By Robert Young

he encrance was down an alleyway and

the front door was mecked in under an

arch. I pulled the manual mechanical
doorbell ro gain entrance, and my wife, Josyane,
and I found ourselves invired direcdy ineo 2 small
private sitting room. The following couple of hours
simply changed our lives,

I myuse have been around 1977, We had only
been in business for a short time and a new client
suggested we should visic Kertde'’s Yard, in Cam-
bridge. Ar thar rime, neither of us knew of its

existence. Sadly, the tounder and creator, H. 5.

iJim) Ede, was no longer in residence, f‘l.ﬁ;crlh-'inﬂ

there for hifeeen vears, in 1973 he ook his wife
back 1o l:dillliilr#l, where she was Feom, and I!||-|."_|.'
spent the last years of their lives there, leaving
Ketthe's Yard in the care of Cambridge Universiry.

Fale wus bomn in Wailes in 1895, the son of a
solicivor, He went to the Leys School in Cambridge,
EOing on 1o hl:lll.l}' painting at the Mewlyn School
of Arcin 1912, befone joining up to serve in the
First World War. After the war he resumed his
studies ar the Slade 5chool of Fine Am, before
working as a phorographer’s assiseane ar the Ma-
tional Crallery and then as an assistant curator an

the Tawe l'.'u.lllq.'r:.'. He lefe the Tate in 1936, reput
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Fig: L. |1H.-|].lnir|',.'
wiging room of Keitlcs
Varl. wheee visiter are
ingroduced oo the house.
Alli plategreph.

Fig- }. Edc the

dialk i whoe diming’

siElEng rooss in an

umidated phovegraph,

A natural sense of sanctuary pervades the small rooms,
with a refreshing energy ereated by the placement of the artworks and oljects that is enhanced
by their relationships to each other: Although carefully considered, it all seems entirely natural
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Maroceo and then in France. He returned wo Brir-
ain in 1956, in his early sixrics, with a vision o
create "2 living place where works of ant would be
enjoyed, inherent to the domestic setting, where
poung |1|.||]:l|-. could be at home l.|.||]:|.|:||:|.|¥u-'.|.| by the
greater austerity of the museum or publicart gallery,
and where an informaliry might infuse an umlcr]'-
ing formaline.™ Ede created h-::ll: s Yard from four
dals |pu|J|:n:! cottages, immcdi: LI;F-. adjacent to S
Perers Church, off Honey Hill in € .II'|'|hrIdL..
aving been invited in, we found ourselves
I._a|_u1-_-_1 a small brick Im||] e, the mantel
fshioned from old terra-core eiles, on which
there was a group of objects—still, composed, hal-
anced, and quiet, Even in those years we recognieed

wen in this ariicds are from lim Ede, A Waer o il K
L ambridge koitke s Vard Lealleiy, D07 E of Bros

ani ki Meiraial, Kol s Kol Floor (aialade 1L am

[

bridpe hoetele s 1, Univeriy of Cambridge Suseums. J00s
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that these pieces were not superlative, they were not
ofany great rarity, nor even individually remarkable,
and certainly not typical of what we understood to
be of “museum quality.” In fact, at the center of the

composition stood the achingly fragile remnants of

two seashells, standing upright, as if dancing with
each other, whilst their shadows echoed their form
on the reflective surface of the oval ceramic dish
behind them. We were entranced.

There was an immediate sense of peace, while the
woman who had ushered us in explained that this was
a home, and we were encouraged to treat it as such,
to feel free to sit in the chairs, look through the books,
and take our time. We wandered in silence forawhile.
With plain white-painted wallsand raw wooden floors,
the rooms were furnished largely with unexceptional,
honest antique provincial and vernacular furniture,
curated compositions of glass, china, wood, and stone,
found objects, and modernistsculpture, paintingsand
drawings by significant mid twentieth—century art-
ists, all somehow related to each other, each piece
significant to the composition of the space it oc-
cupied, bathed in natural daylight and punctuated
by the odd vase of freshly cut flowers. No labels, no
protective ropes, and no spotlights.

AY

We were immediately drawn to the simple
beauty of a collection of sea-rounded and smoothly
polished pebbles, graded by tone and color and ar-
ranged in a spiral atop a circular scrubbed-top table
in the light of a bay window, a grouping and place-
ment that may now be considered “an installation,”

Fig. 4. A view of Jim
Ede’s bathroom, showing
(left, leaning against the
wall) a 1914 door
knocker by Henri
Gaudier-Brzeska (1891-
1915); the painting
Piazza San Marco no.5
by William Congdon
(1912-1998), 1958; and
Lerters and Numbers, a
linocut on cloth by Ben
Nicholson (1894-1982),
<. 1933. Allitt photograph.

Fig. 5. Ede created this
spiral of stones on a
table in his bedroom
in about 1958.

Allitt photograph.
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under the le gendary Derek Shrub ar Sotheby's. We
were both introduced to the mainstream art his-
torical narrative in different ways, bur both taughr
to identify and caveporize works by their soyle and
quabity, In this time-honored Fachion we slowly
|1l.|||l LI OUkF |'l|:|5u|1r| || WisLs || 1= h. i | T | h-l LFics .|I'|l.|.
grew o feel comfortable enough relying on this
FESOURCE 10 SEAFE our own husiness, We were not
taught about “eye,” taste, human response, o feel-

ing for arr, yer ‘these were the reasons we sought
to fashion a career in the field. After just a few
minutes in Kettle's Yard we felt we were somewhere
speci: |.| somewhere undem: ainding yvet celebratory
and |l Jeasurable—almost a reminder thar arr can
be important and cermainly thar the selection and
|1'|.|..;|_'1t|.|_':|'.r ot piw:_'n 15 an art borm i s awn rij_'.hl:

It made “things™ feel warthwhile,

Ede collecred all his life: he L:I'..|I'|'|'|'|il.l1:||.'|.1 the wark
of Wallis, Ben and Winitred Nicholson, Christopher
“Kit Woosd, Barbara He |1'.l.||'||1 and Bryan Pearce
|.|.|.r|.||sl._ the early vears of their carcers—as well as
Henri Gaudier-Brecska after his untimely death—and
|u|r|n.m|u, many of them. He was also a dedicated

rt “forager” drawn to explore antiques and junk
~1 o with hiz eve alwayvs alert for naural “found
obijects,” and Kette's Yard was ereared around these
things when he sevded back in Cambridge

Ede was a man of modest means, vet somehow
had a way of gathering together art thar spoke o

him, by exchange and barter, Through his writing

it is evident that he did not research many af the
warks he owned, particularly the decorative arts
and furnishings. He tells where they were found
and often of how litde they cost, but virually
|'.||I||i:'.|; af their history or ||ri!;i|1\'!:l|.':|'||1||.| thae and
the part they E"I.l'-' in the interion spaces af Kerles
Yard. It was the sarisfaction of the composition
that drove him, the balance, the physical relation-
ships, and the play af lighe, The collection is pre-
sented as a whole, a5 an installation, and as such

Kerle’s Yard is witness to curation as a way of

making art

Ede loved F'-L'||'|1|¢.' and \.lurint; the pleasure he
derived from Kertles Yard and whar he described
as “an elegance of living.” He held open houses on
weekday atternoons o university students, who

gained acoess as we did by ringing the mechanical
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Fig & Sunpended in the
feregreund is Ciar by
Ceregorio Yardameoga
(1923=- 2007}, c. 1946y
behisd is an untitled
Fui-ﬁ.n: by Nichaolwn
freim 10404 and The
Fleres, a nionowar vaag
h:l William Seaine H-ﬂ'ir
[1BRI-19a2), c. 1928,

Atirr plwrograph,

Fig- 9. The so-called
[kanger Boomn an the
upper bevel of the house
in mansed For iis conger-
piece, Craudier- Braeska's
Ihesacer, 1905
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Fig, 1 In the lamsding dhar con-
mtll]wurinl“'mhiu
xicmnion opaved in I'T"I'Ilh'w
Roviiiatsi Rovtel ¢ ormolss aper with
T Howses | by Winifrod Nich-
olson | |E93=1981 ) 1926, On
the table i Caudicr-Hraoska's

Corrisar, 1904, Al plooggrapd,

Fag: 1 1. The emension. de-
sigmeesd by Lonlie Martin {1708-
20a01 ), wirh ds chean lines and
ErHIT -ﬂrII.'I'l 1-1.:'““!. ﬁrﬁ'l‘l a l‘lrj—
mathc change of feelisg from
lhr-inﬂrrnﬂ'l-im‘lu.l, hoswr,
Bwuit o phavys similar mareriabs.
swch aa ﬂ'u.-pl.l.innh.l'lr\-plinln]
walle and wondon flooss. seen
ere. In the fsregroand is &

posthamos cast of a gardon
wimanbeil by Gaudeer:
Hrresks, 1904,
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bell, and was thus able vo realize his dream of shar-
ing the art and place with like-minded people in
adomestic semting, "L, ||||1:||:q_|r'|.r.|-.t:n. ef this conseant
ringing of the bell,” he wrore, i was always with
a sense of interest and advenoure that | heard its
sound: even whilsi |1:|.|.inr.|.ir|ir||_: the house in
preparation for visieors, “the so-called chores [ rurm
to joy; the sweeping of a Hoor, dust slanring in rays
of light, the quality of wood or stone, the cleaning
ot @ window, thar ||1ri.|'||n1_.. insubstantial substance,
E_J.lh!- Tl 'L'““' driven rain. vet |u|_|.|:||.| ] ||Ejl.!.
A the top of a staircase stands 2 handsome eigh-
teenth- or nineteenth-century Morwerian dug-out
chair, or “Kubbestol,” only the second such chair
I'd seen at thar time. It is :‘\.-L'l.l.li:l[I.IIII]. rich]:.- pari-
naed, and, carved with an arcaded panel beneath
the sear and further abstract geomerric miotifs, it has
a noble sense of history. Honestly, i 15 the only
'.igni.l-lr..:rll plece |.|1':||1ti|.||:|r furnimre in the collec-
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tiom, yet somehow feels conremporary in the conrexr
of Kende's Yard, where it is celebraved for s form
and texmure, The chair stands on the threshald of
the entrance (o the ]:I:I'!_'.‘l'.' extension out of the fourth
original cottage thar Leslie Marin -.Il.':ni'::r'l-'.'nl.‘l for Ede.

he maotivation for this large, airily modemn,

pwo-Hoor extension was Ede s desare todisplay

his burgeoning collection, hold exhibirions,
and host musical events, and the opening in 1970
was celebrated with a performance by Jacqueline du
Pré and Drhaniel Barenboim, Keetles Yard continues
o hess regular echibirions and live musical evenis
throughour the year. Clean lined and spacious,

particularly in comparison to dhe cottages, the Babric
af the extension nonetheless IMCOPRTE similar
rraterials, with bare wooden, brick, and riled Hoors,
glass, and plain whice-painted walls, The same sense
af calm se rEnicy exists hiere, However Yo alsay mow
get a better idea of the scale and cqualiry of the col-
lection that Ede amassed, It is well known that Ede
really “discovered™ the work of Gaudier-Breeska; he
wrote 2 book abour him and |14_||.|-_i;|!|r most af his
estate abter it was rejected h_\ the Tate l'.'u.|5|rr:|' in
London. Amongst many others there ane two pow-
erful and significant works by the sculpror: Dascer
(Fig. 9}, a angible celebration of movement in bronae,
and Bind Suatllon IHg d Frile | Fig. 13), fashioned from
plaster and painted a dark verdigris color, which sits
o a massive sea-worn drifowood tree trunk that Ede
found washed up on a beach in the lsles of 5 illy
Together, they comprise ang off the mase ||.-|-..|.||.|:r|5'_
COMMpOSitians in the collection. There is also the

SEFTEMBERNM.TOBER 20

Fig. 12, The loewer el ol
the exremon fragurrs,
abonr (e sideboand.
Hudldimg rbe Faar, Trvboul
||:r thi.1lvu|.|hr|' Wod
(IS0 -19300, 1930, o well
i3, im the Foreground, a
baved by Lucie Rig {15402
19T, 1071 <1974, anad
ithe sulpimre Mz ::ll".ﬂ.l:l'r
HForve by Craudier-Breeska,
11 4. Aty plbasogratpi.
Fig. 13, H'F.ni'."wul'.'ﬂrru'n_[ i
Fisk by Gaudier-Breeska,
1904 Adfire plerograpis
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Fig. 14, The painting
Fesir Il:a' Williaem Scoti

(T 3-198%), 1979, hangs
e 1Bse rip,l-u al a refar-
bavhod gonrmer ruph‘rd ol
& ITT0=1TH0 s the lower
lcwel af the cyscnaian,

Altire plrogral,

Fig. 15 This view of the
lorwer level of B axten-
stom indudes Gaudser-
Brockias Hedl Sone
Thrwaer, 191 5=1914, in
the ﬁun‘mund anad his
Wiwnrlers relief, 1914, on
thse wall above ik plan.,
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richly textured Sculptural Object by Henry Moore,
as well as the sensual white marble Spirality by
Kenji Umeda. There is a waist-high solid balustrade
on which a huge collection of works by Alfred Wal-
lis is closely hung; a bold black and white col]ﬂgc
triptych by Italo Valenti set almost like an altarpiece
above a simple console (Fig. 17); Ben Nicholsons
everywhere; and scattered works by Hepworth,
Brancusi, Bernard Leach, Mir6, and many others.
n the upper floor of the extension and set
back at one end of the space is a large table,
surrounded on three sides by open book-
shelves up to chest height, along the top of which
are small sculptures, framed works on paper, ceram-
ics, glass, and found objects. The wide-ranging
books cover art subjects related to works and artists
represented in the collection and to other broadly
similar topics. There is no librarian or security
guard, but a scattered variety of chairs is an un-
spoken invitation to sertle and linger. To flick
through or read, to rest or study, whatever, the
space is inviting and convivial, as other visitors
peacefully leaf through books or simply reflect on
life. We didn’t want to leave.
That first visit to Kettle’s Yard was an epiphanic
moment for us. We discovered a place where objects

were honored for being what they were. Where a
seedpod, a glass fishing float, and a curated selec-
tion of pebbles were worthy of attention; where
harmony, daylight, placement, and the unspoken
emotions of art are celebrated. Where plants and
books play an important role; where balance and
composition are the champions; where texture and
toneare juxtaposed and harmonized—simply where
the confidence of one man’s eye was concentrated.
We left believing in that sense of value, that just
being touched by inanimate “things,” was somehow
worthwhile and can influence the way we live and
the values we cherish.

Ede wrote almost prophetically in his book, “it
is salutary that in a world rocked by greed, misun-
derstanding and fear, with the imminence of collapse
into unbelievable horrors, it is still possible and
justifiable to find important the exact placing of
two pebbles.”

We came away inspired, and with a belief that
we, like everyone, could trust our instinct and back
our eye, knowing that if nothing else we would
now only live and work with pieces that touched
us, or which we recognized for qua]itics that we
valued, irrespective of the dictates of fashion, pe-
riod, maker, medium, or value. After visiting
Kertle’s Yard, we were never the same.

Fig. 16. A variety of
objects from Ede’s collec-
tion is seen here, such

as a thirteenth- or
fourteenth-century
Buddha sculpture from
the Phra Prang Sam Yot
temple, Lopburi,
Thailand, at left; sculp-
tures and a drawing by
Gaudier-Brzeska; a
drawing by Mario Sironi
(1885-1961); and
paintings by Ben Nichol-
son. Allitt photograph.

Fig. 17. More pieces
from Ede’s collection,
including three Italo
Valenti (1912-1995)
collages from 1964,
and a bowl by Lucie
Rie, 1971.




