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of works, several of which were bought by the South
Kensington Museum (now the Victoria & Albert
Museum). They were decorated by two of the best
of the Sèvres pâte-sur-pâte artists of the time, Jules
Gély and Hyacinthe Régnier. Gély’s design shows a
swan towing a rabbit seated on a water-lily, a
charming but obscure scene taken from a favourite
contemporary source, La Fontaine’s fables.

When Louis Solon joined the Sèvres Manufactory
two years after the 1855 exhibition, the director
suggested that he should learn the new pâte-sur-pâte
technique. Gély and Régnier were instructed to teach
him, something they did rather unwillingly it seems.
Solon learnt rapidly and, with his facility for imagi-
native designs, was soon producing patterns and
models of his own, among them a curious coffee pot
in the shape of an elephant’s head which he
decorated in pâte-sur-pâte. Delightfully impractical, its
fanciful character must have attracted attention as at
least seven were made, one of which is now in the
Victoria & Albert Museum. Figure 2 shows Solon’s
etching of this pot, along with three other decorative
pieces. The cup in the top left hand corner, also
made by the Manufactory, was not decorated in pâte-
sur-pâte. These designs reveal Solon’s extraordinary

imagination which had first become evident in a
series of fantastic etchings which he published in
1856.2 He soon turned to more traditional themes,
though not with traditional results.

In the 1840s a new artistic movement emerged in
Paris which was given the name néo-grec. Led by the
painters Gérôme, Hamon and Picou, all strongly
attracted by the antique, it was characterised by
evocative images of ancient Greece, Rome and
Pompeii. Its followers expressed particular admira-
tion for the neo-classical artist Ingres, who was a
dominant force in the Parisian art scene at the time.
Like the neo-classicists, the néo-grecs used publications
about the excavations at Herculaneum and Pompeii
as sources of inspiration, the most important of
which were the eight folio volumes of Le Antichità di
Ercolano issued between 1757 and 1792 (fig.3). 

It was in Hamon that Solon found an artist whose
ideas matched his own. Hamon had also worked at
the Sèvres Manufactory for a time in the 1850s
where he applied his néo-grec ideas to the decoration
of porcelain using unconventional designs featuring
cupids playing tricks on unsuspecting nymphs. He
did no work in pâte-sur-pâte, but a painted vase
designed by him, now in the Victoria & Albert
Museum, reveals his sense of humour. On the front
of the vase two nymphs guard the door of a house
marked ‘no entry for Cupid’. But on the reverse, at
the back of the house, a queue of cupids evade the
prohibition by climbing in through an open

THE HEART VERSUS THE HEAD: 
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THE HEART VERSUS THE HEAD WAS THE THEME OF

many of Louis Solon’s most inventive designs in pâte-
sur-pâte. One of the masters of this type of decora-
tion, Solon (1835-1913) returned to the theme time
and time again during a career of over sixty years.

Werewolves, a pattern which Solon used several
times in the 1860s, is a good example of his unusual
interpretation of an age-old subject. Typically he
showed two cupids disguised as wolves, harrying an
unfortunate nymph who tries to escape. About the
same time, Solon made a drawing of a cupid in
wolf’s clothing and composed these cautionary lines
to accompany it:

Young girls, be on your guard. There’s no doubt
about this animal’s character. He’ll crunch you
up, – the false wolf, just like the real one.1

Of course the story of Red Riding Hood is far less
innocent than was once thought. This seems to be
what Solon was suggesting in a light-hearted way. Be
cautious about falling in love. Do not be seduced by
appearances and let your desires and heart run away
with you.

Pâte-sur-pâte was an excellent medium for
depicting the diaphanous drapery which so thinly
veiled the female figure (fig.1). Exploiting the
popularity of the nude at the height of the classical
revival, Solon developed a subject matter of classical
nymphs and goddesses which with his wry sense of
humour he made peculiarly his own and reworked in
endless variations.

Pâte-sur-pâte, also known as pâte d’application and
pâte rapportée, provided an ideal means of creating any
sort of transparent effect: atmospheric weather condi-
tions, cloudy skies, illusions of great distance and so
on. These virtuoso results could only be achieved on
a porcelain body using a related paste. The decora-
tion was built up by applying a large number of very
thin layers of slip or liquid porcelain, and as many as
thirty or forty might be needed to obtain a striking
three-dimensional relief. Each layer had to be
completely dry, and to be finished off with carving
tools, before the next could be applied. So the
technique was part-painterly and part-sculptural. The
decorator could make changes while work was in

progress, but once the piece had been fired, mistakes
could not be corrected. Coloured pastes could be
used in the same way, but did not produce translu-
cent effects in the finished design. 

Pâte-sur-pâte was first developed at the Sèvres
Manufactory around 1849. The pioneers faced many
problems as the decorations often blistered and
cracked, or peeled off. But they persisted and, by
1851, had made enough progress for some pieces to
be included in the Sèvres display at the Great Exhibi-
tion in London. After that the Manufactory made
more rapid advances. By the 1855 Paris Universal
Exhibition it was able to put on an impressive show

Figure 2. Pièces de service, plate 7, from Louis Solon’s book of
etched designs Inventions Décoratives, 1865. At least 7
versions of the Sèvres cafetière éléphant (below right), were
made.

Figure 1. Education, pâte-sur-pâte plaque by Louis Solon,
c.1868; given by him to the Musée Adrien Dubouché, Limoges
in 1869. Height: 30.8 cm. Width: 18.3 cm.
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you’ve been deceived in love, you might as well
choose a new lover at random. In other words, take
pot luck! 4 This was one of Solon’s favourite designs
on the waywardness of the heart and he made several
versions of it. The significance of another plaque
bought at the same time is more of a problem and
this time there is no verse to help. The caption,
Division or Sharing, describes a rather bizarre design
showing a nymph apparently about to cut Cupid in
two. It may well imply the common human predica-
ment of love being split, or torn in two directions. 

In another design a cupid plays a violin, while
another holds the leg of a dancing nymph. The
young woman may possibly be Terpsichore, the muse
of dance, or she may be dancing to her lover’s tune.
In an equally ambiguous variation on affairs of the
heart, Venus holds a stick – or it could be part of
Cupid’s bow? – on which are impaled two hearts.
Under the hearts Cupid holds a burning torch. It
looks as though they are welding the two hearts
together. And who knows what the outcome will be? 

Solon’s titles are frequently as unexpected as his
designs. Figure 4 shows one version of La Mère

window. Solon used a whole variety of motifs in his
pâte-sur-pâte decorations but his predilection, like
Hamon’s, was for cupids and nymphs who featured
in most of his designs for the next sixty years. They
are nearly always shown battling with one another,
one or the other getting the upper hand. Love either
succeeds, or is vanquished. 

Solon’s cupids were not the sweetly sentimental
characters so often featured in nineteenth-century
illustrations. They were much more like the
mischievous figure in Lucius Apuleius’s The Golden
Ass, which Solon would have known well. In this
book Apuleius describes Cupid as being :

in contempt of all public justice and law, armed
with fire and arrows, running up and down in the
nights from house to house, and corrupting the
lawful marriages of every person, and doth
nothing but that which is evil.3

On a pâte-sur-pâte plaque, which Solon named
Education, he depicted Venus and Cupid showing an
owl a book with the letters A B C (fig. 1). On the
face of it Cupid is teaching the bird to read, but in a
drawing of a similar scene, accompanied by another
cautionary verse, Solon described Cupid as a vaurien,
a rotter or bad lot. In this drawing, the book also
illustrates a heart which Cupid points out to the bird.

Significantly the book is supported by the back of a
bust of Minerva, goddess of wisdom, to whom the
owl was sacred. Minerva and her owls often appeared
in Solon’s designs. Almost always they are overcome
by Cupid.

Plaques such as this were made for sale through a
shop owned by Eugène Rousseau, an enterprising
dealer in ceramics and glass, whom Solon had met
sometime around 1861. Rousseau believed in
commissioning new and interesting products and
must have been struck by the novelty of pâte-sur-pâte,
while recognising Solon as a designer of unusual
talent. It was he who suggested that Solon should
develop his own method of working in pâte-sur-pâte,
and offered to pay the cost of trials. Not unnaturally,
Solon accepted.

The trials took place in Solon’s own atelier in
Sèvres and were carried out in conjunction with the
Parisian porcelain manufacturer Alphonse-Marx
Clauss. Clauss provided the porcelain bodies and
undertook the subsequent firing after Solon had
completed the decoration. Most of the articles which
Solon made for Rousseau were signed MILES, a

nom-de-plume he composed from a combination of
his initials (fig. 5), whereas his Manufactory or private
work was marked with the monogram MLS or
signed L.Solon.

In 1862 Rousseau took part in the International
Exhibition in London and his display, which
included many works by Solon, was received enthu-
siastically by the British and French press. Colin
Minton Campbell, the Managing Director of
Minton’s, was also impressed, observing in a letter to
his art director Léon Arnoux that ‘Rousseau has
brought in many good things’. This may have been
the first time that he and Arnoux began to take a
serious interest in Solon, ear-marking him as an artist
they would like to entice to Stoke so that Minton’s
could add pâte-sur-pâte to its range of productions. 

Solon’s work clearly appealed to English connois-
seurs and the South Kensington Museum bought
several examples from Rousseau at the exhibition.
One of them, a plaque, depicts two nymphs armed
with forks standing over a cauldron from which tiny
cupids emerge. The design is ambiguous, like so
much of Solon’s work. Luckily a verse exists which
explains what he had in mind. In essence it says: if

Figure 3. Sale of Cupids, Roman wall painting found near
Herculaneum in June 1758, and reproduced in Le Antichità di
Ercolano, Pitture, 3, 1763, plate 7. Several of Solon’s designs
were inspired by this painting.

Figure 4. Mère Gigogne, The Old Woman who lived in a
Shoe, pâte-sur-pâte plaque decorated by Louis Solon, c. 1865.
Solon also made other versions in which the nymph rests on a bust
of Minerva.

Figure 5. Roi détrôné, The King Dethroned, pâte-sur-pâte
plaque by Louis Solon, c.1868. Height 13 cm. Width.18.2 cm.
Purchased for the Musée Adrien Dubouché, Limoges in 1869.
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year. Among them was a bottle decorated with
Spider-Cupid in his web. Again the motif treats
Solon’s favourite theme of ineluctable love: if one
nymph escapes from Cupid’s web, another will be
caught. 

Solon remained at Minton’s for thirty-four years,
during which period he produced more than a
thousand outstandingly inventive designs in pâte-sur-
pâte. Often they were variations on his Sèvres
themes, continuing his idiosyncratic interpretation of
the néo-grec tradition with the activities of cupids,
nymphs and goddesses.

At the International Exhibition in Vienna in 1873
Minton’s included a large selection of pâte-sur-pâte. It
was the first time the company had been able to
show works by Solon in continental Europe and by
all accounts the display won him great esteem. By
this time Solon’s productions had become so
successful that he was provided with more appren-
tices, both to help him and and to decorate simpler,
less expensive pâte-sur-pâte wares. They included
Thomas Mellor, Henry Hollins and Lawrence Birks’
cousin, Alboin Birks. 

Solon’s mischievous sense of humour was given
widest play on his larger designs such as Lost which
he prepared for a vase in about 1875. It was Cupid,
or love, who was lost and the design showed him
being comforted by fellow cupids. On the reverse of
the vase, yet more cupids, including an officious
looking cupid policeman, recognisably English from
his uniform, did not appear to be offering much
help. Unfortunately the pendant vase, Found, has not
been located, so the story’s outcome can only be
guessed.

The next large international exhibition was held in
Paris in 1878. The city had recovered from the
upheavals of the war and the commune, and the
Government was determined to make the show, the
first under the Third Republic, succeed. Visitors
flocked to Paris and the British press carried long
reports. George Augustus Sala’s Paris Herself Again,
chatty memoirs about the city and the exhibition,
ran into several editions. Minton’s took the event
very seriously and produced a great many special
items marked with a gold exhibition backstamp. 

Among the largest works in the Minton display
were a pair of monumental vases each decorated with
a frieze of cupids. On one they are breaking a chain
which stretches round the vase and on the other they
repair it (fig.6). Solon himself worked for 37 days on
these friezes and two apprentices, Rhead and Mellor,
each spent a further 39 days on the flowers and
ornaments. But it was the vase Cupid Lecturing on
Love that was regarded by many as Solon’s most
important contribution. Cupid stands on a rostrum,
left hand raised, while the audience of seated nymphs

listen attentively, though one turns away, her hands
over her ears.

A pair of bottles made with a paste called pâte
changeante, which turned pink in artificial light, and
grey in daylight, also attracted attention. Solon titled
one of these bottles, a nymph spearing a startled
cupid as if he was a piece of rubbish, Rag-and-Bone
Woman. Sala included an illustration of this bottle in
his Paris Herself Again, and claimed that the nymph
was actually Venus. He may have got this explana-
tion from Solon himself, but as so often Solon’s real
meaning is elusive. The design on the second bottle
was equally enigmatic. Solon called it Female Road-
sweeper, and showed her in the act of brushing Cupid
up. 

Solon named the design for another exhibition
vase Female Merchants. Some of them were selling
cupids – an idea that was inspired by one of the best
known images in the Antichità, the Sale of Cupids, a
mural painting that had been found near Hercula-
neum in 1758 (fig.3). This mural had often been
reproduced in the 18th century, in oil paintings, in

Gigogne, The Old Woman who lived in a Shoe. The
design differs considerably from the traditional
English nursery rhyme though the nymph does carry
a load of squabbling cupid children on her back.
Variations show the nymph resting hopefully,
though presumably in vain, on a bust of Minerva,
sometimes with her owl in attendance. When Solon
returned to the idea in England with The Rest under a
Heavy Burden he reinforced his moral point, if indeed
it was one, by supporting her on two busts of
Minerva!

One of Solon’s most bizarre designs portrays
Cupid sitting on a nymph’s head while he hits her
with a hammer. In French the title has a double
meaning, either ‘a hammer on the head’, or, appro-
priately, A Splitting Headache. Solon reused the idea
with slight variations several times and on different
types of ware, plaques, lamps and vases. On the face
of it, Cupid’s intention was, presumably, to
discourage the nymph from using her brain, but as
usual we must look below the surface to enjoy

Solon’s allusions and doubles-entendres. Sometimes
though the nymph fights back as in figure 5, where
she forcefully removes King Cupid from his throne.
This design so impressed one of Solon’s English
apprentices, Lawrence Birks, that fifty years later he
made a copy of it in pâte-sur-pâte.

Solon’s growing reputation during the 1860s
rested largely on this atelier work. Although much of
it was supplied to Rousseau for his shop, Solon made
an increasing number of private sales. One of his best
customers was Colin Minton Campbell who bought
some twenty-five plaques and vases in 1869. This
was probably a further indication of the interest
Minton’s were taking in Solon, for the company
certainly had the know-how to produce pâte-sur-pâte,
but lacked an artist with the necessary skills.

Sèvres had made no secret of the technique of pâte-
sur-pâte, and several regional French manufacturers
took it up, notably those in Limousin and Berry.
Pillivuyt, in the Berry region, achieved considerable
success. The company’s chemist, Eugène Halot, was
much admired and had a national reputation and
there were two outstanding decorators on its staff,
the Lamarres, father and son. Some of Pillivuyt’s
pâte-sur-pâte designs were classical, but most
employed floral or Japanese motifs in neo-rococo
mood. Pillivuyt also applied this expensive decora-
tion to utilitarian objects such as oil-lamps and
hairbrush- and mirror-backs. For some reason many
of these productions were unmarked, which is
strange, considering the high quality of the work. 

Several of the Limoges manufacturers also made
excellent pâte-sur-pâte and among the best of them
was the firm of Gibus which possessed two excep-
tional artists, Alpinen Margaine, and the sculptor F.
Peyrat. Unlike Pillivuyt, classical designs were in
vogue there. Léon Arnoux, the Minton art director,
saw the Gibus pâte-sur-pâte exhibit at the 1867 Paris
Exhibition and thought it almost as good as that of
Sèvres.5 This was high praise from a very discerning
critic.

As I have said, Arnoux was on the lookout for a
suitable pâte-sur-pâte artist for Minton’s and it seems
likely that he and Colin Minton Campbell had set
their sights on Solon, and that Arnoux had been
trying to persuade him to cross the Channel. The
opportunity came at last in September 1870 during
the Franco-Prussian war. Following the collapse of
the Second Empire and the evacuation of Sèvres in
face of the advancing Prussians, Solon decided, as did
a number of French artists, to come to England.
Within a fortnight he was at work in Stoke, assisted
by two or three apprentices, Henry Sanders,
Frederick Rhead and perhaps Lawrence Birks. Some
of his first English productions were shown at the
International Exhibition in London the following

Figure 7. Sèvres vase ‘Fizen’ decorated in pâte-sur-pâte by 
A.-T. Gobert. Height. 20 cm. National Ceramics Museum,
Sèvres. Photo R.M.N.

Figure 6. Frise d’Enfants, band of cupids mending a chain;
pâte-sur-pâte by Louis Solon, 1877. This monumental Minton
vase and its pair were exhibited at the Paris Universal Exhibition
1878. Height: 96 cm.
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ceramics by Wedgwood, Sèvres and Meissen, and in
other media too. Solon put his own interpretation
on this image which he went on elaborating. In the
design he named Exchange, for instance, Cupid
arranges for a man and woman to swap miniature
cupids, while Idol Seller shows a female offering a
selection of cupids for sale. 

One of the smaller works which Solon decorated
around the time of the Paris Exhibition was The
Collar. It showed Venus for once punishing her
wayward son by putting a spiked collar round his
neck. He had used this design before and his appren-
tice, Alboin Birks, copied it many times for Minton’s
after Solon had retired. Birks went on reproducing
Solon’s designs for Minton in pâte-sur-pâte until he
too retired in 1937.

Sèvres likewise made a special effort for the 1878
Exhibition. The Manufactory still had many excel-
lent pâte-sur-pâte artists, among them Jules Gély who
had been one of Solon’s mentors, and Alfred-
Thompson Gobert, who later became the art
director. A large vase by Gobert, The Elements, was
one of the many important pieces included in the
Sèvres display. Now in the Sèvres ceramics museum,
it features an array of river gods and other mytholog-
ical characters above whom a frieze of battling
centaurs circle. Gobert was a néo-grec and a close
friend of Gérôme. Hamon and Picou. A specialist in
enamel painting on copper, he had been the leading
artist in the Manufactory atelier for this type of
decoration. After the atelier was closed in 1873, he
turned to pâte-sur-pâte as the technique had some

similarities to enamel painting (fig.7). 
In the same display at the exhibition was a large

pâte-sur-pâte vase made to commemorate the opening
in 1876 of new buildings for the Manufactory next
to the Parc Saint-Cloud. The design illustrates
children engaged in different potting activities and
this vase too is now in the Sèvres museum. The
previous year a talented new pâte-sur-pâte artist,
Taxile Doat, had joined the staff at Sèvres. Some of
his work was included in the exhibition, including a
tall vase now in the Victoria & Albert Museum. The
simple but elegant design depicts the goddess Ceres
against a background of birds and corn, while cupids
hover above. Doat’s abilities were quickly recog-
nised. Like Solon, he must have read his Golden Ass,
and knew that Cupid was really a rogue. On a small
vase, also in the Victoria & Albert Museum, a pâte-
sur-pâte cameo illustrates a seated cupid holding a
heart transfixed with two arrows. But above, in a
larger cameo, he has got his deserts. He is fastened
with a pin like a butterfly, hands chained behind his
back, and carries the legend Pillard, plunderer.

In 1879 Auguste Rodin, then a struggling and
relatively unknown sculptor, joined the Manufactory
as a part-timer. He was was given a working space in
Doat’s atelier from whom he learnt pâte-sur-pâte. His
first vase using this technique, The Elements, was
decorated with his typically chubby putti. Over the
next four years Rodin decorated several pieces in
pâte-sur-pâte at Sèvres. But as Madame Tamara
Préaud has pointed out, Rodin probably adapted his
technique each time at will to suit his unique
working methods.6

The whereabouts of much of the work Rodin
decorated at Sèvres is unknown but one piece still in
the museum there is a large vase, Day. Designed to
be seen in the round, this depicts a frieze of men,
women and children running, walking, playing or
talking together. Its pendant, Night, is now in the
Musée Rodin.

The great German manufacturers Meissen and
KPM Berlin were slow to adopt the pâte-sur-pâte
technique. The delay at Meissen may have been due
to technical problems connected with the high-fired
Meissen paste. These difficulties were gradually
overcome and by the late 1880s Meissen was
producing pâte-sur-pâte of high quality but of an
unspectacularly conventional nature. According to
the policy laid down by the Meissen art director,
Professor Ludwig Sturm, designs were often straight
reproductions of oil paintings. Although Sturm
clearly favoured scenes from classical mythology,
Cupid never appeared as the wicked boy of The
Golden Ass. Sturm himself designed a pâte-sur-pâte
jewel case panel for the 1893 Chicago exhibition.
Ably and beautifully worked, the design shows

Cupid in a traditional role assisting at the toilet of his
mother Venus. 

Meissen pâte-sur-pâte is often hard to date. Works
were neither date-marked nor signed and although
the names of some of the pâte-sur-pâte artists are
known, it is often impossible to identify the
decorator of a particular piece. Moreover the
Meissen trade catalogues, issued over a period of
twenty or more years, suggest that most patterns
remained in production over a long period and could
be reproduced on request.

The KPM Berlin pâte-sur-pâte production was on a
much smaller scale, usually featuring conventional
classical figures (fig.8). It was extremely expensive, as
the work was embellished with what some consid-
ered over-elaborate decoration. Production
continued until the outbreak of World War One.
Unlike Meissen, much of the Berlin work was signed
by the artist and the later KPM productions can
often be dated from applied marks.

Solon’s capacity for creating original and inventive
works for Minton’s was unmatched by any other
designer. On an amusing pair of vases, Brewing
Mischief, six cupids concoct a noxious brew in a
cauldron only for it to blow up in Explosion! (fig.9).
Mined Land! depicts rascally cupids undermining a
path on which nymphs walk. On the pendant vase
the path has collapsed on the cupids who have to be
rescued by the same nymphs (fig.10). A vase, which
Solon called called Fool, was much admired when it
first appeared in 1894, portrays a nymph dressed in
jester’s clothes holding Cupid disguised as a jester’s
stick, and apparently telling him her troubles. The
work was dubbed The Jester by the press, which may
not have reflected Solon’s real intention. On the
reverse of the same vase is a Punch and Judy show in
which four cupids, armed with batons, have
overcome Minerva, who, in the role of Judy, hangs
over the balcony apparently dead. This was another
work proclaiming a victory for the heart over the
head. Wisdom, personified by Minerva, has again
been vanquished. Solon probably had in mind
Hamon’s large painting La Comédie Humaine, of
which the centre-piece is a Punch and Judy show.7

But Hamon’s conclusion was the reverse of Solon’s,
as his Minerva was victorious while Cupid was
hanged.

Solon retired in 1904 when he was 69. He was still
producing important designs but his expensive pâte-
sur-pâte had become hard to sell. Cupid’s Tollgate was
one of his last works for Minton’s. Despite his age,
his views about the irrational dictates of the heart had
not changed much. For here nymphs queue up to
pay their tolls to Cupid, while on the reverse of the
vase a flock of owls fly off in disgust, and one even
pecks a nymph on her ankle as he goes.

Gély had retired from the Sèvres Manufactory in
1888. Of the many competent artists there he had
kept his position as one of the best, maintaining his
production of superb pâte-sur-pâte designs without
much change of style. After he left, it was Taxile
Doat who assumed his place as Sèvres’ leading pâte-
sur-pâte artist. Doat also ran his own highly successful
atelier in Paris, often, according to the Sèvres
management, probably rightly, at the expense of his
Manufactory work. Among his atelier pieces were a
series of plaques illustrating children’s games, Leap
Frog, and High Cockalorum, in which boys have to
vault over a whole line of children’s backs. Plaques
like these were shown at exhibitions throughout
Europe, winning Doat medals and an international
reputation and, in France, commercial contracts.

Around 1898 Doat moved his atelier to Sèvres, to
a house appropriately named the Villa Kaolin, under
the very nose of the Manufactory. His output there
increased and his display at the 1900 Paris Universal
Exhibition attracted almost as much attention as did

Figure 8. K.P.M. Berlin plaque decorated in pâte-sur-pâte by
Hermann Monno, c.1893. Diameter: 30.5 cm.

Figure 9. Explosion! Minton vase decorated in pâte-sur-pâte
by Louis Solon, 1883. Height: 39.9 cm. On the companion
vase, Brewing Mischief, six cupids are depicted stoking and
stirring the cauldron. Bernard and Lydia Starr (photo Robert
Lorenzon).
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the Manufactory exhibit, to which he also
contributed. This display included a series of
stoneware paperweights topped with pâte-sur-pâte
medallions representing La Mer, La Terre, Pomona
and other mythical characters. These were snapped
up by European and American museums. Another
popular line was a range of rectangular stoneware
vases decorated with pâte-sur-pâte medallions of
Minerva, produced with a variety of exotic glazes. It
is hardly surprising that these activities infuriated the
Sèvres management. The director decided that
enough was enough and steps were taken to retire
him, though it took five years to do so.

After their retirements, both Solon in Stoke and
Doat in Sèvres went on working in their ateliers up
to their deaths, Solon’s in 1913 and Doat’s in 1938.
Among Doat’s most unusual compositions of this late
period were a number of ceramic pan-pipes embel-
lished with pâte-sur-pâte panels, depicting the story of
the Arcadian nymph Syrinx. Pursued by the god
Pan, she fled into the river Ladon and at her own

request was changed into a reed. Pan then cut the
reed and made it into his familiar attribute, the pan-
pipe. A sad but fitting conclusion to the battle of the
sexes in pâte-sur-pâte.

NOTES

1 The drawing and four-line verse is one of a series in the
Solon Library, Stoke-on-Trent City Archives.

2 A set of the 1856 etchings, L’Art au XIXe Siècle, is in the
Solon Library, Stoke-on-Trent City Archives. Many are
in the style of the Baroque designer Jean le Pautre, but
Solon himself described these ‘imaginary masterpieces’ as
‘impracticable’. See L. Solon, ‘Pâte sur Pâte’ The Studio,
15 January 1894, p.118.

3 William Adlington’s translation (1566). Reproduced in
The Golden Ass London, 1924, The Navarre Society,
p.153.

4 See note 1.

5 Illustrated London News, 14 September 1867, p.303.

6 Tamara Préaud, the archivist, Manufacture Nationale de
Sèvres, letter to the author, 27 January 1998.

7 La Comédie Humaine was exhibited at the Salon in 1852
where it attracted much attention and established
Hamon’s reputation. It is now in the Musée d’Orsay.

Figure 10. Terrain Miné! (Mined Ground), 1881. Pair of
Minton vases in pâte-sur-pâte illustrating Solon’s wry sense of
humour. On one vase cupids undermine a path on which nymphs
walk but on the pair the cupids have to be rescued when the path
collapses. Height: 44 cm.


