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EDITORIAL

“Where's the beef?!” Remember the Wendy's™ television ad? We don't
wish to become embroiled in the great metaphysical controversy con-
cerning the relative merits of hamburgers. However, we will lay claim to
providing you with a lot more beef in this issue of THE DECORATOR.
Between the covers, at the same production cost, you will find five arti-
cles vice the usual two. This legerdemain was accomplished without
shifting to tiny eye-straining print. Rather, we have reduced the amount
of “boiler plate” which formerly filled each issue. Specifically we have
eliminated the page-filling lists of Trustees, Committee Chairmen,
Chapters, Officers and Standards changes. All this information is now
contained in your HSEAD Membership Directory of September 1994
which will be updated annually.

We will continue to list all Master Teachers, Master Craftsmen, Certified
Teachers and Specialists. These talented members form the beating heart
of our Guild.

Two of the additional articles are ones which your editors would like
to develop into regular columns. One, The Treasures Around Us, is dedi-
cated to highlighting examples of Early American decorative arts which
are known to a limited audience. Not every town has a Winterthur, but
many do contain excellent examples of the products of our craft. We can
admire them, learn from them, and expand our sensitivity to the geo-
graphic spread of those early craftsmen. We can do so that is, only if we
know about them. Short articles, similar to the The New Bedford Chair, are
welcome. i B AT T d

Another treasure we enjoy is the
extraordinary talent uniquely gath-
ered together in our Society. We
believe that we can all learn from
their experiences and insights. Such

Label from Bates and Allen Chair, see page 22

THE NEW BEDFORD WHALING MUSEUM FHOTO
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background should be particularly interesting to our newer members just
getting underway on their voyage to higher skills. The prudent mariner
will carefully observe an experienced pilot. Hence the piece On The Road
to Master Teacher. We encourage the Chapters to nominate to the Board of
Trustees, via their Chapter Representatives, other candidates for similar
articles.

Your editors always welcome your comments, questions and obser-
vations. Several changes have been made in your DECORATOR during
the past eighteen months. Let us know your thoughts. Call us or write us
at the address in the Membership Directory if you have something hot, or
run us down at the next meeting of the HSEAD in Charleston. Either way
we encourage your feedback. This is your journal.

—Mike and Peggy Rodgers
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TROMPE L'OEIL

by Dorothy Fillmore
In the course of researching information for a presentation on trompe
I'oeil painting, I was delighted to find the following excerpt chronicled by
Natalie Ramsey in THE DECORATOR following the Fall 1952 meeting in
Sturbridge, Massachusetts:

Deception Painting in Early New England Houses

On Saturday afternoon of the Fall Meeting at Old Sturbridge Village,
Nina Fletcher Little offered the Guild members a most instructive and
interesting talk on Deception Painting in Early New England Houses. Her
lecture, accompanied by beautiful colored slides, was given in the
Sturbridge Village “Meeting House,” thus providing a delightful back-
ground and atmosphere appropriate to a mental trip back into the 17th
and 18th Centuries, when the Art of Imitation or Deception Painting flour-
ished.

As explained by Mrs. Little, this kind of painting was not done for
pure ornamentation in the usual sense, but to achieve by means of paint
architectural effects which otherwise would have been unobtainable in
their particular surroundings.

Interesting to Guild members who attended this lecture was the fact
that many of the principles of craftsmanship and technique that were used
to achieve some of the artistic and beautiful deceptions that enhanced
walls, fireplaces, mantel and window frames, are those we are today
learning to use successfully in our Early American Decorative Art Work.

Of course Nina Little was referring to the flourishing of deception
painting in the 17th and 18th Centuries as it related to our young nation
and not to the fact that this art of imitation called trompe I'oeil has existed
and flourished elsewhere since time immemorial.

Every still life painting rendered in a realistic fashion does not qualify
to be characterized as “trompe l'oeil” work. It must also fool the viewer, if
only for an instant, into believing the painted object is real. For example,
a framed painting of a book lying on a table, no matter how realistic, is
not a “trompe 1'oeil” representation. Because it is framed and hanging on
the wall, the viewer expects to be seeing a painting. However, if the book
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is painted directly on a table top, a deception occurs wherein the viewer
is convinced momentarily that he actually is seeing a real book lying on
the table surface. This bit of deceitful whimsy is what sets the two books
apart thus, “fooling the eye”—ergo, “trompe l'oeil.”
The hand touched a plane surface; and the eye, still allured, saw a
relief; that one might have asked the philosopher which of the two

senses whose testimonies contradicted each other was mendacious.

—Diderot, Salon of 1761
(Milman, Trompe-I"ceil Painting. p. 6)

The eye becomes aware more rapidly than the mind can explain what the
eye is seeing. Therefore,

The pleasure lies not in the moment of deception but in the discovery
of the fraud; the momentary jolt to our perceptions of an accomplished
visual trick is robbed of its threat as we smilingly acknowledge how
cleverly we have been fooled.  (Chambers, Trompe L'Oeil at Home. p. 9)

A deception created with light, shade and perspective on a flat surface
should, ifit is to be successful, trick the eye of the beholder into believ-

ing it has all the volume and form of a third dimension.
(Davidson, Interior Affairs. p. 105)

Technically, any painting or drawing which contains an illusion of
depth—for example, a view down a street—could be called “trompe-
l'oeil,” because it literally tricks the eye into seeing a thing in depth
instead of halting on the flat surface. But this is not what is generally

Figure 1—Balconies and Architectural Details, “La Granja” Palace, Segovia, Spain
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Figure 2—Frescoed Ceiling, Pitti Palace, Florence, Italy.
accepted as ‘trompe-l'oeil,” because we expect to see depth and per-
spective in a normal painting or drawing. “Trompe-I'oeil” is the use of
images painted in perspective in places and situations where we might
not expect to find them. (Plant, Painted Hlusions. p. 20)

The senses are more readily convinced that a painted landscape is real
if it is also viewed through a window or door which itself has been
painted directly on a wall. In this way it actually becomes part of the
existing architecture as well as providing a frame for the view. Unlike
an ordinary wall mural, however, the trompe I'oeil rendering blurs the
edges between reality and illusion by suggesting that the window or
door is actually there. (Plant, Painted Illusions. p.20)

Images painted on walls of prehistoric caves in France may well be our
first looks at man'’s attempt to recreate “reality.” The artistic remains of
other ancient civilizations in Egypt, Greece and Rome also reflect the
wide use of decorative and architectural illusion in homes of those peri-
ods. Popular elements of painted illusion were garden vistas, colonnades,
balconies, (fig. 1) staircases, and skies. These illusionary elements of
design added another dimension because they appeared to extend
beyond the actual structure of the dwelling place.

Countless old masters were intrigued by the charms of trompe I’ ceil.
Their artist’s canvasses were the spacious castles, villas and cathedrals of
Europe which contained vast open rooms and high vaulted ceilings
which lent themselves perfectly to the illusionary images of trompe I"oeil.
They painted scores of angelic figures taking flight up, up and away
through great painted openings in the ceilings toward billowy cloud-
filled skies overhead(fig. 2). The great walls were painted with decorative
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columns, balcomies or people (hg. 31, niches of statuary and markle vases
of Nowers. Sometimes these illusionary deceptions took on a more mis-
chievous quality, such as a fly painted on the nose of a figure or o scrap
ol food painted as if it were tossed on the floor It is this “. wit and wag-
gishness_ which have made the genre so endearing and popular through-
out its astonishingly long history_" for “__trompe I'oell has a lineage
almost as long as the use of paint itself.”
Chambers, Trompe 'Ol ol Howw. p, 100

Flemish masters of the 15th Century were the first to achieve the qual
ity of absolute reality, [8 was also at this trme that certain details appeansd
tn paintings which comprised more reality than the rest of the picture. For
evample, “Feet slipping over the edge of the earliest miniatures and the
hands protruding from the frame of portraits are trompe-l'oetl details
which painters have resorted (o throughout the centuries for the purpose
of linking up their pictures with the reality of the spectator” (Milman,
Trompe-l'ovil Padnting. p.12) False niches, usually populated with statues
painted to imitate marble, were also an important element in the mural
decoration of palaces and churches

usionism as a concept can be defined thoshy

Figure 3—Fresco pantesd oo exlerus dooe of Buldory Slaraes, Bamars, Ganmainy.
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Figure 4—Terra Cotta Statuary painted in gri-
saille technique, Christian Thee, Connecticut.

It... is an instance of what you see is not
what you get. Yet what you get may be
both more and/or less than what you
bargained for, which is why it is so
intriguing an element in home design.
For example, at the estate Chatsworth
in England a trompe-l'oeil painting of
a violin hanging on a door is installed
on a locked door to a music room.
What we get is a perfect reproduction
of the musical instrument, plausibly
located, and the pleasure in realizing,
after a moment, that it is all an illusion.
What we do not get, of course, is a real
violin on a real door.

(Chambers, Trompe L'Oeil at Home. p. 13)

A primary condition for the success of illusionism is proportionate scale
“...or the willingness of viewers to adapt themselves to the scale of an
object.” (Chambers, Trompe L'Oeil al Home. p. 16) A precisely painted flower
by artist Georgia O'Keeffe would not qualify as illusionism because it is
larger than life-size and does not contain realistic coloring. This is in
direct contrast to the accurately scaled and colored paintings of flowers
by artist Severin Roesen.

Illusionary painting has been employed throughout history for rea-
sons of “...economy, practicality and entertainment.” (Chambers, Tronipe
L'Oeil at Home p. 20) “Imitations, reproductions and re-creations usually are
less expensive and can often function better than the genuine article.”
(Chambers, Trompe L'Oeil at Home p. 91) For reasons of economy perhaps, but
certainly for illusionistic reasons too, painters have transformed the com-
mon space into simulated architecture, tapestries, statues and bas-reliefs.
(fig. 4) Luigi Barzini in the book The Italians says that “Half the marble
one sees in churches or patrician palazzi is, in fact, but smooth plaster
deceptively painted.” The highly stylized manner of painting wainscot-
ting to resemble pastel marble at the late medieval Palazzo Vecchio and
Santa Croce in Florence confirms Barzini's observation. “An American
example of such techniques applied to the home is the 1725 ‘William and
Mary Parlour” from a Massachusetts house and now in the Winferthur
Museum, Delaware. The woodwork is painted in hyperkinetic swirls of
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Figure 5—Balconies and architectural details, Concert Hall,
Oberammergau,Bavaria, Germany.

faux pink marble and wood that are exuberantly false.” (Chambers, Trompe

L'Oeil at Home. p. 31)

Due to its excessive weight, the exclusive use of marble in all parts of
Saint Peter’s in Rome was not feasible: the foundations could not sup-
port it. Real marble was used for twenty feet and the remainder of the
wall was merely painted to match. Faux marble was a clearly practical
choice but the church fathers must have found the economy to their
liking as well. (fig. 6) At Versailles the same strategy was also used to
avoid excess weight, and Louis X1V found that it amused his court.
(Chambers, Trompe L'Qeil at Home. p. 92)

It is human nature to want to adorn one’s surroundings and it is also
equally desirable to do so in the most economical manner possible.
With the use of paint and trompe I'oeil methods, most everything in
nature can be imitated. There are paint decorating techniques for suc-
cessfully reproducing precious and semi-precious stones, marbles,
woods, metals, fabrics, furs, and plant and animal life. For example,
the flowing quality of fabric might not seem to lend itself well to the
techniques of tromp l'oeil, yet it has been very effectively imitated.
One example is the Paris Opera’s curtain designed by Jean Louis
Garnier in 1874. “The two-dimensional surface of the flat curtain was
painted to resemble an elaborately draped and tasseled curtain.”
(Chambers, Trompe L'Oeil at Home. p . 38)

A popular trend in illusionary painting is what is known as Street Art. This

refers to painted architectural details and ornamentation on the exterior
facade of an otherwise plain building. Figure 5 is a splendid example of this
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style of deception painting. Two other contemporary works also corne to
mind. The first example is painted on a large side wall of a building on the
corner of Greene and Prince Streets in the Soho district of New York City. The
painted wall duplicates the original facade of the building but in a newly
refurbished condition. The second example is known as The Newbury Street
Mural located on Newbury Street at Dartmouth Street in downtown Boston.
This fanciful mural is painted on the side of the building and is decorated
with many windows and balconies filled with over sixty famous historical
figures important to the history of Boston. Also included are some great
works of art including portraits, paintings and sculpture by Picasso, Ingres,
Michelangelo and others.

“More real than reality is often the effect to be aimed at and hard out-
lines, dark shadows and cut-away shapes all form part of the vocabulary
of trompe l'ceil.” (Millman, Tromp-I"ceil Painting. p. 33) Some rules for the
effective painting of trompe 1'oeil suggest that the rendering of live fig-
ures is to be avoided. “Their frozen appearance commands little belief in
their reality, and they become objects. Moreover, unlike objects, they date
very quickly.” (Millman, Tromp-I'ceil Painting. p. 36) However, the numerous
examples of dummyboards in existence in museums and private collec-
tions attest to the fact that this rule is often ignored. Two fine examples of
these “Silent Companions” are to be found in the Victoria and Albert
Museum in London. (See page 6 of THE DECORATOR, Volume XLVIII
No.1, Fall/Winter 1993/1994 for photographs.)

These human silhouettes undoubtedly originated in the Renaissance

theater, where they replaced the extras. They also had their place in the

fun-loving tradition of the Seventeenth Century Dutch painters. Well
placed and cunningly lighted, such cut-outs could produce the desired
effect. Today, however, the spectator may experience some difficulty in
accepting the painted cut-out as a serious device. For with it we reach
those shifting, ill defined limits where tromp-l'oeil passes over from
the domain of art to that of the practical joke.

(Milman, Trompe-loeil Painting. p. 92)

Because the feeling of reality was weakened when executing the per-
spective of height and depth in a painted niche, it was often “...replaced
by representation of a recess in the wall fitted with shelves laden with
objects, ...a pile of books, objects penetrating the spectator’s space, and

"

half-open manuscripts with ruffled pages...” which suggest “...the touch
of human hands absent from the picture.” (Chambers, Trompe L'Oeil at Home.

p. 44) Also, cupboard and “curio cabinet” pictures became immensely pop-
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Figure 6—Painted book cupboard, oil on Masonite™
panel—Dorothy Filmore, Connecticut.

ular in the 17th and 18th centuries.
Showing a door ajar in the rendering
of wall cupboards gives it greater cred-
ibility. From a technical viewpoint the
half opened doors “...immediately give
depth to a painting without creating
problems of perspective. At the same
time they throw into shadow the diffi-
cult background zone of the space
depicted.” (fig. 6) (Milman, Trompe-I'ceil
Painting. p.50)

When beginning a trompe l'oeil
work, prime consideration must be
given to the position of the viewer and
the logical light source. The appear-
ance of your work from the main view-
ing point is crucial and trompe I'oeil
painting at times only works if you are
standing at one position in the area of
the painting. Always take into account
the natural light source in the area and
study the highlights and shadows
carefully. Great care must also be
devoted to getting the perspective correct. “The most successful trompe
J’oeil subjects have very little depth; the flatter the object, the more likely
it is to fool the viewer. The deeper the subject, the quicker the viewer will
realize the hoax or not be fooled at all.” (Decker, Trompe L’Qeil. P- 2)

“The queen of illusionistic devices—trompe |'oeil painting—has
amazed and entertained viewers for centuries.” (Chambers, Trompe
[/Oeil at Home. p. 123) There is a famous story by Pliny the Elder, a
Romanscholar, of the competition between the Greek painters Zeuxis and
Parrhasius around 400 BC. “Zeuxis produced a painting of grapes so real-
istic that the birds came down to peck at them. However, he ceded victo-
ry to his rival when he realized that the curtain he asked to have drawn in
order to see Parrhasius’s work was in fact the painting itself.” (Chambers,
Trompe 1'Oeil at Home. p. 123) “But that is not the whole story. When Zeuxis
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painted a boy carrying some grapes and the birds came again to peck at
the fruit, he considered that he had failed; the grapes had drawn the birds,
but the boy had not been painted convincingly enough to frighten the
birds away.” (Milman, Trompe-I'oeil Painting. p. 6)

By using trompe 1'oeil techniques in our homes we can fashion and
design our surroundings to suit any mode we desire. Incorporating
trompe 1'oeil and faux finishes allows us a greater freedom to obtain the
interiors we dream about. “Our surroundings are an extension of our per-
sonalities—real and imagined.” (Chambers, Trompe L'Oeil at Home. p. 145) A
very desirable effect of illusion painting is its permanence—flowers are
always in bloom, fruits and vegetables ripe for picking, and ”...perpetu-
ally sunny skies or starry nights”. (Chambers, Trompe L'Oeil at Home. p. 168)
“Sky ceilings are just one way for us to introduce nature indoors.
Sometimes it is even more subtle. Mrs. Paul Mellon has her floors paint-
ed with shadows, so that on a dreary day the sunlight still seems to be
streaming in.” (Chambers, Trompe L'Oeil at Home. p. 170)

Simply stated, IMITATION is the sincerest form of flattery and trompe
I'oeil can make us smile in the process. (Fig. 6) Enjoy it. Practice it. Fool
someone’s eye with your next project.

BIBLIOGRAPHY
Trompe-I'oeil by Miriam Milman, Rizzoli International Publications, Inc. New York, 1983.
Trompe L'Oeil at Home by Karen S. Chambers, Rizzoli International Publications, Inc. New
York, 1991.
Painted Hlusions by Tim Plant, Ward Lock Ltd., Villiers House, London, 1988.
Interior Affairs by Alex Davidson, Ward Lock Limited, Great Britain, 1959.
Trompe l'veil by Peggy Decker, Plaid Enterprises, Inc. New York, 1992, Related article in previ-
ous issue of THE DECORATOR entitled, Deceptive Painting in Early New England Houses by
Natalie Ramsey Volume VII, No.1, Spring 1953.
PHOTOS: Dorothy Fillmore

Figure 7—Stencil and scissor
motif painted on a table top,
Christian Thee, Conneclicut,
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Editor’s Note. In the last issue of THE DECORATOR, the reader may have
noticed that Astrid Donnellan’s name was added to the short prestigious list of
Master Teachers. This is a major accomplishment for any member of our society.
Your editors believe that it would be appropriate to include some of Astrid’s
memories of her successful career in painting to accompany her article on Teacher
Certification. Hence the following. Occasionally we shall publish personal
vignettes of other members of our society highlighting the road they took to their
personal achievements and how they got there. We trust that you will find their
variots voyages to our common goals as interesting as we do.

ON THE ROAD TO MASTER TEACHER
by Astrid Donnellan

I was introduced to the art of ornamental painting (in the Esther Brazer
tradition), quite by accident. While welcoming a new neighbor, Jane
Stevens, to our environs in July 1966, I was fascinated by the beautiful
articles she had in her home. I just had to try my hand at this painting
even though I had no formal art training of any kind. She suggested I try
to get into the Fall class at Maryjane Clark’s studio in Norwell,
Massachusetts. Mrs. Clark agreed to find a place for me in her class and
I arrived at my first class empty handed. I didn’t know what a square
tipped quill was or Prussian blue or what a brush stroke was for that mat-
ter. [ soon learned. The first pattern I “painted” was full of, what seemed
to me like, hundreds of brush strokes. I did the best I could. The other stu-
dents in the class said it was good. But what did I know? I was glad to
take their word for it.

I worked hard season after season doing my country tin patterns,
scared 1o death to move on to something more exotic. Sooner or later, 1
had to try to stencil a tray. Once I had a simple tray stenciled, Maryjane
said, “Okay, put these two pieces aside, they can be your applicant’s
pieces for entry into the Guild.” I became a member in 1971. In September
of 19711 received my first “A” award, my applicant’s country tin. I was
delighted.

With much encouragement from Maryjane, I began teaching in the Fall
of 1975. It's hard to believe that twenty years have passed since 1975.
From 1971-1995, I have had one goal in mind...to be like my teacher. Be
a Master Teacher! Learn all I possibly could about this delightful art.
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Ascutney Resort, Spring Meeting, 1987

There was so much to learn. I wanted to pass on to my students every-
thing I had learned. I wanted to share everything that was exciting about
painting. It has given me so much pleasure in personal accomplishment
over the years,

I studied hard and drove myself to excel. I wanted those “A” Awards!
They were the road to my goal of MASTER CRAFTSMAN. Not every
piece I submitted was an “A”. There were “B”’s too. Finally, the day
arrived—MASTER CRAFTSMAN in 1981.

While achieving that, I worked to be certified in all categories. My certi-
fication record is as follows:

Country Painting—1978 Reverse Glass Painting—1988
Stenciling—1979 Freehand Bronze & Metal Leaf—1993
Pontypool—1987 Victorian Flower Painting—1994

Master Teacher—April 1994
During those years I have written the following articles for THE
DECORATOR, something I used to think that I could never ever do. But:
Boston’s Custom House Tower, A Landmark Restored—Spring 1990, English
and American Japanned Ware, An Exhibition—Spring 1983, Painted
Decoration on English Japanned Clock Dials—Spring 1989, Gold...Its History
and The Nearly Forgotten Art of Cold Beating—Spring 1993, HSEAD's
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Teaching Tool: The Teacher Certification Program—Fall/Winter 1994-1995.

I teach two weekly classes in my studio “In The Barn,” a February
Workshop and most years some special workshop in April or May.

I am most grateful for the existence of the HSEAD, its members and
teachers. | often wonder what I would be doing today if I didn’t have my
constant association with Early American Decorating. It has opened a
whole world for me which never ceases to be a delightful challenge.

Incidentally, that very first country painted pattern that I painted in
1966 has a place of honor on a wall in my studio. It is there to remind me
how I began and it serves to be an encouragement to my students. They
can do it too.

HSEAD's Teaching Tool:
THE TEACHER CERTIFICATION PROGRAM
by Astrid C. Donnellan

The Teacher Certification Program is one of the primary teaching tools
offered by the Historical Society of Early American Decoration (HSEAD) to
all members of our Society wishing to further their knowledge in the craft
of ornamental painting. This program was first chaired by Gina Martin in
1952. Because our art requires authentic technique for precise reproduc-
tion, it is essential that the teacher be aware of techniques that will result
in an end product or art piece in keeping with our teaching and the mis-
sion of our Society.

Each art procedure carries with it a fascinating history of manufacture
and methodology along with the record of individual artists and coun-
tries of origin that makes it unique from all others. Our long line of
Society historians have provided us with much research which makes
our journeys back in time one of the more interesting aspects of our
efforts. This research is available to us all in our Society’s books, lectures,
meetings and publications—including the one you are holding now. A
caring teacher wants to ensure that his or her students will be equipped
with a comprehensive background on our art. Such grounding can only
help to further the teachings and goals of our society.

By preparing for certification, the teacher and applicant team research
deeply into every shred of history pertaining to the chosen category. No
stone is left unturned, when preparing for certification. The student’s
portfolio will contain a comprehensive collection of patterns that encom-
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pass all techniques for the chosen category. The applicant is well pre-
pared, thorough, precise and creative in all endeavors. This expertise will
be demonstrated in the presentation of the portfolio.

Certification announces that the teacher has successfully researched all
there is to know about our art and is prepared to pass that knowled ge on
to others. The continuing growth and strength of the HSEAD is assured
through the Teacher Certification Program.

A good teacher is an accomplished demonstrator. They show by doing.
It is vital that demonstrations be accurate and that they be accompanied
by verbal instructions made easily comprehensible and as repetitive as
necessary. This method of demonstration permits the teacher to know if
the student is absorbing the information and also creates good commu-
nication between teacher and student.

A good teacher exhibits motivation and infectious enthusiasm. IKKeep a
student’s interest high and communicate the excitement of creativity.
Enthusiasm is contagious. Be imaginative with ideas to retain a student’s
excitement in motion. Accomplish these two key factors and retum to
class is guaranteed.

A good teacher is a skilled technician. He or she is aware that problems
may arise for the student and is experienced enough to show how cor-
rections can be made so as not to frustrate the student.

A good teacher is a conscientious supervisor, constantly checking a
student’s progress. Frustrating mistakes can be kept to a minimum under
the watchful eye of the teacher. Confidence comes from repeated instruc-
tions, practice and, when warranted, praise.

A good teacheris a good critic. They have to be. However, the manner
in which they deliver criticism is important. Be aware of the student’s
feelings. Criticism must be constructive, not destructive. A little kindness
goes a long way as does praise to help build self-esteem. A teacher must
be aware that all students are not capable of perfection and may not Wish
to achieve it. Each student is an individual and must be treated as such.
The good teacher accurately gauges the potential of each student and
guides him or her accordingly.

A good teacher is always patient and always understanding!

A good teacher is also a good student. It is essential that he or she
refresh interests, techniques and concepts constantly. To do otherwise is
to become stagnant and to turn a delightful occupation into a chore.

Official teacher certification is available in the categories of couintry
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painting, stenciling, metal leaf and freechand bronze, glass painting,
Pontypool, and Victorian flower painting.
The mechanics of certification include:

1. Applicant applies to the Teacher Certification Committee (TCC)
Chairman (currently the author). The TCC meets whenever there is
an applicant, at the next occurring HSEAD meeting.

2. Applicant presents to the TCC a portfolio of his or her work in the
category (which must contain sufficient patterns to illustrate the
scope of technique within the category), a history of the subject, and
several optional factors such as receipt of “A”s in category, per-
forming a teacher/student demonstration, bringing new members
into our Guild, etc.

3. Complete guidelines for submitting are contained in “The
Standards Manual of The Historical Society of Early American
Decoration, Inc. with requirements for Craftsmanship Awards, Teacher
Certification, and Applicants.” The latest version is 1989.

4. If the applicant is certified his or her portfolio may be displayed
in the Exhibition room of the current HSEAD meeting.

The growth and very life of our Society is totally dependent on a contin-
uing infusion of new members. This in turn demands high quality class-
es, workshops and lectures on our art. It is important that teachers exhib-
it their work as an example of achievable goals. Teachers, at times, suffer
some disappointments, as do their students, but a good teacher is not
afraid of criticism. 1t is in learning to accept criticism that we continue to
experiment and to further our professional growth. Never forget that we
were all beginners once. Encourage others to join our unique team as stu-
dents of our past and its relationship to our future.
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HSEAD
EXHIBITIONS AND DEMONSTRATIONS-1994

Chapters and members are encouraged to sponsor, co-sponsor or
participate in exhibitions and/or demonstrations to heighten
public knowledge of and interest in early American decoration
and the HSEAD. The use of the HSEAD name and seal at such
functions is approved. The Chapter’s Trustee must be aware of
the function, including its purpose, timing and location, if the
HSEAD name and/or seal is to be displayed, announced, or used
in advertising the event. Copies of publicity generated by each
event must be forwarded to the Society Treasurer and Historian,
if HSEAD, Inc. is mentioned in the publicity.

DISCUSSION

1. It is anticipated that such exhibitions and demonstrations will
often be held in cooperation with historical societies, museums,
historical buildings or sites, early American decoration maga-
zines, historic celebrations or festivals, libraries, etc.

2. Ir The HSEAD name is used, the function should be in good
taste, with respect for authenticity and quality of HSEAD,
although not necessarily confined to HSEAD’s 10 areas of work.
Wall and floor stenciling, penwork, faux painting, quilting, early
furniture making, etc. might be quite appropriate.

3. If originals and members” work are to be displayed unlabeled
or unattended (by HSEAD members), the use of “A” and “B”
Award items is recommended. Partially completed items might
also be ideal if they illustrate a progression of work, perhaps
accompanied by the tools and materials involved in their cre-
ation.

4. Sales of members’ work is acceptable as long as this is not the
primary purpose of the Chapter’s participation in the function.
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THE TREASURES AROUND US
A NEW BEDFORD CHAIR
by Margaret K. Rodgers

Editor's note. This is the first of some projected columns which will take us
to various museums and historical societies where we will examine orna-
mented items which might not be known to the general membership of the
Society. Our concept is that many of us have fine local examples of the
crafts addressed by our society. Many of these Treasures Around Us are
worthy of inclusion in this journal in the interest of filling in the geo-
graphic gaps in our knowledge. There was much excellent work produced
by smuall local shops, every bit as good as the more famous products. It is
our hope that you will write similar pieces on items from your areas for
inclusion in future issues of THE DECORATOR.

For this issue I would like to highlight a New Bedford, Massachusetts yel-
low arm chair. It is in the possession of The Old Dartmouth Historical
Society, which iincludes The New Bedford Whaling Museum, located at the
top of Johnny Cake Hill, in the old whaling port area of New Bedford.
The firm of Bates and Allen made this chair on April 4, 1822 as shown by
the label on the bottom. William Bates and Thomas Allen were chair mak-
ers who also did painting and glazing in their store on Water Street from
1822-1824. Accordmg to their advertisements they had fancy and
. . ; - ; Windsor chairs, paints, glass and
oil for sale as well. This is one of
only two New Bedford chairs
known to retain their original
labels.
The chair itself is in remarkably
good condition. It has a soft yel-
low background with two morn-
ing glory type flowers executed
in tones of burnt sienna with off
white interiors. Black dots and

Label from Bates and Allen Chair

THE NEW BEDFORD WHALING MUSELUM PHOTOS
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fine lines constitute the accents. Surrounding the central flowers are sev-
eral green leaves with a large central yellow vein. There is a green brush
stroke grouping on the middle splat and green striping on the points of
construction. Four other green brush stroke clusters are found on the
front legs of the chair. The paint is worn away from the top of the arms
and from the seat of the chair. The whole chair is very graceful in ap pear-
ance and very tight in its present condition.

This chair is not on view in the regular collection at the museum, but
one can easily gain permission to see it, to photograph it (as long as the
photos are not to be published), and to
admire it, by calling the museum at (508)
997-0046 and asking for Judy Lund, the
Curator. Information concerning this
chair and other pieces of New Bedford
furniture is available in the booklet New
Bedford Furniture, by Elton W. Hall (1978)
which is sold in the museum gift shop.
While you are there take the opportuni-
ty to goaboard the largest ship model in
the world, the whaling bark LAGODA,
itself a mighty example of early
American craftsmanship on a grand
scale. The museum contains many other
representations of ourarts such as sever-
al tall case clocks.

Okay, now it is your turn
to be a published author.
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THE BOOKSHELF

The Art of Theorem Painting;:
A History and Complete Instruction Manual
by Linda Carter Lefko and Barbara Knickerbocker

Viking Studio Books —Penguin Books USA Inc.
375 Hudson Street, New York, NY 10014. 1994.
Quality soft cover, 127 pp, color photos and line drawings, Bib. $21.95.

This is the definitive work on theorem painting. The title says it all. There
is no need to read any further—just add it to your professional library
now. However, if you feel you must have additional information, the fol-
lowing is offered.

The Art of Theorem Painting is by two of our members, Linda Lefko
and Barbara Knickerbocker. Displayed within its pages are the most com-
plete, careful and explicit directions for executing a theorem available any-
where.