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Despite impediments to travel and real social interaction over the past fifteen difficult months, 
many of us have maintained close contact virtually. One of the things that has become clear, 
however, is that there is no substitute for getting together in person, nor for standing in front 
of the works of art that we have spent our lifetimes living with, learning from and enjoying. 
Likewise, many of us crave the opportunity to dwell over printed catalogues.

This edition of Furniture and Works of Art, put together during a period when regrettably we were 
unable to access some useful archives, continues the tradition of presenting a selection from our 
current stock, on this occasion ranging from the middle of the eighteenth century to the second 
decade of the twentieth century.

The past year or so has brought forth some exciting and appealing discoveries, such as the 
Vizagapatam tea caddy (no. 2), the Palace of Westminster firedogs (no. 5), the enamels by 
Charles Lepec from the collection of Alfred Morrison (nos 8 & 9), and Herbert Horne’s The 
Tree of Life (no. 14).

We hope that, as the months pass, circumstances will finally allow us to welcome you to Queen 
Anne’s Gate, our now not-so-new premises.

Martin P. Levy
London, May 2021

Charles Lepec, Marguerite (see cat. no. 8)
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D e s k

Walnut, with brass escutcheons and handles, iron-mounted brass castors and baize writing 
surface
92 × 61 × 40.5 cm
English, circa 1730–40

Provenance:
[…]; Sir Isidore Spielmann, FSA (1854–1925), and by descent

The present desk is a robust variant of a familiar form prevalent during the first three  
decades of the eighteenth century. Such pieces, usually with one or two drawers beneath the 
fall front writing surface, are most frequently found raised on a separate stand; see, for example, 
Ralph Edwards, The Shorter Dictionary of English Furniture, London, 1964, 1975 edn, p. 75, figs 
8–11. 

In the absence of any early provenance or directly comparable examples, one can only speculate 
about this desk’s original use. That it is made as a single piece with heavy, serviceable castors 
and designed to be seen in the round, suggests that it would have been regularly moved within 
its original setting. Perhaps it was used by a clerk in a solicitor’s office or in the university rooms 
of a privileged student.

Spielmann’s antiquarian interiors at 56 Westbourne Terrace included a dining room with 
wooden-panelled walls lined with leather, against which part of his collection of Delftware was 
displayed (see below, from private collection). Amongst many public roles, he was a Member 

of Advisory Council, Victoria and Albert 
Museum; Commissioner for Art, Franco-
British Exhibition, 1908; Member of Royal 
Commission for the Brussels International 
Exhibition, 1910, and Turin International 
Exhibition, 1911; and Director, Exhibition 
of British Arts and Crafts, Louvre, Paris, 
1914. In 1903 he was a co-founder, with 
the 26th Earl of Crawford and Sir Robert 
Witt, of the National Art Collections 
Fund (now Art Fund).
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T e a  C a D Dy

Ebony and ivory; the interior lined with red velvet and the fittings silver
16 × 25.6 × 16 (maximum depth) cm
Indian (Vizagapatam), circa 1765 (the box)
English (London), 1766/67 (two caddies) and 1767/68 (one caddy); the spoons also London, but 
undated

The silver caddies marked for John Vere and William Lutwyche (active circa 1766–1783, first in 
Lombard Street, then in Fenchurch Street). The spoons marked for Nicholas Hearnden, who 
appears to have specialised in spoons; he was active from around 1757–1767, and probably later

Provenance:
The Mackworth-Praed family, perhaps since the eighteenth century, and by descent

Anglo-Indian tea caddies and other boxes dating from the middle of the eighteenth century 
are rarer than examples dating from later in the century; see Amin Jaffer, Furniture from British 
India and Ceylon, London, 2001, p. 173. Jaffer writes: ‘Prior to the mid-eighteenth century, the 
practice at Vizagapatam was that of inlaying wood – chiefly ebony, rosewood and padouk – with 
floral designs… in ivory, the ivory itself engraved and highlighted with applications of lac. The 
patterns were drawn on a panel of ivory, filled and sliced  between ¹⁄₁₆ and ⅛ inch thick. These 
were laid down in corresponding recesses  in the carcases, the excess mastic used to fill in any 
gaps and creating a black  outline around the ivory.’

It seems likely that boxes such as the present example were purchased in India and fitted out by 
the owners on their return. The silver would have been bought from shops, hence the caddies 
with one maker’s mark and the spoons with another.

The Mackworth-Praeds were a Cornish 
family, some of whom served as Members 
of Parliament during the eighteenth cen-
tury. They came to own late eighteenth-
century Bitton House, Teignmouth, 
Devon. Perhaps best known is Winthrop 
Mackworth Praed (1802–1839), a politi-
cian and poet.
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s T o o l

After a design published by Thomas Hope
(1769–1831)

Mahogany, with later upholstery
40.5 × 40.5 × 40.5 cm
English (London), early nineteenth century

Provenance:
[…]; London art market, 2019

Literature:
Thomas Hope, Household Furniture, London, 1807, pl. XII, no. 5 (see below)
H. Blairman & Sons, Regency Furniture and Works of Art (online catalogue), 2020, no. 2

It has not been possible to establish provenance before the present stool, the only one of its 
type recorded to date, was acquired in late 2019 through the trade. However, its closeness to the 
published design and the quality of the execution suggests at least the possibility that it once 
formed part of Hope’s interiors at Duchess Street.

The design of the stool forms a perfect cube.





4 A–B

Fe l i x  S u m m e r ly ’ s  A r t  M a n u fa c t u r e s

(A) C h r i s T e n i n g  M u g 
Designed by Richard Redgrave  

(1804–1888)
Marked by Benjamin Preston  

(b. 1796)
The chasing perhaps by Aimé Chesneau  

(b. 1822)

Silver
Height: 12.7 cm
English (London), designed 1848, manufactured 1864

Marked:
Marks for Benjamin Preston, London, 1864 (see below)

Literature:
Shirley Bury, ‘Richard Redgrave and Felix Summerly’s Art Manufactures’, in Susan P. Casteras 
and Ronald Parkinson (eds), Richard Redgrave 1804–1888, New Haven and London, 1988,  
pp. 37–47, figs 20 & 21 and cat. no. 133 (for the example in the collection of the V&A) 





(B) D o r o T h e a  a n d  C l o r i n D a

Modelled by John Bell  
(1811–1895)

Manufactured by Minton & Co. 
(1793–1968)

Parian
Height: 33.5 cm (Dorothea), 34 cm (Clorinda)
English (Stoke-on-Trent), circa 1848

Marked:
Dorothea: ‘FS’ (for Felix Summerly) and ‘JOHN BELL’ (within a cartouche), and design registra-
tion mark for 4 October 1847 
Clorinda: ‘JOHN BELL / February / 1848’ (impressed on back of base), ‘6/48’ and three dots and 
an arrow (incised under base), a mark used 1845–60

Provenance:
[…]; private collection since 1960s

Literature:
Paul Atterbury (ed.), The Parian Phenomenon: A Survey of Victorian Parian Porcelain Statuary & Busts, 
Shepton Beauchamp, 1989, fig. 90 (an identical pair)

The silver mug and the two Parian figures are both examples of design first produced under 
the banner of Henry Cole’s short-lived and pseudonymous Felix Summerly’s Art-Manufactures 
(1847–1851). 

Dorothea was an instant best seller, remaining in production for some forty years; Clorinda was 
subsequently conceived as a companion piece and both were shown by Minton at the Great 
Exhibition, 1851. For a discussion of Bell’s designs for Summerly, nearly all of which were man-
ufactured by Minton, see Maureen Batkin and Paul Atterbury, ‘Summerly’s Art Manufacture’ 
(in Atterbury, op. cit., pp. 22–25). Dorothea (shape 189) is based on a passage from Cervantes, Don 
Quixote, while Clorinda is the beautiful pagan warrior in Tasso, Gerusalemme Liberata (Atterbury, 
op. cit, under fig. 90). The two figures appear in the scarce Catalogue of English Art-Manufactures… 
by Cundall & Addey, 21, Old Bond Street, London, 1850 (see following left-hand page).

The Christening Mug, by contrast, is one of only two examples known to survive. The other,  
made a year later, is in the collection of the V&A (VAM 371–1865). The design references 
the ninety-first Psalm: ‘He shall defend you under his wings, and thou shalt be safe under his 
feathers’.





According to the V&A’s records, its own example was ordered from the London retailer  
Harry Emanuel. This second mug, which varies a little in its details, is engraved under the base, 
recording that it was purchased from Emanuel and engraved by Aimé Chesneau. On the V&A 
example, the angels do not have halos; their hair is longer; the children are in slightly differ-
ent poses, and the handle is different. Chesneau was born in Paris and had trained under the 
sculptor Albert-Ernest Carrier-Belleuse. He is first recorded in London in 1846 and although 
he made frequent trips across the Channel, his name appears in the English censuses of 1851  
and 1871.

The original design by Redgrave was published in the catalogue  Art Manufactures Collected by  
Felix Summerly, London, 1847. The first recorded (gilded) example (now apparently lost) was 
shown at the Great Exhibition, 1851; it is illustrated in the  Art Journal Illustrated Catalogue, 
London, 1851, p. 15.
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P a i r  o f  f i r e  D o g s

Probably designed by A.W.N. Pugin  
(1812–1852)

Manufactured by John Hardman & Co.  
(1838–1900)

Iron and brass
56 × 22 × 31 cm
English, mid-nineteenth century

Provenance:
Palace of Westminster; removed during refurbishment work in 1921 by a Clerk of Works; and 
by descent until 2020

Literature:
Untitled trade catalogue for John Hardman & Sons (undated) includes a design for fire dogs of 
this pattern under ‘Fire Grates and Dogs’, no. 9 (Blairman archive, see below)

Elements of the design of these fire dogs can be seen in the plates of ‘Grand Irons’ published 
in Pugin’s  Designs for Iron & Brass Work in the style of the XV and XVI centuries, London, 1836, 
pls 6–9. Examples of fire dog designs for the Palace of Westminster are shown in M.H. Port, 

The Houses of Parliament, New Haven and 
London, 1976, pl. 173. The present fire dogs 
also have features in common with those sup-
plied to Colonel Robert Myddelton Biddulph 
(d.1872) for the Bow Drawing Room, Chirk 
Castle (sold Christie’s, on the premises,  
21 June 2004, lot 55).

A drawing, formerly in the Hardman Archive, 
showing a fireplace arrangement with similar 
fire dogs is on the back cover of the present 
catalogue.

Due to lack of access to archives over the past year, 
it has not been possible to establish any further 
details about these firedogs. 
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T a b l e

Designed in the manner of  A.W.N. Pugin  
(1812–1852)

Manufactured by Gillow  
(1730–1897)

Walnut, the leather top of later date
84 × 90 × 65 cm
English (Lancaster), 1860s

Stamped:
‘GILLOW’ under the frame on one of the long sides (see below)

The original use of this table, which is unusually tall for a piece of this form, is unknown; it 
must, however, have been for a particular purpose. Tables conforming to this pattern are still to 
be found at the Palace of Westminster; for example, a walnut table (height 73.5 cm) is thought 
to have been made for Speaker’s House.

Holland & Sons supplied similar but more conventionally proportioned writing tables in the 
late 1850s.

This type of Gillow stamp is found on some Palace of Westminster furniture; see, for example, 
Susan Stuart, ‘A Survey of Marks, Labels, and Stamps used on Gillow and Waring & Gillow 
Furniture 1770–1960’, Regional Furniture, 1998, pp.58–93, fig. 13, a Pugin-designed chair.

***

Attributed to Bruce J. Talbert, Nef, early 1870s (left)
William Burges, Mazer Bowl, 1868 (right)
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f o u r  C a n D e l a b r a

After designs by A.W.N. Pugin  
(1812–1852)

Manufactured by John Hardman & Co.  
(1838–1900)

Brass
41 × 28 (across arms) × 15 (diameter of base) cm
English (Birmingham), third quarter of the nineteenth century

Provenance:
[…]; with H. Blairman & Sons, 2015; private collection

Literature:
Untitled trade catalogue for John Hardman & Sons (undated) includes a design for candelabra 
of this pattern, under ‘Library Candlesticks, &c.’, p. 12, no. 3 (see below)

A related pair of silver-plated candelabra is in the collection of the Huntington Library & Art 
Gallery, San Marino, California. 

A drawing, formerly in the Hardman Archive, showing a fireplace arrangement with similar 
(five-branch) candelabra, is on the back cover of the present catalogue.
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l a u r e  a n d  M a r g u e r i T e

Charles Lepec
(1830–1890)

Enamel on copper (?) with silver-gilt border, with their original ebonised wood and velvet-lined 
frame
Each enamel approximately 8 cm (diameter); frame 25.6 × 37.7 cm
French (Paris), 1860

Inscribed and Signed:
‘LAURE’ and ‘CHARLES LEPEC I.P.V. 1860’ and ‘MARGUERITE’ and ‘1860 CHARLES 
LEPEC I.P.V.’
‘No 40 / a / W [?]’ (on back of Marguerite) and ‘No 41 / a’ on back of Laure 
Hand-written paper label to reverse of frame: ‘£40 /No 4’

Provenance:
The artist, from whom presumably acquired by Robert Phillips, Cockspur Street, London, 
through whom acquired by Alfred Morrison (1821–1897), by 1863; sold by Mabel Morrison, 
Christie’s, 25 January 1899 and following two days, day three, lot 393 (part), see cat. no. 9, 
below, bt Giuliano; […]; private collection, Cadogan Square, London, and by descent; Cheffins, 
Cambridge, 9 December 2020, lot 55, to Sinai & Sons

Exhibited:
Paris Exposition Universelle, 1867 (lent by Morrison)

Literature:
Olivier Hurstel and Martin Levy, ‘Charles Lepec and the Patronage of Alfred Morrison’, 
Metropolitan Journal, 50 (2015), pp. 195–223, n. 159
Olivier Hurstel and Martin Levy, ‘The Apotheosis of Charles Lepec: his participation at the 
Paris Exposition Universelle of 1867’, The Journal of the Decorative Arts Society 1850 to the Present, 
41 (2017), pp. 34–49, p. 40

The numbers on the back of the enamels, 40 & 41, make their creation almost contemporary 
with Audaces Fortuna Juvat, which is numbered 34; see H. Blairman & Sons, Furniture and Works 
of Art (2011), no. 6.

On 18 December 1863, the goldsmith Robert Phillips (d. 1881) of Cockspur Street, London, 
charged Morrison for ‘Mounting Two Enamels ‘Laura and Margarette [sic]’ / Silver Gilt pierced 
mounts fitted on to a velvet ground / Framed and glazed / 15. 7. 6.’ (Account from Phillips 
Brothers to Alfred Morrison, dated Christmas 1863 (Fonthill Estate Archive); cited in Hurstel 
and Levy (2015), n. 159). The same mounting (reminiscent of nineteenth-century necklaces in 
the Archaeological Taste) and framing, certainly also by Phillips, can be seen on other Lepec 
enamels from Morrison’s collection; see Hurstel and Levy (2015), fig. 5 and (2017), figs 7 & 8 
(now V&A, C.21-2017). 

As has been established, Charles Lepec’s most significant patron was the collector Alfred 
Morrison; see Hurstel and Levy (2015). He was also a major lender to Lepec’s award-winning 
display at the Paris Exposition Universelle, 1867. A document in the Fonthill Estate Archive lists 





the pieces lent by Morrison; the first two items noted are: ‘1 Deux profils de femmes: Laure’ and 
‘2 Margueritte [sic]’; see Hurstel and Levy (2017), p. 40.

There are frequent references to literary and historic sources in Lepec’s work; see, for exam-
ple, Hurstel and Levy (2015), figs. 10 & 21. Thus the subjects of the two enamels, Laure and 
Marguerite, might conceivably represent Laura de Noves (1310–1348), the wife of Count Hugues 
de Sade, probably the Laura who was Francesco Petrarch’s muse; and Marguerite de Navarre 
(1492–1549) who was married to Henry II of Navarre.

The buyer Giuliano in 1899 may have been the firm of Carlo and Arthur Giuliano of 115 
Piccadilly. Carlo (1831–1895) is thought to have been encouraged to move from Naples to 
London in the mid-nineteenth century by Robert Phillips; see Geoffrey Munn, ‘The Giuliano 
Family: Art Jewellers’, The Connoisseur (1975, pp. 173–76). It was Phillips, whose son Sir Claude 
Phillips (1846–1924) would become the first Keeper of the Wallace Collection, who introduced 
Lepec to Morrison, and who acted as their go-between.
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l e  s a u T  D e  l’ a M o u r  a n d  l e s  l u T T e u r s  D ’ a M o u r

Charles Lepec 
(1830–1890)

Enamel on copper (?) with silver-gilt border, in their original ebonised wood and velvet-lined 
frame
Each enamel approximately 11 cm (square); frame 26 × 40.5 cm
French (Paris), 1860–61

Inscribed and Signed:
Le Saut de l’Amour signed ‘C LEPEC’ (on the quiver) and Les Lutteurs d’Amour signed ‘CH LEPEC’ 
(on the quiver, far right)
Le Saut de l’Amour inscribed on the reverse ‘No 125 / Dernière plaque /du coffret, les prouesses 
de / l’amour / 9 plaques à sujets 12 [?] plaques d’ornement Charles LEPEC / I.P.V. / 1 [/] Juillet 
1860 24 Nov 1861’ (see right-hand page at end of entry)
Les Lutteurs d’Amour inscribed ‘CHARLES LEPEC ‘INV. PINX. VITR. / anno 1861 / etatis 31 /
N0 115 / 8 FEVX’ (see right-hand page at end of entry)
Hand-written paper label to reverse of frame: ‘No 5 / £75’

Provenance:
The artist, from whom presumably acquired by Robert Phillips, Cockspur Street, London, 
through whom acquired by Alfred Morrison (1821–1897); sold by Mabel Morrison, Christie’s, 25 
January 1899 and following two days, day three, lot 393 (part), see cat. no. 8, above, bt Giuliano; 
[…]; private collection, Cadogan Square, London, and by descent; Cheffins, Cambridge, 9 
December 2020, lot 56, to Sinai & Sons

Exhibited:
Almost certainly Paris Exposition Universelle, 1867 (lent by Morrison)

Lot 393 in the 1899 Christie’s catalogue describes nos 8 & 9 in the present catalogue: ‘A 
PAIR OF SMALLER DITTO [enamel plaques], with “Le Saut d’Amour” and “Les Lutteurs 





d’Amour”— by the same [Charles Lepec]; and a pair of circular ditto, with busts of Laura and 
Marguerite – in ebonised frames’ £6.6s Giuliano.

The inscription on the back of Le Saut de l’Amour establishes that it was the last of nine pictorial 
plaques made for a coffer celebrating ‘love’, created between July 1860 and November 1861. 
As with other Lepec plaques intended for a coffer, it is unclear whether or not the present 
examples were ever mounted into what would have been a large object; see Hurstel and Levy 
(2017) for plaques dated 1864, figs 7 & 8, and n. 39. There is insufficient evidence to suggest 
that the present enamels relate to the unidentified ‘grand coffret’ lent by Morrison to the 1867 
Exposition Universelle; see Hurstel and Levy (2017), p. 40. As these plaques, together with Laure 
and Marguerite (see cat. no 8 above) were sold in the same lot at Christie’s in 1899, we can 
speculate, however, that they too were intended for an unidentified ‘grand coffret’ on the theme 
of love.

The imagery in Les Lutteurs d’Amour has parallels in other works by Lepec. The playing putti can 
be compared with those at the base of a carved ivory, dated 1870; see Hurstel and Levy (2015), 
fig. 22. And the figure seated on a sofa resembles, in reverse, an undated drawing by Lepec 
inscribed on the front Commission d’Egypte (private collection, see below). The ‘flying’ putto in 
Le Saut d’Amour can be compared to a similar figure in Audaces Fortuna Juvat, 1860 (see Blairman 
(2011), no. 6, under cat. no. 8, above).



Le Saut de l’Amour, inscription on back Les Lutteurs d’Amour, inscription on back
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b a s i n

Designed and manufactured by Théodore Deck
(1823–1891)

Earthenware, painted underglaze decoration
19.5 × 44.5 cm (diameter)
French (Paris), circa 1865

Marked:
‘TD’, conjoined (see below)

This large basin, in the Mamluk style, is part of a series made by Théodore Deck after 1863. He 
gave the first example to the Musée des Arts Décoratifs that year (Inv. UC 515). The source is a 
Mamluk gold and silver-inlaid basin published by Adalbert de Beaumont, Recueil de dessins pour 
l’art et l’industrie, Paris, 1859, pl. 54. 

The inscription, we are told, reads ‘izz li-mawlana al-sultan al-malik al-‘amil al-‘adi al-mujahid Nasir 
al-dunya wa al-din Muhammad bin Qalawun (Glory to our Master, the Sultan, the King, the Diligent, the 
Just, the Defender, Nasir al-Din Muhammad bin Qalawun). The inscription is precise and executed 
in a fine thuluth script, copying exactly the piece published by Adalbert de Beaumont, a Mamluk 
basin in the name of Sultan Al-Nasir Muhammad (1285–1341).

Comparable basins by Deck have been offered at Bonhams (London), 24 April 2018, lot 256, and 
Sotheby’s (London), 20 May 2020, lot 112. A variant, with bands of red decoration, was offered 
at Christie’s (London), 22 April 2016, lot 436. Another basin, with bands of red decoration, is 
illustrated in Théodore Deck ou l’éclat des émaux 1823–1891 (Marseilles, 1994), p. 44, no. 5. 

For a discussion of nineteenth-century Islamic-inspired ceramics by Deck and others, as well  
as glass, see ‘Pratiques: “Renaissance orientale”, les ambiguïtés d’un mythe’ in Islamophilies: 

L’Europe modern et les arts d’Islam, the catalogue of 
an exhibition held at the Musée des Beaux-Arts 
de Lyon, 2011, pp. 260–85, particularly cat. nos 
163–169. 

Works in the Islamic taste are included in the 
major publications on Deck’s work. In addi-
tion to the Marseilles catalogue cited above, 
further examples are illustrated in Théodore Deck 
1823–1891, Guebwiller, 1997, pp. 19 & 48–49, 
and in Bernard Bumpus, Théodore Deck: Céramiste, 
London, 2000, nos 23–41. Most recently, Islamic-
inspired ceramics by Deck are included in Etienne 
Tornier, Théodore Deck: The Peter Marino Collection, 
London, 2019, nos 26–28 & 142–150. 
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a s s i e T T e  r é P u b l i C a i n e

Designed by Félix Bracquemond 
(1833–1914)

Manufactured by Lebeuf  Milliet et Cie 
(1840–1875)

Earthenware, printed and painted in enamels
Diameter: 24 cm
French (Creil), circa 1868

Inscribed/Signed/Marked:
‘CE SOLEIL LA ME FAIT PEUR 1868’ and initialled ‘B’ (for Bracquemond); the printed mark 
on the back has been effaced, but there remains an impressed figure ‘1’ (see below)

Provenance:
Perhaps a member of the Jing-lar Society, who may have been the original recipients of these 
plates (see below); […]; Tayler & Fletcher, 2020; English art market

Literature:
Jean-Paul Bouillon, Félix Bracquemond 1833–1914 Graveur et céramiste, Paris, 2003, p. 10 (for a dis-
cussion of this pattern), and fig. 2

Only three examples of the  Assiette républicaine  are thought to survive, in addition to the one 
offered here. One is reportedly in a French private collection; a second is held by the Château de 
Montrottier, Lovagny (inv. 2487; Bouillon, fig. 2), and a third at the Musée des Arts Décoratifs, 
Paris (33907).

Bracquemond’s preparatory watercolour for the design of this plate, dated 1866, is held in the 
Musée Carnavalet, Paris (D.169).

An example of the etching of the final design relating to the plate, from the collection of Philippe 
Burty, belongs to the Metropolitan Museum of Art (22.1.34).

The eagle decorating the plate here is a symbol of Empire, or more directly Napoleon III, 
and is shown hissing: ‘Ce soleil la me fait peur’, at a shining Phrygian cap representing Liberty. 
Together the red, white and blue of the bonnet, clouds and sky make a version of the French 

flag, the tricolore, centred on a symbol of Liberty, a back-
drop that appears to be forcing the eagle from its narrow 
foreground ledge. At the time of this plate’s production 
France was ruled by Napoleon III (reign 1852–70) and 
this design was clearly seditious. Perhaps that explains 
why the maker’s mark was removed. It is thought that 
this model was never intended for commercial produc-
tion and, according to Jules Champfleury (1821–89), 
Histoire des Faïences Patriotiques sous la Révolution, Paris, 
third edition, 1875, pp. 298–99, only about 12 examples 
were made. These were given as gifts by Bracquemond 
to fellow Republicans, largely his friends from an artistic 
circle, who met as the Société du Jing-lar.



The British Museum holds Bracquemond’s membership card for the Society (1925, 1212.44). 
The museum’s online record of this item notes:

The ‘Société du Jing-lar’  was a semi-secret confraternity of japonistes and Japanophiles, artists and 
writers, who apparently met almost monthly throughout the 1860s to discuss Japanese art, dress in 
kimonos, and eat with chopsticks; founding members included the three earliest defenders of japonisme, 
Bracquemond, Burty and Ernest Chesneau (all three were artist-critics), other members being Henri 
Fantin-Latour, André Jacquemart, Alphonse Hirsch, M. L. Solon.

Another example of the membership card, Alfred Beurdeley’s, is held by the Museum of Fine 
Arts, Boston (2018.30), and a third, Philippe Burty’s, is at the New York Public Library.

For more on the Jing-lar see Bernard Bumpus, ‘The ‘Jing-lar’ and republican politics: drinking, 
dining and japonisme’, Apollo, March 1996, pp. 13–16.
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C l o C k  g a r n i T u r e

The design attributed to Bruce J. Talbert
(1838–1881)

The manufacture attributed to Hart, Son, Peard & Co.
(1842–1913)

Wrought brass, inset with glass cabochons and mounted with quartz, steel face
27 × 21.5 × 13.5 cm (clock)
17.5 × 27.5 × 8 cm (candelabra)
English (London), circa 1870

A closely related garniture is included in The Fine Art Society, The John Scott Collection ‘Modern 
English’  Design from the 1860s and 1870s, exhibition catalogue, 2014, no. 67 (now Metropolitan 
Museum of Art, 2015.427 and 2015.536).

Many clocks of this design are recorded, in a variety of sizes; garnitures are, however, less fre-
quently found. An example of the clock is in the collection of the Museum für Angewandte 
Kunst (MAK), Vienna, acquired in the nineteenth century, and another is now in the collection 
of the Cecil Higgins Museum, Bedford.

According to the Fine Art Society catalogue (loc. cit.), a similar clock is included in a Hart, Son, 
Peard & Co. catalogue (1877). The firm probably worked as sub-contractors to Cox & Sons, 
for whom Talbert is known to have been a designer. A similar clock reportedly appears in Cox 
& Sons, The Illustrated Catalogue of Gothic and Other Artistic Domestic Furniture, Fittings, Decorations, 
Upholstery and Metal Work, 1872.
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T a b l e

Designed by Charles Edward Horton
Manufactured by James Lamb 

(firm active 1843–1898)

Mahogany
66 × 49 cm (diameter)
English (Manchester), circa 1887

Exhibited:
Manchester Jubilee Exhibition, 1887 (the same model)

Literature:
‘A Study in Reds’, The British Architect, 28 (1887), p. 24
‘Furniture: the Manchester Exhibition, 1887’,  The Art Journal,  p.  381 (a table of this design 
illustrated)

Tables of this model, in a variety of woods, include those in the collections of the V&A, London, 
the City Art Gallery, Manchester and the Wolfsonian, Miami, Florida. Others are in private col-
lections in the U.K. and U.S.A; see, for example: https://blairman.co.uk/stock/table-13/ 
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T h e  T r e e  o f  P r a i s e

Herbert Horne  
(1864–1916)

Oil on panel, with the original ebonised frame (not shown) and giltwood slip
16.7 × 20.3 cm (panel); 25 × 29 cm (inc. frame)
1883

Signed:
Signed and dated: CG monogram (for Century Guild), 1883 (on reverse, see below)
Inscribed ‘The Tree of Praise’ (on the giltwood slip)

Provenance:
[…]; The Chippenham Auction Rooms, 19 November 2011, lot 363; private collection to present

Literature:
Ian Fletcher, Rediscovering Herbert Horne, Greensboro, N. Carolina, 1990, p. 166

Exhibited:
Within The Reach of All: The Century Guild, William Morris Gallery, 18 May-31 August 2021 (no 
number)

This recently identified oil on panel appears to be the only recorded work by Herbert Horne in 
this medium, although there is a hitherto unattributed painted clock face in the collection of the 
William Morris Gallery, Walthamstow, that, based on the present work, can now be attributed 
to Horne. Although not signed by Horne, the attribution has been confirmed by the late Stuart 
Evans (email, 15 September 2019) and Peter Cormack.

Our painting is recorded in ‘Horne’s Holograph List: Notebook at the Museo Horne’ published 
by Fletcher (op. cit.) as an Appendix. Under ‘Drawings’ there is a single work in oil, and it is 
surely the work offered here: ‘Oil. The tree of praise’.

Both Cormack and Evans commented on the evident influence of William Blake on Horne’s The 
Tree of Praise. To understand how the present work corresponds with the aesthetic created by 
the short-lived Century Guild (1882–1892), see Stuart Evans and Jean Liddiard, Arts and Crafts 
Pioneers: The Hobby Horse Men and their Century Guild, London, 2021.
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g o b l e T

Designed by Harry Powell 
(1853–1922)

Manufactured by James Powell & Sons, Whitefriars Glass Works
(1834–1980)

Blown glass
Height: 25 cm
English (London), circa 1899

Provenance:
[…]; unidentified English private collection; Rowleys, 13 March 2021, lot 364

Lesley Jackson (ed.), Whitefriars Glass – The Art of James Powell, Shepton Beauchamp, 1996,  
p. 59, fig. 151, illustrates a closely related ‘goblet’ (height 26.8 cm) in the Kunstgewerbemuseum, 
Berlin. The Studio XVIII (1900), p. 252, top left, illustrates another comparable goblet, shown by 
the Arts & Crafts Exhibition Society in 1899, as part of a ‘CASE OF BLOWN GLASS. Designed 
by HARRY POWELL.’ (see below); see Catalogue of the Sixth Exhibition, 1899, p. 94, North Gallery, 
case S. Another version appears in Architectural Review, vol. 7, 1900, p. 267 (Jackson, fig. 74). A 

further variant was included in The John Scott Collection. 
James Powell & Sons Whitefriars Glass 1860–1960, Fine 
Art Society, exhibition catalogue, June-July 2014, no. 
44. The Scott glass was formerly with H. Blairman & 
Sons, as was the identical example in the collection of 
the Los Angeles County Museum of Art (M.2008.26).

A tinted glass with trailed decoration, not flaring at 
the top, is in the collection of the Nordenfjeldske 
Kunstindustrimuseum, Trondheim; see Hugh 
Wakefield, Nineteenth Century British Glass, London, 
1961, 1982 edn, fig. 141. A variant with dark blue glass 
is illustrated in Jackson (p. 105, pl. 36); it may be the 
same glass as the one from the Scott collection offered 
by the Fine Art Society (2014, no. 45).

Harry Powell is widely considered the most creative 
British glass designer of his generation. He contrib-
uted thousands of designs to his family firm between 
1876 and his retirement in 1919. He drew on a back-
ground in chemistry and an interest in art history to 
create glassware drawn from a wealth of influences: 
from ancient Rome through Anglo-Saxon Britain to 
Renaissance Venice. He achieved a variety of effects in 
his work, encompassing colours, cutting, engraving and 
numerous forms of moulding, as well as unions of glass 
with both fine and base metals; see Andy McConnell, 
‘Revolution in Glass’, Apollo, April 2005, pp. 66–71.
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V a s e

After a design by Alphonse Voisin Delacroix
(1857–1893)

Manufactured by Adrien Dalpayrat
(1844–1910)

Stoneware (grès)
Height: 25 cm
French (Bourg-la-Reine), circa 1900–10

Marked:
‘Dalpayrat’ (incised facsimile signature)

Literature:
Arielle and Robert Guillaume, Matthieu Pinette and Fréderique Thomas-Maurin, Alphonse 
Voisin-Delacroix: Ou quand un sculpteur rencontre un céramiste 1892–1893, exhibition catalogue, 
Besançon, 1993, no 31 (a smaller version)

The present vase is twice the size of other known examples of this form. According to the 
Besançon catalogue (loc. cit.), the exhibited vase, described as a ‘gourde’, is 14 cm high; it is in the 
collection of the Musée des Beaux-Arts et d’Archéologie, Besançon. Another vase (13.8 cm) is in 
the collection of the V&A (497–1896). 

The smallest known version of this form, currently with H. Blairman & Sons, is 12 cm high (see 
below).
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C u P b o a r D

Designed by C.F.A. Voysey
(1857–1941)

Oak, with brass escutcheon
129.5 × 116.8 × 53.4 cm
English, circa 1904

Provenance:
C.F.A. Voysey; […]; acquired by John Ashton Beer in 2018 ‘from a sale in Essex’

The design for this cupboard is in the collection of the Royal Institute of British Architects (see 
below); it is inscribed, signed and dated: ‘CUPBOARD FOR C.F.A. VOYSEY 1” SCALE / C.F.A. 
Voysey Archt / 23 York Place W /Sept 2 1904’ (SB 115/VOY [258]).

Given the date (1904) and form of the present cupboard, it might seem more likely that Voysey 
intended this for his York Place office, which he occupied from 1899 to 1913, rather than his 
house, The Orchard, Chorleywood (1899), which he only lived in for five years. On the other 
hand, the details compare closely to details on a wardrobe that also once belonged to Voysey, 
now at Crab Tree Farm; see Karen Livingstone, with Max Donnelly and Linda Parry, C.F.A. 
Voysey Arts & Crafts Designer, London, 2016, fig. 242.

***

Bernard Cuzner for Liberty & Co., Pair of candlesticks, 1929
Fred Passenger for William De Morgan, Bowl, circa 1890

© RIBA, London
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‘ f l e M i s h  P e n D a n T ’
Designed and manufactured by W.A.S. Benson

(1854–1924)

Patinated brass
67.5 × 68.5 cm (max.)
English (London), circa 1900

Literature:
W.A.S. Benson & Co. Ltd, Electric Light Fittings (trade catalogue), undated, E 1592, a ‘Five-Light 
Flemish Pendant, in Brass, with candle tubes’ (see below)

Benson advised on how electric light fittings, still a novelty at the end of the nineteenth century, 
should be used. 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 throw-
ing 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’.

Benson’s trade catalogues show not only the familiar ‘modern’ silvered, copper and brass light-
ing fixtures, tables, screens and functional objects, but also a range of more traditional designs, 
appropriate for grand Edwardian interiors and, indeed, American Colonial Revival interiors, 
with their tension between tradition and progress. Benson’s trade catalogue Electric Light Fittings 
(op.cit.) includes ‘Flemish’ and ‘Georgian’ pendants and candlesticks.
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C h e s T  o f  D r a w e r s

Designed and manufactured by Peter Waals
(1870–1937)

Cedar and ebony
122.5 × 39.4 × 39.5 cm
English (Chalford), 1920s

Provenance:
Margaret and Claud Biddulph, Rodmarton Manor, Gloucestershire; Julian Fall; Woolley & 
Wallis, 27 October 2011, lot 629; […]; art market, 2019 

Labelled:
Printed paper label on proper right side of top drawer records the maker and provenance (see 
below)

Around 1909, the Biddulphs commissioned the Arts and Crafts architect Ernest Barnsley to 
design Rodmarton Manor. Some £5000 a year was to be devoted to the project, the house being 
intended not only as a country house but also a focal point in the village and a centre for com-
munal activity. In part this activity was directed to furnishing and decorating the house. Work 
continued throughout the 1920s.
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