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This article appears on the occasion of the display at the Fair of over fifty items of porcelain 
from that part of the British Museum collections which is not on current exhibition. It pays 
tribute to the scholar who was the principal agent in the establishment of these collections 
towards the end of the nineteenth century. Sir Augustus Wollaston Franks (1826-97) 
worked at the Museum between 1851 and 1896. During that time he acquired tens of 
thousands of artefacts from all over the globe. In his private capacity he gave and be
queathed still more items to fill ‘gaps* in the Museum holdings. Interested in every man
ifestation of material culture, Franks had a particularly fine eye for porcelain, both Oriental 
and European. Leaving aside his interest in Oriental porcelain, now considered a subject in 
itself, we note that in the preface of the catalogue of an exhibition he compiled in 1897, in 
connection with the loan of his collection to Bethnal Green Museum, he makes the follow
ing introductory remark: ‘Many years ago I formed a collection of marked specimens of 
European porcelain, but from want of space I decided to confine my attention to English and 
Oriental examples, and I ceded to my friend the late Rev. Thomas Staniforth of Storrs, the
continental examples .... Little by little a fresh collection grew up___It will be readily
seen that it is not composed to any great extent of the finest specimens of the Ceramic Art, 
but is chiefly documentary.’ Franks stressed the nature of the collection in his unpublished 
manuscript kept at the British Museum, The Apology of my life*. He states that his offer to 
loan the collection to the South Kensington Museum (now the Victoria and Albert 
Museum) had been refused, but he was still considering giving it to South Kensington lest it 
should be broken up. He would have been glad to have placed it in the British Museum, but 
was afraid it would not be accepted because, he wrote, ‘I do not think that there is room for 
it there*. After Franks’ death its loan to Bethnal Green was noted in the printed ‘Accounts, 
Etc., of the British Museum’ for 1898 with the comment that there was no room in the 
British Museum to display it. The collection was back in the museum between the world 
wars and was displayed in the King Edward VII Gallery for several decades.

The catalogue lists five hundred and twelve items, the last being a 19th century Turkish 
cup ‘From the Universal Exhibition of 1851’.1 The preface states ‘Most continental factor
ies are represented; perhaps the later French makers less well, as I have somewhat neglected 
the hard paste porcelain of France’. However the range of factories represented was wide. 
German porcelain was especially well covered and relatively few of the 272 pieces in the 
collection have since been reattributed. Some, however, still remain the subject of con
troversy, as in the case of the white glazed figure of a seated lion incised ‘W’ on the reverse. It 
is not now thought to have been made at Caspar Wegely’s Berlin factory and has not been 
included in Gisela Zick's authoritative work of 1978 on that factory.2 In 1962 Zick sug
gested in an article that this piece could form part of a Meissen table-centre in the form of an 
equestrian monument to Frederick Augustus III.

Franks assembled no fewer than 129 pieces of Meissen including some important signed 
and dated pieces painted outside the factory by the so-called ‘Hausmalers*. Relatively few 
important additions have been made to this group of porcelain in the Museum collections.4 
It is true, as Franks remarks in the preface to the catalogue, that there are none of the chefs 
d’oeuvre of Saxon porcelain in his collection, but there can be no serious collector or
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Museum curator who would not like to see so well represented in their own holdings the 
earliest years of the first factory in Europe to make ‘true’ porcelain. The group of sixteen 
pieces of Bottger stoneware includes the red-brown tankard of pear-shaped form shown at 
the Fair, remarkable principally for its shape which is probably based on a metal original. Its 
shiny surface was achieved not by glazing but by polishing on the gem-engraver’s wheel. 
The piece is datable to around 1710-1712. It might possibly be identified with entries in the 
factory inventory of 1711 for the shape called ‘Bier Krug’, although no plaster model exists 
to confirm this hypothesis.5

Manufactured a few years later, a two-handled cup and saucer of Bottger’s white porce
lain is decorated in a restricted palette of colours with rather naive stylised flowers on the 
saucer. On the grooves on the cup we find Bottger’s lilac lustre, which was introduced in 
about 1716. Although this lustre was eventually quite widely used within decorative 
schemes, only a few pieces survive from the first decade of the factory’s existence. Two 
teabowls and saucers and a cup and saucer all painted in lustre and dated around 1716 are in 
the State Porcelain Collection in Dresden/’ Other examples of this type are in the Victoria 
and Albert Museum and the National Museum of Wales.7 The all-over pinkish-mauve 
colour is less successful on these pieces than on the Franks piece where lustre has been more 
sparingly used.

A Meissen eight-lobed cup of blue porcelain which is ornamented with flowers and leaves 
in white is of extreme rarity. The form, including the shaped handle, derives from Chinese 
red stoneware cups and rather similar items were made in Bottger’s stoneware and white 
porcelain in the early years of the Meissen factory’s production. The solid blue porcelain 
body makes this one of a handful of objects which are known in this material, all probably 
of an experimental nature. This cup has most in common with a small eight-lobed beaker 
ornamented with two groups of prunus in relief which measures 5.6 cm in height. It bears an 
unexplained mark ‘M 041’ incised on the base and is part of the collection at the Museum 
fur Kunsthandwerk, Frankfurt.8 Another piece, a small jar and cover with enamel decora
tion in the Kakiemon style, is also in the Franks Collection and is currently on exhibition in 
the Museum. An unmarked tankard measuring 12.5 cm in the State Porcelain Collection, 
Dresden, bearing a relief portrait of Augustus the Strong with a gilded cartouche and 
painted with insects and stylised flowers,9 a garniture of three large lidded vases 
ornamented with white vine reliefs and painted scenes of Chinese figures in the Untcrmyer 
Collection10 and a matching beaker-shaped vase in the Rijksmuseum11 make up the com
plement of eight known pieces with this blue body. It is not known exactly when the 
material was produced but the general opinion first expressed by Zimmermann in 1926 is 
that it was manufactured in the 1720s when experimentation with colours was taking place 
at Meissen. This solid paste finds a later echo in the unglazed blue stoneware composition 
developed by Josiah Wedgwood around 1773 and known as jasper ware (still in produc
tion) and with a solid blue unglazcd porcelain body produced at Sevres in the late 18th 
century and recently revived there.12 The decorative style of the pieces mentioned above 
suggests a date of manufacture in the mid—1720s.

Two pieces of Meissen have a close connection with the factory’s great patron Augustus 
the Strong, Elector of Saxony and King of Poland (1694—1733). A small jug with foot and 
pointed lip bearing the crossed swords in underglaze blue has been ornamented with the 
initials AR beneath a crown. The porcelain body is a delicate buff colour and has been 
painted with scattered flowers in the Kakiemon style. Rich gilding has been used on the rim 
and on the upper part of the turned foot. Inside the rim is a stylised gold pattern. Pieces of 
this type were apparently accompanied by an almost elliptical saucer with solid ogee-shaped 
handles and prunus in relief on the underside of the saucer. One of these with its matching
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jug described as ‘an invalid cup and saucer, the paste ... a pale lavender all the way 
through’, was in an American private collection in 1961.1*'

A fluted Meissen bowl with a scalloped edge is decorated with figures, birds and a 
landscape in the Japanese style in colours and gold. The overglaze blue crossed swords arc 
accompanied by the engraved cypher filled in in black N = 4w, showing that the piece was 
once in the Japanese Palace, Dresden, begun by Augustus in 1721. Stylistically, this piece is 
likely to date from the mid- 1720s. It has an exact counterpart in the Musee National dc 
Ceramique at Sevres which was presented to Alexander Brongniart in 1836 by the Dresden 
Museum.14

During recent decades a great deal has been discovered about the outside-decorators who 
painted so much Meissen that their work competed with the factory’s own products. In 
Franks’ time their existence was known and the teabowl and saucer strikingly decorated 
with scrolls, animals, a bird, and Dionysian subjects were correctly attributed to Ignaz 
Bottengruber of Breslau. The initials and the date 1726 inscribed on the saucer are a useful 
guide for the identification of other pieces in the same style. A teabowl and saucer with 
military scenes and emblems and a similar inscription is in the Museum fur Kunst and 
Gewerbe, Hamburg.15

One of the finest examples in the entire British Museum collection of painting on porce
lain is surely the cup signed by Jucht of Bayreuth. This piece has a positively precious 
appearance. Gilding decorates the moulded grooves of the lower part, as well as the handle 
and interior. On the upper part of the cup is a scene in monochrome purple of a wrecked 
boat being pulled ashore in a storm. Another cup painted by Hans Christoph Jucht in 
purple, this time with a harbour scene, survives in the Bayerisches Nationalmuseum, 
Munich,16 and one is tempted to wonder whether these magnificently decorated objects 
ever were accompanied by a matching saucer.

Although undated, a teabowl and saucer naively decorated with symbolic representations 
of the Elements, within ‘Laub and Bandclwerk’, is inscribed ‘iAW/augsburg’. Its importance 
was recognised well over a hundred years ago by the Reverend Thomas Staniforth from 
whose collection it came, although Franks was unable to decipher the initials. Dr Pazaurek 
writing on the Augsburg Hausmalers in 1925 unravelled the mystery. After describing the 
pieces he writes ‘Die Signatur dieser Tasse kann sich auf keinen andern Meister, als auf den, 
als Porzellanhausmaler Ja Feststehenden Johann Aufenwerth beziehen.’1' Siegfried Ducret 
has established that Aufenwerth was probably born in 1662, worked in Italy for seventeen 
years as a goldsmith, married in Augsburg in 1693 and in 1728 died a rich man aged 
sixty-eight in the same town. Ducret recognised the importance of the Franks cup and 
saucer for the study of Aufenwerth’s polychrome painting by showing no less than four 
different views of it in his work on Augsburg decoration on Meissen porcelain,1*1 since it 
allows the attribution to Aufcnwerrh of many other pieces. The cup and saucer can only be 
dated between 1720 and 1728.

Such is the richness of the Franks Collection that the rare double-walled bowl with 
ram’s-head handles, an early product of the Doccia factory, is one of no less than three 
pieces in the same technique. The faintly greyish appearance of the white glazed porcelain is 
typical of the Doccia hybrid porcelain body. The underglaze-blue painting on the inner wall 
is rather uneven, but this may very well be intentional; the vessel itself is a triumph of 
ceramic technique. It is based on late-sevenrecnth or early eighteenth-century blanc tie chine 
vessels from Dchua, China, although the motif of the rams is purely Western.

Equally interesting from the technical point of view because of their lively modelling is the 
‘pair’ of negro candlcholders made at the Capodimonte factory in about 1750 (plate l). The 
two figures, which are of creamy soft-paste porcelain, are not a true pair as they are identical



1. Two negro candlesticks of soft-paste porcelain made at the Capodiniontc factory, near Naples, Italy, probably 
about 1750-55. The figures arc attributed to the factory's chief modeller, Giuseppe Gricci. Both bear the factory 
mark of a fleur-dc-lys; on one it is painted in undcrglaze blue whilst on the other it is in relief and has been 
painted blue under the glaze.
Height 14.5 cm.

in form, but they are differently decorated and each has different marine life applied to its 
rather irregularly-shaped base. Both the pale colours used for the clothing and the shells on 
the bases are characteristic of the factory.

The shell on the back of each figure is apparently moulded and was doubtless made 
separately and fixed before firing. The figures themselves and their bases appear to be freely 
modelled, again presumably separately, perhaps by or under the influence of Giuseppe 
Gricci. The kneeling pose is most unusual and the figures can lay claim to great originality. 
The attachment of the left arm to a tree stump is a rather naive device probably designed to 
provide the figure with a means of support, but it also produces a rather graceful line. A few 
firecracks show that the figures were not made without some difficulty, but the problems 
encountered seem to have been minor. Yet it remains curious that only three other ‘pairs* are 
known, differing only in decorative details.19.

A milk-jug and cover decorated with landscape painting inscribed NS in gold and incised 
A was attributed by Franks to Doccia. It is now known to have been manufactured at the 
Ottweiler factory, Nassau-Saarbrucken, Rhineland and to date from around 1763 when the 
Ottweiler enterprise was established. The rather clumsy shape is related to faience jugs.
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Franks picked out for the Museum collection a remarkable documentary plate from the 

Frankenthal factory which shows the extensive range of colours the factory was capable of 
producing. It bears a gold inscription in Latin containing the chronogram for 1775 between 
two radiating rows of flower sprigs (sixty in all), each printed in a different shade. The 
inscription can be translated: “The different colours of the factory [arc displayed) in various 
little flowers, beneath the rays of this life-restoring sun which is springing up in Franken
thal”. In the centre, within a sunburst, are the crowned initials CT for the Elector Palatine 
Carl Theodore who purchased the factory in 1762. The plate measures 25.3 cm in diameter 
and bears the factory mark, is incised 4N’ and *2’ and has a number painted in blue on the 
inside of the footrim (probably *75'). This plate has been well known to collectors of 
Continental porcelain for well over one hundred years. Formerly in the Staniforth Collec
tion, it is illustrated in Chaffer’s Keramic Gallery published in 1872, and has been shown in 
many standard reference works.

2. Coffee-pot and cover, hard-paste porcelain made at the Frankenthal factory between 1762 and 1770. The 
monochrome pink scene is signed ‘Magnus pi' at the lower right for Johann Bernhard Magnus.
Height including cover I6.S cm.

3. Figure of a Harlequin, of hard-paste porcelain made at the Kelsterbach factory, near Frankfurt am Main about 
l"4H), modelled by J.M. Hockcl after a Meissen original of 1735 by J.J. Kandler. The factory was originally 
established in 1761 and was active until 1768. This figure belongs to the second period of production between 
i “S') .mil IS02. In style it harks back to the great period of small-scale baroque sculpture in porcelain. Figures of 
characters from the Italian Comedy were first popularised in the 1730s and continued to be made for many 
decades.
I leight 16. i cm.
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Emil Heuser, who in 1922 published a study of the Strasbourg and Frankenthal 
concerns,2" devoted a section of his chapter on the factory under Simon Feilner’s direc
torship to a discussion of this plate. He called it a ‘Farbenprobteller’ (“colour trial plate”) 
and considered that it was painted by Feilner himself and was sent by him to the Court on 11 
August 1775. It was designed to demonstrate the latter’s talents as an arcanist and to win for 
him the title of Hofkammerat. Heuser does not cite the source of his information, but as he 
gives an exact date for the submission of the plate, it seems likely that he based the state
ments on documentary evidence. The existence of a second plate in the Fitzwilliam 
Museum21 may merely indicate that another example, not quite the same, was made.

A Frankenthal jug and cover painted in monochrome purple with a landscape scene with 
a gilt rococo cartouche (plate 2) was catalogued by Franks together with a similarly deco
rated stand, or dish, of oval form. However the size of the stand, which measures 18 -2 cm in 
length, is totally out of proportion to the jug and they can hardly originally have been 
matching. However, the pieces were painted by the same workman, Johann Bernhard 
Magnus whose signature appears on both. He was employed at Hochst in 1758, moving to 
Frankenthal in 1762; he died in 1798. The AB mark appearing together with the crowned 
CT mark on the base of the jug enables us to date it between 1762 and 1770 when Adam 
Bergdoll was manager of the concern. The mark De in gold is that of an unidentified gilder.

4. Tca-kcttlc and cover (theiere) of hard-pastc porcelain made at the Sevres factory, France, in 1778. The unusual 
brown ground flecked with gold was also used for small tea cups and saucers and other tcawarcs with primus 
sprays in relief. Jcan-Jacques Dicu was responsible for the decoration in gold and silver on this teapot which is 
reminiscent of the work of the painter JcanTPillcmcnt (1728—1808).
Height (to top of cover nor including handle): 13 cm.
Max. height 18 cm.
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A rare figure of a greeting harlequin made at the Kelsterbach factory (plate 3) 
collected by Franks despite the fact that it, like many late eighteenth-century examples of 
porcelain from minor factories, is derivative and relatively undistinguished. In comparison 
with the Meissen harlequin modelled by Kandler in about 1735, this Kelsterbach piece is 
clumsily conceived and painted in colours which tend to be muddy, probably because of 
firing problems. It was modelled by J.M.Hockel and occurs in several differently-coloured 
versions. In addition, it seems to have remained in production in a slightly altered form well 
beyond the next decade. Only a handful of eighteenth-century examples are known and at 
the time of writing this seems to be the only one in a British collection.

Although Franks decried the importance of his collection of later French porcelain, he 
must have been aware of the rarity of some of the earlier pieces. The pair of white porcelain 
pots and covers moulded in the form of boars, with their contemporary leather case 
stamped and tooled in gold on the exterior to simulate book bindings and lined inside with 
pale blue silk and trimmed with silver thread, are truly remarkable pieces. They are unlike 
any other known French pieces of the period in regard to their form. These creamy white 
pots with their very glassy glaze have been attributed to the Mennecy factory, although the 
significance of the incised mark DCO found on the base of each is still not clear. Until more 
is known of the precise details of porcelain manufacture in France in the early decades of the 
18th century, their origin must remain open to question.

Franks formed a most interesting collection of Vincennes porcelain which is the basis of 
the present group of pieces in the Museum collections. As several pieces were shown in the 
Porcelaine de Vincennes exhibition held at the Grand Palais, Paris in 1977-8 and some are 
currently displayed at the Museum, three outstanding items from the later period of the 
factory’s acitivity at Sevres where it was under the patronage of the crown, have been chosen 
for the Fair. Two of the three shown in the exhibition were bequeathed to the museum later, 
in 1935 and 1948. The most remarkable and one whose importance was recognised by 
Franks, is a hard-paste teapot and cover with an unusual brown ground sprinkled with gold 
and decorated by Dieu in gold and silver with Chinesc-style scenes (plate 4). This colour is 
probably the one described as avanturine in a document in the Sevres archives written in 
1781 on the subject of colours for hard-paste porcelain.22 In the section Ors en coitleur is 
the following paragraph:

Avanturine: Pour faire I’avanturine sur des fonds bleus ou bruns, carmins ou violets, 
on se sert d’une brosse de crin fin, dont on trempe le bout des crins dans de l’or prepare 
comme pour etre employe au pinceau, ct en ratissant les crins de cette brosse avec un 
petit Baton, on en fait jaillir des goutelettes sur la piece (sic) qu’on veut aventuriner 
(Aventurine: to produce aventurine on blue, brown, pink or violet grounds, a fine 
brush is used which is dipped in gold prepared as if for use with a paintbrush. By 
tapping the hairs of the brush with a small stick, droplets are made to fall on the piece 
which one wishes to decorate with an aventurine ground.)

The teapot bears the Sevres mark for hard-paste porcelain and the date code for 1778.
During December 1778 four ‘bouillotes’ were sold at the extremely high price of 360 

livres each but the sales records do not give any description of the decoration, nor do they 
give details of the purchasers. At the end of the following year one was sold to the Queen at 
the same price and another to the King for 312 livres. It is tempting to think that one of these 
expensive ones might correspond with the British Museum piece, yet in the registers of 
painters’ work Dieu is recorded as having decorated on 9 November 1778:23 *2 Bouillotes, 
Une brune L’autrc Coulcur de Bellevue’ at 42 and 60 livres respectively.

The Museum teapot was purchased by the famous nineteenth-century collector Ralph

was

15



Bernal MP from the dealer Durlacher for 8 guineas, according to a handwritten note in 
catalogue kept at the Museum. At the Bernal sale it made no less than £30. When it left the 
C.S. Bale collection in 1881 its value had fallen to ten guineas and in the Beckett-Denison 
sale in 1885 it was sold for £6. It must shortly after have entered the Franks Collection. The 
price fluctuations suffered by this unusual object give some idea of fashions in Sevres 
porcelain: by the end of the last century wealthy collectors were principally attracted by the 
sumptuous vases; domestic pieces, unless they had a pink ground, did not on the whole 
attract high prices. The rarity of this teapot is however undeniable. Only two other similar 
pots are known. One is in the Sevres Museum, the other in the David Collection, 
Copenhagen. All three were made in the same year. From the factory records it appears that 
very few were made or sold but the mystery of why this should be so has not yet been 
unravelled.
General note
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