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A personal record of
Edwardian domestic life 

During the Edwardian era, 
service was still the largest form

of employment in the UK. The
1911 census showed that 1.3
million people in England and

Wales worked “below stairs.”
Many were female, employed in

middle-class homes such as those
in Bedford Park.

J
onathan Carr, founder of Bedford Park, was keen to
ensure that live-in servants should not be expected to
sleep in dank basements, and the attics of the houses he

built were designed to include bedrooms where live-in
servants could sleep. Early residents often employed a
combination of resident and non-resident servants, and this
continued until the 1930s, by which time opportunities in
shops, manufacturing and offices were offering young girls
higher wages and more free time, and those who once “knew
their place” were beginning to demand more from their
middle and upper-class employers.

Sybil Pearce, born in 1900 at 18
The Avenue, spent all her life in
Bedford Park, apart from the war
years, after her parents came to
live here in 1894. She published a
trilogy of memoirs detailing
reminiscences of her Edwardian
childhood, the period between
1910 and 1918, and finally the
years between the first and second
world wars. Filled with rich detail
of her pastimes, social life,
education, friendships, local
characters, and her work as a teacher, these reminiscences
also paint a vivid picture of a time when the families of
Bedford Park relied on servants for most of the household
duties.

Early childhood at 17 Blenheim Road

There were two rooms up on the second floor — one shared
by the maids and one which became my playroom. These
attics were light and airy with floral patterned wallpaper and
white paint. The maids’ room contained two little iron
bedsteads, a wardrobe, a dressing table, and washstand.
Despite all those rooms in the house filled with dust-
collecting knickknacks and none of today’s work saving
appliances, the domestic side of my mother’s life was really
very easy, not least because we had two maids. Nelly was
the cook general while Jessie was mainly employed to look
after me until I was about eight. She did not have the status
of a nanny as my mother preferred to have complete charge
of me herself and only delegated authority to Jessie when
she went out in the evening with my father. Then Jessie and I
had fun together.

Going out with a basket to purchase goods in the shop was
another chore seldom undertaken by my mother or her
friends. The custom was for a representative from the grocer

Sybil Pearce as a child

Two Victorian or Edwardian maids in uniform c1900–20, Alamy

Cover: Pimpernel by William Morris, image courtesy of the Morris & Co, archive

©Sanderson Design Group
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or the butcher to call at the house to ask what it was my
mother’s pleasure to order. The young man would open his
orderbook in the hall and wait until my mother sailed
downstairs with a list in her hand. The account came in
quarterly.

1910–18

Most families kept two or even three servants. At this time,
we had one good cook/maid and a daily charwoman to help
with the cleaning because it was quite a large house. We
also employed a white bearded old man to look after the
garden. Mrs Curtis our charwoman was quite an outstanding
personality — to begin with she was beautiful like a Spanish
Countess. She had lovely features with raven black hair
parted in the middle and looped up at either side. She wore
a black low-necked blouse and a full black skirt with a large
white apron. Her husband was a groom to Dr Holloway who
drove to us and his other patients in a carriage and pair with
Curtis riding on the box.

The maid had a morning uniform of a
cotton dress, changing into a dark
serge dress for the afternoon — both
were always worn with a cap and
matching apron. Once the breakfast
was made, served and cleared, she
started cleaning the house helped by
Mrs Curtis. Every day one room was
thoroughly cleaned, the furniture
polished, the floors mopped and
polished, and tea leaves scattered
over the carpets before being brushed
off with a broom. We had no vacuum
cleaners in those days and this
method drew up the dust. The other
rooms were also tidied each day. We
made our own beds, and my mother
also did light housework such as dusting, in addition to
some cooking. In this way we kept everything in the house
up to pitch. As well as helping to prepare and serve meals,
the maid was expected to keep the kitchen and scullery tidy.
After lunch she had a rest and usually had the evening free
once dinner was over. 

Dinner was served at seven when
my father came home and
usually consisted of soup, meat,
and vegetables, then a pudding.
My father would serve the meat,
mother serve the vegetables and
the maid came in to collect her
portion, which she ate in the
kitchen. After the meal my
mother and I helped her clear
away and sometimes wash
dishes. The maid’s duties were
then over and if we wanted a
coffee we made it ourselves.

Between the wars

Just after the First World War there were still plenty of
servants. A few people we knew kept a cook and a
housemaid, and in some cases a parlourmaid, but we
continued to manage with a resident cook general and a
visiting charwoman for cleaning. Laundry was sent away in a
basket each week, although we washed delicate items by
hand. Other clothes were dry cleaned and it was also very
easy to have things dyed so if you became bored with a
dress you could change the colour.

We paid our servant £20 a year and provided her with a
morning and afternoon uniform so she had no expenses.
She cooked our meals and shared in the eating of the same
fare. She had a fortnight’s holiday a year on board wages
and her regular weekly outings, with sometimes an extra
afternoon or evening if an occasion arose. These conditions
lasted until the mid ‘30s when attitudes of servants and
mistresses began to change. Gradually the knowledge of

other sorts of work and the facilities
for further training began to attract the
girls and they became anxious for
more independence. I’m glad to say
we kept one experienced resident
maid called Blanche right up to the
outbreak of the Second World War in
1939 when she went into the
Voluntary Aid Detachment (VAD). 

Sybil Pearce lived from 1900 until
1998. She was an only child whose
father Seward Pearce became Assistant
Director of Public Prosecutions in 1921.
She lived at 18 and 19 The Avenue, 17
Blenheim Road, 39 Bath Road and
finally 6 Bedford Road (1930–98).
Copies of the first two editions of her

trilogy of memoirs: An Edwardian Childhood in Bedford Park
and A post-Edwardian Girlhood in Bedford Park are available
for £4 for the two editions from Sandra Grant who edited
them. Please contact information@bedfordpark.org.uk. 

Thanks to Sandra Grant for help with compiling this article. 

Above: Edwardian advertisement showing 
servant setting a fire, Alamy

Right: Vim advertisement 1912 
Artist: Will Owen, Alamy

Sybil Pearce in 1992, wearing one of her 
customary hats
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Local artistic community  
Hamish Pringle 
Hamish started in advertising in
1973, working for agencies
including Ogilvy, Boase Massimi
Pollitt, Publicis, Abbott Mead
Vickers, and Saatchi & Saatchi
where he was Vice-Chairman and
Director of Marketing. From 2001
to 2011 he was Director General

of the Institute for Practitioners in Advertising, the trade
association for UK advertising agencies. He then continued
as a Council member of the Advertising Standards Authority
and as a Non-Executive Director at agency 23red. During
this period, he authored and co-authored five books 
on advertising. 

In 2017 Hamish retired from advertising and embarked on a
new career as an artist. He had always loved creating art, and
exhibited occasionally, but this had been a leisure pursuit in
parallel with his career. In 2018 he was accepted onto the
Masters in Fine Arts post-graduate course at Wimbledon
College of Arts, and in July 2020 he graduated with
Distinction. In 2020 his work “Lockdown” was selected in
competition for London Grads Now at the Saatchi Gallery 
and for the ING Discerning Eye exhibition.

Hamish and his wife Vivienne moved into Gainsborough
Road in 2016, having lived for the previous 27 years in
Hartswood Road, just beyond the Bedford Park border.
Following his organisation of the Artists At Home online
auction for The Upper Room in November 2020, Hamish was
invited to join the AAH Steering Group with responsibility
for membership and finance. Hamish has also volunteered
for CHATR (Chiswick Against the Third Runway), donating

ideas and images to support their campaign.

“My main preoccupation as an artist 
is attrition in  nature, society,

relationships, and language. 
This conservation area is a

perfect place to see these
processes in action. I aim to
leave the visual world in a
better place than I found 
it and living in a road
called after Thomas
Gainsborough is a daily
reminder of my goal.”

“Lockdown 2020” styling and
photography Vivienne Pringle

“Mudstone Shoal” found clay on
painted marine plywood

“Regeneration” collage 
with sandpaper on rough

watercolour paper
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Louise Kaye
Louise Kaye always wanted to be a painter, but at
art school trained as a restorer of painted and
gilded wood, enabling her to earn her living for
seven years in this field, after which she changed
to a career in marketing. Then, starting in 1999,
she spent many years setting up and running a
youth and community centre in west London. 

Although she never stopped drawing and painting when on holiday, about
15 years ago she returned to her first love, oil painting, taking delight in the
texture of brushstrokes on canvas. She concentrated mainly on portraiture,
but since lockdown has taken an entirely new direction. Having transferred
her studio back into her home, she has been working on small boards in
acrylics and collage and experimenting with abstraction, which she
explains is much harder than it seems to the layman. She goes back and
forth between abstract and figurative work now, depending on her mood.

“I moved with my late husband and children to Bedford Park in 1994, only
to discover afterwards that my mother had lived here for a short time as a
child! I love the community feel — in fact my grandchildren play a game
called: ‘How many people will Louba say hello to between her house and
the High Road?’ The record stands at 11.

I suppose I know a lot of people — partly because I ran the Thursday Opera
Lecture series at St Michaels for 16 years, set up Café Conversations for
lonely people a few years ago, and have hosted pre-Wigmore Hall run-
through house concerts for 10 years — and partly because I am interested
in people and chat to everyone!”

More information on local artists and their work can be found on
https://www.artistsathome.co.uk.

Photographs on this page by Ellen Rooney www.ellenrooney.com.

  lives on

Bedford Park continues
to be a centre of

artistic creativity today
for both writers and
painters. Two artists

currently living in the
area are featured here.  

“Abstract 1” collage and mixed media on board

“Woman in Yellow Scarf” oil on canvas

“Pear Tree at West Dean” ink, acrylic paint and soft pastel on card
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T
he sign is painted 
on two wooden 
boards but over time

has suffered considerable
damage. A Condition
Survey report
commissioned by the
Society indicated that the
side of the sign bearing an
image of a herald, dressed
in a tabard, with a trumpet,
is in such poor condition
that only a stabilisation of
what remains is
recommended. Fortunately,
the side showing a view of
the Tabard Inn itself from
the street — including 
the detail of the hanging
sign with its image of 

the herald and tabard — is in a
good enough state to be
conserved. The Society took
responsibility for the sign after
the landlord of the pub made
contact in Spring 2016 when a
contractor who was replacing
the modern 1970’s sign
discovered that there was an
earlier painting underneath
the boards. Recognising it as
Rooke’s original painted sign
of the 1880s, the Society
acted quickly to ensure the
immediate safety of the work,
contacting Greene King, the
owners of the Tabard Inn, who agreed, after
negotiations, to transfer legal ownership.

From the early 1880s, the sign was destined 
to occupy a conspicuous position at a pivotal
location in Bedford Park at the centre of an
important group of buildings. The Inn was part 

of the larger building designed by Norman Shaw,
which included The Stores — with his new church
opposite — and a few yards to the north his
Bedford Park Club, while The Art School designed
by Maurice Adams stood immediately to the east
of the Stores. A set of 1882 lithographs of
Bedford Park show the sign’s prominence in
relation to the buildings. The sign is a very
significant piece of Bedford Park’s history, and 
an important record of Bedford Park’s striving
towards recognition as “the aesthetic suburb.”
The involvement of an artist like Rooke in the
creation of an inn sign, traditionally a craft
activity, makes further reference to the 
Aesthetic Movement’s beliefs. 

As well as painting and exhibiting his own works,
predominantly watercolours, Rooke was a friend
of John Ruskin, employed by Ruskin to record
drawings of old buildings threatened with

demolition or restoration, and was
also studio assistant of pre-
Raphaelite artist Edward
Burne-Jones for 30 years. Rooke
lived at 7 Queen Anne’s Gardens,
where he died aged in 1942, 
aged 100. 

The restoration of the sign and
other costs will amount to around
£11,000 and the Society is
looking at funding opportunities,
including possible grants, as well
as planning to launch a campaign
to help raise funds. Once the
conservation work has been
completed, it is planned to hang

the sign, with the conserved side displayed,
within Bedford Park, — thus returning it to a
location at the centre of the local community.

Thanks to local architect John Scott for his
assistance in this project.

Conserving the original

Tabard pub sign
The original Tabard Pub sign, painted by the
distinguished artist and Bedford Park resident 
Thomas Mathews Rooke around 1882–3, disappeared
for many years and was assumed to be lost forever.
Following its rediscovery in 2016, it has become the
property of the Society and once conserved it is
planned to hang this important historical item 
within Bedford Park. 

Rooke’s original painted pub sign in current condition
Ellen Rooney www.ellenrooney.com

Rooke’s watercolour of
The Tabard Inn, probably
a preparatory sketch for
his sign

Modern sign David Roe
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Early residents chose
Morris & Co Wallcovering 
The name of William Morris, the renowned
Victorian designer, poet and socialist, is often
associated with Bedford Park. The decorative
work carried out by Morris and his firm played
an important role in shaping the artistic taste
in interior decoration adopted by many of the
early residents. 

Morris (1834–1896), was a
close neighbour, living at
Horrington House, Chiswick
High Road, between 1872 and
1878, and then at Kelmscott
House, in Hammersmith.
Residents of the estate were
connected with Morris
through artistic or literary
activities or involvement in
progressive causes. For
example, W B Yeats, who
moved to Bedford Park with
his family in 1888, attended

socialist meetings held in the stables at Kelmscott House,
while his sister Lily worked as an embroiderer for Morris &
Co. However, perhaps the most visible link was the use of
Morris & Co’s decorative products, especially their
wallpapers, in interiors on the estate.

Accessible to the aspiring 

middle-class 
Morris & Co was established in 1861 with the aim of raising
standards in the decorative arts. At the outset, their work
was dominated by bespoke, one-off commissions but they
quickly introduced new types of goods, which could be
produced in larger quantities and were more moderately
priced, thereby more accessible to middle-class
householders, including the inhabitants of Bedford Park.
Their first wallpapers, Daisy, Fruit (or Pomegranate) and
Trellis, were introduced between 1864 and 1866. More
patterns followed and in the early twentieth century their
catalogue listed nearly one hundred wallpapers designed by
Morris himself and others, including John Henry Dearle, Lucy
Faulkner and May Morris. The printing was contracted out to
Jeffrey & Co, an established manufacturer of high-quality,

hand block-printed wallpapers in Islington and the wooden
printing blocks were carved by another specialist firm,
Barretts of Bethnal Green Road, in the east end of London.
This arrangement continued until 1927, when Arthur
Sanderson & Son took over the printing; Sanderson’s
continue to produce Morris wallpapers today.

One of the main attractions of the new properties in Bedford
Park was their affordability — for the first time — of a home
in the desirable “Queen Anne” style to people of relatively
modest means. This was achieved by using a limited range
of design elements and materials but putting them together
in a way which created a sense of variety and allowed
prospective householders some degree of choice in the
details of their new homes. According to Moncure Conway,
an American abolitionist, minister and writer who settled in
Bedford Park, purchasers or leasers of houses there could
choose their own wallpaper, and many chose Morris papers.
He noted that a wide variety of patterns, colours and shades
were available and suggested that it would soon be
necessary for the firm to open a branch in the
neighbourhood. 

Many of the new residents clearly disagreed with one of the
estate’s main architects, Richard Norman Shaw, who
described Morris as “a great man who somehow delighted in
garish wallpapers.” Contemporary accounts describe some
of the more prominent buildings in Bedford Park, including
the club, The Tabard and Tower House (the home of the
developer Jonathan Carr who masterminded the estate)
where papers by both the Morris firm and Jeffrey & Co were
used. However, despite frequent references to the use of
Morris wallpapers, sadly little is known about any specific
decorative schemes. 

Thanks to Emma Hardy for contributing this article. Emma is
working on a PhD about William Morris, Jeffrey & Co and the
Morris & Co wallpapers. The research is an AHRC-funded
collaborative doctoral project, based at the Open University
and the Sanderson Design Group Archive. Emma would be
pleased to hear from anyone who has information relating 
to the historical decoration of houses in Bedford Park, which
they would be willing to share. Published or unpublished
descriptions, images, or remnants of old wallpapers would 
all be of interest. 

Images of wallpapers on pages 8 and 9 from the Prints,

Drawings and Artists Collections, Victoria and Albert

Museum.

William Morris, aged 53 years
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1 Sunflower Dark Blue 1887–88

2 Wallflower Green 1889–90

3 Larkspur Green Blue Pink 1874

4 Fritillary Blue 1885

5 Fruit 1865–66

6 Arcadia Brown 1886

7 Larkspur Blue 1874

8 Bachelors Button Gold 1892

9 Larkspur Grey 1872

10 Wild Tulip Blue 1884

11 Granville 1896

12 Apple Blue 1877

13 Double Boughs 1890–92

14 Wreath Blue Brown 1876

15 Mallow 1879

16 India Red 1868–70

1

6

11
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7

2 3

8
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Sumptuous suppers
in early Bedford Park

In 1899 the Daily Mail described how a Bedford Park
artist gave “the most novel parties in London” under the
headline: Pewter Dinners. At these dinners, every item of
dinner and tableware was pewter, which had come back
into fashion in the late 19th century with the revival of

medieval objects for decoration.

I
nitially, the dinners were hosted by artist Frank 
(Frederick Hamilton) Jackson (1848–1923) at his studio 
in 4 Gainsborough Studios — he was involved in the

foundation of the Chiswick School of Art. Around the table
his artistic friends, including other members of The London
Sketch Club — “a Bohemian art body” — as described by
The Pall Mall Gazette, would spend long evenings over
dinner and conversation.

In about 1901, artist and entertainer Walter Graham
Churcher moved to Bedford Park, becoming close friends
with Jackson, who introduced him to his hobby of collecting
pewter. They often sought out and jointly purchased
collections, including the Staples Inn Pewter service from
Holborn, which became part of a large dinner service
containing everything for the pewter dinners. As well as
plates and dishes, the service included tureens, sauce boats,

salts, pepper boxes, tankards, and unlike the rest of the
service, which was all English pewter, liqueur “glasses”
obtained from Algiers. The collecting of pewter can be seen
as reflecting a broader trend in the widespread interest in
crafts associated with the Arts and Crafts movement. Its
advocates rejected mass produced factory goods and
favoured a return to artefacts produced by traditional
methods in small workshops by skilled craftsmen, who 

were also designers.

Host of five-course pewter dinners

Churcher lived in three different
houses in Bedford Park — 4 Queen
Anne’s Gardens, 6 South Parade and 
3 Priory Road — until his death in
1934. He owned the largest pewter
collection of the period with 250
pieces of every variety of old English,
Scottish and Irish plates and dishes. 
By the time he had taken over hosting
the pewter dinners from Jackson, he
had accumulated sufficient table
pewter to accommodate 16 people 
at a five-course dinner. His wife
Madeleine together with servant Alice
Smith prepared the meals. During
these sumptuous suppers guests were
invited to make a quick sketch or sign
their names on a tablecloth that was
draped over the table. Some of these
sketches are small works of art in
themselves by artists such as fellow

Bedford Park resident Cecil Aldin, best known for his
paintings and sketches of animals, sports, and rural life;
landscape painter Walter Fowler; Dudley Hardy, famous for
his gaiety posters depicting actresses of the Gaiety Theatre
and Tom Browne, a popular strip cartoonist. 

Born in 1859, Churcher worked as a clerk but by 1890 he
had become an artist and a popular entertainer, particularly

Living room at 6 South Parade 

Walter Churcher “Churcher
Smileth” by Frederick H Evans.,
MET DP116906, Creative

Commons
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known for amusing recitations. 
In 1899 a review summed up his
popularity: “The hit of the evening, 
and a very great hit it was, was made
by Mr Walter Churcher with a 
screamingly humorous recitation 
The Cricket Club of Red Nose Flat, which
threw a new aspect on our national
game as ‘played’ with pistols out in 
the Wild West.” Walter continued
performing occasionally until about
1922, while adding to his pewter
collection, including the purchase in
1915, for the sum of fifty shillings of
eight of the ten plates held by Frank
Jackson from the 1897 joint purchase
of the Staple Inn pewter. 

Sometime prior to 1902, Churcher had become a
Freemason, and in 1905 he held the position of President of
The Pickwick Bicycle Club. In 1910 he appears to have
supplemented his income by teaching elocution, while in
1911 he lists himself as an Artist to Chubb & Sons, Lock and
Safe manufacturers. He published two books, one in 1918
with Sir George Hayter Chubb entitled The House of Chubb
and the second The Horn Coffee House, Doctors’ Commons, a
short history of the Coffee House mentioned in Charles
Dickens’ book Pickwick Papers.

In 1918 Churcher become one of the twelve founding
members of the Society of Pewter Collectors, being its

president in 1921, as well as one of the Honorary
Secretaries in the early 1930s. Not only was he one of 
the listed subscribers to Howard H Cotterell’s book Old
Pewter: Its Makers and Marks published in 1929, but he 
also contributed nearly a dozen photographs of his
collection for the publication.

All images courtesy of Chiswick Library Archives & Local
Studies. 

A book of early photos of Bedford Park: Bedford Park Pictures
from the Past by Sandra Grant and David Budworth is
available from the Society. Contact:
information@bedfordpark.org.uk.

Above left: Table laid with pewter service at
4 Queen Anne’s Gardens 

Above right: Dining room dresser at 4 Queen
Anne’s Gardens displaying some of

Churcher’s pewter collection 

Right: Dining room at 6 South Parade
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A vital role in preserving
our architectural heritage

In the same decade as Bedford Park’s foundation, the Society for the
Protection of Ancient Buildings (SPAB) was launched — an event that

would later contribute significantly to the saving of Bedford Park and to
the definition of the approach taken to its conservation.

W
illiam Morris and a number of his close associates
announced the formation of SPAB in 1877. Morris
himself was the first Secretary and the initial board

included other important figures from his circle. Philip
Webb, the architect of Morris’s Red House in Bexley worked
with Morris on the creation of its Manifesto, published within
a few months of SPAB’s creation. Other
board members from Morris’s circle
included artist and designer Edward
Burne-Jones and William de Morgan.
Several of those involved in SPAB’s
foundation had connections to
Bedford Park. Webb’s Red House and
his subsequent buildings were a major
influence on Norman Shaw’s housing
designs and his “Queen Anne” style,
which came to maturity in Bedford
Park. Morris and de Morgan’s
decorative wallpapers and tiles figured
prominently in Bedford Park interiors. 

The long-term importance of SPAB 
lay first in the idea that it was not only
possible, but indeed necessary and
urgent, to establish principles
governing the treatment of old
buildings of whatever period, and
second to set out such principles in its
Manifesto. Much emphasis was placed
on the protection of the “fabric” of a
building, the material from which it is constructed, and the
primary source of the understanding of the building. This led
to a focus on the need “to stave off decay by daily care, to
prop a perilous wall or mend a leaky roof by such means as
are obviously meant for support or covering.”

Wiping away the history of a building

SPAB and its Manifesto emerged largely to oppose the
Victorian taste for a type of “restoration” which effectively
replaced the existing fabric. The architect imagined
something an earlier builder might have done — creating
what Morris described as a “forgery” and “wiping away the
history of the building.” In effect, important elements of

older buildings were being destroyed and replaced by
elements, which were alien to the character of the original.
Of particular concern was the practice, prevalent then, of
“scraping away” blemishes and marks on stonework,
especially on ancient churches and manor houses, an
attempt to make the stone look new. SPAB advocated

instead sensitive restoration, keeping as much as possible 
of the original fabric of the building. 

The twentieth century brought grave threats to Victorian
buildings, whose eclecticism and exuberance were much
criticised with the emergence of Modernist architecture and
décor in the 1920s and 1930s. Architects and owners
attempted to transform the interiors by the removal of
cornices, dado rails and moulded doors and carved balusters
in search of a contemporary look — again, creating results
that were alien to the original architecture. As a result, much
damage had been done in areas like Bedford Park long
before the creation of the Conservation Areas. 

A typical “remodelling” (right) of a Victorian House in 1932 by the Modernist architect Wells Coates. From The
Victorian Society Book of the Victorian House by Kit Wedd
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As the twentieth century advanced, SPAB reacted vigorously
to evolving threats posed to fine old buildings of many
different periods. The development of government policies
for the conservation of buildings in Britain and indeed in
other parts of the world have their origin in SPAB initiatives.
They prepared the first list of historic buildings in London in
1896. The first effective historic buildings law in 1913 was
introduced into Parliament by SPAB’s then Honorary
Secretary Lord Crawford of Balcarres and the 1944 Town and
Country Planning Act with its creation of the first national
system for the listing of buildings was devised with the
encouragement of SPAB. Further, many of the important
organisations, which actively support the conservation of
historic buildings were nurtured by SPAB — the National
Trust, The Civic Trust, The Georgian Group and the Victorian
Society, which began as a group within SPAB.

Positive and practical guidance

SPAB’s current thinking and principles is outlined in The
SPAB Approach and is still closely based on the Manifesto,
but what began as an outcry against destructive work is now
expressed in guidance that is both practical and positive.
The aim is to promote the value and good sense of caring for
the fabric of old buildings, while continuing to express a
broad philosophy of conservation, applicable to buildings of
different ages, styles, functions, and current state of

preservation. The fabric of a building
contains evidence of the history of the
building. However, The SPAB Approach
accepts that old buildings may need
“sympathetic alteration, adaptation or
extension” to remain useful, while
emphasising the need for an
understanding of the existing fabric
and care in choice of materials —
signs of age should be respected and
not eradicated; work should be limited
to the essential and repair should be
cautious. 

For buildings of the Victorian era the
issue of fabric is perhaps not the
primary one — the buildings are
generally in relatively good condition.
A key issue becomes the making of
changes to adapt to the requirements
of contemporary life. Recent SPAB
thinking accepts the role of new work
but emphasises that new elements
should relate to the existing “in a way
which is positive and responsive at
the same time,” and that additions
should complement rather than
compete. Nonetheless, the SPAB
concept remains an important guide
to how we treasure our architectural
heritage, such as ensuring brickwork,
pointing and joinery are repaired in a
sensitive way and with appropriate

materials, and that we retain (or even reinstate) original
features, which by their nature are an integral part of the
architect’s design.

The profound importance of Morris’s creation of SPAB can be
clearly identified in the story of the saving of Bedford Park.
The campaign of the 1960s for the listing of Bedford Park’s
buildings was of course largely conducted by the residents,
with support from John Betjeman and others, but the
framework of that battle and the legislation that enabled the
buildings to be protected by listing had been established
largely at the initiative of SPAB. Further, SPAB and its
offshoot The Victorian Society had created an environment
in which the preservation of fine Victorian architecture had
become a cause engaging at least a part of the architectural
establishment. 

Today, the importance of SPAB to Bedford Park remains
clearly discernible in the approaches to the conservation 
of Bedford Park, reflected in the planning policy documents
of Ealing and of Hounslow Councils — drawn up in
consultation with the Bedford Park Society  — and also in 
the Bedford Park Society’s own Technical Notes. These
closely mirror the SPAB principles of respect for existing
fabric and the idea that necessary adaptation to
contemporary use should also respect the existing 
structure and history of the building. 

Right: Living room, Down
House, Kent. Charles

Darwin’s family home 

Below: Drawing room,
Emery Walker House,

Hammersmith, courtesy

of The Emery Walker Trust
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C F A Voysey’s Tower
House on South Parade    
The austere simplicity of the Tower House at 14 South Parade is in
deliberate contrast to the Queen Anne style red brick neighbouring
houses, built with a palette of repeated decorative variety — the essence
of the Bedford Park Garden Suburb. Architect Charles Francis Annesley
Voysey who designed the house in 1891 was known for the individuality
of his designs, their simplicity and elegance. 

T
he debate over modern insertions in a historic building
context has long exercised the minds of architects and
commentators. The celebrated British architect Will

Alsop, who died in 2018, is on record as saying his two most
detested words in the English Language were “fitting in.”
This sentiment would surely have been shared by Voysey. 

An artist’s studio

Voysey’s client was the artist Joseph Wilson Forster, who
lived with his mother at 27 (now 33) Priory Avenue. There
were numerous social and business links between the
Forster and Voysey families, and Voysey’s younger brother
Herbert Annesley Voysey acted as solicitor in the lease
transactions relating to the house. Voysey also prepared an
unexecuted 1893 design of a studio at Brook Green for
Forster’s sister Eliza Mary Forster. Voysey and his wife Mary
Maria were near neighbours; they lived at 7 Blandford Road

from 1885 to 1888.This is considered to be a period of great
creative achievement in Voysey’s career, while designing a
house for an artist was consistent with the then fashionable
aspirations of Bedford Park residents. Among the artists,
best known inhabitants included John B Yeats and his son
Jack at 8 Woodstock Road, then at 3 Blenheim Road; Lucien
Pissarro at 62 Bath Road and T M Rooke at 7 Queen Anne’s
Gardens. Artists formed a sizeable proportion of the
population and studios were often incorporated in top
floors, or as separate garden structures.

It was an earlier, unexecuted concept for another studio
tower house that inspired Forster to commission Voysey.
Published in The British Architect in 1889, that earlier design
showed the efficiency and economy of the tower model on
restricted urban sites. The contract price for 14 South Parade
was £494.10s, a remarkably low figure even at the time. This
was partly achieved by Voysey’s comprehensive detail
drawings showing the contractor what not to include —
without the ornate flourishes with which the contractor
would be more familiar. The Tower House was published in

14 South Parade. Dr Heinz Theuerkauf, 1976 

Drawing of 14 South Parade by T Raffles Davison before the extension was built 
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The British Architect, and The Studio, a magazine of
truly international influence. The comparatively
young Voysey had clearly realised that the proximity
of the District Railway offered a wonderful
opportunity for his work to be widely seen by the
middle-class commuters of the day; he was a master
of self-promotion who successfully courted
publicity, even if he was later to deny this fact.

The floor plan at 14 South Parade was traditional,
but with a side entrance enabling a full width
parlour to overlook the front garden. Three
bedrooms and a bathroom occupied the first floor,
freeing the top floor to be devoted entirely to the
glorious studio room, the space soaring to the
rafters, and generously lit from the large north-light.
However, the construction of a side extension in
1894 — in anticipation of the marriage of Forster to
Ethel Elizabeth Amy Rawlinson — arguably
compromised the purity of the original plan.

Exacting and uncompromising character 

Voysey was born in 1857, the eldest son of the
Reverend Charles Voysey, Clerk in Holy Orders, Vicar
of Healaugh in the Diocese of York and founder of the
Theistic Church. Voysey’s great-great grandmother was John
Wesley’s sister — in his own words “…from which family he
gratefully acknowledges what little moral courage and
independent spirit he happily inherits. This independence

has crushed out the love of limelight and thirst for worldly
gain or social advancement. Pioneer work and poverty are
more attractive to his nature.” This may seem at odds with
his successful self-promotion. Educated by brief attendance
at Dulwich College followed by private tutor, he was articled
for five years to J P Seddon, and then worked in the offices
of George Devey and Saxon Snell — all three notable and
distinguished architects. He commenced practice in 1881
and was soon highly regarded by his contemporaries in the
Arts & Crafts movement. He later published Individuality in
1915 with the opening lines: “I have written these chapters
in the earnest hope of encouraging my fellow-men to
believe and feel the creative spirit within everyone, which

while stimulating thought,
leads to mutual sympathy and
true union. And so through
the working of natural laws,
we come to create that beauty
which draws us onward and
upward.”

He became Master of the 
Art Workers Guild in 1924 
and had one-man shows in
Holland and America, paid 
for by those countries without
suggestion or request from
him. He was proud to claim
that 53 clients had
commissioned him more 
than once, perhaps as a
response to those who found
him “difficult.” His
correspondence with clients
and friends shows an often
sombre and uncompromising
character. His efforts in self-

promotion did not translate into an expanded workload, and
he complained of his “terrible plight,” referring to his
straitened financial circumstances in the years following The
Great War. His total dedication and unwillingness to
compromise is illustrated in his own clothing; he did not
wear lapels on his suits as he believed they harboured dust.
There are some who attributed his often sombre demeanour
to the peptic ulcer from which he is thought to have
suffered.

The Tower House was not the only building to be designed
by Voysey in Chiswick; he designed the radical new building
as an extension to the Sanderson’s wallpaper factory in
Barley Mow Passage, completed in 1902, and linked to the
earlier red brick factory on the other side of the road by a
dramatic first floor bridge (long since removed). It continued
to demonstrate, as with the Tower House, that Voysey stood
for the mainstream of functional design, although he firmly
rejected suggestions that he was a pioneer of modernism.
Indeed, as the Modern Movement took hold in the 1920s,
Voysey’s architectural practice was in decline. He continued
to make a modest income from designs for wallpapers,
carpets, furniture, metalwork, textiles and graphics. It was
only in the 1930s that interest was rekindled, largely due to
the young John Betjeman championing his cause, writing in
the Architectural Review. This newly revived respect
culminated in Voysey winning the RIBA Gold Medal in 1940,
shortly before his death in 1941. His name appears
engraved in the entrance of the RIBA headquarters in
Portland Place, above that of the great American architect
Frank Lloyd Wright, the medal winner in the following year.

Written by George Butlin, with thanks to Charles Lawrence for
information. George Butlin and Charles Lawrence are founder
members of The C F A Voysey Society, which is currently
celebrating its 10th year.

14 South Parade in modern times. Mick Sinclair, Alamy

Unexecuted design for a tower house 
published in 1889 
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Spotlight on some 
notable former residents
The Society’s Covid lockdown electronic newsletters for
members, which featured over 40 of the hundreds of notable
residents who have previously lived in Bedford Park houses
proved extremely popular. 

As a result, the regular newsletters
produced this year have continued to
include stories of former residents,
once again re-emphasising the wealth
of artistic and creative talent from the
earliest days of our suburb. 

The major task of revising the
publication Mainly About Bedford Park

People is still underway. The aim is to
continue to provide an alphabetically
listed entry on each notable former
resident, supplemented with cross-
referencing to a list of addresses, thus
enabling readers to check any house
listed and find out who previously

lived there. In the meantime, we’re
pleased to publish a reminder of some
of the Bedford Park roads particularly
noted for their famous former
residents.
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Bath Road
No 1: Martin Travers, Church Artist

and Designer (also 3 Priory
Gardens) above right

No 3: Percy Angelo Staynes, Artist
and Designer (also 1A Woodstock
Road/2 Woodstock Studios and 29
Flanders Road) above left

No 3: John Anthony Staynes, Artist
(also 29 Flanders Road) right

No 3: Charles Mills Sheldon, War
Correspondent and Artist (also 45A
Fairfax Road) far right

No 37: George Fenton, Composer
below

The Avenue
No 4: William Terriss, Actor (also 2

Bedford Road) above left

No 4: Ellaline Terriss (Lady Seymour
Hicks), Actress (also 2 Bedford Road)
above right

No 18 and 19: Sybil Pearce, Teacher
and Author (also 39 Bath Road and
6 Bedford Road) right

No 25: Gillian Lynne, Choreographer,
Director and Dancer below

The Lodge: Moncure Conway,
Clergyman, Author, Abolitionist
below right

Priory Avenue
No 15: Edgar and Madge Syers,

Figure Skaters (also 8 The Orchard
and 63 Esmond Road) above left

No 24: Jo Grimond, Barrister and MP
above right

No 26: Richard Broke, Television and
Film Producer below right

No 42: Davy Kaye, Comedy Actor and
Entertainer below

No 47: Cecil Aldin, Artist
(also 47 Priory Avenue)
below left


