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EDITORIAL

Those who were unable to attend the 32nd Annual Seminar on Glass,
held in October 1992 at the Corning Museum of Glass, missed a superb
lecture concerning reverse painting on glass. Fortunately for us Jane
Bolster was there. She took extensive notes, she obtained a copy of the
paper, she assembled the appropriate slides, and she can write. The re-
sult is an excellent overview of a mysterious subject enjoyed by many
of us. Read, view and enjoy it in this issue.

Dorcus Layport takes us on a fascinating trip through the colonies,
territories and states prior to and after our Revolution in her inter-
esting article on Tinware—commencing on page 26. She even pro-
vides us with a road map for our intellectual journey.

You will find a distinctly oriental cast to the book reviews in this is-
sue. This eastern flavor reminds us that early American decorating
contains themes gathered from all regions of our planet just as do our
people. This welcoming attitude has made our labors interesting and
fun. Every project expands the breadth and depth of our general
knowledge. No wonder our meticulous labors often culminate in a
grand feeling of satisfaction.

This issue marks a major milestone. For the first time every page,
every word, can be rendered in color. You will see more of it in future
editions. We have paid a small price for this dramatic increase in ca-
pability. We have shifted to a “soft cover.” This permits a major re-
duction in the cost per issue which goes a long way towards offsetting
the additional investment in color production. We hope that you will

like it. — Mike and Peggy Rodgers

The author, Loa Winter, regrets that she copied verbatim without
permission and without identifying the source a major portion of
her article from a publication, “Silent Companions: Dummy Board
Figures of the 17th through 19th Centuries,” written by Helaine
Fendelman on behalf of the Rye Historical Society, Rye, New
York.

Ms. Winter has made a contribution to the Rye Historical
Society for unauthorized use of the dummy board material.
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TECHNIQUES OF REVERSE PAINTING ON GLASS:
AN HISTORICAL OVERVIEW
by Frieder Ryser
Edited by Jane A. Bolster

Author’s Note: The following is taken from a paper presented by Fried-
er Ryser and translated by Rudi Eswarin at the 32nd Annual Seminar
on Glass held in October 1992 at the Corning Museum of Glass, Corning,
New York. Permission has been kindly granted by Mr. Ryser and the
Corning Museum of Glass to quote liberally from the presentation.

Since the slides shown in the lecture were not available to me, I have
substituted photographs of pieces selected from Mr. Ryser’s collection
exhibited (1992) at the Corning Museum of Glass. I chose them on the
basis of technique.

For the most part, | have deleted sections of Mr. Ryser’s presenta-
tion that dealt specifically with gilded and painted hollowware (dec-
orated glass encased in glass) as in “fondi d’oro” from the time of the
Roman Empire. In some instances, I have substituted words which
seem to me to be more understandable to us as painters.

A catalogue of this exhibit is available from the Corning Museum of
Glass, Sales Department, One Museum Way, Corning, NY 14830-2253,
Reverse Painting on Glass: The Ryser Collection. This catalogue was re-
viewed on pages 24-25 in the Fall/Winter 1992-1993 (Volume XLVI],

No.1) issue of THE DECORATOR.
—Jane A. Bolster

The subject of this article is an investigation into how the reverse paint-
ers did their work. Consequently, it relates above all to the question of
technique. Can this be justified within the framework of this seminar
as presented by the Corning Museum of Glass? I think so. Reverse
painting on glass, like engraving, is really a kind of glass decoration.

A second introductory remark might usefully relate to creative as-
pects of reverse painting; what it is and in what way it differs from oth-
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er painted works of art. This will make it easier to understand what we
are talking about. It is most important to position reverse painting as a
decorative art in accordance with its merits. One must realize that it
does not consist entirely of pleasant, but naive (and ultimately second
rate) works of folk art, produced as souvenirs for pilgrims, and as dec-
oration for cottages of peasants and mountain dwellers. It is not the
winter employment of farmers who painted fences in the summertime,
or the “folk song” of the fine art of painting, as Max Picard suggested
in 1917.

Moreover, it must not be seen as a curious oddity of easel painting,
but recognized as an independent art form with glass as the central
feature. It is an art form which permits the artist to create special ef-
fects not possible with other methods of painting.

The technical characteristics of a reverse painting are the following.
The support is transparent glass, and the picture is painted on the re-
verse, placing the image behind the glass, as far as the viewer is con-
cerned. Yet it is not loose, like a watercolor or a gouache, but it adheres
to the glass without any air space in between. Further, a reverse paint-
ing is made to be seen by reflected light, and does not require trans-
mitted illumination as do church windows, the Kabinettscheiben or
the transparent enamel paintings of a Samuel Mohn and Company.

Also, the reverse painter covers the backside of a glass panel with a
layer of paint which creates a mirror-like effect. The unusual appear-
ance of a reverse painting is not caused by the image, but by the re-
flections in the glass supporting the painting. You can easily see this
for yourself. Overlook the painted image and try to grasp the play of
light in the glass. See how the reflections simulate a depth of field and
gently soften the colors. You will notice a lack of reflection in areas
where the pigment has separated from the base, resulting in a loss of
the special appearance of a reverse painting. So much for the intro-
duction; now to the methods of working.

Let us talk first about pictures executed with colored pigment. The dif-
ficulties the artist must overcome are easier to see if we compare his or
her technique with that of the easel painter who has to prepare the sup-
porting background. Canvas or wood must be primed to fill in the
pores and smooth the surface. For that he or she will use gypsum or
chalk powder, bound with glue dissolved in water. On top of this
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Figure 1—The Tribute Money, attributed to Johann Crescenz Meyer (1735—1824)

opaque coating goes the second layer covering some areas with the
body color of the objects to be painted. If the white background has to
be eliminated, there is no choice but to use opaque colors for the pur-
pose. The third layer of pigment is used for the modeling, and the
fourth provides the white highlights and the details drawn in dark
lines. Seen from the front, then, there are several layers of paint, the lat-
er applications covering completely, or partly, the earlier ones which
no longer can be seen. This is a greatly simplified list of the bare es-
sentials of the easel painter’s techniques.

I did say in the beginning, that the characteristic feature of a reverse
painting was the image placed behind the transparent support, firmly
adhering to the glass. The casual observer will reason that, as a con-
sequence, the reverse painter is forced to put down the fourth layer
first, beginning with the highlights and the inner details, followed by
the modeling and the body colors. In short, compared with the easel
painter, he must work backwards. If he were to lay down the base col-
or first, it would cover everything that follows, and the modeling, the
highlights and the drawing of inner details would not be seen.

This common interpretation will be contradicted by following the se-
quence of moves which the reverse painter must make in his or her
work. He or she must also begin with a basic coating, not to smooth the
surface, but to insure better adherence of the subsequently applied
paint. However, contrary to the easel painter, he or she will use trans-
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parent, clear materials spe-
cially prepared with egg
white, linseed oil, gum arabic,
or turpentine. This done, the
artist can decide, as opposed
to the easel painter, how to
proceed. This could be with
opaque paint, covering other
layers that may be applied
later, or with transparent col-
ors permitting all subsequent
applications of pigment to
show through unimpeded. If
opaque is selected as a cov-
ering paint, the work must be
accomplished in reverse. To
work in this manner, the
painter must carefully envis-
age and then follow the cor-
rect sequence of moves if he
or she wishes to achieve a re-
alistic rendering of the model
in all details.

Should the reverse painter decide to work with very thinly applied
transparent pigment, he or she may proceed like the easel painter by
putting down the basic body colors first, applying the highlights and
then the shadows and other details last. Some artists went to extremes
by applying the transparent pigment only to parts that were to appear
lighted, while the illusion of dimensional depth was created with the
black backing. The painting is similar to colored chalk on a blackboard
or a gouache on dark paper. Examples of this style can be seen in Fig-
ures 1 and 2. Figure 1 depicts a scene from the New Testament of the
Bible and is called The Tribute Money. It is attributed to Johann Cres-
cenz Meyer (1735-1824) who resided at Grosswangen, a village near
Sursee in the Swiss canton of Lucerne. Figure 2, Portrait of a Boy, is also
attributed to Meyer. Colors are thinly applied in several layers. Shad-
ing is achieved by stippling through the body color so that the black
backing shows through in a very subtle fashion. The painting is backed
with black paper.

Figure 2—Portrait of a Boy, also attributed to Meyer
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Figure 3—The Death of Adonis, workship of Neapolitan master, Luca Giordano

When this type of picture is viewed with its black backing, the il-
luminated parts appear light, while the ones in shadow look dark.
Viewed without the black backing against a grey sky, the parts with
heavier paint coverage look dark, others look light—exactly the op-
posite. One might believe they are viewing the negative of a
photograph.

More artists worked in this technique than is generally realized.
They created reverse paintings on glass which equaled the most choice
miniatures or the most beautiful easel paintings in finesse and ac-
curacy. Only in one aspect were they at a disadvantage. Each brush
stroke had to hit the mark precisely since subsequent corrections by
erasing or over-painting were not possible.

When painting with opaque pigment, it does not matter how the
artist handles the brush. There is little choice but to use a pulling mo-
tion in the application of viscous, opaque paint. Thin, transparent pig-
ment permits the artist to spread the color with a soft brush or, for a
different effect, use a close-cropped brush in short vertical strokes. The
latter technique removes the pigment on the surface in minute, closely
spaced dots, allowing the overpainted color or the black background
to be visible. The image looks softer and warmer than it would if paint-
ed in the usual way with repeated brush strokes. The different effect
can be seen particularly in the flesh tones of these paintings. See Figure
3, The Death of Adonis from the workshop of the Neapolitan master,
Luca Giordano. It was painted circa 1680-90.
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Figure 4—Pastoral Landscape, probably from Beromunster by Cornelius Suter (1733-1818)

The possibility of achieving such effects using different brushes was
discovered by Hans Jakob Sprungli about 1600. He writes in a tract,
transmitted to us by Johannes Kunkel, “The brushes used in painting
garments must be of soft hair. If one wishes to paint skin, the brushes
must be made of goat’s hair or the beard of a billy goat.”

Some artists painted backwards with transparent colors and did not
use the simpler method available to them because of the materials cho-
sen. They even disregarded the show-through of the layers of paint
added later. This can be clearly seen in Figure 4, Pastoral Landscape. It is
probably from Beromunster about 1780 by Cornelius Suter (1733-
1818). It is painted in a less translucent manner than observed in paint-
ings by Meyer. Some areas were treated in a cursory manner, but not
without verve. Notice how the blue shows through the white paint on
the animals.

There are variations and transitions between painting with opaque
and transparent colors. When working with opaque paint, fine high-
lights can be realized by scratching lines in a dark color and sub-
sequently covering them with light paint. By repeating this procedure
several times, the most refined effects can be created. Conversely, fine
shading can be realized by scratching lines in a light color, then cov-
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ering them with a dark paint. See Figure 5, which is a view of the Di-
azza di Spagna in Naples. Its provenance is Augsburg and it is signed
Johann Wolfgang Baumgartner, 1734.

A totally different, and now totally forgotten technique for reverse
painting polychrome pictures on glass is described by the Tuscan, Cen-
nino Cennini, in his tract on painting written about 1400. According to
Cennini, the black outline should be painted first on glass which was
probably primed with egg white. Thereafter, the pane must be pow-
dered with a flour of finely crushed white eggshells. On this Jayer
paint can be applied as on a stucco background. Accordingly, this kind
of reverse painting is very close to the procedures employed in paint-
ing murals “al secco.” According to Cennini, this background can also
be used as a support for gold leaf, which indicates how finely the egg-
shells must be crushed for the flour.

Let us now change from polychrome painting to work on gold leaf,
silver leaf and stanniol. (possibly an alloy of silver and lend—Editors) For
the application of gold leaf, instructions from the Middle Ages rec-
ommend the use of egg white. It should be whipped into a froth and
left overnight to clear. This binder is well suited for use with gold leaf
and stanniol. Silver leaf, however, is blackened by the sulphur in the
egg white. Therefore, tin leaf or stanniol have often been used in pic-
tures with a silvery appearance.

Figure 5—Piazza di Spagna, Naples, signed Johann Wolfgang Baumgartner, 1734

P s R
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One way to enrich the decoration of a gilded or silvered glass pane
is the scratching of ornaments or figures into the metallic foil. Because
the artist uses a pointed needle of steel to do this, such work is called
“reverse engraving on glass.” As a result of this engraving, the larger
area of plain metallic foil is now transformed into many small par-
ticles. Thus there is a great danger that in time some of these particles
may fall off and thus render the picture unsightly. To avoid this, fur-
ther protection is necessary and casing the foil with a thin layer of glass
provides this. The surface gilding is transformed into a genuine re-
verse picture because the decoration is now behind glass without inter-
vening space. Examples of such reverse glass pictures include the
antique “fondi d’oro.” (Term unknown. Possibly “foundation of gold” or
“melted gold” based on Latin roots. Input welcome.—Editors) One example,
made in Rome in the fourth century, is in the possession of the Corning
Museum of Glass.

Casing a larger flat panel with a thin coat of glass is difficult. To
achieve the same effect, early glass artisans invented a different kind of
protection for their reverse engravings. Having covered the engraved
metal completely with dark paint and a coat of gypsum, they turned
the panel to be viewed from the other side and the decoration was now
behind the glass.

Another way of creating softer looking golden pictures is to paint
the glass with finely ground gold leaf using a brush. Such gold powder
is known by the name “shell gold” because it was stored in clean sea-
shells. Pointed brushes are used for the work, permitting single thin
lines to be drawn, finely separated from one another. The spacing al-
lows the black background to be seen and makes the whole look like a
gold engraving.

A picture might employ both techniques. The gold leaf possesses an
intense sheen, whereas the shell gold is duller because the gold par-
ticles are no longer aligned on one surface, but are oriented at multiple
angles, reflecting the light differently.

Another shortcoming of the foregoing method, which includes cov-
ering the glass panel with gold leaf to be engraved, is the consequent
loss of opportunity to enrich the image with colored pigment in front of
the gold. The artist would have to put the paint down first, which
would eliminate the opportunity of seeing through the applied gold
leaf in order to place the scratches correctly. The old masters knew how
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Figure 6—Allegory of Fall, Dutch about 1580

to overcome this handicap. They first painted the metallic foil from the
front, similar to the manner in which artists created “fondi d’oro.”
However, instead of covering it with a thin layer of glass, they pasted it
behind a panel with the painted side turned toward the glass. I call this
kind of work “deceptive” because real reverse paintings are produced
by “incorrect means.” Granted, though, the matter is not quite as simple
as described. The masters of “fondi d’oro” could paint their gold foil af-
ter it had been firmly affixed to the glass, which is not the case here.

It is hardly possible to paint on a gossamer-thin, feather-light float-
ing leaf of gold and then paste it on the back of a glass panel. The art-
ists looked for a firmer, pliable support and found it in stanniol. A
tincture made of egg white, saffron, chelidonium (a weed related to the
poppy), and other ingredients was used to gild the silvery metal. On
this tinted foil they painted the decoration, in some cases only in black,
in others also in color.

From this deceptive reverse painting it was only a short step to the
real thing. The change was forced by the demand for pictures larger
than the size of a single leaf of metallic foil. Several foil leaves would
have to be placed adjoining one another and, after painting, pasted in
the exact sequence on the pane of glass without overlapping or leaving
empty spaces between them. It was simpler to paint directly on the
panel, and to add the metallic foil afterwards.

14 The Decorator



Colored transparent lacquers were particularly suitable for the
painting. This can be seen on the Allegory of Fall (Figure 6), painted by a
Dutch artist about 1580. One can see the tonal richness of the palette
the artist has at his disposal when employing this technique. Not only
can he work the modeling by thicker or thinner application of color,
but he can also scrape it away and thereby render the finest details.
This technique permits the creation of pictures that seem to be cop-
perplate engravings on a gold ground. A variant of this technique is to
paint the glass panel over completely with dark lacquer, then scratch
the drawing into the coating and then overlay the whole with gold
leaf. Scratching in lacquer is easier for the artist than engraving in gold
foil, as shown in Figure 7, a pastoral scene by the Dutchman, Lendert
Overbeck, circa 1775-1800.

This leads us to the reverse print on glass. The method is the manual
or mechanical transfer of printer’s ink onto the back of glass. This can
happen in three ways—the first two being very similar. A graphic
print is well soaked in water and laid flat onto a glass panel coated
with linseed oil, the print side toward the glass. As soon as it has prop-
erly set, the print is dampened again and the paper part is lightly
rubbed off with the fingers in such a manner as to leave only the ink
adhering to the glass. The subject can then be painted with colored pig-
ment. Probably the oldest account of this method can be found in an
Italian manuscript of 1580. It is generally accepted that all reverse
paintings of this kind, with subjects similar to the engravings by Italian
graphic artists of the time, must be reverse prints. But three elements
call this into question. The first is represented by the black drawings.

Figure 7—pastoral scene by Dutchman, Lendert Overbeck, circa 1775-1800
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They look like woodcuts but are supposed to be transfers of en-
gravings. Secondly, the careful rubbing of the paper is very tedious,
and under no circumstances must too much be taken off or the outline
is lost and the trouble taken for nothing. On some pictures the third in-
dication can be seen in rows of fine dark dots along the black outlines
and also in the white sky. The individual dots, perhaps thirty to the
centimeter, are barely visible to the naked eye. They prove that the
painter neither transferred nor copied his reference. He pin-pricked
the graphic print with a sharp point. Thereafter, the perforated paper
was laid on a coated pane of glass and dusted with coal powder. In the
important parts of the image he followed the pattern closely; in the
background the handling was much more free.

Another way of producing a reverse print also requires a graphic
sheet adhering to a pane of glass. In this case the paper is not rubbed
off. Instead, the color is applied so thickly that the paper becomes thor-
oughly saturated. This method was once popular in England especial-
ly during the 18th century. This method of reverse painting on glass
requires that the print be mechanically applied as in the production of
faience dishes.

It is incorrect to assume that the techniques of reverse painting on
glass were always straight and true. The painters often employed sev-
eral methods in a single picture to achieve special effects. Finally, let us
examine why analysis of the manner of painting is important, and
what purpose it serves.

Generally, technique is a very valuable indicator for the assessment
of provenance. In order to establish the origin and age of an unsigned,
undated painting—and we are dealing with paintings here—a primari-
ly stylistic analysis is applied. An attempt is made to discern the style
in which the work was created, and to compare it with signed and dat-
ed specimens. In reverse painting this can lead to wrong conclusions.
Often the stylistic analysis can help only to determine the earliest pe-
riod when the picture could have been made.

This means that a panel painted in the style of high baroque cannot
belong to the time of Diirer. The reverse, however, could be possible. A
painting rendered in the 17th century after a 16th century engraving
by Diirer might suggest that it was rendered as early as Diirer’s time.
Thus, a study of the techniques of glass painting and their develop-
ment, can assist greatly in the determination of provenance.
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Lacquer; an International History and Collector’s Guide
by Jonathan Bourne, Anthony Christie, Craig Clunas,
Carolyn Eardley, Geza Fehervari, Julia Hutt, Oliver Impey,
Melanie Kenton, Patricia Lyons, Teresa Sackville-West
and Rosemary Scott.

Bracken Books, London—published in association with Phoebe Phillips
Editions by The Crowood Press, Wiltshire, England. 1984. 256pp.
Black and white photos, color plates. $9.99 at The Christmas Tree Shop.
Index, Bibliography.

What a stroke of good luck! As you can see in the foregoing, the price
of this book is one of the better deals I have come across in a long, long
time. [ just happened to be in the right place at the right time. Lacquer...
was published in England and is a real gem even if all you do is thumb
through the superb illustrations. The excellent accompanying text was
written by many well-known authorities in their fields. I found this di-
amond in the rough at a Christmas Tree Shop. It will take some search-
ing to locate this volume. Perhaps your local library has access to it. If
so, check it out.

The authors begin with a chapter providing a thorough explanation
of the term “lacquer.” Did you know that there are three definitions of
the term — the first is “true” lacquer which comes from the sap of a
tree, the second “lac” or resin which comes from various insects who
feed on tree sap, and the third defines various finishes and procedures
which were and are used as substitutes for lacquer. A good example is
japanning. The first two forms are associated with the Orient and the
third is a common European way of mimicking the style of finish.
Once again, as in the Chinoiserie book reviewed next, an oriental
theme became a popular fashion in Europe and then in her colonies.
The authors thoroughly explain the intricate lacquer process, including
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a full two-page colored illustration of the thirty-five stages in the mak-
ing of a lacquer saki cup.

The succeeding chapters were written by the several different au-
thorities listed above. Countries and regions such as Korea, China, Ja-
pan, the Ryukyu Islands, Southeast Asia, and the Near East, Middle
East and India were carefully researched. The lacquer tree is in-
digenous to China, so that, quite naturally, is where the book begins to
spin the tale of this type of finish. The process began in the third cen-
tury B.C. Consequently some of us are heirs to a very long tradition of
working with lacquer. The history is further subdivided into dynasties
and the pieces produced within the periods of the various emperors. It
is no wonder that this Chinese chapter is the longest. As you progress
through the following chapters it is easy to appreciate the in-
dividualistic styles used by each country involved in the process of
decorating with lacquer.

Perhaps the most interesting chapters for the members of our So-
ciety begin with Chapter Seven entitled Europe and Russia. Here we
jump to the 17th century and, as with Chinoiserie, there were not
enough pieces imported to satisfy the expanding demand of the Eu-
ropeans. Thus they “invented” various finishes to imitate the desired
effect. One section teaches you how to tell the difference. All sorts of
furniture were decorated. Clocks, desks, walls, ceilings, boxes, trays,
portable desks and work boxes, pianos and chairs, all came under the
influence of the fashionable desire for lacquer products. In fact this
decorative work continues today in studios and workshops, and is ex-
hibited in fine furniture stores and art galleries worldwide.

This book also contains a detailed glossary of many of the terms
used. Rather than employing solely a textual explanation, there are
many photos, colored and black and white, to further illustrate the def-
inition. The author of one chapter explains how to restore injured lac-
quer. There is a useful list of suppliers of the materials needed to
lacquer as well as a roll of the workshops where one might learn the
trade.

This book was a wonderful, unexpected bargain for this reviewer.
May you find one too. As for me, I am going to buy a ticket in the Mas-

sachusetts lottery. —Margaret K. Rodgers
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Chinoiserie, The Impact of Oriental Styles
on Western Art and Decoration

by Oliver Impey

Charles Scribner’s Sons, New York. 1977.
$14.95. 308 pp, 16 pp in color, B&W photos. Index.

For those of you who attended the Chinoiserie class conducted by
Astrid Donnellen at the April 1994 HSEAD Meeting in Danvers, Mas-
sachusetts, this book is an excellent tool to support your newly ac-
quired knowledge of this delightful type of decoration.

Part I takes the reader back into the annals of history providing a
brief history of the early voyages of exploration to the fabled East.
These were commercial ventures launched with the mercantile goal of
end-running the caravans thus avoiding the land-based middlemen
and their profits. The author traces the routes that trade, information,
and decoration traveled from East to West. Within the pages are nu-
merous excellent photos of various items brought from China and oth-
er areas of the Orient to the cities of Europe. All things oriental were
prized and, as most originals were very costly, the artisans and dec-
orators of Europe did their best to mimic the Chinese designs. In most
cases this amounted to an European’s concept of what oriental things
were like. Quite often this meant European forms decorated with a
composite of fancy, but not always accurate, details gleaned from all
areas of the orient without regard for specific source. The definition of
“orient” was a bit loose too, often including anything east of the Med-
iterranean as well as work heavily influenced by Islam, which ex-
tended across North Africa and into Spain.

Part II delves into Chinoiserie executed on various materials. Ex-
amples of silks, carpets, textiles, paintings and drawings, ceramics, fur-
niture, gardens, architecture, interior design, metalwork and the
modern adaptations of this style are included in these ten chapters.

For many of us Chinoiserie carries a very narrow definition that ap-
plies to lacquered wooden items with raised forms done in gesso, or
perhaps some forms of metalwork done on plates. However, this book
expands the term to include everything oriental in the generic sense.
This reviewer was reminded of the Gothic papier maché trays with the
pagodas, bridges, oriental figures, and impossibly fine gold leaf work
made by Henry Clay. These are indeed a part of the overall concept of
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Chinoiserie. But the term as employed here covers much, much, more.

Furniture created by Thomas Chippendale in the 18th century ex-
hibited an oriental ambience. Buildings were designed to mimic their
designer’s personal concept of how Chinese tea rooms or pagodas
might appear. Gardens were formalized with fountains and intricate
patterns and many “Chinese” buildings. These structures really didn’t
bear much resemblance to anything found in China, but the fashions of
Europe dictated some stretches of the imagination. Tea and the Tea
Ceremony rapidly spread throughout Europe. Nowhere was it more
the rage than in England where tea time continues to be observed. The
“China” and other implements required to properly serve this exotic
new beverage had to be appropriate. What better design motifs could
be found than all things oriental—or—Chinoiserie?

The author undertook a major challenge to explain and clarify this
significant subject in the world of the Decorative Arts. Mr. Impey suc-
ceeded very nicely. The text was written in an easy style which gently
leads the reader through the various phases without bogging down in
too many dates, facts, and figures. It is a most enlightening book cov-
ering not only the art form but placing it in the context of the times
during which it spread far from its origins. If you can find the book (it
was published in 1977), you will enjoy an addition to your bookshelves

which will entertain as well as inform. — Margaret K. Rodgers
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MEMBERS “A” AWARDS

Danvers Massachusetts
April, 1994

Ann Baker
COUNTRY PAINTING

Roberta Edrington
VICTORIAN FLOWER PAINTING
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Patricia Smith
GLASS STENCILLED BORDER

Nancy E. Corcoran
STENCILLED TIN
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Jane Giallonardo
COUNTRY PAINTING

Phyllis Sherman
SPECIAL CLASS
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Ann Baker
COUNTRY PAINTING

AWARDS
Danvers, Massachusetts—April 1994

PRESIDENT'S AWARD BOX
Astrid Donnellan ¢ Helen Gross ¢ Helga Johnson
Louise Jones ¢ Norma Stark

CAREER AWARD
Dolores Furnari ¢ Barbara Quirk ® Mayette Slayton

APPLICANTS ACCEPTED AS NEW MEMBERS
Pamela J. Benoit ¢ May Bernard ¢ Susan L. Burke
Sandra Cohen ¢ Barbara A. King ¢ Barbara Klimavich

Anita M. Martinelli « Margaret McWade e Patricia M. Stano
Betty B. Taylor
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MEMBERS “B” AWARDS

COUNTRY PAINTING
Gladys B. Sowers

STENCILING ON WOOD
Jean Andrews

STENCILING ON TIN
Joan Austin (2 pieces)

GLASS GOLD LEAF PANEL
Mae Fisher ¢ Dorma West

VICTORIAN FLOWER PAINTING
Patricia Smith

SPECIALIST AWARD
The society will grant the Specialist Award to those craftsmen who ex-
hibit their expertise in the painting techniques and in their knowledge
of the history of any category of early American decoration recognized
in the Standards Manual, with the exception of theorem painting.

The official presentation of this award will take place at the HSEAD
convention immediately following the satisfactory completion of all
the requirements outlined. The petitioner will be requested to bring to
that convention all the “A” Awards received in completing the re-
quirements for the Specialist Award, and these will be placed on dis-
play in the Exhibition Room. In the event that an award piece is no
longer available, a photograph of it from the HSEAD files will be used
in its stead.

PREREQUISITES FOR THE SPECIALIST AWARD

1. An article published in THE DECORATOR or other publication per-
taining to the chosen category.

2. Five patterns in the chosen category to be donated to the HSEAD
lending library portfolio. These must be recorded from the original
and be accompanied by one or more color photographs that will be
mounted with the pattern.

3. Be a teacher certified by HSEAD in the chosen category.
The petitioner need choose only TWO of the above three prerequisites

4. Presentation of a lecture and/or demonstration in the chosen cat-
egory at an HSEAD convention or the HSEAD school program.

5. Satisfactory completion of the HSEAD school course in your special-
ist category.

6. Membership in HSEAD in good standing for five years prior to the
application for this award.
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LOIS TUCKER: COUNTRY TIN SPECIALIST

Lois began painting country tin in 1973 and became a member of the
society in 1976. She was first introduced to country painting as an an-
tique dealer. Her years in the antique business provided access to large
numbers of originals at auctions, antique shows and through her as-
sociation with dealers specializing in decorated tin. She studied and re-
corded originals from museums and private collectors as well as the
show circuit. In 1985 she received Teachers Certification in Country
Painting and in 1987 in Stenciling. She currently serves on the judging
panel and teaches the country painting course for the HSEAD school.
She is a charter member of Stevens Plains Chapter and has served in
several offices. In 1993 she received the Presidents Award. Lois was
meeting chairman for the society meetings in Portland, ME and Nash-
ua, NH. In the fall of 1993 she completed the requirements for Special-
ist Award in Country Painting and the award was presented to her at
the Spring 1994 meeting. She teaches workshops at her studio in Maine
and also frequently conducts seminars for groups in other states.
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TINWARE, The “Family Tree”
by Dorcas M. Layport
Source: Astrid Donnellan

[ hope that the following “Tinware Family Tree,” supported by the ac-
companying chart (page 30), will provide you with some background
on the expansion of the tinware industry in America. Perhaps you will
acquire a new appreciation of Country Tin. This Family Tree will en-
able you to relate to some of the known tinsmiths and decorators as
they spread from Connecticut to, first the East, and then other parts of
the new United States. I would like you to realize there is more to
country tin painting than just “THOSE BRUSH STROKES!”

It is my position that some of the first entrepreneurs in this country
were in the tinware industry. In order for everyone to be able to ob-
tain these utilitarian pieces, tin peddlers were sent out to the far reach-
es of the countryside to sell their wares. I like to think of them as our
first door-to-door travelling salesmen. Tin pieces were susceptible to
damage so the tinsmiths opened repair shops and the peddlers be-
came the servicemen, or repairmen, along their routes.

Since there was a shortage of cash in the early days of our republic,
bartering became the norm. When the peddlers returned to their
home-base tinshops, their wagons were not empty but loaded down
with the wares received in trade. Rags went to paper mills, hides to
tanneries, tallow to candle makers, etc. As the need for storage space
grew, warehouses were built. What to do with all those stored, bar-
tered wares which didn’t directly feed local industry? Why, of course,
open a general store!

Tinware was found in every household because of its many utilitar-
ian uses. However, decorated tinware was too expensive for the aver-
age household. It was mainly purchased by the moderately affluent
and the well-to-do. Each decorator employed their own colors and
styles. Because of these signature characteristics, most designs can be
identified as the product of a specific shop and, sometimes, of an in-
dividual decorator. For example, the female handwork of Mercy
North and Ann Butler was very delicate and individually distinctive.

By comparing the numbers of each of the following paragraphs
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with the chart of the Tinware “Family Tree” accompanying this ar-
ticle, you can follow the progress of the spreading of the American tin-
ware industry. You can also make up your own copy to keep handy
for future reference and Country Tin study.

SPREAD OF TINWARE INDUSTRY
There were several families who figured prominently in the early tin-
ware industry that developed around Hartford, Connecticut. In order
to expand their marketsfor tinware, and avoid out of state licensing
fees for their peddlers, Connecticut tinsmiths established branch
shops in several of the new states. Others moved from Connecticut to
areas with less competition.

#1. BERLIN, CONNECTICUT. Edward Pattison, a Scot, immigrated
from Ireland to Berlin, Connecticut and started the first tinsmith shop
in the American Colonies in 1750. Later, joined by his brother William,
they trained many apprentices who went on to fully develop the Con-
necticut tinware industry. Edward’s sons carried on the tinware busi-
ness in Berlin. There are no known extant decorated pieces produced
in the original Pattison tin shop.

#2. JEDEDIAH NORTH. In the late 18th to early 19th century, Jed-
ediah North and, later J. & E. North were toolmakers who produced
tinsmithing tools. Other members of the family became tinsmiths.
They all left Berlin to settle in other states.

#3. ZACHARIAH BRACKETT STEVENS. Zachariah was a blacksmith
who gave up the forge to establish a successful tinware business
(c.1798-1842) in Stevens Plains (now known as Westbrook), Maine.
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THE SPREAD OF TINWARE

BERLIN, CONNECTICUT
#1 Pattison
#2 Jedidiah North
\ A STEVENS PLAINS, A 4
MAINE
GRESSSRLE BLOOMFIELD, | | #3 Zachariah Brackett Stevens MARION, FLY CREEK
NEW YORK CONI\'IECTI'CUT #4 Elisha North CONNECTICUT NEW YORK
# Butler #7 Oliver Filley #5 Oliver Buckley #13 Upson #18
LA PRAIRIE, ST. LOUIS, MOBILE, FORT BENTON, PALMYTH
QUEBEC MISSOURI ALABAMA MONTANA NEW YO
#8 #11 #14 #16 #19
\ 4
Mﬁ&“ﬁg%q ELIZABETHTOWNE, CINCINNATI,
NEW JERSEY OHIO
#9 Augustas #17
: #12
Filley
PHILADELPHIA, SACRAMENTO,
PENNSYLVANIA CALIFORNIA
#10 Harvey Filley #15

LETTER FROM
FILLEY PAPERS
#20
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Hence the Stevens Plains Chapter of the Historical Society of Early
American Decoration (HSEAD). Many Connecticut-trained tinsmiths
were employed here. At its height there were twelve tinware shops in
Stevens Plains.

Sarah, Hattie, and Marie Francis were Maine decorators known to
have decorated some of Zachariah’s pieces. These three girls, along
with their siblings, lost their parents. They were adopted and raised
by their Aunt Sarah (“Sally”) and her husband, Thomas Briscoe.
Thomas Briscoe was the owner of a shop in Stevens Plains.

Aunt Sally (Sarah Rose Briscoe) was the niece of Paul Revere and
the sister of Philip Rose, an English-trained, well-known Boston por-
traitist. Aunt Sally taught her nieces to decorate tin, which is possibly
why Maine tin is distinguished by its blending, transparency of colors,
and its use of opaqueness. (English-trained artists with a Pontypool
influence?)

Niece Sarah (“Sally”) Frances is known for her Maine “Briscoe Ros-
es.” HSEAD owns two breadbaskets on which the “Briscoe Roses” ap-
pear. She married Samuel B. Stevens, the youngest son of Zachariah,
and was the Grandmother of HSEAD founder, Esther Stevens Brazer.

#4. ELJAH AND ELISHA NORTH. These were brothers trained as
tinsmiths in Berlin, Connecticut. In 1807 they joined the growing tin-
ware center in Stevens Plains, Maine that was attracting many Con-
necticut tinsmiths and tradesmen.

#5. OLIVER BUCKLEY. Mr. Buckley (b.1781-d.1872), trained in Berlin,
Connecticut, also chose to join the thriving Maine tinware industry.
He trained both of his daughters to be decorators.

#6. EAST GREENVILLE, NEW YORK. Aaron Butler, after settling in
New York with his parents, later returned to Connecticut where he
served as a tinsmith’s apprentice. He returned to East Greenville and
established a successful combination tin shop, decorating shop, gener-
al store and peddling business during the period 1824-1859. His sons
worked as tinsmiths and his daughters learned to decorate. Even
though there are many original pieces in existence from the Butler
shop, only a few are signed by daughters Anne, Minerva and possibly
Marilla.
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#7. BLOOMFIELD, CONNECTICUT. Oliver Filley trained in Berlin
(now Southington), Connecticut. He became one of the most success-
ful Connecticut tinware dealers (c.1806-1846), by making quality tin-
ware in several locations. Polly Parson, a known decorator, worked in
the Bloomfield shop. Oliver Brunson worked for Oliver Filley and was
known for his creation of the “Crooked Spout Coffee Pot.”

#8. LA PRAIRIE, QUEBEC. Asa French was sent in 1817 by Oliver Fil-
ley (#7) to Quebec with instructions to make, japan and decorate tin-
ware, in order to avoid expensive license fees charged foreign
peddlers who brought their wares into Canada. John Mills, working in
Philadelphia, drew up the payment contract between French and Fil-
ley. French later peddled tin.

#9. LANSINGBURGH, NEW YORK. Augustus Filley was the
brother-in-law and cousin of Oliver Filley (#7). He was sent to
Lansingburgh (now Troy) to open a branch shop (c.1815-1845).
Augustus was supplied with tin and varnishes by Oliver Filley.
Augustus’ wife, Amelia, probably decorated some of his tinware.

#10. PHILADELPHIA, PENNSYLVANIA. Harvey Filley, a younger
brother of Oliver Filley (#7 & #9), learned tinsmithing from Oliver in
Bloomfield, Connecticut. He was then sent to Philadelphia to open a
branch shop (c.1816-1850). Oliver financed Harvey’s efforts and
supplied him with tin and varnishes from his Connecticut shop.
Harvey and Sons later became retail dealers of Britannia and silver
plated wares, which replaced tinware in popularity.

#11. ST. LOUIS, MISSOURI. Oliver Dwight Filley, a son of Oliver
Filley (#7), operated a branch shop in St. Louis from approximately
1830-1850.

#12. ELIZABETHTOWNE, NEW JERSEY. Oliver Filley (#7) went to
Elizabethtowne to set up his first branch shop (1810-1816). During his
absence his wife, Annis Humphrey Filley, continued to manage the
Bloomfield shop. The New Jersey shop was not successful.

#13. MARION, CONNECTICUT. This town is now known as Merid-
en. James Upson and his two sons Salmon, and Asahel, were all active
in tinware during the period 1773-1837. James learned tinsmithing at
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the Pattison (#2) shop in Berlin, Connecticut. His sons continued the
business. Asahel’s nine sons later promoted sales of tinware in emerg-
ing states and territories.

Salmon’s second wife, Sarah, decorated tin and signed some of her
pieces with a small black circle around a single, or double, black dot.
She was also a known decorator of clock faces, some of which are dis-
played in Old Sturbridge Village, Massachusetts.

#14. MOBILE, ALABAMA. James Robert Upson, a son of Asahel
Upson (#13), opened a hardware store in Mobile (¢.1840) and sold
Connecticut tinware.

#15. SACRAMENTO, CALIFORNIA. James Robert Upson (#14), left
Alabama (c.1849) for California where he sold tin pans made in Upson
shops to prospectors panning for gold during the great Gold Rush
which started in 1848 at Sutter’s Mill near Sacramento.

#16. FORT BENTON, MONTANA. Major Gad Ely Upson, serving as
an Indian agent, ordered supplies and goods (c.1850) from the East
which included tinware from the Upson shops.

#17. CINCINNATI, OHIO. Asahel Augustus Upson, another son of
Asahel Upson (#13 & #14), built a large factory in Cincinnati in which
Connecticut tinware was japanned and decorated (c.1830-1850).

#18. FLY CREEK, NEW YORK. Stephen North, son of Jedediah North
(#2), learned the tinsmith trade from the Pattisons (#3) prior to
moving his family to Fly Creek, near Cooperstown, New York. His
son Albert and grandson Ceylon continued the family business he
started there (active 1790-1841). Stephen’s daughter Mercy
distinguished herself with her skilled “flowering.”

#19. PALMYRA, NEW YORK. Linus North, Stephen North’s (#18)
second oldest son, started out to become a preacher. Il health deterred
him. He became a tinsmith in Palmyra (c.1825-1846), because it
promised “...a good support from the business.” Many souls went un-
saved but myriads of kettles had pots to call them black.

#20. Letter from the Oliver Filley Papers of the Connecticut Historical
Society:
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January, 9, 1818
Sir, Mr. Oliver Filley,

Since I purchased a load of tin from you I have traveled
through the state of Ohio and Kentucky and I find tinware
to sell verry well in this Country. I have now Commenced
business with S. & Z. Levenworth Merchants in Jeffer-
sonville, Indiana. Formerly from Northington, Connecticut,
S. & Z. Levenworth own one store in Jeffersonville...one
tend in Corrydon...I now forward a Bill by Levenworth and
My request to you for One thousand dollars worth of tin-
ware to be shipped at Hartford to New Orleans to the care
of Talcott and Bowers to Forward to S. & Z. Levenworth,
Jeffersonville, Ind.

We think we can sell that Amount In a short time or more...I
have recommended your tinware to Levenworth and [ shall
expect to find it as Good as Usul....

/s/Julius Woodford

The foregoing letter is quoted as an example of how far and fast the
reputation of the early Hartford, Connecticut tinware manufacturers
had spread. Note the roundabout manner in which the goods were
forwarded to Jeffersonville via New Orleans. At this time in our early
history, there were no national highways, canals, or railroads to pro-
vide a more direct route. The fastest way, by sea and river, was the
longest way!

REFERENCES

Antique Decoration; 27 Articles, by Esther Stevens Brazer. Reprinted
by permission from The Magazine Antiques. This collection published
by the Historical Society of Early American Decoration. No date listed.

Early American Decoration, by Esther Stevens Brazer. The Pond-
Ekberg Company, Springfield, Massachusetts. 1947.

The Art of the Tinsmith; English and American, by Shirley Spaulding
DeVoe. Schiffer Publishing Ltd., Exton, Pennsylvania. 1981.

The History and Folklore of American Country Tinware 1700-1900, by
Margaret Coffin. Galahad Books, New York, New York. 1968.

Written with the gracious help of Lois Tucker, Country Painting Specialist
and Historian.
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NOTICE FROM THE TRUSTEES

FALL MEETING 1994
Marriott Hotel, Farmington, Connecticut .~
September 30—October 2, 1994 v
Friday, Saturday, Sunday

SPRING MEETING 1995

Sheraton Hotel, Charleston, SC \
April 28—April 30,1995
Friday, Saturday, Sunday

FALL MEETING 1995
Host Hotel, Lancaster, PA
September 29—October 1, 1995
Friday, Saturday, Sunday

SPRING MEETING 1996
New York
Site andDates to be determined

FALL MEETING 1996
Cape Codder Hotel, Hyannis, MA
September 25—September 27, 1996
Wednesday, Thursday, Friday

BEQUESTS TO HSEAD, INC.

The HISTORICAL SOCIETY OF EARLY AMERICAN DECORATION, INC,,
appreciates the generosity of its members as expressed through bequests.
Such gifts serve as a memorial and also enable the Society to perpetuate the
pursuits of the Society in fields of education, history, preservation, publica-
tion, and research. While unrestricted gifts have more general uses, a mem-
ber may designate a gift to serve a particular phase of endeavor.

Bequests should be left in proper legal form, as prepared by a lawyer, or
following the general bequest form.

I give, devise and bequeath to the HISTORICAL SOCIETY OF EARLY
AMERICAN DECORATION, INC,, an organization incorporated in the
State of New York, the sum of $ to be used at the
discretion of said corporation. (Or a specific purpose may be indicated.)
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POLICIES
Use of Society Name and Seal

Exhibitions: Chapters or Members may sponsor Exhibitions using the
name of the Society with written permission of the Treasurer of the
Society provided that only originals, “A” or “B’ awards, approved
portfolios of Certified Teachers, and applicant pieces submitted within
the last five years, are exhibited. Any exception will be at the dis-
cretion of the Board of Trustees.

The Official Seal: The Official Seal of the Historical Society of Early
American Decoration, Inc. shall not be duplicated or used by in-
dividuals or chapters.

(Exception: Upon application, Chapters will be granted permission
to use the seal for the cover of their yearly program. Passed by the
membership at Fall meeting 1966.)

Opinions or Criticisms: Members should not use the name of the So-
ciety when writing personal opinions or criticisms to newspapers and
magazines. Any matter requiring action by the Society should be re-
ferred to the President of the Society.

Meetings: Taping of HSEAD, Inc. functions is not permitted. There
will be no refunds for meeting registrations, special tours, and /or ad-
mission fees.

NEW POLICY
Applications for membership in HSEAD will be accepted at any time.
The deadline for applicants who wish to submit pieces of their work is
six weeks prior to the Spring or Fall meeting. See page 35. Applicant
fees cover the period July 1 to June 30.

SCHEDULE OF HSEAD, INC.

MEMBERSHIP DUES

Effective July 1, 1990
Charter and Guild Members........coccovvuvisinniecvvererecnnns $35.00
Family Members (Spouses) ......ccccvuvuenreicicniisicirannnnn.$10.00
Associate Members ... $50.00
Business Associate Members ..........covcvevnervecesrenrnennnn $75.00
Benefactors ......iiiinmnismssnmsnees e $3,000.00
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MASTER TEACHERS
MARYJANE CLARK, Norwell, MA
ASTRID DONNELLAN, Hingham, MA
HELEN GROSS, Vero Beach, FL
GINA MARTIN, Vernon, CT
MARGARET WATTS, Toms River, NJ

MASTER CRAFTSMEN
JESSICA BOND, Dorset, VT
MARYJANE CLARK, Norwell, MA
ASTRID DONNELLAN, Hingham, MA
ROBERTA EDRINGTON, Colonia, NJ
HELEN GROSS, Vero Beach, FL
CAROLYN HEDGE, Plymouth, MA
CORNELIA KEEGAN, Hudson, OH
DEBORAH LAMBETH, Schenectady, NY
GINA MARTIN, Vernon, CT
PHYLLIS SHERMAN, Glens Falls, NY
LOUISE WALLACE, Fitchburg, MA
MARGARET WATTS, Toms River, NJ

SPECIALIST AWARD
LOIS TUCKER, North Berwick, ME
COUNTRY PAINTING

ACTIVE CERTIFIED TEACHERS
JANICE ALDRICH, Keene, NH..........cccovnmnivnssissmnnnnnns country painting, stenciling.
SHIRLEY BERMAN, Carmel, NY ... Pontypool.

JANE BOLSTER, Berwyn, PA.......ccooovvvvcomnnnimisnnnnnns country painting, stenciling,
yn Y g g
glass painting, freehand bronze.

MARYJANE CLARK, Norwell, MA.............c.c..........stenciling, country painting,
metal leaf, freehand bronze, Pontypool, glass painting, Victorian flower painting.
DORTIA DAVIS, Perkinsville, VT.......cocvermesmsmersresossesses smsmmrsnaostenciling,

ASTRID DONNELLAN, Hingham, MA....ccccccccocmnne. country pamtmg, stenciling,
Pontypool, glass painting, freehand bronze, metal leaf, Victorian flower painting.

SHERRY DOTTER, Lebanon, NJ....ccccuuuvvmmiinisiiinins country painting.
MARGARET EMERY, Averill Park, NY.....cocovenns country painting, glass painting,
DORIS FRY, Delmar, NY....occocovvvverenerninnirns country painting, stenciling, metal leaf.
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DOLORES FURNARI, Brandon, VT.......ccccovveriiircsnrnnn: stenciling, country painting.

DOROTHY HALLETT, Bourne, MA........cccvvmrneeseimensnnenssnsenn: country painting,.
BARBARA HOOD, Hammondsport, NY ..., country painting.
HARRIETTE HOOLAN, Oyster Bay, NY........cccueceene country painting, stenciling.
HELGA JOHNSON, New City, NY.....c..cccccmmmmrccicsmmmomriismnnnn country painting.
CORNELIA KEEGAN, Hudson, OHu....ommmmmmsic country painting,
stenciling, metal leaf, freehand bronze, Pontypool, glass painting.
DORCAS LAYPORT, Mattapoisett, MA....cccoooeooccenmmmnnnnsccriserrninn country painting.
BETH MARTIN, Charlotte, NC.....cccouvvvrvvvirnmnnnn. country painting, glass painting.
LUCINDA PERRIN, Canandaigua, NY ... country painting.
MARION POOR, Augusta, ME.......c.cccimerimmmceisiissin country painting, stenciling.
CAROLYN REID, Averill Park, NY.....coocccommimermscrsaimmmereensscsssinns country painting,
MONA ROWELL, Pepperell, MA............... stenciling, country painting, Pontypool.
DOLORES SAMSELL, Warren, NJ.....ooouvvvirermeecmmmecesnencins country painting,
NORMA STARK, Glens Falls, NY.....vrccrosseessscconmimimmmminisiissssinnne country painting,
SARA TIFFANY, Hilton Head, SC........ccccorrmmmmincisssiisimninn country painting.
LOIS TUCKER, North Berwick, ME............ocvimimimmncrienens country painting, stenciling.
ALICE WALL, Plymouth, MA......ccoeromriciiiscinssivirinnns country painting, stenciling,
MARGARET WATTS, Toms River, NJ.......... stenciling, country painting, metal leaf,

freehand bronze, glass painting, Pontypool, Victorian flower painting.

Retired Certified Teachers who are willing to serve as Consultants:

ELIZABETH BACH, Glens Falls, NY........ccccveeunurenenn.cOUNtTy painting, stenciling,
and freehand bronze.

HELEN GROSS, Vero Beach, FL.......c.......... country painting, stenciling, Pontypool,
glass painting, metal leaf, freehand bronze, Victorian flower painting.

GINA MARTIN, Vemnon, CT.....couvvvirvuenns stenciling, country painting, metal leaf,
freehand bronze, glass painting, Pontypool, Victorian flower painting.

HARRIET SYVERSEN, Closter, NJ.............. stenciling, country painting, Pontypool.

SCHNADER CHAIR PATTERNS

Free hand bronze and painted chair patterns are available
by ordering by number from the list your Chapter has on file,
or from the color display in the Exhibition Room at the Meeting.
Send $5.50 to: Mrs. Gerry Rossner
131 Tyringham Road, Rochester, New York 14617
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CHRISTOPHER GURSHIN
New England
Folk Art Painting

* Step-by-Step Instructional Video
* 30 Pre—~cut Stencils
* Complete Written Directions

Enjov creating your own painting of ‘A New England Wintertime”
bv Christopher Gurshin, well known New England artist since 1966

Being a native of the North Shore of Boston. living in Marblehead,
Essex and now Newburypaort, he has created a true New England stvle
of painting. His popularity has spread across the country, and there are
satistied collectors of his work nationwide. He has conducted lectures.
demonstrations and workshops. Because of their success a step-bv-step
‘nstructional video complete with pre—ut stencils and directions 1s now
available tor $65.00.

Additional $5.00 for Shipping & Handling.
(Massachusetts residents please add 5% sales tax.)
Allow 6 to 8 weeks for delivery.

To order send check or money order to:

STop
QU
Box 616  Newburyport, Massachusetts 01950

Enclose a SASE for further information.
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The lllustrated
Glossary

of Decorated
Antiques

Dublication
by
MaryJane Clark
&crabble Arts
2 Wildcat Lane
Norwell, MA 02061
of The Historical Society
of Farly American Decoration

$24.95

Dlus postage @ handling of $200
Mass. Residents add $1.25 Sales Tax
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QUALITY COLOR COPIES & TRACINGS
from the collections of;
Lovise Wallace, Master Craftsman |

* Lace Edge ¢ Ponty Pool ¢ Gold Leaf
¢ Chairs ¢ Benches * Furniture
Clock Faces & Moon Dials

Stenciled & Painted Trays, etc.

and the late
Marjorie Hennessey, Certified Teacher

Country Tin
o Cannisters, Caddies ¢ Tea & Coffee Pots
* Document Boxes o Apple Dishes

¢ Cut Corner, Bread Trays, etc.

Virginia O'Brien Associates

252 BEECHWOOD ROAD, WEST HARTFORD, CONN. 06107
(203) 521-4021

MNLZOmM=——P>-u
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PEARL

ART & CRAFT SUPPLY

6000 Route 1 South « Woodbridge, NJ  (908) 634-9400
Mon.-Sat. 10:00am-9:00pm; Sun. 12noon-5:00pm

SQUARE TIP QUILLS
LANGNICKEL CLOSEOUT BRUSHES
Save 24 O™ ©OIKFIF retail prices

EEEEE

AR R R R R R R R R R R R R R E R R ERE )
EEEEEEEEEEEEEEEEEEEERREEEEEREEREEEEIE

serles  length sizes prices for all serles
out available 0 3.95 2.37
302A 174" 012 P 420 2.52
3028 3/8" 1,36 2 425 2.55
303 1/2" 013 ®; 430 2.58
304  5/8" 0123456 o4 435 2.61
306  3/4* 08,10 5 460  2.76
3alg 1 0.2,5,6,7,8,10,11 ® 480  2.88
""" ’ . 3.09
320 11/8" 2,467.89,1011,12.14 @ ; g;g Stas
330 11/4" 012345781114 g cor 375
340 13/8" 23,4,58,1012,14 0 750  4.50
350 11/2" 0,712 ® 8.50 5.10
370 2" 0.5.8 12 8.75 5.25
14 8.95 5.37

SOR&NE
oy,
fashion design quills

Save 22O OKFIKF retail prices

size list price sale price
0 9.50 7.60

i 11.50 9.20
2 13.50 10.80
3 16.85 13.48
4 21.50 17.20

We Also Carry Artists Oils & Mediums, One Shot, Japan Paints,
Bronzing Powders, Gold Leaf & Gold Size, Acrylics & Mediums, And
A Large Selection Of Brushes

(Sorry No Catalog Avallable)
Call (908) 634-9400

For Information and Mail Orders
R R R el R E E E E R R R R R R R

ERERRERRREEEREEERER R RER R R R EE]

EEEEEEEEEEEEEEREEEEEREEEE
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Authentic Theorem Pattern Collection

\ The Historical Society of
Early American Decoration, Inc.

i

“A” Award, Peggy Waldman
Originals owned by HSEAD

For Theorem Pattern Collection information write to:
Theoremt Chairman,
Anne Grinley
110 Brook Street
Franklin, MA 02038

Send $3.00 for Catalog

The DECORATOR establishes confidence between craftsman and dealer.
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Advertise in
THE DECORATOR

Yearly Rates Available

(]
Send Ads and inquiries to:

Carol B. Buonato ¢ 101 East Locust Lane ® Kennett Square, PA 19348

Members: when purchasing products from Advertisers,
please be sure to mention you saw their Ad in THE DECORATOR

Ede. H. Stone
Clockmalen

Lenso and .»Am{/ ‘elochs teith dial, yﬁr.mm i
Jmt-/(ﬁ-'w; ) !m/i}uf»ﬁw/ on anenibors weha ik
lo deo therr aren ﬁm’n/di/u/, yf%ﬁ}ey. ele.

G s ¢,

Catatey $3.00

732200 Forest Disve, Powde, Md. 20715
307/-464-8079

The Coutry Ol St

DECORATIVE PAINTING CLASSES

Hardened steel punch set
O O O inawooden holder—

$35.00 plus $4.00 shipping and handling

DOLORES FURNARI ¢ RR #3, Box 3695, Brandon, VT 05733 ¢ 802-247-3847

Spring/Summer 1994 43



WINSLOW CO

CUSTOM WOOD FRAMES
IN POPLAR

KEVIN PERROT PO Box 430
(610)-296-8888 Paoli, PA 19301

PLEASE SEND FOR FREE BROCHURE

Techniques in

Reverse Glass Painting
By Margaret J. Emery

A second edition, revised and expanded $22.95.
Postage and handling included. NY State Residents—add sales tax.

Margaret Emery
RD#3, Box 352, Averill Park, NY 12018

&H
Sepp LeaF Products, Inc
XTI

Fax: (212) 725-0308
381 Park Avenue South, New York, NY 10016; (212) 683-2840

GILDING SUPPLIES
12kt thru 24kt Leaf * Agate Burnishers
*Gilders Tips, Mops ¢ Imitation Leaf
*Gilders Pads and Knives * Variegated Leaf
* Burnishing Clays *Le Franc Oil Size 3Hr/12Hr
* Liberon Restoration Products  ° Le Franc Cracking Varnish
Kolner System—Ready to Use Clay
VIDEOS
¢ Traditional Cllding—70 min. VHS Cuassette
* Kolner Gildll’lg—48 min. VHS Cassctte

FOR FURTHER INFORMATION
PLEASE CALL OR WRITE.
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REPRODUCTION OF COLONIAL TINWARE

CUSTOM WORK AND REPAIRS
Sugar Boxes Gooseneck Coffee Pots
Small Creamers Chinese Letter Holders
Trinket Boxes Miniature Coffee Pots

Robert A. Reuss
Phone/FAX 203-886-7365

Send $3.00 for current catalog
209 Summit St. ® NORWICH, CT 06360

Please allow 4 - 6 weeks for delivery.

SPLIT BANISTER MIRRORS
For Reverse Painting

PICTURE FRAMES
Round and Custom — Made for Theorems

Please send stamped envelope for Folder on Wooden Articles.
Fireplace Stools — Courting Mirrors — Boxes — Etc.

ROBERT D. RAINVILLE
11 RIDGE DRIVE UNCASVILLE, CONN. 06382

Church Streer Gallery

Ransom Cook, strawberry, dome boxes, etc.
Dovetail trunks, 5 sizes / Armoires
One-of-a-kind apple wood, spalt maple, spalt beech boxes
AR,

Jack Schramm, 15 Church Street, Moravia, NY 13118
315-497-2621
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Shades of the Past

Frank and Marti Tetler

PO Box 11, Rt. 9w Tomkins Cove, NY 10986
(914) 942-0209

Lampshades and Supplies—Vintage Goods and Collectibles
We Ship UPS

WYV A A A Y

MARTTS LAMPSHADE BOOK

Making Cut — and — Pierced Lampshades
as taught by Marti Tetler
63 pages, looseleaf binder ready

¥y#yey?  Send for Price List 33,

Thousand Islands Craft School and Textile Museum
A Special Place in a Turn-of-the-Century Resort

Village by the Water

EARLY AMERICAN DECORATION CLASSES
May - September

Theorem Lampshade Piercing Country Painting Stenciling
Freehand Bronzing China Painting Gilding
Reverse Painting on Glass Folk Art Painting Tole Painting

Call or write for free brochure
314 John Street, Clayton, NY 13624 » (315) 686-4123
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EARLY NEw ENGLAND

STENCILS

)
! (\: Complement your antiques with historically accurate wall and floor stenciling. Our three )
Y p y q y -~
1) catalogues feature 190 patterns circa 1740-1840 from New England homes and inns. ,))‘,‘
. Mg
| Ve © Vermont Border Stencils i
K Includes the complete Dutton House collection of the Shelburne Museum, and more. ('\;
W ( i Iy
B y) © The Moses Eaton Collection oK
; V Features the “all over” patterns of Moses Eaton, Moses Eaton, Jr. and followers. A\ !
! -1
'l ;: © Floor Patterns of New England (“;
. Contains the Esther Stevens Brazer Collection, now at the Museum of American ;3 )".
) Folk Art, and others. A i
Ay »
(&Y Each catalogue is $4, or all three for $10. Catalogue price refunded with your order. { v
g p y ot
, \\' gt MB HisToRIC DECOR y ‘) !
w e/ . PO Box 880 o
1 (': N {:~ v .,/;_' Department D '\"_.
M == »°a £ Nomwich, VT 05055 e
137) T B LTSS Tl 802-649-1790 sk
ey WIS Fax; 802-649-1791 ol
s , ' el Polly Forcier, Member HSEAD ('(\-'
LR “e .. A N miNs s .. = Ne .= !
572 S T TR SR S T SRS SR
(R - - A A .\ - ce . s N e O 2l

LIBERTY PAINT CORP.
969 Columbia Street, Hudson, NY 12534
“OLD GRAINER'S® GLAZE COAT'": Tough, Transparent, Superior
color-fixing properties, Exterior-Interior. For all [aux work.
“OLD GRAINER'S® GROUND COAT": Exceptional abrasion-resistance.
For wood, tin, slate & canvas, Interior-Exterior. Non-toxic.
“OLD STAINER'S® OIL": Highly-refined, penetrating oil used as a tinting vehicle
for staining hard & soft woods.

GRAINERS’ TOOLS: Floggers, Artist Brushes, Overgrainers, Quills, etc.
GILDERS’ TOOLS: Gold leaf, Burnishers, Tinted clays, Tips.
PIGMENTS: Universal liquid oxides and organic fade-proof colorants.
Extra fine fresco powders, Japan colors. Naptha and Japan Driers.
STENCIL MATERIALS: Mylar, brushes, canvas, eic.

LIBERTY will UPS anywhere. Write for Catalog. Satisfaction Guaranteed.

—=—=.._  Send for our NEW 1994 CATOLOG ($3.50) which features:
N * New lower list and wholesale prices for the trade and
members of certain artist and artisan societies.

* New pattems for painters and stencilers

* New self-adhesive lampshades

¢ TARA pre-gessoed floor cloths & placemats
sFull line of Creations in Canvas

* Artishammy—Our new high tech re-usable utility cloth

* Our affiliate, LIBERTY ADVISORS INTERIORS-

A world class specialist in faux finishesoffers you discounts on a full range of supplies from

fine badger softeners to instructional books and videos

Box 531, West Stockbridge, MA 01266
. | Telephone: (413) 637-3534 » Fax: (413) 637-3004 ¢ 1-800-248-LADY
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PUBLICATIONS OF

The Historical Society
of Early American Decoration, Inc.

INVALUABLE REFERENCES — IDEAL GIETS

The Art of Drawing and Colouring from Nature

Flowers, Fruit, and Shells for Painting on Velvet (Title Abridged)........ccvvnn.... $31.50
Colored Prints to accompany this text are available for $18.00

From Pallette to Palate

The HSEAD Co0kbOOK.....ucusuiivissianncrinns T ERRN. 1 LX) 1

(All prices include postage and handling)
Send orders for the above books to:

Mrs. J. M. Wehner, Jr.
521 Atterbury Road, Villanova, PA 19085

Make checks payable to: HSEAD, Inc.

00000 0000000000000 20000000000000000000000000000000000

The Decorator

Back issues to complete your Hbrary.........comimimmmmmsen.. $6.00
|5, 01" KU———. YA

XLVII—to present issue.................. $9.00

Binders for The DecOtALOr ........vvoivisiiiiireisiieteessisee oo s sssissssnsens $13.50
Bibliography — A reference reading list of early American decoration.............. $6.00
Members Standards for Craftsman Awards ...............cooovevceiriieescencnenen. $2.50

(Al prices include postage and handling)

Order The Decorator, Binders, Bibliography and Standards from:

Lois Tucker
Box 429
North Berwick, ME 03906

Make checks payable to HSEAD, Inc.
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A LEARNING VACATION
IN A VERY SPECIAL PLACE

ARTS & CRAFTS

Early American Decoration
Wood Graining — Marbleizing
Bavarian Folk Art ® Reverse Glass Painting
Primitive Portrait Painting ® Theorems
Cut and Pierced Lampshades

Reproduction of 19th Century Painted Dolls

Spend a summer week or two living and learning
in a Vermont country setting.

Wide variety of courses. Send $2.00 for catalog.

FLETCHER FARM SCHOOL
FOR ARTS AND CRAFTS

Dept. D, RR1, Box 1041, Ludlow, VT 05149

802-228-8770
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Studio

Art and Craft School

Dolores Furnari is the owner of the Country Owl Studlo

Early American Decoration
Wood Graining e Marbleizing
Bavarian Folk Art e Reverse Glass Painting
Primitive Portrait Painting e Theorems
Quilting e« Wood Carving
Reproduction of 19th Century Painted Dolls
Reproduction of 19th Century Porcelain Dolls

McConnell Road, RR 3, Box 3695, Brandon VT 05733

¢ art, drafting

¢ office supplies & equipment
¢ custom framing; gallery

¢ blueprinting & FAX service
¢ books & prints

complete decoration and retoration
supplies, including gold leaf,
bronzing, gilding and japan paints,
449-451 Broadway Saraloga Springs NY 12866 brqshps, mOldllng & casting,

Phone: 518/587-844 graining supplies

O O We Do Mail Order
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A World Of Supplies For
The Early American Decorative Artist

commercial

Aa0R0

art supply

Quality materials for all aspects of Early American
Decoration. Call or write for our free catalog of supplies
specifically for the Early American Decorative Artist.

Japan Colors

Oil Paints

Acrylic Paints

One Shot Enamels
Dry Pigments
Lining Powders
Gold & Metal Leaf
Water Guilding
Burnishing Agates
Fine Art Brushes
Decorative Arts Brushes
Sword Stripers

Museum Mounting Boards

Architects Linen
Book Binding Papers
Vellum

Drafting Mylar
Acetate

Tracing Paper
Adhesive
Portfolios

Templates
Cutters
Pencils & Erasers

Quills Natural Sponges
Paint Filter Cloth Transfer paper
Rapidograph Pens Floor Cloth
Lightboxes ... And Much More

935 Erie Boulevard East  Inquiries (315) 474-1000

Syracuse, New York 13210

Orders 1-800-669-2787




HISTORICAL SOCIETY OF EARLY AMERICAN DECORATION, INC.

CHAPTERS AND OFFICERS: 1993-1994

CENTRAL NEW YORK....ccvccrernecmercremnneceesrns

CHARTER QAK: ConnectiCut.........cooumiieeermricnseinnes

EVELYN M. HOLMES: Maine.........couvivinienna

FAIRCHESTER:

Connecticut and New YOrK...ooooocvenviiirivininnns

FLORENCE E. WRIGHT: New York.........c.....

GENESEE COUNTRY: New YOrk.......cccomumnncenne

HUDSON VALLEY:

New York and Vermont.........covvevvenernnininnnesseenes

LONG ISLAND: New YOrK...ocouccionivenersrassseennns

NASHOBA VALLEY: Massachusetts........c..cocvrne.
NEW JERSEY: New Jersey....c.cuuviinisssisisinns

> OLD COLONY: Massachusetts.......o..couvseerssenenne

PIONEER: New Hampshire and Vermont.

SHENANDOAH: VIrginia..........coiississsmeesinmmmisisns

STEVENS PLAINS: Maine..iumiicsiissiimmiaonpisiviors

STRAWBERY BANKE:

New Hampshire and Massachusetts....................
WILLIAM PENN: Pennsylvania..............eernnne.

SATELLITE CHAPTER ...cccccoomurvssssmsesmmmsissssssnnns
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............. Bonnie DuMond, Chaitman

Ruth Smith, Secretary

v O@NAra Strong, Chairman

Virginia O’Brien, Secretary

creniennn. Theresa Violette, Chairman

Regina Sewall, Secretary

Helga Johnson, Marti Tetler, Co-Chair
Lorraine VanderWende, Secretary

wunnnnGladys Hotchkiss, Chairman

Irene Arieno, Secretary

..................... Jean Milonas, Chairman

Joan Fusco, Secretary

............. Dorothy Clayton, Chairman

Anne Decatur, Secretary

weeneenner Harriette Hoolan, Chairman

Connie Gallo, Secretary

Mildred MacDonald, Chairman

Santina Stafford, Secretary

.............. Marianne Hauck, Chairman

Anna Day, Secretary

............. Virginia Flaherty, Chairman

Margaret Rodgers, Secretary

............... Dolores Furnari, Chairman

Catherine Ellison, Secretary

v Carol Heinz, Chairman

Bobbie Champaign, Secretary

wneLynn Glover, Chairman

Deborah Gideon, Secretary

................. Betty Eckerson, Chairman

Sally Muse, Secretary

.............. Jeanette Webber, Chairman

Charlene Bird, Secretary

..................... Sara Tiffany, Chairman

Elizabeth Martel, Secretary



COMMITTEE CHAIRS: July 1, 1993—]June 30, 1994

Applicants: Marti Tetler, 92 Washburns Lane, Stony Point, NY 10980
Chapters Coordinator: Sandra Strong, 691 Palisade Avenue, Windsor, CT 06095
Convention Planner: Edward H. Stone, 13200 Forest Drive, Bowie, MD 20715

The Decorator:
Editors: Margaret K. and J. Michael Rodgers, 544 Elm Street, 5. Dartmouth, MA 02748
Advertising: Carol B. Buonato, 101 E. Locust Lane, Kennett Square, PA 19348
Sales (Mail Order): Lois Tucker, Box 429, North Berwick, ME 03906
Sales (at Meetings): Lee Shubert, 479 Vineyard Point Road, Guilford, CT 06437

Education:
Chair: Joan Austin, PO Box 241, Berwyn, PA 19312
Applicants Portfolio: Myrna Herniter, 256 Waltham St., Lexington, MA 02173
Carousel Rentals: Dolores Samsell, 24 Spencer Lane, Warren, NJ 07059
Conservation: Sara Tiffany, 11 Indigo Court, Hilton Head, SC 29926
HSEAD School Director: Margaret Emery, RD #3, Box 352, Averill Park, NY 12018

- Research: Lucinda Perrin, 7008 County Road #32, Canandaigua, NY 14424

" Slide Program: Joyce Holzer, 62 Kahdena Road, Morristown, NJ 07960

Specialist Award: Lois Tucker, Box 429, North Berwick, ME 03906
Teacher Certification: Astrid Donnellan, 21 Mast Hill Road, Hingham, MA 02043
Teacher Listings: Linda Lefko, 1277 Elmira Road, Penn Yan, NY 14527

Endowment Fund:
~—Chair: Lynn Glover, PO Box 241, South Freeport, ME 04078
HSEAD Charms: Mary Beals, 86 First Rangeway, Waterville, ME 04901
Work Photo Program: Bonnie Dumond, Box 326, Unadilla, NY 13849

Exhibition: Carol Heinz, 4625 Quarter Charge Drive, Annandale, VA 22003

Finance:
Chairl/Treasurer: Helen E. Thieme, 17 Starlight Drive, Morristown, NJ 07960
Custodian of Assets: Shirley Berman, 165 Fairway Drive, Carmel, NY 10512

Goals: Short/Long Range: Edward H. Stone, 13200 Forest Drive, Bowie, MD 20715

Hands-On-Workshop Coordinator:
Linda Lefko, 1277 Elmira Road, Penn Yan, NY 14527

Historian; Myrna Herniter, 256 Waltham Street, Lexington, MA 02173

Judging and Standards:
Roberta Edrington, 50 Prospect Lane, Colonia, NJ 07067

Judging: Theorems
Dolores Furnari, RR #3, Box 3695, Brandon, VT 05733

Theorems Standards:
Chair: Helen Spear, 546 North Benson Road, Fairfield, CT 06430
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Lending Library of Designs Portfolios:
Shirley Berman, 165 Fairway Drive, Carmel, NY 10512

Liaison Officer to MAFA:
Beth Martin, 2611 Peary Court, Charlotte, NC 28211

MAFA/HSEAD Consulting Curator:
Alice Smith, PO Box 303, Feeding Hills, MA 01030

Materials and Products:
Tasha Paul, 36 Hidden Road, Andover, MA 01810

Membership:
Elizabeth Martel, 144 Royal Oak Drive, Aurora OH 44202

Membership Relations:
Linda Lefko, 1277 Elmira Road, Penn Yan, NY 14527

Memorial Book:
Helga Johnson, 4 Oak Terrace, New City, NY 10956

Newsletter Editor:
Joyce Holzer, 62 Kahdena Road, Morristown, NJ 07960

Nominating:
Carol Buonato, 101 East Locust Lane, Kennett Square, PA 19348

Parliamentarian:
Joyce Holzer, 62 Kahdena Road, Morristown, NJ 07960

Photography and Sales:
Helga Johnson, 4 Oak Terrace, New City, NY 10956

Printing Chair: Dorothy Filmore, 84 Pilgrim Drive, Windsor, CT 06095
Printing Liaison: Polly Forcier, Loveland Road, RR 1, Box 585, Norwich, VT 05055
Publishers: Bette and William Baker, PO Box 180, Mystic, CT 06355

Publications:
Chair: Joyce Holzer, 62 Kahdena Road, Morristown, NJ 07960
Book Sales: Margaret Wehner, 521 Atterbury Road, Villanova, PA 19085

Public Relations:
Shirley Baer, PO Box 300, Norwell, MA 02061-0300

Registration:
Barbara King, 111 North Shields Avenue, Richmond, VA 23220

Royalty Program:
Beth Martin, 2611 Peary Court, Charlotte, NC 28211

Theorem Sales and Mail Order: Anne Grinley, 110 Brook Street, Franklin MA 02038
Vendors Sales: Edward H. Stone, 13200 Forest Drive, Bowie MD 20715

Wall and Floor Stencils:
Polly Forcier, Loveland Road, RR 1, Box 585, Norwich, VT 05055
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