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Journal of the
Historical Society of
Early American Decoration, Inc.

A:ociety with affiliated chapters organized to carry on the work
nd honor the memory of Esther Stevens Brazer, pioneer in the
perpetuation of Early American Decoration as an art; to promote con-
tinued research in that field; to record and preserve examples of early
American decoration; to maintain such exhibits and publish such works
on the subject of early American decoration and the history thereof as
will further the appreciation of such art, the elevation of the standards
of its reproduction and utilization; to assist in efforts public and private,
in locating and preserving material pertinent to our work, and to coop-
erate with other societies in the accomplishment of purposes of mutual
concern.

Mission Statement

Vision: HSEAD will be, and will become recognized, as a preeminent
national authority on early American decoration. /

Mission: HSEAD will maintain a core membership of practicing guild
artists supported by active programs of education, research, and exhibi-
tions to perpetuate and expand the unique skills and knowledge of early
American decoration.

Business Address:

The Historical Society of Early American Decoration, Inc.
c/o Beverly McCarthy, Administrative Assistant
61 West 62nd Street, 3rd floor
New York, New York 10023-7015

212-586-6663

4 Fall/Winter 1996/1997



Editor’s Notes

he Providence meeting was indeed a beautiful and fitting tribute

to the woman in whose memory our Society was established, for it
celebrated what Norman Holzer referred to as the “body and spirit of
Esther Stevens Brazer.”

The presence of Esther Stevens’ two daughters, Constance Fraser
and Diana Fraser Seamans, made the event even more meaningful. It
was the first time either daughter had attended one of our meetings.
Diana’s daughter, Jane Randlett, and her husband, Ralph, also joined
us.

Yvonne Jones, of Birmingham, England, an authority on the japan-
ning industry, made her first trip to the United States and was our guest
throughout the meeting. From lecturing and showing slides to observ-
ing our judging, teacher certification, and exhibition procedures, Yvonne’s
presence added to the importance of this special event.

Esther Stevens Brazer always emphasized the importance of teach-
ing and sharing information. She would have been so proud of the
demonstrations by our own members and those of the Society of Gild-
ers. Saturday was a particularly informative day filled with exchanges of
ideas and exposure to new and different techniques.

The evening speakers were exceptional. Capt. Mike Rodgers’ slide
presentation, “The Golden Age of Whaling,” was enthusiastically re-
ceived. It was especially meaningful to Connie Fraser who remembers a

Joining in the celebration of HSEAD’s 50th Anniversary at the Providence meeting are (L-R):
Constance Fraser, Yoonne Jones, Martha Wilbur, and Diana Fraser Seamans.
(Photo by Shirley S. Baer)
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set of intricately carved whalebone pick-up sticks given to her by her
mother.

Norman Holzer gave an inspiring talk on the legacy of Esther Stevens
Brazer. The text of his speech appears in this issue of The Decorator.

In addition to Norman’s speech, you’ll find an article by Yvonne
Jones on “Fine Pontipool Painting,” reprinted from The Antique Dealer
and Collectors Guide. This will be the second of four articles by Yvonne
to appear in 7he Decorator.

[ am pleased to announce that Yvonne has agreed to write a regular
column for us on japanning in England and related subjects. “Letter
from Birmingham,” as her column will be called, makes its debut in this
issue.

From Winterthur we have an article by their painting conservator,
Wendy H. Samet, on the art and philosophy of retouching painted fur-
niture . Our thanks to Winterthur Magazine for permission to reprint this
article.

Finally, the conclusion of Lois Tucker’s article, “The Maligned Yan-
kee Peddler” appears in this issue. Enjoy!

Shirley S. Baer, Editor

Future Meetings

Spring Meeting 1997
Ogunquit, ME
May 2-4, 1997 (Friday-Sunday)

Fall Meeting 1997
Williamsburg, VA
September 21-23, 1997 (Sunday-Tuesday)

Schedule of HSEAD, Inc.
Membership Dues
Effective July 1, 1990

Charter and Guild Members .......cooovvvvviirieiieenene, $35.00
Family Members (Spouses) ......c.coeveeierninercnrernernnne $10.00
Associate Members ..c..ovvveevieviiveireieececeeeeeeeeenenns $50.00
Business Associate Members .........cccoevvevivverevirenennnen $75.00
BeNefactors ......veicceeniinnisisniessisisnisencssenissneines $3,000.00 (M ewre’ 97)
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The Legacy of Esther Stevens Brazer
by Norman Holzer

(A speech delivered at the Society’s 50th Anniversary Celebration in Providence)

Tonight T am going to share some thoughts with you on the legacy of
Esther Stevens Brazer. Thank you for that opportunity. My research on
that subject been a revelation to me, for I now have a better understand-
ing of the driving forces that shape the Society today — forces that are an
extension of the life and times of Esther Stevens Brazer.

Much of that story is now well documented for all of you. The 50th
Anniversary publication distributed at your spring 1996 meeting in
Saratoga, is available at this meeting. It does a super job of providing
historical prospective on the accomplishments of the Society.

When combined with the recently released Fall Edition of The Deco-
rator which focuses on the story of Mrs. Brazer’s life — the two publica-
tions complete the picture of an extraordinary period — not just the 50
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year history of the Society, but rather a near 100 year story, for in just
two years from now Mrs. Brazer would have celebrated her 100th birth-
day.

What she was to become began then, though no one had yet identi-
fied the character of her being, the spirit she possessed that would shape
her life, and the Society that followed.

The legacy of Esther Stevens Brazer has both body, and soul. It is an
inheritance of both physical personal property, and more important, of
spirit. The body, made up of material things is well documented— the
wonderful accumulation of patterns, designs, stencils, antiques and arti-
facts—the documentations, publications, articles, presentations, restora-
tions all stimulated by her spirited and dedicated interest in the work of
her ancestors, and the craftsmen who preceded her, brought into focus
by the vigorous research she was inspired to pursue.

I'd like to spend the remaining few minutes commenting about what
I perceive to be the soul—the spirit of Mrs. Brazer—if you will, your in-
heritance.

What is that spirit? It is the invigorating essence inseparably associ-
ated with her life—the inner self—the substance and force of her life. As
you believe that the soul is the heart of a person—that is had a perma-
nent existence—then you begin to understand the impact of the Esther
Stevens Brazer legacy.

Mrs. Brazer was a woman of courage, drive, resolution, enthusiasm,
vitality passion, and strength. Those are the qualities that personified
her influence on those who had the opportunity to know, and work with
her. She was the consummate professional—leading a life of upending
efforts in continuing education, research, and teaching in her chosen
field of endeavor—the art forms she so dearly loved. She met those chal-
lenges with almost limitless energy, enthusiasm, scholarship, and com-
mitment.

Mrs. Brazer was willing to devote years of study and hard work to
leave her mark as a craftsman. She took pride in the skill of the hands, to
create things of beauty. She developed the ability to blend the beauty of
awork of art with the artist’s pure devotion. She combined the forces of
hand, head, and heart to become an artist—and more important for those
who followed her, she became a great teacher, and a source of inspira-
tion. She was an artist who recognized that desire, coupled with ambi-
tion and determination, could produce artistic ability.

Fortunately Mrs. Brazer realized that to perpetuate her love of early
American decoration, she had to train others—train them to match the
highest standards of art expression, and workmanship—train them to con-
centrate on consistent quality, and authenticity—train them to replicate
the craftsmanship of the work produced by their fore-
bearers.
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Mrs. Brazer once said “I believe people learn best by doing, so going
through all the motions in painting a design, the various processes, be-
comes quite understandable, and natural.”

As a teacher, Mrs. Brazer taught and inspired many students, instill-
ing in them her knowledge and love of painted decoration—of its sim-
plicity of design, and the creative use of paint, powders, and metal leaf.
She passed on to many, her mastery of the techniques that have guaran-
teed a perpetuation of centuries-old artistic traditions. Fortunately, she
understood that good work would result from good teaching.

As many of her students proclaimed, “She changed my life.” Others
said, “Her love of her work, and her desire to give her best to each and
everyone in a class, made her lessons a joy.”

If you think back on your own personal experience in learning from
a teacher, you will remember two kinds. First, there are the great, unself-
ish ones, who were anxious to share with you every skill and process
they had learned. Then there were the second kind, the ones who shared
their knowledge and skills cautiously, or reluctantly, realizing that you
might then become the artist they were.

For nearly a decade and a half Mrs. Brazer taught a growing number
of students to love and develop their skills in early American decora-
tion. All those years, in sickness, and in health, she made her appointed
rounds, she was dedicated to the task, and unselfish in the giving.

To students clamoring for more time with her she once replied, “I
divide my four summer months as follows: ten weeks for teaching, three
weeks of business and pleasure trips with my husband, three weeks for
my own work, which I seldom have a chance to enjoy.” To another she
wrote, “There is only one of me, and enough people wanting to study, to
keep two of three teachers busy.”

As her students would proclaim, Mrs. Brazer was much more than a
teacher. She was an adviser and a friend to all who had the privilege to
study with her. The enthusiasm and joy she expressed in teaching the art
forms she so dearly loved, became an inspiration to all.

That total experience was captured by one of her students, who
authored a poem:

With the last class over, and clutter around,
I’m truly grateful for the friends I've found,
We have used our brushes to color our lives,
Dipped in paints, and heard each others sighs.
May the hours we’ve shared be colored gay,
For having passed each others way.

In her search for beauty, authenticity, and perfection, expressed
through her teaching, Mrs. Brazer unknowingly assured her own immor-
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tality. We think of the late 40’s as the start of the “baby boomers” gen-
eration. There was another social phenomenon underway at the same
time—what I choose to call the “Brazer Boomers.”

It was appropriate, and inevitable that a group of Brazer students
should form an organization to perpetuate the research, teaching, and
recording of early American decoration that she had demonstrated—
driven by their memories of happy student hours spent with her, and
the friendships they had made. This was a group of eighty spirited, hard
working, inspired former students, who in May 1946 formed the Esther
Stevens Brazer Guild. They come from nine states where Mrs. Brazer
had taught. The original membership grew to two hundred in just five
short months, and by January 1947, was three hundred strong. “Strong”
is the operative word. In Olympian terms, with the formation of the
Guild, the Esther Stevens Brazer torch was passed.

Here’s what the founding members had to say: Be it resolved; We
the Charter Members of the Esther Stevens Brazer Guild, do here and
now dedicate ourselves to continue the great work of Esther Stevens
Brazer, with sincerity of purpose and action, in keeping with the high
ideals long since a tradition among true Brazer students. Be it further
revolved; we shoulder this responsibility with humility knowing that we
alone can guide the destiny of the Guild.

Their commitments were clearly defined—to honor Mrs. Brazer’s
memory, and to perpetuate her work—to recognize and promote the high-
est standards of ethics and workmanship, utilizing and teaching authen-
tic early American decoration.

At the first official meeting of the Guild, Emily Heath, the first Presi-
dent had this to say: “We have decided to establish an environment for
an exchange of ideas, information, and skills which were the focal point
of Mrs. Brazer’s life. So far as these ends are concerned, the organization
might have been limited to those who had the privilege of studying
directly with her, but it was the feeling of those who conceived and
organized the Guild, that this would not serve what might eventually be
the broader aims of the Guild, nor would it be true to the spirit in which
Mrs. Brazer carried on her own work. It seemed to us that we could do
the most good if we were to open up the organization to other persons
who were genuinely interested in the field, and showed reasonable com-
petence. This is a way to share our enthusiasm with those who are, or
might become interested in the subjects.”

In this spirit, the Guild put it’s beliefs into practice. The torch was
embraced, and the reality of a Guild came into being.

If you associate the phrase “baby boomers” with being prolific, then
for sure the “Brazer Boomers” were prolific. Think of their achievements:
a Guild constitution; by-laws; a Board of Directors; a financial plan; a
committee structure; a journal to educate and inform members, called
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The Decorator; a custodial plan for the properties they would inherit;
various classes of membership; a program for grading the work produced
and submitted for judging; and standards, guidelines by which truly au-
thentic pieces could be reproduced, and a high quality of work main-
tained.

And so the torch has been passed, from one generation to another,
with an ongoing corps of dedicated volunteer workers, teachers, and ad-
ministrators making things happen. I think Esther Stevens Brazer would
be proud of what has been achieved.

The power to further perpetuate what began 50 years ago is present
in your society today. There is great strength in what you have become -
a unique organization with a unique purpose—a blend of fellowship,
union, and caring—inspired by a common culture.

What strengths you possess! It’s an impressive list: a solid organiza-
tion structure; and experienced administration; sound financial disci-
plines; well qualified teachers; talented members; active regional chap-
ters; dedicated volunteer workers; an extensive portfolio of art forms
and records; and collectively, an inventory of valuable artifacts.

The forces, the focus, the qualities, the talent that has materialized
in HSEAD as we know it today—will certainly drive its success in the
future.

In closing, as you may know, each semi-annual meeting of your Board
of Trustees is graced with an opening prayer, which paraphrased, says in
part:

It is by giving, that one receives,
It is by self-forgetting, that one is remembered,
It is by forgiving, that one is forgiven,
It is by teaching and sharing, that one awakens to eternal life.
The torch is yours!
Long live the Historical Society of Early American Decoration—
guided by the spirit and dedication of the “Brazer Boomers,” and Esther
Stevens Brazer.

Photograph of Esther Fraser ca. 1930, courtesy of her daughter, Constance Fraser.
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The Art & Philosophy of
Retouching Painted Furniture

by Wendy Hartman Samet

etouching painted furniture entails more than the careful hand
f a skilled paintings conservator. This relatively new discipline raises
a host of aesthetic historical and practical issues.

Rarely do works of art reach the painting conservator without some
degree of damage, wear or loss. The conservator and the owner must
decide how best to restore the object. This task is not as easy as it first
appears. Owners, scholars, museum visitors and collectors often have
conflicting expectations as to how the object should be presented and
perceived.

In the conservation of paintings, retouching is exclusively an aes-
thetic issue. When retouching painted furniture, the decision is more
complex. Not only are we dealing with aesthetics, but there is also the
question of whether to leave evidence of age and wear.

Painted surfaces in either paintings or painted objects can suffer two
distinct kinds of paint loss: losses that occur from flaking paint or blows
to the surface, and losses due to wear and abrasion. Flake-type losses
usually have hard edges and extend through all layers of the paint. Abra-
sions, or wear losses, have no hard edges and may not extend through all
layers of the paint.

Retouching Paintings vs. Painted Furniture

Because most paintings rely on the paint to create the illusion of
three dimensions in a two-dimensional format, ei-
ther type of paint loss can be particularly disfigur- A
ing. Inpainting, or invisible retouching, to re- 4
store the original image is essential.
Conservators and owners rely on “Be-
fore Compensation” photographs and
ultraviolet light examination to detect
inpainting and weed out excesses. Imita-
tive or invisible inpainting, ethically prac-
ticed, works well for most fine art paint-
ings but may not meet the needs of
painted furniture.

(This windsor chair (afier retouching) still exhibits
paint loss indicating patterns of use and wear
(65.832)
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When chips or flakes are found on painted furniture, no illusion
is destroyed. Often the decorative paint scheme can still be under-
stood, especially when the design is symmetrical and repetitive. Some-
times paint loss even helps provide some insight into the age, history
or materials used to make a piece of furniture. For example, flake losses
in a crest rail of a chair may indicate the use of a cut of wood that may
be more reactive to changes in atmospheric relative humidity. Some
paint losses can also indicate that the piece was not valued or properly
cared for. It 1s difficult for even the professional to tell if loss of this
type is relevant to the piece or if it is the random result of use over
time. The conservator and owner must decide together whether to
leave some of the chipped areas alone, to merely tone them or to re-
store the loss completely.

Wear or abrasion presents different issues with painted furniture
than with paintings. Abrasion to a painting is usually a sign of misuse,
damage or over-cleaning. Even the slightest loss of glaze or patina can
change color relationships or destroy the illusion of space and light
created by the artist.

On the other hand, leaving evidence of wear from use on painted
turniture is often recommended. Guests like the idea that Winterthur’s
objects are old and have history, as long as the damage caused by that
history is confined to the edges or has softly abraded high points and
niches leaving a mellowed, antique-look without severely compromis-
ing the design.

The patterns of loss from wear are less hard-edged than those of
flake-type loss and therefore are less distracting. Edges and sculptural
forms tend to be emphasized, not destroyed. You can easily tell that
the paint loss resulted from a specific use of the object. Therefore—
historically and aesthetically—leaving wear on painted furniture can be
justified in some cases.

How Complete Should Inpainting Be on
Painted Furniture?

One philosophy suggests that painted furniture should be re-
touched to look as pristine as possible—emphasizing the original aes-
thetics of the piece and conveying what the piece was intended to look
like when made. Presenting the object as it looked when new tells
about history in a different way. Information about an object’s makers
and intended owners, including matters of taste and the availability
and comparative value of materials, can be conveyed in this way.

Must the piece look new or nearly new to convey this informa-
tion? An old object too restored looks wrong—like a bad face lift. This
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is partly because we expect some signs of age on genuine artifacts. To
have all signs of age obliterated makes the object ring false.

What, then, is more confusing or misleading—looking through age
and wear or looking through our contemporary eyes at a modern resto-
ration that inadvertently contains our own misconceptions or prejudices?
Would a piece less restored provide the same information

The Role of Style

Perhaps different styles of painted furniture legitimately call for
different approaches to restoration. As an example, consider a pair of
high-style, klismos chairs at Winterthur that were painted in Baltimore.
The artistic intent in these chairs is found in the detail and fineness of
the painting as well as in the form. Not inpainting and leaving the detail
illegible would change the intent and meaning of the pieces.

Likewise, Pre-Raphaelite art furniture is perhaps best inpainted to
the same degree as a fine-art painting. Such pieces are likely to contain
individual, illusionistic paintings in their structures. The creators’ inten-
tions were to present pieces equivalent to fine art.

But what about the primitive corner cabinet that was meant to be
part of the architecture of a room and repainted along with the other
architectural elements? Although very interesting, the current presenta-
tion surface may not need to be either pristine or the

same color as the original.

To determine the proper amount of retouch-
ing for painted furniture, you must consider the
use of the furniture as well as its unique charac-
teristics. Style, the purpose or audience
for which the object is being con-
; served and the condition in
which it is received all affect the
degree or style of inpainting that

will best unite the piece visually.

This beautifully rendered klismos chair is from
the workshop of Baltimore’s preeminent
Surniture makers, the Finlay brothers. Flake
losses bave been inpainted, but signs of wear
have been left visible. (92.29)

Wendy H. Samet is the painting conservator in Winterthur’s Conservation Division. Article reprinted
courtesy of Winterthur.
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“Fine Pontipool Work”
Japanned tin-ware of the West Midlands

by Yvonne Jones

In describing themselves as makers of “Fine Pontipool Work”, the
eighteenth and nineteenth-century Midlands japanners created a mis-
understanding which has persisted to the present day. It is seldom
recognised that much of what is described as Pontypool tin-ware could
just as easily have been made in the Midlands (figure 2, next page) or
indeed almost certainly was perhaps long after the closure of the Ponty-
pool works in about 1820.

This misnomer was not of course without foundation. The Ponty-
pool iron works in South Wales had been the first to see the commercial
potential of the asphaltum, or tar varnish, used by Western European
cabinet makers as a substitute for Oriental lacquer, it not only protected
the tin but offered an excellent surface for decoration. Pontypool tin-

Above, fig. 1 A painted tin-plate panel stamped on the reverse “Merridale works” and “Loveridge ¢
Shoolbred’; the latter a short-lived partnership lasting from 1855 to 1862; 64 x 53 cms. Names on tin and
papier mdché panels of this type are invariably those of the makers and not of artisis who decorated them.
(Courtesy of Sotheby’s, London)
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ware, with its simple gilt designs, provided an attractive and less expen-
sive alternative to silver and Chinese porcelain, and was well established
by the time the Midlands manu-
facturers took up japanning in
about 1740.

The three Midlands towns
associated with japanning were
Birmingham, Wolverhampton
and Bilston, each of which had
a long tradition of metal-work-
ing skills. Yet, curiously, it was
as a finish for papier miché that
Pontypool or “japan” varnish
first interested two Birmingham

Figure 2. A tin tray painted with Rebececa at the Well, by men —]ohn Baskerville, the cel-
Obadtaly and Willtam Ryton ai .‘.‘re Ui’-’f H.-.‘f:J ];.rpnr.u ebrated p l'j nter and paper

of ot ot s, Wotsparpton) " maker, and John Taylor, button-
maker and enameller. Taylor
concentrated on small papier miché ware but Baskerville went on to use
japan varnish on metal as well as papier méiché and can thus be said to
have largely laid the foundations of the Midlands japanned tin industry.
None of Baskerville’s japanned products are known to have survived,
but contemporary accounts show that he manufactured candlesticks,
stands, salvers, waiters, bread baskets etc., and that he employed tal-
ented workmen to execute fruit paintings, among other designs. A fur-
ther indication of the finishes which Baskerville used can be gleaned
from the specification of a patent which he is said to have taken out in
o 1742, Though there appears to be no official record of this patent, R. B.
“Prosser, writing in 1881, said that 1t was for making metal mouldings
suitable for picture frames and for ornamenting furniture which could
/be japanned or varnished in “fine glowing mahogany colour, a black in
no way inferior to that of the most perfect India goods, or in imitation
of tortoiseshell which greatly excels nature itself (!) both in colour and
hardness and each colour admitting of the most perfect polish, whose
beauty without violence will not be impaired in several ages™.

As the trade developed, Birmingham became renowned for papier
‘méché, Wolverhampton for fine japanned tin-ware and Bilston for utili-
tarian ]apanned tin. Nevertheless, the manufacture of domestic tin-ware
and papier miché frequently took place under one roof, as contempo-
rary trade cards and advertisements show, for example “Edward Perry,
Japanner, Tin Plate Worker and Manufacturer of Fine Paper Goods, Fancy
Pontipool Work etc.”

They were two distinct trades which were carried on quite indepen-
dently within each establishment, coming together only for the japan-
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ning or decorating process. Few large japanners concentrated solely on
either paper or tin goods and even a firm hke]ennens & Bettridge, whose
name has become almost synonymous with papier méché, also made
japanned tin, Most workshops, however were very small and carried out
only one or two of the three allied trades, usually tin-plate working and

Japanning .

There was a steady exchange of workmen between Birmingham and
Wolverhampton, and inevitably a transfer of ideas from one manufac-
tory to another. This, combined with the fact that tin-ware is rarely
marked, makes it almost impossible to distinguish the ware of one maker
from another. To contribute further to the confusion, there was a subsid-
iary branch of tin-plate working - that of “blank-making”, or the manu-
facture of undecorated tin-plate articles for supply to the japanners. Some-
times the blanks were japanned ready for decoration, like those carried
by a small boy in 1810, who “could be seen a shoeless lad, trudging from
‘Barber’s Japan Factory’ at Bilston with bundles of cheap Japan Bread
Baskets on his head” for Obadiah and William Ryton at the Old Hall in

Wolverhampton

Bilston blank- maker indicates the range and extent of tin-ware made in
the Midlands at that time: “FOUR HUNDRED & Thirty two dozen of
blank TRAYS from 18 inches to 32,"modern Patterns and Waiters to
match; twenty Gross of Dutch Boxes; a large Assortment of Tea Pots,

Coffee Biggins, Candlesticks, Bread Baskets, Knife Trays, Extinguishers,

and Tin Goods; eight Dozen Coal chpes [sic], fourteen Dozen Cinder-
sifters and Dust pans.” He offered also “three stamps, with several Sets

of Tray and Candlestick dyes . .

”. Clearly, a form of-die-pressing wasin__ -

_use, although many workmen coritinged well into the nineteenth cen-
tury to make articles from several pieces of tin laboriously cut by hand
and soldered together, early trays, for example, often quite indistinguish-
able from those made at Pontypool, were made in this way.

For the collector, one of the most disconcerting aspects is that manu®
facturers continued to make standard items uninterruptedly for a num-
ber of years and with few modifications. Thus, for example, Henry
rLoverldge & Co., one of Wolverhampton’s leading japan factories, in-
cluded in their cah]ogue of 1869 several coal vases and vegetable warm- .
ers which defy dating on grounds of style alone: the method of construc-

tion, quality of the japan varnish and type of gilding must also be taken

into account.

If little 1s known which helps to identify the products of each fac-
tory, even less is known about the artists and craftsmen who decorated
them (figure 1), although there are rare exceptions (figure 3). The fin-
ishes fall into three main categories. There are those utilitarian objects
like tea and sugar canisters, percussion and collar boxes which have thin
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patchy coats of brown varnish and
no decoration. The second group
includes better finished, but nev-
ertheless functional objects like
spice boxes, trays and travelling
trunks with thick and often lus-
trous black surfaces decorated with
simple gilt bands between thin
coloured stripes, or “filets” as they
were known. The third category in-
cludes those objects which in
terms of appearance rivalled the

very best papier miché. It is per- . o

haps sppropriat to dvell upon bttt vt

this group because, with the ex- shades of gold leaf by Edioin Stubbs at Henry

ception of early painted trays, it  Loveridge ¢ Co., Wolverbampton, ¢ 1865; 27 cms.

has been sadly overlooked in d{ameler. This tray is one of several japanned objects

favour of papier miché. The deco- 4" 0 BZ'}I{?[: ]-ff;” Museun: by « descendant of
win and Richard Stubbs.

ration often paralleled that in R

other industries and some artists

probably moved across from trades like enamelling or ceramics. Cer-

tainly, in 1753, the Bow China Factory advertised for painters and sug-

gested that among other decorators, japanners might like to apply.

As the craft of japanning took its name from Japanese lacquers, so
the early decorators looked to the East for decorative styles and with
successive chinoiserie revivals an early or even late nineteenth-century
product can sometimes be mistaken for an eighteenth-century article.
Mother-of-pearl was not used as frequently on tin as on papier miché
goods; as there was no technical reason for this, it had perhaps more to
do with cost, japanned tin being sold for considerably less than paper
ware. In The Journal of Decorative Art in 1889, an anonymous author wrote:
“Fifty years ago a great change however, came over the entire trade.
Brighter gilding was introduced then. The rise of isinglass and asphalting
began to be brought into service and the advent of these substances
[used to assist the adherence of gold
leaf] caused a revolution, not only in
the manner of working, but also in
the patterns and the artistic treatments
of the japanned ware. The old pro-
cess was simply gold sizing and gild-

Left, fig.4. A tin tray, c. 1870, painted with flowers,
the foliage finely worked in gold leaf-an excellent
example of the gilder’s skill; 25 cms. in diameter.
(Courtesy of Bantock House Museum, Wolver-
hampton)
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ing ... But alas for the vagaries of fashion!” At their best, the gilders
developed great skill in combining various methods of applying gold
leaf to achieve extraordinarily rich and delicate effects (figure 4) but some-
times their technical facility caused them to overlook general design prin-
ciples and the gilders’ work appeared in opposition rather than in har-
mony with the painted decoration. The problem was exaggerated by the
national and provincial industrial exhibitions which became so popular
and important in the nineteenth century. Large japanning firms, and
some of the smaller ones too, exhibited and competed with each other
to produce ever
more elaborate and
richer designs. The
manufacturers were
not entirely to
blame, for, as
Samuel Timmins
observed in 1866,
“The leading manu-
facturers fully un-
derstand the errors
of the style. . . but
so long as. . . show
and glitter [are
favoured] and ar-
ticles decorated in
accordance with
true principles are
only selected by

buyer s of educated Figure 5. "The Ruskin Persian Scoop’, exhibited by Henry Loveridge
taste, it is too much € Co, at the Exhibition of Art and Manufacture in Wolverhampton
in 1869; 46cms high. (Courtesy of Bantock House Museum,
Wolverbampton.)

to expect that pro-
ducers should de-
liberately shut themselves out of the market.” The japanners, already
feeling the effects of the electro-plating industry, heeded such criticism
and, in 1878, it was said that “The styles now in vogue are chaste and
decided in character, such as the Grecian, or Etruscan or Persian” (figure
5). Notwithstanding the regard given to surface decoration, the fact re-
mained that the material from which the articles were made was fast
becoming outmoded and no amount of education could ensure the
industry’s survival for very much longer.

From the collectors’ point of view, the vulnerability of japanned tin
has been one of its drawbacks; as Charles Dickens wrote in the mid-
nineteenth century in Household Words, “it was gay when new but the
colours soon flaked off . . . and rusty spots broke out in the black ground
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... The rim was apt to crack, and leave jagged edges which tore whatever
they caught.” Dickens went on to add that “Those who choose to have
their trays kept bright and clean, must make up their minds to see the
gilding rub off in patches leaving a dull surface which no ‘elbow grease’
could polish.” The same holds even more true today when over-zealous
polishing removes much of the gilding and delicate colours and varnish
from the surface of pearl decoration. Such loss is difficult and costly to
restore, as indeed is the treatment and filling of rust patches on expanses
of plain colour which require the most expert of colour matching skills.

Good examples of Midlands japanned tin may be seen at Bantock House Museum,
Wolverhampton, and Birmingham City Museum & Art Gallery.

Permission to reprint article courtesy of The Antique Dealer and Collectors Guide,
September 1986

Yvonne Jones is an authority on the japanning industry. Prior fo
joining the Wolverbampton Art Galleries & Museum in 1971, Yvonne
trained as a painier and taught art in various schools and colleges. At
the Wolverbampton Art Galleries ¢ Museum she was in charge of the
collections of the 18th & 19th century midlands japanned ware, and
English 18th century enamels.

Although she has put together a number of exhibitions and contin-
ues to lecture on many subjects, her main interest is the history of the
Japanning industry. She is currently writing a new book on japanned
papier mdché and tin-ware.

Beginning with this issue of The Decorator, she will share with us
information on the japanning industry in a column entitled “Letter from
Birmingham.”

Yoonne was a guest speaker at our Providence meeting. She lives in
Birmingham, England with ber husband and son. "' .. . . . "7/
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Principals and Stormont/Mapwork:

leanings from a Pattern Book
7 Co Iqe < (‘%u/ou.'\». dge)

According to a mid-19th century Wolverhampton japanner’s pat-
tern book, the large motifs set within formal border patterns, often at
quarterly interval (i.e. at 12, 3, 6, and 9 o’clock) were known as the
principals.

Tracing by Nancy Corcoran from a small rectangular tray with a gold leaf border
{typical of designs found on Wolverbampton trays).

Moreover, the finely drawn and meandering gilt lines known as
“Stormont work” by the decorators at Pontypool, were described as
“mapwork”.

N.B. The more general term for this wriggling ornament was “ver-
miculation” when used in architecture as a surface decoration on stone,
and variously, “vermicule” or “vermicelli” when used on 18th and 19th
century ceramics and printed textiles.

(Editor's note: See Astrid Donnellan’s “A” tray on page 27 for an excellent example of “principals® and
“stormont” or “mapwork.”)
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Members’ “A” Awards

Providence, Rhode Island
Fall 1996

Astrid Donnellan v

Glass Gold Leaf Panel

Mae Fisher
Metal Leaf
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Sara Tiffany

Freehand Bronze

Peggy McWade

Theorem

Fall/Winter 1996/1997 23



Alice Smith

Theorem

Lois Tucker
Country Painting
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Elaine Dalzell

Freehand Bronze

e e v e N

Carol Tucker

Theorem
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Dorothy Fillmore

Freehand Bronze

Anita Martinelli

Theorem
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Marie Quigg

Theorem

Astrid Donnellan
Special Class
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Members’ “B” Awards

Country Painting
Elizabeth Cooley

Freehand Bronze _
Arminda Tavares <

Glass with Border
Mary Muench

Gold Leaf Panel
Dolores Furnari Helen Thieme

Victorian Flower Painting
Patricia S. Smith v

Theorems
Joyce Aaron

e T s

Applicants Accepted as Guild Members

Mary L. Avery - \
Patricia H. Bakker ——
Sandra Levy
Rose B. Neri
Helga Schulz
Patricia A. Utter

e B D ol
Awards

President’s Award Box

Lee Shubert
Helen Thieme

Distinguished Service Award %
Shirley S. Baer I~
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The Bookshelf

“Dutch Flower Painting 1600-1720”
by Paul Taylor

Reviewed by Margaret K. Rodgers

Yale University Press, New Haven and London, 1995. 227 pp, color
plates and black and white photos. Appendix, Notes, Bibliography, and
Index. Price: Not indicated.

Ihave Jong admired Pontypool trays with their wonderfully realistic
flowers. Although I believed that the British tray painters took their
cues from the Dutch still life flower painters, it wasn’t until I read “Dutch
_Flower Painting 1600-1720” that I began to appreciate the fascination ~
held by many for flower painting in general. This book, with its high
quality full color plates of many marvelous bouquets, provides an excel-
lent technical introduction into the cultural history of man’s association
with flowers and, specifically, the reasons that flowers became such an
important part of seventeenth century Dutch life.

The book begins with a treatise on the economics of flowers for the
Dutch market in the period addressed by the author. Flowers were well
beyond the incomes of the average family. However, the prospect of
riches from a demand for these bright spots of color, made many people
go into the business of importing, raising, and distributing them. For-
tunes were made and lost in the Dutch flower trade. It is hard to imagine
those stolid Dutch burghers involved in “the tulipomania of 1636 and
1637, ... the first great speculation crisis of modern capitalism,” but they
were. | hadn’it realized that tulips just about broke the bankrolls of many
flower growers because of all the hazards in such an undertaking. In fact
the tulip came to symbolize debt and vanity. The artists of that time
therefore capitalized on the rarity of having real flowers in the home and
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their floral still life paintings sold well. Homeowners could view these
flowers at any season of the year and they never withered.

Flowers have had a long history as objects of symbolism in the Book
of Nature about which the seventeenth century folk meant that various
natural objects around them were teachers illustrating God’s laws, power,
and wisdom. Therefore, the flower became an instrument of the Lord,
instructing them in the various aspects of the eternal cycle of life and
death. It became a theology, with morals being drawn from viewing flow-
ers. It was quite natural that the painters of the day should gravitate
towards painting flowers in their most exquisite and perfect forms.

A painter would group together flowers whose colors would enhance
each other, but if the reader carefully inspects the types of flowers used
in these paintings, he or she will quickly observe tulips and roses grouped

_together which couldn’t possibly happen in real life as they bloom at
completely difterent times. The painter would paint each separately and
combine them in the master painting. The pains taken to exactly depict
every petal of each flower are exquisite. Even drops of dew and small
insects are carefully drawn. It isn’t until we really begin to examine the
perspective, that we see how carefully and mathematically these paint-
ings are done. They were often done using a specific formula as the
artists never saw the bouquets they painted. It was all an illusion,

I suspect that the painters of trays in eighteenth century Wales fol-
lowed the lead of the Dutch painters in creating bright floral splashes of
color for the English home. Perhaps some are only “tray flowers,” but
the true employment of these bouquets in the context of day-to-day
society is made much more understandable via the contents of this ex-
ceptionally educational book. The color plates are magnificent and stand
alone as meriting worthwhile study. The book is written in a scholarly
manner with many references to past works. See if your local library can
find it for you. You may discover that it compliments nicely your inter-
ests and should be in your permanent library.
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The Maligned Yankee Peddler
Part I1:
“The Peddlers Lament”

by Lois M. Tucker

he peddler’s lot was by no means an easy one. If he persevered, and

was good at his profession, he could do very well for himself. There
were, however, many hardships and problems with which he must con-
tend.

The peddlers of the late 17th and early 18th centuries traveled on
foot. Roads in the frontiers were merely swaths cut through the forest,
and traveling by horse was often not an option. Sleeping in the out of
doors, with the dangers from wild animals or even Indians, made ped-
dling an occupation for very stout-hearted men. Known as “pack ped-
dlers”, they would carry on their backs two baskets or small trunks weigh-
ing up to fifty pounds each when fully packed with small notions such as
needles, pins, combs, scissors, and buttons. Traveling from one settle-
ment to another, they would hawk their wares and return to a merchant
to restock.

By the 1780’s improvements in the road system made travel by ox
cart or horse and wagon the preferred mode of transportation. Now the
peddlers could take a larger supply of goods, and even travel in a certain
amount of comfort. Travel by wagon also added one more very impor-
tant factor to the business. It allowed for the exchange of used, dam-
aged, or unwanted items by the customer instead of cash payment for
their purchases. Because cash was a scarce commodity, the barter system
became the standard process by which the peddler did his business, and
he much preferred it just that way! The shrewd man kept himself current
on the market prices and took in the bartered goods (called truck) be-
cause he knew they would return a larger profit when sold than his origi-
nal load was worth. In 1822 Harvey Filley at the Philadelphia tinshop
wrote to his brother Oliver in Connecticut: “I don’t take but a little cash
when I can get truck for it is better than cash. Most all the truck is in
demand, more can be made by having quantities and knowing the mar-
ket.”?

The various items taken as truck had a ready market. Broken or dam-
aged copper, brass, and pewter could be reprocessed into new items.

7. Shirley Spaulding DeVoe, The Tinsmiths of Connecticut, p. 150.
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Horns were needed by the comb makers, and hooves were used to make
size and glues. Ashes were an important ingredient for making soap and
fertilizer. Rags were necessary in the manufacture of fine rag paper. Feath-
ers were used in mattresses and pillows, and tallow and beeswax went for
candles. Furs and pelts went to the hatters and clothiers. Wool and fleeces
made flannels and yarns. Hides were sent to the tanneries, and southern
cotton could be sold on the New York market. They even took in as
barter food stuffs such as eggs, butter, cheese, corn, rye, and potatoes.

Although the turnpikes had been built and did greatly improve the
traveling conditions, bad weather could cause them to become nearly
impassable. A clock peddler in central New York wrote to his outfitter in
1818: “On the journey I have been through clay, mud, and snow water
and coach ruts most awefully and most woefully. Yours in deep mud,
Alpha Hart.”® Rodney Hill, a peddler out of Massachusetts, wrote to his
supplier in June 1830: “From Bainbridge I arrived here today at 12 o’clock
by driving 12 miles yesterday in the rain. In consequence of the heavy
rains that have fallen in this country the past ten days the roads are
tremendous bad. They are so rutted that I have been obliged to fasten a
raop to the top of my box and hold on.”

Problems could occur with the merchandise that the peddler received.
Not all peddlers went directly to their suppliers to fill their wagons. Some
would have their stock shipped to them in time to start their spring
travels. Shipments could take a very long time, particularly if a sea voy-
age were involved. Delays in arriving at port were common, as well as
disasters at sea. A rough voyage from New York to New Orleans could
take nearly two months. Travel by water over extended periods of time
could raise havoc with the merchandise. This was of particular concern
with the clock shipments. An 1837 shipment from Connecticut took six
months to reach Ohio. The peddler complained that “the wires are rusty,
and many of them were swelled so that they will not run until I whittle
& smooth the wheels.”!°

There could also be problems with the goods being damaged during
the peddlers’ travel along rough country roads, as well as the possibility
that the merchandise may have been inferior to begin with. George
Hubbard, a peddler for Richard Wilcox in Virginia, wrote in 1824 of his
problem with his load: “I got my tin all saif to Cartersvill but a good deal
of it was injured. It was brused and jamed up a good deal and I find a
good deal of it leaks that is not brused. I went to one hows and the lady
wanted 3 large wash boles. I had 5 and all leaked but one and so I lost
the sail of them. And sum of it is vary badly maid.” A disastrous clock
shipment went to Erastus Hodges’ Florida operation which he supplied

8. Theodore B. Hodges. Erastus Hodges 1781-1847. p. 205.
9. Penrose Scull. From Peddlers 1o Merchant Princes, p. 31.
10. Priscilla Kline. New Light on the Yankee Peddler, p. 86.
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with clocks from various makers. His manager wrote in 1832: “I stated in
my last letter about Alvord and Hopkins clocks failing. They will not
run nor nothing can make them. I wish you to write me what is to be
done with them.”"!

Oliver Filley in Bloomfield, CT, wrote his jobber that he had put
into a barrel 1416 canisters to fill it so as to keep the boxes from chafing.
The jobber advised him “to pack the blacking boxes in a hogshead and
cover with straw so that they may be pressed tight by the top” and to use
no paper between the articles, for paper might stick to the japanned
boxes. "

The peddler also had personal dangers that were a threat to him in
his travels. Thieves were a constant concern, but the highwayman on the
open road was not the only way to be robbed. Richard Wilcox, in a letter
to his brother back in Connecticut, writes from the Virginia operation in
1819 about his peddler George Hubbard:

As I informed you in my last letter that Mr Hubbard had
gone over the mountain & was gone so long that I expected
it would take all his load for expenses. It has turned out
nearly so for he says that he had ninety-five dollars stollen
from him. The case is so far as I can learn as follows: Hubbard
and one of the peddlers from Woodbury who takes tin from
Mr Yales shop by the name of Peter Sherman fell in com-
pany on Saturday & put out together over Sunday. Slept
together in one bed. On Monday morning Sherman got up
about day break and went out and come to bed again & got
up before Hubbard did and when Hubbard got up, he found
his pocketbook down in the middle of the bed and open
which astonished him as he laid it under his head when he
went to bed. And on examining his book he found he had
lost all his money. He then goes to Sherman and says to
Peter I have lost my money and I believe you have got it as
nobody else could have gotten it. Peter then takes out his
pocketbooks, opens it & says I have lost money too. Some
words then between them so that the landlord got angry &
told them that if one of them did not take the business up &
do something about it, he would take them both, for by
such evil report his house would get a bad name. Accord-
ingly Hubbard took Sherman upon suspicion and by the
advise of his council when they came into court, he dis-
missed him from arrest and takes him with a special writ for

11. Theodore B. Hodges. op. cit., p. 247.
12. Shirley Spaulding DeVoe. The Art of the Tinsmith-English and American, p. 205.
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debt or money he had got of his. And bound him over to
the Superior court to set in May, under one hundred dollars
bond. Sherman got the money by the assistance of his brother
which is peddling for Clark & Haskall and in the same place
at the time. And after this Sherman gets a writ for Hubbard
for false imprisonment.

In 1823 Wilcox writes that his peddler, Mr. Pardy, has had his wagon
broken into while at Fredricksburg, and two hundred twenty-five musk-
rat pelts were taken—supposedly by the Baltimore peddlers.

Personal illness was another concern for the peddler as well as the
craftsmen. Quite often the first weeks after arrival at the southern sta-
tion, everyone was affected with dysentery. The peddler was always ex-
posed to any disease that prevailed in the area were he was currently
traveling. He also had to worry about illnesses that his friends and fam-
ily may be suffering. David Kelsy, a peddler for the Wilcoxes wrote in
1822: “Since I came home I found my family in a distressful situation.
My youngest child, except the twins, to my great surprise I found dead
and laid in a coffin. She was a daugter of three years and eight months
old and the flower of my family. In the east part of town the tifus fever
rages to a considerable degree. I yesterday attended the funeral of a young
man who for the last three days was in the most excrutiating tortours.
The disentery (that) has prevailed among us generally has now abated.
My little girl died of the collery morbus.”

Not only was the peddler worried about his health in general, but
often times his very life was in danger. There are numerous reports of
peddlers being murdered and New York State had its share of such hap-
penings. W. P. Webb states: “If tin peddlars are scarce these days, it is
because a favorite pastime of Yorkers a generation ago was murdering
these romantic itinerants for their gold, and burying their bodies in aban-
doned wells or under the floors of deserted barns.”?3

A peddler who worked for himself had expenses that he was respon-
sible for, but if he worked as an agent, most of these costs came out of
the profits from the trip. His passage to the southern base was a major
expense at the beginning of his season. Mr. Darling, another Wilcox
peddler, sailed from New York to Norfolk for $25, and this included his
horse and wagon. He also had to keep his wagon in good repair and to
feed his horse and himself. Often he would stay at an inn or ordinary.
His horse was probably his most important asset, for without the horse
he was out of business. Sometimes, though, unexpected tragedy would
strike. George Hubbard wrote to Richard Wilcox in 1824: “My morgin
hors dyde yesterday as fat as a seal. he dide with the bots whitch was

13. Wheaton Phillips Webb. Peddler’s Protest. p. 228.
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more to mea (than) loosing my pocketbook last winter but I had ought
to bee thankful that I am blest with the best of helth and in the land of
the living.” (Their horses and wagons were generally sold before the
peddlers headed back north. If the tinman-merchant rented his site for
the whole year, and storage space was available, the wagons still in good
condition would be stored for use the next year.)

The peddler also had license fees to pay, and through the years the
licenses became so costly that the peddlers had difficulty in turning a
profit. Various taxes were imposed from the earliest colonial days, mainly
for the purpose of curtailing foreign European peddlers, but as the Yan-
kee peddler traveled into the areas farther away from his home, he too
became the “foreigner.” Rhode Island imposed a heavy tax in 1700 and
by 1713 forbid the selling of dry goods altogether. In 1728 the law was
again altered to ban peddlers from selling anything within the state.

In 1717 Connecticut, each peddlers was taxed 20 shillings for every
hundred pounds, but ten years later the local merchants felt it necessary
to petition the governor “to suppress the multitudes of foreign or per-
egrine peddlers who flock into this Colony and travel up and down it
with packs of goods to sell.”™* Even in the state that gave rise to the
Yankee peddler, taxes and license fees became necessary. The merchants
and store owners resented the fact that they paid property taxes, rents,
and other overhead charges; while the peddler did not have these ex-
penses and could even undersell the merchant. In 1765 Connecticut
increased the fee from £5 to £20. By 1770 all hawkers were forbidden to
do business in Connecticut unless they dealt in furs or merchandise that
was manufactured in the Connecticut Colony or neighboring colonies.

Pennsylvania had a 1730 statute that said any unlicensed peddler
would be considered a felon. To obtain a license, the peddler had to
have a character reference from his own county court. He also needed to
put up a £40 bond and pay 25 shillings for his license if he rode a horse,
and 15 shillings if he walked. By 1762 the foot peddler paid £1.1, and a
peddler with a wagon paid £1.11. Louisiana charged peddlers $12 in
1820, as did New Hampshire. The 1825 Alabama license fees were ap-
proximately $40, and this was charged by each county the peddler en-
tered. Mississippi’s rates were comparable. Virginia laid a $16 county tax
on dry goods peddlers in 1823 and $10 on tin, pewter, and other domes-
tic peddlers. Even Canada laid a heavy fee on American peddlers, and
Augustus Filley in New York wrote to his cousin Oliver in 1816 that
there was no trade in upper Canada as the license on a two-horse team
was $260 and $240 on a one-horse.

Most of the state laws stipulated that the peddler could only sell
goods that were locally produced. This fact, along with the New En-

14. Richardson Wright. Hawkers ¢ Walkers in Early America, p. 89.
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gland winters, is why the Connecticut tinsmiths and clock makers set up
shops in the southern towns. By operating within these states, their ped-
dlers could bypass the heavy fees. Of course, the tinner did not abide
completely to this policy as he only did part of the work on site. Many
times the plain tinware would be manufactured there, but the japanned
pieces would be shipped in from New England. The clock makers also
were half-hearted about following the rules. Their cases, works, and
painted glasses were shipped from Connecticut and only assembled on
site. Shops were even set up in Montreal to get around the Canadian
charges.

Although the peddlers of the nineteenth century took in a large
amount of truck, they would also deal with cash. The people along the
country roads most likely could not pay with cash, but the peddler had
merchants in the towns as customers. These merchants could furnish
cash, and a certain amount was needed for working expenses. Now the
problem of getting the extra cash back to his outfitter posed more diffi-
culties. Hand delivery was the preferred method. If there was someone
in his area that the peddler knew to be traveling back to the home base,
the cash could be entrusted to him for delivery. Often times he had to
rely on the mails, but this was not a safe way to send species. The mails
were constantly being robbed, and those forced to use that means would
cut the bills in half and send each part separately.

Sometimes the peddler would sell his merchandise on credit, and
the customer would sign a note for the amount owed. These notes could
in turn be circulated in the area, or even turned into banks. Local bank
notes varied, however, in their value. The period from the War of 1812
until the bank failures of 1837 made dealing in notes drawn on southern
banks undesirable. The notes from northern banks were preferred but
not generally available to the peddlers in the South, and US currency
was nearly impossible to get. Notes from southern banks were usually
discounted, and the peddler tried not to accept them at all. Because the
South was a one-crop country it was vulnerable to the affects of droughts
and hard winters. If the cotton crop failed, it was reflected in the notes
issued by the local banks. Richard Wilcox wrote to his brother in Janu-
ary 1822 that U. S. currency was difficult to come by. In April he said
that North Carolina money was discounted at 5%, and he would rather
purchase flour or other articles with it than to exchange it. The next
January, he says the North Carolina money is at 7% and he expects the
business may be bad that year. “Virginia is poor as povity and many
businesses are failing.”

The Yankee Peddler is a part of our history. That some were unscru-
pulous and dishonest is a certainty; but most of the peddlers, including
my great-grandfather Elijah Chase, served a useful purpose. He brought
goods to his buyers and carried away their produce as well as the items

36 Fall/Winter 1996/1997



they no longer needed. He carried news, stories and gossip to the iso-
lated families. Often covering the same routes each year, he became very
familiar with their area, and could offer assistance and direction to the
lost traveler. His customers now had more time to do their primary work
because they no longer had to make the items that the peddler provided.
More important, the peddler brought to his buyers many goods that
were otherwise unavailable to them. In doing so he spread far and wide
many of the products of early American decorating which form the basis
of our craft today.
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AMERI PAINTED TINWARE

A Guide To Its Identification
By Gina Martin & Lois Tucker

Volume I, available this winter, covers the beginning of the tin
industry in Berlin, Connecticut and proceeds to the Upson Shop
in Marion, CT, and the North and Butler Shops in New York.

With over 200 color plates of original tinware and a com-
prehensive identification guide including more than 600 line
drawings, the authors trace the development of American
painted tinware from its inception in the mid—18th century.

Price $42.50
Shipping and Handling—$3.00, CT residents add 6% sales tax
Make checks payable to HSEAD, Inc.

To place an order, please contact: HSEAD, Inc. /o Lois Tucker,
Dept. D ¢ PO Box 429, North Berwick, ME 03906-0429
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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 (860) 848-3958 UNCASVILLE, CONN. 06382

Techniques in Reverse Glass Painting
by Margaret J. Emery
Second edition, revised and expanded, $23.95
Postage & handling included. NY State residents, add sales tax.

Margaret J. Emery
554 Dunbam Hollow Road,
Awvertll Park, NY 12018

&8O
Sepp Leaf Products, Inc.
B
Fax: (212) 725-0308
38] Park Avenue South, New York, NY 10016; (212) 683-2840
GILDING SUPPLIES

« 12kt thru 24kt Leafl * 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 Vamnish
Kolner System—Ready to Use Clay
VIDEOS
* Traditional Gilding—70 min. VHS Cassette
* Kolner Gilding—48 min. VHS Cassette

FOR FURTHER INFORMATION
PLEASE CALL OR WRITE.
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Tinker Bob’s Twuware

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

203-886-7365
Phone / FAX: (860) 886-7365

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

Please allow 4 - 6 weeks for delivery.

Each summer for the past 50 years, the I
FLETCHER FARM SCHOOL for the Arts and Crafts

bustles with workshops and classes under the guidance
of talented and nationally known instructors.

Over 100 different courses are offered with
a heavy concentration in Early American Decoration. I

Our commitment is to quality arts and crafts education,
to keep alive old traditions, to teach new techniques,
on a special Vermont campus, at reasonable cost.

Find out why CBS This Morning featured us in their recent
Craft School Special. Send for our FREE catalog with detailed I
course descriptions and complete boarding information.

HSEAD members receive a 10% courtesy discount off tuition rates.

FLETCHER FARM SCHOOL
FOR THE ARTS AND CRAFTS

CELEBRATING OUR 50TH ANNIVERSARY 1947-1997
611 Route 103 South D7, Ludlow, VT 05149

A

(802)228-8770
HTTP:/ /WWW.vermontcrafts.com 5 [ —
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Shades of the Past

Marti and Frank Tetler
PO Box 11, Rt. 9W, Tomkins Cove, NY 10986
(914) 942-0209 Fax: (914) 786-3244
(888) 786-3244

http://home.aol.com/SOTPast
Lampshades and Supplies - Vintage Goods and Collectibles

MARTI S LAMPSHADE BOOK

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

%o % o%
e 030 6%

@ Ask for Price List ¢

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

Thousand Islands Craft School
& Textile Museum

Early American Decoration Classes

Faux Finishes Theorem Painting Stenciling
Freehand Bronzing Reverse Painting on Glass

Cut and Pierced Lampshades
Teaching Traditional Arts and Handcrafls since 1966

314 John Street, Clayton, NY 13624 (315) 686-4123

Call or write for class catalog
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1
: (?: Complement your antiques with historically accurate wall and floor stenciling. Our three \r:_'
iae catalogues feature 190 patterns circa 1740-1840 from New England homes and inns )
i) P )
' L © Vermont Border Stencils 2
V(3 Includes the complete Dutton House collection of the Shelburne Museum, and more. AN
'\ ( p I
; y) © The Moses Eaton Collection W
sV Features the “all over” patterns of Moses Eaton, Moses Eaton, Jr. and followers 2!
! ( -
K © Floor Patterns of New England -
' \.) Contains the Esther Stevens Brazer Collection, now at the Museum of American )z "
) Folk Art, and others. a
(/" Each catalogue is $4, or all three for $10. Catalogue price refunded with your order. ):' I'
:'\\' Lt MB Historic DECOR ") ;
¥ o, 2Nes, g PO Box 880 WA
: O oy e Departmem D e
)\ >/"> I.C é Naorwich, VT 05055 k‘ \
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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’Se OIL": Highly-refined, penetrating oil used as a tinting vehicle
for staining hard & soft woods.

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

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

Finally Available:

A limited number of Vermiculation Pens—essential
P N for “S_tormont” work (see HSEAD newsletter for inforf
712 mation). The pen has the ability to produce three
Al distinct line widths : #6, #7, and #7T (especially
useful for HSEAD work).
Price $45.00 incl. shipping and handling.

/ The Bag Lady/Liberty Advisors Interiors

Box 531, W. Stockbridge, MA 01266
Tel. 413-499-4534; Telefax 499-4165; Toll free 800-248-5239
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A must for your library!

The Illustrated Glossary of
Decorated Antiques

by Maryjane Clark

(Master Teacher ¢ Master Crafisman of
the Historical Society of Early Ametican Decoration)

Price: $24.95 (plus $2 postage & handling)

Maryjane Clark
Scrabble Arts
2 Wildcat Lane
Norwell, MA 02061

QUALITY COLOR COPIES & TRACINGS
from the collections of
Lovise Wallace, Master Craftsmon

¢ Lace Edge e Ponty Pool e Gold Leaf

o Chairs ¢ Benches ¢ Furntiure

= Clock Faces & Moon Dials

» Stenciled & Painted Trays, etc.
and the late

Marjorie Hennessey, Certified Teacher

Country Tin
« Cannisters, Caddies  *Tea & Coffee Pots
e Document Boxes ¢ Apple Dishes
e Cut Corner, Bread Trays, etc.

Virgina O'Brien Associates
252 BEECHWOOD ROAD, WEST HARTFORD, CT 06107 = (860) 521-4021
SMALL GROUP & PRIVATE INSTRUCTION
Studio Appraisals - Contact : Dorothy Hamblett
12 NOTTINGHAM ROAD, GRAFTON, MA 01519 » (508) 839-9266

VDOVOITNXRXIOS

wZ2IM=-A->7
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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

r—LA SQUARE TIP QUILLS

NGNICKEL CLOSEOUT BRUSHES
Save 44O OKFIF retail prices

serles length sizes prices for all serles
out avallable 3.95 2.37
302A  1/4" 01,2 o 4.20 2.52
3028  3/8" 1.3,6 2.55
303 1/2" 0,13 ® 2.58
304  5/8" 0123456 ® 2.61
306 3/4" 0,8,10
3l 1 0.2,5,6,7,8,10,11 L
L
[
o

320 11/8" 24,6,7,891011,12,14
330 11/4” 0,1,2345,7.811.14
340 13/8" 23.4,5.8.10,12,14

350 11/2" 0,712

370 2" 0.5.8
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Sy,
fashion design qﬁills
Save 2O OKFIF retail prices

size list price sale price
0 9.50 7.60
1 11.50 9.20
2 13.50 10.80
3 16.85 13.48
4 21.50 17.20

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

(Sorry No Catalog Available)
call (908) 634-9400

For Information and Mail Orders
dEEEEEEEEEREREREEEREEREEREREEERREREERERE

EEEERERERERERRERE R R EERER
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Authentic Theorem Pattern Collection

4 % The Historical Society of
zﬁf Early American Decoration, Inc.

A” Award, Helen Spear”

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

Send $3.00 for Catalog

The DECORATOR establishes confidence between crafisman and dealer.

Fall/Winter 1996/1997




79 %{5{*’,, dY . Members ﬂf!{y

RBanze and m/ee{fc/acfo ceelhy deals, yémam et
e .a(é);qd m:ﬁ)u&ﬁ«/ /iza- memtbers whe ik
lo deo theor oren ﬁ.asbn-lff}fy. yzflﬁ}e;y, ofe.

Catatog §3.00

73200 Sorest Diive, PBowie, Md. 20775
307-464-8079

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 per pattern to:
Ruth Adam, 1 Chowning Place, Lexington, SC 29072

Pick Up Graphic from Last Issue, Page 53
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GoLD LEAF

SURFACE M. SWIFT & SONS, INC.
GLASS 10 LOVE LANE

PATENT HARTFORD, CT 06141
SILVER

COMPOSITION TEL: 1-800-628-0380
ALUMINUM
ROLL GOLD FAX: 1-860-249-5934
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The Historical Society
of Early American Decoration

Publications Available

The Decorator (back issues):

Vol. I - Vol. XLVI (PEr COPY) -eevevrervrruerererimsaresesinsararens $7.50
Vol. XLVII - present issue (PEr COPY) wouvererrerrrernsussanes $9.00
Binders for The Decorator ...........ccouvviviiiiiriiiisicniniiiienins $13.00
Bibliography of early American decoration.........ccce.eue. $6.00
Standards for Member’s Craftsman Awards .........cccocen... $2.50

(Prices include postage and handling)
Make check payable to HSEAD, Inc., and mail to:

Lois Tucker
Box 429
No. Berwick, ME 03906

F_

The
Country Owl

Art and Craft School

(Owned and operated by Dolores Furnari)

Early American Decoration « Wood Graining
Marbleizing ¢ Bavarian Folk Art » Reverse Glass Painting
Primitive Portrait Painting * Theorems ¢ Wood Carving

Chair Caning * Basket Making * Quilting
Reproduction of 19th Century Dolls

McConnell Road, RR 3, Box 3695, Brandon, V1 05733
Toll free: 1-888-247-3847

\
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