Early Work of Bruce 
James Talbert’, Furniture History XXIII (1987), pp. 
39–66.
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Ta b l e
Designed by Philip Webb 

(1831–1915) 
Manufactured by Morris & Co. 

(1861–1940)

Walnut
74 × 185 × 89 cm
English (London), 1870s

Provenance:
[…]; American private collection

This model is sometimes described as the ‘Kelmscott’ table, on account of the two oak tables of 
this pattern, varying slightly in the shape and angle of the legs, at Kelmscott Manor, William 
Morris’s ‘heaven on earth’. 

Peter Cormack believes the earliest of these tables were made from Webb’s design for the fur-
nishing of Kelmscott House, Hammersmith, and probably date from the later 1870s (although 
the elaborate turning of the legs can be found in pieces from the 1860s too). The tables, which 
appear in many of the Emery Walker photographs of Kelmscott House may have been as much 

intended as ‘work tables’ as for dining; see 
Fiona MacCarthy,  William Morris, A Life for 
Our Times, London, 1994, pl. 105. There is 
also a watercolour by Mary A. Sloane May 
Morris in Tapestry Room at Kelmscott Manor, 
1912 (William Morris Gallery), showing her 
seated at a similar table, editing the Collected 
Works by William Morris; the table remains to 
this day in the Tapestry Room.

It is possible, Cormack suggests, that the 
design was never adopted as a Morris & Co. 
‘stock’ item, which might explain why the 
model does not appear in any of their known 
trade catalogues.
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D e s k
Designed by Ippolit Monighetti 

(1819–78)

Walnut, with birch drawer linings and pine secondary wood, nickel-plated iron* mounts and 
Finnish red quartzite top
77 × 152. 4 × 81.28 cm
Russian (St Petersburg), circa 1871

Provenance:
Gift of Grand Duke Vladimir Alexandrovich (1847–1909), a son of Emperor Alexander II of 
Russia (1818–81), to Lt. Col. (later Maj. Gen.) Arthur Ellis (1837–1907), equerry to the Prince of 
Wales, later Edward VII (1841–1910) from 1867; thence by descent to the present owner

Labelled:
‘To Lt. Col. Arthur Ellis, Grenadier Guards, from the Grand Duke Vladimir Alexandrovich of 
Russia in remembrance of HIH’s visit to England, June 1871’ (on ‘silver’ plaque fixed to the 
front of the desk). There is also a paper label in one of the drawers with the name of the present 
owner’s family.

Literature:
Nikolay Prokhorov, Russian Style Furniture, Moscow, 2006, p. 6 for a closely related design in the 
collection of the State Archive of the Russian Federation, where dated circa 1860 (see below)

Monighetti was a Russian architect, of Swiss descent, who worked for the Romanovs. 

The form of the present desk suggests that the Grand Duke had an appreciation for cutting 
edge contemporary design. He built himself the Vladimir Palace (1867–72), overseen by the 
architect Alexander Rezanov (1817–87), on the Neva across from the Peter and Paul Fortress. 
Moreover, this interest might be further emphasised by his visit to the London International 
Exhibition (The Times Court Circular, 15 June 1871). That same day, he also attended a levée 
at Buckingham Palace, where Maj. Gen. Hon. A. Hardinge and Col. Ellis (Equerries to Her 
Majesty and the Prince of Wales) were in attendance. It was as a result of the Grand Duke’s visit 
to Great Britain that the desk was presented to Ellis.

For more on the relation-
ship between the British 
Royal Family and Russia, 
see Caroline de Guitaut 
and Stephen Patterson 
(eds), Russia: Art, Royalty 
and the Romanovs, London, 
2018.

*A full XRF report is available 
upon request.
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‘A n g l e ’  C a b i n e t
Designed by E.W. Godwin (1833–86) 

Manufactured by Collinson & Lock (1870–97)

Mahogany, with lacquered brass hardware and gilt-leaded glass
209.5 × 75.7 × 40.6 cm
English (London), circa 1874

Literature:
H. Blairman & Sons Ltd, Furniture and Works of Art (2001), no. 11 (for an identical cabinet, with 
a single escutcheon on the proper left door, and the design)
Susan Weber, ‘Edward William Godwin, F.S.A. (1833–86): ‘the greatest aesthete of them all’, in 
E.W. Godwin, London, 2018, figs. 5 and 6 (for the cabinet cited above and the design)

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

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

© Victoria and Albert Museum, London
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‘ P e r s i a n ’  Ti l e  Pa n e l
Designed by William De Morgan 

(1839–1917)

Glazed earthenware, the metal and wooden surround of later date
67 × 46.5 cm, sight size; each larger tile 20 × 20 cm 
London (Early Fulham Period), 1888–97

Provenance:
London art market, 1990s; American private collection

Marked:
Early Fulham period mark, for when De Morgan was in partnership with Halsey Ricardo (1854–
1928), on backing tiles; see Jon Catleugh, William De Morgan Tiles, London, 1983, p. 181, mark (k)

Literature:
Roger Pinkman, Catalogue of Pottery by William De Morgan, London, 1973, pl. D, cat. no. 84 (and 
front cover, see below), for a six-tile panel of this pattern (approximately 60 × 40  cm) in the 
collection of the Victoria and Albert Museum (361–1905) 
Martin Greenwood, The Designs of William De Morgan, 1989, pl. 338, for another six-tile panel, in 
different colours (said to be 61 × 40.6 cm)

Unlike the two panels cited above, the present example has an extra border of narrow tiles to 
complete the design. The only other example of this panel known to date is missing the lower 
two tiles (Trevanion & Dean, 9 March 2019, lot 561).
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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)

Brass and copper, with Powell glass shades
109 × 48 cm (approximate total drop × diameter)
English (London), circa 1895

The design of the present electrolier, with its metal frame beneath the copper reflector, displays 
a more complex array of the elements familiar from many of the light fittings published in 
Benson’s trade catalogues dating from the first years of the twentieth century; see, for exam-
ple, Ian Hamerton (ed.), W.A.S. Benson: Arts and Crafts Luminary and Pioneer of Modern Design, 
Woodbridge, 2005, pp. 256–57. 

The technique for wiring electroliers, then in its infancy, was being demonstrated some ten years 
earlier than the first recorded Benson trade catalogue. A four-light electrolier, not unrelated 
in conception to the present example and clearly designed by Benson, is included in John W. 
Urquhart, Electrical Light Fitting: A Handbook for Working Electrical Engineers Embodying Practical Notes 
on Installation Management, London, 1890 (unpaginated).
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Pa i r  o f  C a rv e d  Pa n e l s
By Thomas Stirling Lee 

(1857–1916)

Oak
83 × 134 × 7 cm (each)
English (London), circa 1900

Provenance:
H.A. Johnstone, 15 Stratton Street, London

Literature:
W. Shaw Sparrow (ed.), The British Home Today, London, 1904, nos. E8 and G9
H. Blairman & Sons Ltd, Furniture and Works of Art (1997), no. 20, for four smaller panels from 
the same commission

These double-sided carved panels of entwined and realistically depicted children are surely 
a response to the fifteenth-century cantorie delivered by Luca della Robbia (1399/1400–82) 
and Donatello (1386/87–1466), for the Sacristy of the duomo in Florence. The figures in Della 
Robbia’s cantoria (1431–38) are particularly playful.

Although the house itself sur-
vives, the present panels formed 
part of the now destroyed dou-
ble height inner hall at Stratton 
Street (see below). The architect 
of this Arts & Crafts style house 
(1895–1900) was C. J. Harold 
Cooper (1862–1909).

Like James Erskine Knox (cat. no. 
18), Lee was born in Lambeth, 
London. He attended the Royal 
Academy Schools (1876–80) and 
the École des Beaux-Arts, Paris 
(1880–81), and studied in Rome 
(1881–83). Commissions included 
some bas-reliefs for Leeds Town 
Hall and carvings for Westminster 
Cathedral, but his most impor-
tant commission was the series 
of reliefs for the exterior of St 
George’s Hall, Liverpool. 
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M i r r o r  Fr a m e
By Donald McKay Stoddart 

(1876–1930)

Repoussé pewter, with stained pine and mirror glass
81.5 × 55 cm
Scottish (Glasgow), circa 1900

Signed, Labelled and Marked:
‘DMS’ (initialled, bottom front corner, proper left); printed Hunterian Art Gallery loan label, 
with ‘George Smith Collection’ added by hand; hand-written note with brief biographical details 
about the artist; ‘Clark’ and ‘107’ vendor [?] and lot number, written in chalk 

Provenance: 
[…]; ‘Clark’ [?]; Edmiston’s, Glasgow, 25 April 1962, lot 107; George Smith (1907–97), Glasgow; 
[…]; Don Magner, New York; and by descent

Literature:
C.J. Allan (intro.), Mackintosh & Others aspects of the George Smith collection, Glasgow, 1988, no. 67

Exhibited:
‘Mackintosh & Others: aspects of the George Smith collection’, Hunterian Art Gallery, 8 June-8 
October 1988, no. 67

Stoddart was articled to the practice of John Honeyman (1831–1914) & John Keppie (1862–
1945) in 1892/93, at the time when Charles Rennie Mackintosh (1868–1928) was employed 
as a draughtsman. During his apprenticeship, Stoddart attended the Glasgow School of Art, 
where he remained until 1899. In early 1900, Stoddart became chief draughtsman to established 
Glasgow architect Alexander Nisbet Paterson (1862–1947), whose practice merged to become 
Campbell Douglas & Paterson in 1903.

George Fuchs, ‘Mackintosh und die Schule von Glasgow in Turin’, Deutsche Kunst und 
Dekoration, X (April–September 1902), p. 581 illustrates a copper repoussé panel by Stoddart, 
there attributed to Herbert McNair (1868-1955). The Studio, in ‘The International Exhibition 
of Modern Decorative Art at Turin. – The Scottish Section’, notes that ‘[t]he only other notice-
able piece of repoussé is a lead panel by D. McKay Stoddart’, (XXVI, 1902, p. 101). This panel, 
which is in fact made of copper, survives; see Torino 1902 Le Arti Decorative Internazionali del 
Nuovo Secolo, Milan, 1994, no. 481, and pp. 681–82 for a biography of Stoddart.

For more on Glasgow ‘beaten’ metalwork, see Pamela Robertson (ed.), Doves and Dreams The 
Art of Frances Macdonald and J. Herbert McNair, Aldershot and Burlington, 2006.
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Va s e
By Pierre Clément Massier 

(1844–1917)

Glazed earthenware, with original lead liner (see below)
59 cm (high)
French (Golfe Juan), 1900–01

Marked:
‘M Clément Massier / Golfe Juan / (a m)’ in script, ‘MCM / Golfe Juan / 6 [with line across 
the top]’, impressed; all marks under base

The mark ‘MCM’ was used by Massier between 1900 and 1901, in memory of his wife; see Paul 
Arthur, French Art Nouveau Ceramics An Illustrated Dictionary, Rennes, 2015, p. 266

It is reasonable to suggest, despite the lack of evidence, that this exceptionally tall and strik-
ing vase would have been appropriate as an exhibit at the Paris Exposition Universelle, 1900. 
At this world’s fair, Massier exhibited ‘Produits artistique à reflet métallique’; see Pierre Sanchez, 
Dictionnaire des Céramistes, Peintres sur Porcelaine, Verre et Email, Verriers et Emailleurs, Exposant dans les 
Salons, Expositions Universelles, Industrielles, d’Art Décoratif, et les Manufactures Nationales 1790–1920, 3 
vols, Dijon, 2005, II, p. 1005.

Vases on this scale, particularly with a figure, appear rare. An 
example with a figure (size unknown and dated circa 1890) 
is in the Bröhan Museum, Berlin. For further tall vases see 
Massier L’Introduction de la Céramique Artistique sur la Côte d’Azur, 
Vallauris, 2000, no. 24 (110  cm high, with swimming fish 
emerging from the body of the vase) and no. 46 (63 cm high). 
Another unadorned vase of this elongated form (30.5  cm 
high), tapering to the base and dated circa 1891, was with 
Jason Jacques, New York; see Jason Jacques, Clément Massier. 
Iridescence, New York, 2003 (unnumbered and unpaginated 
catalogue). 

For a biography of Clément Massier and other céramistes from 
his family, see Arthur (op. cit., pp. 264–66).
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‘ B u t t e r  o r  J a m ’  D i s h
With the mark for Marcus & Co 

(1892–1942)

Silver, inset with a tourmaline
6 × 20 cm
179 g
American (New York), circa 1900–10

Marked:
For Marcus & Co (see below)

The present dish follows a familiar design by C.R. Ashbee (1863–1942); see, for example, Alan 
Crawford, C.R. Ashbee Architect, Designer & Romantic Socialist, New Haven & London, 1985, fig. 167 
(a dish dated 1900 in the collection of the Victoria and Albert Museum).

The recent appearance of a dish superficially identical to the present example, with a beaded 
rim and cut out where the handle meets the bowl (Peartree Collection, March 2019), afforded 
the opportunity to examine an English and an American piece side by side. Notable differences 
are the deeper bowl and larger planishing marks on the Marcus bowl. The Ashbee bowl, at 
151 g, is also lighter. On balance, it seems reasonable to conclude that the American version was 
indeed made in made in America. It is sometimes posited that American-marked ‘Ashbee’ silver 
was illicitly exported without marks. 

Ashbee made several visits to America, and American silver makers visited his Chipping 
Campden workshop. Although the genesis of American pieces directly based on Ashbee designs 
has yet to be fully explained, there were ample opportunities for prototypes to have come into the 
hands of makers such as Marcus & Co. For a discussion of this topic see W. Scott Braznell, ‘The 
Influence of C.R. Ashbee and his Guild of Handicraft on American Silver, other Metalwork, and 
Jewelry’, in The Substance of Style: Perspectives on the American Arts and Crafts Movement, Delaware, 
1996, pp. 25–45. 

Among other examples of 
American-made Ashbee designs 
is a two-handled dish, by 
Marcus & Co, in the collection 
of the Metropolitan Museum 
of Art (1985.92), and another, 
by Shreve, Crump & Low of 
Boston, in the collection of 
the Art Institute of Chicago 
(1982.206). For further discus-
sion about the origins of Ashbee 
designs on silver retailed in 
America see American Silver in 
the Art Institute of Chicago, online 
catalogue, 2018, no, 69. 
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Tw o  Pa i r s  o f  ‘ G a r d e n  Po t s ’
Designed by Archibald Knox 

(1864–1933) 
Manufactured by Carter & Co. 

(1873–1921) 
Retailed by Liberty & Co. 

(1875–present)

Terracotta
59 × 33 cm, diameter (taller pair)
27 × 56 cm, diameter (shallow pair)
English (Poole), circa 1900–05

Marked:
‘DESigned AND / MANUFACTURED / BY LIBERTY & CO’ (stamped mark inside rims 
of taller pair)
‘DESigned AND / MANUFACTURED / BY LIBERTY & CO’, ‘REGD NO / 428012’ 
(stamped mark inside rims of shallow pair)

Provenance:
[…]; Don Magner, New York, and by descent (taller pair)

Literature:
Stephen A. Martin, Archibald Knox, London, 2001, p. 277 (for ‘jardinières’ of the same pattern)

‘Never before, in this country at least, has the Garden Pot been treated as an item, per se, of 
decorative skill.’ So claimed Liberty & Co. in its Book of Garden Ornaments, London & Paris, 
1904; quoted by Veronica Franklin Gould, ‘Archibald Knox and Mary Seaton Watts: Pioneers of 
“Modern Celtic Art” Garden Pottery’, in Martin (op. cit., pp. 76–84). 

The shallow examples were known as ‘Regin’ pots and were among the 14 Knox designs regis-
tered by Liberty’s between 1903 and 1904.

For further examples of Knox’s ‘Celtic’ ‘jardinières’, see Martin (op. cit.), pp. 275–77.
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C a rv e d  Pa n e l
By James Erskine Knox 

(1841–1917)

Mahogany
56 × 99 cm
English (Lambeth), circa 1890–1900

Marked:
‘FROM / J.E. KNOX, / Works: DOLLIS STREET, PRINCES ROAD / LAMBETH, S.E. / 188’ 
(printed label on reverse). The label has a faded and illegible pencil inscription; there is also 
some indecipherable writing on the backboard (see below).

Provenance:
[…]; by descent to Virginia Frost

Knox, a wood carver and architectural sculptor, was born and worked in Lambeth. He was 
apprenticed to Thomas Earp as a wood carver and continued with him for a number of years. 
In 1875, Knox carved the massive reredos for St Martin’s Church, Lewes (verbal information 
from David Beevers). Later in his career, Knox became an assistant to the architect John Francis 
Bentley (1839–1902), working on the building of Westminster Cathedral. Knox was a member of 
the Art Workers Guild and a contributor to exhibitions arranged by the Arts & Crafts Exhibition 
Society in 1888 (nos. 286–87 and 290) and 1890 (no. 406).

A bracket by Knox, dated 1911, is in the collection of the Victoria and Albert Museum (FWK.
LOST.83). For a related bracket by Knox, possibly a pair to the V&A example, see H. Blairman 
& Sons Ltd, Furniture and Works of Art (2014), no. 22.
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‘ We at h e r c o c k ’
After a design by Ernest Gimson 

(1864–1919) 
Manufactured by Alfred Bucknell 

(1878–1955)

Gilded brass, now worn, and wrought iron
100 × 69 × 36 cm (top of ‘spike’ × West to East × beak to tail)
English (Waterlane), circa 1928

Provenance:
Painswick Lodge, Painswick; in situ until 2018

Literature:
Ernest Gimson His Life & Work, 1924, pl. 50 (for the same model made during Gimson’s lifetime) 
– see below

The description for pl. 50 reads: ‘WEATHERCOCK. Working Drawing for a weathercock in 
brass gilt. Part only shewn’. One other example of this design is known to exist, perhaps the one 
cited above; it remains at Stoneywell Cottage, built in 1899 by Detmar Blow (1867–1939) in 
collaboration with Gimson for his brother Sydney Gimson (1860–1938). 

See detail on back cover.
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Pa i r  o f  P lat e s
Valle Crucis and Lynn Ogwen 

Painted by Alfred Powell 
(1865–1960) 

Manufactured by Wedgwood 
(1759-present)

Hand-painted earthenware
24 cm (diameter)
English (probably Tarlton and Stoke-on-Trent), circa 1930

Inscribed and Marked:
Inscribed on the front Valle Crucis (first plate) and Lynn Ogwen (second plate); each monogrammed 
for Alfred Powell, followed by number ‘4060’ (in underglaze blue); ‘WEDGWOOD / MADE 
IN ENGLAND / 4U80 [first plate] and 2U31’ [second plate] (stamped), and with an exhibition 
label and handwritten label – see below

Literature:
Maureen Batkin, ‘Alfred and Louise Powell’ in Wedgwood Ceramics 1846–1952, Shepton Beauchamp, 
1982, pl. 350 (‘[this] pair from a set of six’)

Exhibited:
Richard Dennis, ‘Wedgwood Exhibition’, 1982, no. P53

Building work on the now ruined 
Cistercian Abbey Valle Crucis began 
in 1201. Situated in Llantysilio, 
Denbighshire, Wales, by 1535 it was 
ranked the second richest Cistercian 
monastery after Tintern; it was dis-
solved by Royal decree in 1537. 
Lyn[n] Ogwen is a picturesque lake 
south of Bangor, Wales, between 
the two mountain ranges of the 
Carneddau and the Glynderau. 
It stands at the head of the Nant 
Ffrancon Valley about four miles 
from Bethesda.
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‘ B o o k  Ta b l e ’
Designed by Gordon Russell 

(1892–1980) 
Manufactured by Bert Jones 

Supervised by foreman F. Shilton

‘Yew tree’
82 × 91 × 38 cm
English (Broadway), 9 February 1931

Labelled:
Printed Gordon Russell Ltd label, recording in pen the design number ‘482/6331’; the names of 
the designer, foreman and cabinet-maker; the timber, and the date

Literature:
The Studio, 93 (1927), p. 319 and with text on p. 321, for an example in oak
Jeremy Myerson, Gordon Russell Designer of Furniture, London, 1992, p. 53, for an oak book table 
shown in the interior of a cottage

Gordon Russell’s detailed design, dated ‘V.26’, is in the collection of the Gordon Russell Design 
Museum, Broadway (see below). 

The ‘Design Book’, also at the Gordon Russell Museum, records ‘482. Table Bookcase. 3’5’’ × 1’ 
2₂-¹’’ × 2’ 8’’ high ‘Table Bookcases’, were available in English Oak for 10gns; English Brown Oak 
for 11gns; English Cherry for 12gns, and English Walnut for £13.2s 6d. No other example in yew 
has been traced to date.

Few biographical details have been traced for Bert Jones, who began working with Gordon 
Russell in the 1920s and retired in the 1960s. However, he was the maker of a 16ft dining table 
made in 1928; see Woolley & Wallis, 24 February 2009, lot 43. 
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Ta b l e
After a design by Ernest Gimson  

(1864–1919)  
Manufactured by Peter Waals  

(1870–1937)

Walnut
78.75 × 137.2 × 137.2 cm
English (Chalford), presumably 1937

Inscribed:
‘PETER WAALS. CHALFORD. AUGUST 1939. / MADE FOR / LEO VAN DER WAALS.’ 
(carved under the edge on one side)

Provenance:
Leo van der Waals, the maker’s son; Sir George Trevelyan (1906–96); and by descent

Literature:
Ernest Gimson His Life & Work, 1924, pl. 32 (for the same model, made during Gimson’s lifetime, 
see final page)

According to the Trevelyan family, this table was the last piece of furniture made by Peter 
Waals, who died in May 1937. Assuming this information to be correct, then the table was evid
ently inscribed later.

Gimson’s original design for this model, inscribed ‘Dining or Hall Table in English Oak’, signed 
and dated ‘Ernest W. Gimson / Daneway House Nr Cirencester / Aug – 1909’, is in the collec-
tion of The Wilson, Cheltenham (1941.222:401).

An earlier, wider octagonal walnut and ebony beaded table, made for the designer’s brother 
Mentor Gimson (1851–1925) and measuring 75 × 153 cm, was sold by Mellors & Kirk, 6 March 
2013, lot 9.

A simpler version of this table, without the shaped details at the tops and bottoms of the legs, 
belonged to Gimson at Pinbury Park; see H. Blairman & Sons Ltd, Furniture and Works of Art 
(2006), under no. 16. Other undocumented variants are known, including one labelled for Heal 
& Sons.





Ac k n o w l e d g e m e n t s :
Anthony Bernbaum, Yannick Chastang, Peter Cormack, Jonathan Gibbs,
Stephen A. Martin, Bet McLeod, Nicholas Onegin, Jennifer Piepereit, 

Pamela Robertson, Nicholas Williams

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

Catalogue available online: www.blairman.co.uk

Ernest Gimson His Life & Work, 1924, pl. 32


