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Introduction This exhibition examines the very impartant contribution made by
the Silver Studio to the development of British Art Nouveau,

The Silver Studio was started by Arthur Silver in West London 1n
1880 and rapidly became Britain's largest design studio, supplying
designs principally for wallpapers, furnishing textiles, carpets,
lineleum and metalwork. 1t was easily the greatest source of Art
Nouvean designs for commercial manufacture in this country and
as 4 consequence its influence was very great indeed. During the
period 1885 to 1910 the Silver Studio sold literally thousands of
designs in a style which we would now call Arnt Nouveau.
Furthermore, these designs were sold not just in Britzin but in
Europe and the United States. An even more importznt (acior n
the spread of Silver Studio design influence abroad was the
{lournshing export of wallpapers and textiles by British
manufacturers 1o Amercan and Kuropean department stores.
Thus it was easily possible in the early vears of this century to buy
Silver Studio designed wallpapers and textiles as far apart as
Chicago and Vienna.

Interestingly, the Silver Studio never described its designs as Art
Nouwvesu. This was a term which was usually applied only to the
most exaggerated decorstive designs of the French or other
Furnpean countries (and. of course, Charles Renme Macintosh
and his colleagues in Glasgow), Art Nouveau was fell Lo he
decadent, fin-de-siecle and very un-Brtish. Instead, adjeclives
such as ‘puaml’, 'modern’, or ‘flat’ were used 1o describe designs
and objects which featured such charactenistic motifs as sinuons
styhised Qowers and lush, organic curving leaves — In particular
‘tuaint’ was used 1o descrnbe Brtish Art Nouveau and became as
universal a description of modern design as ‘artistic’ in the TE80s,
‘modermiist’ n the 1930s and contemporary’ i the 18505,

The 1880z, when Arthur Silver’s studio was establised, was g
decade of revoletion in attitudes to home decoration and
furnishing. For the fivst time in British history a large percentage
of the population was taking a serious interest in the aesthetics of
interior decoration. Previously, interior decoration was the
prevagative of the very rich, but during the 18705 and 80 the
actual cost of most household coods was falling at @ tme when
middie class camings were rising. At the same ume, the British
vovernment had established schools of art in most large towns (o
raise the nation's standard of art education and design
consciousness, CArthur Silver had attended his local school of art
in Readingy. The effecl of the excellent traiming of these schools
was making itself fell in & rapid fizen standards of pattern and
three dimensional desien,

Prior (o the 18805 most British people were very restrnicled m
their options for home decoration. Not only was their choice of
wallpapers, carpets, furniture and textiles very lmited, but the
cost, Inproporlion to income, was extremely high,. Wrters on
home decoration in the 1880s, such as Colonel Edis and



Mrs Panton, recalled with loathing the 18505 and 605 and wrote of
the difficulties faced by voung middle class couples trving to set up
home. They complained of massive and ugly fumiture, extremely
dull colour ranges and, abave all, high prices. There 15 also plenty
of evidence to suggest that there was little interest shown in home
decoration in the mid nineteenth century. Mrs Panton wrote of
how middle class families preferred to gpend large sums of money
on food and drink and never thought to replace curtains or
carpets. which in any case were chosen more for thewr ability to
last than for any aesthetic considerations. There can be no doubl
that the rapid increase in prosperity of the urban middle class
the late nineteenth century was responsible for the phenomenal
growth of interest in interior decoration. To the lasting benefit of
designers and manufacturers alike, 1t became smart to take an
interest in all aspects of decotation,

Asa writer in The Builder remarked in 1877 ™. indifference to
the aesthetics of home fumiture and decoration can hardly be
openly professed by any who have the hope of social salvation.” In
the 1860z gond middle class housewives cared far more ahout
keeping fleas out of their feather beds than the aesthelics of
wallpaper patterns, and as a contemporary upholsterer remarked,
“would as soon have weighed a chair as consider itz style.”
Increased prospenty meant mare domestic help, (A lower-middle-
class salary of £100 in the 1880s enabled the keeping of a general
sepvant and a char for ‘the rough’). More domestic help mean!
more leisure in which Lovisit the new department stores. [t also
meant time to read magazines and so learn about the beauties of
Japanese art or the delightful wallpaper patterns of Mr William
Morris. No longer was the middle class housewife occupied with
brewing and baking or the still-room duties of making cordials and
preparing simple medicines. With the house safely in the hands of
efficient servants, she could visit Liberty, Whitely's, Waring and
Gillow, or Wylie and Lochead's.

The development of British Art Nouveau went hand-in-hand with
the growing prospenty and gradual emancipation of the niddle
class housewife, Intedor decoration was one of the few outlets she
had for self expression and in this she was abetted, from the
18805 onwards, by many books on the decoration of the home
mostly wntten by women of a simitar background,

Given this depree of interest it is hardly surprising that the leadhng
designers and manufacturers of the day became household names,
Manufacturers such as Woollams, Sanderson, Jeffrey & Co, and
Templetons all found it paid to use the best designers of the day
and to advertise the fact. The young Arthur Silver could hardly
have chosen a betler decade than the 18805 1 which 1o launch his
studio of design.,

Arthur Sibver was born in Beading m 1853. His father, James, was
a prosperous shapkeeper of the old school, His business was
primarily that of upholsterer, but like most country town




upholsterers, his business extended Lo cover every aspect of
buving and furmshimg a home. James would undertake to find a
customer a house and arrange insurance as well as providing all
furniture and fernishings, [Uwas an deal background for o
designer, as Arthur would have been familiar with every
conceivable type of furnishing textile and carpet and 1t partly
explains why heso readilv understood the practical aspects of
designing.

He attended Reading School of Art from 1869 to 1872 and then
went up to London as an apprentice of the then famous Henry
Batley, Batley was an Aesthetic designer par excellence. Although
he speaalised in designing for furniture he was also particularly
jrood at carpet designs, and it was the traiming that Arthur
recerved in this difficult area of designing that enabled him to do
such excellent work for Templeton's of Glasgow. Batley was
particularly fond of Japanese Art and used motifs from Japanese
prints in many of his designs both for fumiture and textiles. It 1s
certam thal he first introduced Arthur to this source for so much
of Silver Studio Art Nouveau. It is likely, toa, that Arthur Sikver
first became familiar with the work of William Morris and
Christopher Dresser whilst still an apprentice.

It was in 1880 that Arthur decided to open his own studio of
design. It was exactly one year after his marriage to [sabella
Walenn, whose own family were also artistically very gifted. As
mentiened earbier, the Uming was extremely propitions. By 1880
there was great interest in all aspects of house decoration, and
William Mormis textiles in particular were very popular and soughi
after. Arthur Silver, like ail the best late nineteenth century
designers, was no stranger to William Mormis's source of designs,
the Vietona and Albert Museum. It was an easy matter for lim to
produce designs bazed on the sixteenth and seventeenth century
eribroidenies and tapestries which had formed the source for <o
many Morris papers and chintzes. The flat, decorative treatment
of lowers and leaves, in particular large heavy flowers such as
chrysanthemums, and vigorous sorolling leaves such as those of
the acanthus, became a major basis for the development of Art
Mouveau, Manufacturers such as John Line {whose father had
been a Reading friend of Arthur's father, James) quickly started to
by as many of these designs as Arthur could produce. Catalogue
numbers 10 and 17 are tvpical of these.

Japanese goods and prnts had only been available in Britain since
the 18605 and in the 1880s the Japanese craze was still very much
at its height. The demand for Japanese inspired patterns was, as a
consequence, very greal and Arthur Stlver lost no time
providing these (see catalogue numbers 13 and 26), and so began
the higgest influence on the developmen! of Art Nouveau. Arthur
subseribed to Bing's Artistic Japan from 1889 onwards to maintain
a constant supply of reproductions of Japanese prints. Also in 1889
he started to exhibit at the annual Arts and Crafts Exhibitions,
which helped not only to establish the Silver Studic as a major



source of avant-garde patlerns, but also coabled him to make
many usetul contacts with other manufacturers and designers.

Silver Studio Art Nouveau really begins in the early 1890s when
the results'of a careful observation of historic textiles in the
Victoria and Albert Museum are combined with elements from
Japanese art. A typical design is The Floral Sea of 1890,and s
perfect example of the tvpe of design that established Arthur
Silver's reputation as a leading designer of the-day. It is, of
course, largely Japamese in inspiration but there is 4 strong
Morris/Mackmurda influence in the incorporation of curves of
stvlised flowers. It was manufactured as a chintz, and illustrated
in The Studio magazme in 1894, We know exacily the histone
textiles that Arthur Silver was looking at asin 1389 he launched 2
veny suecessful series of photographs of wextiles, known as The
Sifvern Seres; in the Victona and Albert Museum: They were sold
to both designers and manufacturers alike (see catalogue number
15). In about 1890 Arthur Silver was particularly fortunate in
emploving two extremely able voung designers, John [hngworth
Kay and Hany Napper. Both seem 10 have had highly developed
Arl Nouveau styles from the early 1890s (see catalogue numbers
S and 1050,

Jotn Niingworth Kay's designs are charactersed by a strong
Japanese landscape guality. His swylised treées and flowers are
often set in pseudo Onental landscapes with topographical features
such as streams and hills. Napper's designs are far more Western
in origi, and can be seen to be a continuation of the work of
William Maorriz. It is also apparent that his work owes a great deal
to Aubrey Beardsley whose illustrations were frequently in The
Studio magazine in the 1890z, Napper's flowers are often given a
very flat treatment, almost like plates, whilst leaves have sharp,
jagped edges. A great tragedy iz that although the Silver Studio's
records have survived intact ty a degree that is littdle short of
miraculows, there is almost nothing on the desteners who were
working with Arthur in the 1890s. It is difficult, too, to attribute
designers on a stylistic basis 2z there was such an mtermiingling of
visual ideas and styles in the 1890s through journals such as The
Studioand the Arts and Crafts Exhibitions.,

By the time of Arthur Silver's wretchedly premature dedth in
18596, the Silver Studio was established as the most important
commercidl design studio in Britain, Arthur's name was
consistently linked with designers such as Walter Crane, Lewis IF
Day. Christopher Diresser and CFA Voysey, all of whom he knew
very well indeed, As his son Rex was too young to take over the
running of the studio, the management was handed to Harry
Napper for two years and subsequently JR Houghton. Rex Silver
teok over the studio management in 1901, with his vounger
brother Harry as design manager.

Under Harry Napper's management, the Silver Studio produced
nothing but magnificent Art Nouveao designs for an enormous




range of manufacturers. As the designs became increasingly
stylised, so the colours began to change, too. Until the late 18090z
most of the designs were in secondary and tertiary colours — sage
green, terracotta, subtle mixtures of blues and greens. These
were the colours that first became popular in the 18805 and were
referred to jokingly as ‘greenery-vallery’. They are perhaps best
seen in Arthur Silver's very successful stencilling venture with
Alexander Rottmann in 1895. It is obvious that Harry Napper's
own preference was for much stronger, clearer colours, and so
designs began to be done in nich reds, greens and blues (see
catalogue numbers 110 and 133). Although Liberty and other
English manufacturers still demand sage green and ochres,
European manufacturers wanted more demonstrative colours, The
demand in Europe (particularly France and Belgium) for Silver
Studio Art Nouveau began to grow in the early 18905, It was
chiefly in north-eastern France that the Silver Studio sold designs
to the big manufacturers of machine woven textiles such as
Leborgne and Vanoutryve (see catalogue numbers 141, 142 and
143). By 1901 when Rex Silver took over his father's studio, at
least 50 per cent of studio work went to Europe and America and
we must not forget the vast sales of English manufactured goods
from Silver Studio designs when assessing the Silver Studio’s
influence on Continental Art Nouveau,

It seems almost certain that Harmy Napper was instrumental in
arranging for the Silver Studio to supply designs from 1898
onwards to Liberty for their new range of Cymric silver, and
subsequently Tudric pewter, It was devised as a scheme Lo
produce a chedper version of Ashbee’s Guild of Handicraft
metalwork (sec catalogue number 1153}, and was immensely
successful. [t seems thal we shall never be certain who was
responsible within the studio for the production of the wonderfully
elegant Celtic designs which epitomise the best of English At
Nouveau, Undoubtedly some are by Archibald Knox who knew
Rex Silver through Christopher Dresser and whe undoubtedly
worked for or at the Silver Studio, as his name vccurs on an old
Silver Studio inventory of 1933, Many of the designs have Isle of
Man place names (see catalogue number 1170, As this was Know's
barthplace, it can safely be azsumed these are by him. Others have
such detailed working notes in Rex Silver's hand that il seems
unthinkable that they are not at least partly by him.

In my catalogue, A London Design Studio 1850—1596.3, 1
suggested that Rex Silver's invalvement with the praduction of
these important designs was limited to adnunistration. | now feel
sure he was responsible in part for the execution of some. The old
arguments against this, however, sull apply. It is hard to
understand why these early metalwork designs were never
photopraphed for the Silver Studio records, OUne of the greatest
jovs of the Silver Studio Collection iz the almost complete
photographic record of all sold desions formn 1889 until 1963, All
the later metalwork (from 1904 to 1910) by Harry Silver was
photographed. If Bex was wholly responsible for some or all of the



early designs, it seems very curious that there iz no photographic
record. Many different styles can be called Art Nouveau and a
glance at a copy of The Studio magazine for the late 1850s will
show how easily the works of designers can be emulated. The
more sivlised a design the easier it is to copy. With such a dearth
of evidence it is very hard to prove conclusive authorship of many
if the carlier metalwork sketches n the collection.

However, there 15 no doubt that Knox introduced Celtie art to the
Silver Studio and this was to have a significant influence on their
later Art Nowveau designs. The work of Arts and Crafts architects
and designers such as Voysev, Ashbee and Haillic Seolt were also
having a profound influence on the commercial production of Art
MNouveau textiles and wallpapers, The great emphasis they placed
on wholesome, light, cottagey domestic architecture and design
was quickly taken up by the studio, Smart manufacturers were still
anxous that their products reflected avant-parde taste and Lhis
meant designs that were light, simple and in clear colours. (See
catalogue number 162). Reproductions of William Mormis chintzes
still provided much of the studio's bread-and-butter work and
Harry Silver specialised in these,

As the 19008 progressed, Continental Art Mouveau became
inereasingly formalised and abstracted but in England there were
signs that as a decorative styvle, it was decliming in popularity. In
the photographic records kept by the Silver Studio we can clearly
see how their Art Nouveau designs (particularly those done for
expert to Burepe) ingreased in stylisation dunng the 19005, AL the
samie time we can ohserve that Rex and Harry were producing
designs which were accurate reproductions of historic textiles,

i See calalogue numbers 170 and 1720 The nearer to 1910, the
greater the number. Rex and Harry had been trained hy thew
father 1o produce designs in a wide variety of histore styles, This
wils Just as well, for by 1910 the English middle clazses had
completely abandoned Art Nouveau in favour of furnishings which
would complement the growing craze for antique furniture. During
the vears surrounding the First World War Harry Silver and
Winifred Mold did some enchanting simple modern designs
(known as Futunst) for Foxton's bul these were a tiny proportion
of the studio’s outpul. Art Nouveau had become just another out-
of-date style. Emmulating the great decorating stvie of Brtish
history had become the fashion which was to last well into the
19305,

Mark Tumer
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British Arl Nouveau was an attempt to find a new national stvle, a
style for the modern age. But like all new decorative styles it
made use of aleeady existing ideas and conventions, ls immediale
fashionable predecessor, ‘aesthetic’ decoratiom, was both a toil and
an imspiration. Af the same time, the development of Art Nouvesu
was so closely associated with the Arts and Crafts Movement that
it can sometimes be difficult to distinguish the two. With its
complicated parentage, Art Nouveau did not spring up overnight,
but beginning in the 1880s, reached the peak of its popularity in
the early 190,

It the nineteenth century, and especially in its last quarter, more
people than ever before were interested in the decorative arts and
interior decoration, Incressingly mechanised production; cheap
imports of raw materials and finished goods, changes in finance
and eommerce, improvements in transport and the development of
shops and department stores not only played their part in making
a wide range of cheaper goods readily available, bul alse required
an enlarged white-collar class to service these changes. Of this
middle ¢lass, a few were very rich, some were substantizlly
prosperous, but the majority were fairly lowly paid. Clerks, for
example, might earn only £100 a vear. However, even they, in
seeure employment and with shorter warking hours, had enough
money to buy, and leisure to enjoy, the new domestic goods.

“The home' was an important centre of family, social and even
moral life for the Victorian middle classes and it is not surprising
that much of their surplus time and moeney went into the
decaration of their houses, Bul how were they to decorate? How
were they to choose between the great variety of styles available
in furmiture, wallpaper, textiles and all the ather necessities of
domestic adomment?

Previously the upholsterer had been the person o help, providing
not just the covers and curtains but whole decorative schemes.
However, with department stores and furniture show rooms, such
as Whitely's “The Universal Provider', displaving domestic items of
every kind and with pattern books and catalogues, individuals
were able 1o make their own decisions, Fortunately they were not
left unaided as more and more books and articles appeared giving
advice. There were already household handbooks, such as the
1857 Walshes Manual of Domestic Economy, but these were
concerned with domestic management a3 a whole and considersd
the durahility of furnishings more important than their appearance.
At a time when the purchase of a tahle or set of curtains was 4
verv considerable expense’ it is not surpnsing that serviceability
was the major concern. The advent of cheaper goods changed
this,

What was new about books like Charles Eastlake's Hints on
Household Taste (18372) and the Art in the Home series (1876—8)
was that they concerned themselves as much with style and taste
as with function. They were directed at the new prosperous



muddie classes with an income of about £500 to £1,000 per
annum, who while they might have money, were seen as lacking
the inheriled “good taste” of the upper classes, They needed 1o he
educated, for left to themselves they were attracted to the cheap
and showy, to factory made approximations of upper class
fashions. These new books could be immensely detailed.

Mrs Panton, a most successful and profific writer, was even
willing to make suggestions about the fronl gate, One of the most
important requirements was that decoration should be ‘artistic’, a
term often used but not clearly defined. Artistic surroundings not
only proclaimed the sensibility of their cwner, they provided a
standard of heauty which could be morally and spiritually uplifring.

That ordinary domestic objects could be beautiful and should be
well made was an important idea that had been saining strength
throughout the nineteenth century, Tt was 2 motivation 1o
numbers of altempts to improve the standard of industrally
manufactured goods as well as being one of the inspirations of the
Arts and Crafts Movement, With William Morris as their hest
known proponent, from the 1860s onwards a number of idealistic
aroups and individualz were working to produce handmaide
decorative-art embodying the prneiple of truth 1o materials and
the value of honest labour. Although craftsman made goods were
far too expensive for most people 1o buy, and although the Ars
and Crafts Movement was, at least in its early yvears, oppozed 1o
industrial manufacture on the grounds that it demeaned both
workmen and goods, its ideals and stylistic principles were
immensely influential, even on mass production. And by 1880,
when Arthur Silver set up his own design studio, there was a keen
and widespread interest in the decoratve arts.

At this time fashionable upper class taste tended to the French, to
the styles of Louis XV and XV1, while factory made approx-
mations of these and English Renaissance forms, rch with omate
machine carving and elaborate upholstery, were popular at the
lower end of the market. Social conventions divided up the middle
class house: servants and children were kept as separate as space
allowed and other rooms were considered to be predominantly
male or female domains and were decorated accordingly. The
drawing-room could be in a light and pretty French style while
something heavier, darker and more masculine, such as Jacohean
or Queen Anne, was considered appropriate for the dining-room
and library. Advanced ‘artistic’ taste, however, in the 1870s and
8ils favoured the "Aesthetic’ method of decoration which brought
exotic elements — Japanese ari, peacock feathers. hamboo
urniture and Mooresque arches — into these conventions.

[ 1888 Woman's World (edited by Oscar Wilde) described the
drawing-room of the sort of young lady likely to be found shopping
at Liberly, the acsthete's Mecca:

‘We may be tolerably certain that such a one has her
drawing- room arranged in the very latest scheme of
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colour — cool silver-grey, poessibly, in conjunction
with yellow, terracotta and ivory or Lhe new red-brows
with the faintest, palest of olive-greens®. The floor in
parquetenie with neh Eastern rugs lad down onat, tiny
tables, vellow, white or pale green; graceful palms in
huge pots of Eastern pottery in beaten iron stands; a
fretwork arch i owood dividing the double rooms,
Imagination further conjures up the lady herself in
lea-gown of silver-grey pongee cashmere, with full
front of vellow surah..... S0 we leave her, deep in
dizcugsion with her friend and the Eastern sarmented
shop-girl as 1o the relative merits of a sage green or dull
red portiere”. .

This rather tongue-in-cheek description shows aestheticism in an
extreme form but popular writers like Mrz Panton and Coloned
Robert Edis adapted 1t for more general use.

A very widespread convention was the division of the wall inta
different areas — skarting, dado to a height of about three ad a
half feet, filing and fneze, which ran under the cornice to a depth
iif eighteen inches o Lwo feet. The dade was covered with some
tough material such as Japanese embossed paper or anaglvpta®,
and the filling was papered with @ highly conventionalised pattem.
Although aesthetic movement colours were often quite pale,
darker tertiary shades also had a vogue. Mrs Panton was very tond
of deep shades of hlue-electric turguoise and hedge-sparmow’s egy
tint for example, Generally, the colours became lighter towards
the cethng: the floor, with Oriental or Turkey carpets on a painted
and varnished wood surround was the darkest area. The paint of
the woodwork followed one of the darker colours of the wall or
might even be black. There was a great deal of tich, highly
finished pattern in these rooms. The mouldings of the woodwark
and the raised surfaces on the dadoes-and friezes were pcked out
in different shades or gilded, while [lat friezes and door panels
cauld be stencilled or decorated with paintings, For this, and for
the wall filling, Japanese influenced flower or bird motifs were
extremely popular. The fireplace remainmed the main feature of the
FOOM,

Although great gilded and mirrored overmantels were no longer
fashionable, their replacements i plain or painted wood were very
tall, with numerous shelves and brackets for the display of
flowers, peacocks’ feathers, Japanese fans. china, pholographs
and a clock. The fireplace could be further dressed with a frall
around the mantelshelf and curtamns in front of the grate, opened
encugh to reveal a lapanese umbrella. Shelves around the dado or
frieze and brackets over the door displaved yet more blue and
white china. With both tace and heavy curtwins al the windows,
draped portieres in front of the doors, covers on the tables, a
substantial amount of furmiture and innumerable artistic knick-
knacks, such rooms were very full and dark by modern standards
although they must have locked marvellous by lamplight.




These cluttered rooms were recommended even in the face of the
Victorian middie class belief that dust and dirt camied disease.
Although Venetian and Holland blinds were disappeanng, allowing
more light and air into the rooms, and carpet squares which could
be taken up and shaken were preferred to fitted carpets,
cleanliness, in the Iving rooms at least, was obtained more by
hard work than by simplification. It was mainly in the bedrooms
that decorative concessions were made to hygiene. Wall and
window decorations were reduced for ease of cleaning: stuffy,
dusty bed canopies and draperies were removed; metal bedsteads
which, unlike wood, were not thought to harbour germs were
recommended. This kind of decoration continued to be popular
well into the 1880s but, with the emational intensity of
aestheticism rdiculed, for example in Punch and in Gilbert and
sullivan’s comic epera Patience, and with "Art’ furnishings widely
and cheaply available, it was seen to have become vulgarised and
‘advanced taste’ moved on. The ‘modern’, ‘quamnt’, ‘New Art' and
‘MNew Renaissance' stvles {as Art Nouveau was vanously known in
Britain) of the 1880s to 19005 were partly & reaction against the
acsthetic eraze although they did, in fact, emplov some of its
features,

HJ Jennings wrote in 1902:

'‘Gone 15 the so-called “Aesthetic Movement” with all
ils fantastic folly. Its affectations no longer flourish. Its
ance popular drawing-rooms, with their peacocks's
feathers and Japanese tea travs no longer exist. Blue
and white teapots are no longer “intense”: the gospel
af the "Too, too” falls no more on receptive ears;
society has forsworn the creed that “The incongruous
is the expression of the Utter”. But it mustin faimess
e admitted that the Aesthetic Movement, of which
this craze was bul Lhe rank growth, sowed precious
seed. People began to realise that it was possible to
make: their homes more beautiful. William Morrs,
Walter Crane and other great designers devated their
skill to the improvement of decorative art. The
Century Guild led the way in an apprecation of the best
examples of eighteenth century English fumiture,”

fhor fionpes ana Hose fo Py
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Morris's idealisation of medieval craftsmanship and forms was
cerfainly very important bul there were other crucial influences in
Lthe development of the New Arl, perhaps the most significant nf
which was Japanese art, The opening up of Japan to Western trade
in 1858 had not only provided the aesthetic with knick-knacks, it
proved a serious seurce of inspration for designers like
Chostopher Dresser, Arthur Silver and EW Godwin, whose
influential work echoed the structural simplicity of Japanese art.
Arthur Heyeate Mackmurdo, also influenced by Japan, was
particularly important in the evelution of Art Nouveau. His printed
textiles and graphic work, from as early as 1882, showed the
rhvtlimie, hnear conventionalisation of natural forms that was
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typical of Bratsh Art Nouveau two dimensional and low relief
wark, Mackmurdo founded The Century Guild in 1882, This, like
other Arts and Crafts guilds of around the same time, was a group
of designers and craftsmen producing furniture and decorative art
of all kinde but it also produced a journal, The Hobby Horse,
promoting Arts and Crafts ideals. Although short-lived, this was
part of the Movemenl's increasing visibility which contributed to
The New Arl becomning a popular fashionable stvle. The efforts of
The Arts and Crafts Exhibition Sociely from 1888 onwards
contined this work, as did The Studio magazine, established in
1893, This {and ather magazines such as The Artist and The
Magazine of Art) was a major showplace for modem decovative art
with itz illustrations, reviews and design competitions.

Arts and Crafts principles of manufacture tended to produce
furniture of a certain simphicity of form, but this was often
accompanicd by elaborate detailing, espeaally of inlay and
metalwork, Art Nouveau mienor decoration took up these
contrasts of simplicity and ormanient, of flat surface and patlem.
The emptiness of its rooms, compared with the aesthetic clutter,
allowed individual decorative elements more prominence, CFA
Voysey, architect and designer, took a more austere view than
nmany but was not entively untypical when he said, “Instead of
painting boughs of apple trees on our door panels and covering
every shelf with petticoats of silk, let us begin by discarding the
mass of useless ornaments and banishing the millinery that
degrades our furniture and fittings. Reduce the variety of patterns
and colours in a room".”

Cne way of reducing patterns and colours was to remove the dado
and lower the frieze. The high style of The Srudio preferved to
panel the lower part of the wall 1o the height of the door,
Hoewever, m spile of machine production, paneiling was sl
expensive. Moreover, most people, renting rather than owning
thetr houses and moving more frequently than they do today, were
urwilling to spend a lot of money on ilems which they could not
easily take with them. Wallpaper, therefore, remained popular,
The patterns were often large, rthythmically swirling, highly
siviised floral forms, although by the late 90s more formally
organised, widely spaced designs with emphatic cuthnes were also
comman. [t was important that the overall impression was {lal —
effects of shading or perspective were anaihema.,

In the 1880 and early 90= (he colours used lended 1o he deep
green-blues, ochres and dull greens but, inereasingly, lighler,
brighter colours became popular. In 1896 Mrs Panton was wnting,
¥, .. we cannol possibly have tog much real colour, and ..., [ar
from demanding the timmd compromises so dear to Enalish folk,
our climate and atmosphere clamour for real seahng-wax reds,
deap oranges, clear yvellows znd beautiful blues.™ And by the
early lwernttieth century an even lighter impression wis given by
the tender greens, pale mauves, pinks and blues of the sparer
patterns.
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The vertical emphasis of the wallpaper was conlrasted with the
homzontals of the wide fneze. Printed or stencilled, the frieze
might continue the theme of the wallpaper or could employ a
differenl motif. In the 19008, rose trees or poppies, or landscape
scenes mosubtly shaded colours would decorate the top section of
the room, For the fluor, Onental carpets, either genuine or
modern adaptations, on varmshed floors remamed fashiensble, bt
Art Nouvean designs were also used or very plan carpets with
pattermed borders, Upholstery and curtams were less voluptuous
than before, Although the fabrics were dchly patterned brocades,
cut and printed velvers and bold cretonmes, fmills and flounces
were much less i evidence,

The convention of different treatments for different rooms
remained in force: the drawing-room & light key, the dinmg-
roon panclled, but the differences were not as marked, Thiz was
particularly true of the houses shown in The Studin. These were
aften country retreats and although it was still very impottant to
keep the servants and senice areas-as separvate from the hving
rooms as passible, a certam amount of nformality mthe latter
Arcas wis considered approprate. MH Bailiie Seott, for example,
whase work was much featured in The Studio somelmes used the
hall not Just a5 an entrance to the house but as a multipurpoese
room”™. This was a reference to the great baronial hall and the
medieval note was very strong in Ballie Scott's work, He used oak
panetling, lew heamed cetlings, whitewashed rough plasier,
massive stome or brick fireplaces, inglenooks and & mmamumnm of
heavy simple lumiture. The fireplace was alwayvs a dominant
feature, with an open grate, Uled faeines and a greal decoraled
copper hood or pancls. Elaborate amament was confined to arcas
of inlay, cutouts, or metalwork on the fireplace, furmiure and
doors. Although he did vse coloured rezes, these were more
often confined o the drawing-rooms and bedroons which might
also have patterned walls,

Vovsey's mtenor work shared the simplicity and informality but
emplivved a refined classicsl elegance with its slender uprights and
pale colours. He wo favoured low cetlings but reduced the
decorative points sull further. Althoush he continued to desion his
heautiful and spare wallpapers until the 1930s, he used them very
hitle in his own work, 1L s interesting that The Studio championed
Baillie Seott and Yovsey but took a much more cautious attitude w
the Art Nouvean of Glasgow, Althoueh CR Mackiniosh, Herber:
MeMar and the MceDonald sisters also used contrasis of colour
and decoration aganst plan swrfaces, ther delicate allenuations,
climgations and extreme stylisations of natural [orms were seen as
suspiciously alkin to the 'decadence’ of Contnental Art Nouvesu,
ltvspite of ther success in Glasgow and their obvious influence on
thie VMienna Secession, thetr overall impac! m England remamed
fmiated.

The unified schemes, custom designed even down 1o the door
furmiture and light fittings, that were featured in the art Migazines
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were presented only as examples of the high style rather than as
actual decorating advice. They had, of course, to be adapted to fit
the merely prosperous pocket or the penedic redecoration. This
could be achieved by painting the woosdwork in plain pale colours
and using the Art Neuveau wallpapers and friezes that were
available for as little as 6d (27 new pence) a piece. New Art
furniture, stained green or furned or limed oak with copper
fittings, could be bought from shops such as Liberty in Londoa or
Wylie and Lochead in Glasgow. Beaten and repousseé metal light
fittings, door furniture, fire irons and fenders would all add (o the
effect, as would a rather plain fireplace and overmantel of wood or
cast won decorated with copper panels or inlay. IFitted furniture,
felt to be particularly appropriate for the ‘quaint’ treatment was.
with machine production, becoming somewhat less expensive.and
more popular, espeaally for bedrooms where its hygiemic (ie dust
avording) and space saving qualities were valued . (To completely
kit out a fitted bedroom would have cost about £70 or £80,
according to H) Jennings, in 1902)."

Of course, not evervone using Art Nouveau decoration took it on
wholesale, Mrs Panton in 1896, although advizing New Art
furniture and wallpapers and throwing out the shelves and
brackets and some of the furmture, still clung to her particres,
dadoes, frilled curtains and potted palms. "

Fashionable styles did not have a great effect on kitchens, sculleries,
servants’ guarters and bathrooms, which were treated with more
of a regard for cleanliness than with an eye to appedrance,

Art Nouveau was predominantly an upper middle class style, but
even 0 this market it was not the only cholce. Rather than
muodern decaration, many people were still using storical stvles,
although it was noticeable that it was the simpler period forms
that were pepular. Elaborate ‘English Renaissance” was giving way
to ‘Adam', “Sheraton’, “Chippendale’ and the more restrained
French sivle of Louis XV, Here too there were paler colours and
less chutter. The all-too-revealing glare of electric light and concern
for cleanliness no doubt plaved their part in simplifving decoration.

Art Nouveasu reached its peak of populanty in the early 1900 bt
by then the Arts and Crafts ideals so influential v its development
were beginning to support a stvle of greater and greater simplicity.
The low eeilings and casement windows of Baillie Scott were
lransformed from their barenial splendour to cottage homeliness,
This kind of rural planness and some of the Arts and Crafts ideals
have seen expression throughout the twentieth century, in the
garden cities, public and private housing, and utility furniture, to
name 4 few examples. But At Nouveau was left behind as simply
one fashionable siyvle among many. It became too popular Lo
bespeak ‘good taste” and by 1910 had almost completely
disappeared,

Lesley Hoskins
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Art Nouveau;

the evidence of an
archive

Some time in the autumn of 1900, Rex Silver visited Paris. Il was
the yvear of the fifth great Exposition Universelle, in which Art
Nouveau design triumphed, The special ‘Paris Exhibition 1900
issue of the normally conservative journal The Watchmaker,
Jeweller and Silversmith moves from pages of introductory
advertisernents for objects whose styles would often have heen
recogmsable at the Great [Exhibition of 1851 to a seres of
enthusiastic articles illustrated with photographs of abjects
designed by Tiffany and Lalique. Rex Silver's visit to Pars
probably incorporated a desire to keep abreast of the latest
Continental taste and to introduce his nineteen-vear-old brother
Harry to it, for he took Hary with him on this occasion and Harry
was coming to the end of his period of training as a designer in the
Silver Studin,

There may also have been an element of celebration in the visit,
since Rex had reached the age of twenty-one in August 1800 and
was now legally entitled to exercise the contrel of the studio which
he had effectively possessed in practical matters and selling since
his father's death five vears earlier. As Arthur Silver's own team of
designers left to take up freelance work (the most distinguished of
them, Harry Napper, had gone in 1898, though he remained a
friend and continued to sell designs through the studio) Rex and
Harry were moving into the relationship which was to last until
Harry's withdrawal from the concern in 1916, during the most
difficult period of its affairs in the First World War, Rex would
continue to act as business manager and Harry would be chief
designer and coordinator of the design team's work: but with both
brothers working in the closest harmony,

But the primary purpose of the 1900 visit to Parnis, as it had been
of Rex's visits in October 1898 and October 1899, was the seliing
of new designs. Harry might have a few days to look for
inspiration and ideas in Paris, but Rex's notes show him tounng
Parisian firms assiduously before travelling on to Lille and Roubaix
in northern France, where the Silver Studio was rapidly building
up contacts with the expanding textile mdustry of the area. L'Art
Nouveau had made few inroads at Roubaix as vet, but one of
Eex's jottings suggests the beginnings of a shift of taste; “Try
some large Verdure designs for next vear, Quaint and new but not
too extreme’ . Contacts were kept up, mectings in London
arranged for the following winter, and a gratifving number of sales
seem Lo have resulted from Rex’s enterprise.

Enterprise had marked the Silver Studio's connections with foreign
manufacturers from the very beginning, and though Arthur Silver
died too early to reap the same henefits from his foreign contacts
that he had from s energetic salesmanship in Scotland and the
English provinces, he laid foundation which were of the greatest
use (o his sons, The sale of designs to northern France and
Grermany in the years before 1914, and to Amenica in the 1920s
were to form an important part of the Silver Studio’s activities.



It might seem at first sight that a voung designer setting up his
own firm in 1880, with a wife and small children to support and a
need for immediate ncome, was unlikely to be concerned with
oversess taste and manufacture, and no doubt Arthur Silver's
attention was chiefly focused on firms near his own doorstep at
the beginning, But his thoughts were never purely insular: indeed
he had grown up with, and had been in 4 sense produced by, a
movement in design awareness which was as hkely to work
against Victorian British insularity as 1o support il. Arthur was
bora in 1853, the vear of the "World's Fuir of the Works of
Industry of All Nations” 2t New York: the first of the greal
international exhibitions of design and manufacture which were
inspired by the success of the Great Exhibition. [ was zlso the
vear in which Henry Cole's desire 1o have an archive of good
designs availzble to stimulate British designers led to the
gathering together of the Department of Science and Art's
materials at South KensingtonThe importance of this
development for British design in the second hall of the nineteenth
century and far beyond cannot be overestimated. It vastly
mcreased the body of material available for copyving and adaptation
by designers, and widened the range of styles to which a young
designer was exposed, Arthur Silver spent long hours of study at
the South Kensington Museum (later the Victoria and Alben
Museum) and as late as Apnl 1943 Rex Silver wnites to his wife
that despite War conditions, ‘Studio work 15 still pouring in from
all directions and [ am detabing it out to myself and others as fast
as | can. Yesterday [ spent more than half a dav with Bareham
partly at the SKM and partly at the Studio, and started him well
with & number of new ideas. This morming 1 did the same with
Miss Lawrence, and tomorrow [ link up again with Miss Koehler',

Arthur Silver trained at Reading School of At under the
government-sponsored scheme for education or design i mdustry
which Henry Cole had onginated, When he went on to bearticled
ter the London designer HW Batley he found himsell working for &
man who could develop the eclectic stylistic training which
Reading had afforded. Arthur Silver's sketch books from the late
18705 show him designing fumniture in the fashionable Queen
Anne Revival manner of the ume, and moving on to Neo-Adam,
but he vared this with Japanese-mspired room schemes and
fumishing details of the kind which Batleyv himself designed.
Batley probably aweke Arthur Silver's interest in the then recently
discovered art of Japan, and Japanese art {which Arthur collected:
he was also an carly member of The Japan Society) along with
designg inspired by it from the hands of Walter Crane,

EW Godwin, Chnstopher Dresser and lesser figures of the 1870s
and early 18808 was the strongest single influence on Arthur
Silver's development of an individual and distinctive form of design
draughtsmanship, closely akin to and then indistinguishable from
the forms and rhythms of emergent Art Nouveau,

Arthur Silver left HW Batley in 1880 to found his own freelance
design studio ar a time when increasing middle class affluence,
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new housing, growing public interest in furnishing taste and good
design and the appearance of & whole range of new professional
Journals for architects, designers and manufacturers of home
furnishings must have encouraged him to ake the step, But an
early paragraph in the interview which he gave to Gleeson White
for The Studio in 1894 highlights a perhaps unexpected element in
Arthur's decision: he explains why, in 1880, he felt the need for a
design team 1o work under the control of a single artist-designer:

‘Had  such a svstem been worked bhefore?
‘Mo doubt many Continental artists had found it
answered their purpose. Indeed, at that time the large
amounl of commissions sent abroad aroused in me an
intense  desire  to discern whether  such  an
establishment could not be worked m England to
counteract this habit and lead to the employment of
Brtish designs. In proof of its success, [ may sav that
now commissions are commg to England from the
Continent’.

The patriotic British designer wished to recapture opportunilies for
artists in his own country from fereign concerns. But from this to
the acquisition of overseas commissions seemed o logieal step.
Insular pride might be bound up with commercial common sense,
but at the same time Arthur was presupposing a shared taste at
home and abroad, with the same kinds of design bemng acceptable
to British and overseas purchasers:

Such an assumption also underlies the first communication that
Arthur Silver is known to have had with an overseas afgent,
offering him a chance to sell designs and gain a reputation abroad.
In Uctober 1884 there came a letter fom Harry Wearne, written
during a sales visit to New York. Wearne deseribes himself as
‘connected with one of the first Continental houses of paper-
hangings — Messrs ] Zuber et Cie of Rixheim, Alsace' and his
hope is that Arthur Silver may be interested in supplying willpaper
designs which Zuber can sell simultaneousty on the English and
American markets. He explains that his firm spectalises in the
more expensive, block-printed papers, and goes on Lo outline
contemporary American lastes:

Tind that out here there is a great tendency for large
flowing foliated patterns, but this is the market par
excellence for the "haute nouveauté’, so, if vou have in
your rmnd anvthing of a very exclusive nature [ would
like to have the chance of seeing it first. ;'

A subsequent letter enlarges on American taste in expensive
wallpapers:

‘A bold Italian foliated motf, or Louis XIV, would he
good; as, out here, they do not much care for sel
patterns: neither will they have designs with birds,



griffins; lions or leopards — no living thing, nor
anvthing of a heraldic character., .

Hary Weame's letter probably marks the start of the Silver
Studio's cannection with America. Documentation is,
unfortunately, very scanty indeed during the first vears of the
firm's existence, but the number of nineteenth century trade and
visiting cards still in the archive suggests that before Arthur Silver
died in 1896, links with Amenca were being established, No doubt
this was helped by (and perhaps sometimes achieved through) the
Bntish manufacturers for whom Arthur worked, since their
products were achieving success in the States. At the "World's
Columbian Expesiton’, Chicago, 1893, Wilkam Woeollam's and Co
received an award for their wallpaper. In due course Arthur
Silver's ‘skall as a designer” whinch had “assisted m the production
and perfection of the exhibt’ was recognized with the despatch of
an official display cernficate which he framed and hung in the Studio.

Individual successes abroad were, inevitably, less important (o a
desigmer than the growth of his reputation back at home: yet there
15 no reason to think that the two were altogether unconnected.
But perhaps the most important factor of all was the coming into
being, as the markel for good design in domestic furnishings grew,
of a tightly-knit community of late Victoman London-based
designers and manufacturers. The tightness of seme of these
interconnections can be illustrated form the Silver-Aumonier
friendship. Arthur’s imend Fredenc Aumonier directed the firm of
William Waollanm®s, whose prize-winning wallpaper exhibit at
Chicago, 1893, Arthur Silver dezigned. Lowsa Awmonier acted as
& part-time worker with the Silver Studio for some years in the
18805, and shortly before Arthur's death the young Stacy
Aumonier {later to be well-known as a light novelist and
entertainer; joned the Studio team for a while. Older or better
established members of the London designers, and manufacturers'
droup were willing to help the careers of those less well known
when their work seemed 1o deserve approval,

When Arthur Silver died, Walter Crane wrote, "He was an able and
graceful designer and an amiable character’. In Arthur's lifetime he
had helped him towards membership of the more prestigious new
designers’ associations and encouraged him 1o exhibit al the
annual exhibitions of the Arts and Crafts Exhibition Socety from
1839 onwards, These exhibitions were well publicized in the
press, and Arthur was alse much helped by his close Hend
(Hlecson White (first editor of The Studio) who wrole,
charactenstically during Arthur's illness in 1896, °If you are
sending anything to the Arts and Crafts vou would like illustrated
in The Studio and [ can save you any bother in the matter please
let me'. The same letter passes on the news that ‘the Saunders
people’ for whorm Arthur had supplied some designs ‘had a lot of
orders from France for silk when [ was at the works in the early
spring and are, therefore, likely Lo be financially sound, though
slow pavers.”
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Help from Gleeson White at a time when The Studio was steadily
attracting fresh attention in Europe was clearly of great potential
value, and the friendly connections with some of the chief textile
and wallpaper manufacturers of the 1890s were to last till Rex
Silver's final vears in the early 1960s: but apportunities to expand
the studio’s activities at home and abroad and to increase its
reputation depended upon a constant supply of good designs in a
variety of styles as well as on energetic publicity and marketing,
Arthur Silver built up a remarkably efficient relationship with the
press in the seven years which remained to him after the
publication of his Silvern Series of photographs of historic textiles
in the South Kensington Museum collection. These were to
mfluence the development of British Art Nouveau stvles in the
early 1890s, hut in 1889 they were hailed by the press as likely to
be of use not only to Brtish designers and manufacturers hut zlso
abroad. The Glasgow Herald of August 17, 1889 commented,

‘The scheme just ready for preésentation to the public is
likely to arouse curiosity both at home and abroad, as
the wvanous state departments on the Continent
analogous to our own South Kensington are likely to
make use of 1t to augment their stare of palterns from
our own well-stocked museum, wherein lie hidden
countless treasures practically inaccessibie to those
more mmediately concerned manufacturers whose
works are-at g distance from them.'

Arthur's family at Reading saw to it that the parageaph was
reprinted in the Berkshive Chronicle for August 24, 1889, A
friend, if not Arthur himself, contrived to have 1t paraphrased in
The Artist for Seplember 1, 1889: this efficient circulation of
publicity material accompanies several of the enterprises of Arthur
Silver's last vears, in addition to (Zleeson White's coverage in The
Stuclic.

But underpinning the publicity lay the constant provision of new
designs in hoth traditional and contemporary stvles. Arthur Silver
genuinely believed that the designer must supply all the styles that
the public asked for, while trving to raise public taste by exccuting
every style to the best of his ability. An eclectic artist by truining,
he gradually assembled a team of specializts to work under his
averall direction as work opportunities for the Silver Studio
multiplied, A paragraph from The Moming Leader of August 20,
1892, advertising the forthcoming book Practical Designing, edited
by Gleeson White (who probably supplied the publicity material on
which the paragraph is hased) remarks,

Mr Silver’s long and unique éxperience of designing
should make what he has to say on the matter
particularly  valuable w students and  decorative
artists. The work produced from his studio is perhaps
greater in amount and vanely than that produced
under the direction of any other one artist.”
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It 15 perhaps significant of Arthur's awareness of stylistic change
that it was at precisely this bme that he took advantage of his
increasing order book 1o employ two voung men who showed a
marked flair for emergent Art Nouveau styles. Arthur helped John
Mingworth Kay and Harry Napper to become known by attnbuting
their designs when they were shown at the Arts and Crafts Society
exhibitions, and their work was publicised in The Studio, Ther
aifts for stylised pattern produced hoth a large number af
distinctive designs of their own and a cross-fertilisation with
Arthur Silver's own Japanese-inspired stvle of sinuous linear
movement (generally shown as being caused by wind or water
currents) playing upon plant and flower masses. They enriched
Arthur Silver's own style and he, in turn, increased the range and
vacabulary of theirs. Arthur Silver's encouragement was repaid
after his death not only by the fine designs which thev continued
to produce, by Napper's divection of the design team and the
traming given to Harry Silver in due course, but also by the
introduction as a supplier of designs for Liberty’s metalwerk of the
distinguished Manx artist Archibald Knox, This was almost
certainly Harry Napper's doing, and experience of Napper and
Enox's work was crucial to the development of Hary Silver's
stvle. He, from the opening vears of the new century until 1916
was to be not only the studio's artistic director but also 1s most
distinguished designer, producing m particular, Art Nouveaw and
Celtic designs which are, at best, in no way inferior to Knox's and
Nappet's own.

A design stutio attracted talents (Arthur Silver received hundreds
of applications for wark each year), it accumulated pholographs,
books and journale (many Japanese-inspired designs taken from
the magazines of the 1870s and 1880s survive in the Silver Studio
Collection to this dav) and both participation at exhibitions and
actual sales tours helped in the acquisition and the spreading of
knowledge concerning the latest trends in design. No evidence
survives Lo show whether Arthur Silver travelled abroad, but from
about 1892 he was selling designs to firms in Pans and northern
France quite frequently: mdeed in the last vears of his life these
sales represented a considerable part of his income. He collected
fortegm illustrated material, especially coloured plates (he
maintained that far fewer voune designers had a sense of colour
than a sense of form}. His sons were to continue collecting French
and German publications concerming design and decoration until
the studio contracted the scale of its operations with the outhreak
of the Second World War.,

[1 must, however, be said that no Continental influences operated
upan avant-garde English design trends in the 1890s comparable
with the rage for Russian Ballet colours and forms immediately
after the Great War, or the Art Deco style of the vears around
1930, to which Rex Silver's team of designers had to adapt at the
expense of a greal deal of time and energy while sometimes
sacrificing their inclination to do other kinds of work. The designer
of the 1890s was scarcely troubled by international trends:



England led the way. French influence in the 1890s was merely
histemcal, exercised through the adaptation of penod styles, In
sropressive design the influence of Japan and the Japanese-
inspired designers of the 1870s (Walter Crane and Christopher
[resser in particular) had blended with Moms's stylisation of
nalural patterns to prowide a body of remarkable creative work
which the Silver Studio was constantly leaming from, adapting and
developing. Macmurdo (especially nfluential on Mingworth Kayv),
Vinvsey (whom Napper strongly admired ) and, via Gleeson White's
enthusiasm and The Studio, the innovative linear inventiveness of
Aubrey Beardsley (for whom John Hlingworth Kav and Arthur
Silver himself — 2 sign of continuing openness to new influences
— had 4 real relish) all exercised straong and healthy diverse
influcnces aganst which o Continental example.could begm to
make itself felt,

[ his 1884 nterview for The Studio Arthur Silver had shown
pleasure that English designers had recaptured work from
Continental stuchos and were now even selling designs abroad.
Inevitably there was an element of insularity (as well as
commercial gwareness) in such an attitude, and it accords with a
certain inward-looking tendency in the English design community
ag a whole in the 18902, Perhaps this was mevitable, since
certainly up until about the time of Arthur Silver’s death in 1896
English design was in advance of that w be found overseas
(though this superiority was on the brink of being challenged by
the new developments taking place i France, [taly, Austria and
elsewhere). Arthur Silver followed Gleeson White in appreciating
the design brillianee of Aubrey Beardzley, but in general Gleesim
While and the whole world of English desion rejected the forms
and the sense of moral unorthodoxy inspired by French art and
literature of the Decadence,

Moral unease shows through Gleeson's dismissal of the attenuated
forms of the Misses Macdonald's work at the Arts and Crafls
Exhihition of 1896. On the strength of their elengated figure
drawing he judges that the term ‘the spooky school” is a ‘mickname
nat wholly unmerntted’, A vear later he is able to praisc
Mackintosh's orginality as an architect and decoratar, hut when
he looks at Mackintosh's stylised and attenuated figures he is
again wholly unable to come to terms with the style, In later vears
CIFA Vovsey was 1o show o comparable reluctance (o equate his
twn designs with Continental Art Nouvesu. Once ggain the
obicction seems to have been based on moral uneasiness
concerning certain aspects of its treatment of the human form
rather than purely decorative considerations,

In his book on Art Nouveau, Mano Amava lists certain of its most
significant sources: anb-histonicism, Recoco and Oriental art,
Celtic art, Japanese prints, architecture and furniture and a strong
drive: towards mysticism akin o that found in French Svmbaolist
poetry. The Studio, as Arthur Silver left it at his death in October
1896, was experienced m all but one of these areas. Arthur's



training had come late encugh tooescape the Gothicism of mid-
century and the laste of the 1870s and early 13805 had exerciseod
im i the elegint curves and swirds of cighteenth century
fecoration. Indeed his twn desioners were actively participating in
a revival of the fashion for such desiens at the tme of his death:
ultimately iCwauld colminate s the neo-Adam vosue of the
apening vears of the twentieth century, The South Kensington
Museum had played a decisive part in Arthor's training, znd he
had impressed the importance of constanl reference to its nchly
diverse collectionz on his apprentices: he was now domg the same
for hig own chiidren. The art of Japan had been a vital foree in his
own development and he had grafted its asymmetncal thythms
and movements ento the gifts for linear omamentation of hig mast
talented voung gssistants. His religion was Christian Science, and
the gesso ranel "The Seven Davs of Creation” which he had
designed and Napper had helped to mould had shown, in the
words of The Burlder for January 27, 1894, ‘dises.symbolic of the
seven Davs, upon winged spival lines suggestive of infinite
progression’. As the accompanyving illustration and the actual panel
show, the design, with its whirling disc patterns studding a larger
spiralling matif, ig closely akin Lo Art Nouvead in its fusion of
stromg hinear form and structure with a constanl impression of
unending mevement.

Of Marion Amaya's list of constituents 1o Art Nouveau's sources
only the influence of Celtic art was lacking from the studin's
repertoire of design influences when Arthur Silver died. [t was
added # couple of vears later when Archibald Knox brought
designs to be sold through the studie: and though both Hamy
WNapper and Archibald Knox were soon to withdraw from the
studio's affars, Harrw Silver's Napper and Knox-influenced desions
were Lo keep the Silver Studio’s output of Art Nouveau and Celtic
designs al a very high fevel foras long as the vowue for these
siyvles conlinued.

The two young men who visited Paris late in 1900 might not be as
sympathelic with Art Nouveau in all its manifestations, or as well-
informed about current work in some parts of Europe as the
historan of today, but thev are likely to have been as
knowledgeable and as sympathetic towards Art Nouveau as any
other voung English designers of their generation, Their father's
influence and the development of his ideas through the work of the
design team which had built up would have seen to that. And the
silver Studio’s busiest period of involvement with Continental
manufacturers was just beginning. The vogue for Art Nouveau,
which triumphed in 1900, might fade by the end of the first decade
of the new century, but for the remamder of Harmy Silver's time as
a designer, and for the rest of Kex Silver's long life, they would be
very much aware of design movements and sales opportunities
abroad. Rex was o visit the great intermational exhibitions, to
travel to Amenca in the 19205, to attend and sometimes to show
at exhibitions at home. But the sense of excitement generated by
surnpean design at the beginning of the twentieth century and the

A



stimulaticn offered by the great displays of the Art Nouveau perod
is perhaps best recaptured in & letter to Rex Silver from a man of
Arthur Silver's generation, the minor artist and poet Edwin G Ellis.
On June 24, 1906 Ellis wrote from Paris, urging Bex to sisit the
city between May 1 and July 1,

‘hecause the decorative exhibits at the Salon would be
very stimulating to you...If one went to the "Grand
Palais' for these only without looking at either the
pamnting or the sculpture one could profitably spend a
long moming among the curious plass cases. . whero
slass, shells, jewels, metal, and lace are twisted about
in wonderful shapes and colours to form either things
Lo wear, o hang up, orto drink out of and pot flowers
in, upon which is spent a whole world of enthusiastic
and  enlerprising  imagination  which 13 quite
transforming the decorative mund of today'.

Witham Buddick
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Silver Studio

Art Nouveau Designs
for Glasgow
Manufacturers

Because this exhibition is first being shown at the Hunterian Arl
(Gallery, it is appropriate that we are able to include ‘Mill Records'
of some of the Glasgow firms that troubled to travel 2outh and buy
designs from the Silver Studio. Sadly, in most mstances we are
only able 1o show sketches for designs bought by these firms for,
of course, the finished origingls went to the purchasers, Uiz even
sadder nol to be able 1o include examples of some of the
magnificent floral chintz designs bought by United Turkey Red i
the 1820z ar the elesam geometne designs that went to Morton's
in the 19305, However, we hope that these can be shown at a
fater date. It 18 obvious that the Silver Studio had a particularly
gaod relationship with Glasgow firms, such as Wylie and Lochead
and Templetons, and they bought some of the most avant-garde
and splendid of the Studio's work. Alexander Millar, who was
managing director of Templetons, lost no oppertunity W prase
Arthur Silver's carpet designs and sensitive use of colour, Tt was
particularly good instance of a very happy relationship between
manufacturer and designer. which was a [requent occurrence in
the late nincteenth century.

We are indebted o Julier Kinchen and Elizabeth Arthur of Glasgow
Museums and Art Galleries for providing this information, If
anyone has additional information an these manofacturers, they
would be delighted to receive it Miss Kinchen is.at Pollok House,
2060 Pollokshaws Road, Glasgow G433 TAT.

WYLIE & LOCHEAD

In the 185905 the Silver Studio supplied wallpaper designs to Wylic
& Lochead of Glazgow, one of Britain’'z largest furnishing firms.
Rabert Wylie and William Lochead had joined forces in 1828 as
cabinet makers and upholsterers, Their early rise (o fame was as
undertakers dunng the cholera epidermic of 1832, and this
lerative side of the business provided the financial basis for their
rapid expansion-and diversification in the field of house [urnishing,
As the French and English wallpapers which the firm began to
vetail sodd well, it was & natural development to embark an the
manufacture of such goods in the 1850s. The technigues involved
were similar to those used for textiles and there was a local supply
of ready trained block printers who were used to working with
Paisley shawls and catico. From 1857 Wylic and Lochead
supplemented their handmade goods with machine prints which
were sub-contracted toa firmy as far away as Lancashire,

Such an arrangement had cbvious drawbacks and in 1862 they
opened their own paper-staining factory in Glasgow equipped for
both hand and machine ponting. The firm was particularly well
known for its stamped gold papers which it produced from the
1550s 1o the 1890z, In 1864 John Wyhe had patented a method for
their machine production, and other technical innovations followed
sich ag the introduction of ‘satinettes’ in the 1880z, By 1882
Wylie & Lochead had the capacity w printin 15 to 20 colowrs
stimultaneously and were churmng out 1,000 miles of paper a
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tortnight. Their export trade thrived (there was a landing stage on
one side of the factory and a railway on the other), and their goods
were distributed throughout Europe, Amernica and the Empire by a
network of agents,

Apart from emploving in-house designers such as Arthur Gwatkin,
Wylie & Lochead bought patterns from independent studios in
Clasgow, London and Pars. While maintaiming a range of
traditional florid and histoncal stvles they also purchased more
adventurous designs from names like Chnstopher Dresser, George
[arte, CFA Voysey, Owen Davis, Jessie King. In the 1890s their
name became closely associated with the 'Glasgow Stvle' and one
might have ¢xpected them to have purchased some of the Silver
Studia’s more Art Nouveau designs in preference to the very
Muorr=ian patterns thiat were in fact selected.

Although they were the largest wallpaper manufacturers in
Seotland this was never Wylie & Lochead's main or most
profitable concem, and in 1899 they sold out 1o the Wall Paper
Manufzcturers Combine. The name of Wylie & Lochead continued
Lo be used until the Glasgow factory was finally shut down in
1906,

UNITED TURKEY RED COMPANY

Alexandria Works, Dunbartonshire

This textile company was the largest bleaching, finishing, dycing
and printing concern i Seotland. It was formed 1n 1898 as an
amalgamation of three existing firms — William Surling & Sons
testablished 17231, John O Ewing and Archibald Orr Ewing (bath
established 18300 In 1960 the business was finally abzorbed hy
the Calico Printers' Assoctation.

JAMES TEMPLETON & Ci)
J5 TEMPLETON & CO

In 1841 James Templeton established 4 business in Glasgow,
manufacturing chenille carpels by @ process he had patented bwo
vears earlier with o weaver named Quigley, The carpets were an
immediate suceess, and by 1855 & second factary was sel up for
the production of Brussells and Wilten carpets, This branch of the
business was controlled by lames Stewart Templeton (eldest son
it the founder), and retained a separate identity until merged with
the parent company in 1906, It was J5 Templeton & Co which alsa
manufactured silk curtains and chaiy covers. A fire in 1886
curtailed this aspect of the firm's production.

James Templeton Semor, s brother Archibald, and Peter Read,
who had been i partnership since 1843, all retired about 1878,
From that Ume untl his death in 1918 James Steward Templeton
wis the deminating force in the company. 1888 was an important
vear: Templeton secured the patent nghis for a spool Axminster
loom developed from the Amencan Skinner loom, Thirty such



tnoms were ordered and 4 new factory was built an Glasgow
Creen. The building was to William Leiper's design and modelied
on the Doge's Palace in Venice, Spool steadily overtaok the
chemlle weaving side of the business which was moved out 1o Kerr
Street in 190,

J5 Templeton was actively invelved m art edueation within
Glasgow, both at the Sehool of Art and the Glasgow and West of
Scotland Technical College, His fimn emploved many of the
students trained in these institutions such as Jessie MacLaonn,
James Kincaid and Archibald Waker, Templeton zlse bought in
designs from London and Paris produced by designers such as
Walter Crane, Lewis F Day and CFA Vovsev. The firm is known
Lo have adapted wallpaper designs by Liberty and Shand Kvdd,
Arthur Silver's connection with Templetons seems to have been
through a direcrar, Alexander Millar, Alesxander Millar refors ro
Arthur Silver in his lecture Design in Modern Carpets given in
1894 and published in The fournal of the Society of Arts, 20 Apnil
15894,

DAVID BARBOUR & COMPANY

David Barbour formed a partnership with Robert W Miller in 1878
to manufacture tapestry curtains. The business expander
sufficiently to open a London warchouse at 78 Newgate Street in
1881, moving to 2 Paternoster Square in 1885, In 1881 another
partnership with WA Lawson was established to form ‘Barbour,
Miller & Lawson, patent Axminster carpet, rug and orental
curtam manufacture.” They shared the Barbour & Miller facilities
at Parkview Works, MeNeil Street, Govanhaogh, Robert Miller left
the partnerships in 1882 to work independently and was replaced
by James W Anderson. Throughout this period the companies
produced high quality goods wwhich won gold medalzs at Pansin
1878 and Melboume in 1881,

As trade expanded, the textile and carpet manufacturing business
diverged when in 1890 Dawvid Barbour & Co was formed Lo
mnufacture chenille, tapestry, silks and mushing. Anderson,
Lawzon & Company continued to manufacture carpets and orental
curtains producing high quality designs by people such as Vovsey.

Davied Barbeur's new factory, the Renbeld Works, King Streer,
Pallokshaws, Glasgew was noted for its modemn equipment and
healthy surronndings, The new weaving sheds accommodated
apprisimately 100 hand and steam powered looms and were
continung to expand twelve months after opening. There were
alse offices: a packing and despatch department and well lit and
decorated showrooms and stockronms which supphied all the
mrajor British buvers, and a conziderable export trade. n 1393
thear new London hranch at 4 Norwich Lane, Newsgate wis
opened,




it i [t Environs, 18491 s

In 18871 David Barbour & Ceowas desenbed as s, ‘Manufactorer of
the finest qualities of tapestries in the nehest combinations which
fior artistic designs and beauty of colourway are unrivalled. .. they
are now engaged in praducing an entirely new range of designs in
chenilles by first class artists for the new season's trade.”’ This
probably refers to the 16 Silver Studio chenille designs purchased
in 18491,

Barhour's purchase of a complete volume of South Kensington
Muscum phodographs in 1892 suggest that they emploved ther
own designers, however they continued 1o buy designs fremm the
Slver Studio for the next 20 yvears, They also bought from other
leading designers such as Lindsay P Butterfield and Alfred
Larpenter.

After T90T wilk and muslin manufacture seems Lo have dechned,
aithough the firm continued to produce chenille and tapestry
curtaing and covers until they stopped trading in 1939,

ALENANDER MORTON & COMPANY

This firm waz formed in 1870 through the partnership of
Alexander Morton (1844—1923) his elder brother Robert and  his
cousin Alesander Morton, The company produced cotton madras,
machine lace curtams and later chentlle fabrics. By 1890 carpet
production was introduced which by 1905 accounted fora thied of
the firm's turnover: The carpels included traditional Axminster
quality, "Caledon’ tlat tapestry squares woven with bold two
dimensional desiegns and in 1898 wifted Tonegal” carpets made at
Killyhiepps,

Initially the firm's products were fairly traditional in style, however
throughaout the 1880s and 1890s designs by William Momis,
Arthur Silver, Christopher Dresser, Lewis F Day, Walter Crane,
Harmson Townsend and Lindsay Butterfield were introduced. The
company had a long association with CFA Vovsey, particuluarly
between 1895 and 1906 when some of his designs were exhibited
at the Arts and Crafts Exhibitions,

James (1867149437 and Gawvin (1865—19163, Alexander's two
cldest sons, were in close contact with Glasgow artists and
designers and James gave a lecture eéntitled, "An Appreciation of
William Momis' in March 1901 1o the XL Club of Glasgow, This
continuing asseciation is seen in the carpet designed by Jessie
Newherv, woven by Morton and exbubited at the Turin Exhibition
in 1902, I is also seen m Jessie King's designs mentioned in the
firm's records for 1903 and in the four carpet designs by Ann
Macheth illustrated m the 1914 Studio Yearbook.

In 18595 Alexander's brother left the company and a new
partnership was formed between Gavin, James and their cousin
Gavin, They maved to Carlisle in 1898 and in 1904 or 1905
introduced a range of printed furnizhing fabrics which were




produced by putside firms until 1912 when they set up their ewn
hand block printing facilities, This range was given the brand
nanve Sundour in 1906 and much of the dyeing for these fabrics
was dane by the United Turkey Red Company at Vale of Leven;

In 1908 Bobert's son Gavim, the designer, left to form s own
carpet manufacturing firm Blackwood, Moerton & Company at
Kilmarmock and in 1914 the parinership between the two brothers
wis dissolved, James hecame governing director of Morton
Sundour Fabrics Lid. He continued his interest in destgn tn his
appointment as 4 member of the Council of the Design and
Industrics Association. The same vear, Gavin set up the Morton
Manufacturing Company, Stirhng.

JAMES BLACK & COMPANY

The calico and muslin printing firm of James Black, Drew & Co
became James Black & Co on the retivement of Mr Drew in 1872,
Their warchouse and showroom was at 23 Roval Exchange
Sguare, Glasgow and the printworks at Dalmonach,
Dumbartonghire. The company was taken over by the Calico
Erinters Association Limited in 1901,

JOHN GLEN

Fatablished as calico printers in 1876 with works at Glengowan

Printfield, Caldercruis near Airdrie and a warehouse at 15 Cochran

Street, Glasgow, By 1902 the business had expanded to include

muslin and silk ponting. The warchouse moved 1o 7 South

Frederick in 1905, 1o 128 Ingram Street m 1911 and finally 10 243 |
St Vincent Street, Glasgow during the 19205, The company closed

i 1493l

GUTHRIE & McARLY

Thomas McArly formed a partnership with David Emest Guthne
in 1879 to manufacture printed calico. MeAriy had trained for
several vears with the Glasgow branch of Charles Higginbothom &
Cov and then with James Shaw & Co, from about 1874 unti] 1874,
He was also a partnet in the Ferrvfield Pranting Co, David Guthrie
diedd in 1900 and Thomas MeArly retived in 1908 when the firm
was taken over by the Calico Printers Association. Thomas McArly
hiad many charitable interests and was a notable public figure. He
held many appointments including president of the Glasgow
Chamber of Commerce and chairman of the British Dyvewoad Co
Limited. Guthrie & McArly continued as # branch of the Calico
Printers Association ar 4 West Regent Street until 19314

LANG & COMPANY

Lang & Company was established in the early 18505, the onginal
partnership being Lang & Cousin. In 1877 Mr Cousin retired and
the company was then run by James Lang and his two sons. They
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manutactured plain and fancy musling, summer and cvening dress
fabrics, art curtains in ‘Crete’, madras, lace, onental maunday and
oriental bed sets and table covers, They specialised i curtain
matenals and ponted Indian muoshins, In 1886 they had premises
at 146 and 150 Ingram Street and 4 John Street with 2 Loendon
branch at 16 Watling Street. managed by Thomas K Lang. The
same vear the company won a gold medal diploma at the
Edinburgh International Exhibatien for ‘high art i oriental and
madras curtams.” They exported widely 1o Europe, America,
Australiz and the West Indies. To cater for the demand for fine art
fabrics, Lang's emploved a large number of hand loom weavers in
Upper Lanarkshive, Avrshire and Narthern [reland.

In 1892 the company began producing machine embrosdenes at
18A Cook Strect, Glasgow. During the 1920s the London branch
moved friom 12 Wood Strect to Carev House, Cavey Lane,
London, By 1945, the only remaining Glasgow premises were al
150 Inpram Street. The firm closed 1 1961,

THE MORTON MANUFACTURING COMPANY,

STIRLING

This firm was founded by Gavin Morton (1865—1916) the eldest
son of Alexander Morton, who together with his brother James
was closely assocated with Mortons of Darvel. Both Gavin and
James were particularhy interested in improving design standards
anel were in close contact with antistic cireles in Glasgow and
London. Although he produced carpet and textile designs himself,
Gavin 1s not 1o be confused with his cousin Gavin (Robert
Marton's zon) who was a professional designer with Morton & Co,

In 1914, after a disagreement, Alexander Morton & Co was
dissolved and Gavin left the partnership 1o 26t up a carpet factory
at Cambusbarron near Stirling. Throueh his contact with the
Mewbery's and Ann Macheth, Gavin's elder daughter Elsie became
a student at the Glasgow School of Art m 1910, The intention was
that Elsic would later become a designer at the Cambusharron
Carpet factory, but the sudden death of Gavin in 1916 caused the
closure of the factory. During the short existence of the company,
31 designs were purchased from the Silver Studig,

MOIR & COMPANY

Muoir & Company, calico printers, were established at 54 Gorden
street, Glasgow in 1879, moving to 92 Union Street'in 1883, In
1887 they opened their Manchester warehouse at 16 Princes
sStreet. By 18597 they had moved their Glasgow business to 2 West
Kegent Street where they remained as a branch of the Calico
Printers Association from 1902 to 1912 after being taken over in
1901, The Silver Studio supplied them with six designs between
18971 and 1894,

Juliet Kinchin and Elizabeth Arthur
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as Acthor Slver rimsacked the Victona
aned Albert Museum for msgaratiom Tor
patterns, Maturally, Near East and
Maddle Easternr A was much studied
Thes design shavws Arthor chisely
ohserving Perstan embrigdery.

SEsds4

18

Catalopue of anaplvpta wallpapers
YR R

Iscribed on cover: Anagivota
circal 18



A catalogue of anaglyptia pattenns,

rechef paper sl ma lI'Il|||1I tared 1 -dm arid
J-|||\|| wias enomnously popubas
England and Amenea, Arthur =
preduced many desipns fr:r this maternal
including the one entitled fzpanese pa7
Barh Yovzey and Dresser désigned fin
thiz fire, which hsted s desieners @
the Bemnning of the catalogue,
=E 1013
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Phesion for o Madeas muzhn

B s
] N 12908 0
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vprcal Arthur Siver '1'&"'“|I"' af the late
HES | 1H1 J% i
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22

Lirsgay prodadly for o Woven Tesnle
2 K 40.3

Insmbweeds 1207
Ceoatisbie om bracs
crres TEW

. This is prret
an extresiely
Jierw's Toi i

study ot

It weinld

6L 1 l"J.'-rIIn'- o 1 CETT
needlewatk but has been pven o

wwEriul QrEEan |.'|.I|l.|.l|' wp the vigarons

cazagt of Thee tulip stemss and lewves.

‘1[] eI

23,24, 25

Thress printesd tursashimg 1exbiles
cach approx 18 = 25

cirea THE

These three printed calicos were zold by
Latwrty eneer the L)
lihels, They resemmnly losedy the
driawings by the Silbver Studio for

[¥ Barbour that it is BEely these were the
ressult of o collaboration Between Artbur
Silver and Barbonr.

25
Diestsen for a prnted textele
48,5 % 47

Inseribed; 552
Pencl, watercelour on cartmedse paper
=11 H

Delicately colinared

bieyeanthemums providing turther
evidence of Arthur Silver’s dehght in

Tapanese art, and the Brtsh middle olass
tazte for Cnental decorabion,

SITETAEA

o for @ prantied testile:

A6H = AT 5

lscribed: #q2

Pencil, watercolouron carmridpe papor
Labi

Thes desum has been meluded as per
another mifluence o the development «of
stlver Btudio Art Nouvenu th

erivwing middle class desire 1o have haht,
delicate : patierns fior thear uphatatery.
Thiziga ypeal late 18th century «
[ratterm of sprays of flowers and leaves
Ll with ribban kot s,

B

hinty




28

Plespn for o printed textile

49.5 % 64

[nserbed: 815

Fessetl, Black somache oncartndie paper,
| HEH)

[Tia b5 o pisicolary important work for
sliowing the Japanese miluence on Arthur
sbver's warrk. 1 wonld seem 10 he
airectly adapted from Japanese prints and
showes birds, cherry blosson. fans-und
chryaantheniums i black on i vellw
cichre grinid

Slranie

29

Pesign for a prinbed textile

535 % 495

[nserihed: H43

Watercolour, gmouache, pendi o
carirndpe paper

1RG4

This deswen, despite the representativnal
guality of thedrawing hasa lush, organi
guality which charactenses <0 moch Art
MNomvean pattern. [tas hazed ona
comventional chintz partermn Of Spt

large poppiez wilh daisie 1
Packground. (Arthur sibver waz very fond
ol wsing datsses in his pastorns. )

SE 0245

il

i
Inscribed: A5 7 A Merry X/ Best
Visfies Dt 5T

Fen and wash wilh s genache barder on
e paer

1HE0

Arthur Slver s adnuration [or wmnt
Clnental art wis extended toooreating this
paendo-lipanese design 1
card of frogs having a picni on
el

slre232

31

Preziga log 2 prmbed fextile

1285 = B9 &

msenbed; 735

G b s wsteréolour on cartridiy

paper

]

s desgmn was almost certamly by
rSlver and shows how' he was
] by Walter Crang, a2 greal
mwe of hisglesisns.

32

Dessgn for a ponted textile

50 = 34

Insmbed: #67

Pencil, gousche mn cartodge paper
1541

S <,

s

I
e




L

<
o/

50

3 "t\j. AL,

5

Millizirn Morms mspared desim by Arthor
Silver of kirge, naturakstic hydrangea
flinkers, Pale preen and cream flowers
with terracnotta, preen and brown lisves
a1 4 grev grnmd.

S0 8435

g

[hesign for & g
214031

[nscrbed: No4sd
Laiaches on cattrudge paper
1881

Fretty munpature desin oy Arthar Sifver,
pravhabiby for Tenpleton. Scrollwork ad
representational Towers imMuenced Ty
coptemporary Fronch carpet patterns,
=0 1419

3

Sheteh for acarper dessmn

14,52 80,5

[easerebaeds LiOE

Pencil, red and Blibe cravon an deta)
paper

1591

Arthur Sifver dhesaen for Templeton of
Glasgow: Acanthos framed panels and
sprays= of chresanthemums, Probahiy
g4l as-a scheme fora carpet Tilling.
b

35

Sketch for pearpet Qlhng desn
Pt BT A

lpseribed: 530

Hencil angd eravan on detall paper
1891

Skeleh for o carpes Alling of hmeysackls,
campanulas, cowshnrs, acanthos leaves

el m ruorl craven wod bedd pendil, Fis
lempleton of Cilasgow,
SRR

B

Desym for & wallpaper
5.5 45,5

Trseribed: 1111

Crosarhe o cartridae paper
1861

Typical Arthur Silver wallpaper pattem
with Ar Nouveay sprave . of datses and
chrysanthemunis in orhre, sape oricn,
Jride Bloe on pale crean Ereund.

=10 a5

37

Embossed wallpaper caralogie

2.5 = 14

Insenibed o awer Tesecastle Catriias /
Tumevastle Vedlom

189}

This cacalapuee Mastrates same of Arthur
Shver’s more extravagant Resassance:
resavitl s Tor cibgsid canvas
will coivenings. and which can be seen 1o
Brave had & great influcnee an the
ceveiopnent of Art Nouveay

SE Loz

R

Thesign for wallpiper
Al E 445
lessertbed: 1471
150

Ihis destgn shisws the use of the smuois
crbve charzctienstic of At Nouvean
Patterms, Note, too, the use of typical
Acsthetie Movement culours — ploks,
rlive green el

AEE305




a8

Liesign for 4 printed fextile
4523

Inscrnbied; 847

Gouache on cartridge paper
1891

Simple Aesthetic chintz pattern of boar
rose 1 pinks and grecns onoa pale mreen
grnusct,

Sl RGO

A0

Four sketches tor wallpaper desyms
each approsmmately 15 % 10

Pencil, watercolowr on cariridpe paper
(528

These weee all for Wylie and Lochead
wallpapers and are bvpical of the coloars
fashionable at the time,

S0 AELE, 4829, 4H45, 4854

41

Four sketches for wallpaper desians
cach approsiately 15 = 10

Peacil. waterculowr on carindge paper
1541

These sketches wire all fr desiEns sold
fo Wylie & Lochead in TE9L, Nate
particularly the top nght desien whicl
was for Wylie & Lochead's Bunous
Rukestey Pappy paper. This type of
watlpaper pattem was very popular
amart middie-clagz diawing rooms m (ke
edrly s A spnilar desigm was produced

by Vosey The Tokyo wallpaper. The
rithier sketches shown here are also m
thes fashnonable olive preens and Bloes of
the period,

SIN 4TI, 4824, 4831, 4863

12

Lrgsign for a wallpaper

R0 X655

Inscnbed; TE10 Satamped vorso A Siver
Hhesigner £ 84, Heeok Cireen 7 London
Pencil, pousche on cartridge papet

14491

A uaint Japanese print design very
samatar in style o Arthor Silver's 1890
Chostieas card, with water lilies, carp
and Trogs, Inopale blue, terracotta, prien
and white,

Sl sia

43

Liesign for willpaper

67.0 = 485

Inscribed: LAY

Ciowpache v Cartrpdpe paper

1891

Lrelizate chanes desygn of
chrysanthemumms: and poated leaves i
venetian red, pmks, fawn, lpht alive
kreen and derk olive green,

S0 B

44

Dresign fura primted-1extile
R0 % 52

Inscribed: 96588

Crtache o cartridie paper
184t

This design shows the strong
Lhristopher Dresser infleence on the
Silver Snudio’s work . Tresser wiis a sood
frivnc of Arthur Silver, (they probably
met through Cleeson White, the editor of
The Studiod and Rex Silver worked for a
short teme in s stedie, whire bd may
have met Archibald Koo, This design
haz pancis of convenlmnalized fowers
[Erresser's spoaaliny) and shows g
Porsian Maoorish influence,

=10 3585

45

[hesign for a peinted tegtle
17 %45

Inscribed: &02

Ceouache on cartadme paper
EE9]

Another sxample of the very great
influerce of William Morvis on the work
uf theSilver Studio. This design is
denved from.a study of 17th centuzy
English vmbroidery and features sirap-
ke Jeat seralls and simple
chrvsanthemum flowers,

S0 S60h

16
sketch for a wallpaper design
173178




Inscribed: 1507
Peacil. guuache on cartridge paper
L&t ]

For Wele & Lochead. a design of a large

poppy Pk and purple-red,
ST ATAG

Péncil, watercolour on cantndge paper
1541

Extremely pretty Japansse-anfhimeed
design by Arthur Silver of apple blossom
w1 paevk, red and while an pale blue
ground. This teper of desipn was much
admired Inewm n cecoration inthe
Al and B0s and was probanly intended
[ Libertys.

ST

14

A

Dhesipn [or a printed textils

LS e

Inacrihed: 998

Watervalour: pousche pn cartrsdae paper
(BN

Prishabsly for & chinta for a Bom such as
Stead MeAbpine. Althowish thizisa
weaditienal chuntz pattern — bunchas of
multi-coloured fldawers on & haht ground.
Mote Arthar Silver's sensitive and
delieati nse of eolour.

SEr b4

159
Ifree sketches for g pmmted twxhle

Earh 25 20
Inscribasi; 106
Penal and gomache on cartrudoe papes

isa2

of

finwer heads onoa backer
1 e el agdin

acinthus leaves, and mdl
the use of tertsary colours.,
S0 5483

ol

Dyesign for n printed fumistung textile
Bl 2o B2

Inzcribed: No 110G

Pepaal, watercobour on cartndge paper

wnd of motifs fromt Tipaness
pmmnis v exaimple of the Japanise
miluence un Silver Stodio work, Paleted
and oehre Oy [

a3l

Taeer sketohies tor deswgns tor wallpaper
15,5 %145
Inscnibed: 1300/ 1551

EJI 1 ,.-\.t,_ - ..-I ..,|-|1
e, BooEcne, Walerdalou i Enk
paint on cartrigise paper

1aui

The wallpaper deagn sketches o Wyle
& Lochead. The uppét design b of 4
spray ol Tise2im mess green and brown
on a pold backeround. The lower s of &
spray sivlised flowers and leaves in
tervacotty, pink dnd gold onan ochre
ground.

K00 5295, B24T

52

Dezign lor a prmited textile

67 ¥ 49

Inzcribed: J137H

Crouachs and penal am cartndge pape:
lHaz

Thiz iz a typical Johin Wingworth Kay
textile design, with bunches of small
Brrovenn Moweers on fwi st
Crosm grotnd

=[1 8552

stems on

53

Dlesign for & printed textile

B3 =50

Inserbed:: Jd6

Crovache and penal on cartridee papoer
LHad

Designe of fowers and leaves on curved
sprave. Two caliurs — cream on g dark
bluedgrey ground, This s a gond example
of the Silver Studw adapting for cheap
textiles the tpe of chinig design first
made popular by Wilitam Morns
Sl H4s

o4

Twra sketehes tor wallpaper designs
B> 10

Inscrned: 1577/ T106

Pencil, povache on cartndpe pagpoer

l3h2

T shetches for wallpaper designs for
Wl & Lochesul. The upper s based on
a poppy and leaf metf in brght hhees and
pale ohive green, The lower 15 of 5 spray
of cirnations and serrated Teaves in
Bilses, Heht cohre o a duck-eoz blue
ground

S0 5a29, 50 B2TY

a3

Three sketches for prmted textile desizns
Each spprommately 18 = 12

Pencal, watercrdowr an carbrdge papuer
EAG2

Theze delicate shetches for Ly Barbour all
* A strong influence of Near Eastem
AlLerns




51

Four skoetches [or prnted textile desipns
Vanous swes

Pencil, govache, wateronlour un
cartridge paper

1892

Fhese sketches for 1) Barbour & Co are
typical of Silver Studio artistic formishing
textile designe of the early 90s, Naote the
deltehtiul use of tectiary colours ad
stylsed plant fimms,

SLn5499, Ha00, 5506, G507

o7

Two shoetches for prnted lextile designs
Both 20 = 20

Ipseribed: No 11630 1163 OF
Gantieclie, pencil and ravon on cirtrdge
pitper

[

These two sketches for Barhour
furmishing textile designs were by Arthur
Silver andd based an ims fowers and
leaves, Yot another nstance of Oriental
art imfluencing Siver’s designs, The
design on the 6 5 n terracotts and
altve wrven. the fght moochee and hloe!
B,

135564, S[yaaTh

58

Twer shetehes for printed textile desipns
0,50 T 5 and 29 225

[nsmbed: 043 0 1074

Femeal, gowache and watgrcoluur ih
cartndee paper

1882

Thise aré two charming sketehes for
lesipne which wore bogghl Iy

T Barbeir. Bt show e importance of
Renassance decombyve artin the use of
thie geantbis Jeal and the tertiary codours
were thotght to be sicmuch more
artistic han te dodonrs of aniling dves
which were sechia fepture of gibd-
Wactoriian textiles,

S1¥ BRI 51 Has6

1)

Dlesigns (or g wallpaper fillimg and frieee
AT 2 A8, 0 a4 5805

Inseribed: Taad

Couache on vartridie paguer

1Ru2

These designs are very much e the
Apsthetie movement tradition and reflect
e work of designers suehe as Bruce
Talbwrt and Christopher Deesser,

SRR, SD#49)

G0

[resiem for a printed textile

G456 50

Inscribed: 10874

Crouache nod pencil on Carndpe paper
1842

Heavy, early Arl Nodvead design for a
furmishing textile with speays of pink,
vellow and brown fowers on a dark
brown ground. Hoere we can see thit
Arthur Silver has boen abserving 18th
century Indian chintzes in the Victora
and Alber? Museum and giving them the
richi dark colours fazhionable at this
lme.

S RA93

6l

Dezign tor a chenitle curtan
128 % T2

[nscribed:: 1307

Gronache on squared pager
1892

Heavy, eariy At Nogvisg pattern of
g %

popples and acanthus leaves sold to
13 Barbour of Glasgow for & chenille
CRUrTain .
S a2

B2 )

Sketch for aoup design

35 X2

lnscribed: S0

Watercolour and penal an carinags
paper

1582

Chimastserie desipn by Arthur Sibver ol
chy santliemums, cherry Dlossom and
bammbioo i pale blue, sehire, geds, pink
and preen on @ fawn groond.

1) BRLZ




[S3%
'l_'ll.'i.-x' shetches for printed rextile disipns
Each 15 = 13

Peneil, gouache on cartridpe paper

Laud

['hree shetches for dezmnssaold 1n

¥ Barbour, The skiteh on the Tof s
mspired by Persian embriddery, the
uther twa are cliser 1o traditicnal
English parterms: b note the CRCITNg
se ol coliar — minks, reds, sape preen
on dark blae geconed:

S B4TY, 4R, 5573

i+

sketich for o prmted lextile desipn
Tt 1405

Inscnbed; TO7H

Pervil, watercolonr un carlridpe paper
18

sl sketels or Ly Barbour 8 S0 wehich
= wsein] for showing the mange of salours
which appasaled to commercial
Iarifactiurars ab this e, Yellow,
achpe, oliveandd dark-green on-a orism
drnigmd,

=B RaNG

5

T shetehees for prmted texile dessans
Ewch 16 =15

[mseribed; POFZ 0 fiad

TaLy

[ shatches of large, sivlized Aowers

and leaves for desiens mor the Glasgow

freve L Barbour & Co, Mete the dark. 0z
sennbre colowrs Chaealate brown,

Lserprer, ddull grecn and blue,

LI Saan, 8D 5408

131

Frnted bnen
e T A
ey

William Momis inflienced fommshing i i
fabre produced by O Hanbon from a P |
ez probably by Anbur Silver. In palye T
blues, termienla, wrey on white ground, Ay N : e '}

ST 313 ‘ﬁ b

(7
Rirvprsahle machine prnted ¢oston
10 3490

1892

AcSulver Stadie design dor Liherty of
Tapanese sivle fliwertng branches and
st coe fretwork: ground modecp
Dbue mowhilen,

ST Qs

GE
Yeoven sk tissue
25 #0114

vites [ RUYZ—45




A tvpreal Slver Bludio Aesthetie dezizn
of glylised mses in greens. blues,
lerracotta oo sage frevn gound. A very
earty work for the Fronch fim of
Leborgnu.

ST327

3]

Wisven wisil dind s1lk doubie
15 =34

THU2 Y

A Acztheld desipn prabahly by Arthue
Silver o

sl 11205 L zage
ORI

R s
and gold oo grey

T

[hesign fora printed testily
Ry = LA
[msimbed; 1067

Tlas desipgn uses ral mast Se-de-sieoe
5, thie Dily, with sinu
T an oves panel, The

manl celour 14 preen with muted

leaves

veltow for Lhes dilies.
=818T

wowal lpaper

lescribed: feld
Feaal, watercoliur on carlnduae papsr

flewers, m ks and browns o0 boff
greund A deficti, chintz desien which
winttled havr hisen ddeal for o Avsthietic

Slants

These were all O dezszn: @

T2

Threse shetches for wallpaper designs
i L

13,3 %25, T3 ES, .55380.5
Pencil, gousche and watercolour an
cartridge pape

TRY2, Y59, TRYR

o walipa
i 1 Welie & Lochead dunmg the
15800, Mate particularly the Jower
exitnple, wliach was for & sanitazy
wallpapsr i
eepreed copper rollers 1o produce &
amooth, vamishable surface),
SLVGE3L, 2230, BETH

73

st bov o cinpaert

E S

Imzenbed: wsens /G4

Pencit acd cravon e detul pape:

This early Art Nowveny desyan of leaf
parels contmning sprays of 21vhsed
butlercups might well Tave been by
Hammy Mappar, For Templeton camuets:
Slhdngn

Tl

Des=ign dor o caspet

20 x4

Inscribasds JR9F S 88T 7 psed
Penecil and rravon

15493

A roccoon-inzpeied desin for Teng
citrpets of srollwerk and spraves
rhises

=) A4as

ThH

Phestgen Lor s vargiel venlsy
32185

Insimbed; 84530 e

76

Deszgn for a primited testile

51 = 51

[nsenhed; [AG4d

Charcaad, pouache on detml paper
1893

Thas 1= possibly for a Liberty pe
velver and isan L
Mapper's highly styhzed §
designs, The liswer centre sectic |z
cofoured vellow, tervacatta, plum. oichre,
Ik bige-green ground, s
B srhant wark Citls
il the date at whicl it was execnted,
Note, oo, the nchness of the cnlours

(AT

51 G234

a prnted textile

e 12

I, gotache o cartrdge paper

Wilham Marmsis wallpapers and lestiles
were very fashionahle throgghaut the
FES s el the Silver Studie did many
desims that show the infleence of his
work. This i wery typicle Two Lral
backprounds ane used in this design
dack bluesgreen ond coeant.

a1y 9247




TH

Threw shetches tor carpel designs
each 3020

Pescth on cartmdge paper

Fa%d

Three sketehes for carpets for Templeton
of Glasgow.
Sy 3955, 3055, 3658

79

Desien for a waltpaper

fi. = 48

Insenbed: 1722

Grovaehe and pencil on cartridse paper
1884

[hesimm of o cluster of fmr vellow inses
o Hehit- ooy fereen sround
5108499

Sl
Skeivh fur a printed rexnle desm
A2 LS

Inzcribed: §447
Pencil and gousche on cartoiday paper
Laag

Dussin for g twescologs prnled
furmshing fabrae of kingeonp flowers and
feaves n Broom (moEcream ground.
Frobably by fohn Mimgwerth Kay o
Farhonr of Glasgow

=L RAES

i Lo | carpee]

o

Insenboed: 728 0 psed gHA

Pencil and red ravin oo cartridge paper
THSs

A fanbscape desian for o garpet or fug,
Stvhsed trees ond flowers oz a
framework (o a L sesoe,

Sh-a9s3

- ¥

Dhesegn for a carpet filhng

4 T

Inseribed: B84 7 psed

Crogache an 2guarcd cartodpe paper
Tty

Fart of a design sold to Templeton of
Libi=pow i T8UG for 6 poimeas (see
catatopue number 830,

S0 9734

Ki

Design fora carpet rder

B3 % 44,5

Trpserbed: diay

Grogache on squared cartndae paper
1594

Part af & design sold 1o Templeton ol
Cilasptonw i 1856, The dezmgn s of globwe

)
=1

flavwers and Teaves, and 1= a typleal An
Movveao barder desigre sambar to that
s For wallpaper froeaes, The colours
ArC SaRe BTeens, cream and lermacolla,
SIS

s
Pt of a design (o wallpaper
PE 1R

Inscribed: 1863

Pencil and watercolosr o cartridae
Dt

[E

Here the Silver Studio 1= adapting the
wirk of Rate Greenaway for a nurzery
wallpaper. The Slver Shadio Colledlion
Alsocontans Il;I:?'I'I'L:S]:'Ul'II.'IL"II.I-'L" in which
Arthur Silver obtamed pérmission 1o gse
Tenmel s dlustration: for e in
Wimderfzmd (i a smnlar purpose.

=11 8351

Ha

Erezign Tor a carpes

L )

Inscnbed: 1237 &G0/ 735 0 wsed
Peneil and cravon im detail papur
1844

Persian-influenced desizn of acanthis
sernll leaves in brown cravoen. For
Trmpleton carpets,

S0 3uad

86

Elustration of The Days of Creation
Gessn Fanel

38 = 255

Inscribied: Eresso Prrel for Chimney
Froges el

15594

Dezigned by Arthor Sibver and executed
oy Hazry Nagper. The orpng! is i the
possvssion of Arthur Silver's grand-
daughter, Mre Erica Haxworth, 11 was
exbibited a1 the Artsand Cratts
Exhibation of F&%3.

L

Four sketehes for wallpaper designs
each gpproximately 15 = 13

Penuil, waterealour, gouache on
cartridge paper

LHO4 —THYT,

Fuour sketches for wallpaper desims gold
trr Welie & Lochead over the period

THS —THE7. The lower contre design 13
the sarlest with larze areaz of flat,
tertiary colour, The two uppermost
desime show Hritish Art Nowveau was
becomng mereasingly hard-edged and
atvlised.

SD oRdZ; 833, 85367, 85372

25

esipn for o printed textile
T3 % h5.5

Inseribed: No 1557
Crenache on cartridse paper
1885

Thils desizn 15 almost certdinly by Tohn
lhagwarth kay dmd 15 based on cowshps
amdd lilics with sinewy stems and
aprralling leaves. In vellows and greens
with terracatta an a deep blue gromid,
Sl anal

Heb
Presipgn for eqlher a texlile orwallpaper
535 ¥ 3%

Inzeribed: 480 & £3

Criache oo cartmdge paper

circa. 18t

Tipical Silver Studio Art Nouveaw ol the
b - 1880, and probably by Arthor
Silver. The destgn i of Hlies i parallel
vairtical curving lines, Braght vellow,
plive areen on g lght and dark blue
Fround,

Slr35R]

a0

Diesngn for o pripted testile
a0 w TR

Inscribed: 475

Pasted on tracing paper
Crrca 1895

The fat, decorative treatinent of tos
design of peacocks would supsest the
wirk of Harry Napper, The Silver Steding
niten ncorporated peacucks o their
destpns during the pemod TR80—1%10
il ERENA

91
Catalogue of slencl fmezes
MRS =10

Inscribed on cover;

Soamie notes o stenciiling £ with spoecial
referance 1o 7 1k movel applicalnon /
fatrics now beiny exhibited ar 26 Cardick
Hill /EC by Rottmane & Co and S Arthor
Sifver

1895

Thas catalogue was foran exhibation to
publisgse the Jmnt venture between
Arthur Silver and Alexander Rottmani 1o
popularise the recently revived art of
stencilling. [t was an ambiticos project
which resulted i oa great deal of publicity
for the Stlver Studic. Arthur was grven
cungiderable help and encouragement by
his ld friend, the edicor of The Studie
Magazing, Glecson White, (leezon
White had already interviewsd Arthur in
1844 for am article entitled A Stodio of
Desigm. For 2 second consecutive vear,
Arthur was bo e the subject of a lengthy
articlein The Sfudio callied 'Stenciflid
Fabnes for Decorative Wall Hanginps.'
There were numerous articles in the
press and the exercse did much o




estabhsh the Siver Studi repatation.
The stepcilling venturé was carped out i
conjunction with Rottmann & Co.
Alesander Hottimann waz managing
chreclar of A ficen that imported and
panufactured Japanese leather and grass
papers, and which had offices m-Garlick
Hill, in the {ity, Cotics were delightid
Iy thig happy parinership between
manufaciurer and designer, The stencils
themselves won the mmediate approval
of protagonests of the Arts and Crafts
reoventent by the hopesty with which
Arthur Silver coploved the gencil
plates, Rather than camouflage the jomis
ties) of the stenal plates, he
incorporated them with the design.

Sk 502

S

Page of tllustrations of stenctl frisze=s
38505

[nzcribed; (esigns for Exccadion m
Stencil - By Arthur Sifver

1R46

The Huilfder published Arthur Siver’™s
[eeture to the Architectural Association
e 18596 an The Modern Steno) dnd 1ts
Appdication to feienor Decoration and
included a page of examples.

SE 172h

ok

=tenol freze

e 0 JUTE paper

This was probably designes] By John
Ihmaworth Kae whe was actively
srvabved i the prodyction of meany Silver
Suulic frieres. He subzequently ran the
stenallng department of Asthor
Zanderson: The drawing of the tlips 1=
v typical of s style arid the use of
colaar 15 vErv seisitive — sade grern,
oranste, blue-green and brown,

SWo201a

o

Stenell neze — The Riclenond

a3 w413

Inzcribed: The Kichmond  No 1202
Stenciiled ol the Siver St
Rotrmimn & LoBilver Stencyl Semes
| Bstemmper on Japanese grass paper

The {rieze was prehabdy desygned by
Haroy Wapper and 12 of stvhized prippies
10 el s Eresn on ¢ream Qrass paper
SW L1557

I'he fulberwrmg designs Catilogey
punrhers =R were for Blackie &
Soms and would appear to be very moch
the work of Johkn [Hingworth lKay and
arry MNapper, execuied aver the pemod

undouhtedly-established hy Arthur Salver
amed Talwin Morris who was art dircctor
for Blackie during this perod, Talwin
Moarms had lved in Reading and might
well have nmet Arthur Silver there, but
more fikely Gleeson White introduced
Ihem in big capacity ax editer of Tha
Stadi.

495
Twn designs for Hlackie’s Book Covers
Each 30 3 26

Watercolour, posache vmodelanl paper
Lebs -5y

Bath are fior Mes Herbert Martin's The
Twe Darothvs. The design on the left
was probably by Johin Hisgearth Kay
who had seld designs for book covers as
early g 1893 to the London publishers
Etkin, Mathews and John Lane, and had
bBieen highly commended for his cover
destigns for The Stadio mawsgine m 1893
(e The-Stedio Vol 11893 p 204)

S 1000, 10HG

i

Twa desiges for Blacke's ook covers
Each a0 = 26

Inscnbed: The Lozt Dog
Hope

Watercolour and povache cnodetall paper
TRA7

iy st B

Barh designs were for Blacke but dio not
appear to haves been sald or wsed. The
deagm o the Left would slmost rertamly
b by Harre Napper, The arviized flowess
of thes upper berder are Pypmeal of his
work

S0 10THE 104G

o7

Dresgin fon o Backie™s hook cover

249 % 25

Inscrbaeds The Yourgest Pancess |
Jenmie Chapeel! and in pencl The
Hawrhorn Senes 07 4/

Water colourand goudche on detal paper
1847

This woniled appear 10 b by Juhn
Mhmgworth Rav and 15 af siylised trees
formung a panel contamng the title, with

tird and ndscape. In pink, while and
ETLCT.
S 1T

a8

Plesian for a Blackic's bogk cover

296 % 26,7

Inmserbeds Adventuees i Fiold & Flood
and in pepol 85082

Fenal and charcesl vn detial paper
18497

Diesign of atyhzed tree with landscape
including river and smling harge.
Probably by John [Mingwoerth Bay

ST 1088

a4

Flesign for aowallpaper
57475

Inscrnbed: 2062

(ronzache on cartridge paper
| BE5

Thiz desipn 35 typical of tie Silver
Brudio’s eontribution to the Bntish Art
Nowvead, Spravs of flowers and curving
slems i subdued coloers — ochre,
lerrpcunllE, safe precn et

S adgs

L

Lresign for & printed furmishing ety
T = hE.4

Inseribed: 172t

Crsuache on cartrudee paper

B0

Harmy Kapper design or poppies and
hutteroups in briwnms, pinks and
terrieotta, Note the fattened flower
furms= which are charpetenstie of
Mapper's work,

=00 HEEG

101
Llecimn for a prinled textile
G4 58

Inseriined: 160N
Crosache oo cartridige s
LEIG

11



A typrosl Juhn Hlinpworth kav An
Nouveay desggn, Like so muoclof huz
wiork b s haset on 4 Japancse landscage
of stylised trees and imses. Inosmevs
alive Kreen ani pake e Team

Bl 3523

160

Dezgon for o wallpage:
59.5% 3.5

Insimibed: 2

Cooeche on carindos paper
Tabi

Dreagn of cumving hnies of #trap-hke
feves aand large coav-parsley Dower
Hededs. In pale grevn, ochre and orange
ol e ground, This s sl
certainiy the work: of Jolin Olingwork
Ray — e Dower hegads moparticular anc
prpicl Of his sy

Sl anay

100

[lesngn fera panted formsiang st
1 #3805

Insenbed: Tofo

Loiaarhee on vartridde papes

Lk

Diesignn of pink talips on alterate Dands
ab ligght and dark preen leaves m verticdl
vy lines . Two greens, venclian Tl
and pank

Sih H550

(A0S

Ddesaan fhra carpiet

DEEH B

Insemled: N 997
Civmaiche on Cartridde faper
| BEHG

Thins shivws the mihitenee of Walliam
Mureis on Anihiir Silvers carpet designs.
Hemey, stelisel Bowers aned leaves i dull
colingrs — drev/blue, achre, o,
black andd Lerzacetia. 10s bypacal of The
carper desins sold o Tempieton of
Cilasgone fre the 1390

Sl 1eag

105

[ Yeziin fira primted fermisiimp texliie
o ra ALl

lnsinbed: 1848

Cronache onecartrielge paper

158497

Chimtz desien prihaliy by Jobin
Mitneworth Kay, Note the typical Sitver
Shadio ATt Nouveau gpwazd spiralling
spravs — darsics, cammaiins e [n
tetracitta, vlectri blue and yellow. on
SapEe green grournd.

Sl 1258

1045 _
Gketel for a wallpaper design
T BT

Tnseribied: 2308
Pesieil, watereodour on cartndpe paper
159y

Sketeh of curving leaves executed 10
mtate stamed glass. in bues, vellows.
=4 dreen

S0 HR40

107

[lezign for welved

af g X A3S

Tmseribed: No J3000 For Genogsi /1150
Femetl, powsche on TEI0InGs prapes

1897

[resign of peacocks un flowering
brinchues sald t Lebarzne i March
1EAT fer & guinens, Arthur Silver had
started selling designs o Frapee s early
as 188404 By 1900 Rex Silver wis
sethme far more design= 1o Prance than o
Batam.

SRR

10

Thisaisen for o prinded texta
TOB R

Insimbaed: L8557

Cropachie o cartndse paper
1847

[Mis design shows the contrmunmg
influgnee of Willimn Mortis, Conang
slpoe andd parallel pinels of bottercups
ontel Leaves in vellows and bluis on dark
preen grotng.

S1 3545

THE

[hisipn for 3 prmied teaile
L1 ST

[nscnbed; N 1784
Lymsache on cartodge paper
| BT

Thiz shiws how drzanic At Nomvean
pradually becamee more formalised
Thiztle-lke Qower encloged b an opee-
shaped pancd of acambuos leaves
Turracolta, sape green s backgrowm] of
iy ghades of dark il

SIh35LT

110k

Design for o ponted 1extile
fiff = 34

inacnbed: 1837

Crouache on cartodue faper
LBg7

Typncal Harry Mapper Art Noovesu
design of poppies and acanthus leaves,
Mot the aoh wse of colour, wish pink
and pale green sgainzt 4 midnight blue
greaned .

e T

111

[¥esign for o walipaper frezs
A w7
Inscrbed: 228
Pastiel and peneil on detal paper
18UT

This design isvery nteresting a5 i
shows how rirccoco decoralive art
infiueneed Bratizh Ar Nowveau, The
components of ths design — roses,
'.'JI:'!-'S{‘I[[U'I'.'I['J.IIII.:& and roceoco sermllz, am
all traditicnally drawn bl arvanged so
1t the sorolls form waves,

SlrsaT1

112
Diesstgn dor g ponted foxtily
hE 52

Inscribed: 1735
Covache and penctl on carlodie paper
1597

A delrhtful example of =iver Studie A
Nowrvday by Harry Mapper, Sprays of
chrvsanthemurnz and asters branching
off o B shaped steme Note (he
zliarp cuthines 1o the Dowers and leaves
which charactense Harmy Napper's wurk
T pinks, browwns, sgreens and ochee oo
deep blue sround

[ Eh41

115
[resign fora ponted 1l
Rl B35

serted; 8

Achie and pencil om carteidge prper

Ve stvlized Art Nowveau desipn which
1= probably by Harry Napper, Larie,
thistle bk Qoseers and paraliel hoes ol
e Acanthos lesves, Ingreens, b,
ey, brown, aprieat on - blu
greungd,

SI1 8542

114

T sketches e wallpaper designs

T = 12 5and 14 = 14

inzonhedr 2408 and 2457

Peocil, watercalonr on carlmdee japer
| 855

T very stylish Art Nooveau wallpaper
sketchis, probabiy by Hary Napper [or
Wlie & Lochead. The lnwer ony in
partwcwtar 15 Lypical of Stlver Studio An
Mogveait of thee late 905 and early FO00s,
Mote the use of & light ground which
Becarme particularly popular after 1900
HEEDEEN, DAY

115

Gl of TEandicraft cataloge

Ao 20

Insertbid on cover: The Cuild of
Handicralt Lrd 7 Silversmiths & fowellers




b appeintment to Her Majeste the
Cduesn
v 1900

Thiz is & fully ilastrated catalepeee
[PEppd of CR Ashibees Gudd of
Handicraft maetalwork. This provided
congiderable inspiration for the Silver
Studia’s designs for Likerty metalwork,
SE 1060

116

Liberty & o catalogue

18,5 % %15

Isenbed on covery Yole Tide Gifts
1407

This catulogue meludes numercus
dlustrativms of metalwork from Sibver
Stio desipns |see pacticelarly pp
52531

SE 463

117

Three designs for silver Bronches

14 25.5

Inscnbed: Ihe Lewe - The Linman & The
Abban

Pened and watervologr an decail paper
arca | BER—1900

These hrooches areillustrated n
Libesrev's Crmirie Silver catalopue of crea
T9E, The desdgns are very complex
Leltic patterns and are ahnest cortamiy
the work of Archibald Haow.

STeB1V

118

Twro degigns for sitver bowis
24,5 %215

[mscnibed: Mava /Rormany
Pencil un tracing paper

sarca 1900

W
s ¥ f I :
I_{,._f'a ' r)_,-r'i,.-

These are ilhostrated mothe Liberty
Crmime Silver catalogue of circa 1900
[see pp B8 B and pp 62—63), The
slupes arc tvpical of Archibald Knos and
thervfire probably by him.

Eh a1t

1149

Two designg for silver chiatelames

11 = 35.5

Inserilieet:. The Ermenpards - Evedine
Berenger

Pencil on tracing paper

cireg 1900

These are probably by Bes Silver a5 they
are inseribed witl o working noeles in his
.

bt e

10

Dresign fur a stver powrber box

A7 wag

fnscrbed - Avchibald Knox's hand
fotteun of Box' Plan of Lid /0 plan of
foest S Poweler Bax

Penal, satercolunr on canridge paper
cirie ER00

This elegant design of bivds and fowers
i# rernmgcent of Wovsey and 15 cerlanly
by Archibuld Knox.

bt L W

121

Diésipn (o Tudine pewter vandlessick
245 %215

Insembed: Narby!

Penoil on tracing paper

cirea T900

This 1= almost certaimly Hy Archibald
Knox and is dlustrated in Liberty's
Crrnric Siver catalugue of circa F900 pGY
ELTTT T e

5L §154

122 _

Sketch for a'silver candlestick

330 =% 26

Inscmbed: The Thoeslq and will warking
motes in Rex Siver's hand.

Pencil on tracmg paper

cmen 1900 /1905

A simikar design was exhibated at the
Libierty Centenary exhibation hebd gt the
Victora and Albert Muyseum in 1875
eatalopue number D273, This would
secrt T be by Rex Silver;

=0 Ea2T

123

Fresien fora. silver bowl
12,5 = 20

Inserined: (st

Pencil v tracing paper
ciria 1900

This 15 a typucal Archibabd Knox design
for metatwiork and-is illusteated n
Labuerty's Cymne Sdver catal e an
1500, pA3 number 3,

Sl H145

124

Desien for 4 sweel hasket

37 %Al

Inseribied in Bex Sbver's hand; Sweet
Basker /5. 7 & The Ballelln £ aitered
Peneil on detal paper

circa 19605

A pewter dish o was made from this design
faet Liberty's catalogue for D03 p3s
nmber 11, This might well have been
desgned by Rex Silver as it is snnotated
tn his hand.

SI0 E3E5

125
Dresign lor o pewter bowl
PR )
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124 122
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[rsiribseds 3124
Watercolons, white pastel and penoil on
drevn cartndpe paper

1a0s

Almost cortamly by Harey salver. A
stmple hoswd doesign with a pattern of
miplified] leaves gs aborder below
] [ wpraght single steps af
rase biids.
ST

i26
Sheet of s
1 W

roaweet dish, beaker

wor vases all mopowter

b by Harrw Silver's -hand: Pian
fon Wil 2 fandies used
=

1

Thisse aze all by Harnoe Silver for Liberty

tHu = Yule
calalogn,
Harry Silver iz using a ne
mstead ol Arts and Crafis des
Sh 1843

b}

127

atlver elock
I_:I o I:qIIT
911

Bleaipmed for Libery de Un v Hamy
Silver trom Silver Studie desian
nunlaer GH531,

Lent by Mrs Willaon Haswiarth

128

Chirrsteny se1

Length of sposi 15

spocm and Fork stimped with
Birrminglam Hallmrark Toe 1912 and 57
Mk ring stamped L& O oand
aver] {ray

Dhesipnes] by Haree Silver for Liberty &
Co anel wivien 1o his doushler, Gav, @
chiistening pres
Lenl by Mrs Hemman Silver

124
[Mespen tor a wallpaper
G5 = B

Inserbed: 2390
Crowache on cartndae paper
1845

Centre group of five poppies in oges
pane) formed of acanthus leaves; [n pale
tetracattd, greenz, greviblee on deep
Blue growssd.

513514

136

Four sketches for a wallpaper design
vach 20 ¥ 15

Insenbed: 234 S2950

Fencil, watercolour on cartridgs papes
1893

These were all for the desigps which
o Wylie & Lochead, Naote the
epulest combination of peppies-and
acanthus sorolls, very typical of Silver
Stazcdin Art Nowwves .

S[F 5838, 2834, HRIT, HHI6

WETE

131

Shetch for & wallpaper frieze design
a5 X 22 h

Inserabed: 2404

Piencil, watereolodr on cartndse papes
Tais

Wallpaper fmere design for the Glasgow

frm, Welte & Lischesd . Roccovn serolls
and sprays of lowera, In ghades of blog;
anie, hrown ele on mid-green ground,
ol 5532

132

[dessaimn te a warlipaper
17 = 48

[mxcrlued: 2318

1 o CATLTITEEE fape

vaanthemim

Verv sivhised degign of
} san =2age and Hyzht

133
Phesigmy for & wallpapes
(SRS ]

Inscribed: 206
Cionache and pencil on cartnoee papuer
1550

Art Noyven dosign, possihly
Napper. Lasge poppy with wide
leavies. Yellow and vene

riad Backgroutd,

1+

Desmn for a printe

extile

2 # GR5

Isertbed: 6 cologr= S No 2005
Liimeache om cartridaye paper
THa




Dhesign af large stvlised leaves enclosing
groups of stylised Towers — daffodils,
bluebells and inses. In greens, blues

vellows on deep Blue ground. Pozably by

John Nhegworth Kay.
5D AsET

135

Presign for a wallpapoer
7.5 % 665

Inscobed: 2452

Gowache on cartridge paper
1899

Presyrn of wertical curving sprayvs of
bluebells and acanthus i shades of licht
and dark blhoe.

Sl 35T

136

Dresign for textile

Ta X 58

Insimibed: Neo 2072

Pemcit, gowache on carlmdge paper
TH49G

Design of Wiy flower shaped panels
S fronn samplified leaves and
contamng throe spravs of Qower heads.
Lo tervaconta, pink and msd-bloe on decp
Hlue wreund

SiFgLa

147

[Tesipn (or 4 wallpaper

2hoh = 63

[nsemhed: 2469

Gouache on canndpe paper
1894

This design clearly shows the conlinuing
importarice of Japan as an mfluence on
Stlver Stodie designs. The centre 15
formed fronn a lacge chivsanthemum
mead surrounded by acanthus leaves,
These form: an ogee pane] which in turn
12 aurrounded by single small
clirysantherum spravas In light and dark
areen on deep blue/green ground.

=i BATA

158

Dheszen fora prmted rextile
k5w 4l

Insenbed: No 2154
Crorachs on cartrdge paper
1599

Twptcal Silver St Art Nowvean design
i sprays of popoy heads and dcenthus
seredls. In pink amd pea green ona
venetian red 5[[":'!ll|".lj-

SIVAs6ES

134

Dezign far a textile
TE s a5

Inscribed: 2o

fd

Penail, pouache nn cartnidge papst
18949

Printed chintz dezign of sprays of
shylized Howers and leaves amanged in
vertical lines, Colours are predominantly
vellow. and green on o a dark Blue ground,
Sy 8457

140

Wallpaper catalogue

25 %18

Insembed: Jeffrey & Co / The Wallpaper
CGatlery £ 31 Mortimer 5t,, W

virca 1900

Jeltrey & Co were one of e best
wallpaper manufacturers of the day and
the Silver Studio regularly supplied them
with designs. There are a number aof
Silver Studio papers in this catalopue,
including The Cotswald designed by
Hamry Napper.

1471, 142, 143

Three woven furmshing textiles
Vanous sizes

cirea 19— 1805

These textiles were all woven in narth-
eastern France by Leburgne &
Vanoutryve, These are typical of the
designs sold by the Silver Studio 1o this
part of France and reveal the imporsance
of their Art Mouvean style on the
Continent.

144

The pappy wallpaper freze

73251

Inzcoabed! 36070 0 38d per pard
Stencil and block printed in distemper
crre Y200

Loush tvpical Silver Studio Art Nouveau
ptterm of heavy poppy flowers, Printed
by Shand Rydd who were famons for
ther Beaulifully printed wallpapers.
SW TR

145

Design for a printed testle
(1 GEG

Inacribed; Nog 28]
Crovache on cartridge paper
virea 1910

Harmy Silver wits particyularty pond &t
dezignz that were in the traditon of
William Morms. Thes a5 a tepecal cxample
basetd on popples and leaves. Pinks,
wreens; ochre on deep blue ground

Sl ARz

146

[3eaign tor a wallpaper
bE =47

Inserbed: No 2688

Gouache and pendil on carlndee paper
arca 1HH

This dezsign maght well be by Archibald
Bnnx, The matils of stylised mses
resemble closely those vsed by him on
metalwork designs, o pinks and greens
T grecn ground,

=11 RA4E

147

Dessign for & wallpaper
9,3 % 9t

Inscribed: No 2252
Couache on cartndge paper
crca T4

Design of dasies and camonule fowers
in naturalistic spravs on clear ground. In
vellows and green on white background,
Sl b0

1458

Diesign tor a printed textile

5405 %74

Inacribed; 975

Charcoal, gouache an detail paper
cirea 1900

ITis design is almost cortamiy by Harey
Mapper. It 13 very stvlized with fattened,
sharply delineated fowers and leqves,
[he upper fight hand comer is coloured
i gouacte in lerliary shades.

500 1236

144

Dlesign for & wallpaper frise

OR = 48

Inscnbed: Eron Planred £ 03724
Charcoal, coloured pencil and conache on
detail paper

carca 1900

Flegan: Arts and Crafis desien by Harry
Stlver of tulips, tpiany hedie and toees.
ST

150

Wiveen silk and cotton doubleclath
Gl 30

cirga E200

This was probably woven by Alexander
Morton from a destgn by John ingworth
bav of stvhised trees il shrubs in gold,
red and bluy.

5T 12

151

[Furniture catalomie

2% 15

Insembed: An cer's fdeal Quarers
1501

Muost of the furmture, metsbwork,
wallpapers and stencils used in the
llustrations of this Norman & Stacey
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catalogus were by Harry Napper, and n
provides a marveilons recond of his tales
for destpming for & wide range of chjects
in the Art Mouveau styie, [ The style of
theze mieniors would he descnbed by
ContUTporary writers as guaint’:

SE 480

152

Dlesipn fur a printed textile
G5 # bl

[nscribed: No 21768
(ouache on cartridyge paper
1901

Dresipn of opee panets formed from
stylized flowers and acanthus leaves. The
panels comtain chrvsanthemuom hesds. In
pinks, purples, greens on dark blue
groumnd,

S 3537

153

Dlezign for a printed textile
T35 % AL.5

Inscribed: No 2450
(rnzache oncartridee paper
1912

Thiz s a typcal Harmy Napper design of
groups of three stvlized poppy fowers on
ane stem with an Art Mouveau whiplazh
curve, In bBlues and vellow/ochre.

&[0 3524

154

Design for a wallpaper fovee
Al.5x B8

Insmbed: (1329

Pastel on detuil paper

1902

This. destgn was probably by Harry
Sabver, who produced some of the best
Silver Studio Arts and Crafls designs,
Trees, birds and deer ona light ground.
2l 1424

155

The Veretian wallpaper fneze

ob = 188

Tnseribed (versel Venetan Frisze [ivd
paltern £ BI3E]

Block printed distémper on paper

1902

Although nol by the Silver Studia, this
frcee has been moluded a8 an exampbe of
the rather mystenows and exotic style of
decoration that went hand-in-hand with
Art Kouveau. The Venetian Freze was
desioned by Greorze Fisher Jones and was
supplied almost without @ repeat

SW B4d

156

Wallpuper — Flamig Tulipy
Distemper on wallpaper
1003

This delighrful wallpaqper = wpecal of Ui
heat of Wylie & Lochead wallpapes. It
wats desipgned o TS by 3 close friend of
the Silvers — Arthor Gestlan, and it s
of styliged wihps and leaves, The colours
are red, fawn. achre on cream ground.
W R

157

Design for a wallpaper
T1#pls

Inscribed: No 2561
Watercelowr on cartridige paper
164

Thig design i3 probabiv by Harmy Napper
and consisls of parsllel corving lines
formied from poppy fowers and scanthus
leaves in blues and greens.

503540

158

Liberiy catalopue

18 % 23

Insiribed: Yoo Tide Gilts @ 1904 — 1905
1404

Thiz catalogee Includes several cxamples
of metalwork and fextiles from Silver
Stucho Art Nouveau desiggns,

SE 1087

159

Dresign for a woven 1exile

v G

Ingcribed: (4597

Peacil, colegred pencil and gouache on
detanl paper

cirea 1505

A charming late Arl Nouveao design,
poasinly by Harmy Sitver, of zimall stylised
rased and sten formming & verlical stoipe,
bt R

1l

Carafogue of fireplaces and overmantels
275 W 215

Inscribierd on cover: WN Froy & Sons /
66 King Street, Hammersmith., Wood
Firepilaves, Overmarntels

1405

Often one of e most strikang pleces of
At Novvean in the erdinary mddle-class
Enplish house wais o be seenin the
fireplace, This 2 o catalogoe of typical
designs of thye peried,

b O

L&l

Dusipn for a printed textile

Ta.5 ¥ LA

Inserihed; J2665

Croache and pencl on cartridige paper
14905

Thiz is probably by Harey Silver,
atthough there iz & distined ant of Hary
Napper's work, Yerv strtking design of
aangle thowers enclosed by curving green
Tepves formime oper panels, Greena,
ochre, cream on dark bloe dround.
Sl1&555

1652

Diestgrn tor a wallpaper fneze
55,5-% 25,5

Inscribed: o142

Lharoal, watercolour and coloured
pencil on detml paper

cired 1415

Dieliphtful, stmple Aatz and Crafts
dusipn, probably by Harme Sitver, of
teapeng rabbils with trevs at cither end of
the panel and a backpround of hills, The
design is coloweed i pale blug and purpli:
cravon with ome panel (centre Tight]
coleured inowatercolour.

AL 1423

163

Watlpapwer sample

42 = o7

[hstemper on wallpaper
cirea 1805

Thiz paper hears a distinct rezemblanee
to CFA Vowsey's The Squire’s Garden
paper of 1888, This was probably made
by John Lines from 4 design by Harry
Silver and is typical df the Atz and
Crifts desipns produced by the Studse at
this time,

SWOBRST

16

Lleztan tora prmted Lextile
R2a ¥ TL5

Inscribed: No 32304
Gouache vm cartridge paper
1806

Very stvhsh Art Nouvean design of large,
light Blue poppy heads,
Sl 4530

165

Desipn for a printed lextile
62,5 = A

Tnscribed: Mo J2380
Crtsache on cartridge paper
1HHIG

Dieespan of stvlized Aowers and leaves
arranged in vertical lines: [n blues and
preens i dark prey/olue ground.

AL 604

166

Liesign for a printed textile
7 0w b2

Inscnbed: No 322686 / H
Cromache on cartridge paper
156



i

This design shows the continueg
popalanty of Willam Morms designs i
the early 1900, Large stylised roses and
acanthes leaves reaembling Momms
designs of the 18705, In termacotia, pink,
ochee on greyhlue grommd.

=01 350k

1687

Tresapm for i primted text
B ® 576

hiseribetds 222 Y

Crmmavhe on cartndee gaper
| G

Morns influesecd destpn of apwardls

spralling stvhsed burtercups in pmks,
nchres and greens on dark green grmnd

(i

Probabiy by Harmy Silver
51t 3585

168

Wallpaper catalissue

165 = 185

Inserilet] vnocivers The dl & 5 Studies
i Harmorny Wallvagers- Tohn Line &
e L S Tovtenmhatn Uoors Koad, W
T

s catalopue contains strations of
wallpapers from the Sabver Studio, John
Lne was o frend of Arthor Silver-and

e of his earliest and best customers.
Az aoresill, the Silver Studu supphed

Jobn Line wzh wallpapes desions antil

the Jate 19505

5% 117

1635

Wallpaper catalopue

2.5 185

Insembudd: Shand Kidd © Wallpgpers
T Lonidan NW

L]

Thiz cazalemae has been mcluded to.show
tlusirated] examphes of etylish Lite Art
Mouvean papers nsed inosuspesied
Lerors,

SELLLD

170

[esirn tor aponted text

235 % 16:5

Inserlied: 33178 7 00633

Peneil, watercalour o detail paper
1404

AT




Thi= 15 3 design by Herbert Crofts who
became bead desimer at the Silver
Studhes after World War L It was sold o
Boechlin Baumgarten ag 3 doess print,
anued 15 vpical of the reprodiction hstorc
atylesthat succeeded At Nouvean asthe
Salver Studic's maar desion <lyle,

D 9ziGE

171

Lanoleum catalugup

15 195

Inserbed on cover: Stames: Iniad
Linelowmn /A perdrkable Soae covertng
cirea 14160

The Siver Studin produced Art Nouwvesy
designs for & very wide range of

opr

matinals. Shown here are examples of
their desymnz used for limoleant,
i U

172

Diesign for i prnted textils

24,5 19,5

Inscnbed: teeal 33227

Fencil, wateroolaur on detail paper
1410

Anther traditional design by Herbert

Crofts. At Nouveau had hecome an out-

of-date style in Britwin by 1910, and
lraditivnal brocade patcerns, all scrolls

and flowers, became the popular mddle-

class furmishing stvle.
b B LT

173

Three designs for dress silks

earh 16 = 13

Each inscribed with a Silver Stud
destgn number: 29658 S 1BG4A L3287
Pencil, watercolinr on cartidps papes
1534

These three designs are probably Uhe
work af Harry Silver. The left and centrie
designs ane: of single spravs of
convenhonlized Aowers. The design on
the ight is rather more elabotately At
Monvean with fattened, stvlised flowers
and curving stems. Al are inthe pale
mauvebluedgreen colours much faveared
for dress silkz at the beginning of the
20th century,

S0 733, S T34, & Tas
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