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Director’s Foreword

As with the Geelong Gallery's annual exhikition program, the decorative arts are an
important feature of the Gallery's permanant collection. The areas of specialisation
within Geelong's holdings of decorative arts are the small but fine collection of
Australian metalwork and jewellery of the colonial period, the considerably larger
holdings of both British arl poltery and Australian studio pottery and, finally, the
subject of this exhibition, a notable group of waorks that lllustrate the development
of style and technigue in the manufacture of British porcalain from the mid-18th
century to the mid-19th cenfury.

This period of production is characterised by the flourishing tradition of rich,
pictorial decoration that Is often inspired by conternparary prints and has something
of the romantic quality of watercolour paintings of the same period. The Gallery's
representation of the foremost factories of the period includes certain works of great
rarity, beauty and significance as well as excellent examples of the work of leading
painter-decorators in the: idiom.

Although much smaller in scale than the vast collection of British ceramics held
by the National Gallery of Victoria in Melboume, the Geslong Gallery's holdings
complement those of the larger institution and docurment a distinguished phase
of production that is perhaps nol as well represented in Melbourne as other earlier
and indeed later phases of production.

| most warmly commend the extensive research undertaken on Geelong's collection
of British porcelaln by the Gallery's Registrar, Veronica Filmer, who is also curator of
the splendid, accompanying exhibition. And my sincers thanks go also to those kind
and generous individuals and organisations who have supported this venture in one
way or another and who are identified in Ms Filmer's acknowledgements.

Additionally, | should record our grateful thanks to the Sunshine Faundation for
genercus and timely assistance in funding this publication and, likewise, | reiterate
our appreciation of the longtime suppart of this part of the collection furmished by the
Dorothy Meallister Bequest Fund. For the design of this catalogue we acknowledge
Kate Rogers at GollingsPidgean and, for the expert photography of all works, we
thank Graham Baring of Graharm Baring Photagraphy,

This is the first venture to document in depth the British porcelain collection
at the Geelang Gallery and we trust that both the exhibition and the publication
will give pleasure to specialist and general visitors and readers alike.

Geoffrey Edwards
Director
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Im its formative years, the Geelong Gallery's collection consisted primarily of ail
paintings, watercolours and sculpture. These were considered the superior forms
of art and best able 1o educate the public through their subject matter as well

as foster an appreciation of beauty.

In tima, the collection was expanded to Include prints and ceramics, Although
the print medium was recognised as a serious focus for collecting from the early
1800s, when prints were actively soughl for the collection, the Gallery played a
more passive role whan it came to the decorative arts collection, relying largely
on tha oceasional donation from private collectors. During the 19808, however,
two opportunities arose for the Gallery to actively pursue the collection of ceramics,
and it was these circumstances that gave a added emphasis and definition

io Geelong's decorative arls collection,

In 19682, Geelong's Gordon Jackson, a keen callector and promoter of Austrahan
ceramics, not only donated works from his personal collection but also provided
funds for the purchase of Australian studio pottery. Then, with the activation of the

Dorathy McAllister Bequest Fund in 1988, the Gallery was placed in a position where

it was able lo acouire several suparb and exguisite pieces that were the foundation
of the Gallery’s collection of significant and highly-regarded early British porcelain.

It is this last aspect of Geelong's eollection that is now the subject of this exhibition,

Fainted porcelain—decorated British ceramics 1750-1850. The display includes
works acquired with the support of the Darothy McAllister Bequest Fund together
with several works donated by other enthusiastic porcelain collectors. Twenty-one
major porcelain manufactories are represented, many of which no longer cperate,
The wiorks vary in shape and decoration, from simple blue and white teapaots to
highly omately decorated and gilded plates and vases upon which painted flowers,
birds, figures and landscapes abound.

Vercnica Filmer
Exhibition Curator
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Dorothy McAllister and the British porcelain collection
Dorothy MoAllister, née Creed, took an interest in the Geelong Gallery from the late
1960s. Married 1o Geelong councillor, Arthur Randall McAllister, who was also rpayor
in 1969, Darothy and her husband were subscribers lo the Gafle_ry until F_w‘andal! 5
death in 1979, It was in this year that she evinced a more active interest in the Gallary
and its collections, providing funds for the purchase of two works by Geelong
silversmith, Edward Fischer (1828-1911), which were 1o be included in the Gallery's
exhibition of colonial Australian silver, Together with another trophy by Fischer acguired
for the Gallery in 1982, these pieces helped form the basis of what nas become

an important and unparalleled collaction of colonial Geelong gold and sliverware.

Dorothy MeAllister's ongoing regard for the Gallery was reflected after her death

in January 1986, when it was named as one of her beneficiaries; "To the Geelong .
Art Gallery Association of Little Malop street (sic) Geelong atoresaid my late unch_z. £
silver shooting trophy cup and the right to select such pieces of my china collection
as it may require for the purpose of permanent display in the Gealong Ar Galler_y

to complemant it present collection of the works of Florence Royce together ':Mth
the summ of Six Thousand Dollars to be styled The Dorothy McAllister Bequest' for
application to the acquisition of early Geelong silverware and appropriate pleces of
tine china,™ As well as this specific bequest, the Gallery was zlso named a residuary
beneficiary and, following the disposal of Dorothy’s realties, the Gallery was Ierftl with
the substantial sum of $260,000 with which to acquire Geelong silverware and fine
china. In order to ensure the longevity ol this generous bequest, the capital was
invested and purchases were made from the interest accrued.

The two collecting fields specified by Dorothy MoAllister were still minor areas of

the callection, although Geelong silverware was being actively sougnt and mllegted
frorn 1979, While the Gallery could boast a number of porcelain pieces. it was a highly
eclectic mix, ranging from Asian snuff bottles to contemporary Australian pieces.
Dorothy's particular interest lay in the work of Geelong china painter, Florence Hﬂgue,
whose hand-painted wares were not only in her own home but also representad in
the Gallery's collection. This may have prompted her to encourage the development
ol a 'fing china’ collection.

Such a broad term, however, needed to be more clearly defined for collecting
purposes. Dorothy Moallister's tastes and intent nad to be wnsiﬂere_d. as d_id

the eollecting foci of the Naticnal Gallery of Victoria and other Victarian regmnall
galleries—to ensure that collections wo uld complement rather than compete vgth
sach other The result was an entirely new and axciting direction far the collection:

British porcelain from the late 18th and early 1gth centuries which focuses
on the painterly tradition of porcelain decoration is to be a major area for
acquisition under the terms of the MeAllister Bequest.

The first pleces to be acquired by the Gallery arrived from Meibourna and Lendon in
1988 to provide a solid foundation for the coliection. There were two platas decorated
with topographical scenes by the well-established Derby factory, & highly sought-after
plate from the Duke of Clarence's Hope and Patience dinner service by Worceaster,
and a rare, delicately-painted and omately-gilded plate from the short-lived Nantgany
works in Wales.

Over the following years the collection expanded to Include othar well-known
lactories such as Coalport, Minton, Spode and Wedgwood as well as smaller works
such as the Herculaneum Pottery, Peover and Pinxton. The range of objecls grew
to Include vases, mugs, bough pots, a card tray and a veilleuse, all of which were
painted with floral, topographical, ornithological and figurative subjects by leading
decorators of tha day

The growing collection began to atiract the interest of various collectors c_:f British
porcelain and inspired them to donate their own works to the Gallery. While sorme of
these pleces came within the collecting parameters sel oul by the Dorothy McAllister
Beguest, such as John Anderson’s gift, a Spode 'Roller’ plate, and a sei of _
Worcester plates from the Hobson-Wallen service, others extended the collection,

The rmost notable of these were donated by keen Melbourne collector, the late
John Kenny, and comprise figurative and dinner wares made during the first decades
of British porcelain manufactory by firms such as Bow, Chelsea and Worcester.

Together with the porcelain acguired through the Dorothy McAllister Bequest Fund,
these donations have helped to form one of the major public collections of early
British porcelain in Australia. Thanks fo Dorothy's ganerosily, it is one that will
centinue o grow well into the future,

The development of porcelain in England

When John Kenny donated examples of the wares produced by Chelsea and Bow
in 1988, he infroduced into the collection the work of the twa earliest commercially-
succassiul porcelain manuiacturars in England. [t was from 1744 that these two
Londan tirms, warking Independently, tentatively entered the uncertain but potentially
lucrative arena of porcelain production.

Chinese porceiain had begun to trickle into Europe and England from the thirteentn
century when merchants including Marco Polo (1254-1324), who had likened the
white translucent body to the porceliana (a type of seashell), brought specimens
back with them from their jpumeys Into China. Whan Porluguese explorer, Vasco
de Gama {(c1460-1524), opened a trade route o India, larger quantities of porcelain
were exported. It was, however, with the establishment of the Dutch East India
Company in 1602 that the so-called 'porcelain rush' began.

There was great demand for poreelain, but it was only the wealthy who could afford
to adorn their tables with Chinese poreslain. It was not surprising, therefore, that
atternpts were made to develop a locally-made product. The kay ingredient to
Chinese porcelain, china clay or kaolin, was not known in pre-sighteenth-century
Europe, so potters began experimenting with other minerals and materials.

The first to succeed In producing a 'false’ or sofi-paste porcelain was Italy’s Grand
Duke Francesco de'Medici (1541-1587), who produced a significant number of
porcelains in Florence from about 1575 to 1587 It was more than a century later that
London potter, John Dwight (c1637-1703), lock out a patent in the 1680s for what

he called porcelain” while in France around this time experimeants led to the invention
of sofi-paste porcelains in Rouen and St Cloud that were laler produced in more
commercial quantities.

It was nat until 1708, however, that, under the auspices of King Augustus || of Saxony,
the chemist Ehrenfried von Tschimhausen (1651-1708) and the alchemist Johannes
Friedrich Bottger (16882-1719) discovered a formula for hard-paste porcelain. This

led dirsctly to Augustus || establishing the Meissen Porcelsin Factory in 1710 which,
In spite of the appearance of other hard-paste porcelain manufactories m Vienna,
Venice and Berlin, was to dominate the industry far most of the eighteenth century.

The making of porcelain was a costly enterprise requiring substantial financing

to cover months, if not years, of experimentation with different materials as well

as provide the capital to actually acquire sultable premises and equipment for the
manufacturing process. Itwas not surprising, therefore, that makers closely guarded
their formulas, Yet, there is some speculation that Britain's earliest parcelain makers
may have received assistance or encouragement from disaffected French workmen.

It appears that during the 1740s three Frenchrmen approached the Duke of
Richmond to open a porcelain factory.’ It is debatable whether one of these
Frenchmen was the same Mr Bryand or Byard® who, in 1743, "shew'd the [Royal]
Society several specimens of a sort of fine white ware made here by himselt from
native materials of our own Country, which appear'd 1o be In all respects as good
as any of the finest Porcelane or China ware™ and who, furthermore, was the
‘chymist’ who imparted his knowledge to Chelsea's Nicholas Sprimont (1716-1771)

who subsequently continued lo "pursue with great labour and expense” the art
of parcelain-making.’

Howevar they arrived at their formulas, there were a number of firms manufacturing
poreelain during the 1740s. These included Bow and Chelsea as well as the Pormona
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Potworks at Newcastie-under-Lyme, Limehouse in London, St Jameas' Faciory
in Chelsea (formerly 'Girl-in-a-swing' factory), Bristol and Dertwy.

Other than Chelsea, Bow and Derby, these factories were short-lived. Prc_:dgctiun
coste were high, kiln losses were often great and the buytng public had limited
sonfidence in thelr productions, still preferring the Chinese imports,

vet there was still enough potential for the opening up of the market that 2 number
af other factories emerged during the following decade including Worcester,
Longton Hall, Vauxhall, Lowestoft and several at Liverpool,

Like their counterparts, these factories attempted lo keep their porcelain recipes

a sacret. indeed, in their business articles, the members of the Worcester
consartium agreed not to disclose the secret under penalty of £4000. Funhernjo:e.
the entire process and any developments were to be writien down and deposited
in a box with three separate locks and keys, one kepl by Dr John Wall (17081776}
and William Davis {1774-1783}—both of whom had actually invented the farmula
in Davis' apothecary shop—and the other two keys held by persons appeinted

by the subscribers.”

Inevitably, however, secrets were revealed. This could be due to the saln_a of &
business. It was through the purchase of Wiliam Lund's Bristol factory in 1762,
for instance, thal Worcester learned the benefits of using soaprock in their pur::e_laqn
body. In other cases it was through business partners and workmen who left their
firms, taking their knowledge with them and passing it on to rival concerns. Such
was the case with Worcester's Richard Holdship who had been a founding member
of the consartium and had effected the acquisition of Bristal, Following his departure
from Warcester In 1758 and his subsequent bankruplcy, Holdship revedled the
formula far the soaprock porcelain fo Derby in 1764

During the remainder of the eighleenth century and well into the ninete_enlh. aiher
tactaries were established, encouraged by the growing success of lhIE|r
predecessors and inspired by the desire to make the petfect porcelain body.

gome, lika Minton and Coalport, were to successfully carry on their businesses into
the twentieth century. Others, such as Hilditch and Davenport, enjoyed some ﬁf‘lb,-'
years of production before they closed their warks. For many, however, production
\asted from a mere four years to |iftle more than twa decadas.

The majority of these short-lived factories either fell vietim to the high cost of
production o lost their momentum when their founders retired or died. Thus, when
Fredetick Peaver died two years after opening his business in Hanley arcund 1818,
his wife Ann was able to continue the business for another two years before she was
forced 1o close i,

It was aiso around a single figure that the existenice of the Pinxlon and Nantganv
tactories revolved. William Billingsley (1758-1828) was Derby's leading flower painter
when, together with his colleague, Zachariah Boreman [1?3?-181_03, he began
experimenting with different porcelain bodies in his own private kiln,

Billingsley was able to formulate a body that was more transtucent and white than

_any being produced at the time. While it was eagerly sought by London dealers it

was, however, a highly unstable body, as Billingsley and his financial supporter J_Dhn
Coke (1776-1841) discovered when they began production at Pinxton in 1?9_5_ Kiln
losses were so high that, by 1799, it was clear that this was a financially unviable
venture. Production ceased and Bilingsiey left Pinxton, although the workshop
remained open for several years as a decorating concern.

The same problems occumred at Nantgarw where, together with his son-in-taw
Samuel Walker, and with local financial support from William Weston Yqung,
Billingsley opened a porcelain manuiactory in 1813 and began produ;hcm in 1814,
This survived for less than a year before it was transferred {o the existing Swansea
Pottery, owned by Lewis Westan Dillwyn (1778-1855).

Here the formula was changed to make it more robust and, although no langer
as creamy as the original recipe, it was still nighly praised and valued:

Improvement in Porcelaine has succeeded in this country beyond the most
sanguine expectations, a new manufactory has been established in Wales,
the brilliancy of the white and transparency being equal o the celebrated
Porcelaine of the Royal Sévres Manufactory.”

So eagerly sought was the Swansea porcelain by London dealers, that the livelihood
of other manufacturers was threatened. There was some relief when Bwansea’s
presence on the porcelain markel diminished following Billingsley and Walker's
daparture In 1817 to revive the Nantgany warks—again with Young's financial
assistance. In spite of the success of the Nantgarw porcelain, general economic
conditions forced the pair to close the works in 1820, John Rose (17721841} of
Coalport quickly hired Billingsley and Walker to work at his beleaguered factory,
therehy effectively removing a formidable competitor,

Although always comparatively small concerns, the Swansea and Nantgarw factories
produced porcelains that were in high demand by L ondon dealers who had the
power to make or break a business. While mast porcelain makers sold some wares
directly to the public from the factory, and the more well-established had their own
outlets, all relied to some degree on independent dealers such as J & W Mortlock,

E Sharpus and Rittener & Saxby to buy and sell thalr wares.

Indeed, such was the power of these dealers that they demanded makers not mark
their wares—in case the public went directly to the manufacturers: Only those less
dependent on the dealers, such as Derby and Worcester, could afford the rigk of
marking their products, Henry Cole recalled that, In 1845, Herbert Minton (17931858}
was faced with a dilemma when asked to enter designs into the Royal Sociaty of Arts
exhibition that were clearly identified!

He dreaded the retailers of London who, at that time, ruled manufacturers
with a rod of iron but at last he gave way in terror .. It was a condition

of the Society of Arts that the manufacturer’s name should be given and
attached to any object rewarded. Mr Minton feared he would be ruined

if he gave his."

Notably, a significant amount of Swansea and Mantgarw porcelain was marked,
testifying to the esteem in which their wares were held by London dealers.

Through his persistent effarts—which ultimately led to the success of the Mantganw
and Swansea porcelains—William Bilingsley embodied the tervour of all those who
ware willing Lo risk financial ruin in the effort to produce a poreelain that would rival
that of China and Europe. While some did, indeed, fail, others roge 1o great heights
of success and porcelain wares of all shapes and sizes were produced to meet the
demands of an ever-growing market.

The decoration of British porcelain

Having discovered the art of porcelain making, it then became desirable to decorale
both useful and decorative wares

As with the porcelain bodies themselves, the application of enamels also required

a degree of experimaniation. For most factories just starting out, including some that
were established in the early nineteenth century, blue and white wares formed the
bulk of their output.

Not only was there a great demand for this form of decoration, with Chinese blue

and white wares being imported in large numbers for enthusiastic coligctors, it was
alsa the most familiar and the most economical,

Euug and white delftware, an imitation of Chinese blue and white using earthenwara
bodies, had been made in England since the 1560s. The designs used on delfiware

could be readily adapted fo the porcelain bady by the existing pool of experienced
and skilled delftware painters,

It was still necessary, however, to trial different formulae for a blue enamel that would
successfully hold on to the porcelain body and remain sharp and clear”

" pohn Sandon, The distionary of Worcesier
poicelain oofume fa750-1851, The Antigue
Caolleciors Club, Woodbridge, Suflolk, 1993, pre
Hereafuer refermed 1o as “Weresier gormalain

" Moening Chrmiele, 11 July, 1t 6, quoted in
WD John, Swatey parceleein, The Ceramic Book
Company, Mewport, 1048, ppgo—51

" Sir Henry Cole, Fifly wears of jrablic sk of S
Havery Cole, aefired and rlmlpleeued 1|)..'}L". & HIL
Cislee, Lonelon, 1884, quoted b Joan Jones, Mo
the firad s fundied yeeres of design & broduction,
Swain HII Press, Bhrewabiy, igos, prig

" Longton Hall, for instance, had some difficulty
with thisand the blue on many of their wares
had a tendency to bleed o the hody

LE: ]



FIG: |
Teya 1o bottom,

lelt to nght:

CaT, Wil 24

Dy,

Ferral plate © 178 0-040;
CAT, N, 10

Chelsea,

Plate 17 52—56;

CAT. NEh 40
Nantgarw,

Floval platectB18

¥, B

Top o bottom:
CAT. NO, 55
Worcester,

Berygh pol and cover
[ IHIHI:-

CAT. MO, 12
Coalport

Crncres ot and cover
[e1dio)

FICG.

Top to buttom,

leeft 1o nghi

CAT, NO. 49
Swansea,

Plate _If'nun the Ly sl
yeririce © 1 B0,

CAT: WO, Hid
Swansea,

Ko plate from the
Burdett—Couits servtee
c1818;

CAT. NO, 25
Coalport,

Prasets of cudann”

dessert plate 151 5-30



16

ILL. 1

Thomas Baxter Junior, The studio of Mr Buxier

Semior at No. 1 Goldsmith Street, Cougl Sipeare,
Londer 1810, watercolour. Courtesy: V & A
Images/ Victoria and Albert Museum

Ornce this was achieved, blug and white wares were relatively inexpensive to
produce. Only one firing was required for the blue whereas multiple finngs were
nesded for polychromatic wares as different colours required different kiln
terperatures, This not only reduced kiln time, but also the very real risk of kiln
damnage. The use of transfer printing from the early 1750s reduced costs even further
and was a favoured form of decoration for the fower end of the markel,

Blue and white ware was therafore the 'bread and bulter' of the early manufactories
and it was the sale of thesa that enabled the more expensive undertaking of
coloured decoration on both thelr useful wares and, for factories like Chelsea

and Bow, their porcelain figures |

As their techniques Improved, so too did the standard of decoration. By the end

af the eighteenth and into the nineteenth centuries, greater emphasis was placed
on the object's dacaration, While exciterment could still be engendered by the
appearance of a particularly fine parcelain body such as that made by Billingsley,

it was the guality of its ornamentation that attracted the attention of most collectors.

Blue and white ware, though continuing to appear, was gradually supplanted by
simply-decorated coloured enamel ware as a factory's principal product. Plain
borders, uncomplicated renderings of flowers, or scenery with a limited colaur
paletie requiring few firings and litle time to complete were characteristic of the
pieces intended for the broader market and for everyday use.

For the upper end of 1he market factories produced sumptuous, richly-decorated
and omately-gilded pleces completed by the most talented of their painters and
gilders. It was upon such pieces, usually destined for the display cabinet, that a
firm’s reputation was establishad.

The consequance of the increasing importance of porcelain decoration was a
corresponding rise in the status of the porcelain painter. China painters had been
growing steadily in number, with most opting to specialise in particular forms of
decoration, be it fruit and fiower painting or the depiction of birds, insects, animatls,
people or scenery.

Although many painters have faded into obscurity, there are a number whose works
have beer identified and aboul wham some information survives. The Gallery's
collection represents some of these paintars who, coming from different
backgrounds, emerged 1o become leading artists in their own right.

Fidelle Duvivier (1740-1817), for exampla, was well-known for his distinetive,
whirmsical Watteau-ssque figure painting, Duvivier received his early training al
Belgium's Peterinck’s factory in Tournal before leaving for London in 1764 where ne
possibly worked at Chelsea before going to Derby in 1769, He later worked for New
Hall, Coalport, Caughley and Worcester's Chamberlain factory,

Renowned for his naturalistic flower painting as well as his porcelain making
ventures, William Billingsiey began as an apprentice porcelain painter at the Darby
China works at the age of sixieen and gradually earned himself the position of chief
decorator of floral designs and patterns in 1780.°

William {Quaker) Pegg (1775-1851) began his career in an earthenware factory at

" 1he age of ten. Here he learnt the art of earthenware painting before being

apprenticed as a china painter in a Staffordshire factory. In his journal Pegg noted
that, in spite of a fiteen hour working day, he “began to turm my thoughts to the
study of business. The Atist’s Repository in 36 parts was purchased to assist my
studies. | bought prints of various kinds, also colours and other materials for the use
of drawing, efcetera.""

This sagemess saw his talent and his reputation rise. In 1796, at the age of 21, he
was hired by Derby's William Duesbury |l (1763-1737) to replace Billingsley as chief
flower painter, a position which he held until 1801 when his involvement with the
Quaker movement saw him abandon his panting to work for a stocking
manufacturer, Twelve years later, Pegg returned to the Derby works 10 resume his
painting and his studies of “the Art of Painting™* until, in 1820, his religicus
convictions again saw him leave the factory.

Pegg's desire to better his skills while at the factory reflected the Increasing lavel

of professionalism and dedication 1o their craft amongst the leading artists. [t also
darmonstrated the importance of the fine ars ta the artist-craftsman. Indeed, while
Duvivier, Billingstey and Pega leamnt thedr skills on the factary fioor, there were others
who boasted rmare artistic backgrounds or complemented their china painting with
activities in the fine arts.

The son of artists, Robert Brewer {17756-1857) became a landscape painter far the
Derby works fram 1797, Brewer had apparently studied under the well-knawn
watercalourist, Paul Sandby (1725-1808} and exhibited his own works at the Royal
Academy. In 1816, he was advertising his services as a Drawing Master, suggesting
that he had either ceased china painting or practised on an occaslonal basis”

Thomas Baxter (1782-1821), famed for his ligure paintings but also highly skilled
at other subjects, began his career in his father's decoraling workshop before
commencing arl studies under Henry Fuseli (1741-1825) at the Royal Academy
schoal. He too exhibited at the Royal Academy, even while working as a china
painter at his father’s workshop then for Woreester's Flight, Barr and Barr works,
Swansed and Worcester's Chamberlain works.

The imporlance that skilled painters such as these had on the success of a factory
i evident in a letter by Richard Daniel (bom 1800), of H & R Daniel, written to his
father Henry in the 1820s:

If you can by any means get four or six good flower painters da 1 conjure
your, [ sold 8 of the very best desserts vesterday to Daniell & Palmer ...

Have made 6o or 8o dozen larger gadroon Desserts. Do get some good
flower painters if possible. [ have now sold more than Pegg & Brammer

&z Ellis will do for six months ... Take no more common painters or gilders,
we must have the very best only.”

It was little wonder that china painters were to become the highest paid employees
after the factory manager

Mot all painters, however, worked exclusively for a particular faciory, either on the
premises or from their own nearby workshops. There wera those who worked
independently. ‘Doctor” George Davis (c1768—c1841), for example, was a noted
fancy bird painter who not only painted for Worcester's Chamberlain factory as well
as the rival Flight factory, but also freelanced.” Similarly, Richard Askew (died 1798),
who specialised in figures, especially cupids, decerated Derby pieces, but was
primarily an independent artist.”

Others joined decorating studios, mainly located in London, such as those of James
Giles, Thomas Baxter Senior, Robins & Randall, John Dims and Powell, and Muss

& Cartwright. Most factories, particularly those with few skilled painters or whose
pulput was foo large for their on-gite decorators, tumed 1o these independant
workshops. Coalport sent pieces to Baxter's workshop., as attestad to by Thomas
Bauder Junior's watercolour, The studio of Mr Baxter Seniar at No. 1 Goldsmith Street,

‘Gaugh Sguare, Lendon (18101 ill. 1].= in which the firm's price list as well as its

porcalain wares can be seen;

Baxter's painting also shows that routine decoration, in the form of simple fioral
borders, was done in the workshop as well as more elaborate, special pieces such
as the Nelson commemorative plate of 1806. The plate, prominently displayed in the
foreground, depicts Lady Emma Hamilton as Britannia unveiling a bust of Nelsen,
while the border scenes commemorate Nelson's victories at San Josef,
Copenhagen, and the Nile as well as his belng wounded at Trafalgar.®

As was the case at the factories them selves, plainly-decorated pieces generated
H'!_e bulk of the independent workshop’s income bul it was the elaborately-decorated
Plece that gave greatest satisfaction.

The Geelong Gallery's collaction reflects the growing confidence of the porcelain
manufacturers and their decorators as they moved from the comparalively tentative,
simple decoration of the mid-eightesnth century to the mors assured and elaborale
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decoration of the early nineteenth century. While It includes some representative |
modelled pieces in the form of porcelain figures from Bow [cat. nos 1-6; fig. 3]—

an important range of wares in several early factories that was aimed at the higher t
end of the market—it iz in the enamelled useful and decorative wares that the |
collection's strength lies.

Blue and white ware

Amongst the eariiest of these Is a small collection of the blue and white porcelain
that was so popular during the 1750s and &0s. Made by Worcester and Liverpool, the
few pieces in the Gallery's collection represent the major sources of inspiration that
informed the shapes and decoration of much of Britain's eighteenth-century porcalain,

The majority of shapes were aither influenced by the elegant simplicity of Chinese
porcelain or were based on farmiliar silver prototypes. In some cases there was

a marriage of the two. Worcester's two barrel-shaped fluted teapots [cal. nos
84-85. fig. 1] and its Chestnut baskel [oal, no. 55; fig. 2] are largely modelled after
silverware. Liverpoal's 'Rural! fovers' saucer [eat. no. 34; fig. 2] and the Tea bow!
attributed fo Liverpool [cal, no. 35; fig. 2] owe much o the simplicity of Chinese
shapes, as does Worcester's Sigp bow! [cat. no. 63], although the embossed
‘Chrysanthemum’ palttern on the bowl, introduced by Worcester around 1755,

was probably based on silver designs.

For Chinsse potters simple blue and white patterns added interest to the piece
without detracting from the translucency of the body and the purity of the shape.
Similarly, the simple lattice border design on Worcester's Slop bowl adds a touch
of colour without compromising the elegance of the bowl's moulding. At the same
tirme, haowever it fails to hide the slight warp in the body shape—common amaongst
garly porcelain wares as manufacturers saught to perfect a formula that could
withstand the high firing temperalures.

In order to conceal such warps or any other manufacturing faults, a number
of decorative devices were employed including the use of applied decoration
such as the elaborate flower modelling that grows from the twig handles of
the Chestnut basket.

Applied decoration was a teature of much French and German porcelain, particularly
that of Meissen, whose tablewares and porcelain figures had a profound Influence
on early British porcelain. Although an embargo had been placed on the Importation
of German porcelain,® British manufacturers were able to access pieces held

in private collections including that of the British Ambassador to the Saxon Court

of Dresden, Sir Charles Hanbury-Williams (1708—1759), whose Meissen collection,
kept at his London residence, Holland House, was a great source of inspiration

tor Chelsea’s Nicholas Sprimont.™

Motably, in spite of the elaborately-applied cmamentation on Worcester's Chestrut
basket, the blue and white decoration remained restrained. As well as the hand-painted
highlights on the edaes of the flowers, Worcester applied a ‘porridge eye’ running
fransfer design as edging and fruit and flower prints on the stand and in the basket.

Waorcester, who ploneerad the use of the transfer print on porcelain,™ also used this
‘method on one of its teapots [cat. no. 64; fig. 1], decarating it with a Meissen-inspirad
floral spray in underglaze blue. The slight smudginess of the printed decoration
contrasts strongly with the crisp outlines of the second teapot [cat. no. 65; fig. 1] that
has been thickly painted with an overglaze 'dry biug’ enamel as well as having gil
dentil edging and scrolled gill decoration at the spout. While the farmer was aimed
at the lower end of the market, the latter, particulary with its gilt finishing, was
destined for Worcester's more disceming, wealthier customers.

Quick to follow Worcester's lead in transter printing was Richard Chaffer's Liverpocl
factory, Indeed, so proficient did it become that Worcester sent its own blank wares
to Liverpool for transter printing * Although probably nat from Chatfer's Tactory,

the Gallery has a Jea bowl attributed to Liverpool, with & transfer floral design

and complex border, as well as the 'Rural lovers’ saucer with its delightfully parochial

soene. Based on a 1760 engraving, The rural lovers, by Francois Vivares (1525—16086)
after the well-known portraitist and romantic painter, Thomas Gainsborough (1727-
1788), the image shows an alert dog gazing at two young lovers ostensibly tending
eatile, This wazs & pattern also seen on Worcester porcalain® and reflects a desire

to incorporate local subject matter into the range of designs that was to have

itz apothaosis in the iopographical paintings of the early nineteenth century.

Fruit and flower paimnting

Amongst the mast popular and accessible forms of decoration was that of fiower
painting. Their colourful bloams, their attractive forms—native and exatic—and their
sweet scents permeaated British senses and made them appealing not only in the
garden, but as subjects in romantic poetry and in art.

While floral designs featured in blue and white ware, it was in colour that flower
painting truly came into its own. During the early years, British porcelain painters
copied the flowers depicted on Chinese, French or German porcelain, with
Melssen's stylised Indianische blumen and its more naturalistic Dewtsche blumen
styles proving particularly popular, especially on Bow and Chelsea porcelain

Chelsea's moulded Flate [cat, no. 10; fig. 5] bears a floral bouguet and sprigs that
was prabably influenced by Meissen examples. Charactenstic of early flower painting
is the loose brushwaork and clearly outliined forms, indicating a level of unfamiliarity
and experimentation with the art of painting on parcelain.

With greater confidence came a more naturalistic rendering of the blooms,
particularly when British artists turned toward accurate renderings in botanical
publications or took their inspiration directly from nature.

Chelsea's arlists, for example, tumed to and copied many of the specimens
illustrated in Philip Miller's Figures of the most beautifil, useful and uncommon plants
descrbed in the Gardener's diotionary (1755-60)." Miller was head gardener of the
Saciety of Apothecaries' Physic Garden, located on the manor grounds of Sir Hans
Sloane, whose name was appropriated to distinguish the style of flowers painted
from this publication.

Derby also copied from a variety of botanical publications, including Wilkam Curtis’
The botanic magazine or flower-garden dispiayed (1787-1800), James Sowerby's
English botarny (1730-1814) and John Edwards' A collection of flowers drawn from
nature (1783-1795), the latter apparently adopted by Derby as its specialty™

It was from Curtis’ Botanic magazine, however, that the artist, probably Philip Clavey,
copied the Spurious ins thal decorates one of the botanical plates in the Gallery's
collection [cat no. 28; fig. 4] ™ Clavey, who specialised in single plants, ™ used a bold
brushstroke to recreats the colour engraving on the porcelain. He remained faithiul
to the original in both torm and colour, the latter not an easy task and requiring a
sound knowledge of the manner in which colours changed once they were fired.

William Pegg also specialised in botanical plant painting but his 'Sweet Wiliarm® plate
[cat. no. 29, fig. 4] shows a greater degree of confidence and vigour in the rendering
of the plani. Rathar than simply copying prints, Pegg adapted them to suit his awn
style and the result is a bold et naturalistic life-size representation of the pink flowers
that sprawl across the bottom and up the sides of the richiy-gilded plate.

Althaugh other factories also decorated their wares with botanical paintings, Derby
iE;df the field in this particular genre. They were also in the forefront of traditional flower
painting through the services of Pegg and Clavey's predecessor, William Billingsley.

During his apprentice years, Bilingsley studied under Edward Withers who moved
Irom the Chelsea factory to Derby. Withers was then considered to be “the best
flower painter on china in England™ and it is from him that Bilingsley leared the
glements of his craft, Billingsley, however, moved away from Withers' more
conventional style of flower painting, in which the petals and leaves were outlined,
mrard a mora naturalistic approach. Rather than only copying from imparted porcelain
Painting or from prints, Billingsley also took his inspiration directly from nature:
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When Mr Dueshury {the seeond) had been here for a short time an order
came for some plates to match a Chelsea plate with a single plantin a
curions sivle from nature. Withers was gone, no one knew where at the
time and Billingsley made the anempt with the instructions of Mr
Boreman, He copied any garden or wild flowers that suited and when the
order was sent off it gave great satisfaction.”

Furthermaore, Bilingsley adopted a new technigue of painting after the style of fallow
decorator and friend, landscape painter Zachariah Boreman. Bilingsley used a
‘wiping out' technique whereby “the painter covers the whole flower with the tint
required and then wipes out the highlights with an almost dry brush." This made for
a much more tonal and naturalistic rendering of flowers, whether they were depicted
individually or in groups, as seen in Billingsley's delicately-painted bouquet featured
on Derby's Floral plate [cat. no. 24; fig. 5] thal was also framed by the simple blue
and gold edging an the nbbed rim

By the 18205, the ‘wiping out’ method was widely used In flower painting and can

be seen on plates such as Nantgarw's Floral plate [eal. no. 40: fig. 5], with its central
bougquet and the ‘Billingsley roses' painted on the rim™ and Coalport's sumptucus
Fruit plate [cat. no. 14; fig. 8] in which-a plum is added to the flower grouping. As fruit
was an important part of local agriculture, it was not surprising that it too became a
popular subject for porcetain decoration.

The more naturalistic technique is also evident in Swansea's Plaie from the Lysaght
gervice [cal no. 49; fig. 7].” painted with a flower basket on a pedestal by Henry
Marris (1799-1880), a student of Billingsley, as well as Swansea's Soup piate from the
Burgett-Coutts service [cat. no, 50; fig. 7],7 also painted with a flower baske! and
further accompanied by butterfiies and insects,

The incorporation of other compositional elements such as the basket and pedestal
into the flower design signified a move from pure embellishment toward pictorialism.
Coalport, for instance, enhances the basic shape of its richly-decorated Fruit plate’
by the judicious use of a central flower matif and single flowers painted on coloured
ground between a highlighted embossing motif on the rim. The decorations on the
Swansea plates from the Lysaght and Burdett-Coutt’s service also retain a degree
of simplicity thal harmonises with the plate as does the Danigl Dessert plate [cat. no.
18; fig. 8], which nas a rather curious and somewhat surrealistic painting of a flower
bouquet floating against a pastel landscape and a distant cityscape

Thomas Steels painting on Derby's ‘Fruls of aulumn’ oessert plate [cat, ne. 25, fig. 7],
on the other hand, has been framed with gilt edging and becomes a teature of the
plate, the shape of which is further subsumed by the magnificently omate gilding
that spills from the rim Into the bowl, Here the porcelain body becarmes a vehicle

for the painfing, rather than an integral part of the design

There s a greater degree of symbiosis in the Coalport and Waorcester bough and
crocus pols where the architectural shapes of the pats, with their recessed panels,
offer splendid opportunities to feature the flower paintings. The approach of each is
quite different. Coalport's elegant Crocus pot and cover [cal. no. 12: fig. 6] has the
familiar bunch of flowers on a pedestal against a neutral background in the central
panel and large floral sprays on the side panels while the remainder of the pot is
gilded in a combination of geometrical and swiriing designs. In conftrast, the nichly-
painted fruit and flower painting of Worcester's bold Bough pot and cover [cal, no.
53; fig. 6] is set against a simple black ground strikingly framed by the deep yellow
graund of the body.

Similarly, the finely-painted flower centrepieces on the Nantgarw Cabinet cup and
saucer [cat. no. 39; fig. 10], reminiscent of moody Dutch still life painting, is frarmed
twy the rich gilding and becomes an art wark in itsall, as do the shell paintings on
Worcester's neo-classical Pair of shall vases painted by Thomas Baxter [cat. no.

60; fig. 9]. By the end of the eighteenth century, sea shells had become highly
collectible items. Serlous and keen callectors paid enarmous sums for newand
unusual specimens. Shell-painted porcelaing, infroduced by Worcester around 1800,

were therefore regarded as a reflection of the customer’s wealth and became
a popular subject on omataly-decorated wares.”

Indeed, these more elaborate shell and fruit and flower paintings were Intended for
the upper markst, as were those in which virtually the entire surface of the porzelain
becomes a canvas covered with gilding and painfing.

Siriking examples of this include Peover's Swan-handled vase [cal. no. 43, fig, 11]
and Spode’s trumpel-shaped, beaded Spil vase [cal. no. 47, fig. 11]," where the

antire bodies are decorated. On Spode's Vase with lid and satyr handles [cat. no.
48: fig. 11] the face of the vase is covered with showy flowers while the back has

an omate but straightforward gilt maotif on the otherwise plain white body.

From the humble single fiower o the veritable panoply of blooms, the Geelong
Gallery's collection of flower painting on porcelain represents most clearly, in a single
subject matter, the development of porcelain making and painting and the changing
{astes and expectations of those who bought the wares.

Bird and anim:il pamtng
Birds and animals have long been a favourite artistic subject and porcelain makers

produced modelled porcelain figurines as well as paintings that depicled a variety
of creatures, both natural and exotic,

Again, porcelain painters used various pictorial sources Including those
found on Chinese, Meissen and French porcelain, especially Sévres,
as well as caontempaorary prints.

There were twia primary typas of bird painting: those depicting exotic birds—also
referred to as fabulous’, "dishevelied' or fancy’ birds—and those that were a more
natural rendering of known species.

The exatic bird was a "gorgeous creature of the irmagination, happy and joyful,
fantastic, impossible."” Derived from such colourful Chinese birds as the golden
pheasant, Meissen and Sévres artists embellished and exaggeratad the forms which
were then further interpreted by British painters.

This Is the case with Chelsea's moulded 'Fancy bird' dessert dfsh [cat, no. 8; fig. 13]
that has a Sévres-inspirad central bird design and ornate peacock scale border. With
its sweeping lines, this bird painting is typical of the maore subdued renderings of the
fancy bird, one which was to become maore sxpansive and colourful in later years,
particularly through the wark of 'Doctor’ George Davis.

George Davis was one of the most well-knewn and influential of the country's exotic
bird painters. Davis had apparently worked at Dr Wall's Worcester factory during

the 17805 before joining the rival Charmberiain's firm in 1792 It was probably here
that he decarated the 'Fancy bird" bow! [cat. no. 7; fig. 12] with a handsome painting
of colourful exatic birds in an orlentally-inspired landscape that was probably
gxacuted by another hand,

Painted on a Caughley porcelain body that was supplied to the Chamberlain
waorkshop during its first years as a decorating business—before the firm turned to
‘Parcelain making themselves—these confident, broadly-painted fancy birds are
Characteristic of the 'Davie's bird' as it was referred to in Chamberlain's records. Cre
cantemporary, Solomon Cole | a decorator at the Flight, Barr and Barr works, wrote
that, during a later stint with that firm, *... the celebrated bird-painter, George Davis,
usually called Dr Dawvis, added his brilliant colouring in the rich plumage of his birds
1o the decoration. ™"

Wh‘lle thera are a number of other exotic bird painters who were decorating wares
.:*Fbm the earllest years of porcelain manufactory, only a small nurmber are identifiable.
Amongst those known to have painted them are James Giles (1718-1780) and
‘Derby’s John Brewer and Zachariah Boreman,

Few artisls signed their paintings. Generally, only those working on an independent
basis, as George Davis occasionally did, had an opportunity to sign their work, most
Particularly on pigces that were to be privately sold.
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Within the factory itself, however, It was deemed preferable that decol{amrls ree_Trauned
anonymous lest the public began to demand wares painted by cerain an@ts in
preference to others. Fortunately, the names of artists associated with particular
designs were sometimes recorded in surviving pattern books and their styles could
be raced and identified on existing wares bearing those designs.

in addifion to exatic birds, Giles, Brewer and Boreman also painted more naturalistic
birds, as did Thormas Pardoe (1770-1823) and Thomas Baxter al Swansea. The
scientific curiosity of the eighteenth and nineteenth centuries that led to growing
interest in botanical subjects, logether with a passion for bird shooting during the
hunting season, led to a demand for ornithological painting on porcelan.

As already noted, prints were a primary source of inspiration. Some w&rkshqps also
had taxidermic specimens on their shelves while others—if the ocoasional piece
painted with a suspended dead bird is an Indicator—brought in the spails of a bird-
shooting axpedition.

The Gallery has a small number of omithological exhibits including the rather stiffly-
painted game bird in Nantgarw's ‘Black grouse' soup plate [cat. no. 38; ﬂg_ 1 5]

and the more lively Spode 'Roller’ plate [cat. no. 46; fig. 13] in which the bird is set

in a dense forest and the plate's coloured rim is further emibellished by finely-painted
feathers and white embossing.

Derby's handsome Bird vase [cat, no. 21, fig. 14] also bears a number of naturali:;lic
brightly-coloured birds, as does Derby's more simplistic and perfunctory Bird plate
[eat. no. 20; fig, 14]. The bird painting on these pieces, particularly the |atter, may

be referred to as being in a ‘transitional’ style—defined by Stanley Fisher as being
“birdls of reasanably natural shape but with unnaturally gay cotounng"—mm_
approaches that of the exatic bird," These colourful birds can also be seen in
Coalport's Floral plate [cat. no. 13; fig. 8] where spaces on the rim usually reserved
for flawer painting were filled with small birds.

Athough Coalport's 'The peacock and the crow’ piate [cal. no. 15] ﬁg._ 13], with its
central panel painting framed by a ring of Billingsley-style rases, deplcts‘ bath _
peacock and crow in a naturalistic manner, it was intended as a literary illustration
rather than a bird painting per se. Amongst the pionaers of British llustrated books
are Francis Barlow (1626-1704) and Samusl Croxall (died 1752), both of whamn
published a compendium of Aesop's fables in the seventeenth and eighteenth
cantuties.” These were widely used as pictorial sources by porcelain manufactories
including Liverpool, Spode and Worcester and [t is possible that Coalport's depiction of
one of these fables, The peacock and the crow, Is based on one of Croxall's engravings.

The narrative aspect of a piece such as The peacock and the crow’ plate is more
pertinent to animal painting. Animals were less likely to ba used as a purely .
decorative motif. Cows and dogs were present in many & rural scene, ncluding
Liverpool's 'The rural lovers' saucer, while horses and dogs could be seen in the
hunting or sporting scenes favoured by sports-minded gentliemen.

Aleo directed more lowards the masculine members of the household were pieces
depicting racing or hunting animals or prize-winning stock. Some were unduubte_adl:.r
commissioned by the owners of the animals. Others were taken from popular prints
such as those found in The sporting magazine and William Daniel's Aural spons.

The foxhound, Modish, found on one of Warcester's Pair of grace mugs [cat. no. 59,
fig. 15]." painted by ‘ED’, was probably copied from an engraving in Daniel's Rural
sports. Seen with her mouth drawn back in a protective snarl aslslhe stands over
her pups, Modish was a popular subject originally painted by William Sawrey Gilpin
(1733-1807) for her Yorkshire owner, Colonel Thomas Tharmton (1755-1823) and then
reproduced in both The sporting magazine and Rural spors. ™ The L_mldemlﬁed !‘luund
depicted on the companion mug was no doubt also readily recognised at the time.

While bird painting held more appeal to the male customer than did floral decoration,
there was no doubt that animal painting, together with the painted heraldic symbols
that adarned marny services, was the mest masculine of the subjects thal
embeliished nineteenth-century porcelain,

Chinoiserie

Like blue and white ware, polychromatic porcelain decorated in coloured enamels
with Chinese scenes and mythical subjects, collectively termed chinoiserie, is often
differentiated from other general decorative motits. |t is, indeed, inextricably linked
with the earliest stages of porcelain making when manufactories sought to appeal o
the general public by decorating their wares in close imitation of the Chinese product,

The Gallery has few examples of chinoiserie, the eariest baing First Pariod Worcester's
‘Dragon i compartments' tureen with cover and stand [cat. no. 56; fig. 18] of around
1770. Worcester was often regarded as being the most faithiul in their renderings

of Chinese decoration” and its Dragon in compartments design is accurately copied
from a famille verte pattern from the eighteenth-century Kangxi period.

Apart fram the addition of the gilding, the tureen, with its twig handles and applied
flowars and leaves, bears a faithiul replication of the onginal patiern's paneis that
dapict the Chinese mythical creature, the Dog of Fo (guardian lion), Chinese vases
on a table and a stylised dragon,

Much chinoiserie, however, is somewhat removed from the original designs. Meissen
and Sévres painters often refined or redesigned Chinese patterns and these were
gither copied or further altered by British painters,

There were also publications available that created new Chinese-like designs, such
as French artist Jean Pillermont's Livre de Chinois, published in London in 1758,
which “created a world of crazy structures and scenery peopled by Europeans
dressed up as Chinamen. The Chinese artist's use of scale and perspective became
jumbled as figures dwarf buildings and animals become giants.™ Some of the
engravings in Livre de Chinois also appeared in Roben Sayer's The ladies’
amusament, or the whole arf of fapanning made easy, first published in 1760, Primarily
intended for use in decoupage praojects, this popular publication, which ran to a third
edition in 1775, was also used as a source of imagery for porcalain decorataors,

The Gallery has a variety of peopled chinaisene decoration on its porcelain including
the sarly Worcester Teapot [cat, no. 66; fig, 16}, Paintad in James Giles' Studio in
London, which offered to copy "patterns of any china with the utmost exaciness
gilher in the European or he Chinese taste,"" the elaborately painted and gilded
teapat depicts a man fanning a seated woman and her child as another child peers
through a scresn. The pattern was based on centemporary export Chinese porcelain
bearing Cantonese famille rose decoration {pink or rose is added to the familie verte
palette) and similar domestic scenes.”

Also illustrating a domestic scene is Davenporl's Table' saucer dish [cat. no. 19;
fig.16] with its highly stylised, colourful “Table' paltern—so-called because of the
table in the foreground. Here fine brush strokes swirl across the surface in apparent
gay abandon and the colours, predominantly oranges and purples, are guickly
applied within the outlines 1o create a design that seems, in spite of the tranquillity
of the figures themselves, lilled with frenalic movermenl.

A different approach is seen in the uncomplicated and peaceful scene on the Dish
attributed to Hilditeh [eat. no. 33] with an image of a male figure standing in a garden
before 4 large flower-filled vase. In contrast to the free-flowing hand of the Davenport
dish, the pattern’s outline is transfer-printed and the enamel rather crudely painted

in or ‘clobbered’,

Even more sparing in design are the charming chingiserie paintings on Minton's
‘new oval'-shaped Creamer [cal. no. 36; fig. 17] and Wedgwood's ‘Wew Chinese’
figures dessert plate [cat. no. 52; fig. 17], the latter painted by John Gutts. The two
patterns comprise children playing various games painted in similar, assured slyles
that move away from more mechanical or self-consciaus imitations of Chinese
patterns. The rounded forms are simply drawn, with the painterly application of fonal
colours giving them a three-dimensional guality. Enamels and gilt are also cleverly
eombined to breathe life into the scenary araund them.

Thers is a sense of freedom in these designs that, as could be seen in
contemporanecus fruit and flower painting, retlects the growing confidence

i, pEi
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Themas Rowlandson, D Syrdax and the dary
waid in William Combe, Hoctar Syntax’s thres
tiers it search of the prcturesgue, of consolation,
anid of a wife, Chatto & Windus, London,
185, facing phig

Fallowing a mare sentimental trend is Coalpart's Vase [cat. no, 16; fig, 22] thal bears
a signed monochromatic painting by Thormas Baxter of a man and, presu mlably,

his wife and daughters. This is a somewhat awkwardly-composed work, painted

in a rather stited manner that indicates it was copied from an ar:pgrauing. Rather
than being a focal paint of the decoration, it also appears superimposed on

the classically-restrained but richiy-applied gilt decoration vmllelhan_ds of ﬂms

are painted at the foot and neck of the vase that, unfortunately, is missing its fid,

As well as generalised or descriptive figures, painters were also asked (o use well-
known |iterary characters or sequences as their subject. The sources for these were
generally engravings from one of the many illustrated editions of poems and plays
by Britain's most famous writers. Amongst those known 10 have been used al the
factories were John Boydell's The Shakespeare gallery (1805) and The poetlical works
of John Milton (1794-1797).

Many ariists also painted or engraved particular scenes, including liglian grtist.
Francasco Bartolozzi (1727-1815), whose engraving, F.?:e.*y elves, was c:.c:pttlad by
the painter of Charnberlain Warcester's ‘Paradise fost’ inkwell [cat, no: B1; fig. 24].

Inecribed with a passage from John Milion's Paradise /ost (1667}, the inkwell depicts
a moment whera Milton, in Book 1, 1.781, compares the fallen angels in Hell's Hall

of Pandermonium to the fairies who bewitch a passing peasant with the sound af
their music and dancing. This cleverly-painted piece juxtaposes the gnameﬂeq figure
of the peasant with the monochromatic circle of falries, therety hichlighting the
dream-like, atmospheric guality of the scene.

The bolder colours of New Hall's 'Dr Syntax’ dessert plates [cal na. 41] fig. 21]
provide a strong contrast, befitting the more satirical nature of the verses from

which the images are sourced

In 1820, William Combe (1741-1823} created the character of Dr Syntax, a
curate-schooimaster who, during his travels through the countryside in search

of picluresque views, is subject to various amusing mishaps and Ienmur:ters_ along
the way. Combe’s Dr Syntax first appearsd in Rudolph Ackerman's The pqetrr::a!
magazine in 1808 and was then expanded into three volumes illustrated with
coloured engravings by Thomas Rowlandson (1756-1827), who was renowned

for his humerous political and social commentary.”

The two inscribed New Hall plates, with their lively and amusing renderipg of 1h_e
subject, depict Rowlandson's engravings of Or Syntax and the dairy maid, pubhshled
in ‘The tour of Dr Syntax in search of the picturesque’ [ill. 2] and Dr Syntax famenting
the death of his wife, published in 'Dr Syntax in search of consolation’.

Literary subjects such as Dr Syntax were popular ones and decr:-ra_lad the wares
of more than one factory yet, even though they wera generally copied from mass-
produced engravings, aach artist was able imbue his own style on the subject.

| .111r::-_r!'u]_a!|i\'.l': !jn.:.lﬂ Ing

1"l nake a TOUR—and then 'l WRITEIT.
You well know what my pen can do,

And 1'll employ my pencil too:—

I'll ride and write, and sketch and pring,

And thus create a real mint

I'll prose it here, I'll verse it there,

And picturesque it ev'ry where.

I'll dowhat all have done betore;

T think I shall—and somewhit more

[William Combe, D Syntax in search of the picturesque, 181 2]

Although the Grand Tour through Eurcpe had become quilfa commonplace for those
who could afford it. it was not until the second half of the eighteenth century that
Britons bagan to tour their own country.

One of the primary ingtigators of this interest in their own home1land was Rev William
Gilpin (1724 -1804) who wrote several books based on his own journeys through

Great Britain including Observations on the Aiver Wye, and several parts of South
Wales, &c., refative chiefly io picturesque beauty; made in the summer of the year
1770 (1782) and Observations on Cumbenand and Wesimoreland (1786). His writings
and skelches encouraged travellers (o seek picturesque landscapes that wera
pleasing Lo lhe eye and showed few signs of habitation olher than a ruin or two thal
would not only act as a nostalgic reminder of days gone by, but also provide
compositional points of interest.

Such was the influence of Gilpin's work thal others began to Tollow in his footsleps
or seek new paths 1o picturesque spots. By the nineteenth century it became quite
fashionable, particularly for artists, to tour the Lake District, Morth Wales and the
Seottish Highlands.

While this search for and emphasis upon picturesque landscapes resulted in some
criticiem from contempararies, including William Combe whose Dr Syntax character
was based upon Gilpin, it also resulted in the popularity ot topographical painting.

The porcelain manufactories were quick o respand to the growing interest in
picturesque scenery and for some, most particularly Derby—which was a leading
force in the development of topographical painting in Britain—this subject became
second anly to flower painting in terms of decorative output.

Again, china painters used different sourcas for their imagery but, while some were
produced from the artist's own criginal sketches, most were copied or adapted from
existing printz. Amongst the illusirated publications known io have been used at
factories such as Derby and Worcester were Samuel Middiman’s Select views in
Great Britain (1784-1792), Picturesque views of the principal seats of the nobifity and
gentry in England and Wales, by the most erninent British artists (1786-88) and The
copper plate magazine (frarm 1792},

The earllest landscape painting on porcelain in the Gallery's collection is a soft
romantic scena In blues and greens on Pinkton's Plate [cal. no. 45; fig. 28],
The plate, with its fairly generic landscape, is painted in light washes of colour
emulating watercolour painting.

This light-handed approach is also used on Derby's View in Cumberfand’ plate [cat
no. 31; fig. 27] and "Near Naples' plate [cat. no. 26; fig, 27] with both containing the
highly picturasque artifices of bridge, castle and ruing. These plates wera cleariy
intended for the upper end of the market, as indicaled by the highly ornate gilding
on the rims. The gilt designs depict somewhat odd, amusing rodent-like creatures
peering out at the viewer or, in the case of the "View i Cumberland” plate, playing
musical instrumenis or standing on its head.

Also using picturesgue motifs in its decoration is the elegant Herculaneum Pottery
Jug [cat. no. 32; fig. 26] that bears two paintings against a pale blue ground and
simple gilt edging as well as, under the pouring lip, a rather curious figure of

a matronly worman carrying a full basket on her head.

The compositions on this jug, one with a bridge. a farm and & mountain and the
other with ruins and mountains, is tighter and more thickly painted than that of the
Derby plates which, by comparison, seem mare mechanical. The Herculaneum artist
shows a good understanding of the interplay between light and shade that was an
essential element in picturesque painting.

Also displaying their mastery over the medium are the artists of Mintan's Velleuse
[cat. no. 37; fig. 25]* and Worcaster's Inksfand [cat. no. 58; fig. 26]. The Vailleuse,
unfortunately missing its base, has a grandiose, somewhat sublime painting of a
mountainous lake reglon with a salitary house and small figures that would have
been ambitious as a subject for a watercolour or painting let alene on the small-
scale porcelain body.

Similarly, Worcester's marbled ground Inkstand, with its masked handle, is decoraled
with a popular marntime therme that sees men braving stormy seas as they row from
a lighthouse on a rocky outcrop to a distant ship—again usually seen on much
larger canvases.

T The three valumes included The e af L Symiax
i searoh of e fctireaque 1812, D Syatax i
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The cascading waterfalls in Derby's View in Cumberland” fug [cat. ne. 30, fig. 28],
painted by ane of their leading landscape artists, Robert Brewer, was also a favourite
subject of the picturesque artist. Like the stormy seas, the natural waterfall provided
adisplay of the energetic, untamed side of nature, one in which man becomes

an incidental element of the landscape.

In the: topographical paintings that featured architectural views, however, man's
achievements were celebrated. Although factories received commissions from wealthy
landowners to immonalise their properties on porcelain wares, most architectural
views were copied from prints, These comprised mainly well-known public buildings
and private residences that had become tourist destinations by virtue of their
architectural magnificence or by the reputation and standing of their owners.

A journey ta London effered the oppartunity to visit many majar buildings. Pre-
eminent amongel these was the royal residence, Buckingham Falace. The Palace
was depicted from many viewpoints by artists, Including the franguil scene an
Chamberlain Worcester's ‘Buckingham Falace’ card tray [cat. no. 54; fig, 28] with its
baroque screl-moulded borders and green ground. Here people wander through
park-like grounds sean from across & placid lake upon which ducks and swans swim.

Another place of interest in London was the neo-classical St James Park residence of
John Spencer, the first Earl of Spencer, seen on Derby's ‘Earl Spencer’s, 8t James Park
bough pot [cat. no. 23; fig. 28], Bullt in 175668, the stately edifice elicited great admiration:

I do not apprehend there is a house in Europe of its size, hetter worth the
view af the curious in architecture and the fitting up and furnishing great
houses, than Lard Spencer’s in St James's Place ... 1 know not in England
a more beautiful piece of architecture ... in richness, elegance and taste,
superior to any house | have seen,

[Arthur Young, 15757]"

Probably painted by Daniel Lucas (1787-1867), who had become Derby's chiet
landscape painter by 1820, the mansion is seen amidst lush greenery while a touch
of social refinement is added by the inclusion of three ladies conversing in the strest.

Daniel Lucas' technigque, like that of Robert Brewer, is comparable to that of an oll
painter rather than a watercolourist: His approach, using thickly-painted layered
enamels, is more laboured than thal seen in Pinston's Plate: Derby biographer, John
Haslem, notes that Lucas "occasionally painted in oils, and ... some of the best
public hause signs in Derby were done by him."™

This was, however, a major piece by a skilled artist and, together with the ornate
gilt motif and deep green ground, this bombé-shaped bough pot would have been
a major asset to the decor of the finest nineteenth-century home.

Future development

By the mid-nineteenth century, the British porcelain-making industry had seen
hundreds of workers engaged in making porcelain ranging from those who mixed
the ceramic ingredients to those who decorated the final body. New shapes were
constantly being made and new decorative designs were added to old favourites
while less popular ones were discarded,

Through the generosity of Dorothy McAllister and other donors, the Geelong Gallery
has been able to acquire a representative collection of the production from many

of the leading factories. With more than sixty-five pieces on display, Painted
porcelain—decorated Britfsh ceramics 1750-1850 showcases some of the finest
examples of the painterly tradition of porcelain decoration produced in Britain
during the eighteenth and nineteenth centuties.

At the same time, it cpens up the possibility of further exciting directions for the
development of the collection. These include pieces painted with other popular
subjects such as specially-commissioned armorial paintings, delicate feather
paintings, grand historical scenes and Shakespearean scenes as well as more
animal paintings and hunting scenes, all of which were popular at the fime. There

is also scope for the acguisition of works that will introduce decorators not yet
represented as well as provide new Insights into the styles of artists already in the
collection. The addition of such works would augment the Geelong Gallery's position
as one of the major public collections of early painted British parcelain in Australia.

" Spencer House, 2oog, viewed April 2oos. <hup:/ 7
wwispencerhose, ook indes e me. Ardi
Young (17 g1—1H20) was a wellknown agricnlnal,
palitical and sockal writer

" Haslem, op it pres

_ll
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Catalogue

KEY by heights w; width; d: depeh; o cleeng
i chimmeter; Lo lower oighe e centre; 1 Lol

Bow
established Stratford, West Hampshire,
London, England 1747-1776

GAT. MO

Coren oy Cybele with lion end cornucopia (1760-65)
l)re.rq‘-muu'ld:d, han(l—painl:d anil g‘i|t|l:ﬂ
porcelain with applied flowers

g0l X 12 0w X 1.0 ©m d

Mot signed. Not dated

Gilt of an Old Geelong Collegian in honour

al The Very Reverend Sir Francis Rolland,

Lady Rolland and the Misses Rolland, 1y

CAT. 50 &

fuma sith sagle {1760-05)

pressmoulded, hand-painted and gilded
poreelain with applied flowers

po thx g gwx 12emd

Mot ﬁgncd_ Not dated

Gift of an O1d Geelong Gollegian in honour
of The Very Reverend Sir Frands Rolland,
Lady Rolland wid the Misses Rolland, 1gg#

CAT. MOb. 3

Lady playing o trivngle (c17bo)
press-monlded, hand-painted and glded
porcelain with applicd flowers

wg.ohx o gw e B8 cmd

Not signed. Not dated

Gift of an Old Geelong Collegian in bonouy
of The Very Revercnd Sir Francis Rolland,
Lady Rolland and the Misses Rolland, 1oy8

CAT. MK

Neptane with dafphin [ 1760=65)
pressmoulded, hand-painted and gilded
pureelain with applied flowers

ga.7hx g 7w x 10,0 cm d

Mot sipned. Mot dated

Gilt of an Old Geelong Collegian in honour
of The Very Reverend Sir Francis Rolland,
Lady Rolland and the Mises Rolland, 1098

GAT. 8O, 5

Pair of mintatwr figures (17605)
hand-painted porcelain with applied Howers
1=} each 11,0l x 70w x f2emd

N signed. Not dated

Gilt of an Old Geelong Collegian in honor
of The Very Reverend Sir Francis Rolland,
Ludy Rolland and the Misses Rolland, 1gpH

CAT.ND. 6

Young galant with bivd's nest (c1760)
pressmoulded, hand-painted and gilded
poreelain with applied flowers

1g.8h % 116w x g.ocmd

Nt signed. Not daed

Gift of an Old Geelong Collegian in honour
of The Very Reverend Sir Francis Rolland,
Lady Rolland and the Misses Rolland, 1og8

Craughley
established near Brogeley, Shropshire,
England c1775-1700

CAT.NO. "T

Feerey bived " bl (e2790)

decorated by "Doctor” George Davis

{e1 7B 1841)

hand-painted porcelain with gilt edging
1.oh % 22, om diam

Naot signed. Mol dued

Darothy MeAlister Bequest Fund, 1gg0

caT. wo 8

Slofr bow! {c17g2)

decorated by Fidelle Duvivier (1740-181%7)
hand-painted and gilded poreelain

H.oh x 1hh.z cm diun

Mot sigred, Not dated

Dorothy MeAllister Beguest Fund, wgge

Chelsea
established London, England ci745-1709

AT N G

Fairey v dessert dish { 17604)

hand-painted and gilded porcelain

#.ph % 21,5 cm diam

Signed reverse base, gilt ' (anchor)’. Not dated
Gift of an Old Geelong Collegian in honour
of The Very Reverend Sir Francis Rolland.
Lady Rolland and the Misses Rolland, 1958

CAT, RO, 10

Plate [1952-56)

hand-painted porceliin

g0l K 25.0 cm dizm

Signied reverse base, red paint “fanchoc) .
Not dated

Gift of an Old Geelong Collegian in honour
of The Very Reverend Sir Francis Rolland,
Lacly Rolland and the Misses Rolland, 1gg8

(it :'ulls_rl il
estahlished Coalport, Salop, England ciyut—

CAT. MO 11

Cabinet o and sacer (c180%)

decorated by Thomas Baxter [17Bz-1821)
hand-painted and gilded poreelain

a) cup Hob x 1obw x Boom d;

I seucer 2.gh % 15.6 cm diam

Mot signed, Mot dateed

Dorothy MeAllister Beguest Fund, 1665

CALL MO 12 )

Cirerey oot et power {cadio]
hand-painted and gilded poreelain
tgRhox 2. awx 1ocmd

Mot signed. Not dated

Dorothy McAllister Bequest Fund, 1901

GAT, NE 1

Firal plate (c1820)

hand-painted, gilded and embossed poreclain
«.6h % 29.5 cm diam

Natsigned. Not dated

Darorhy MeAllister Beguese Fund, 190

AT, N g

Fruit plote {caizo)

hand-painted, gilded and embaossed porcelain
@ fih x 29 B cm diam

Mot signed. Not dated

Dorothy McAllister Bequest Fund, 109

CAT. KO, 15

The paueack and the ere plate (c18za)
hand-painted porcelain with gilt

vk x 294 cm diam

Novsigned, Not dated

Daorothy McAllister Beguest Fund, 191

AT, No. 16

Vase [cr8oe)

decorated by Thomas Baxier (1732-1821)
hamd-painted and gilded porcelain

sg.ph & 155 diam

Signed in image L, brown painn T BAXTERS
Dorothy McAllister Beqguest Fund, 1goo

Daniel
cstablished Sioke, Staffordshire,
England tHe2-1045

CAT. NO. T

Dot plnte {c1Bzyg)

hand-painted and gilded porcelain
2:6h x 4.1 em dimm

Mot signed. Not daterd

Tnscribsed reverse base, gilt ‘3608
Dorothy MeAllister Bequest Fund, 1941

CAT. o 18

Dessert plate {c18es)

hand-painied and gilded porcelain
2,7h x 28,5 cn diam

Mot signed. Not dated

Dorathy MeAllistier Beouest Fund, tgage

Davenport
estahlished Lane End, Stalfordshine,
England c17g9-1887

CAT. MO 10
Table' soucer dish (ciBio)
hand-painted and gilded porcelain
q-4hx 25,1 em diam

Not signed. Not dated

Dorothy MeAllister Bequest Fuod, 1o

Derby
established Derby, Derbyshire, England, ¢1750-

CAT. NO. 20

Bird plate (ciBro)

hand-painted and gilded porcelain

2.8h x 25.0 cm diam

Signed reverse base, red paint ' (crown) /
{crossed batons with six dos) /S 1. Nol dated
Inseribed reverse base, red paint *4z"

Gift of an Old Geelong Collegian in honour
of The Very Reverend Sir Frandis Rolland,
Lacy Rolland and the Misses Ralland, 1968

CAT. N 21

Bird vy (c1Bag)

hand-painted and gilded porcelain
sghx i8owx 1lbemd

Signed reverse bage, red stamp
"BLOOR (erown} / DERBY', Mot dated
Dorathy MeAllister Request Fund, 1gg1

CAT. ¥O, g2

Capral” dessert plate (17905)

decorated by Richard Askew (died 1708)
hand-painted and gilded porcelain

2,0l % 21.5 cm diam

Mot signed. Mot dared

Drorothy MeAllister Bequest Fund, 1gys

CAT, WO, B4

Eeri Sfencer’s, St fames Purk " bougde pot
(rif15—20)

decorated by Danicl Lucas ( 1785—1867)
hand-painted and gilded poreelain
overall 12.oh 2oowx 19.0cm d
Signed reverse base, red paint “{crown )/
{crossed batons with six dets) /S DERRY,
Not dated

Inscribeed reverse base, red paim

*Earl Spencer’s, St James Park’

Durothy MeAllister Bequest Fund, 1gg6

AT, HOD, 24

Flomal plate (c1780-00)

decarated by Willmm Billingsley (1758-1828)
hand-painted and gilded porcelain

o By 2y e diam

Signed reverse base, puce paint “{orown) ¢
{crossed batons with six dots),” D7, Not dated
Ingeribed [ngide rim, puce paint "

Dorothy MeAllister Beqguest Fund, 1gge

AT, NO. 25

Fruits of mufumn” desser! flafe {1B15—30)
dlecorated by Thomas Steel (1g52-1850)
hand-painted and gilded poreelain

4.0 X 22,5 em diqm

Sigmed veverse base, red paint ' (erown )/
ferossed batons with sis dow) I¥, Notdated
Inseribed reverse hase, red paint ‘36"
Dorothy MeAllister Beguest Fund, 1gg5

CAT. N(. 2b

"Never Nofoles” flate {c1B25)

hand-pamted bone ching

g.oh % 2.0 o diam

Sigmed reverse base o, ved paint *[erown}
{erossed batons with six dots)y D7 Not dated

Inscribed reverse base, red paint “Near Naples®

Dorothy MeAllister Bequest Fund, 1988

CHT NG, 27

Wnnuncwlus' blate (Cifeo—ag)

decoration anvibuted to Philip Clavey

(active c17qu—-1820)

hand-painted and gilded porcelain

g.1thx 222 cm diam

Signed reverse base, red panl " (crown)/
(erossed batons with six dots)/ D' Not dated
Inscribed reverse base, red paint 'Ranuncolus’
Dorothy MeAllister Bequest Fund, 180

OAT, N 28

Spruriens i plate (1820-25)

decoration atributed 1w Philip Clavey  (sctve
C17gi—1880)

Band-painted porcelain with gl edging

g-1h % 2o om diam

Signed reverse base ¢, red paint ' (crown)/
(eromsed batons with six dow)/ D', Not daged
Inscribed reverse base; red paing '‘Spurious I’
Dorothy MeAllisier B::qm:st Fund, 1g8g

CAT. WL 20

Sroeet William' plate (1815-20)
decorated by William (Quaker) Pegg
{rp7s-1851)

hand-painted percelain with gilt

z.qh x 22,7 cm diam

Signed reverse base, red paint '(crown}/
{crossed batons with siv des,/ D, Not dated
Tnserileed reverse base, red paint "6-",
o', Sweet - William

Dorothy McAllister Bequest Fond, 1gge

CAT. NO, B0

Ve tn Cumberland” fug (€1815)

decorated by Rubert Brewer (1775-1857
hand-puinted and gilded porcelain

1800 K 20.5W X 149 cmod

Signed reverse base, red paint ' (crown) /
(Crossed batons with six dow)/ D, Mot daed
Inscribed reverse base, red paint *View

in Cumberland®

Dhorothy MeAllister Beguest Fund, 1g8g

CAT. NO. 31

Vimwr i Cromberland’ plate {£1825)
Isind-painted and gilded porcelain

gooh x 2 om dism

Signed reverse base ¢, ved paint '(crown) /S
{crossed batons with gix dot) /S D" Not dated
Inscribed reverse base, red paint "View

in Cumberdand®

Darothy MoeAllisier Beguest Fund, 1988

Herculaneum Potten
established Liverpool, Lancashire,
England c17g4—1841

CAT. MO 42

Jug foaBzo)

hand-pamted and gilded porcelain
1.8h x 154w x 7.5 em d

Not signed. Nol dated

Inscribed reverse base, gile "1158°
Darothy McAllister Beguest Fund, 1ggz

Fhleiteh fatdbued 1)
established [ane End, Staffordshire,
England cifii—ci8iy

CAT. N, 43

Dish (c18g0)

hand-painted porcelain with transler pring
9.4h K 20.5 ¢m diam

Naot signed. Not dateed

Beguest of Sybil Craiy, 1g8g

Liverpool
established Liverpoal. Lancashire, England
1754-1840

CAT. KO 14

“Ruwad boers” setucet (1505-75)
porcelain with transfer print
#-8h % 15.7 cm diam

Mot signed. Mot dated
Beruest of Sybil Craig, 1o8g

Liverpool {atdbuted 1a)

GAT, Ntk 5

Tea bowd [C1767—75)
percelain with ransfer pring
4-.gh x BB cm diam

Not signed. Not dated
Bequest of Sybil Craig, iy

Minton

eatablished Stoke, Staffordshire, England 17g4—

CAT. N0, ah

Creerer (c1810)

handpainted and gilded porceldin
tighxiygwegHemd

Sigmed] revierse base, Blue mark
Herossed 83 MY g5’

Dorathy MeAllster Beguest Fund, 1goy

CAT. NO. 37

Veillease (e18q0)

hand-painted and gilded porcelain
I.H.Llh X la. 5w X LL.g Cim d

Not signed. Not ared

Devothy McAllister Beguest Fund, 198

MNantFarw

eatablished MNantgarw, Wales ciBig—18zo

CAT, MO, 58

Wlack growse’ saufi plote {c182a)

hand-painted and gilded porcelain

G-thx zq.0cm dizm

Signed reverse base, impressed 'NANT GARW/
G G Mot daterd

Inscribed reverse base, red paint "Black Gronse’
Darathy MeAllister Bequest Fund, 1go:

CAT. NO. 39

Ceelineat raf il seucer (c1 Big—ua)

hand-]_l;l.?nll:d anud gilded porcelain

a) oup 4-8h x 112w x g cm d; b) saucer 2.7h x
138 em cham

Not signed. Not dated

Dorathy MoAllster Bequest Fund, 1gge

CAT. MO, 40

Floraf plaie (c1818)

]mn(l-pain[gf], gﬂdcd and embossed [nrcri:iin
2.6h % 21.4) cm diam

Signed veverse base o, impressed
NANT-GARW /S CW." Not dated

Darothy MeAllister Beeuest Fund, ighS

40
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New Hall
pstahlished Hanley, Saffordshire, England
cigii-1Ban

CAT. ND: gt
D Syt dewsert pelater (¢ 1823]

hand-painied, gllded and embossed porcelain
1] 4Bk x zg.gwx 1.7 em d; 2} 4.6h % 2w

¥ ig.1 omd

Mot signed. Not dated

1—2}) each inscribed reverse base, red paint
‘Mo, 2z’ 1) inscribed reverse base, red paint
‘D Syntax and the Dairy Maid®; 2} inscribed
reverse base, red paint "D Syntax lamenting
the loss of his Wile®

Dorothy McAllister Bequest Fund, 1qg5

Peover
eatablished Hanley, Staffordshive, England
1818—c1820

CAT. ND. 42
Shell dish (ca821)

hand-painted and gilded poreclin
:'-._Iﬂ'l X !E_.g'l’-' x !_-E.g m i‘l

MNaot signed. Mol dated

Inscribed reverse ase, ink %’

Dasvothy MeAllister Beguest Fund, 1904

DAT. Nib 44

Suovan-foernatfed vose {ciBao)
hand-painted and gilded porcelaim
gaghox 1g.bw xg.0 cmod

Mot signed. Not dated

Inseribed reverse base, red paint "G50
Dorathy MeAllister Bequest Func, 1001

Pinxton
established Pinxton, England 17g6-1813

CAT. NOL 4
Benker [01807)

hand-painted and gilded poreclain
iengh % 5.8 om diam

Mot sigrieel. Nob dated

Inseribed reverse base. impressed "D
Dorothy MeAllister Bequest Fund, g

CAT. NOL 45
Plate {c17g8)

hand-painted porcelain

z.zh x 17.0 cm diam

Nt signed. Not dated

Barothy MeAllister Bequest Fund, 168y

Spode
established Stoke-on-Trent, Stffordshare,
England c1784=-1853

CAT, NGy g6

Haller' plate (c1815)

hand-painted and embossed porcelain
with il edging

2.50 % 21,4 cm diwn

Signed reverse lase, red mark ‘Spode’.
Not dated

Inscribed reverse base, red paint 19747,
‘Roller'Gifi of John Anderson, 1993

CAT. NOL 47
Spill vase (cxBao)}

hand-painted and gilded porcelain
11.8h % 5.7 cm diam

Mot signed. Mot dhated

Inscribed reverse base o, glt "1y
Diorathy McAllister Bequest Fund, 1o8g

CAT. N0, 48

Voase with Ed and sedyr handles {c1815)
hand-painted and gilded porcelain
un.oh 2 158w X 142 0md

Not signed, Not dated

Dorothy MeAllister Bequest Fund, 1ggb

Swansea
established Swansea, Wales cifig—18z05

CAT. NOL 41
Plate from the Lyvaght servee (C1Hzo)
decorared by Henry Morrs (17gg-1580)
hand-painted and gilded poreelain

a.1h % 24,6 cm eiam

Mot signed. Not dated

Daovathy MeAllister Bequest Fund, 1g58g

LAT. MO RO

ety pleete frome the Burdeti-Coutty pervice (C18a8)
hand-painted and gilded porcelain

4o2hx g0 cm diam

Not signed. Not dated

Daorothy McAllister Bequest Fund, 1988

LUnknown potter

CAT. ¥D. 51

Baluser jug (c1Bza)

hand-pamted and gilded porcelan
145 % 15 0wx g8 emd

Mot signed. Mot dated

Dovothy MeAllister Bequest Fund, 198y

Wedgwood
established Burslem 1b56—1744; Etruria 1560-
1ep40; Banlaston, Stalfordshive, England sgqo—

CAT: N 8

‘Wew Chinese' fmeres dessert flnge (c1815)
decorated by John Curts (active c18oo—zu)
hand-painted and gilded porcelain

250 % 219 ¢m diam

Signed reverse buge, red siamp "WEDCWOOD'.
Nat daneed

Dorothy MeAllister Begoes: Fumn, [ERTall

Worcester _
established Worcester, England 1751~

CAT. MO 55
Hmegl't il aned cover [c1Bew)

hand-painted porcelain with gilt edging

1t 7h x 22 9w x .5 om d

Signed reverse base of pot, red paint “(erown )/
Flight & Barr, Worcester, Manud. to their Majs,'
and L comer ‘B signed inside cover, incised "B
Not dated

Darethy MeAllister Bequest Funed, 1og1

CAT. N K4
Puckingham Palece” canl tray [c1B0—45)
hand-painted and gilded porcelain
Gooth % g5.7w x 25,0 em-al

Signed reverse base, purple paint
‘Chamberfaing Worcester,” Not dated
Inscriberl reverse base, purple paing
"Buckingham Palace’

Dorothy MeAllister Bequest Fund, 1ggt

AT, M. 55

Chesimut besket | 01768-70)

hand-painted porcelain with

transfer print and applicd flowers

15.2h % 250w K 21 ol

Signed reverse base of basket and stand,
blue mark *{crescent)’, Not davecd

Gilt of an Ol Geelong Collegian in honour
o The Very Reverend Siv Francis Rolland,
Lady Rolland and the Misses Rolland, gt

CAT. MO, 56

oo in eomfrtinents beren

nith eervier et plamed (€1%70)

hiand-paanted poreelain with gilt edging
and applicd flowers

vaaoh % 206w % 167 om d

Mot digned, Mot dated

Gl of an Qld Geelong Collegian in honour
of The Very Reverend Sir Francis Rolland,
Lady Rolland and the Misses Rolland, 1gg8

CAT. NO. 57

Haofre el Patience” plate frovw the Dhuke of Clarence
sermice (170%)

decorated by John Pennington (1765-1542)
gilded by Charlotte Hampton (active 1580-1705)
hamd-painted and gilded porcelain

gooh § 24.0 em diam

Signed reverse base, blue paim “(erown}/
Flight/ (crescent)’. Mot daged

Daorothy MeAllister Beguest Fund, 1988

caT. No. 58

Tibsteend (c1B1a)

hand-painted and gilded poreelain and copper
Bghxigowx 11.Bomd

Signed roverse base of stand, red paint
‘ferown ), Barr Flight & Barr/ Worcester/
Flight & Barr/ Coventry Street/ London/
Manulacirers to their Majesties &/ Royal
Family'. Mot dated

Inscribed reverse base of stand, indsed “18
Darothy MeAlliswer Beguest Fund, iggo

CAT, N 5O
Pair af grace mugs (€1 3_11‘.11

decorated by EIY

hand-painted and gilded porcelain

1) racehow tBBws 1 g.q emodi 2] 12aghx
oW % 15,4 cmed

1~2) Signed reverse base, burgundy paing
“Worcester', ‘"ED", Not daved

Dorothy MeAllister Bequest Fund, 1o

CAT. N G AT, wn, GG

Patr af shell vases (c1B1g) Tearpot (01570)

decarated by Thomas Baxter (1782—1841) decorated in fames Giles' Studio
hand-painted and gilded porcetain (estahlished London, o1y 56-76)
1—a} each 14.2h % 154w 5 10w cm o hand-painted and gilded porcelain
I=2) Signed reverse base, brown paini 1B.2h % 210w % 15.5 cm d

“Flight Barr + Barv/ Royal Porcelain Warks — Not signed. Not dated
Worcester/ London House — 1 Coventry St'. Gift ol an Old Geelong Collegian in honour
Not dared of The Very Reverend Sir Francis Ralland,

Dorothy MeAllister Bequest Fund, 1gge Lady Rolland and the Misses Rolland, 1gg8
CAT. NO. fin cat, no, by

Privasdise dost" kel {01814—10) Visse beaf elich (c1ytio-6s)

hand-paimred and gilded poreelaim hand-panited porcelain

fi.ah & G5 cm diam fr.2h x aoow x 170 emd

Signed veverss base, red paint 'Chamberlaing Not signed. Not dated

Worcester/ & g Piecadilly/ Londea”. aift et an Obd Geelong Collegian in honour
Not daned af The Very Reverend Sir Francis Rolland,
Inscribrec reverse base, red paint *— Fairy elves) Ladly Rolland and the Misses Rolland, 1go8
Whose midnight revels by a forest side/

Or fountain, some belated peasant sced,

Or dreams he sees -/ Vide: Paradize lost

Dorothy MeAllister Bequest Fund, 1gge

CAT, wo. g

Raislic fimeres” fletes frone e

Huleson Willen Serice (c18z0)

hand-painted and gilded porcelain

2.0l X 20.8 cim diam

Six plates, each signed reverse base, red paint
ferown)/ FLIGHT. BARR & BARR/ Proprictons
of the/ Roval Porcelain Works/ WORCESTER/
established 1751/ MANUFACTURERS wo (heir
MAJESTTES and the PRINCE REGENT London
Warehowse No.u Coventry Street” and impressed
{erown) S RFR'

Gl ol s descendant of Mrand Ms Frank
Robertson Wallen, Lt

CAL, Mo (35

Slog byt {017 57-60)

embossed porcelain with mansfer print

&.6h x 15.0 em diam

Signed reverse base, blue mark *{erescent)”.
Mot dared

Gift of an Old Geslong Collegian in honour
of The Very Reverend Sir Francis Rolland,
Lady Rolland and the Misses Rolland, 1gg8

CAT. MDY Oy

Teapot [€1770-75)

porcelain with wansfer print

teuoh % 18w x o cmd

Signed reverse base, blue paint “W', Not dated
Gift of Mrs Irene Graham, 173

CAT. 80, b5

Teapal (cryqo-75)

hand-painted porvelain with gilr edging

1 Bhox goew s 1 o

Mot gigned, Mot dated

Gift of an (ld Geelong Collegtan i honour
of The Very Reverend Sir Francis Rollaned,
Lady Rolland and the Misses Rolland, 1968
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