2. The Cabinet Factory

2.1 A Business within the Business

2.1.1 Introduction

There is a tendency amongst dealers and collectors to assume that any furniture, in
what might | oosely be described as the 6
Sir AmbroseHealand made i n Heabpastowol &makyor ¥ i
label. The objective here is to try to return to the facts, extracted from original
documentation, in order to uncover for the first time the difference between his roles

as designerfurniture manufacturer and shopkeeper and thus provide a firmer basis

for assessing his work and his reputation. It is intended to clarify, as far as possible
within the limitations of the records available and the scope of this thesis, what
furniture canbe properly ascribed to. A., what furniture was ma
was bought in from elsewhere and what contributions to design were made by other

employees of the firm such as Arthur Greenwood and J.F. Johnson.

In addition to what can be learabout the operation of the Heal business, the case
study of the Heal Cabinet Factory is instructive in illustrating the broader picture of a
fairly typical setup in the late nineteenth and early twentieth century furniture trade.
Many furniture retailerdiad their own workshops, but the Heal archive is perhaps the
only one that now provides an insight into the relative importance of this facility to

the business as a whole. This study will provide confirmation that such cabinet
factories were used for pte&gous commissions or exhibitigrieces and that most of

the dayto-day, breadandbutter merchandiss'as &6 out s o ucantedrdd and
other factories. However they played a vital role in enabling tHwuse designer to

realize ideas as part of the Woof projecting the image of the company in actual

products.

In the Heal case it will be shown that, to begin with, the Factory was an important
and crucial resarce that permitted A.Hto supply his shop with the sort of

merchandise that he really wadt® sell. It was not just for prestige. However, as
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the business grew it became easier to impose standards on other suppliers, perhaps
better equippeddtsupply the needs of the timasdin consequencthe output of the

Heal Factory became more margimalimportance to the business as a whole in
terms of turnover, but still crucial as a means of making pieces that reflected the Heal

paradigm and promoted its prestige.

The Cabinet Factory (and retail cabinet department) records provide the closest
insight obtainable into wat A.H. actually designed. Although some design drawings
survive, the collection is far from complete and it seems likely that his reputation as
someone who used the backs of envelopes to show his ideas is probably true. Even if
not eveything made by the factory was to his own design, the Cabinet Factory was
undoubtedly his 6édbabyd and therefore he
closely supervised its working. In contemporary press reports the design of certain
items of funiture weresometimes attributed to A.Hand also to JF Johnsoor
Hamilton Temple Smith buas these attributions can vary from caption to caption,
they have to be treated with caution. Ar
for many years) maintagathat it was he thattook ABl.s s ket ches and wc
up into produceable designs and therefore he should have been given mof&credit.
Whatever the truth, it is a fact that both Greenwood and Temple Smith did not join
the business until the First Wad War, so that one can be fairly sure that most things
made in thdactory before then were A6 s own wor k. Al though t
to ascribe any dam in the Heal style to Al. (and tkere is evidence that he was
complicit in this in his lifetim@, irrespective of who manufactured it, three broad
categories of product can be discerned:
e Furniture with a positive AHattribution (from drawings, catalogues, notebooks,

etc.).
e Furniture with a positive attribution to someone else, e.g. J.F. Johnsoiitddam

Temple Smith, Phillip Tilden, Arthur Greenwood.
e Furniture sold as Heal & Son designs with no positive design attribwtiaich

one has to assume was probably designed by an outside manufgmtunaps

1 5ee Charles Gagérthur Greenwood, (c. 1960990), An EvocatiorHe al 6s Peopl e i n Re
June 1990He would tell us often how Ambrose would pragtioy neat little drawings, often on the

backs of envelopes, for the Greenwood pencil to resolve into the working drawings necessary for the
furniture to be made. éA.G. always resented that
to Arthur!
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exclusively f omayHde ddemaified foltowing Buggestions
from J.F. Johnson, dke furniture buyer, or AHs the final arbiter of what was
acceptable for admittance to 196ttenham Court Road. To this extent much in
terms of 60 aut h o spedulatiped owimgto sldck of emom@te n
evidence.
This thesis, by defining for the first
workshops as a result of detailed primary research in the original business records,
provides a basis for beginning to understand who was responsible forantidty

deduction wil/l demonstrate that much of
productd was in fact made el sewhere. Hov
made by Heal 6s own Cabinet Factor y, It v

war years, it is still not possible to be certain of the authorship of all designs
although the ultima responsibility of A.H.for the output of this Factory is

inescapable.

It is beyond the scope of this present study to explore in depth the relatianithip

other manufacturers such as Shapland & Petter, Bath Cabinet Makers, Greenings of
Oxford or smaller Ounknowns6é | i ke Coot e,
no doubt that the relationship between the creative retailer and such manufacturers
provides a rich seam for furthezsearch that would ledad a better understanding of
twentieth century British furniture history. However some notes are included on

some of these suppliers at the end of this section under the heading Key Suppliers.

In addition to establishing what furniture was made in the Heal Factory, the cabinet
furniture department stock books enable furniture to be dated to the extent that the
year of introduction and discontinuancan be discovered as well as tleative

success or flure of particular items Each article of furniture has an entry that

i ncludes the manufacturerds name, its st
cost price in code, selling price and a slash (/) for each item taken into stock. When

that item was @d it was crossed through)( and (very occasional
name would be entered against it, thus it is possible to see how many were sold year

by year?®? Naturally, as with any statistics, these come with a health warRirstly

292 It has not been possible to decipher the meaning of the forward slash sometimes having a
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the figures rema open to interpretation and somebody else might reach different
conclusions; secondly there are a few gaps in the record so sales of individual items
are certainly underestimated but it was felt preferable to give a figure that is based on
actual known ales and not add in estimates for the missing years; thirdly the stock
books often showan article instock (presumably the showroom model) and no sales
unt il eventually this disappears. These
have been soldbut for some reason this was not always recorded. Again in the
absence of certainty these have not been included so sales may be in some cases one
less than they ought to be. However, although for these reasons the total numbers
sold may in some cases bkghtly understated, it is not felt that this distorts the
overall picture in any significant way and it is possible to gatasonablyaccurate

impression of the relative performance of individual designs.

The Heal businesspecialised in beds and lvedm furniture and from the stock
books it is clear that the Omajor wunit
part of each stock book is devoted to bedroom suites and they were the first items to
warrant a separate stock book of their own in 1@pHto this time furniture for other
rooms of the house was very much a subsidiary part of #ue tbeig, initially
groupedt oget her at the back of the stock
sundriesdo or 0 b e dhis oreason & pictuder A 8! dEsIi gn
development can best be pieced together by looking at the evolution of his bedroom
suite designs and these have been traced through from 1897 to 1939. In addition
details of other items of furniture made by The Factory are included andygtith

the records for these are not so complete, they serve to show that over the years
output moved increasingly away from bedroom suites to more and more varied

pieces of furniture with an emphasis on special orders andftse

2.1.2Background to theopening of a Cabinet Factory

The foundation of the Heal family business as featiessers in 1810 and its growth

as a mattress and bed making concern has been discussed elsewhere. This heritage is

horizontal line added at top and bottom turning it into a cabital
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significant because it is clear that the Heals weresmoply retailers who, through
setting up a cabinet factory, moved into manufacturing, but that, conversely, even at
the end of the nineteenth century, the firm was still based on that traditional model of
workshop and shop combined. The memories of thelyaactually living over the

shop would still have been vivid. The bedding factory was an integral part of the
retail premises where customers could see their beds being(fitade6). Skilled
upholsterers, seamstresses and mattress makers were avilabblize whatever

was required.

Curiously the little leaflet that the company published in 1910 to celebrate its
centenary, mentions the establishment of a cabinet factory in 1864. However
research for this thesis has not uncovered any indicatian thtle al 6 s wer e n
cabinet furniture before 1898 even though catalogues confirm they were retailing
bedroom furniture from the eightedifties onwards. The earliest cabinet furniture

stock book that survives in the archive is from 1897 and that ontyd®durniture

bought in from other manufacturers. It is only from 1898 onwards that the word
6factoryo is wused in the-hmseppuiceehesd c ol
admittedly incomplete, staff records for the period give no hint of cabinet makers

being employed prior to 1898, although there were plenty of upholsterers and even a

few carpenteré® The account ledgers show direct manufacturing labour costs for
bedding but none for the cabinet furniture department and the gross margin obtained

on furnture was lower than that on beddfgAll of this evidence leads one to
conclude that Heal 6s di d ureontl 18&awhenftect ur e
factorythat is the subject of this study, was set up. The 1864 factory must have been
simply for the making of beebase frames that would have required simpler
woodworking skills, although it seems probable that from 1897 theedutimeir

hands to making A.s r ange of wooden bedsteads al
making bedsteads and fourposter bedsrieehis as part of the bedding facta?¥.

23 AAD Heal & Son archive, 1897 Cabinet Furniture stockbook see AAD/1978/2/66 and for 1898
AAD/1978/2/67.

204 AAD Heal & Son archive ref AAD/16/1146. The only exception is Edward Garettanwas taken

onfor cabinet workat sevenpence halfpenny per hourin May 1890 aftarn y year s 28t Mr Coot esd
2% AAD Heal & Son archive ref AAD/1978/2/38.

2% The Woode Bedsteads Stockbook that records the quantities sold gives no indication of the source

of supply, which leads one to suspect that it was an internal source. AAD/1978/2/337.
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2.1.3The Cabinet Factory as a Business

It was probably typical for Victorian businesses to be meticulous aboutleaming

but the influence of Alfred Brewer as the accountant and senior partner may have
lingered on and had a particular impact on the Heal family approach to the matter,
because right from the beginning, separate accounts were kept for the Cabinet
Factory. This was no doubt partly due to the fact that the manager, Charles V.
Adams, was to be pdion commission in addition to his basic salary, but mostly
because the Heals were accustomed to controlling their business in this way. It is
fortunate that the accounting records survive to provide a valuable insight and yet

another dimension to this peular department of the firm.

The records show that in October 1897 premises in Castle Mews were rented and
that although the factory was moved to its permanent home in Alfred Mews at the
end of March 1898, rent on the first building still had to bel patil June. The
accounts indicate that not only did this fledgling business have to pay rent but also
five percent interest on the capital employed, a charge for electricity and gas
consumed and insurance cover in addition to direct costs suohles and wages.

A.H. was expected to demonstrate that not only did he have some ideas for designs

but that they were commercially viable as viéfl.

A key element in providing a sound basis for this enterprise was the recruitment of
C.V. Adams to manage it. AdaCrawford has recorded the important role Adams
playedatC. R. Ashbeeds Guild of Handicrafts
from 1888 onwards

27 See appendil for profit and loss accounts.
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Fig.2-1 Alfred Mews looking East towards the Cabinet Factory (c. 1930s) whahhoused in the

building at the end with the machine shop on the ground floor. On the left are the loading bays with
uphol stery workshops above constructed in 1917.
premises. Note horadrawn van. (AAD).

s =8 % X Al i r s

Fig. 22 Interior of the Cabinet Factory machine shop in 1899 showing circular saw and planer.
(H&S catalogue).
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Of thefive, apart from Ashbee himself,
C.V. Adams, cabinet maker, was also the most important. It was he who turned
As hbeeds tesredhwonkehep organization. He was an active trade
unionist and fiercely democratic, but rather reserved in temperament, so
Ashbee found him difficult to get to know; but together they worked out the
rules of the Guild as a eoperative workshop; and iits dayto-day running
Adams, as shop steward and later as manager, gave continuity, while his
weight, added to the opinion of the men, stopped Ashbee in his enthusiasm
from dictating too much. He was, in effect;architect with Ashbee of the
Guild as aworkshop experiment, and when he finally left in 1897 Ashbee
described him as O0the man who has done
what it is, and a man with a wonderful tact and strength of character and
absolute powé?® over the men. 6
A.H. would no doubt have dealt with Adams over the detail of getting his furniture
made by the Guild of Handicrafts in 1897 and have come to appreciate his
capabilities and maybe sensed some frustrations with his position. In his new
position Adams was paid a basialay plus a commission on the success of the
Factory. It has not been possible to find any records that might confirm how many
more Guild of Handicraft craftsmen joine
Guild moved out to the Cotswoldsyt A.H. later referred to Adams and some of his
men having come ové?? Adamscontinued to rurthe Factory until he retired in
1926.

It was only in 1899 that some machinery was bought and production achieved the
level it was to maintain with remarkable consistencyl whe First World War. Over

this fiteeny ear peri od O0salesé (transfers from
annum with a low of £5511 in 1904 and a peak of £7413 in 1900. Net profits
fluctuated more wildly but a profit on manufacturing was maatshe/ear until 1912

when losses that continued through most of the war, started¢umatate. Over the

298 Alan Crawford,C.R. AshbeeYale University Press, 198p 33.
29 5jr Ambrose Heal, R.D.I. speech, 1953.
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same fifteeryear period (1899913) an average annual profit of £198 was made
representing approximately a meagre 3% return on sales, but the doririiouthe
business as a whole was much greater than this for not only was there the additional
retail margin to be added on top but there was the immeasurable prestige of being
able to make exclusive products. The introduction of the Cabinet Factotielsara

the growth of cabinet furniture sales within the business as a Wwhol&895 retail
cabinet sales were £6000, by 1900 they were four and a half times higher reaching
£27000. If it is assumed that the mank (customary at thaperiod of 50% was
applied to Cabinet Factory output, this would suggest that thRi®use source was
providing some 40% of retail cabinet furniture department sales at thé'tirkeen

Alfred Brewer would have been happy to note that as a result the average gross profit
perentage for the retail cabinet department had risen from 23% in 1895 to 29% in
1900.

The Factory continued to operate during the First World War, initially at about two
thirds of prewar capacity which one assumes reflected the number of men who had
gone b join the army, but towards the end of the war (1917 onwards) the impact of
inflation confuses the figures and makes comparisons invalid. The hiatus that this
caused was enormous and must have made sensible business planning impossible
and the problems we no doubt exacerbated by the initial pastr rush for furniture

that was rapidly followed by a severe faff in trade. Previously unpublished
documents survive in the Heal archive which show how Mr Adams madenue
postwar comparisons in March 192taking into account information about the rest

of the furntureemaking trade, to try to understand and to adjust his prices
accordingly. The value of the pound sterling had dropped to just forty percent of its
prewar value which resulted in wages amsv material costs shooting @.He al & s
cabinet makers in 1914 were paid 11%d per hour and polishers 10d per hour. In 1920
these figures had both gone up to 2s 4%2d per hour giving percentage increases of

148% and 185% respectively. The cabinet mameswar wages were the same as

#1%1n 1895 H&S total sales were £37427 of which some £6000 (16%) were by the cabinet department.
In 1900 total sales were £75164 and cabinet department sales were £27000 (36%).Faatingt
output in 1900 was £7413, multiplied by 1.5 gives retail price of £11119.5, equivalent to 41.18% of
£27000.

211 . Johnson, J. Whymam, G. Wyke’s Short Economic & Social History of 2@entury Britain,

Geo Allen & Unwin, 1967, based on the 196due of the pound = 20s, give its worth in 1900 as
110s, in 1914 100s, and in 1920 40s.
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the London average but pestar Heal 6 s were paying a pen

trade. Incidentally London wages were 21% higher than Wycombe wages before the

war but postvar the differential was reduced to 14%.

Raw materiakost rises were more extreme as Adams noted that the cost of one inch
oak in 1914 was between 3%d and 5d and had risen to between 1s 6d and 2s 2d per
foot in 1920. This represents increases of 380% to 420% which compare badly with
the 91% increase for Elgh Oak recorded by the Parliamentary Investigation into
Furniture Prices, although it should be noted that they recorded an almost 300%
increase in the price of American oak. However, even this is considerably below the

increases Adams was having to pay.

Another complication for Adams in his costings was the fact that the furniture was

taking longer to make than it had previously. He noted the following comparisons:

Average makingime comparisony
Ref No| Description 1914 1920/21| % change
No. 7 | Oakdining table 17hrs | 19hrs | +11%
392 Chestnut wardrobe 135hrs | 150hrs | +11%
144 Mahogany bedstead 20.5 hrs| 24 hrs | +17%

This was no doubt due to the loss of skilled men to the war laanot been
replaced by younger men being trained up to replace theact adnfirmed by East
London furniture makers whalleged there had been a distinct falling off in
productive energy and efficienfyr those reasons. Adams presented his findings to a
meeting attended by A.Hchairman), Hamilton T. Smith (director) andrFJJohnson
(furniture buyer) in May 1921 and was authorised tpriee all his jobs on the basis

of current costs against a background where, because of the difficulties of trade,

other departments were pressing to cut prtes.

At first glance the facthat the average annual output of the factory for the period
1921 to 1925 rose from its prear level of £6600 to just under £10,000 is

22 c.v. Adamsinternal report is preserved in the Heal archive along with a copy of the report of the
Parliamentary Sul€ommittee Investigation of Prices for Furnitureder the Profiteering Acts 1919
& 1920, ref AAD/ 1978/2/349. See also Board Minutes AAD/1978/2/1.
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impressive, but in view of the foregoing figures about price rises one is forced to
conclude that in reality the volumef output never regained its pwar level.
Certainly it was not consistently profitable as trading losses were recorded in four of
the six years for which figures are available. Perhaps it is not surprising against this
troubled background that C.V. Adarskose to retire from his position as factory

manager in 1926, a post he had held for 28 years.

That event certainly resulted in considerable changes to the organisatibe of t
factory and may even havedl¢o it being closed down in the form in whichhid
existed until then. It certainly provoked a thorough physical stocktaking, the record
of which survives in the archive. This document provides an insight into the variety
of timber that was used at the period and also reveals what machinery wadevailab
to the craftsmen.

The list of timbers held in stock in varying quantities was as follows:

Oak Pi-ynma
Mahogany Laurdwood

Eng Chestnut Birch

Poplar Gaboon mahogany
Ash Basswood
Redwood Cuba mahogany
Satinwood African walnut
Sycamore American chestnut
Kakwood American oak
Padaouge Jap oak

Greywood Russian oak
Cherrywood Australian redwood
Teak

Thitka

Rosewood

Blackbean

American walnut

10C



Of theJap Oakthere was 98feet of 2inch in stock at 2s 6d which was presumably of
superior quality to the 80feet @inch Oak also in stock without its country of origin

being ascribed, at 1s 8d.. The English Chestnut was considerably cheaper at 1s,
whilst American Walnut was 2s and English walnut was taken into stock at 2s 10d. A

small quantity of plywood was heldfc ed i n o6Jap oakédé al ong v

addition unspecified timber was b%ing hel

The | ist of machinery in the fesecythingp y con
was still handmade. Even though 1899the company publicised itself as having
installed the latest electrical nanery in its new workshops, aandwritten list,

probably in Mr Adam&hand, shows that in fact this was very limited. In March 1899

(i.e. some eighteen months after setting it i@y invested in a Sagar & Co. saw

bench and laning machine along with two-lBorsepower Brush Electrical Co motors

and cables to powertheft I n 1900 a 6Sagar f ueited sawi n
and the following year a-thorsepower motor for the fuel samame from Sunderland.

The total investment came to £413. The next entry on the list was not made until
1924 when tenoning and mortising machines with two Maudslay motors were
purchased. The stocktaking document of 1925/6 confirms that at that date shis wa

still the only machinery available so it is a reasonable deduction that timber would
simply have been roughly cut and planed to size by machine before being passed to
the individual cabinet makers to be worked by hand in the-tiomoured manner.

Certairly the quality of their work, for example the very fine lapped London
dovetails and the traces still to be found on surviving items of furniture of the use of
marking gauges, suggests they were a band of hajtilled craftsmen. Although

A.H. believed int he use of the machine to allevi
Gimson and the Barnsleys who rejected machinery completely, he was still
commi tted to the craftsmandés skills for
mechanised factory for himself.n& Foreword to the 1899 catalogue of Simple

Bedroom Furniture explains clearly the position at the time:

213 5ee Working Papers folder. AAD/1978/2/349.
24 A new motor for the planing machine was fitted in 1921. See Board Minutes 01.07.21.
AAD/1978/2/1.See also AAIN978/2/349.
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Electric Power Machinery

..we have erected in our Cabinet Factory a plant of the most improved type,
driven by powerful electric motors, which is aample, in its way, of all that
is most modern in cabinet making machinery..

Judiciously Applied

Whilst taking advantage of all that is best in machinery, we have been careful
not to allow the taint of the usual trade machmade furniture to invade the
workshop.

Craftsmanship

We are, in fact, most careful to give free expression to that individual
craftsmanship and excellence of workmanship without which no cabinet work,
whatever its design, can hope to be in any real seadestic
On quality of marials it states:
et he woods are most carefully selecte
made of oak throughout and not of inferior woods as is too common custom,
and our cabinet makers are the very best that liberal wages can command.
Our metalwork, whch has always been such a feature on this class of
furniture, is all made from our own designs by our own smiths on our own
premises, and by this means we have been able to preserve the artistic feeling
which is of so great importance in all good metark.
Whereas up until 1920 it seems fairly clear that furniture mad®iise can be
identified relatively simply from the st
the suppliersd column, the situattthen t he
beginning of 1920 the decision was made to take over the lease of 187a Tottenham
Court Road which housed the cabinet works of Mr Page who had succeeded
Frederick Coote, a lonterm, major supplier to the firm of lacquered furniture (see
Key Supplies 2.3.1). Although it could therefore be argued that from this point on
that those r-aaade® wWbeesdObokmebooks contin
so it was evidently run as an independent unit with Mr Page still in charge. It was not
until 1930that the stock books were-oeganised, presumably to reflect an internal
reorganisation, and models made by both workshops appear under the same heading.
A Mr Morley was appointed foreman in 1927 and it is surmised that he was in charge
of a combined worshop from that point onwards. The accounts for the Factory
indicate that by that time a veneer press had been acquired from the Coote/Page
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workshop as the gas supply charge entry reladsveneer press & glue potsThe

thirties were a difficult period fosuch a small specialist factory and under Mr
Morley (who obviously was not responsible for designs or sales, but only production
and therefore probably cannot be blamed) sales sank below £8000 per year and

losses were made in most years up to 1939.

Afurther complication is added to the pi
occasional appearance of the word 6éShopo
that this referred to the service workshop through which furniture would have to pass

for inspecton or repair prior todelivery. This workshop would normally not be
expected to manufacture furniture at all but skilled makers and polishers would have
been employed and they appear to have made the occasional piece. For the purpose

of this study and irthe interest of consistency in recording the output of the Alfred

Mews Factory, these other units have not been included.

2.1.4 Labels and their Significance

2.1.4.1 Historical Background

Although great significance is attached to the discovery of aepd antique

furniture that is labelled, and undoubtedly labels tell us more about the provenance of

that article than we would know if it bore no label, the fact remains that labels tell us
remarkably little and can sometimes obscure the truth. Theslabeln He al 6 s f ul
are no guarantee that that particular it
exi st that are known to have been made Db

certainty is that somet hi rnyghefom.ari ng a He:

It is ironic that one of the earliest scholarly discussions of the problem posed by
markings on furniture was the chapigre Problem of Identificationontributed by

R. W. Symonds included i nLof®onrFurrkundMakesse He a
in 1953 One can only assume that as a young man whetatiedsmaking furniture,

A.H. was not so conscious of the problem of identification as he was when his book

was finally published and he was eighty years old, with a lifetime of research behind
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him. At that point he wrotelnfortunately, the general practice of labelling did not

obtain in our furniture tradeand he compares this to the custom of other trades such

as gold and silversmiths, pewterers, gesmiths and clocknakers?*® Despite his

membe shi p of the Arts & Crafts Exhibition
to be given on items exhibited,.iA did not carry this policy through to all the

furniture sold in his shop. The only maker in the first half of the twentieth century
whoseemsdt have consistently | abelled furnit:

name and the date, was Gordon Russell of Broadway.

The significance of labels and markings on furniture has been complicated since the
very earliest days by the division of labotior example the initials stamped on
chairs from the late seventeenth century onwards are generally accepted as being
those of individual journeymen and not of the master who would normally be
considered as the manufactut&fThe more elements a piece ofriture comprised,
the more likely it was that parts of the work were-sohtracted (for example to
marquetry specialists) and the more difficult it became to assign authorship to a
single individual. London was unlike Paris where since 1741 a Guildtesthad
ordered that thenaitre ébénistehould place his own registered mark on furnittire
The problem was then further exacerbated in the eighteenth century, as Christopher
Gilbert explains in his booklarked London Furniture 170084Q as there arose
€ during the Georgian period two main kinds of furniture business: firstly
shops established by craftsmen who made all or most of their own goods, and
secondly, shops, often known as warehouses, kept by commercial dealers who
retailed all sorts of furnishirgboth new and secoshnd?*®
Gilbert traces the first use of labels back to the end of the seventeenth century when
a new breed of London cabinet makers skilled in the art of vendatimoguced the
habit, however, by the reign of Georgeldbelling wasrestricted to workshops
catering for the middle class markethn d t he o6t op enddé makers

215 Ambrose Heallondon Furniture Makers, 1660840, Batsford, 1953, p xii & R.W. Symonds,
FSA, Old English Furniture and its Makers: The Problem of Identificatip215.
2% gee John Stablewe al ways stamped all weur makliRunitura ot bei |
History Society Journal, 2005, p 14. Stabler in turn cites Christopher Giliztotial Dictionary of
Marked London Furnitureand Adam BowetEnglish Furniture 166€1714as authority.
Z; Christopher GilbertiMarked London Furniture 100-1840,Furniture History Society, 1996, p 2.
Ibid, p.2
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above the need to publicise their work in this fashiSBy the nineteenth century it
would appear to have been quite common for dealers to stainmémes on high
quality examples of eighteenth century furniture adding yet more confusionefor th
historian. As Gilbert records,
Even Sir Ambrose Heal was baffled into recording the furniture broker William
Priest, who started up in 1837, as a late 18dntury cabinetnaker on the

evidence of a stamped Carlton House writing t&ble.

The nineteenth century growth of large West End furniture retailers put more
distance between the consumer and the maker and the uneasy relationship that still
exists todg between retailer and manufacturer, in which each regards the other with
some suspicion, can be traced back to this time. Manufacturers feel that retailers have

a smalminded approach that inhibits the presentationvbét they perceive to be

the full glory of their wonderful furnitureand they accuse retailers of profiteering by

taking a margin that exceeds the cost of the actual making. They begrudge the fact

t hat the retailer seeks to remove al/l e
meanwhilej s keen to suppress the manufactur er
the consumer ordering direot simply taking the references to a competitdany

retailers attached their own labels to furniture they sold creating an impression that
they weremanufacturers, which indeed they very often were as well as being

retailers, thus confusing matters still further.

A classic example of this mixture of retailer and manufacturer was Maples, who,

despite the fact that by the late 1880s they were empl®antge 2000 people and

could claim to bélhe Largest and Most Convenient Furnishing Establishment in the

World, were called before the Lords Select Committee on the Sweating System in

1888 to answer charges that they took unfair advantage of their manysspyiers

by deferring payment. It was also insinuated that by putting their name on the

furniture they were misleading their cusi
éwe do stamp our name upon certain art

made by us,;rae made specially for us and for

“91bid p 3, 5.
22 bid p 2.
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fact that our name being thereon must be considered, not in any way as
representing that each identical piece of furniture was made by us, but as a
guarantee to the public of the durability bktarticle?*
The fact that every piece of furniture ¢
Shoolbreds was sol d under #*teids to Eonfirmmtidasthisowasr n a m
common practice of the times, and it was one that continued into the dtlienti
century. The trade journdhe Cabinet Makepublished an article in the 1920s that
criticised he practice of the retailer who
étries to suggest that he makes al l t
some prominent pl ace iimethiMa kseiro p& tlhpaho |
whereas he may merely have a repair shop where odds and ends of work can
be done. It seems to be a needless fiction that the retailer makes every article
he sells’?®
However this practice of retail branding is also a reflectibthe economic power
of certain furniture retailers who were able to build up a strong brand image that far
outweighed that of any manufacturers who, on the whole, remained small and
disparate without any public image. Although in the +mentieth centurythere
were makers such as Parker KnolkP@&n and Ercol who were able to establish
reputations known to the general puptite furniture industry continues today to be
better known for its retailers (e.g. Habitat and Ikea) than for its manufacturers.

That retailers were justified in suspecting their suppliers would undercut them and
sell direct if they had the chance is graphically illustrated in Kirkham, Mace and
Porterds book about t hRurnighiagsThe Wortdrwheoen f ur r
they recod:
Copying was an accepted practice; it was part of the East End way of
wor ki ngéAn easy way of copying work b
catalogues or photographs used by sales representatives. A more skilled task

was sometimes carried out by boystheir lunch break, who were sent up to

221 Hugh BartyKing, Maples, Fine FurnishersQuiller Press, 1992, p 38 quoting Blundell Maple.
According to Sophia de Falbdames Shoolbred, latéictorian Department $te Furniture,p 58
Maples bought from around 1000 different furniture makers and mestethan 10% of what they
sold.

22 gophia de Falbelames Shoolbred, Late Victorian Department Store Furniture, p55.

3 Cited in Kirkham, Mace & PorteFurnishing the Wirld,p 47.
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West End stores, notably Heal 6s, t
and to memorise construction details for the btfés
The authors also cite the example of a woman who found the Hille factory and
orderedall her furniture direct with olr Hille.**°

224 pat Kirkham, Rodney Mace & Julia Portéyrnishing the World, The East London Furniture
Trade 18301980,Journeyman, 1987, p 56.
2% bid, p 46.



Fig. 23. A wash stand in ash with white marble top and tiles by Moymi t h i n 6éaestheti
style. Circa 1875. Previously at Warwick Caskéght drawer edge is stampedHe al & Son Londc
( B. Kearsley)

Fig. 24 . Cupboard chest in oak. Circa 1880. Sold 20
Son Londono. (photo. Author)

Both items demonstrate that furnitur@dsthrough Heal & Son was narmstamped long before they

started manufacturing.
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2.1.4.2 Heal s Labelling

Against this background of practices in
the main aims of this work to demonstrat
workshops and thereby show, by deduction, that the vasiritgapf the furniture

they sold was bought in from other makers. This is information that is simply not
available about firms such as Maples or Shoolbreds, and whilst these two certainly

had larger manufacturing facilities of their own, the Heal casey stultithrow light

on this balance between-imuse and external supply in the whole trade. As far as

l abel |l ing i s concerned it wi || be seen
reinforced, the trade practice of labelling with their own labels furnitiaee by

other manufacturers. That the retail brand was more important than the source of the
furniture is underscored by the fact that goods of their own manufacture were not
distinguished by any special mark kst the whole carry the same labels as those

applied generally.

Observation of surviving items of furniture and discussions with people involved in
the trade leads one to the following conclusions about Heal &Bels.

From sometime after 1852, when they coemted selling cabinet furniturg until

the early 1900s, Hseialy td the ligqf @ drawehdt enabossed a mp ,
the wood with the wordsHeal & Son Londof?’ (Fig. 25) As they did not
commence making any furniture themselves until 1898 it follows that the vast
majority of furniturethat is thus marked was manufactured elsewhere but retailed
through the Tottenham Court Road shop. However some of the surviving items that
are known to have been made in their own factory at this period (such as the St Ives
bedroom suite) do carry the imgss of this stamp although by no means all of their
own produce is marked. Soritems made around 1900 carry an oval embossed brass

plate and it is possible that these were only applied to their own progkigts2-6)

%6 Many thanks to Brian Thompson of The Millinery Works and Patch Rogers of Liberty for their
assisance in the preparation of this section.
227 5ome of the furniture made in 1901 for Reigate Town Hall is stamped.
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Fig. 25 Heal & Son Londonstamp to edge of draw¢ Fig. 26 Ov a | brass | abel
(author) interior made by Heal & Son circa 1900 (t
wardrobe was in production from 1897 to 1910
very few were made after 1903).h.a | rea

& Son -196 - Tott enham Ct R
(author)

Fig.27 rectangul ar o¢6ivori |(Fig28 rectangul ar i vori
two door wardrobe in oak made by Heal & S two door wardrobe in chestnut with deep dray
bet ween 1904 and of Bdidom| made byHeal & Son between 1903 and 192
Furnituredo . (author). iMakers of Bedsteads 4
inside of drawer front. (author)
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From about 1905 onwards (but perhaps stgrias early as 1902 when A.kbok

over responsibility forpublc i t y) r e c fabets ward fiaed with smalbpiny 6

to furniture. There appear to have been two versions of this which were used
interchangeably with no apparent system of logical reasoning. One rédeis: &

Son makers of Bedroom Furniture London Wilst the second readsteal & Son

makers of Bedsteads & Bedding London WAl t hough these appear
own products there aregorded cases of them having been applied to other 7&ms.

(Fig. 27, 2-8)

Probably around 1920 little circular discs were introduced to replace the rectangular
labels. These were let into the furniture so they were flush with the surface and the
circumfeence bore the legerideal & Son Ltd London Waround a picture of the
Fourposter trademarkFig. 29, 210) Around 1930 the Fourposter was replaced by
the wordH e a &cioss the centre of the disc arattenham Court Road, London W1
around the circumferee?® (Fig. 211, 212) It would be interesting to know if
manufacturers were provided with stocks of these discs for insertion before final
finishing or whether they were fitted when goods arrived at T&IEough still used

after the Second World War @ln use seems to have faded out as the factory
concentrated more and more on contract furnishing workitametame impractical

to label furniture bought in from around Europe. Briefly in the late 1@760sailar
bronze disc was introduced that was apptie furniture made in the Cabinet Factory

which was by then in Essex Road, Islington.

In addition to these labels it is known that some items dating from around 1910 exist
with fAHeal & Sonodo stamped onto thdy brass
items of furniture are found with numbers stamped on the back. So far it has not been
possible to identify the meaning of these as they do not correspond to model numbers

and it can only be assumed that they represent job numbers in the works.

In thelate 1920s ash early 1930s, as a way of hlgjinting the exclusivity and high

228 patch Rogers of Liberty recalls having seen a bedstead known to have been made by Ernest
Gimson bearing one of these labels.
Y gigned editiod e s k dated 1929 (Millinery Works sale 200
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Fig. 29.Ca. 19201 930 6i vorinebd
logo showing usual position on drawghuthor)

Fig. 210. Closeup slowing Fourposter logdAuthor)

Fig. 211. 1930s disc with Fourposter replaced
H e a l(Aditkor)

Fig. 212. 1950s disc, very similar to prear, still in
use.(Author)

4 i e
LW NI

Harold Heal
Ambnéc_HcaL

-

ang moccs o

Heal & Son 114

1932

Fig. 21 3. 1929 6Signed
personallysigned by A.H(Author)

B

Fig. 214. 1932 label from a opeff semicircular desk
designed by AH for his brother Harol@uthor)
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standard of making of certain pieces, asmall ®ict i on of 0Si gned E
was issued. These were marked widtlum labels handvritten by one of the Heal
caligraphers and signed by.lA. himself. (Fig. 213, 2-14) Usually they give the

date of manufacture and sometimes the name of the dieistwas perhaps inspired

by the Parisian designer Ruhimann (18B33) who, from 1928, made numbered

editions of his furniture backed by a signed certifié3tdHowever, although these

vellum labels were signed by.iA. and may be therefore taken as conétion that

he designed such items of furniture, even this is no guarantee that they were actually
made in the Cabinet Factory. For exampl e
writing table No. 554 was made byirecCooper

No. 547 was made by Greenings.

2.1.5Design Characteristics of Ambrose Heal furniture.

Trying to identify furniture designed by.A. by physical characteristics is not

simple kecause his work covered a fostgar span and evolved considerably dgirin

that period, embracing a number of different influences along the way. It is notable

that he was one of the few designers prepared to use compound curves (as did Cecil
Brewer in his architectural detailing) although these do not appear very frequently.
However a few details stand out as favouriteoceurring elements that are
distinctively his own. The first is the slightly arched apron spanning the bottom front

of wardrobes and chests etc. below the baseboard, that gives an air of solidity to the
slabs$ des but I|ifts it in the middle for 1
bedroom suite in 1898 but the subtlety of the curve and the 45 degree mitred joints to
the tapered foot can be well affip.e-#4ri at ed
It can be found again, although in slightly simplified form, on the Cottage Furniture
ranges such as th#g2651006 dresser of 1906.

A decorative detail that M. was fond of employing, when such things were not
precludedby price, was a rebataound the edge of tops that then left neat parallel

astragamouldings top and bottom.

230 Anne Masseyinterior Design of the 20Century, Thames & Hudson, 2001, p. 93.
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Fig. 21 4 Apron to 063476 wardr

Fig. 21 5. t o 605

(AAD).

apron

Fig. 2-16. detail of 1909 writing table illustrates favourite des

details: raised fielded drawer front, ovolo moulding to g

rebated astragahoulded edge to top inlaid with crebanded
veneer and small squares. (AAD).

Fig. 217. plain rebated astragahoulded
edge

to 640406 toile

Fig. 21 8 .
(author).

Turned tapered eg

Fig. 219. detail of ebony and box squar
inlaid on wal nut q
(author).

Fig. 220. sledge foot No. 7 dining table. (1905) (AAD).

Fig. 221 sledge foot No. 148 dining tab)
(AAD).
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On the more expensive models this rebate could be used to house more decoration
with, for example, crosb anded i nl ays, mot her ob6pearl,
boxwood. These rebated edges can be seen
bedroom suite of 190&ig. 217)and t he mahogany and bl aclk
1916, and decoratedn the walnut writing table he designed for his own use in 1909

(Fig. 216)or the 0667006 sideboard from 1912. T
pattern of four small squares within a larger square carried out in contrasting ebony

and box inlays(Fig. 2-19)

Where the rebate was applied to wider sections of timber (for example to 1% inch

legs rather than % inch top board edges) the mouldings were left square on either

si de, as can be seen on the No. 26 dinin
from 1905.

Although the use of a sledge foot is something that has a long tradition in furniture
making, itbecame a favourite with.A. and hisexamples are usually very neatd

can be considered typical of his work. The No. 7 dining table from 1905aarhn
example(Fig. 2-20) and the ogee moulding on the end of the foot can be appreciated
on the 66806 black and gilt sideboard.
dining table of 1924(Fig. 221)

Details that reveal his skill as a furnituresiger can be seen even in the least
expensive bedrooms where functional details are used to create visual interest
without in ary way compromising thenanufacturing needs. In order to keep costs to

a minimum, doors were made up from straight softwooddsoacrewed to cross

battens to avoid traditional jaed frame construction. Yet A.Hised a variety of
techniques to turn the joints between the boards into decorative patterns whilst at the
same time masking the inevitable natural movement betweenathiespButt jointed

boards could simplybbevel | ed to cr eat e-26d ordveradpe ( 0 -
with a domed moulding®916 , s e-449lor shiplapp2d with a shallow square

rebate to create a play of lightand shad816 , s e-217,RABg. 2

11t



Heal Handles

Fig. 22 2 . AFi

handle (author)

1898 ne Feat

Fig. 22 3. 1897

(author)

ANewl yno h

Fig. 22 4
(author).

Fig.225. 1904 64016 & ®&BO
these were originally not polished but the colour
old brassDrawer seals flush to frofauthor)

Fig. 226. 1903 chestnut recessed twrokle bolt
037206 suite (author).

Fig. 22 7. 1905 64120
0squashhed O@utha)ndl| e

cup
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It is not possible to be certain of the responsibility for designs in every case,
particularly in the intefvar years but it is hoped tese details will help in the

recognition of some unlabelled pieces.

2.1.6 Timbers, Quality & Finishes

2.1.6.1Timbers

The inventory taken in 1926 (seep f00, 10]) lists a large number of very varied
timbers held in stock at that time but the numberualt used for main
constructional display wood was quite limited as can be seen from the following
chart that indicates how many bedroom suite models in different timbers were being

manufactured at different periods.

Year | Mahogany| Oak | Walnut| Green staing | Chestnut Laurelwood| Total
Ash/Oak

1900| 4 10 |1 4 20

1910| 5 16 |1 2 24

1925| 7 7 2 2 1 19

1936| 1 2 1 1 5

Comparison of this list of timbers used by the Factory with the analysis of the
selection of finishes offered bihe retail department (seAppendiy as a whole
reveals how specialised the Factory was in pursuing its version of Arts & Crafts
furniture. Although mahogany was always available, oak was the Heal Factory
signature timber in what remained a limited selegtipresumably because it
symbolized the very English Heal style.

With the excetion of the Black Beanwhich is known to have beemsed for a
number of special pieces of furnitumme has to assume that the other timbers on the
inventory list, but not on the above chart, werdniyafor decorative details or for

the odd special order



Black Bean (Castanospermum austral@)as an Australian timber grown in New
South Wales and Queensland with a general efieadlar to walnut that Ad. used

on a number of occasions from arourilll when it became available in England
One notable piece for which it was employed w&agazed fronted bookcase that is

preserved at the Victoria & IBert Museum (Fig. 234)23!

C.H.B. Quennell in an

article entitled The Case for Modern Furnitureas anillustration of the bookcase

and wrote:
designed by Ambrose Heal jun., is interesting in that it has been made in a new
Australian wood called Ablack bean. o |
with cream and dark brown figure, and has been left witremy kind of
polish. The inlay work is of mothef-pearl, with lines and bands of brown
ebony and boxwood and ebony star inlays. There are two slides in the bottom

carcase for placing books upth

Walnut (Juglans regia),whether English or Italian, wasnly used on more up
market models. Although J.F. Johnson in a letter t&Ctiginet Makeiin 1929 wrote
that walnut still seems the most popular waodhe public insist on having,ihis
remarks evidently did not apply to the output of the Cabinet Raamoak was still
mo s t common for them. Heal 6s retail dep:

better equipped for dealing with these tricky veneers for walnut furnftiire.

Some notes on theabkground to the other principambers used illustratehait on
the whole Hed dook advantage of developments in the timber trade as they

occurred:

Mahogany. Much of the mahogany that was us
Mahoganyo being about 10% more expensiyv

traditional mabganieshavi ng a very attractive brown

3B J. RendleWorld TimbersE. Benn, 1969.

232 C_H.B. QuennellThe Case for Modern Furniture, The Housédts EquipmentCountry Life, 1911
(?) p. 58.

233 Cabinet Maker, 23.02.1929, letter from J.F. Johnson.
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with a soft dull polish, which brings out the value of the fine graining, and yet gives a
wearable finish?** This was introduced in 190&Fig. 2-28) but evidently later (ca.

1911 to 1914) the was a demand for a richer, darker mahogany and some articles

were also offered in ACuba Mahoganyo ven
expensive inlaid bedroom suites as well
name 1 nvented byotadma indimberasserenceé boakse & seems

likely to have been an African Mahogany (suctKaaya ivorensiswhich was being

imported in increasing quantities at this perdd. However the 1926 inventory

confirms that both Gaboon mahogany and Cubhagany were still held in stock at

that point, so it has to be a possibility that Gaboon was what was being useal pre
Otherwise known as Okounm@ucoumea klaineanat was not a British colonial

timber but from the French colony Gfaboon and, accordinto Howard,certainly

not considered a mahogany. Pale in colour, soft and light in welghtas used
mainly in automobile constructionltand f o
needs a good finistBut also says=rench polish and stain genehalcauses a muddy

and therefore unsatisfactory surfat8.n later years, as African mahogany became

scarcer the timbdrade turned increasinglyto Gabomrs a r epl acement .

the instigators of this trend?

Cuba Mahogany (Macrophylia Swetania no Latin name given by Howaydrhe

Heal stockbooks always refer @Gubaand notdCuba® pr esumably t o i |
source rather than where it grew. ¢ontrast it had a very hard close texture,
generally heavier than any other mahogany and darkenedyrspida deep red. The
much sought after Acurl so or Acrotchesc
mahogawy than in any other, meant thgwod well figured logs command very high

prices for veneer&’

Oak. Although oak Quercus robuy was used throughout tiperiod, its appearance

#4Heal & Son,Simple Furniturecatalogue 1905.
2% plexander L. HowardThe Timbers of the Worlt#jacmillan, 3° edition, 1948. Howard records the
volumeof imports of African Mahogany into Liverpool growing from 9 million feet in 1894, to 18m
ft in 1900, to 21m ft in 1903 and peaking in 1913 at 33m ft (in which year a further 10m ft came into
London). By 1930 the combined total for Liverpool and London thagbped back to 14m ft. This
would tend to suggest that Heal ds use of it came
adopting the timber.
223 Alexander L. HowardThe Timbers of the Worlg,329. By 1913, 134,000 tons were imported.
Ibid.
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could be changed considerably through the applicatiodiféérent finishes (see
2.1.6.3Surface Finishing The source of the oak used is not specified except on a
number of jobs where, in thefiAiR98@® 0D8US S
AAusi ano oak i s r etheassodated implicatiowthat thiswas d o u
the finest quality. According to Howard, Riga oak came:
éefrom the forests in the interior of t
Poland. Around 192, Riga logs were the best obtainable and realised the
hi ghest priceséThe wood was bright, o
and firm in texture and very durable. Whereas, Austrian oak is mainly yielded
by the forests of Slbablyomy shghtlginferior@r oat i ¢
the timber obtainable from the more northern forests of South RiiSsia.

Heal 6 s used Qiencpsanorgsligabufeod thé stock book it is not

possible to discern which models were made in this variety of timbetarcas to

be taken not to misread the information held there. The stock books in the earlier
years contain many entries of nAJap. Oako
these refer to a Japanned finishe. a soft wood painted to resemble ocalind not

to the timber oak at all. However Susanna @&tsm inA Hi st or ptatesthat He al 6
Heal 6s devel opefd o Wwe a t ite Japanegeuoakawhith gave

a better 6figured and grain thamomdst ot
19182 This would coincide with the information that imports of this timber really

took off after the First World War presumably to fill the gap left in the European
market by the ravages of that war. Howard records that the first shipment oéskapan

Oak arrived in 1905 but due to lack of experience in dealing with it much of it was
defective. In 1908, 4,349 loads were imported into the UK, butl920 the

shipments to the Continent had reached the enormous total of 50,000 loads per
annumét ares remarkable for its extreme regularity of growth and freedom

from faults?*°

Chestnut The use of ChestnuCstanea sativa sweet chestnutvas unusual in the
British furniture trade even though in France and Spain thasgea long tradition of

its use and historically in England it had besaught after by Carpenter and Joyner

238 .
Ibid.
29 gysanna Gatlen, A Hi st or yHeab& Somj £984. f0s ,
240 plexander L. HowardThe Timbers of the World, Macmillaff d. 1948.
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in the seventeenth century, according to Evelmy there are records of it having
been usedn the sixteenth century*! It appears that by the twentieth century its
productonhas unfortunately fallen awa$® and i
however the timber must have become available in some quantity atoaaielas
price around 1903 as A.kkas not the only maker to take it up: both Romney Green
and Peter Waals also ekiied items in chestnut that year at the Arts & Crafts
Exhibition.**® In appearance it is very similar to oak in grain and texture but is softer
and lighter in weight, being more stable than oak when seasoned but not a&*strong.
Although A.H. used it on a fnited, but very distinctive, range of furniture it is
noteworthy that it continued to be available right through until the late 1920s and it is
thought he was the onlnglishmaker to continue to offer it consistently over that
period.(Fig.s 287, 288, 2-89, 290, 291, 2108)

Laurelwood. Again according to Howard, Laurelwoodefminalia tomentoga
imported from India was virtually unknown in England before the First World War
but it was shown at the Empire Timber exhibition at Holland Park in 192@gaind
in 1924 at thgreat Wembley Exhibition which
Resulted in its general acceptance as one of the finest of all decorative woods.
It varies from yellowish brown to rich warm brown with dark brown stré&ks.
Heal 6s i nt oandsuite & dhe Bmbdnel @6 (Fig.s 2166, 2167) and

A.H. selected it for a bookcase for his own use (F§32).

Plywood, Blockboard and Laminboard

The author has yet to come across furni
employs anything other than solid timber evier drawer bottoms despite it being
clear from the 1926 inventory that they had some plywood in stock at that time.

Even if none ofthese manade | mprovements on naturebs

241 ], Evelyn,Silva, 1662, cited by C. Edward€ncyclopedia of Furniture Materials, Trades &
TechniquesAshgate,2000. Also the inventory of contents of the house of Sir William More of

Loseley, 1556, included a bl e of Chestnut € 5 Citpdoby HewdReidTheo | es o f
Furniture MakersMalthouse Press, Oxford, 1986, p 3.

242 The WoodworkerTimbers for Woodork, Evans Bros. 1936 (?) 4.

243 5ee Matthew Dennewrts & Crafts Furniture,PhD thesis unpublished, BCUC, 1997.

244B J. RendleWorld TimbersE. Benn, 1969.

245 pAlexander L. HowardThe Timbers of the Worlg 302
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the midtwenties it seems probable that laminboard atmtkboard would have been
used as substrates later on as J.F. Johnson wrote @abireet Maker in 1929 that
the excellence of plywood and laminboard now available have contributed in a

remar kable manner to*éa definite modern

2.1.6.2Quality of Construction

There are constructional charactécs of Heal Cabinet Factoiyade furniture

which distinguish it particularly from Arts & Crafts furniture made by the great
Cotswold makers but also from mass produced furniture of the same period. The
most evident differ@ices in detail are the very precisely execited pped oO6Londo
dovetails of the drawer sides such as might be found on the finest eighteenth century
antiques and which compare to the wider
Cotswold funiture made a feature of revealed construction with dovetails and other
joints being visible and becoming somet
professional cabinet makers came from the tradition which tended to hide
constructional details, not ndieg to show off their ability, but close inspection

reveals that the quality was consistently high. Accuracy is evident fromelthale

marks of the cabinema ker sd mar ki ng gauges which ¢
restorations undertaken by the authoerothe last few years have also enabled

hidden constructional details to be inspected that confirm that quality was not merely

on the surface but went deep. The cutting of joints and standards of construction
were high even where this would never be sders interesting to ate thatthe

hidden lapped dovetail which the Heal makers used was originally developed by
cabinetmakers trying to overcome the problems associated with glueing veneers
over endgrain. By sinking the joints below the surface thd&eutlies of longterm

adhesion were overcome. Ironically, working in solid oak, Heal had no need to hide
joints in this way but, for the craftsmen, lapped dovetails represented the best

tradition of quality work, and so they were uéd.

Heal 6s @lleresectohs ofstimber thathose used ilfmuch oft he -6over

engi neer e étfle f@rotares probdblg also partly reflects a quality cabinet

246 Cabinet Maker, 23.02.1929, published | et t er from J.F. Johnson, Cabi
%" Hew Reid,The Furniture MakersMalthouse Press, Oxford986, p 6.
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making tradition butan also be ascribed to AlHs sense of proport.i

detailed study of historat precedents.

As has been discussed elsewhere the limited amount of machinery available in the
Factory means thatirniture with machinecut dovetails but still bearing a Heal label,
would not have been constructed the Cabinet Factory. N.6 s tatienpas a
designer of machinmade furniture cannot realistically be said to be based on the
handmade output of his own factory but has to be sought amongst the designs made

for the firm byother manufacturers. (sbelowpage 252

2.1.6.3Surface Finishing

The Aunfinishedo | ook.

By fAiunfinishedo is not meant fthalayegssmpl et e
of polish appliedhat were typical in the focentury There was a part of the Arts

& Crafts doctrine that ab homakeefaniturehe f ur
look something that it was not. The application of exotic veneers glued onto
inexpensive substrates could make items appear better than they were and failing

this much could be achieved with stains and layers of French polish to déeeive

eyei the anithesis of integrity. In 190The Studieven carried the statemeiio

hate the French polisher is the beginning of wisd&hmtegrity of construction,

as epitomised by the work of Sidney Barnsley, was carried through by the Arts &
Crafts movement, from the use of solid timber and revealed construction, into
furniture |l eft fAin the whiteo (i.e. wit
from the cabinema k er 6 s pl ane, or simply |lightly
and to give a gjht sheen. Similarly C.F.A Voysey specified that his chairs should

be oiled slighth’* Thi s was the Aunfinishedd | ook
Crafts furniture that was also partly inspired by earlier 19th century reform
movements seeking to improve hbattonditions that favoured scrubbed tops.

(see Chaptet).

%8 The Studio1901, cited by John ColliefThe Cabinet Maker 1880980, a century of wood
finishing,p 150.

249 John Brandowlones & Ghers,C.F.A. Voysey, Architect & Designer 185941, Lund Humphries
1978. reproduction of dining chair design C46, March 1902.
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Much of Heal 6s furniture produced in t
though it was produced in line with this Arts & Crafts ideal of takingwioek

straight from the cabinena k e r 0 sandhustragplying a little wax before it

went to the customer 6s home. Il nnot act r
only did A.H. have the benefit of skilled cabinet makers but also experienced
polishers®® Oak surfaces were not untreated but werdesewith shellac to

protect the wood from dirt and also to bring out the colour before it was waxed.
This i s known iecaapplying acouple of thin coatof shellac that

remain matt and do not build up into a shiny French polish. To txpenieeye it

would I ook Aunfinishedod but would have
from grime. Much of the furniture seems to have been treated in this way,
although when it came to reducing price

therCot age Furniture range AdAin the whitebo.

Fumed Oak.
From the 1890s through to the First Wo
(exposed to ammonia fumes to permanently darken the surface through chemical
reaction). This treatment can be dide produce a diroak but A.H.appears to
have used it sparingly to give a golden oak colour through a relatively brief
exposure to the fumes. The chestnut ranges were similarly treated. Although
fashions changedoak ds niot ensedbw woefruemaidnt r od
few of the prewar designs lingered on until the rridenties being offered in this
finish. As discussed above much of the fumed oak looks as though it is left
unfinished but was in fact sealed with shellac. Despite the change in fashion
He al 6 s inedtthe fadility to @rodaice fumed oak and as part of the rebuilding

works even installed a new fuming cupboard as late as%936.

Weathered Oak/Limed Oak.
Bet ween t he War s iWeat her ed Oako becam

linked with Heal furnitue and superseded the fumed oak finish. John Gloag in his

°The authoroés restoration of a 640406 bedroom sui

revealed traces of shellac.
21 50 Board Minutes, 12.08.1936. AAD/1978/2/9.
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Short Dictionary of Furniturel e s cr i bes how Heal 6s devel

entry for Weathered Oak reads as follows:
The term was invented by Heal & Son Limited, a London firm of furniture
makes, either during or just after the first world war, to describe the effect of
a process for treating the surface of oak, which they had perfected. In this
process, lime is used, among various other substances, to give an appearance
similar to that of oakthat has never been stained and has been allowed to
weather and thus acquire a natural patina. Weathered oak is finished with a
wax polish and kept in condition with polishing cream. The term has since been
adopted by various makers to include such a waeé finishes and shades that
an exact definition of its meaning is now impossible. (See also Limed Oak.)
His entry for Limed Oak simply says:
Oak that has been pickled with a coating of lime, which is subsequently
brushed from the surface, though it sually allowed to remain in the grain.
Limed oak surfaces are generally left unpolisf&d.
A.H. was given a copy of this dictionary by its author when it was published. He
studied it closely and subsequently wrote suggesting Gloag should have included a
definition of a Knole sofa, so it seems a fair assumption that he was happy with the
description of Weathered Oak or this would have been raised too. However what the
process was t hatperiecedréntaiss spnethingsohaemysteryhas d
does the ifference between Weathered Oak and Lirb=ak. The technique of using
plaster of Paris, Whiting or lime as a grain filler was not new and, to cite a couple of

examples, it was mentioned by Stalker & Parker in thegatise ofJapanning &

o

Varnishingpublished in 1668, andifhe Fr ench Pofromd88%* 6 s Ma

What was perhaps new was the idea of leavinggit@s filler exposed as a contrast

to the colour of the timber and in fact opening out the grain in order to obtain more
contrast. TheCabinet Maker commented on an A.Hsecretaire exhibited at an Arts

& Crafts Exhibition, with a hint of sarcasm, that:

what i s now call ed 6weat hered oako f

(

weat her has nothing to do witelffectisea s app

%2 John Gloag,A Short Dictionary of FurnitureAllen & Unwin, 1952.

253 John Stalker & George Parkeh Treatise of Japanning & Varnishindirst published 1668,
reproduced by Alec Tiranti Ltd, 1998, p 34. AlBdcr enc h Po | i sby A Frénsh PMigheruy a |
published by Spon, 1885, facsimile edition by The Restoration Publishing Company, 2002.
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much admired looks and is new and clear

Heal 6s OWeathered Oakd was achieved by \
mixed with methylated spirits to aid penetration and slow down the hardening off
process this formula was passed dowm the author by John Beadle,-s¥anaging

director of Heal Furniture Ltd and is a variation on the process generally known in

the trade f°As Glodg istatesl dhere wak Bo. fixed definition of these
terms and OWeat her ed r meakadturensacs meanddiffggente d b y
things. For example E. Gomme Ltd of High Wycombkeadya major furniture
manufacturer, in the | ate 1920s wused the
(seeFig. 229) and Clive Edwards in hiEncyclopedisadopts his definition rather

than the Heal 6s paler oak version so it
trade®® Unfortunately for historians and restorers h e deducti on t heé
OWeat Dakédwas | us twhat theerest of heetradeiad h edf 6 Li me
Oakdé is confused by the fact that Heal 0s
can only be assumed that these were bought in from suppliers @hwiknow

wh at t he Heal afkuwl If obdWeudtah ewaesd. ORethet or at i
aut hor suggest that to get the desired e
of Paris but also using a light stain to warm up the colour of the oak as well and it is
thecombi ned effect that was called &6Weat he

From a study of thetockbooks it appears that the finish was introduced in 1922
certainly the name is usdigerefor the first time then.

Today there are various methods wused to
and most popular of which is the application ofraifig wax. Another involves the

use of oitbased paint but theaditional method is that oflgster of Paris which is

messy and time consuming but gives a most pleasing appearance and less of a
O0smeared | ookd than that o é&ldodess blliantlyd uc e d

white than the wax finish and so more in keeping with the look of the period.

24 Cabinet MakerThe 14" Arts & Crafts Exhibition27.10.1928.

25 Although paster of Paris and water was used in theerand this method is now generally taught,

the use of methyl ated spir i tWoodFmishingRitrhan, U, gque t o
31, wrote:To convert the plaster into paste, water or methylated spirit is commonly used, although the
latter is to be preferred. Water tends to raise the grain rather more than the spirit.

% Clive EdwardsEncyclopedia of Furniture Materials, Trades & Techniqueshgate, 2000, g39.
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Fig. 2-28. example oAH designed furnitureii Col oni al Mahoganyo (Ruskin D

General Specification

THE timber used is Oak
(mostly figured), and sea-
soned to a known moisture
content.

Wardrobe backs are framed.
Drawer fronts, §" and £" thick.
Drawer sides, 3" thick. Framed
divisions between drawers. Best
quality handles, hinges, glass, and
glass movements.

5
ANTIQUE it Ao OLD OAR
r I "HE accompanying illus-
trations give a general idea
of the standard shades.
The linings of all pieces are polished
in keeping with the exteriors.
FUMED WEATHERED LIMED

Page Tuo

Fig. 229 Page from E. Gomme 29 cat al ogue s h o (hottom row gepti@ish er ed 0 ¢
dark oak colouriLi med Oak?o, bottom right corresponds mor
(High Wycombe Furniture Archive).



CombPainting

The @mb paintingof geometric patternsvas atechnique developed around 1918

(possibly earlier)by Shoreditch Technical Institu@nd based on earlier furniture

decorating traditionslt was doneat the request of the Design and Industries

Association, the campai gnforngP wrrpase owi tthh e

and Hamilton Temple Smith had founded with Harold Stabler a few years before.

According to the Studio Year Book for 1919 in a report on Cottage Furniture:
The Design & Industries Association has been doing some interesting pioneer
work €1t has approached the London Count
permission for two of the Technical Institutes to carry out experiments in the
construction and finish of simple furr
of the furniture were prepard by Mr Percy A. Wel |l sétw
been made in deal by cheaper methods, and they have been painted at the
Brixton School by a process known as comBiig.

Percy Wells, Head of the Cabinet Department of the LCC Shoreditch Technical

Institute, washimself a founding member of the DIA and had exhibited at Arts &

Crafts Exhibition society shows, so this was not just an attempt to find less expensive

ways of producing furniture but the aim was to get better designed furniture

produced for the public. & Stuart Evans has pointed out it was all part of the

movement produce a new generatiomatfonal, economical, hygienic and attractive

homes for working people after the wat. Comb paintingusing a variety of combs

on wet paint to reveal the contrasgi colour of previous coats and thus create

patterns)harnessed many of the traditional skills and techniques of the woodgrain

imitator but simplified them and most importantly (for the DIA) produced a finish

that was not pretending to be something else.

The LCC gave permission for the designs developed by the Technical Institutes to be
produced and put on the market &ny manufacturerPercy Wells, addressing the
Incorporated Institute of British Decorators, stressed that the work of the colleges

had bea purely experimental, even though models had been on display up and down

%7 Studio Year BookOn Cottage Furniture1919, p76.
8 Stuart Evansiurniture for Small Housessurniture History Vol. XLII (2006) pl93.
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the country, and it had required Heal 6s
production. Such a projeavas evidently close to. .6 s heart as it <co
his continuing iterest in Cotige Furniture for his less walff clients but also with

his firm conviction that colour on furniture was an important area to develop. It was
acknowledged at the time thattA had alreadylone so much by way experiment,

a n d suécessfly demonstrated the charm and interest of colour in furnitité

Decorating Studio had operated within the business since about 1909 painting and
decorating special pieces of furniture (see below) and one of the earlyaiost

exhibitions in the Mansard&sl | er y was dedicated to O0Pain

Strictly speaking comb painting was not a Cabinet Factory finish but one that was
applied mostly to the products of the Co
and Oetzmann & Co were among the few whoped the idea so it is worth

recording and illustrating her&ig.s 230, 232). Ambrose believed in it to such an

extent that he had a comb painted bedroom installed in his ownihdré20?°

Other decorative finishes

Other types of painted decoratianer e r ar el y applied to the
Cabinet Factory, yet it was a way of finishing furniture that very much attradtéd
to the extent that he employed it regularly throughout his career, but mostly on
models made by other suppliers. Naliyréhere was a long historical precedent for
such decoration th#.H. was no doubt aware of and was inspired by. He was not the
only designer of his epoch to follow such precedent. Some attempts were more
successful than others for example a dresser signed by W.R. Lethaby and
decorated by Alfred H. Powell moved the correspondefithef Spheréo comment
in 1906:
The meretricious essay into phantdsg i suggeéstive of parsley sauce, were
better left aloné®

9 The Decorator, 22.07.1922. Report of the meeting of Incorporated Institute of British Decorators
addressed by P.A. Wells ¢tainted Woodwork and Furniture Old & New.
%0 |lustrated inThe Queen28.07.1926 p 16.

#1The Sphere27.01.1906.
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Fig. 2-31.Decorated yellow cabinet, illustrated
Furnishing Trades Organiseduly 1920 (AAD)

eS|

Fig. 234. Decorated sideboard (Country Se88e alsd Fig. 235 detail of painted decoration (Country Seg
Fig.2-200.
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A.H. used the talents of Middindshaw to decorate his furniture, who, according to
The Touchstone Magazineas for several years a teacher of art in the L.C.C.
Central School of Arts and Crafts She started pabtimg&ifteg f or
school hoursca 1909 and a fourposter Iséehd and a set of bedroom riare,
designed by A.Hand decorated by Miss Hindshaw, was displayed at the 1910 Arts
and Crafts Exhibition. As the firm expanded she was given a studio to work in and an
assistant. By 1920 this had grown to eight assistambst of whom come from the
school in which she teachekhey could carry out comb painted patterns asmileed
above or decorate plapainted furniture with borders or sprigs of colour as required
(see Fig.s B0 to 35)°°? Occasionally they might be led upon to carry out larger
projects such as the front of a new millinery shop decorated wibnaewhat
futuristic desigrby Miss Fisher and Miss Gray in 1928

An indication of the amount of work involved in achieving these decorative finishes

may beglimpsed from the number of hours work budgeted for in the cost price. For
example, in 1930, on wardrobeo886, covered in vellum and decorated, Miss Dix

put in 36 hours, Scuffell 40 hours, and Miss Hindshaw 21 hours of work for a job

that sold for £87 18 0d. However in 1932 Miss Dix was replaced by Miss Moore

this particular jobwho seems to havbalved the time of that part of the operation.

The idea of decorated vellum appetrdrave been developed in 1927 when a pair of
bedsteads were produceddahwas reported ithe press thatleal & Son were the
originators of a new methodévellum stre

decorated in Indian ink, in gay but quite simple colttir.

In the midtwenties a luxurjlook was conceived that required weodfurniture to
be decorated with silver gilt and sometimes painted with motifs as well. Much of this

work was sukcontracted to Rowle$f®

62 Marguerite Wilkinson,New English Furniturejn The Touchstone MagazinelSA, December
1920.

253 Evening News27.04.1920.

%54The QueenMarch 1927.

%5 Stock no. 894, bedroom suite, silver gilt & decorated, Wikad Rowley. 1926/27 bedroom
stockbook.
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2. 2 Made ©bhe Cdbhiea Fabtay Output

2.2.1The First Designs 18951903

Having trained as a cabinetmakerfc |l udi ng a spell i n Pl
was natural that Ambrose Heal should turn to designing furniture for the family
business that was, in the ratghteennineties, selling a considerable quantity of

bedroom suites but nothing that reflettihe latest design thinking of those who

were part of the Arts and Crafts Movement. It would appear that he started designing

furniture around 1895 as the Archive contains one of his designs for a settle with this

uck

date on it and t h? Onmamahbgany BaRiees surviveothat iRu s t ¢

also dated 1895 wtih was made to celebratethé s mar ri age t o hi

Rose Rippingille in that year. It has a very wide almost flat cornice and other

s f

architectural details that are reminiscent of CBcil e wer 6 s desi gn f or t

Settlement building, submitted in that year, so it is possible that it was in part

Brewer 6s wor k. However these same det ail

furniture that hasden ascribed to A. (see Jeremy C@er) so it seems just as likely
that this first piece too was his own work, albeit very heavily influenced by
Brewer?®” However the detailing and proportions of the doors on the lower part with
relatively wide framing are reminiscent of cabinets made by whmwlesale
manufacturer J.S. Henry, in very similar mahogaegading one to conclude that
A.H. probably commissioned Henry to make this and other similar pieces around this
period?®®

More central to the lifeblood ofhé Heal family firm were AHh s  dseferi g n
Wooden Bedsteads with Hygienic Irbath Bottoms Pictures of the showrooms

around this period and illustrations in the catalogues confirm that they offered a large

range of iron and brass bedsteads but almost no wooden bedsteads which had been

*pencil sketch design for settle to be made |
%7 Jeremy Cooperyictorian and Edwardian Furniture and Interior§hames & Hudson, 1987, p

240.

%8 J.S. Henry had a factomgt 2879 Old Street, London, E.C. and his namel address appear in
AHO6s address book (started in July 1894). See
According to Pauline AgiusBritish Furniture 18801915,Antique Collectors Club 1978, p98 John
Sollie Henry was in bsiness from 1880 until after 1910 acmhcentrated on the new and the unusual.

By 1896 he advertised himself as Designer of Quaint and Artistic Furniture. A labelled J.S. Henry
mahogany cabinet with similar doors to the Heal piece is in the Victoria &tAllheseum collection

and another was sold in 2006 by Liberty.
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effedively eliminated in lhe interests of hygiene. A.Hho doubt in conjunction with

his father, put together a range of wooden bedsteads that overcame this objection by
combining wooden head and footboards with-begjstant iron frames. Offered as a

basic nodel with iron laths, these beds could be made more comfortable by the
substitution of a Staplgsatentspiralspringbottom, the U.K. patent rights for which
Ambrose Heal senior had acquired in 1895. The records are not explicit as to whether
these woodeh edst eads were made by the woodwor
factory or manufactured elsewhere but probably a mixture of féths 236, 237,

2-38, 239)

A.H. recalled many years later how his aspirations were given an unexpected boost at
the time of the 1896 Arts & Crafts Exhibition at the Grafton Galleries. He had
persuaded his father to put some of his designs on display in the shop window.
One day during the exhibition a wddhown artistcraftsman went in to Mr
He al seni or a maw ysuahavd somdifldrotureyiroyour \window
as good as anything at the Arts & Cr af
AThis was rather a shock for father. E

relented a |little®nd gave me more sco

What is clear is that bedstead makemuld not have been skilled enough to make

cabinet furniture so that when Ambrose turned to designing bedrooms he was forced

to look to outside sourcé&’ For instance irl897, rather than turning td.S.Henry

or one of the f i r miasufattureattek ifirstibedmaml suitesthe p | i e
had designed, Heal approached one of the leaders of the Arts & Crafts Movement,

C.R. Ashbee, presumably because he felt that here was someone who would
understand what was required. Ashbee, an architect by tranadget up the Guild

of Handicrafts in 1888 as a socialist@perative of East London craftsmen, that was

part school, part workshop, that perhaps now best known for its silverware and
jewel l ery made t o As hbutetheruraldglloi Chippgrg and f
Campden irthe Cotswolds in 1902.

29 The Star, Philip JohnsoRutting Art into Big Business, Sir Ambrose Hd#f" March 1936.

270 pat Kirkham ,The London Furniture Trade,170A870, Furniture History Society Journal, July
1988, p. 11, wrote:Within furniture making, the less skilled crafts, such as bedstead making and
chairmaking were at the bottom of the hierarchy. Near the top came cabakéng which was
considered superior to any wood working craft except carving.
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Fig. 236. Wooden bedstead No. 102 (AAD)

Fig. 237. Wooden bdstead inlaid with pewteo. 117
(AAD)

Fig. 238. Wooden bedstead No.103 (AAD)

Fig. 239. Wooden bedstead No.124 (AAD)
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When AH. went to Ashbee in 1897, however, the Guild was installed at Essex
House, Mile End Road, London andad a weHestablished cabinehaking
workshop. It is interesting to speculate what influence Ashdnd his makers had on
AHO6s desi gns . wholweote th€ debnithfe dbaoldgn Ashbee, suggests
t hat up to that periodnédsehbaeedéinagswd haea
proportion but maturing, and that the outpuis much like that of any small trade
workshop A few years beforghe woodshogad been earged from four to ten men
and at the Arts & Crafts Exhibition of 1896 the Guild displayed five pieces of
furniture that would have ensured their capabilities were well known. 1897 was the
year that Ashbee worked with M. H. Baillie Scott on th&erior of a palace in
Darmstadt, Germany, for the Grand Duke ofste and it was this experience
éthat finally settled the direction of
It was a squareiff style full of right angles; cabinets were treated as boxes
on legs; legs were more teh square in plan and met the body without
bracket s; and al most all furniture was
or moul ded %Any furtheré

CertainlyAH6s first designs were i n many ways
like, not particulary elegant way, and contained a number of details thadlaoto

be found in Ashbeebs furniture. One of t
Library contains a photograph of a cupboard chest that inisantof AW s St | ves
suite, having a hingeftap and typical hammered strap hinges and the indications are

that this dates from circa 196%. (Fig. 243, 244)AH6s Newl yn and Bus h
both featured a curiously shaped bracket detail that was alsedcan the mirror

frame. AHO s s k agh forthe dattes survivedut it would appear that this is

another detail that Ashbee alscused at a later date, because a green stained
bedroom suiteattributed to the Guild of Handicraft, was recently soldotigh

Libertys with exactly this feater (Fig.s 240, 241, 242, 243).

2L pAlan Crawford, C.R. Ashbee, Architect, Designer & Romantic Socia¥isie UniversityPress,
1985,pp 279-295.
2"2This piece (or another identical to it) was sold through the Millinery Works, Islington in 2007.
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Fig.24 0 .

The 6Busheydé6 bedroom|Fig241. Ambrose Heal
He al & Son catalogue 1897(the dressing table
manufactured by the Guild of Handicraft. (AAD). shape of mirror surround and brackets
legs. (AAD).
Fig. 24 2 . ONewl ynd dressing t a|Fig. 242. Dressing table in green stain

suite was also initially manufactured by the Guild of Handic
in 1897 although this example is a slightly simplified vers
made in Heal 6s own cabinet
mirror surround.(author) (upper part is a modern reconstru
by author)

oak sold by Liberty in 2005, attributed
AC. R. Ashbeebds Guil
shape of mirror surround. (Liberty)

Fig. 24 3 . 6St lvesd wardrobe,

Works).

Fig. 244. Guild of Handicraft wardrobe
1903. C.R. Ashbee (Millinery Works)
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On this rather scanty evidence one is tempted to conclude that if there was an
influence it went from A.Hto Ashbee rather than viesersa however unlikely this

may seenf’®

Three suites of bedroom furniture, manufactured by @&weld of Handicrafts to

AH6s designs, (216 Newlyn fumigated oak,
fumed oaki also available in ash stained green) were put goladisn Tottenham

Court Road in 1897Fig.s 245,246, 247). The St Ives suite, made up of a 3ft 6in
wardrobe, a 3ft 6in toilet table, a 3ft washstand and two chairs (made by Cox), sold

for £19 19s 0d and proved an instant success as the first suite was sold in April and

by the end of the yedl6 complete suites had been sold in oak with a further 5 in
green ash. The other two designs were more expensive, reflecting their size, and may
have appeared only in July (even though their model numbers suggest the reverse),

but four sets of each ofdke were also sold in the year.

Even though this arrangement seems to have worked weitigrely did not satisfy

AH6s needs or ambitions. One <can i magin
introduce other designs but found himself frustrated beches€&uild of Handicraft
workshop was fully occupied wWhatetehe Gr a
the reason, A.H.encouraged by the success of his first designs, was able to persuade

his father and uncle to invest in premises, men ariidkle later machinery to create

their own cabinet factory. In October 1897 premises were rented in Castle Mews and
C.V. Adams, up until then Ashbeeds forem;
it. Six months later this little unit was transferred to occupy phathe Tottenham

Court Road premises in Alfred Mews.

213 V&A National Art Library, Ashbee photd\lbums, RCLI42. For AH6s bedr aesign sui t e
sketch see AAD/1994/16/For Guild of Handicraft suite see Liberty Arts & Craftéay 2005

exhibition catalogue, f2.

2" AH. in his speech to the Royal Designers liodustry in 1952 recalled hote had been having

diffi culty getting his furniture made.
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Fig245. 621606 fANewlyno suite as made by Gui

made by Cabinet Factory. (AAD).

Fig. 24 6 . 6RUSeyd suite as made by Guild of

Factory. (AAD).

Fig. 224 7 . 62226 ASt . l vesd suite as made by
Factory. (AAD).
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The reason fothis manoeuvre is not clear unless at the beginning it was intended
that it should be a completely separate business. This could be a possibility because,
in 1895, Ambrose Heal senior had purchased the British rights for the patent
developed by an Amerioa John Staples, to improve the support of springs in
upholstery. His second son Harold (18/@49) was put in charge of what was
initially a tiny workshop under a railway arch in Deptford but which he developed to
become a thriving independent betanufaturing busines$ Staples & C&.”® Could

it have been theaft her 6 s 1 n t.K jubiar im chargeoof an indepeAdent
cabinet factory to be run in parallel? This hypotheséss unlikely however as A.H.

was the obvious candidate to follow in the foeps of his father and uncle ion the
existing retail and bedhanufacturing business, Heal & Son, when they retired.
Harris Heal had no children aentdtedthene of

business so Al., as Ambrose seni aostidlsme. el dest son,

Whatever the thinking, having established a woolsht was necessary for.lA. to

design more furniture for it to make and there is no suggestion at this stage that
anyone else contributed desigiifie new designs produced by the Cabinetdfsic

can be traced year by ye&n.1898 in addition to the three suites made by the Guild

of Handicraft the previous yeadesigns for a further four bedroom furniture suites

were introduced. Th&40fumed oak suite (which is most notable for its loritye

and the fact that the front apron on the wardrobe was of a shape that wase bec

typical feature of H6s wor k f or many e¢leaatexpendive atr e af t
16 guineas(Fig.s 2-48, 249). As well as a walnut suite (249) there was the

Ofel sead f umed(Figsa2ib0, &51) but enos( rerdatkable was the
®R46Pewt er I nlaid suite, subsequéimgsldy knoyv
52, 253). This last, reflecting the amount of work involved with the pewter inlays as

well asthe particularly fine work required to make the different components and the

mahogany used, was priced at £60 and none were sold in that first year. It is a design

27> gee Peter BrunskilFifty Years at Staples CorneBtaples & Co, 1976. Also conversations with

David and Christopher Heal, sons of Robert G Heal
death, suggest that Hardtkal was an even more awkward character than his elder brother Ambrose.

Family lore recounts that Ambrose senior was obliged to set up Harold in business separately to keep

him out of the way of Ambrose junior! For a description of Harold Heal see Johimr, Clinging

to the Wreckage/Veidenfeld & Nicholson, 1982.
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No. 240.
WASHSTAND.
-

3-ft.
Fumed Oak Washstand,
tiled top and back---cup-
board under.

£4 10 0.

No. 240.
TOILET TABLE.

-

3-ft.
Fumed Oak Toilet Table,
hammered steel handles.

£+ 50
-%

No. 240.

24-in. by 16-in. Toilet
Glass, in Fumed Oak
Frame. 30[-

Fig.248. 062400

Hanging

cup

Fig. 24 9. 624006 was h
table,1898.

0. 242. “CHELSEA” Wardrobe. % <

=

No. 242.
“CHELSEA™
Toilet Table.

R

3-ft. 6-in.
Fumed Oak Toilet
Table with Mirror,

hammered steel
handles.

4
“CHELSEA”
Washstand.
-
3-ft. 6-in.
Fumed Oak Wash-
stand, with tile top and
backand cupboards
under.

-~
£6 6 0.

Figg250. 062420

AChel

seaodo w

Fig. 25 1 . 624206 fAChel
washstand.

Fig. 25 2.
(Millinery Works)

062460

iFi

ne

Fea

Fig. 25 3. 624606 A Fi
table, 1898. (Millinery Works).
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that through the tall narrow fielded panelf the doors stresses verticality in a
Glasgow Schoomanner. Thisis also emphasised by the central portion with its
impression of a high chest surmounted by a small recessed cupboard. It is surprising
to discover that in reality this wardrobe is only 5ft 8in tall.

In addition to the suites a fewdividual items were introducethe B906fumed oak
wardrobe with yin/yang hammered steel hindégy.s 2-54, 255), a couple of
bureaux (303 and 304) with longab hingegFig.s 2-56, 257) one on a standhe

other above a cupboard, and a little two drawer writaiglet to match the Newlyn
suite(Fig. 258).

It is worth recording that having taken back his bedroom suite ddsignake in his

own factory, AH. did not abandon the Guild of Handicraft completely and in 1898
they made el even 06235 Mansfieldé 3ft 6in
new design introduced that year, but from 1899 they no longer appear as a supplier to

the firm.

As an indi@ation of the seriousnessoflA0 s commi t ment to making
a special catalogue was printed in 1898 in which his designs were illustrated by
drawings by C.H.B. Quennell, architect and draughtsman, around an article by
Gleeson White editor ofhe $udio (see 3.3.1.1)

Right from the beginning speci al order s
output. On the whole these tended to be variations on existing designs but some
things bore no relationship to stock items. In 1898 the most nofadxteasorder was

for furniture for the Mary Ward Settlement building (then known as the Passmore
Edwards Settlement) that had been designed by Cecil Brewer, which included a large
twelves i ded | i brary tab/PP®Figa58) a conductor 6s
The designswhi ch formed the basis of Heal 6s
production had varying degrees of success. @48 walnut suite at £40 never took

off and was sold off the next year and not repeated; the rather @irkldBushey in
mahogany limped oror a few years and few were sold, but most of the others

formedpart of the range for nearly ten years.

2’8 photographs of the table are dated 3£@8Bthis 5ft 9in x 4ft 4in gatieg table in fumed oak for the
Passmore Edwards Settlement was one of the items made whilst the factory was Md&vestle
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Fig. 254. 063900

(author)

combinat

Fig.255. 639006 hinge dg

| ] A

Figg257. 63046 bureau,

Figg256. 063036 bureau on
WRITING TABLE. <&
& 8

1

Fig. 25 8 .  @ri3irg) Table, 1898.

Fig. 259. Large gatéeg table for Commor
Room, Passmore Edwards Settlement, Mg
1898.(AAD)
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The best seller was th@®220 St. Ives suite in fumed oalf which some 200 were

sold between 1897 and1910 (when it was finally dropped) although, in common with
the other ranges, 90% of these sales had happened before the end of 1902. The most
notable single order was for 27 sets of the St Ives design sentete8wn 1899 to
furnish the Hotel Standard in Norrkopping, Sweden. @22 St Ives bedroom was

also available in green stained ash but this was much less popular; approximately
thirty suites were made in this finish before it was dropped in 1904&#bBérange

in fumed oak (which never seems to have been dignified with a name) was also
selected for the Hotel Standard and 27 sets of this were sent to S\Weddy. this

suite was kept in the collection until the natidenties is unclear as total sales & th
cupboard amounted to 118 of which 88% occurred before 1903 and the last one sold
seems to have been in 1912. T&66 Newlyn suite proved popular despite its size

(6ft wardrobe) and price (£45)emaining in production until 1908 and here again
86% of he 100 or so suites made wereddlefore 1903. The rather heawpking

@426 Chelsea suite was less popular with only 35 wardrobes being sold before it was
discontinued in 1910 and 77% of these were sold before 1903. The more spectacular
®4606Fine Featbrs suite of mahogany inlaid with pewter was understandably a rare
bird and 22 were sold between 1899 and 1907. It became available in oak in 1900 of
which 25 sets were sold before that too was discontinued in 1907. For both versions
in excess of 70% wemold before the end of 1902.

With its interesting metalwork thé8906wardrobe proved fairly popular as 49 were
sold before it was discontinued in 1903. Production figures for the bué@agxand

@046 were both limited to the low twenties before beimgpped in 1908/9 but the
@050 writing table proved more popular with a total of 65 being sold over twenty

years.

In 1899two further new bedroom suite designs were added to the Heal factory range
the very simpledl476 available in mahoganfalso later m fumed oak and walnut
(Fig. 260) and 2826 in both fumed and green stained d&kg. 261). The latter

shows that AH. at this stage was still trying to find his own style and here he had a

2" For a description of the substantial order for the Hotel Standard, and how it was olstsned
Oliver Heal,Ambrose Heal and Sweden 1888rniture History Society journal, 2004.

145



go at the then <commer ci®aMore firmlyploaged orar A Q1

traditional lines was thé1016 chest on stand in fumed oak reminiscent of late 17th
century examples, but using Arts and Crafts style metalwork, showing that he was
not only aware of current design trends but also historical precedent.

As already mentioned the nmjevent of the yearwasiA6 s success i n obi
order to furnish the Standard Hotel in Norrkopping, Sweden, which must have done
much to establish his credibility within the business. The factory was well
established and busgranching out to make gateleg tables (464 and @d§) 2-62)

illustrated in the revised catalogues well as a little occasional table (462) which

sold well for 1 guinea. In addition to the substantial quantity of hatshelves made for

the Hotel in Swed®a notable special order was for a large fumed oak sideboard and
seat made for the Worshipful Company of
which, sadly, appears to have been destroyed by fire in World VW&t The 54

benches with heaghaped splatsnade f or Mr Ringborgds hot
manufactured by Heynes as presumably the Cabinet Factory was fully taken up at the

time with the bedroom suites.

Another notable event wask exhibiting, for the first time, furniture at the Arts &
CraftsExh bi ti on Societyds 6th exhibition tow
an oak bureau (probably 308see 1900) and a mahogany wardrobe inlaid with
pewter (probably 246 Fine Feathers) he s
had been made by Cao(see Key Supplierglrig. 2191) The wardrobe, made by G.
Ravenscroft senior in the Factory, was sold for £37 G8%d.

The new bedroom suite desi@B2was not very successful and was discontinued
within a few years as were the mahogany and walmsiores ofdl4 70 but in oak it
continued to sell until 1908 by which time 22 sets had been made.

®For more information on the Qu§ufRBumitute F8rityd ed see
History Society journal, 2003.

191t was sold for £73.0.0nformation about the destruction of Carpenters Hall in May 1941 provided

by Julie Tancell , Ar c hmaill0.82t2003.Car pentersé Company.
280 Matthew DenneyArts & Crafts Furniture and Vernacular FurnitureynpublishedPhD thesis,

BCUC, 1997. A.Hin his speech to the Royal Designers for Industry claimed he had first exhibited in

1896 but this seems to be incorrect.
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Fig. 26 1. 62826, 189K(MHES|Fig.262. 64650 gateleg t|
catalogue) above is version from 1899&S catalogue)

Fig. 26 3.
(Liberty).

64016 chest

" Fig.264. 06235050

Cabinet Factory(H&S catalogue)

AMansfiel
by Guild of Handicraft in 189&nd subsequently b
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The #1016 chest(Fig. 2-63) proved quite popular with 14 being sold in that first year

of production (total sold 4D 72% before end 02), whilst a little 2ft occasional table

for 1 guinen was a good filler piece of which over 160 were made before it was

finally dropped in 1917. Thé&35 Mansfield gents wardrob@ig. 2-64), made the
previous year by the Guhotdsed Waeade cirtaafd.c
production until 1906y which time a total of 75 had been made including the 11

made in 1898. (86% sold before etf¥)?2).

The making of the 0304 dnoRsgnificant eentifarthe t i o n
Factory in1900 (Fig.s 265, 266, 267, 268, 269). As an exHhbition piece it was

fairly extravagant both in scale and designcomparisonto AHhs previ ous w
making use of pewter, holly and ebony inlays. Its style shows a notable move
forward compared to the first s wihttes and
polygonal central bovironted chestThis major suite (both in size and range) was

valued at in excess of £360. The wardrobe, toilet table, washstand, pedestal, clothes
horse and three chairs alone were priced at £250 and after being exhili@dsin

and a year later in Glasgow, they were returned to stock where they remained until
1907 when they were finally sold for £125. Perhdps might partly explain A.H. s

jaundiced view of international exhibitions when he gave evidence before the
Intemational Exhibitions Committee in 1907 where he stated that Paris had been of

no benefit to the firni®*

In commercial termsl900 was a bad year for Alls new desi gns. Al
bedroom suites, 01856 Audley in fammed oes
wal nut , 031006 in oak Queen Anne ,alyyl e ar

had short lives but as no illustrations seem to have survived it is hard to gauge why
this might be. Even the 063086 bureau whi
stockbook, (although it seems I|ikely this w
Arts & Crafts Exhibition as it is recorded Best fumed oak (arts & crafjswas not

a success and only 3 were ever sold, although asimpl ver si on, 63096 i

81 Minutes of Evidence, International Exhibitions Comtendt, 07.03.1907, reproduced in J. Brandt,
Sir Ambrose Heal, Lifting up a Standatthpublished dissertation 1993.
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with hammered iron handles, sdidtter (a total of 16yemaining in the range until

the First World War.

More significant for the longer term was the introduction of the first two dining table
designs (Nos1l & 5). No.1l, a mahogany cottage table only sold two before
disappearing from the recordshereas No. 5 in fumed oak was in production until
1909. A total of 26 of these were made along with a number in special sizes that

included eight supplied to the®ndon Fever Hospital.

Amongst the special orders made by the factory that year one notes with interest a
mahogany inlaid bureau for a member of the Heal family, a fumed oak table and
sideboard, both inlaid with ebony and pewter, for Mr Angus and fiveobets with

large wardrobes for a Mr Corderoy. One of these was a complete suite of an inlaid
mahogany version of th8105Queen Anne design that cost £118, another was an 8
foot wide mahogany and pewter wardrobe, whilst the others were made in fumed

oak,unpolished oak and green ash.

In 1901, one new bedroom suite was introducé&#%in fumed oak) whictbegins

to show signsof H6s mature design style. The cor
still has hammered steel handles but the proportions of thendasig whole have

been refined to classical sobrigfyig.s 2-70, 271). Three versions o
wardrobe ¢148 1165 41189 and another writing tabl€g119 were also added, and

there is a note of a dressing chest\iorArbo which seems to hve keen a oneff.?%

A new departure was the making of a sideboé@16fumed oak 4ft 6in) marking a

further slow broadening of the range, as did the 5ft séR0£).

Amongst the special orders made in 1901 was a fumed oak, pewter inlaid, Steinway
pianofote case made for a Mr Johnson for £110. Some member of the Heal family
commissioned more mahogany inlaid pieces consisting of a bureau, a china cabinet
and a cupboard bookcase (it seems highly probable that these are the ones illustrated

i n Jer e myookVvictorame and Edwardian Furniture and Interigrp 240)

(Fig. 272), a 4ftfumed oak chest was made for Voysey, and Mr Corderoy ordered a

further 7ft mahogany inlaid Queen Anne wardrd®®0G However the major order

282 AH was known in the early days of his career as Mr Arbo (his boyhood nickname) to distinguish
him from his father known as Mr Ambrose.
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Fig. 272. Oneoff pieces in inlaid mahogany, 1901. The motto inlaid around the top of the central G
reads:As bees from flowers, do thou fronoke.(Cooper).
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Fig. 273. Bench, Reigate town hall, 1901. (Mclnally)

Fig. 274. Pen & ink design fo
Mayor 6s chair,
1901 (AAD).

Fig. 275.1901 De k i n
dr awer stamped
of legs not AH style.(author)

Par |l
So

Mayor 6s

6He al &

Fig. 276. Pen & ink design for EX
Mayor 6s chair,
1901.(AAD)

Fig. 27 7. 1901, May or 6 swvn leah,
photographed as displayed on staircase in 2006. (author)

Fig. 278. Reigate town hall facad
by architects Mackintosh an

Newman, 1901. (author)
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of the year washat received for the furnishing of Reigate Town Hall jheinbeing

built and br which 30 pieces of cabinet furnitufgee Appendix/Il for list) were

made as well as quantities of widtered chairsnpo Heal records survivéor the

chairg. This represents an interesting departure because inspection of surviving
pieces still in usen the Town Hall andhe pen and ink designs held at the AAD
leads one to conclude that in this instance élesal werking to designs provided

by the architects, Macintosh and Newman, themselves. One of the items made, the
large 14ft x 4ft table, was kbthrough the Brightotbased Art & Crafts specialist

Mark Golding in the last few yealsit many other items remain at Reigate 3.

73t0 2-78).%%°

In stylistic terms1902 was an important milestone inl A6 s devel opment
marked the introductionfahe chequered stringing that he applied not just to his
furniture but also to advertisements for which he was henceforth respdfisibiee

new bedroom suite designs carried the theme in different variations for different
pockets and differenttastesh® 63476 i n fumed oak wi t h
is notable for its lack of cornice on the dwarf wardrdbey. 2-79), 034806 wa s
perhaps conceived for exhibition purposes in Silver Wood inlaid with pewter and

bl ue wood and cost i rog shAalled scalevahddesseeapensive3 4 9 6
at £50 in inlaid Silver Grain wood. One of these two was displayed at the Arts &
Crafts exhibition in 1903 and tharchitectural Reviewdescribed the handles as

having adull silver finish with purple enamelled baplates concaved and sunk in

the woodand noted the slightly canted back wings of the wardf®be.

036306 and 063646 were both in inlaid fume
doorsof even width and a two drawer base, on inverted acorn feet, sliglidgr w
than thecupboard part, whilst the latter had slates, rectangular fieldeplanel

83 John Mclnally, Conservation Officer, Reigate & Banstead Borough Coundcilaieto author
04 . 02 .ThedT@®VBN.Hallfivas designed in 189&y Hugh Macintosh and Reginald Newman and
was completed in 1901. Built in the Arts and Craft style, in a Renaissaaierer, with red brick in
English Bond and Welsh Green Countess SlafEke 14ft table was sold ca. 2005 but was still
illustrated orwww.achome.co.ukn February 2007.

84 Eric Mercer,Furniture 700i 1700,Weidenféd & Nicholson, 1969, p. 36, notes thatmosaic of
light and dark woodsand inlays inchequefwork and herringbone patternscan be found as
decoration as early as the thirteenth century.

28 Architectural ReviewApril 1903.
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doors and incorporated foburt odirlasme rtsahblne t
stand have for the first time simple pi
exhibited at the 1903 Arts & Crafts Exhi
by the A.C.E.S. for its exhibition in Christchurch, New Zealantid06 after having

appeared again at the 1906 Arts & Crafts exhibition at the Grafton Gallery, London

early in the year(Fig. 2-81, 282, 283, 284)

Of the 0634706 twelve were made before it
were sold in the firsyear but thereafter only a couple more were médg;4 96 s e e ms
to have beenaomef f t hat was not repeated; 03630

until 1911 despite little more than half a dozen of each being sold over the period.

Another dining tablen fumed oak, design No.6, was added to the range that was
available in two large sizes (7ft x 3ft 6in and 8ft x 4ft) of which a total of 17 were
made up until 1911. Another sideboad0X) was also added of which 14 were sold
up to 1906 and a more expve larger inlaid sideboard461 4 sold) as well as a
7-day striking clock

Amongst the special orders of note was library gargeand shelving foe Mr. King
for £110 and a budin bedroom for a Mr. Cadbury. The fitmefar Cadburywas
made ofbest pine japanned white with Havana cedar intedad a table, toilet table

and chairs were also supplied, all for £245.

After the introduction of so many new lines in the previous year it is perhaps not
surprising that in1903 there were few new rangesthough they were quite
significant a qRigi 28%) wams sunusudl with itsosplagdd Gvardrobe
front taking up an idea used previously by Lethaby and Baillie Scott who were no
doubt inspired by late 16th century court cupboards of this sfialkde in fumed

oak it was described in the catalogueshghtly inlaid and the toilet table had an

adjustable octagonal mirror, a shape that became a Heal favourite. More original was

2 For canted front wardrobetatr i but ed to W. R. Lethaby and Bail |l i
Andrews, Arts & Crafts Furniture,Antique Colkctors Club, 2005, p 77 and 20, 121. For 1%

century canted front oak cupboard see Ralph Edwatds Dictionary of English FurnitureCountry

Life 1954 reprinted by Antique Collectors Club 200@). 1I, p. 190.
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the 0637206 bedroom suite as t hucklelatobhds onl vy
but introduced a new timber to the rarigeaweet Spanish Chestnut, fumigated to a
pleasant gresbrown tone and left unpolish€Big.s 2-87, 288, 289).**” This timber

must have become available in some quantity at a reasonable price atitiusape

Heal was not the only maker to take it up: both Romney Green and Peter Waals also
exhibited items in chestnut that yé&t.AH6s desi gn and the othe
from it later are perhaps the most aesthetically pleasing of any that he pvaduoe

being very soberly, simply, classical yet with Arts & Crafts touches, such as the
latches and squashed heart drawer pulls, to give warmth and homeliness,
characteristics no doubt enhanced by the warm colour of the timber. The only
weakness was trepplied moulding to the door fronts but there was evidently a need

to get back to a more reasonabl-mparkeggr i ced
designsand the 0637206 at 19 guinea#2ddwaki eved

also introduced in funteoak with a marble or tiled top.

The 0637106 suite st ay dawkentiesnby whicketime mftatppe unt i
had put its price up from £35 to £95. Over the period sales trickled on with the
wardrobe proving more popular than the rest of the sAiteotal of 24 wardrobes

were sold of which more than 60% went k
wardrobe 30 were sold over its production span (plus another 7 in polished chestnut

in the first couple of years) so it was a bit more successful, with Tabogse sales
coming before 1914. hithaemaived an, odditynM. wase 06 3 7 1
able to develop the theme he had started
collection of items in chestnut with the same design features, in subsegaent ye

87 |Introduction to Heal & SorSimple Bedroom Furniture Catalogue905 p 12.
28 5ee Matthew Dennewrts & Crafts Furniture,PhD thesis unpublished, BCUC.
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2.2.2Mature Designsi 1904-1917

Although the etments that make up Adls mat ur e design styl e
since the turn of the caury, by 1904 they were firmly in pla@nd any 19th century
detailing,such as hammered steel handhes] gone; his designs from that year were

to make wup the core of the Ohome produc
First World War. It is not pasble to say dfinitely what motivated A. to return to

the drawing board with a vengeance in 1904 but there was certainly a commercial
imperative as the original group of designs were no longer popular and in need of
replacement; the Heal retail busin@ssa whole was showing signs of decline again

after years of formidable growth at the end of the previous century and Cabinet
Factory sales weralso starting to reflect this. divever it might also be partly a
reflection of an improvement ihis personalife; his first wife (Rose Rippingille)

had died in 1901 leaving him in turmoil amdth a young son to care for.uB in

1903 he had met the woman (Edith Todhunter) who was to become his second wife

in 1904 so personally he was on the up.

It seems safentascribe all the designs produced by the Cabiaetiofy in this period

toAH.as there is no evidence of anyone el
business and family responsibilities. He was appointed Joint Managing Director in

1907, when the ifim was transformed from a partnership into a limited company, and

Chairman in 1913 following the death of his father.

I nterestingly these 6émature designsd did
as some of the earlier ones, despite increasedrategand sophistication, but in part

this must just be a reflection of a less beneficial economic climate. The period is
particularly notable because, in parallellwibore upmarket designs,H developed

atthe sametima @A Cott age F urtonprovide tegs@xpensivie buestilt i o n
well constructed furniture as an alternative for less wealthy clients. Some of his most
6revolutionaryé designs stem from the |
through their simplicity, remained appropriate goapular for twenty years and
therefore are amongst the most common items to survive to this day. At the same

time this was the period that withessed the expansion of the business away from
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being purely bedroom specialists to increasingly include furniturdhe other rooms

of the house as well.

Many of the more upmarket models appear to have been designed with Arts and
Crafts exhibitions in mind and were virtuoso displays of craftsmanship in that spirit

It is interesting that A.Hhimself must have felthese represented the peak of his
own achievements as not only would they be revived as exhibition pieces in the post
war period, but also he bequeathed some to the Victoria & Albert Museum in his
Will.

The first introduction ofl904wa s ¢ 3 8-®naket dumedwak bedroom suite

inlaid with ebony and pewter to retail at 60 guineas. This was not a suwgegsg

no orders until the showroom set was finally sold off in 1911. The next was an
extension to the unpolished chestnut range by the additionhoé 66 3u3d t e and
3-door, 3drawer wardrobe which watill only a modest 5 feet wid@ig.s 2-90, 2

91). Then he created a basic fumed oak suitec at al ogued as fASch:
(893 that consisted of a 3ft wardrobe, a 3ft dressing chest,Gari2ftash stand and

one chair for just £18ig.s2-96,297). The next two modestl y ¢
and 64026, were not just available in fu
as Colonial Mahogany that was about 10% more expensive tharbuwaless

expensive than traditional mahoganies, havingegy attractive brown mahogany
colouréfinished with a soft dul | pol i sh
graining, and yet gives a wearable fini@fig.s 292, 293, 294, 295) The handles

used were especially designed and hiael colour ofold brass and these were also
common to the final suite, the 0404606, K n
renamed Yattendon, presumably to fit in better with the more modest aspirations of

the clientele(Fig.s 298,299) The 040406 was essentially a
036306 friofmrl9%0x2Zampl e the 6363&t wdrhar oobded
wardrobe was £2As i ndi vi dual wardrobes that coul
these suites thenwas a 3ft 6n, 2door c hest nu't wardrobe (428)
suite(Fig. 2101) and a 3ft6in,-da oor f umed oak wardrobe (4
suite(Fig. 2100).



6 tdilet2 table, chestnu
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In commercial termshese new introductions were sldatake off but they included

models that were to form the backbone of the range until the First World War and
that would continue to be made for over
example was modestly successfuo mpl ementing the 0637206 fr
and selling equally well. It remained available until 1927 although three quarters of

the 35 toilet tables sold were made beford 9. The compl eqdoomt ar vy
chestnut wardrobe without any draweras discontinued after a couple of years after
only two had been sold. The basic 063936
1907 after only half a dozen had been mad#hough the design of the dressing

chest was to reappear later slightly modifie on sever al occasions
suite was moderately successful as was
offering more choices (two sizes of washstand and three sizes of chest of drawers for
example) but it is notable in both cases that the fumak version outsold the
mahogany version by a ratio of approxi mal
range in oak were the 3ft washstand of which a total of 104 were made before the
mid-twenties (77% before 1914) and the 3ft 6in chest of dra{rsmade, 87%
before 1914) which compares to 31 wardro
is remarkable in that this 1904 design was kept on the showroom floor right up until

the Second World War. The commercial justification for this is not evidesgd as

only about thirty suites were sold (including one in mahogany in 1906 and one in
special burr oak in 1926). Three quarters were sold before 1914 and the balance went
before 1921 sone can only assume that A.tdlt this to have been one of his sto
successful designs from an aesthetic point of viElwe complementary 3ft 6in two

door wardrobe 042906 was much more succe
mahoganyi of which 14 in Cuban mahogany) before it was dropped in 1927 (61%

of sales prior t019).

15¢



393. WARDROBE.

l:—/\

]
@

@ ]
X
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The only notable special order of the year was a 5ft unpolished oak writing table for
Mr Arb o 6fficewhich cost £3XFig. 22102)?*It is known that AH. was invited to
exhibit a stand for the display of playing cards at the 1904 St Louis Exhibition,
U.S.A., but no trace of it being taken into stock at Tottenham Court Road has been

found so peraps it was sold direct from the exhibitiof.

1905was the year of the Letchworth Garden
event that was to have tremendous i mpact
marketing strategy. Among the notable intraduicons was t he ONo. 7 @
unpolished oak, 6ft 6in long and only 2ft 6 wide, that remained in production until

1937 by which time in excess of 500 had been made, making this the most successful
model to be made by the Factoryét thirds of thesales occurred before 192Bg.

2-104). This model highlights A.H. s production strategy W
involved the use of subcontractors to manufactiealdesigned products. The-in

house facility was excellent when top quality work in small ¢tiaa was required

but when price became critical or quantities rose he had to look elsewhere. In this
case, although tables were produced by the Factory in 1905, by sometime in 1906
(see 1906 below for probable reasons) capacity was insufficient atabthe were

made by Mansfield (who also initially made tables.IN#®6 and ®§ for the next

three years, but with the Factory still fulfilling orders for special sizes and finishes.

From 1910 to 1927, Na¥6 (now generally known as the Letchwth diningtable
althoughnoc al | ed t hat by Hé&&hdid as made agaigin wi t h
the Factory before being put across to the Page workshop. The 6ft long oak bench
(No. 506) was lao made by the Factory at firstubcontracted for a few years, befo

being manufactured in house agaiby 1937 over 150 of these had been sold. The

chairs that were almost invariably sold with this set were always bought in from Cox

of High Wycombe (see Key Supplie?s3.5.]). Another significant introduction in

1905wa s t he OBtk 6inloaktsidebaare also displayed at Letchworth,

289 This is thoughta be the desk removdtbm what had been Ald.s of fice in the 197
the office had been used following his death by the Finance Director, Mr D.A.W. Hamilton, its
furnishing had remained unchanged. The desk was moved to Baylins Farm wherensremai

2% The original design is preserved at the Archive of Art & Design, AAD/1994/16/797

161



of which 117 were made by the Factory until 1926 (although here again Mansfield
may have been involved, the record is not completely tléaey certainly priced to

do the job i 1910 being about 8% cheaper than the Facfdhy).was offered in
three different finished.eft quiteplain for scrubbing, £6 15s O@iled and waxed

£7 2s 6d, Fumigated to any shade and waxed polished £7 33n@dof these is
preserved in the Chelteaim Museum(Fig. 2-105).

With all this activity around Letchworth (which also included getting bedroom suites

made elsewhere) it is not surprising that the Heal Cabinet Factory range of bedroom
furniture was not much extended. A thrdeor wardrobe versio of the previous
yeards 0640106 was introduced (640906 the Y
year later it was available in fumed oak (from 1923 limed oak) as well, and true to

form, this sold better (28 mahogany toilet tables/43 oak toileesatwer a twenty

year period) . Additionally a coupl e of
coordinated with the previous yearos ran
and design features such as the taper column legs and the recessed square. moulding
The 643206 6gents wardrobe/ cupboard on st
at the 1906 Arts & Crafts Exhibition and by the time it was finally discontinued in

1927 some 97 had been sold (66 in oak, 18 in Colonial mahogany, 13 veneered in
Cuban mahoany) (Fig. 2-106). The 64336 with its pract
the cupboard proved even more popular and 128 were made over the same period of
which 70% (92) were in oak, 12 in Colonial mahogany, 20 veneered in Cuban
mahogany and 4 in the late tvirzs were made in fiddleback mahoggRig. 2-107)

Two new bureaux in fumed oak were introduced with the same design detailing as

the cabinet$ one (B259 with a writing slope and the othaB269 with a fall front

(8 of the former and 12 of the latterere made over 15 yeardjig. 2103)and two

new small writing tables®@27and®828) al so appear ettddwitiir he 0 3
the novel feature dhk pots that rose automatically when youwiled the top towards

you (only 10 were made over 15 yeals)t the simpler, smaller and somewhat
cheaper 0632806 sold better ( 4 & mamodany, 15 m.
were sold between 1905 and2By(Fig.s 2112, 2113).

#1There is a gap in the Cabinet Factory production of this dresser between 1908 and 1912. It seems
probable that Mansfield made it during those years.
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Fig. 2102. 1904 special orddr desk for Ambrosg Fig. 21 0 3. 1905 writing
H e a owd sffice (Author) 63256( AAD) .

Fig. 2104. 1905 No. 7 dining table (Milliner] Fig.21 05. 1905, (H&Sdatalaguell r e

Works)

4

Fig.2106. 1®05gewv¥s8 wardr|Fig.2107. 1905, 0643306 gen
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No new complete bedroom suites were introducetPd6 but the Factory was busy
in the first half of the year producing 103 sefsthe birch suite that A.Hhad
designed especiallyfor the bedrooms of the King Edward VII Hospjtah
tuberculosis sanatoriuat Midhurst which opened in June that yg#&ig.s 2114, 2
115)***Thedé Nu r s i n rgcor@ied,mmder éhe hadle Dust Proof Furniture that

Heal & Son have aimed at avoiding angp for dust and at making it possible

to readily clean every part. The wardrobe is made with a smoothcemiar

top; dressing table and washstand have glass surfaces which can be wiped in a

moment®?

However one very significant addition was maddhe chestnut range of furniture

in that the 064126 O0chest of drawers with
t he o6owl c a b (Fig.e108))Althaumts thissadpeagsdn the 1905 Simple
Bedroom Furniture catalogue and it was displayed aAtte& Crafts exhibition in
January 1906, (so must have been designed and made in 1905) it does not appear in
the cabinet department stockbook until 1906 in which year 5 were sold. It remained
in production until 1927 by which time a total of 80 had bgeldi 56 in chestnut,
19 in fumed oak and 5 (in 1925/6) in weathered oak. Another cabinet that also
appears in the 1905 catalogue and was also shown at the 1905 exhibition held by
members of the Junior Art Workers Gdildand at the1906 Arts & Crafts exition,
was t he 064 1l évhich hgais shows now #.KBaught inspiration from
the past to come up with solutions to contemporary furnishing r{Eegis2-109). In
this case he has returned to late 17th century/early 18th century shapes readterpret
in a simplified manner. Onlywelve of these were ever made of which 9 were in
mahogany and only 3 in oak. The 6Cottag:
addition of a 4ft fumed oak settle with storage space under the seat (509) but only 10
were soldbefore it was discontinued at the end of World War (Big. 2-110).

22 The archives othe Sanatorium are now held by West Sussex Record Office but are not sorted or
catalogued and therefore not available for consultatiematt from Richard Childs, County Archivist
23.09.05The architectwas Ald.s cousin H. P e r c y asdgisthat Qsarlewidotdéni ng wi
and Gertrude Jekyll who planned the gardens.

293 The Nursing Time®4.02.1906.

At the Junior Art Workerso6 Guild exhibition AH
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Fig.2108. 1905/06 041206 dFig. 21009. 1905/ 06 064
(Millinery ers) (AAD)
Figo2110. 650906 settle 19 Fig.2111. 1906 05106

plate rackd 5 GaBode. (AAD)

Fig.2112. 0632706 writing
top fitted with automatically rising ink pots.

t

Fig. 2113.632806 writing

catalogue)
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Fig.2114. 1906 fiHygienic Furnitured in birch f

Fig. 2115. AH6 s o r i glisketehlfor theesanatorium furniture. Note detail of curved interior cg
to wardrobe to avoid dust trap. Interiors were also to be polished, wash stand and pedestal to |
glass tops, handles to be gunmetal, finish was to be mahogany colourAfldBi%e AAD/1994/16/824)
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More significant was the introduction to
4ft unpolished oak dress@ig. 2111)and the variation on it with curtains instead of

d oor s, botihesé Gvere made mostly by Mansfieidtil 1912, after which

production was taken back in house. They then remained in the range selling
consistently until the mithirties. Because early production was -sointracted the

tot al guantities sold (appr orethgughttblwer o650
understated by at | east twenty percent.
thirties as model no. 610906 and this rel

The year1907 was marked by a singular lack of creative input in termsef

products for the Cabinet Factory which probably explained by AB.s attent i ¢
being taken up by corporate administrative matters following the death of his uncle,
Harris Heal, and the decision to turn the business into a Limited Company. The only

new bedroom suite introduced was the 045
moderately successfublthough again one sees here repeated the pattern of the
dressing chest and wash stand proving to be more popular than the wardrobe, (23 of
each sold empared @ 8 wardrobes between 1907 and®4p Amongst the special

orders was a fumed oak bedroom suite at £29 fitted with oxidised silver fittings for

Mr Wright.

Two of the three new bedroom suites introducetidf8may perhaps be taken as an
indication that sirple modern furniture was not proving sufficiently popular and that
it was necessary to explore other styl e

Jacobean ste but neitherwaasuccess onl y half a dozen sets

before the War and dltough 64956 | ingered on in the
suspects this was just because of the difficulty of selling off the last of the five sets
made. Wi th the benefit of hindsight it i
distinctive AH degy n , 049406 -ercutahtoilat takle ande wash stand,

proved more popular being made up until 1916 in oak and from then until the mid
twenties in chestnut. (90% of the production is-p#@1 and nearly half pi£916).

One of the wash stands was #xied at the 1910 Arts & Crafts exhibition and was
sold from there complete with a backcloth hanginggihesi and embroidered by
AH.6 s wi f(leig. Z1d6) Ashusual with A.H. designed furniture much thought
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went into the practical detailing and inighcase C.H.B. Quennell observed, in an

article forCountry Lifeentitled TheCase for Modern Furniture, that
éthe absence of angles making it very
Jacobean or Georgian, Elizabethan or Adam. The designer thought that a
semici rcul ar front might make it wuseful
the proper place to take the weighteéelt
hanging that would save the wallpaper and be removable for washing was a
good i de aé B utandisfof nd datedsstyle; & lsak the merits of those

mentioned. It has been designed to suit its purpBse.

One new inlaid fumed o0ak 199%gdricee at £58, o2 1 6 , \
which 4 sets were sold by 19{6ig. 22117) Itwas verysimila t o t he ear | i
range but the wardrobe stood on a solid plinth and the inlay on the front was slightly
different. It was exhibited at the 1910 Arts & Crafts exhibition and Quennell noted
that it was very satisfactory ameell proportioned showing #t
There is again evidence of abundant knowledge of style, but the designer, while
keeping to the traditions of his craft, has expressed his own individtrality.
In 1920 it was reintroduced briefly with larger toilet table and wash stand than
originally (4f t instead of 3ft 6i n) but only a
mahogany suite was described as 401 whic
still available and selling better than this newcomer which was dropped after four
years and only very fewales. The next suit€b3) in inlaid mahogany was a real
6tour de forced being priced at A120, wi
stand. It too was displayed at the Arts & Crafts exhibition and C.H.B. Quennell
commented of the wardrobhdt it
€eis a very stately piece of furniture
on the pleasant grain of its veneers
eighteenth century furniture it is not in any way a reproduction; rather does it

verysuccessfullgarry on the traditions of that time, and is thus suitable for

2% C.H.B. QuennellThe Case for Modern Furniturein Lawrence Weaver (8, The House and its
EquipmentCountry Life, c. 1910 (undated)pp4-60.
2% C.H.B. QuennellThe Case for Modern Furniture,
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Fig.2116. 0 4crculér washstand 190§
photograph is of model exhibited at 1910 A
& Crafts exhibition with hanging embroidere

Fig.2117. 065216 wardrobe
Arts & Crafts exhibition(AAD)

by Edith Heal. (AAD).

Crafts exhibition. (A

Fig. 2119. wardrobe in mahogamand black, part
of bedroom suite. (AA

Fig. 2120 . 64230 cupb

1909.(AAD)

Fig. 2-121. another unidentified variation on t
above theme.(AAD)
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smarter folk than would use the oak ch&f¥ir Gimsor?®’

So it is interesting that M. has deliberately moved from his more usual source of
inspiration, the late 17th and early 18th centuries, to a modern interpretdten

more classical, Sheratdayppe design, for an effect of grandeur. Farcls an
expensive model it is an achievement that 7 sets were sold altogether (4 before 1914,

1 in 1917 and another in 1920 with the showroom model finally being sold off in
1934). These in turn give us an insight into inflationary pressures of the times;
initially priced at £120 this had increased to £140 by 1916, to £250 in 1918, to £315

in 1921 but by 1934 it was reduced to clear to only £100. (There is some confusion
about this design as photographs of two different wardrobes in the archive are
captionedd 5 2 3 6 . The one il lustrated in Quenne
7ft wide and | have only found pictures of the wardrobe and not the rest of the suite
whereas the other is part of a complete suite. Yet the first one is the oneaghat
illustrated in the press at the tim¢big.s 2118, 2119)

A further chest woi28)hin unpolisped dumedd oakowag r 6 (
introduced that proved to be increasingly popular throughout WWI and continued in
production until the end of the twenties, byightime 194 had been so(&ig. 2-

120) This was a smaller version, much simplified, of the owl cabinet.

An important special order in 1909 was the making of a 6ft x 3ft English walnu
library table for AH6 s own use. Made wit hdrawerd | ush
beneath (apparently some secret) and standing on eight legs it was inlaid around the
edge with ebony and boxwood and had bronze drop handles. It was displayed at the
1910 Arts & Crafts exhibition where the crafsmm 6 s name was gi ven
Thereafter it was used in the Heal family home and can be seen in photographs
published in the article on The Fives Court, Pirevedl later at Baylins Farrfr® Ex-

factory cost prie is recorded as £17 and-A was charged £23, but Matthew Denney

notes thatn the exhibition catalogue it was stated that replicagdcbe ordered for

£30. AH. bequeathed this table to the Victoria & Albert Museum where it has been

since 1960, erroneously dated as 1905 and described as being made of mahogany

297 C.H.B. QuennellThe Case for Modern Furniture,
2% For article on The Fives Court seeawrence Weaver (Ed.$mall Country Houses of Today,
Country Life, ¢ 1911, 452.
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(see appendi¥!) (Fig. 2-122)?* It is thought that the design reappeared in 1919 as

a 7ft x 3ft 4in dining table (No. 54) without drawers (see illustratiofitie Studio

year book 1921) of which a couple were sold before 1928 when it returned to being a
writing table initsor i gi nal size as model no. 65516
Crafts exhibition that yedFig. 2124).

In 191Q perhaps as a continuation of his exploration of different historical styles
reinterpreted for theneeds of the times, A.Hntroduced an Eglish walnut sue
(653806 06 Rus p e-ingpijed style that evénaincladed aneytwist turned

legs and retailed at 50 guine@sg. 2127). It stayed in the collection until 1926 by

which time around twenty sets had been sold of which threeegsiavent before the

end of the War. Another introduction was
well until 1919. The very simple Cottage Furniture tables, @bsand ®§ were
manufactured internally from this year and remained available rightigh until

World War Two by wirch time nearly 200 of the formend over 300 of the latter

had been mad@-ig.s 2125, 2126) Amongst the specials it is interesting to note a

dressing chest for a Mr Lester unusually made in pearwood.

In 1911 no new bedsom suites seem to have been introduced for the Factory to

make. One small item that went into production for the first time was a book rest
(8879 andanother that proved very popular and was still being made at the end of

the twenties, by whichtimeove 26 0 had sol d, was 634806 ur
cupboard (Fig. 2128) Amongst special orders completed was a significant one for

the offices of Vickers Maxims that involved making a kneehole desk, a cupboard, a
slope top desk, a 7ft 6in drawingbte, a fitted bookcase, radiator casing, wall
panelling, and even a rubber stamp stand all made in blackbean. For the same
company there was also some panelling in English walnut. On the domestic side a
waxed teak bedroom suite was made for Farrar andarghogany painted white

bedroom suite for Rothschild.

299 Matthew DenneyArts & Crafts Furniture & Vernacular Furniture,BCUC Faculty of Design,

PhD thesis, July 1997, unpublished. Whether any exact replicas were sold is not known but it seems
unlikely as, even though an example with fluted wood:
for many years (see photo of AH in 1952) a study of the stockbooks has not revealed any others.
However a simplified version with a planked top was sold throughrtyitbe 2005 that was probably

made as another special although it could be mode
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Fig. 2122. 6ftx3ft English walnut library table wit| Fig. 2-123. special order version of walnut libra
ebony and box inlay, peardrop handles designe( table with Bramah locks, ca. 1930.(AAD)
AH for own use, 1909. Displayed at 1910 A&
exhibition, bequeathed to V&A  Museur

1959.(AAD)
N e e

& i

Figg2124. 655106 design r ¢gFig. 2125. No. 8 table plain oak 3ft diameter. (H§
obpear|l inlay and atfARQ

exhibition.(AAD) catalogue)

e e 7

Fig. 22126. No. 9 table (AAD) Fig. 212 7. 653806 ARuspero
in walnut, 6ft wardrobe, £52 10. 0. (H&S catalogug
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A further attempt was made 1912 after the addition of the walnut suite in the
previous year, to broaden the choice of
adding a polished sycamore suit®§79. Only two sets were sold before it was
dropped gain in 1918. 1912 wasotable as the year A.ldesigned a number of top

quality show pieces that would reappear regularly over the years as examples of the
Cabinet Factoryds finest wor k. The first
(8469 which wasexhibited at the Arts & Crafts exhibition at the end of the year and
again at the 1913 Ghent Arts & Crafts exhibition in Belgium and at the 1914 Paris
Exposition des Arts Décoratifs de Grande Bretagne. According to his notes on the
drawing it had a curl veser on the flap front and peardrop handles, in the interior
were divisions in red and black drawer fronts with ivory knobs, as well as an inkpot
and china pen tra¥’° One of these was sold in 1912, another in 1@t®ther in

1914 and another at the endtloé war (presumably when it got back from Paris), but
when the same model was exhibited at the BIIA exhibition in 1920 it was made in
English walnut and this one remained in stock until it was finally sold off in 1929
(Fig. 2130). Also designedand madlen 1912 was the refectory
which in turn was displayed at the Arts & Crafts exhibition that year, also at Ghent
the following year and again at the 1916 Arts & Crafts exhibifiig. 2-132) Made

in fumed chestnut, with an unpolishtap, five of the standard size (7ft x 3ftere

made and sold up until 1924fter 1924 they were offered in weathered oak of which

26 were sold before 1930latterly their manufacture was s@bntracted to Cooper.

One of the five originatables that béonged to the Chipping Campden etcher F.L.
Griggs, survives in the collection of the Cheltenham Art Gallery & Mus&umH.

had a special 8ft long version made in 1920 for his own use which also survives. A
3ft china cabinet with a stan@®@19 was maden blackbean for display at the Arts

& Crafts exhibition of which two were sold and another seems to have gone to the

WMatthew Denney gives the cabinet makerdés name f
Cooper. The Paris exhibitiaskrnestRavardsaof fioen whgichenes t he
concludes that this confirms that the first one was sold, as stated in the text, and a new one had to be
made for Paris. An origihasketch drawing by A.H.dated 12.03.1912 is preserved in the archive
AAD/1994/16/831.

%1 See Carruthers, A., & Greensted, M5 ood Ci t i z e rCheftenh&nu Arn Gatlenyr&e |

Museum, 1999, p. 105.
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Paris exhibition(Fig. 2-131)%? For the 1916 Arts & Crafts exhibition what appears

the same cabinet was made in mahogany although undéerart model number
09546. Al so shown at the 1912 A&C exhibi
walnut @©70) for £48 (Fig. 2133) The following year another, priced at £52 10s

0d, was sold and in 1914 one was sent to Paris as part of the AGmi&s

exhibition. War intervened and the sideboard was stored in the basement of the
Louvre until hostilities ceased when it was possible to repatriate it. It is thought that

this one was sold by the company in 1919, but in 1975 it was acquired by the V&
Museum from a private owner complete with an inscription that records its early
history. Others were made and sold in 1920 and 1922 and it was displayed at the
1923 Arts and Crafts exhibition with the last of the total of around seven of this
model beingsold in 193CG° Another item displayed at the 1912 Arts & Crafts
exhibition, in additontoAHb s bl ack bean bookcase for h
at the V&A) (Fig. 2134), was a dresser in fumed chestrd®6@) which appears to

have been a oreff, finally being sold in 191%*

Anthony Ludovici, the controversial conservative author writing for the weekly
literary magazinéfhe New Agelambasted most of the exhibits at the 1912 Arts &
Crafts show.He criticised the design and quality of work by Sir BabLorimer,
Walter Crane, Romney Green and Hamilton T. Sramhongst others. Of A.8.s
contributions he wrote that the china cabir2{ was quite devoid of imagination

or power, the two sideboard€g70and 69 werehideousand the writing bureau
(8469 apparently demonstrateatareless workmanship His most damning
comments were reserved for what he perceived as a lack of proportion in the design
of the dining tabled.49, which he thought must have bemnceived in the mind of

a st one eramly oorskillédovorker in wood would ever have designed such

a colossus®n

392 5ee original AH pencil design AAD/1994/16/828.

¥ AH6s original pencil design for this rshivaleboard
AAD/1944/16/818. See alsthe Queenl0.02.1926. photograph of Prudence Maufe standing in front

of what appears to be this sideboard still on display at T.C.R. which suggests it was not sold until the

late twenties.

394 Curiously this blackbean bookse is illustrated in |. SparkeSnglish Domestic Furniture 1100

1837, Spurbooks,1980, pg 95, where it is captioned as beitateald” century glazed china

cupboard.

395 A, Ludovici, The Arts and Crafts Exhibition at the Grosevenor Gall@he New Age30.01.1913,

p 305. My thanks to Benedict Heal for drawing my attention to this reference.
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Fig. 21 2 8. 63486 toy or I i n{ Fig. 2129. painted and decorated version
1911. (AAD). 6 3 4 ®board. (AAD)

F : |
r - -A ﬂ__jj

Fig. 21 3 0.

634606 bureau book

Fig.21 3 1. 622106 <china
black lacquer interior, exhibited at 1912 A&C exhibitiq wi t h 6 3 4 6 6 asb, 1912 @AD) b
(AAD)
- T
K 4 - ‘ly
<t
I (2
Fig. 21 3 2. ONo. 1406 dining tagFg 2133. 667006 wal nu

1912 A&C exhibition.(AAD)

at 1912 A&C exhibition. (AAD).
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A much simplerdesigpr oduced by the Factory from 1
4ft bookshelf (introduced around 1907 as part of the Cottage Furniture range and
probably made by Mansfield until this change) which remained in production right

up to 1939 during which period at &a258 were sold. Among the special orders
completed during 1912 was more English walnut panelling for Vickers; a boardroom

and hall in Austrian oak, that included a 9ft x 3ft 6in boardroom table, for Merz &
McClellan; and a 6ft painted white sideboard Rmthschild.

In 1913the company was once more thrown into turmoil by the death of Ambrose

Heal senior at the same time as ambitious new plans for redevelopment of the
premises werdeing made. A.Hbecame Chairman as well as continuing to be joint
Managng Director with his younger brother Ralph so it was a poor year for design
development. No new bedroom suites nor any other ancillary items were added to the
Factorydéds range in 1913. Among the spec
Austrian oak althogh this time it was evidently for a domestic customer, Ralle, and
included a dresser, bookcase, play table, coal scuttle, circular mirror, dining table and

a marble top table.

The growth of the selection of cabinet furniture within the retail businesstbe

previous ten years had been such that it no longer comfortably fitted within one
stockbook. In 1914 bedroom furniture suites were given their own separate
6Bedroom Suitesd stockbook whil st ever:
wardrobes, dressingbles etc. as well as dining tables etc.) continued to be recorded
togethe i n the 6Cabinet Stockbookd.
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Fig. 2134. Bookcase AH designed (circa 1910)
house his collection of Private Press booMls.is
illustrated in C.H.B. Quennell,The Case for
Modern Furniture in Country Lifebook calledThe
House & Its Equipmenfcirca 1911). Described &
beingmadeim new Australian
b e a Digplayed at the 1912 A&C exhibition.
The bookcas was photographed in situ fGountry
Life article on Baylins Farm of 1921.

AH bequeathed the cabinet (along with a sec
one and a writing table) to the V&A in his Will. It
preserved there under circulation no. 2%60.
(photograph is from H&S ahive at AAD, neg no
2113)

Fig. 2135. Second bookcase designed by
(circa 1924) to house his collection of Priva
Press books as a companion piece to Fig.
It stood on the other side of the doorway in
Aparl our o at Bayl in
were based on the need to house the Dd
Bible as well a big folios. On his sketch he K
written This bookcase was made in black bg
inl aid with Omitne Hask of the
photograph (AAD, H&S archive neg. n
1557) is writtenindian Laurel bo&case,and
the stock book recordslaurelwood bookcasg
supplied to AH in 1924Bequeathed to V&A
but went to Geffrye Museum where it is st
preserved.

Fig. 21 36 . Bookcase mo d e
desc i bed in the stock b
3ft bookcase with gl az

1926, priced at £85. This was sold in 1933
another was made for the showroom wh
remained unsold in 1939 and presumably foung
way into the boardron collection where it
remained until 1980s. (photo January 1934, A4
neg. no. 4807)

Fig. 2137. Special order carried out in Jy
1921 for a pair of 2ft 9in cabinets in Engli
walnut for Horniman for £72 10s 0d (each,
Thi s phot ogr ap h orniman
bookcase wal nut 0. A
bookcases unknown to Horniman Museum §
family. (AAD, H&S archive neg. no. 31)




