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Gilding the Lily

Gold Leaf and Other Metal Effects Used by Japanners
in the 18th and 19th Centuries

Yvonne Jones

Part 11 of a paper delivered to HSEAD on the occasion of its 60th
Anniversary Celebration in Providence, Rhode Island, in April 2006, Part I of
this paper focused upon gold and other metal leaf. Here, in Part 11, the focus will
be first wpon bronzing, then upon inlaid aluminium and, finally, upon so-called
“raised work.”

here were two distinet periods of bronze decoration known, predictably, as

carly and late bronzing. Each had its own techniques and distinguish-
ing features, but both lent themselves to strangely atmospheric and dramatic
effects. George Dickinson may have had good cause to regret that “some
really weird iron trays are to be met with in bronzes,” he said, “picturing
apocryphal beasts in savage poses” but, notwithstanding, some of the finest
examples of early japanned iron and, indeed, papier maché articles were
decorated by the bronze technique.

Both early and late bronzing were carried out with powders which,
having been ground from various metals, gave the decoration a slight spar-
kle. They produced very different results from the earlier method of gilding
with flaked metal (Part I, p. 9), and their outcomes were more subtle.
William Hutton, writing in 1835, said it was Henry Clay who “with com-
plete success” introduced bronze powders in the decoration of japanned
goods. They “obtained so great a preference,” Hutton noted, “that they
came into general use, and for cheapness and beauty, cannot be excelled by
any previous invention”.? Although he gave no date for their introduction,
bronze powders were in use, certainly, by 1804, when Charles Docker, a
Birmingham japanner, supplied trays and waiters with “single” and “double
bronze” borders, to Chamberlain’s prestigious porcelain manufactory in
Worcester. To judge from this spare description, these borders may have
been no more than simple bands of bronze combined with stripes of painted
color—a basic style which was perpetuated throughout the history of the
japanning industry, particularly on cash and deed boxes, as well as on trays
and other goods.
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Plate 1: Papier mdché tray, decorated with an Arcadian landscape in bronze powders, Impressed mark of
Thomas Wlidee, Wolverbampton, ¢. 1815, Private collection.

Thus, the long-held belief that bronze decoration was invented in
1812, by two Londoners —Thomas Hubball, a japanner, and William King,
a tin-plate worker — no longer holds true. However, the technique was at
its most popular between about 1812 and 1820, when an entire tray-base,
for example, might have been decorated with a figure subject, a scriptural
or rustic theme, or a seascape, wholly carried out in bronze powders. These
pictures, with their subdued coloring, often resembled Old Master paintings
mellowed by age, and this may have been part of their contemporary appeal.
The tea-board shown here (Plate 1) was made in the Wolverhampton work-
shops of Thomas Illidge, a maker who seems to have specialised in bronze
effects and who produced some of the best examples.

While Hubball and King can no longer be said to have invented
bronze powders, they are important, albeit by default, for having provided
the earliest surviving and most detailed description of how such powders
were used. It appeared in their 1812 patent (#3593) for “A New and Im-
proved Method of Ornamenting Articles, Japanned, Painted or Sized ...”
There were various ways of obtaining powders from iron ore, but Hubball
and King preferred theirs to be pulverized in a mortar. First, they sized a
japanned surface, and when this was nearly dry, they took a cut-paper or
parchment stencil of the proposed bronze ornament, and applied the pow-
ders to the exposed parts with a soft material such as leather or cotton. Once
dry, any superfluous powder was removed, and the work was given two or
three protective coats of copal varnish before it was polished, first with
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Plate 2: Tin tray with early stencilled bronze decoration, 1830s. Courtesy of Betty Carrie.

pumice, then with sand, and, finally with rotten-stone, until it acquired
what they called “the appearance of damask.”

This was essentially the method used by other japanners, although,
inevitably there were slight variations. For example, bronze powders were
available in greater variety than Hubball and King implied. They were
made not only from iron but from other mineral ores (either in their natu-
ral colors or chemically stained), from finely ground metals such as brass,
copper, zing, silver, and gold, and also from various alloys of Dutch metal.
This enabled decorators to work with as many as 18 differently colored
powders, often to striking effect.

The advantage of stencilling, according to an anonymous contributor
to the Birmingham Weekly Post, was that being a “half-mechanical method”
of working, it could be undertaken by apprentices. Writing retrospectively
in 1877, the author used as an example a tray made at the Birmingham
firm of Woodward & Midgley (1829-1857) to describe how bronze-work
was done. The tray in question was stencilled with “a shepherd boy in a
storm,” but the principle can be applied to other designs (Plate 2):

Holes of the shape of the hat, head, coat, breeches,
stockings, boots, dog, &c., were all cut in different pieces of
paper. The article to be ornamented was then covered with a
coat of gold-size and allowed to get nearly dry, when the artist
proceeded to his work ... he first took the paper containing
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Plate 3: Papier mdché tray with early bronze chinoiserie decoration, 1820s. Private collection.

the hole representing the coat, laid it over the gold-size, and
dipping a dry camel-hair brush in the orange bronze, dusted it
through the hole until the gold-size would take no more. The
paper was then lifted off and the coat showed as orange on a
black ground. The dog and the hat being white bronze, were
next done in a similar manner. Then through another paper
the face was dusted in with “flesh” bronze, and so on, the most
solid parts being done first. The bronzes might be stained or
shaded with color afterwards, though, as they are themselves
very varied in color and shade, this was not absolutely necessary.”

In addition to stencilling, some artists also drew free-hand in gold size
using a camel-hair pencil for fine details and “stump-like tools™ for bolder
parts — a method known to HSEAD members as “free-hand bronzing.” The
powders were then scattered over the sized parts and worked in with cham-
ois leather, wool or cotton. When bronzing was completed and the size had
dried, the work was buffed with a soft cloth to give a shine to the metals in
the powder, then varnished and polished as above. It was a method which
allowed for extraordinarily fine detail (Plate 3).

Bronzing was evidently deemed suitable for amateur japanners. This
was presumably because it did not require stoving, at least not according to
B. E. Gandee in his (or maybe her) epistolary book The Artist or Young
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Ladies Instructor, published in 1835. Gandee gave particularly clear direc-
tions which, although intended for novices, were almost certainly based on
earlier commercial methods:

I begin with the pale gold bronze for the middle and
larger parts, and at a little distance, add orange, green or copper
bronze ... To Strengthen and brighten the colors, I add more
of each with a little cotton. Sometimes a pleasing rocky effect
is obtained by cutting a piece of writing paper into a waved
form, and rubbing the bronze over the edge of it with the cot-
ton, and removing it a little further add more bronze and again
to as many as five or six rows .’ (See Plate 4).

Plate 4: Tin bread basket showing the siepped effect that could be achieved according to the method described
by Gandee, 1820s. Courtesy of Astrid Donnellan.

In spite of their obvious skills, there is scant information about indi-
vidual decorators of bronzed goods. However, because of two attributions
made by William Aitken in 1866, the name of one decorator alone, William
Davis (f1.1820s), is now associated with such work. The first of these attri-
butions showed the Goddess of Earth in a chariot driven by two cupids and
drawn by two chained lions, and the second depicted Daniel in the Lions
Den. Davis, he said “gained some celebrity by his copies in the same style
of subjects by Morland, in which he carefully reproduced the touches of the
original artist.”®* That Davis executed some of the best bronze pictures,
there can be no doubt, but the quantity and varying quality of many surviv-
ing examples in this style, argue against his being responsible for them all.
In the absence of firm evidence, therefore, the most that can be said is that
better examples may have been produced in Davis” workshop.

Alongside these catly methods, two new styles emerged in about 1830
which combined bronze powders with painted and sometimes pearled deco-
ration. They form what is now called “late bronzing.”

.‘George Morland (1763-1840)
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Plate 5: Central detail of @ round papier mdché card tray, c. 1835, Courtesy of Robert Harman Antiques.

The first of these styles is seen to particularly good effect on a tray in
the collection of Wolverhampton Art Galleries & Museums. Made by
Walton & Co., it is centrally decorated with a spray of flowers and pelar-
gonium leaves. The leaves at its center were individually bronzed all-over,
using the same cut-paper stencil for each. Before the underlying size had
dried, every vein, leaf-marking and tonal contrast was effectively “drawn”
with a fine bob by lifting or wiping away the bronze powder, exposing, in
some parts, the black japan varnish beneath. Even the most shaded leaves,
which show more black than gold, were achieved by this means.

Gandee included a variant of this method in his instructions for ama-
teurs. He wrote: “A very good effect is obtained by putting the dark color
over large flat leaves or other surfaces, and spreading the bronzes over to
produce a varied effect. They may be put on bright all over the edge of a
leaf, and left dark towards the middle, and when this is dry, a few gold veins
over the shaded part, will produce a particularly good effect” (Plate 5) .7

In another less sophisticated version of this style, the motifs were
similarly stencilled in dense blocks of bronze color and their details and
contrasts of light and dark painted with a brush dipped in thin asphaltum
varnish (Plate 6). Superimposing details in this way, as distinct from wiping
or brushing away the bronze powder, was obviously much quicker, and less
expensive. Another expedient involved strewing white metallic powders
over painted flowers, for example, while their surfaces were still wet; in ef-
fect, it was an extension of the earlier method of applying metal powders,
(Part 1, p. 9).
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Plate 6: Papier mdché sandwich-edge tray, c. 1830. Private collection

The second and concurrent style of late bronzing, employed similar
methods, but to radically different ends. It came to be known as the
“Wolverhampton style” even though its production was in no way confined
to that town. A vase shown at the Exhibition of Papier Méaché in Birming-
ham in 1926, for instance, was catalogued as being in the “Wolverhampton
style, by Jennens & Bettridge” of Birmingham.

The style took two forms. In the first, bronze was used as a back-
ground to an otherwise painted design (Plate 7, front cover). A typical ex-
ample might show a painted and pearled Italianate landscape with plashing
fountain and exotic birds, set against a heavy and turbulent bronze sky. But
golden scenes, bathed in sunlight, were equally characteristic. Sometimes
the bronze ground might be enhanced by “the judicious use of transparent
colors upon pure gold and silver”™* ® — a method known as “staining” the
metals. It was especially effective for rendering the iridescence of feathers,
and when “combined with bronze skies,” Robert Hunt intriguingly main-
tained that it “made paper trays look like iron ones.” The style enjoyed
such long and widespread popularity that Verdant Green, the eponymous
hero of Cuthbert Bede's satire on life as an Oxford University undergradu-
ate, disparagingly dismissed it on account of “those offensive cockatoos,
in an arabesque landscape, under a bronze sky, which usually sprawls over

““However, unless the color washes protected the silver from oxidation, it is likely
that “pure,” here referred only to gold metal, for as we have seen, japanners avoided
pure silver leaf because of its tendency to tarnish (see Part [ p, 5).
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Plate 8: Gothic-shaped papier mdché tray, lettered in white script, on the underside, “Soutbam Hall no.1196,”
and impressed "B. Walton ¢ Co. Warranted,” c. 1845, Private collection.

everything that is papier miché.”"® A jaundiced view, perhaps, but other-
wise accurate in its detail.

The other equally distinctive form of the “Wolverhampton-style” was
introduced by Benjamin Walton at the Old Hall Japan Works in 1845. Tt
was based on a “selection of interior and exterior views of the old baronial
halls of England, and the various cathedrals,”"" in which narrow slit win-
dows or stained glass allowed for plays of dramatic shafts of light across the
surfaces of the pictures (Plate 8). These, George Dickinson tells us, were
achieved by using paper stencils “to correspond with patches of sunlight.
Such pictures, copied from contemporary engravings, are found on so-
called gothic-shaped papier méiché trays — the shape known by HSEAD
members as “Chippendale.” Some of the best were said to have been the
work of Frederick Perks, a decorator at the Walton factory, about whom
little else is known. Although these trays appear to have been exclusive to
Walton, the style was widely copied on a range of other goods by rival firms.
It was said that the style of decoration was “much sought after for seven
years” but by 1851 it had “for some time ... nearly gone to rest.”"?

Another decorator at the Walton factory, known only as “Brown,” gave
his name to a style of bronze and silvery-brown floral borders. They enjoyed
so long a run that in about 1850, “Mr Walton was in favour of dropping
‘Brown’s borders’ until, hearing his travelling salesmen declare them best

m2
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sellers, he quickly agreed to their continuation. Contemporary with these
was a border of “sea-shells in brown and gold bronze in a row round the
margin of a tray, and sometimes on the tray itself in regular pattern.”"* This
design, introduced in 1845, has been attributed to both David Sargent and
Charles Neville.*** Dickinson concluded that trays with shell-borders were
made in great number as they were still common when he was writing in
1925. They are less commonly found roday.

We come now to a style of decoration which, known as “inlaid alumin-
ium,” might be supposed to be out of context here. It is, perhaps, the most
troublesome of all the gilding techniques to identify. In 1865, John Bet-
tridge & Co., successors to the Birmingham firm of Jennens & Bettridge,
were said to have “patented an invention for the inlaying of aluminium and
its alloys ...which adds a richness ... which can only otherwise be achieved
by the use of precious metals, and being covered over with a coat of trans-
parent varnish, will retain their brilliancy for any length of time.”"?

This extract is misleading on three counts. First, no such patent exists;
second, it is probably wrong to impute too much accuracy to the use of the
term “inlaying”; and third and most importantly, the varnishing of the alu-
minium indicates results similar to those created by the “staining” of metals
(see above). The latter possibility is borne out by W. C. Aitken’s assertion
that in 1864, Bettridge & Co. applied aluminium “and bronze formed from
it, to the decoration of envelope cases, card trays, binding for albums, &c”'
[t is further endorsed by Dickinson, who described it as a “silvery bronze
[made] from aluminium [which] was pretty and effective, especially with
flowers and foliage,”and who added cryptically that “it has no association
with early bronze pictures”” — a rider which implies, at least in visual terms,
that it looked as though it might have.

The use of aluminum for decorative purposes was made possible by a
reduction in the cost of the raw material. This was due to the work of
H. St. Clair Deville, in France, in 1855, whose research (on refining alu-
minium) was published in England in 1859. Although aluminium was
produced in England as early as 1860, it was another 15 to 20 years before
it was generally adopted by japanners and by then, as Dickinson wryly ob-
served, “most of the glory had gone out of the trade.”"*

With discussions of both gold leaf and bronze decoration in place, it
is now possible to consider a further style of gilding with which each was
associated in the early 19th century, namely “impasto” or, as it was called in
the trade, “raised work” or “raisin[g] color.”

***Both Sar%lem and Neville were trained at the Old Hall. By 1845, Sargent had joined
the Birmingham firm of Footherape & Shenton, and in 1846, Neville joined his brocher at
Alsager & Neville, in the same town.
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Plate 9: Detail of raised-work on a rectangular papier miché tea-board. Made by Thomas
Illidge, c. 1815. Private collection

The style is recognized by its quasi-oriental landscapes in which the
main parts — figures, birds, animals, flowers, trees, pagodas, etc. — were high-
lighted in low relief. Notwithstanding the influence of Oriental lacquer and
its European imitations on the early Midlands japanning industry, raised
decoration was not adopted in its factories until about 1820.

It is thought to have been introduced by Joseph Booth, the gilder who
is believed to have decorated Lady Hertford’s magnificent vases (see Part I,
p. 14) while he was employed by Jennens & Bettridge between 1821 and
1825. The technique was widely copied in other workshops and facto-
ries, but it was Booth who was called upon in 1824 to decorate a tray in
this manner for the Prince Regent. It is because of Booth’s contemporary
renown that examples of this style are, today, popularly attributed to him.
Such attributions should be viewed with caution.

There were various recipes for making “raising composition,” but the
one given by Gandee and described as “Birmingham raising” may reason-
ably be presumed to have been the formula favored in the local industry.

It consisted of flake white, vermilion and gold size. Its application was a
tricky and skilful operation which would surely have defeated all but the
most determined of Gandee’s amateur readership.

The proposed design was traced onto the japanned surface, and its
outline was lightly painted with the tip of a medium-sized brush, the hairs

14 Spring 2007



of which had been dipped into the composition to only half their length.

The brush needed to be frequently replenished, but not so laden with com-
position that it dripped on the work in hand nor “rested on so heavily as to
bend the hair,”"? for that, too, would have resulted in blots. Moreover, un-
less the work was kept absolutely level, the composition would “fow”or run.

Subsequent layers of composition were added around the edge of the
raised area and never allowed to overlap. This may seem perverse when it
was the center that was to be prominent, but it allowed the composition to
flow to the middle and retain its level as a skin formed, thus counteracting
the tendency of the composition to sink in the middle as it set. Mistakes
could be removed with spirits of turpentine. This dulled the japan varnish,
but its gloss could be restored by rubbing a little lard into the surface and
then a little flour to absorb any greasy residue — a remedy not mentioned in
any other contemporary literature, but one to which both painters and gild-
ers may have resorted to correct occasional mistakes or mishaps. When the
raised work was complete, it was hardened in a stove, bronzed or gilded in
the usual manner, and, if required, any details were “pencilled” in color
onto the raised parts. A particularly fine example of this type of decoration,
in combination with carly bronzing, may be seen in the detail of a tray by
Thomas Illidge (Plate 9). Occasionally, raised-work was carved with a fine
tool to create the effect of folds in drapery, for example, or gnarled tree-
trunks, and sometimes, it was used in conjunction with pearl decoration.

Impasto, although not much used after the 1830s, enjoyed a short
revival in the 1860s, notably on small trays made by Henry Loveridge &
Co., of Wolverhampton.

This brings our survey of gilding to an end, and it remains only to
add that despite their considerable talent, gilders were generally regarded as
skilled workmen rather than artists. Nevertheless, whether their work was
left to stand alone without further embellishment or, as was more usual, it
formed only part of the overall scheme, it was often the most eye-catching
aspect of the decoration. As such, the quality of gilding was integral to the
success of japanned goods.
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The Chase Revealed

Brush Stroke Wall Painting in Ashford, Connecticut

Valerie Burnham Oliver

In the southeastern section of Ashlord, Connecticut, there stands a late
eighteenth century home with a preserved original brush stroke wall
painting. The wall painting was discovered over ten years ago, between
two walls, by the homeowners at that time. It now forms the south wall of
the borning room, an approximately 7’ x 9’ room, with no windows, off
the larger keeping room.

The painting was designed to cover the entire nine foot long south
wall which consists of six wide boards, one 12”7 wide and the others from
177 to almost 197 wide. The background was originally a salmon pink
color and the brush work design appears to be done solely in first white
and then black brush strokes. No pencil marks or initials or signature
could be located. The design is not symmetrical as other brush stroke
wall paintings often appear. Instead, at the center and just slightly below
eyc level appears a dog chasing after a fox. (Whether it is a fox is debat-
able, as it well could be another dog, but that tail leads me to believe it is
a fox.) They are surrounded by graceful curving stems with tulips about
4-5” long, tulip buds about 3-4” long, three sunflowers and two birds. The
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scroll shaped stems and leaves seem to frame the animals and fill the wall.
Brush strokes in white and black form a frame for the design as they appear
along the bottom, up the sides and as a chair rail beneath the animals. There
are no flowers or animals below the chair rail, just scroll work. Along the
ceiling can be seen seven swags painted with the same type of brushwork,
white larger strokes with smaller black accent strokes.

The current homeowners, purchased the property in November 1995;
renovations completed during the first year allowed them to move in during
1996. Shortly after that time a person from Old Sturbridge Village visited
to consult on ways to preserve the wall. Although he indicated it would be
difficult to determine the date the wall was decorated he explained that Ash-
ford was in what is called the “Quiet Corner” of Connecticut. This north-
eastern corner of the state historically was about fifty years behind the
surrounding areas in the use of technology for farming and building; it was
a more isolated area. He stated that the house could easily have been built
as far back as 1740 but more probably was built between 1780 and 1790.

A stone building lined with panels of cork and cement used as an icehouse
or gossibly a spring house to store butter and milk remains on the property
and is from the same period as the house.

Seeking further information, the owners sent photographs of the wall
to the then Museum of American Folk Art and Jane Nylander of SPNEA.
Both connected the artist to a group identified by Nina Fletcher Little as the
“Brush Stroke Group.”

This was a term Nina Fletcher Little used in her 1952 book, American
Decorative Wall Painting, 1700-1850. In the chapter Freehand Designs in
Repeat Patterns, That Much Admired Imitation of Stamped Paper, she divides
the frechand wall paintings into the Connecticut Group, Jessup Group,

Text continued on page 23.

The Ashford, Connecticut home today.
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Top balf of the wall.

Bottom half of the wall.
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The follorwing pages show some of the drawings.
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Text continued from page 17.

Brush Stroke Group, Maine Group, and describes a few painted walls in the
New England area falling outside these groups.

“The Brush Stroke Group” was characterized by the use of “carefully
formed” brush strokes closely approximaring those used in county tin
painting. Little identified this work in Vermont, Massachusetts and Con-
necticut. The Stratton Tavern, Northfield Farms, Massachusetts had a wall
painting (Fig. 106) with a “looped border” under the ceiling which is very
similar to the one in the Ashford home. Little felt that the wall painting in
the tavern was probably done about 1800 rather than the date of 1775 held
by family tradition.

Since the Ashford home was built around the turn of the century, it is
probable that the wall painting was done during the time period expressed
by Margaret Coffin in her 1986 work, Borders & Serolls, Larly American
Brush Stroke Wil Painting, 1790-1820, She identifies rwenty-two houses
with brush stroke painted walls, ten located along the Connecticut River
valley and twelve in New York state along the Hudson River and west to-
ward Canajoharie and East Bloomfield.

The Ashford, Connecticut house brush stroke wall painting is unique
in that it features action — action in the fast moving chase between the dog
and the fox. The animals are carefully painted in detail and are centered and
located just below an adult’s eye level, above the chair rail design. Perhaps
they were meant to be at a child’s eye level. In any case the two birds to the
left and right, both facing left, appear aloof to the action going on beneath
them. The overall design is not symmetrical nor are elements of the design
located in diamonds as exhibited on other painted walls. The extremely
graceful tulips are wonderfully executed while the two birds with their long
beaks are obviously the same kind, but quite primitive looking,
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They appear similar to a bird in Coffin’s book (Plate 24) from the 1725
Chapin House in Chicopee, Massachuserts. The three happy sunflowers
seem unique too, This artist used his/her own ideas or perhaps a story told
by the house occupants to design a most interesting wall painting,

Perhaps it also llustrates that Ashford residents, although in the
“Quict Corner” of Connecticut, welcomed the lively artistic depiction of
their natural and not so quiet surroundings.

References:

Coffin, Margaret. Borders & Scrolls, Early American Brush-Stroke Wall Paint-
ings, 1790-1820. Albany, NY: Albany Institute of History and Art, 1986.

Little, Nina Fletcher. American Decorative Wall Puinting, 1700-1850. Stur-
bridge, MA: Old Sturbridge Village in cooperation with Studio Publica-
tions, New York City, 1952.

(Little’s book is dedicated “In affectionate memory of
ESTHER STEVENS BRAZER whose knowledge and enthusiasm

encouraged my first interest in the architectural use of paint.”)

This dedication provided a wonderful way for me, as an HSEAD member, to
introduce the homeowners to HSEAD and our inspirational leader,

Photos by Valerie Burnham Oliver.
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The Relative Cost of Papier Miché Goods

In the Spring 2003 edition of 7he Decorator, | wrote about the contem-
porary cost of Jennens & Bettridges papier miché goods. Since
writing that picce, | have come across the manuscript journal of Catherine
Martineau, cousin of Harriet Martineau whose own writings on the same fac-
tory,” | have quoted, many times.

By shedding light on the difference in price between papier maché
articles and their recently introduced rivals, electro-plated goods, Catherine
Martinean went some way towards showing the severe effect this rapidly
expanding industry had upon the market for papier miché. After visiting
Jennens & Bettridge’s factory, she viewed the electro-plating works of
Messts. Elkington, the most prominent factory of its type in Birmingham.
On August 16ch, 1850, she wrote in her journal: “After dinner we visited
Jennens & Bettridge’s papier miché factory & [sic] were taken round to sce
the different processes ... we were a long time among the beauties in the
showroom all of which,” the comfortably-off Miss Mattineau noted, “were
far beyond our means.”

Contrast this with her visit, three days later, to Elkington’s where she
saw “their magnificent show rooms, which contain the most splendid look-
ing plate reduced to the means of everyone.” Against such competition, it
is hardly surprising that the heyday of the middle to top end of the papier
mache industry, peaked in the 1850s. The mass market expected goods at
more moderate prices.

* Martineau, H., “Flower Shows in a Birmingham Hot-house,” Household Words,
vol. IV, 1851, p 82-85.
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The Bookshelf

Love and Loss
American Portrait and Mourning Miniatures

by Robin Jaffee Frank

Published by Yale University Press, New Haven, CT, 2000. HC, 358 pages.
Available from the New York Historical Society, NYC.

R:;‘n'!t‘tl\lwl‘ing. that beautiful gifts often come in small packages, one is
initially drawn to this booK’s size (approximately five by seven inches
and well over an inch thick). The jacket’s midnight black background is a
stark contrast to the miniature por-
trait by P R. Vallee of Harriet Mackie,
1804, adorned in her white bridal
and floral attire. Her closed eyes and
lifeless yet peaceful expression confirm
the title’s suggestion. This composi-
tion immediately strikes a melan-
cholic chord.

Based on an exhibition of the
same name at the Yale University Gal-
lery in 2000, Love and Loss: American
Portrait and Mourning Miniatures
by Robin Jaffee Frank savors 146 of

Benjamin West, Self-Portrait, 1758 or 1759, Yale.
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Charles Wilson Peale, Matthias and Thomas Bordley, 1767 National Museum of American Art, Smith-
sontan Institution, Washington, D.C.

these “limnings,” literally translated, “paintings in lircle.” These tiny trea-
sures, valued as precious reminders of children, spouses, family members
and friends, were portable and worn as jewelry. Memories may fade over
distance and time. Those that don', share an ethereal quality that can only
be experienced within the heart and mind. Lowve and Loss focuses on artists
whao respond to our needs and longings to have some visible and personal
token of loved ones. Love and Loss, a gallery of miniature portraits, in-
cludes brooches and lockets framing painted portraits on ivory or needle-
work embroidered with locks of the deceased’s hair; ivory portraits later
llPPL"ﬂI' in h:‘.;lihﬂr \.|;igt1crrcn|ypt" CASCes,

The author begins with a brief history of miniature painting, a genre
that began in England. Most were painted in watercolor on vellum and
oil on copper, and later in the mid 18th century, watercolor portraits were
done on thin slices of ivory from whalebone. Many American artists
trained in Europe under masters of fine ar.

The first known miniature watercolor on ivory, Benjamin West, Self-
Portrait, 1758, was executed by West, America’s earliest limner who served
as President of the Royal Academy of the Arts under King George II1.
West presented it to Elizabeth Steele along with a proposal of marriage.
The rest of the anecdote surrounding his miniature self-portrait is amusing.
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Mary Way, Mrs. Charles Briggs (Eliza Basssal
Meller), c. 1820, Yale.

Anecdotes, analysis and explana-
tions of techniques compliment the
many beautiful color plates with
scholarly information presented in
an enjoyable and readable text.

Charles Wilson Peale, an
American Renaissance man, was
a prolific portrait painter of the
socially and politically prominent
(Hancock, Washington and Jef-
ferson). He studied with John Singleton Copley under West, was a member
of the Sons of Liberty, fathered ten children whom he named after famous
artists (e.g. Rembrandt, Raphaelle and Titian became artists), and founded
a museum that encompassed his interests in
natural history and art.

Peale’s portrait of Matthias and Thomas
Bordley, c. 1767, affectionately depicts these
brothers, (the age difference indicated in their
dress), “as if they were engaged in conversation
extremely rare in American miniature painting.”
The hand on the shoulder, the finger indicat-
ing a tutorial exchange, the informality and the
presence of a book and a classical sculpture in
this domestic scene convey information that
personally endeared these children to their family members.

Removed from the ranks of the anonymous is Mary Way with a por-
trait of Gentleman, c. 1800. Way handsomely depicts this dandy in sil-
houette form employing her skills of
sewing and attaching fabric to a paper
backing. Leaving some of the edges
free gives the portrait a three-dimen-
sional effect. These inexpensive and
unique renditions gave the artist a
competitive edge. Way also painted
individual portraits of Charles Briggs,

Above: Mary Way, Child of the Briggs Family,
. 1820, Yale,

Left: Mary Way, Charles Briggs, . 1820, Yale.
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Clarissa Peters (Mrs. Moses B. Russell), Child
in a Pink Dress, ¢, 18350, Promised Dentsch
Bequest, Yale.

Mys. Charles Briggs, and Child of the
Briggs Family, c. 1820. This group-
ing illustrates her skill with water-
color on ivory. The dark ruffled
collar on Mrs. Briggs (a mourning
affectation) and the simple curl of
blond hair enclosed on the back of
the child’s locket may indicate the
child’s untimely death.

Clarissa Peters’ (Mrs, Moses
B. Russell) Child in a Pink Dress.
c. 1850 tells the same sad story of
infant mortality. Peters, a Boston
artist, is known for her images of children. Reminiscent of naive folk por-
traiture, the bright aura surrounding the child’s head, the fixed gaze, and the
clutched closed rose buds symbolize a life not given the chance to “bloom.”

Memorial for Henry G. Staats, c. 1802, artist unidentified (possibly Ezra
Ames) depicts a common mourning landscape; a female mourner, likely the
mother, near a gravestone with the inscribed initials of her deccased infant
son, a hanging willow shrouding the scene, and on the back of the locket,
are the initials of his brother, Richard Cuyler, with his plaited lock of hair.
Their third child, christened
Richard Henry, suggests that he
was named after his brothers,

Frank treats the inevitable
macabre that accompanics
this subject with the facts and
objectivity that come from
research. The chapter “Not
Lost but Gone Before” keeps
the subject grounded in a
healthy acceptance of the cycle
of life. Brooches, mourning
rings and bracelets with tiny
skeletons (an austere symbol
of death) have “precedents in
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Unidentified artisi, possibly Ezra Ames,
Memorial for Henry G. Staats, ¢.
1820. Yale.
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Mary Way, Gentleman. ¢ 1800, Yale.

Memento Mori jewels of the Renais-
sance and late 17th century English
mourning” pieces. For the more
conservative, it was a constant
reminder of one’s mortality and a
warning not to become too invested
in this world.

Love and Loss is heavily foot-
noted, offers a bibliography that
provides more sources for those
interested in this art form, and
includes an abundance of color
plates that enhance this little treasury of American miniatures. The imag-
ery of these mementos evokes admiration, love and grief. They beautifully
convey their raison d’etre and provide us with a tangible reminder that we
share immortality with our loved ones through remembrance enhanced by
token portraits.

All photos fram the book: Love and
Loss, by Robin Jaffee Frank.

Lefi: Ateributed to Ruth Henshaz
Bascom, Eliza Jane Fay, 1840, pastel
and graphite pencil on paper, New
York Historteal Association, Coo-
perstown. Inscribed “In Memy/Geo/
Washingt” on the pendant.
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r Authentic Theorem Pattern Collection

The Historical Society of
Early American Decoration

“A” Award, Robert K. Flachbarth

For Theorem Pactern Collection information contact:

HSEAD
at the Farmers’ Museum

PO Box 30, Cooperstown, NY 13326
607-547-5667
Toll-free: 866-30H-SEAD
www.HSEAD.org
info@hsead.org

Send $3.00 for Catalog

Spring 2007
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Sepp Leaf

The full spectrum of gold and metal leaf in
karats and shades from around the world, avail-
able in loose, patent and ribbon forms for all

interior and exterior applications. Plus com-

plete tools, materials and supplies including fine

English finishing products from Liberon.
Everything, in fact, a gilder needs, is right here at

Sepp, the number one source for Leaf.

Everything you need,
where you need it,

when you need it

() oy
Sepp Leaf Products, Inc. / New York / 1-800-971-7377 Sepp Leaf” Products, Inc.
www.seppleaf.com / E-mail: sales@seppleaf.com s IV
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Techniques in Reverse Glass Painting
by Margaret J. Emery
Third edition, revised and expanded (includes 2006 updated listing
of supplies and suppliers). HSEAD member price: $32.95
(Postage and handling included; NY State residents, add sales tax).

Margaret Emery,
554 Dunham Hollow Road, Averill Park, NY 12018

Tinker Bob’s Tinware

Reproductions of Colonial Tinware
Custom Work and Repairs
Offering a large selection of high quality hand

crafted colonial tinware. Many traditional and
non-traditional pieces to choose from.

Wholesale & Retail Prices

Robert A. Reuss
18 Stark Drive, East Granby, CT 06026-9616
860-658-4158 robertareuss@sbcglobal.net
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Historical Colors

Traditional Materiols for Decorative Painting

Kremer Pigments inc.

947 West 29th Street,

New York, NY 10001
Free catalog (800) 995-5501
wwwkremer—pigmente.com

Shades of the Past

Registered Ebay Trading Assistant
Let us sell for you!

Lampshades, Supplies and Instruction
MARTI’S LAMPSHADE BOOK
Making Cut and Pierced Lampshades

Now on CD as Adobe Acrobat files!

Marti and Frank Tetler
PO Box 11, Tomkins Cove, NY 10986

(845) 942-0209 ~ ftetler@aol.com

http://members.aol.com/SOTPast
http://stores.ebay.com/shades-and-more

34

Spring 2007



Linda Carter Lefko

O

3

presents
Family Registers and Records
Jor all occasions — adapted from bistoric registers ~ these

IJ snpn Dt i | | make wonderful gifts to celebrate life’s new beginnings!
= | IE N

- A i See web site: www.lclefko.com

ls-‘- & Jor complete listing or send listing request (o,

1277 Elmira Rd. Penn Yan, NY 14527
email: info@lclefko.com

Ewwwwwwwwno

from our advertisers,
please be sure to mention you saw their
Ad in The Decorator.

8 When purchasing products

L B5 o 35 B 3 2o 35 Bn 05 Bg A8 2o 08 o o8 D oS 1

-

L www.brandon.org/owl.him Email: ctryowl@together.net

Country Owl

Studio and Gallery

Art Gallery * Classes * Art Supplies

A school of early American decoration techniques and crafts.

Owned and operated by Dolores Furnari

8 Conant Square, P O Box 339
Brandon, VT 05733-0339

802-247-3695 or 1-866-247-3826 (toll free)

o
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Scharff Brushes, Inc.
Quality and Service for over 35 Years

New Theorem Brush Kit

“These brushes are constructed with a
special blend of natural

hair. Suitable for the Theorem
Technique.”

GailAnne Cross,
Director of Art Education

Internationally known author,

artist and teacher! Order Set # T-1
Over $55. Retail Value

**Special Price $35*
(Includes shipping charges)

Order a FREE CATALOG

Name

Address

City State Zip

P.O. Box 746 Fayetteville, GA 30214
www.artbrush.com

Toll Free: 1-888-724-2733 Email: scharff@artbrush.com
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William S. Daisy Company

Clocks and Looking
Glasses Recreated in a

Traditional Manner

Mary Ann & Terry Lutz
(607) 844-9085

|
1

www.wsdaisyclocks.com

Available: copies of award pieces, or
photographed originals
Contact Marty Macfarland
Photography Chatr
mamacfarland@comcast.net
717-762-6597

——-—.-‘E—:-&_—B—-.u—-——

Schnader Chair Patterns

Freehand bronze and painted chair patterns (8 x 10 digital photo
and tracing) are available by number from the list your Chapter
has on file.

Send $12 (includes postage) per pattern to:

HSEAD, at the Farmers’ Museum, PO Box 30, Cooperstown, NY, 13326

st iist )
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Imitated, but never duplicated.

#ORIGINAL
MILK PAINT=

Producing a rich, velvety finish, our odorless,
biodegradable milk paints —available in twenty luminous
shades—are easy on the environment, as well as the eye.

Try our “love it or it’s free”
no-nonsense 100% money back guarantee.

For more information visit www.milkpaint.com
or call us toll free at {866} 350-6455.

Chemically safe Historic Paints since 1974
THE OLD FASHIONED MILK PAINT COMPANY, 436 MAIN ST, PO. BOX 222, GROTON, MA 01450

T

L

Harvard At Susan B. Jackson ~ :
Gild: 49 Littleton County Road =
Ll lllg : E
Conservation Harvard, MA 01451
s Restoration sjackson@harvardart.com
www.harvardart.com
Museum Quality Frame Conservation 078-456-9050

(LT TER

Pop Shop
Quality Bentwood Boxes
Norman & Simone Guillemette

100 New Dam Rd, Sanford, Maine
207-324-5946

38
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Don't Miss

THE GREAT COVER-UP

AMERICAN RUGS ON BEDS, TABLES. AND FLOORS
at the AMERICAN FOLK ART MUSEUM May 15-September 16, 2007

AMERICAN FOLK ART MUSEUM
45 WEST 53RD STREET

NEW YORK CITY

212. 265. 1040
www.folkartmuseum.org
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HSEAD Master Series

Freehand Bronze
Painting
with
Roberta Edrington

HSEAD at
the Farmers’ Museum
PO Box 30
Cooperstown, NY 13326
Toll-free: 866-30H-SEAD
info@hsead.org

Videos: $60 each plus S & H
Traditional Country Painting with Lois Tucker
Bronze Powder Stenciling with Dortia Davis and Joyce Holzer
Freehand Bronze with Roberta Edrington
Clock Dial Painting with Carol Buonato

Special Members' Offer for a set of 4 videos:
$200 plus S & H (NY residents add Sales Tax)

Bronze Powder
Stenciling

with
Dortia Davis
and

Joyce Holzer
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Painted
Clock Dials

with

Carol Buonato

This new addition to the
HSEAD Master Series of
instructional videos will be
available at the Annual Spring
Meeting and from our
Cooperstown office.

Country Painting
with

Lois Tucker

Send check payable to HSEAD to:
HSEAD

at the Farmers’ Museum
PO Box 30

Cooperstown, NY 13326
607-547-5667

Toll-free: 866-30H-SEAD

info@hsead.org

Visa/MasterCard accepied.

HSEAP MASTERS SERIES

Spring 2007
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& %
Congratulations '%?3
to HSEAD, em- g
barking on ils o2
second half-century QO
) pe X - tz
of teaching, .

% researching and

N learning.

‘% s
%

Ed and Diane Stone .LL.
Clockmakers

2 Q>
>
%!J. é NO%

www.edwardbstone.com

Theorem scarf $50
(plus $8 shipping)

Tray scarf $55
(plus $8 shipping)

Send check payable to HSEAD to:
HSEAD
at the Farmers’ Museum
PO Box 30, Cooperstown, NY, 13326
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EARLY NEw ENGLAND

STENCILS

Our six catalogues offer over 600 accurate New England stencil reproductions,
c. 1740-1940. $2 each plus S&H, $6 postage for all 6.

1. Vermont Border Stencils

2. The Moses Eaton Collection

3. Floor Patterns of New England

4, A Wall Stencil Sampler From New England

5. Rufus Porter Schoorof Wall Mural Painting

6. Victorian, Arts & Crafts, and Art Deco Collection 1840 - 1940

......

o \\.;; = <

h ¥ L

B SOV I

] '.;;.r.\" 7RSS ; %\
W Ay YIN.
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2 o MB Historic Dicor » PO Box 1255 ¢ Quechee, VT 05059
500 Tel: 888-649-1790 o Fax: 802-295-8003 ® www.mbhistoricdecor.com
i Polly Forcier, Member HSEAD'  info@mbhistoricdecor.com

Copies of award pieces, or photographed
originals, are available.
Contact Marty Macfarland
Photography Chair
mamacfarland@comcast.net
717-762-6597

Wooden Boxes

Suitable for the Ransom Cook, Shell,
Strawberry & other EAD patterns.

Also available: Mirrors, hand screens & other wooden
objects custom made to your specifications (please send
design and dimensions).

Write or Call for price list. Phone: 506-383-9589.

Harold Fisher, 876 New Scotland Road, New Scotland N.B. EIG-3K7 Canadal
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American Painted Tinware

A Guide to Its Identification

Volume Four
by Gina Martin & Lois Tucker

Volume Four covers Edward Francis, William Eno, Williams, Zeitz
and signed pieces. Miscellaneous designs attributed to Connecticut

and New York, as well as unknown shops, are covered.

With 330 color photos and more than 550 line drawings, the authors

trace the development of American painted tinware.

Price: Vol. 1, 2,3 and 4 .... $55 each
Shipping & Handling $8

Make check payable to HSEAD and send to:
HSEAD, at the Farmers’ Museum,
PO Box 30, Cooperstown, NY 13326

607-547-5667
Toll-free: 866-30H-SEAD
info@hsead.org

44
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American Wall Stenciling

e
N« N i 1790-1840
. 1 THIS CATALOGUE RAISONNE of a

uniquely American folk art presents a virtual

tour of 120 stenciled homes and taverns not
only in New England, but also in mid-Atlan-
tic, southern, and frontier states.

The result of 30 years extensive research, the
reader-friendly text is lavishly illustrated with
250 images —150 in color — and many full page.

= Awmust for early American paint lovers, preser-
vationists, olde house cave-takers, and all who
would enjoy “a book that bums with life and

" purpase!” Hardeover, 280 pages, 11 x 8 15.

SIGNED FIRST EDITIONS JUST $45 (includes S&H)
To order send check or money order to:
Ann Eckert Brown, 500 Spring Green Road, Warwick, RI 02888.
For more info e-mail: Greenshold@aol.com

Mom’s Place

(BB oroned & operated by Aune Dinock)

Seminars in Country Tin and
Reverse Glass
Your place or mine

Quality Reproduction Tinware
and Reverse Glass

Christmas at
Mom’s Place -
it 15 top Eurly
Specializing in miniature glass | Awerican Crafisnen
and tinware to display or wear. > November 11 &
' 12, 2006

5040 Perry City Rd., Trumansburg,
New York 14886
adimock@fltg.net  607-387-5597
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The Historical Society
of Early American Decoration

Publications Available

The Decorator (back issues, if available):

Vol. 1 - 46 (per copy) .................................................... $7.50
Vol. 47 - 58 .. rsssmsssesosy 9900
Vol. 59 - present issue (per copy) .............................. $15.00
Binders for The Decorator ... s 51400
Bibliography of early Amcrlcan decoratnon ceeenne $6.00

(Prices include postage and handlmg)

The Decorator is published twice a year by
The Historical Society of Early American Decoration.

Subscription rate is $25.00 for two issues (add $3 per year for Canada).

Make check payable to HSEAD, Inc., and mail to:
HSEAD, at the Farmers’ Museum,
PO Box 30, Cooperstown, NY 13326

Toll-free: 866-30H-SEAD (607-547-5667)

info@hsead.org
———_-1—%—.—*————
Membership Dues
Guild Members... - o S e+ 1 M 1]
Family Members (Spouses) Sdesisnssasss a1 000
Associate Members... $5500
Benefactors.................................‘......................$3,000.00

Make check payable to HSEAD, Inc., and mail to above address.

Advertise in

The Deecotatodt
Yearly Rates Available
Send Ads and Inquiries to:

Lucylee Chiles
c/o HSEAD at Cooperstown
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