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INTRODUCTION

A merican furn itu re of th e 18th
century sta nds as one of th e pinnacles of
hu man creat ivity. In a newly settled land,
often torn by politi cal and econo mic strife,

one would not expect th e design and
cons truct ion of hou sehold furn ishi ngs to

advance to such a high sta te of refin em ent
as to be conside red amo ng th e greatest of
art ist ic achieveme nts . What occurred in
America in th e 18th century was a rare
com binat ion of resources, tradition ,
inspiration and determination. Th e forms
and st ructures that resulted rema in as
sta ndards of design and construct ion for all
fu rni t ure th at followed.

During th is amaz ing century, furniture
design seemed to awaken from a long post
medieval slumber and literally burst onto
th e world stage. Th e 18th century was
witness to four totally new design styles:
William and Mary, Q uee n Anne,
Chippe ndale and Neoclassical. Th ese styles
followed one another in rapid success ion,
each a react ion to, or an advance me nt on,
th e previous style. The designs were a
reflect ion of th e changing world at th e
t ime. Co m me rce, polit ics, social st ructu re
and economics all cont ributed to th e
new designs.

An tiqua rians, furn iture historians and
furn iture makers have ofte n approached
the sub ject from different points of view.

To th ese groups , 18th-eentury furn it ure
is ar t, art ifact or craft, but rarely a combina
tion of all th ree, and th at is reflected in
th e literature. Every museum and major
collect ion has a cata log that documents its
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holdings in great detail , and includes as
much of th eir historical background as
possible. For those of us who have a strong
int erest in period furnitu re, these books are

valuable resources. Without th em, few of us
would have been exposed to th e full depth

and breadth of American furniture. In
addit ion, a number of superb furniture
history books have been published that
pain stakin gly trace th e development of
styles and place th em in contex t with
trends in int erior design and social and
political movem ents. Th e two landmark
books by Albert Sack, Fine Pointsof
Furniture (New York, 1950) and TheNew
Fine Points of Furniture (New York, 1993) ,
are among th e few that address th e artistic
merits of originals and defin e th eir value to
collecto rs. Within th e last 30 years, books
dedicated to the craft of furniture makin g
have proliferated . Th e methods and
techniques th at were once th e secrets of th e
apprent ice syste m are now available in
print. Th ese books illustrate some of the
classic designs, provid e measured drawings
and oft en give step-by-ste p descriptions of
th e building pro cess.

Wh at seemed to be missing from th e
literature was a work that sou ght com mon
ground between art, artifact and craft : a
book that presented th e viewpoints of th e
connoisseur, historian and artisan to one

anothe r. Antiquarians and furniture
makers look at the sam e subj ect matter,

but with different perspectives. This book
is intended to present th e crafts man's art
to th e connoisseur and connoisseurship to
th e crafts ma n. It is not primarily meant to
be a book on how to make furniture, but
rather on how period furniture was mad e
and why.

Th e furn iture maker 's viewpoint would
help antiquarians better und erstand th e
methods of work th at yielded th e form s of
period pieces. It would also explain th e
evolut ion of woodworkin g techniques that
enabled new styles to develop, as well as
design trends that forced advances in
techniques. It illustr ates th e limits placed
on designs by mat erials and meth ods, and
presents th e dyn am ic nature of wood and
its impli cat ions on st ructure and joinery.
For example, an ant iquarian could better
underst and th e degree of development of a
cabriole leg if he or she were familiar with
th e process of shaping one from rough

stock, and could better determine th e
level of sophisticat ion achieved by th e
original maker.

Th e antiquarian 's view would benefit
cabinetmakers by explaining th e import ant
aesthetic points of American furniture, and
wh at differentiates a great expression of
style from a mediocre one. Th e antiquarian's
perspective st resses th e import ance of form

in furniture, and how th at form applies to
th e style determines its merit. Stud ent s
of Am erican furniture know th at
ornamenta tion does not make a piece great
and th at not everything old is worth
venerating. Antiquarian s have a sense for the
histor ical evolut ion of design and how world
events helped shape it. Similarly, th ey
understand th e effects of time and have a
reverence for th e color, surface and radiance
that period pieces achieve over centur ies.



All of th is cannot be achieved with out
some risk. I know that exp lor ing th e area
where th e fields of th e connoisseur,
historian and craftsman converge is bound
to generate some discord . For one thing,
some long-cherished myths may be
endangered. Folkloric explanations and
romant ic not ions are fascinati ng, but
pract ical reasons ta ke precede nce. I have
also been so bold as to make aesthetic
judgment s. Wh ile every piece of period
furniture is impo rta nt for its cont ribu t ion
to the body of knowledge on th e subject,
some pieces uphold th e design ideals of
their era better th an others. Subject ive
evaluat ions are by th eir very natu re not
quan tifiable and th erefore arguable, but
such is the nature of th e discussion of
artist ic achieveme nt.

In addit ion, this book is full of references
to the various per iods or styles of furn iture
design that emerged over th e course of th e
18th century. I have noticed an increasing
reluctance to use th e traditional period
names of Jacobean, William and Mary,
Queen An ne, Chippendale, Hepplewh ite
and Sheraton . Being nonjudgrnental can
easily extend to being nondescriptive, and
avoidance of "labels"can mean avoiding th e
fact t hat there have been and will continue
to be preferences in popul ar fashions.
Grant ed, the names th at have come to be
associated with some of th ese styles are not
wholly appropriate. Th e nam es of English
monarchs have on ly th e loosest associat ion
with the designs, and th e furnitu re
designers probably wouldn't recognize
much of what in America came to bear
their names. However, th ese nam es do
represent certain popul ar styles of furn itu re

design th at were in keep ing with th e ideals
of th e day, and th ey are very useful for
th at purpose.

With each phase of 18th-centu ry
furn iture design, underlying ph ilosophical
goals manifested th em selves in th e various
styles. These styles were more likely to be
par t of a desirable "look," with common
distin guishable att ributes, th an any
consciously stated objectives. In each th ere
are com mo n proportions, elemen ts and
orna mentat ion that are cha racte rist ic of
th at t rend in design, and which different i
ate it from preceding and followin g styles.

Despi te th e colloquial origins of the style
names, t hey can be usefu l and descr iptive in
identifying th ese trends, th eir evolut ion,
and th e spread and du ration of th eir
pop ularity. Taken for the ir gene ral descrip
t ive value, style nam es are valuab le in

esta blishing a com mo n ground of under
sta nd ing amo ng historians and enthusiasts.

With such a broad subject to cover, this
cannot be an academically detail ed histor y
of fu rn itu re design . As a result th ere are
some areas th at cannot be explored in th e
deta il t hey deserve. Among th em are clocks,
looking glasses and Windsor chairs. I have
purposely chosen to conce nt rate on th e
main body of 18th-centu ry American
fu rni ture and wou ld refer the reader to
sources th at address th ese subjects in det ail
(see th e bibliograph y on pp . 302-303).

As a professional fu rni ture maker who
specializes in the 18th -century Am erican
styles, I learn ed the subject by study ing th e
originals in depth and by building hundreds
of examples. I feel th at t his has given me a
pract ical perspective on the tech niqu es and
designs of th e era. Buildi ng th ese pieces on a
daily basis imparts an insight int o th e way
the original makers th ought and worked

and adds anothe r d imension to even the
closest examination of a finished example.

If I can impart some insight into how th e
cabinetma kers of th e 18th century th ought,
worked and approached th eir designs, I will
conside r thi s effort a success. Som e of th e
finest furn it u re ever mad e was crafted with
relatively simple hand tools two or th ree
centu ries ago, which underscores th e
original makers' skill as designers as well as

builders. Th eir work verifies th e fact t hat
aesthet ic achievement and technical skill
are equally important , and it is a reminder
th at a solid foundation in design and
craftsmanship is essent ial to th e successful
practi ce of any craft . It also speaks to th e
capabilit ies and imp ortance of fundam ental
hand tools, a point that is becomin g lost
amid st th e pro liferation of modern
equipment. To build furni tu re by trad it ional
meth ods, fu rni ture th at has a soul, one has
to work with th e wood . Machi ning wood is
just somet hing done to it .

H istor y can often be reduced to a dr y
series of events, and a similar view of th e
history of fu rn iture can rob it of its
ingenuity and sponta ne ity. I have come to
view this history as a vibrant accou nt of
human effort and t ry not to forget th at
th e people of th is count ry two or three
centuries ago were not th at d ifferent from
we who have inh er ited it . From the
surviving frui ts of th eir labor, I give the
origina l ma kers great cred it and respect for
th eir efforts and ingenuity, and for their
skills as consum mate artists and craftsme n.

I N T RO D U C T I O N 3



Part One
THE ORIGINS AND EVOLUTION

OF AMERICAN FURNITURE

4

STYLES

The account of how and why A merica11 f urniture reached such a high Ievel of

development during the 18th century is a [ascinating historical narrative. This furniture,

and the extraord inary achieuement it represented, was anything but the chance product

ofa distant colony. It was rather the logical outcomeofpractical requirements molded

by aesthetic trends. 111 addition, the injluencesof global commerce, shifti ngpolitical

alignments, evolvingsocial customs, personal preferences, market forces and all occasional

spark ofgeniusall contributed towardshaping the workofAmerican crajts men.

To understand lSth-century American f urniture, we must look outside the

lSth century and beyond the shores ofAmerica. Thedevelopment ofAmerica11

f urnitureduring this era had its origil1 deep in theprevious century, and it continued

well into the[allowing century, so the narratiuestretches Ollera spa11 of 200 years.

America was a part of the worldwide British Empirefor three-quarters of the

lSth century and remained closely linked with England ellel1 aft er the Reuolution.

Engusl: tasteswere injluenced greatly by those of continental Europe, especially the

French. If American styles followed British trends, then those influenceswere truly global



in scope. As a result}muchof the discussion ofAm ericanf urniture of the 18thcentury

takes place in other lands and during other times} since it was there that A merican

f urniture had its roots.

Theessence of lSth-century A merican[urniture is noteasily defined}but it isclearly

recognizable to those who havea passion for thesubject. A merican craftsmen, inspired

by English styles} infused a purity of lineand a refined senseof proportion into their

designs. Without the undueornamentation or uninspired appearance that plagued most

European work}A merican f urnitureof theperiod had a spirit and clarity that was

missingjrom the English pieces 011 which it was based. To what degree this resulted f rom

theconseruatiueand practical dictates of theA merican market or the independent spirit

of theA merican craf tsman is arguable}but the results areapparent. The 19th-century

essayist John Ruskin summarized theeffect in stating, 'No architecture isso haughty as

that which is simple."

The thread of refined simplicity nm s through lSth-century Am ericanf urniture

design}but simplicityofdesignshould notbeconf used with simplisticdesign. Refined

simplicity denotesan optimized form} whilesimplisticdesignsare undeveloped. Without

an aristocracy}A merican cabinetmakershad to achieve more with less. Cost wasan

object}and A merican tastes were more restrained than thoseof the wealthy English elite.

Early in thecentury}A merican cabinetmakersdeveloped a distinctivestylebased on

refined and well-proportioned forms. Their f urniture was neverjusta platformfor

ornament}and they were wary of short-lived stylistictrends. Even the more highly

ornamented A merican pieces haveat theircorecarefully proportioned and optimized

designs. As the important styleperiodsof the 18th century evolved and ebbed}A merican

artisans kept pace with thechanges and breathed theirown refinements into the designs.
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1
Prelude to C ha nge

THE JACOBEA N PERIOD

(1607 -1 6 9 0 )

h e 17th century was a period of
profound transition in Europe, and nowh ere
more so than in England . Colonizat ion,
expanding commerce and governmental
uph eaval brou ght a change in th e pattern s
of daily living and in England's role among
the natio ns of th e world. With an
increasingly global network of trade came
an infusion of new ideas and goods. Th e
rising affl uence of th e merchant middle
class fueled a demand for consu mer

products, whi ch was answered by a growin g
number of skilled artisans. Th ese artisans
fun ctioned as th e manufacturers of th eir
day, choos ing from th e increasingly diverse
supply of raw materials to produce fini shed
goods, including furn iture , for both
domestic consumptio n and export to th e
English colonies. This combinat ion of
commercial prosper ity and new cultu ral
influences invited a dramatic change in
taste and design, whi ch began in earne st
with th e Restoration of Charles II.

This detail from A Lady at Her Toilet, c.1660, by the
Dutch painter Gerard Terborch (1617-1681), illustrates
some of the northern European tastes that were
among the many global influences converging in
England afterthe Restoration of CharlesII.
(COURTESY THE DETROIT INSTITUTE OF ARTS!
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Frame-and-Panel Chest Const ruct ion
Thi s prospe rity extended beyond

England itself. By mid-eentury th e recently
settled colonies in Am erica were well
established and thriving. During th e ]630s,
60,000 Englishmen left for Am erica, and
20,000 of th em settled in New England.
In 1634, colonist William Wood wro te of
the need for "an ingenious Ca rpente r, a
cunning Joyner, a handi e Cooper, such a
one as can make strong ware for th e use of
the countr ie." A popul ar English song of th e
day was entitled Summ ons to Ne w England.

Skilled craftspeople and people from all
walks of life came to America and brou ght
with them th eir t radit ions, trades and a
desire to carve out a new world.

The Restoration of
Charles II
In May 1660, Charles II returne d to
England from th e mainland of Euro pe. He
had left England after th e executio n of his
father, Charles I, in 164 9. Th e execut ion
had been preceded by six years of war, and
was followed by eight years of Puritan rule
under Oliver Cro mwell. Th e Puritan
regimen had brought what was left of th e
arts to a grinding halt and imposed a st rict
mora l order th at reduced daily living to an

unending effor t to avoid damnation . Th e
restoration of th e monarchy came as a great
liberation from th e burden of Puritan rul e
and th e two years of virtual anarchy th at
had followed.

With th e Restoration came a resurgence
of art and culture. Th e ten years th at
Charles II had spent in Europe influenced
the prevailing court tastes of th e period .
Two years after taking th e throne, Charles
married a Portuguese pr incess, Cathe rine
of Braganza, whose dowr y included th e
privilege of free t rade with Portuguese
possessions.

England had been languishi ng in a
cultura l depression and stylistic slump for
nearly two decades. Its int ern al st rife had
kept its attentio n focused inward, in stark
contrast with th e commer cial exuberance
that characte rized th e first half of th e
century. With th e Restoration , England was

Rails

Floating panels
fit in grooves in
frame members.

able to embrace som e ext ravagance, and it
was sudde nly inundated with th e most
fashionable tastes of th e French cour t of

Loui s XIV, th e Low Co unt ries and th e
Portuguese and all th eir tradin g partners.

Of th ese various influences, th e Dutch
influence was most important. Not only
had Holland been th e refuge for many
loyalists du rin g th e years of C romwell's
Protectorate govern me nt, but prosperit y
and power were shifti ng from Holland to
England afte r th e Restoration . Many Dutch
craftsme n were followin g this change by
moving to England, and many Dutch
furniture makers wh o chose to rem ain were
export ing th eir finish ed work to England.
Th e English furniture-making bu siness was
sudde nly bu sy sup plying th e prosperou s
and style-eonscious English, and it was even
busi er aft er th e G reat Fire of London in
1666, which dest royed two-thi rds of th e
city. London furn it ure makers were also
export ing fini shed fu rniture to Norway and
Denmark in exchange for high-quality,
cabinet-grade wood .

Mortise-and-
tenon construction
throughout

Jacobean Furniture
Before th e Restoration of Cha rles II, English
furn itu re was built m uch as it had been for
centu ries. The cons t ruct ion of these pieces
was not unl ike th at of th e timber-frame
hou ses of the period, with a framework of
st raight members, square, or nea rly square,
in cross sect ion . Th ese members were
join ed at right angles by mortise-and-tenon
joints. Whereas timber-frame houses were
covered by a sheathing th at became the
walls and roof, th e flat sides of fu rni ture

were panels let int o th e sti les and rails of th e
st ruc ture (see th e dr awing above).

This frame-and-panel style as it was
manifested in th e 17th century has come to
be known as Jacobean, from the Latin "of
James." James I was king during th e first
quart er of th e century and th e predecessor
of th e ill-fated Charles I. As with most

furniture-design t rends named after royalty,
th e style includes many aspects that were
int roduced ou ts ide of th e years ofJam es's
reign. In this case, what has come to be
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CHEST. CONNE CTIC UT ( PROBA BLY NEW HAV EN). 1640-1680 .

This frame-and-panel chest with a lift top typifies the structureandform of chests of the 17th century.
Chestsof the second half of thecentury frequently included oneor twodrawers in the bottomof the case.
{COURTESY YALEUNIVERSITYART GALLERY!

called Jacobean includes th e first th ree
quarte rs of th e 17th century.

While th e fram e-and-panel meth od
of const ruct ion proved to be durable
and practi cal, it was at th e sam e time
stylist ically confining. Th e st raight frame
work and flat panel s limited th e overall
designs to severe rect ilinear forms. Within
thi s syste m of bu ildin g th ere was no
practi cal way to incorporate sweeping
cu rves or gentle contours, even though
th ey wou ld have made the furniture more
comforta ble to the user. Decoration was
limited to surface carving of the panels ,
applied geomet ric sha pes or ha lf-turnings.

CA RO LEA N FU RN ITU RE
Th e Late Jacobean , or Ca rolean per iod ,
refers to th e period from th e Restoration
until th e ascendancy of William and Mary
in 1689. This period includes th e rul e of
Charles II, and th e bri ef reign of Jam es II,
which lasted from 1685 to 1688.

Chests of dr awers, cabinets on stands,
tall case clocks and tall-front writing

cabinets were amo ng th e newer form s th at
flourished afte r th e Restoration . Walnut
began to replace oak as th e wood of choice
for fine fu rn itu re, because of its warm
color, att ract ive grain and workability.
Scrolled legs, ball feet, exte nsive carving and
inlaid marqu et ry were am ong th e elem ents
th at were int roduced from th e Du tch .
Brass mounts or pull s, in th e famil iar d rop
shape , and likely of Ori ental design origin,

replaced earlier iron hardware.
Many of th e changes th at were

int rodu ced in th e Carolean period have
come to be associated with th e William and
Mary style. Th e Ca rolean period is best
remembered as a tr ansitional period from
th e pre-Restoration Jacobean styles to th e
fully developed William and Mary style.
During th e Carolean era, exte rna l
influences were havin g a powerfu l effect on
English furn iture design, and it was
undergoing dra stic changes in both
st ructure and appeara nce . In Am er ica,
th ese changes had not yet come to the fore.
Th roughout furniture history th ere was a
lag in th e time required for English styles to

become established in America. Many of
th e changes th at occurred in England after

8 C H A PT E R ONE

th e Restoration came to Am erica as part
of t he later William and Mary style, so
un til th e last decade of th e 17th century,
th e English Jacobean style dominated
Am erican furniture design.

American Jacobean
Forms
In Am erica, th e first furniture had come
from England with th e early settle rs.
Alm ost immediately, however, furniture
that was needed tor th e use of th e set tle rs
was also mad e dom estically. From th e
outset, tr adespeople wh o came to Am erica
found th eir skills in dem and in a new
market . Th e Gr eat Migration that followed
th e first settlers brought more specialized
craftspeo ple, along with th eir methods and
styles. The regional variati ons of England
were transplanted to Am erica. For mu ch of
th e 17th century, Am erican furniture was a
cont inuatio n of th e prevailing English
tastes, which included th e infusion of

Dutch tastes and European Renaissance

influences that sta rted to find their way
int o th e forms after th e Restorat ion.

CASE PIECES
O ne of th e most famili ar forms of
Am erican Jacobean furniture is the chest,
which for most of th e period had a lift top

and often one or two drawe rs at the bot tom.
Depending on th e place of or igin, th e
exte rior, and in par t icular th e front, was
either carved or decorated with app lied
half-turni ngs or geometric shapes (photo
above). Th e st iles at th e front and back
corners cont inued beyond th e bottom of
th e case to form th e feet as well. Th ese
chests share a commo n structure and trace
th eir roots to medieval pieces.

A distin ction shou ld be mad e between
chests with d rawers and chests of drawe rs.
C hests comprised entirely of drawers,
usually four, appeared later in the period
and were seen in Ame rica with increasing
frequency afte r about 1670. Documents
fro m th e time often refer to th em as cases

of drawers, and early 17th-centu ry English
references menti on cases of drawing boxes.



PRE SS CUPBOARD .

ESSE X COUN TY .

MASSACHUSETTS .

16 7 5- 16 9 5 .

Press cupboardsare among
themost impressive of 17th
century pieces. This example
shows contrastingebonized
balusters and half-turn ings.
(COURTESY MUSEUM OF FINE ARTS.

BOSTON)

TABLE WITH DRAWER .

PLYMOUT H. MASSACHUSETTS . 16 6 0-16BO.

Most tables of theperiod have stretchers andstout
turnings and are related to similar English tables.
This example features shallow lunette carvings on
thedrawer front. Larger versions. without thedrawer,
functioned asdining tables.
(COURTESY SMITHSONIAN INSTITUTION)

The Dutch influence aft er th e
Restoration brought about one of th e more
spectac ular case pieces of the period: th e

cupboard . Cupboards had an English origin
in Elizabethan designs of th e previous
century, but th e Dut ch infl uences gave
them a new stature. They are visually
complicated, with strong horizontally
layered elements and except ionally bold
turnings. As is th e case with chests, th ese
turnings and half-turnings are usually
ebonized. Ebonizing involves painting
th ese parts a strongly pigmented black to
make them stand apart from th e lighter
colored case (see pp. 194-195). The use
of cont rast ing light and dark colors, not
un like th e painting s of the Dutch masters,
is a theme th at runs through mu ch of
Jacobean-era design.

Cupboards were made to stand in th e
most important room of th e hou se, and
were a reflection of wealth and social
standing. Needless to say,only th e very

wealthy owned th em, since th e complexity
of these pieces made th em prohibitively
expensive. Apa rt from its role as a symbol
of refinement, the cupboard 's primary
fun ction was to store linens. Textil es
were very valuab le in th e 17th and 18th

centu ries, and many important pieces were
dedicated to th eir storage and protection.
Jacobean cupboards are categorized today as
either press cupboards, which have th eir

lower portion enclosed, or cou rt cupboards,
which have th e bottom part open.

TABLES
Stylish tables of the period featured turned
legs and st retchers, and were similar to
English examples. Th ey were made in a
range of sizes from about 3 ft . to over 6 ft.

in length and served a variety of purposes.
Their primary requirement was th eir
fun ctionality, so th ey were usually built
without as much decoration as oth er pieces.
In addi t ion, trestle-type tables were in lise,
some t imes of the variety that was easily
disassembled for storage. Anoth er variety
was the chair-table, th e hin ged top of which
allowed it to be converted from table to
chair. With space at a premium in many
early hou ses, tab les that folded or
disassembled were not un common .
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CHAMBER TABLE . SALEM . MASSACHUSETTS . 16 9 0 .

Chamber tables functioned asdressing tables. This
table is oneof the few 17th-eentury pieces to move
away from the lowhorizontal Jacobean formal.
(COURTESY WINTERTHUR MUSEUM)

J OI NT STOOL .

MASSACHUSETTS .

16 9 0-1 715 .

Jointstools with turned
andsplayed legs were
made in great quantity
for use asseating
furniture into the early
18th century.
(COURTESY YAt E UNIVERSITY

ART GALLERY)
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O ne very unusual form th at survives
from th e 17th century is th e chambe r table
(top photo at left) . A chamber table is best
described as a small lift-top chest with one
drawe r beneath, but bu ilt on tall tu rned
legs with decorative st retchers. Th e
const ructio n is frame and panel with
mort ise-and-tenon joinery th roughout. Its
purpose was to hold personal effects in th e
bedroom, and th e interiors of th e drawer
and case were divided by part itions. In th is
way,chamber tables fulfilled much th e
same pu rpose as dressing tables or lowboys
did during th e 18th century. Th e personal
nature and intricate design of th e originals
suggest th at they may have been built, and
perhaps given as gifts, to mark important
events like marriages or th e coming of age.

SEAT ING FU RN ITU RE
O ne of th e most commonly used pieces of
seat ing furniture of th e Jacobean period
was th e joint stoo l (bottom photo at left ).
Joint stoo ls are compr ised of four turned

and splayed legs joined by an apron and
st retchers, with a board top. Struc tu rally,
they have more in common with tables
th an with chairs, and when needed they
cou ld double as small tables. Joint stoo ls
were the most affordab le and common type
of seating fu rni ture of th e period . In a

household th at may have had only one or
two regular chairs, th e remaining family
members would use joint stoo ls for dining

or sit t ing near th e fire. An elongated
version of th e joint stool, called a form,
was more like a bench and could seat two
or more people. Th ere was a certa in
practicality to th e use of joint stoo ls,
conside ring both th e bulkiness of winter
clothing and th e pract ice of rearranging
th e furn iture in a room according to th e

act ivity going on th ere.
Among the more conventional chairs

were a number of standard designs.
Wainscot chairs were built with th e frame
and -panel meth od of constr uct ion. The
orna men tation of th ese chairs was
primarily surface carving of th e panels and
frame members. Turned chairs were
com prised of elements th at were all turned
on th e lath e. Thi s meth od allowed for th e
com ponen t part s to be tu rned to decorative



WAINS COT ARMCHAIR . CO NNE CTICUT. 1640 - 16 80 .

Frame-and-panel wainscot chairs are highly rectilinear
in form . As on chests, the flat panels andframe
members were decorated with shallow moldings
and carving. This Con necticut example hasturned
front legs.
(COURTESY CONNECTICUTHISTORICAL SOCIETY)

profi les,and resulted in visually interest ing
chairs. Because turned chairs are comprised
of spindles rath er th an pane ls, th ey can be
looked through as well as at . Th e beauty of
turned chairs is in th eir silhouette, while
th at of wainscot chairs is on th eir surface .
Turned chairs are sometimes categorized as
either Brewster or Carver chairs, after
William Brewster, an original chair owner,
or John Carver, th e first governo r of
Plymouth. Brewster chairs have vert ical
tu rned spindles und er the seat , whereas
Carver chairs do not . It was customary to
use a separate upholstered cushion on th e
hard seat panels ofJacobean-era chairs.

Anoth er form of chair, somet imes called
a Cro mwellian chair, is a very rect ilinear
form of joined chair.Th ese chairs appeared
in th e last quart er of th e century, well after
the others. Rath er than having inset panels,
the backs were either upholstered in fabric
or leath er, or colonnaded with vertica l
spind les. In either case, th ey are usually
without arms (to accommodate th e bulky
dress of th e day) and have a large space
between the seat and the back. The stark

TURNED GREAT CHAIR .

EASTERN MASSACHUSETTS , 1640-1680 .

This strikingarmchair, made contemporaneously with
wainscot chairs, is comprised entirely of turned
elements. Chairs of this type with vertical spindles
belowtheseat are often referred to as Brewster chairs.
(COURTESYTHE METROPOLITAN MUSEUM OF ART)

CROMWElLIAN CHAIR .

MASSACHUSETTS . 1670-1700 .

Side chairs of this rectilineardesign weremade in
quantity in Boston in the last quarter of the 17th
century. This example retains its original 'Tu rkey
work: a European imitation of Middle Eastern
upholstery fabric.
(COURTESY THE METROPOLI TAN MUSEUM OF ART)

TURNED ARMCHAIR . SOUTHEASTERN

MASSACHUSETTS . 1640-1680 .

Similar to the turned great chair, this turned armchair
(or Carver chair) from the same period hasno vertical
spindle turnings below the seat.
(COURTESYCOLONIAL WILLIAMSBURG FOUNOATlON)

SIDE CHAIR . PHILADElPHIA . 1680-1705 .

Similar in form to the Boston chairs, this Phi ladelphia
version has twist-turned stretchers andspindles, an
Englishdesign element from after the Restoration.
(COURTESYWINTERTHUR MUSEUM)
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plainn ess of some of th ese chairs belies
th eir age and associatio n with th e Jacobean
period . Exist ing examples show th at th ose
with a ew England herit age are uph olstered
in leath er or fabric with marsh-grass
stuffing and have ball-turned st retcher
and leg deta ils. An elongated version with

arms is th e basis for an early couch. An
unu pholstered Philadelphia chair from
during or after the 1680s shows th e twist
turned spindles and str etchers th at had
come into fashion in London aft er th e
Restoration (see th e bottom right photo on
p. II ). In a slightly different style, th e

Dut ch traditi on of using horizontal slats
across th e backs of turned chairs cont inued
in th e regions th at th ey populated, namel y
th e New York and New Jersey coastal areas.

BEDSTEADS
During th e 17th century, th e term "bed"
referred to th e mattress itself, and th e
bedstead was intended as both a frame for

th e rope suspension and th e bed hangings.
With the inherent cold and draft of early
houses, it was essential th at th e bed be well
off th e floor and sur rounded by cu rta ins.
Th ough none sur vive, it is know n th rough
documentary evide nce th at th ere were
frame-and-panel bedsteads with turned
posts. Anoth er type of bedstead, called a
French bed, was a light frame of a simple
style th at held th e mattress and han gings.
T his form probably evolved int o th e
common pencil-post bed of slende r
proportions in th e 18th centu ry. Examples
of a third type of bed, with low posts and
tu rned elements, are reminiscent of th e
Brewster and Carver chairs (see th e photo
at right) .

TURNED BEDSTEAD .

NEW ENGLAND . 1670-1710 .

With the exception of the rails, this bedstead is made
up of turned elements. The use of turnings and the
profiles of thespindlesareremini scent of the turned
chairs of the mid-17th century.
(COURTESY MUSEUM OF FINE ARTS. BOSTON)
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Jacobean Structure

Because it was built from stout frame
members, American Jacobean furnitu re
was ru gged enough to withstand heavy
use. As in England, oak was a favorite
wood. In New England, oak and ash were
in abundant supply, and th ey were th e
woods with wh ich most immigrant joiners
were exper ienced . Furthermore, th ese
woods were st rong and durable, and
without th e brittle characterist ics of fruit
woods. Frame members and panels were
easily split from short logs with a froe and
dr essed to final dimension s with a hand
plan e. Co mpared to sawing, thi s method
was qui ck and easy. The mortise-and-tenon
join ery and floating panel s were seemingly
imp ervious to th e ravages of clim at ic
ext remes and consta nt use.

Relatively few tools were requ ired to
make th e st ructura l elements ofJacobean
furniture. Joiners, as furniture makers of
th e 17th century were known, needed only

an auger, saw and chisels to make a snug
fitti ng joint . H igher levels of sophist icat ion
or decoration requ ired a more extensive
array of tools. Th ere was a certain
modularity to this kind of const ruct ion.
Th e same kind of elements that made up a
chest also made a wainscot chair or a cradle.
T he same tools and techniques were used
to make th e elements of each, but th e
dimensions were varied to fit th e piece.

Th e mort ise and tenon was a basic and
universal joint during thi s tim e, and th e
joiner's skills were employed in more th an

just fu rn iture makin g. Joiners often
doubled as housewrights, wagon builders
and general repairmen as well. Since nearly
everything was mad e out of wood and th e
joiner was th e primary tradesman of th e
medium, he often wore many hats.

Parts of furniture th at couldn't be joined

by mortise and tenon were usually nailed.
Unt il th e end of th e 18th century, nails
were hand-wrought . Th e mu ltifaceted head
gaveth em the name "rosehead." Chest



17th-Century Drawer Constru ction

Drawerparts
needed to be
substantial enough
to withstand
assembly with
hand-wrought nails.

Applied molding

Back butted to
sideand nailed

Drawer front
rabbeted for sides
and bottom

Drawer side
nailed on

Groove for runner

Drawer bottom
nailed on

bottom s and backs were often nailed in
place, as were hin ges and any other
hard ware th at was attac hed. Unti l near the
end of th e century, drawers were also nailed
together (see th e top drawin g at left) . Th e
sides were nailed to th e front and back, and
th e bottom was nailed on as well.

The standa rd method of suspe nding a
drawer in a case was to have a groove cut
along th e cente r of th e drawe r side from
front to back, which rode on two runners
nailed to th e inside of th e case. These are
known as side-hu ng drawers (see th e

bottom drawing at left). To accommoda te
th e grooves and th e nails, th e drawer part s
needed to be thick. Som e examples have
drawer parts as thi ck as I in . Since th e wood
of choice was usually oak, th e drawers were
very heavy.

The mass of th ese thi ck drawers, along
with th at of frame-and-panel construction,
did not facilita te th e building of tall or
delicate furnitu re. By its very st ruc ture,
Jacobean furniture was obliged to maintain
th e low, solid and horizontal format that
was indicative of th e style.

Side-Hung Drawer

Groove in
drawer side

Seventeent h-Cent ury
Decoration

Th e solid ity and practicality of early
Jacobean pieces did not preclud e th em
from being hand som e, decorat ive and well
prop ortioned . With a simple lath e, th e
joiner could produce turnings for table legs
and st retchers as well as chair and bed
parts, and thereby add some decorat ive
embellishment to otherwise utilitar ian
forms. The flat panels ofJacobean pieces
were also well suited to sha llow carving,
a style of decoration used widely duri ng
th e period .

T URNIN G S
Seventeenth-eentury turnings are noted for
being robust, often bord erin g on stout,
th ough some turnings of great delicacy and
refin em ent appea red as orna mentat ion on
chairs and bedsteads. Half-turn ings were
applied to chest and cup board surfaces as
an alte rnative or addit ion to carved panels.
Th e distinctive shapes of turnings
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differentiate th e work of various craftsme n
and region s, and are important details in
determining th e origin of pieces.

By th eir very nature, turnings are
in here ntly decorative. Woodturning
comprised an important subset of
wood working th at had developed as a field
in itself. In areas th at had th e population
density to support fu ll-t ime turners,
joine rs ofte n purchased th eir turnings
from th ese specia lists . While most join ers
owned lathes, economy ofte n dictated th at
repe t it ive or elabora te turnings be bou ght
fro m specialists . Throughout mu ch of
Am erican furniture history, t u rners were a
grou p separate and apart fro m joiners and
later cabinetmakers. Th e two groups
enjoyed a para llel development and th eir
paths crossed cont inua lly. Not only d id
turners supply join ers with turned
eleme nts, but th ey also developed th eir
own kinds of furniture, most ofte n chairs.
In th e Am erican Jacobean period , join ers
built th eir wainscot chai rs from square
or rectangular members with panels

inco rpo rated int o th em . Th e joine ry was
th e pegged mortise-and-tenon joint used
on a variety of pieces. Turners' chairs
were th e Brewster and Ca rver cha irs, made
ent irely of turned pieces and put together
with round turned tenon s and round

drill ed mortises.

CA RV ING

Ca rving had been an important part of
ornamentation for millennia, and, besides
turnings, was th e predominant met hod of
embellishing th e flat sur faces of fram es and
panel s. Most of th e carving on 17th-eentury
Ame rican furniture was botanical in nature
and derived from Renaissance designs. As
with most orna me nta t ion, each region had

an ident ifiable set of designs.
Th e very first Am erican chests were

stylized with scratc h or shadow moldings
(top photo at right ). Th ese shallow profiles
were literally scraped lengthwise into th e
stiles and rails to give some visua l relief to
an othe rwise plain fram e-and-panel facade.

Th e most recognizab le kind of carving
was th e shallow relief carving of pan els,

often done in conjunction with th e use of
half-turnings (bottom photo at right) . One
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CHEST WITH DRAWERS . WETHERSFIELD .

CONNECTICUT. 16 7 5-1 71 0.

This chest is attributed to Peter Blin of Wethersfield.
The design, includingtheshallow relief carving of the
sunflower and the use of half-tu rnings, is nearly
identical to several other chests attributed to him.
(COURTESYWETHERSFiElD HISTORICAL SOCIETY)

of th e most prolific practitioners of
this style was Peter Blin of Wethersfield ,
Co nnecticut, wh o was working during

th e last quarter of th e century. Blin
carved th e panels with th e sunflower (or
perh aps marigold) and tulip design th at
became a signato ry det ail of th at region .
A consum mate craftsma n, Blin planned
his carving carefully and stayed within th e
confines of th e panels. O n th e North Shore
of Massachusetts at about th e same time,
Thomas Dennis and William Searle were

CHEST. CON NECTIC UT

RIV ER VALL EY OF

MASSA CHUSETTS .

1685 -1700 .

Th is oakchest is
clearlyof frame-and
panel construction.
Like many chests of
the 17th century, its
only ornamentation is
theshallow shadow
moldings on the stiles
and rails.
(COURTESY HISTORIC

DEERFiElD)

carving in a similar way, but including more
free-Flowin g orname ntat ion, scrolls and
references to more med ieval designs. Som e
chests of coasta l New England origin have
applied geomet ric designs on th e panels and
drawer fronts, wh ich was another infl uence
of Dutch taste on th e English styles.

Som e of th e most int erestin g examples
of carved orna menta t ion come from farther
north in th e Co nnecticut River Valley,
namely th e Hadl ey, Massachusetts, area.
Alth ough th e st ruc ture of th e furniture
from thi s area was nearly th e same as
elsewh ere, its proportions were somewhat
light er and its carving was remarkable. Th e
fronts of Had ley-area chests are covered
with all sorts of fanciful carvings in very
shallow relief (see th e photo on th e facing
page). At first glance th e designs app ear to
be a whimsical kind of folk art, but th e style
is consistent among a number of pieces and
shows a high degree of sophist ication. Th e
designs include all kinds of botanical

subjects, stylized animals and figures, and
geomet rical and compass designs. The
carv ings know no bou nds and extend all
over th e front of th ese chests. Despite their
exuberance, th e carvings are arranged in an
orde rly manner and are consistent within
th eir respective frame member or panel.
O n close examination th ey are like no
othe r kind of carving, and, despit e th eir

magnificence, th e observer cannot help but
wonder how th eir creato rs were inspired .



CHEST OVER ORAWER . CONNECTICUT RIVER VALLEY OF MASSACHUSETTS . 1670- 1 7 10 .

This painted Hadley chesthas thecharacteristicshallowrelief carvingof stylized botanicalelements.
Over 125origina l chests with this type of ornament exist. andnearly half of them are of this form.
(COURTESYYALE UNIVERSITY ART GALLERY)

PAI NTS A N D STA I N S
Carved pieces were very often pain ted as
well. The entire spectrum was to be found
highlighting th e carvings or coloring th e
ground between raised portions. Deep reds,
blues, greens and ivory are frequently seen
colors on surviving examples. While it
was to be anot her two centur ies before
commercially prod uced pain ts were
available, a number of naturally occurring
pigments could be ground with linseed oil
from flax seed to make a very good paint.
Some of thes e pigments were available
locally, and others were imported. In urban
areas th ere was enough of a demand for
paint and decoration to support a separate
profession by the end of th e centur y.

It is not known for certain wha t kind of
stains (if any) were used in 17t h-century

America. Based on the sophistication of the
furniture, it is probable th at t he bui lders of
the period wou ld have used some kind of

tinted wash to impart at least an even ton e
if not darken th e wood . Any number of
plant materials , like bark , roots or nut
shells, could be boiled in water to ext ract
th eir dye. Throughout th e 18th century ,
wate r-based dyes cont inued to be amo ng
th e formu lae for colorants.

Any colorants were likely sealed int o th e

wood with a top coat of boiled linseed oil or
wax. Both linseed oil and beeswax were
readily availab le, and th ey could be applied
alone or in success ion to give a protective
finish with a nice luster. Both material s are
rubbed in and buffed off, making th em
very easy to apply. With eit he r fini sh, th e
oxidation of th e sur face deepened th e color

of the wood in time. Almond and walnut
oil were also used as furniture fini shes in
early Am erica. It has been suggested th at
som e of these pieces were not originally
fin ished , and that th eir present surface is a
result of centu ries of use. This seems highly

unlikely, since raw wood quickly becom es
dirty wh en handl ed, and it is even more
imp robable th at a piece would be handl ed
all over to give it th e pat ina we see today.
Th e or iginal makers were t rained and
skilled craftspeo ple, and applying an oil or
wax finish would have protected and
enhanced th eir work. (For more on period
finishes, see Chapte r 12.)

Th e spirited decoration of 17th-century

American furniture, whi le seemi ngly in
cont rast to th e strict mo ral valu es of a
Puritan society, was a holdover from th e

Renaissance and th e ju bilance of
Elizabethan England. While th ere was sin
in public overindulgence, th ere was no
limit in indulging in fanc ifully decorated
furnitu re. Own ing a highly decorated piece
was a way of showing one's wealth or
imp ort ance in society, since most house
holds had few pieces of furn itu re and th e
forms of th e pieces were fairly uniform.
Th e Purit ans did not frown on success, and
th e deco rat ive arts were a measure of it .
According to Puritan ethics, materi al
success could be cons idered a reflection of
one's goodness in th e eyes of God. As a
pract ical point, at a t ime when most peop le
had relati vely few possessions and hou ses
were poorly lit, it seems natural th at
brilli ant colors and extensive carvings

would be in fashion. Ju st as spinning and
weaving were winter work for wom en ,
elabo rate carving and painting were likely
ind oor pastimes for men, especially in
isolated rural areas. Many of th e pieces of
th e pe riod show evidence th at th ey were
carved afte r th ey were built, suggest ing th at
th e decorati ve work was taken up wh en
th ere was time for it.

Historians all too ofte n atte mpt to find
serious reasons for every aspect of early
Am erican life, as if th ese were dour sou ls
who needed a solid reason for every act ion.
Like all people th ey cou ld appreciate a bold
des ign and some bright colors. After all,
th ese designs were rooted in th eir recent
English history, and th e long New England

winters called for something to bright en
th em up . To deny th ese people th eir
spontaneity robs th eir su rviving work of
some of th e creat ivity and indi vidu alism
th at is inh erent in any hand craft .
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2
The Century of Cabinetmaking Begins

THE WILLIAM AND MARY PERIOD

h e many influ ences th at converged in
England after th e Restorat ion of Charles II
combined to form a new style th at began a
century of rapidly changing furniture
design. Th e new style was uniquely English,
but American craftsmen add ed th eir own
refinements of design and prop ortion, based
on th e tastes and needs of th e flourishin g
colonies.Th e American int erpretation of
th e English designs imbued th em with a
distin ctive spirit that was to cont inue as a

hallmark of Ameri can design.

Foreign Influences and
Baroque Ideals
With th e ascend ancy of William and Mary
in 1689, th e Dutch influences th at had
arr ived in England with th e return of
Charles II were further reinforced. Both th e
Dutch and Portuguese were tr ading
exte nsively with th e Ori ent, and th eir tastes
were colored by cu ltu res far different from
th eir own.

Cabinetmakers to th e cou rt were
instru menta l in incorporatin g th e new
foreign influ ences and helping to synthesize
a new style. O ne of th e leading cabinet

makers of th e day was Gerreit Jensen, a
craftsman of Flemi sh and Dutch origin who

16

(1690-1725)

was a cabinetmaker to th e Crown from
1680to 1715. He was skilled in marquetry
and lacquerwork and worked under
Charles II, James II, William and Mary and
Qu een Anne. His skill and versat ility were
instrumental in keeping th e royal famili es
supplied with furniture of th e latest tastes.
An influenti al craftsman best known for his

The Tea-Table isan
engraving byan
unknown English artist
published in London
about 1710. In addition
to showing cane-back
chairs anda gateleg
drop-leaftable in the
William and Mary style,
it documents the
relationship between
increasing prosperity
and leisure timeand
the growing importance
of furniture as the
centerpiece of social
gatherings.
(COURTESY BRITISH MUSEUM,

LONDON, ENGLAND)

carving techn ique was Grinling Gibbons
( 1648- 1720). Gibbons was born in

Rotterdam but had moved to England
shortly after th e Restoration. He is known
for his deep, airy and fluid style of carving
of both architectura l details and furniture.
His style perm eated Late Jacobean
ornament, and set a standa rd in carved
design that continued into th e William and

Mary style.



Th e revocation of th e Edict of Nantes in
1685 led many French Hu guenot craftsmen
to flee France for other European count ries
and America. On e of th ese French
Protestants was Daniel Marot (1662 -1752).
Marot was an architect and a designer of
both furniture and ornament . He fled to
Holland and th en came to England with
William III. Marot served as King William 's

architect before return ing to Holland in
1698. He brought with him a decidedly
French taste in th e style of Loui s XIV,
and int rodu ced some details th at were to

become synonymous with th e William and
Mary style. Amo ng th ese are cross
stre tchers and th e turned leg in th e trumpet
and inverted cup shape.

THE BAROQUE STYLE
Apart from th e stylist ic influences
brou ght to England by trade, monarchs
or th eir spouses, and foreign craftsmen,
th e emerging designs were also th e
manifestation of th e Baroqu e style. Th e
Baroque is a term th at is used to describe
th e artist ic style prevalent in Europe from
about 1600 th rough 1750. It spread
northward from Rom e and did not come
into vogue in England until after th e
Restoration . While Renaissance design was
refined but stat ic, th e Baroqu e was

intend ed to be dynami c. In addition, work
was to be done with a flourish and every
thing was to app ear effortless. Th ere is an
increased sense of dr ama and flair in th e
fu rniture designs of th e per iod , in keeping
with th e Baroque idea that art ists and
scientists were, according to art historian
Helen Gardner, "brilliant performers" and
"virtuosi proud of th eir technique and
capable of asto nishing quantities of work."

Th e difference is evide nt wh en comparing
th e solid, rectangular forms of th e best
Renaissance-inspired Jacobean style with
the complexity and bold undertaking of
William and Mary designs.

Furn iture met th e Baroqu e ideals by
becoming more vertical and more orna te .

By Baroqu e sta ndards, one of th e best ways
to create an impressive piece of furniture
was to make it tall. Cour t furniture makers
were bu ilding taller and taller pieces to fill
the increasingly caverno us int eriors of

palaces th at were being built at Versailles
and elsewhere. Chests becam e nearly
square and were full of drawers. Som e
chests were placed on top of stands (see
th e ph oto above). Chairs became tall er and
were crowned with orn ate carved designs.

In addition , case pieces were given the
flourish of elaborate moldings at top and
bottom. Legs becam e excuses for showing
off dramatic turnings. Apron s and
st retc he rs becam e decorative as well as
functional , and wildly grained veneers were
everywhere. Th ose of th e old school mu st
have shaken th eir heads in disb elief.

CAB IN ET-O N-STAN 0 ,

ANTWERP , FLANDERS .

1680-1690 .

The ancestry of the
English and American
highchest is evident in
this pieceof late-17th
century Flemish court
furniture,
(COURTESY TOLEDO MUSEUM

OF ART)

At th e same time th at Baroqu e design
was encouraging dr amatic results,
Enlighte nme nt ideals were demanding logic
and ord er. Th e two were not at odds in th e
William and Mary designs, and in fact th ey
merged nicely.Th e new sty le was a very
orde rly display of dr am a. Pieces were
designed to be impressive, and part of th is
was in th e logical arrangem ent of th eir
component parts and th e great attent ion
paid to sym met ry and order. In subtle ways,
th e vertical mass of th ese pieces was made
apparent. Feet and bases were designed to
show that th ey carried weight. It was as if
Enlight enment logic sought to make it
evident that designers went to great length s
to achieve Baroqu e dr am a.
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THE USE OF
STYLE NAMES

A s with most styles, it is
impossible to trace th e

lineage of th e emerging design of
furn iture, wh ich would come to
be known as th e William and
Mary style, to anyone place or
person. It is instead th e sum of
many global influences and th e
willin gness of th e enlightened
English aristocracy to embrace
them. Th e William and Mary
nam e is a modern one, and like
th e nam es of other periods, it is
not ent irely accurate. In England
th e style had started to develop
under Charles II, in th e so-called
Carolean period, and th e
prevailing tastes during his reign
actually had more to do with th e

fundamental development of
the style than th e influences
brou ght by William and Mary' s
ascension nearly 30 years later.

As with all other furniture
periods named after royalty, th e

monarchs were usually gone by
th e time th e styles becam e
popular in Am erica. William

and Mary's joint rule ended
with her death in 1694, and
William III ruled alone until
1702, just as the style was
emerging as an important tr end
in Am erican design. Like most
emerging styles, what we now
call the William and Mary
period in retrospect was simply
called th e "new furniture" or
th e "latest English style" in its

day. In American furniture, the
William and Mary style first
appeared toward the end of the
17th century and dominated th e
first quarter of th e 18th centu ry,
roughly from 1690 to 1725.

18 C II A P T E R TW O

The Convergence of
Design and Technique
Some detail s of the William and Mary style
can be traced to specific origins. Spanish
feet, delicate turnings and th e colonnaded
bases of high chests were Moorish in nature,
and ind icate the influence of England's
connect ions with Portugal. Scrolled legs,
trumpet and ball turnings, and inverted
cup-shaped turnings used for legs can be
traced directly to Dutch and earlier French
designs. Distant tr ading partners like
Afri ca, India, Ceylon and China inspired

th e use of exot ic burl ed and figured veneers
on th e faces of pieces. Decorative brass
hardware such as drawer pull s and
escutcheo ns, inspired by th e Orient, added
a new element of design to fun ct ionality.

TH E DOVE TA IL JO INT
Th e single most important cont ribut ion
that enabled th e development of th e

William and Mary style was th e increased
use of th e dovetail joint. Dovetail joints
made it possible to join two thin pieces of
wood at right angles by cutting interlocking
triangular elements int o th eir ends.
Dovetail joinery had been used by th e
ancient Egypti ans, and occasionally by
Renai ssance craftsmen, but it wasn't until

CH EST· ON· STAN O.

PROBABLY BOSTON ,

ABO UT 1700 .

Standing less than 3 ft.
tall, this chest-en-stand
is amongthe few pieces
of American furniture
built with frame-and
panel construction that
roseabove the horizontal
Jacobean format.
(COURTESYMUSEUM OF ART,

RHODE ISLAND SCHOOL OF

DESIGN)

th e 17th century th at its use formed th e
basis for a whole system of st ructure.

Th e dovetail enabled drawers to be built
of very thin wood, because th ey no longer
needed to be nailed togeth er. Case pieces
could be dovetailed togeth er as well,
superseding the fram e-and-panel method
that had been th e basis for Jacobean pieces.
Th e lighter const ruction facilitated by thi s
joint enabled chests to be taller and allowed
for th e design trend s th at were synonymous
with th e Baroque.

Dovetails had sta rted to show up in
Am erican furn iture long before th e
William and Mary style arrived in America.
Toward th e end of th e 17th century,
dovetail ed drawers were becoming more
frequent in frame-and-panel cases. At first
th e doveta ils were large and crude, perhaps
only one or two on a drawer corner, but as
time progressed th ey became smaller and
more closely spaced and th e drawer part s
became thinner. Whil e it is t rue th at
William and Mary designs would not have
been possible without th e advent of
dovetail joinery, furniture makers did not
seem to be at an impasse for want of bett er
joinery.With th e except ion of a handful of
late-17th-eentury pieces made with long
legs or stands (see th e photo below), th ere



are no existing pieces tha t indicate a
conscious effort to move to a more verti cal
format while using frame-and-panel

constructio n. Dovetails were one of th e
many innovations in techn ique and design
that converged at th e t ime and enabled th e
developm ent of th e William and Mary style
as we know it today.

The William and Mary
Style in America
Since th e first settlers had arr ived in New
England in 1620, th ere had been a consta nt
influx of new craftsme n and new ideas in
design from overseas, primarily from
England. It stands to reason that th e major
seaports would have been th e first to receive
new trend s, and that th e new fashions
would work th eir way inland over time. Th e
local tastes, skills and available materials
would alter th e puri ty of th e imported
design as the style found acceptance farther
inland from th e coast . As th e 17t h centur y
was draw ing to a close, the most impo rta nt
poin ts of ent ry for new furniture designs
were Boston, New York and Philadelphi a.
Through th ose bustling ports were coming
a new sense of design and a new approach
to furniture making.

Just as England was ready to embrace
new designs following th e Restorat ion of
Charles II, so was New England ready to
accept th e William and Mary style some 30
years later. Th e tid e of th e Great Migration
had been stemmed in th e 1640s with th e
outbreak of war between th e forces of th e
Crown and th ose of th e Puritans and
nonconformists. New Englanders found

th emselves somewhat isolated, without
frequent infusions of new ideas and
struggling to hold onto Pur itan ideals while
becoming increasingly prosp erous. Th ey
held onto fashions and mann ers that had
long since passed ou t of style in England.
As late as 1689 an English visito r wrote
that th ey were "very home-bred " and

"exceedingly wedded in th eir own way."
As their prosper ity and commerce
increased, however, so did th eir appet ite
for new fashions.

Th e acceptance of William and Mary
furn iture in Ame rica was based on an
Ame rican desire to remain stylist ically
compet it ive with England. By th e last two
decades of th e 17th cen tu ry, travelers
between lew England and England were
primar ily engaged in govern ment or
private bu siness. The colonies had becom e
stable tradin g partners and were enjoying

a prosperity of their own making.
Government officials and merchants were
in frequ ent contact with London, and
anything unavailable in Am erica cou ld
easily be imported. To the most affluent
colonists, th e latest and most stylish
designs in furnitu re and ot her goods were
readily available.

By 1700, th e William and Mary styles

had captured th e imaginati on of style
conscious bu yers in th e major American
seaport cities . Am erican furniture makers,
quick to capita lize on th eir afflue nt
customers' desire to keep pace with both
London and th eir neighbors, took up th e
new style wh oleheart edly. Human nature
dictates th at when one successfu l family

received new furniture, othe rs would soon
follow. "Equal or Sup erior to th e Most
Fashionable London Styles," or a variati on

thereof was a phrase that was found in the
advertisements and labels of American
furniture makers for another hu ndred years.

CHES T OV ER DRAW ERS ,

NEW ENGLAND .

17 00-1735 .

This chestshows the
near-square proportions
of William and Mary
chests with double-arch
moldings and ball feet.
This example is actually
a chest over twodrawers
built to looklike a more
up-to-date four-d rawer
chest.
(COURTESY YALE UNIVERSITY

ART GALLERY)

William and Mary Forms

Because of th e changes in st ructure bro ught
about by th e use of th e dovet ail joint,
William and Mary pieces were able to take
on forms th at were not possible with earlier
fram e-and-panel const ruct ion. Generally,
th e use of th e dovetail joint allowed for
several levels of drawers to be stacke d in one

case, and for cases to be tall or placed up on
stands. Seating furniture, whil e not affected

by th e new methods of const ruct ion,
followed th e Baroque trend for greate r
height and ornamentation.

C HE STS
Th e design possibilities enabled by th e use
of th e dovetail joint gave a new impetus to
case pieces such as chests . Drawers had
proven to be very practical, and with
dovetail join ery drawers and th eir cases
could be made light and strong. Chests
evolved to include more drawers, and
chests-on-frame and tall chests continued
th e shift toward th e vertica l format .

Chests of drawers
During thi s period , chests took on nearly
square proportions (see th e ph oto above).

While th e earlier fashion of a lift-top chest
with one or two drawers undern eath

T ilE W JL L JA M & MAR Y I' E R J0 0 19



HIGH CHEST OF

DRAWERS . EASTERN

MASSACHUSE TTS ,

16 95-1 72 0 .

The earliest American
high chests used the
standard form of chests
of drawers on lowbases
with turned legs and
stretchers.
(COURTESYHISTORIC

OEERFIELO)

continued in America through the first
quarter of th e 18th century, th e coastal
style cente rs were bu ilding chests with four
drawers as early as 1670 . As with every
stylistic change, th e transition from one
period to another is best descr ibed as an
evolut ion. Th e horizontal forms evolved
into th e familiar square form, and thi s style
spread out fro m th e urban cente rs of
design. Many of th e early lSth-century
chests th at were built with drawers and lift
tops were made to look like th e more sty lish
examples with four drawers. Rectangular
legs, wh ich had been th e extension of th e
vertical corne r st iles in fram e-and-panel
const ruction, were phased out in favor of
plump turned ball feet . Simple, bold
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moldings graced th e top and bott om of
the case, adding definiti on and flair. Half
rou nd moldi ngs on th e case front, either
alone or in pairs and called arch or dou ble
arch moldings, sur rounded the plain
drawer fro nts.

High ches ts
By placing a chest of drawers on a stand, a
new form of furniture came to America in
th e early 18th century.Th e high chest (or
highboy as it came to be known in the late
1800s) was a form that had been known in
late Renaissan ce Europe (see th e photo on
p. (7) and had come into fashion after the
Restoration in England. American high

HIGH CHEST OF DRAWERS ,

MASSACHUSETTS , 1700-1 725 .

In its most developed form. the proportions of the
William and Mary high chestbecame more refined
and better expressed the Baroque ideals of height
and order.
(COURTESYMUSEUM OF FINE ARTS, BOSTON)

chests, first seen about 1700, were init ially
littl e more th an chests standing on bases
with turned legs, st retchers and perhaps
one wide drawer (photo at left above). Early
bases show legs that were twist-turned, sawn
from flat stock in the shape of Flemish
scrolls or turned in familiar inverted-cup or
trumpet-shaped profiles. As the style
developed, th e design of th e chest and th e
base became more integrated and th e
proportion s of th e piece as a whole became
more refined (photo at right above). As with
any other chest, th e high chest was intended
for th e sto rageofclothing or linens.

High chests were th e most impressive
pieces of furni ture in th eir day, as the

cupboard had been in the previous centur y.



As such, th e maker and his custo mer could
maximize th eir impact by building a piece
that embodied all th e maker 's talent and
exhibited his customer's good taste. Thus
high chests tend to be some of th e best
examples of William and Mary design and
techn ique and show th e full breadth of
design elements and decorative meth ods in
use at th e tim e. High chests exemplify th e
period so well th at a separate discussion of
th eir design is taken up later in thi s chapte r
(see pp. 30-32).

DESKS
Anoth er form that was new to America
during th e William and Mary period was
th e slant-front desk (photo below).
Previously, th e fun ction of desks to sto re
papers had been given to document boxes,
sometimes with sloping lids, th at were
portable and used on tabletops. The new
desk was an integration of a chest of
drawers with a slanted front th at folded
down to become a writing surface. It is
likely th at th e slant-fron t desk evolved from
a small number of bureau-eabin ets th at
were made before th e turn of th e centu ry.
Th ese pieces were cabinets of many small

BUREAU·CABINET.

PHILADELPHIA . 1707.

The case and tall-trent
writingsurface of turn-of
the-centurybureau
cabinets were forebears
of the familiar slant-front
desk.
(COURTESY COLONIAL

WilLIA MSBURG FOUNOATION)

DESK . BOSTON , 1700-1725.

Williamand Mary desks used most of thesame
ornamental andconstruction details aschests of the
period.
(COURTESYHENRY FORO MUSEUM ANO GREENFIELD VilL AGE)

compartments and drawers, fronted by a

panel that folded down to doubl e as a
writing surfa ce (ph oto above). Th e base of
th e cabinet was a case of drawers, with th e
usual William and Mar y detailing (flu sh
fitting drawers, surrounding moldin gs and
ball feet) .

Freestanding cabinets that concealed
drawers and compartments behind doors or
panels had been popular in England, but
were not practical enough to warrant
widespread use in Am erica. In th e case of
th e Am erican bureau-cabin et , th e upper
cabinet could be of a shallow depth, but
th e base needed to be as deep as a chest of
drawers for sta bility. The slanted lid proved
to be an elegant way to make th e tr ansit ion
between th e two halves. Th e subst itu tion of
a bookcase top yielded th e desk bookcase
form th at would continue to evolve th rough
th e centu ry (ph oto at right). Th e base alone,
with th e slanted lid on top and drawers
below, was able to stand on its own as a
complete piece.

DESK BOOKCASE .

CONNECTICUT OR NEW YORK . 1700-1730 .

The inclusion of a bookcase top was the beginningof
an important form that would continueto develop over
the rest of the century.
(COURTESY YALE UNIVERSITY ART GALLERY)
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DRESS ING TAB LE , MASSAC HUSET T S, 1710 - 173 5,

With bold turned legs andstretchers, dress ingtables
shared a similar structure with the bases of high
chests, This piece, which is acknowledged to be the
finest example of the form , has all the best attributes
of Wi lliamand Mary dressingtables.
(PRIVATECOLLECTION, PHOTO COURTESY

ISRAEl SACK, INC., NEW YORK)

T AB L ES
Th e William and Mary period brought a
proliferation of tables for various purposes.
Dressing tables, for use in th e bed chamber,
evolved from th e chamber table, Tea and
tavern tabl es were made in great number as
tea d rinking, card playing and other social
pastimes becam e important. Large tabl es
with drop leaves came into use and
combined ample dining sur faces with an
ease of sto rage.

Dressing tables
Dressing tables (or "lowboys," as th ey cam e

to be called in th e late 1800s) served a
funct ion similar to that of th e chamber
table of th e previou s century, in t hat t hey
were bedroom pieces th at held jewelry and
personal effects. Since th ey were usually
used in th e same room as a high chest, it is
not un common to find dressing tables and
high chests th at were mad e as a mat ching
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set. Str ucturally, dressing tables are very
sim ilar to the bases of high chests, except
for the inclusion of the tabletop.

A typical William and Mary dr essing
table has four turned legs, whereas high
chests usua lly had six. While th eir apro n
des igns are similar, dr essing tab les often
have two turned drop fini als below the
apron wh ere a high chest would have had
two front legs. It was also custo ma ry to
st rengt hen the legs by connect ing th em
with cross st retc he rs just above th e foot .

Frequ en tly a third fin ial, pointing up , is
located at the int ersect ion of th e stre tchers .

Tea or tavern tables
A number of other tab les from thi s period
survive, and they document a blossom ing of
th e form in th e early 18th century. Small,
mu ltip urpose tables with turned legs and
st retchers aboun ded . Th ese are called tea
tables or tavern tables, but, in fact, th ey

TAB L E, ESSEX CO UNTY, MA SSAC HUSETTS ,

1710-1 750 .

Small tables of va ried design proliferated in the early
part of the century. This one,with Spanish feet and
well-turned and splayed legs, is oneof themore stylish
examples.
(COURTESY IIISTORIC DEERFIElD)



were used any time a compact hori zontal
sur face was needed . Within thi s one group
there is a wide variati on of shape and deta il.
Rectan gular, oval and octagonal tops can be
found, and th e bases vary from rectilinear
form s with gentle turnings to splayed-leg
examples with deep and robust leg profiles.

Drop-leaf tables
Th e drop-leaf gateleg table reached its
zenith during th e William and Mary
period . Used primarily as a dining table, its
gatelegs swung out fro m a cent ral frame to
support two leaves (top photo at right).
Wh en not in use, th e table was easily folded
to about one-third of its fully opened width
and moved out of th e way.Th e vast
majority of gateleg tables are round or oval,
and about 4 ft . or 5 ft . long. Som e of th e
most spectacular examples of this form

appeared early in th e century. Th ey feature
robust turned legs and st retc hers th at make

th e base as visually interestin g as any other
piece of William and Mary furniture.

Anoth er type of drop-l eaf table used
foldin g wings to swing out in su pport of th e
leaves (bottom photo at right ). This variety
is generally known as a butterfl y tabl e.
Without th e fully swinging leg, th ese tabl es
were not as stable as gatelegs, and thus were

usually somewhat smaller. Both butterfl y
and gateleg tables often have d rawers in
th e end of th eir bases. Drop-leaf tables, in
one form or another, remained in use
th roughout th e enti re 18th century. Th eir
flexibility and functionality were well
suited to th e demand s of space and utility
to which life at th at time subjected th em .

SEATING FURNI TURE
In keeping with Baroqu e ideals and th e
practical considerations of comfort, seating
furniture took on a distin ctive William and
Mary style. Chairs continued th e th em e of a
vertical format and were orna me nted in a
more fluid style th an th eir predecessors.
Fully upholstered easy chairs, most ofte n
used by th e aged or infirm, came into

widespread use. Co uches, based up on th e
prevailing designs of chairs, served as
furn iture for both sitt ing and reclining.

DI NIN G TABLE. BOST ON AREA . 1715 -1735 .

The drop-leafdiningtable was a form that was to continuefor most of the centu ry.
Wi lliam and Mary drop-leaf tables have bold turnings and stretchers and often
include a drawer at oneend.
(COURTESYMUSEUM OF ART, RHODE ISLAND SCHOOL OF DESIGN)

TA BL E. CON N ECT I CUT. AFTE R 171 0.

Butterfly tablesweresmall drop-leaf tables, usually with splayed legs for increased
stability,which featured hinged wingsto support the leaves.
(COURTESYWADSWOR TH ATHENEUM. HARTFORD)

T H E w I L L I A 1'.1 & 1'.1 A R Y I' E R IO 0 23



C hai rs
Although chairs were not subject to mu ch
st ructural change, th ey underwent a

t ransformation to conform to th e Baroqu e
ideals of th e day and embody many of th e
impo rta nt elements of William and Mary
design. Dramatically turned legs and
stre tchers were inco rporated along with
gracefully curved arms with scrolled ends
(photo at left below). In comparison to
Jacobean forms, th ese chairs were mu ch
taller, someti mes more th an 4 ft. tall.
T he backs of th e chairs, whil e still stra ight,
were slanted back from th e vertical at a
not iceable angle (no doubt a small
concession to th ose who had to sit in th em).

Th e backs consisted of two vertical st iles,
cont inuat ions of th e back legs, with either
vert ical bani sters or a nar row panel of
can ing or leath er upholstery. Th e crowning
of any of th ese chairs was a tall and
elabora tely carved crest rail. Th ese rails,
while taking many forms, carry th e eye

ARMCHAI R. COA ST AL N EW ENG LAND ( PROBA BLY

MASSACHUSETTS). 1700-1720.

The dynamic flourishof Baroque ornament is
evident in the turnings, arms and crest rail of this
Massachusetts-area banister-back chair. The canted
back provided a great improvement in comfort over
earlier chairs.
(COURTESYMUSEUM OF FINE ARTS. BOSTON)
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upward and emphasize th e height of th e
chair. Most crest rails are about half as tall
as th ey are wid e, and rise to an apex in th e
cente r (see th e photo on p. 28 ). In th e

Philadelphia area, arched crest rails over
vert ical banisters were in favor. In New
England, th e designs were based on Flemi sh
scrolls, and th e rails were pierced and
deeply carved. As if to counte rbalance th e
orna te crest rails, carved Spani sh feet were
usually used on th e front legs of th e best
New England chairs.

A subset of th e chairs of th e period are
those with caned back pan els and seats
(cen ter photo below). Caning was quite

fashionab le in London at th e start of th e
18t h century, and th e style found its way
to Boston shortly thereaft er with th e
imp ortation of some English chairs. Rath er
th an caning th e ent ire back of th e chair,
Am erican craftsmen built a vert ical frame
insid e th e rear posts and caned th at. Thi s
left tall narrow spaces on either side of th e

SIDE CHA IR . BOSTON . 1710- 1725 .

Imported English chairs withcaned seats and backs
were fashionable at the turn of thecentury,which
spurred Boston chair makers to adopt the style for their
own useover the next two decades.
(COURTESYHISTORIC DEERFIELD)

caning, and allowed th e rear posts to be
turned. Th e arrangement as a whole
emphasizes th e vert ical bett er th an some of
th e English imports, and creates an effective
con t rast of solids and voids th at lends the
design a lively vigor. Th ese caned chairs date
from th e first quart er of th e century.

Another important subset of William
and Mary chairs is a leath er-upholstered
design th at is called a Boston chair (photo at
right below). Th ese chairs were in vogue
sta rt ing about 1715 and were made for
about another 35 years. Boston chairs used
turned front legs and stretchers, Spanish

feet and verti cal prop orti ons like other
chairs, bu t th e narrow back panel and seat
were uph olstered in leath er fastened with
decorative round-headed brass tacks. At th e
tim e, leath er was less expensive th an either
cane or fabric. In its most common form,
th e crest rail is of a simple cyma-eurve
shape, rising to a flat plateau at th e center,
th ough variat ions exist. The rear posts are

SIDE CHA IR . BOSTON . 1720-1750 .

'Bostonchairs,' upholstered in leather, were made in
quantity for sale outside of New England. Their cyrna
shaped rear stile and back shape were innovative and
foreshadowed the later evolutionof chair design.
(COURTESYCOLDNIAL WILLIAMSBURG FOUNDATION)



flat faced with beading at either side, a
profile th at carries th rou gh th e crest .

Boston chairs are important for two
reasons. First , when viewed from th e side,
th e back of th e chair has th e shape of a
gentle S or cyma curve, making th e cha ir
actually comfortable to sit in. In literature
of th e period, th ese chai rs are ofte n called
crooked-back chairs. Stylistically, th ey were
a great departure from th e stra ight-backed
chairs th at had preceded th em . Rath er th an
being turned on a lath e, th e cur ved
elements could only be shaped and molded
by hand from solid mate rial. As a result,
even leath er crooked-back chairs were three
or four times more expe nsive than commo n
ban ister backs. Second, thi s design was a
foreru nner of th e Qu een Anne style in th e
second quart er of th e centu ry.

Boston chairs were made in great
numbers and exported to New York and
Philadelphi a, mu ch to th e chagrin of th e
indigenous furn iture makers. In both th ose
cities, resident craftsme n were forced to
compete with th e Boston imports by
offering lower prices or better style, but th e
imports continued to do well. T his example
demonstrates th e exte nt of int ercoloni al
commerce in existe nce early in th e 18th
century, completely debunking th e idea

that furnit ure makin g was a relaxed
bu siness cate ring to a local clientele. In th e
urban areas it was as mu ch of a large-scale
business as any other, and its owners sought

to capture as mu ch of th e market sha re as
possible. Business conce rns were very mu ch
a part of th e trade.

Upholstered pieces
Fully upholstered easy chairs, known today
as win g chairs, also made th eir debut in th e
William and Mary period. These were th e
first pieces of seat ing fu rn itu re to be

enveloped in permanently attac hed
upholstery. Like other pieces of th e per iod ,
th ey employ bold turnings as st retche rs and
front legs, and th ey have Spani sh feet . The
known original examples have hori zontal
ar m rolls at th e arms and vert ical rolls over
th e front legs. Th e ends of th e two rolls are
connected by a sweeping curve (ph oto at
right) . The folkloric explanat ion for th e
wings is th at th ey were protection from
draft s, which seems plausible enough. Th e
origina l upholstery padding is known to
have been quite full, and th e seat cushions
were thi ck and fu ll of down , in keeping
with a long history of th ick cushio ns for
unu pholstered chairs. Springs were not
used during the 18th century, and

COUCH . BOSTON AREA . 1710-1730 .

Couchesarestylistically linked to the chairs of the
period and sharemany similarities in their backs and
turnings. The back of this example is hinged for
reclining.
(COURTESYMUSEUM OF FINE ARTS. BOSTON)

EASY CHAIR. BOSTON. 1710 -172 5.

Fu lly upholstered easychairs first appeared in the
William and Mary period. The upholstery on this chair
is an accurate reconstruction of the appearanceof the
original. The seat cushion is thick because springs
werenot used in 18th-century upholstered pieces.
(COURTESY MUSEUM OF FINE ARTS. BOSTON)

upholstered pieces were dependen t on
stretc hed webb ing or fabri c and a variety of
stuffings for comfort and support. Pecu liar
to the period is th e shaped and upholstered
front rail. Text iles were exp ensive in the
18th cen tury, and thus easy cha irs
represented a consid erable investment .
Th ey are known to have been bedroom
pieces at the t ime, and were not used in th e
main room of th e house.

Couches, today known as daybeds,

are a variat ion on William and Mary chair
designs. They have most of th e same design
elem ents as un upholstered chairs of the
period , but have dr amati cally differen t
proportion s. Their backs are shorter, and
th e seats can be more than 5 ft . long (ph oto
at left) . The stuffed cushions are separate .
Co uches were made for reclining, and the
backs are freq uently hinged and adjustable
to any angle. The extra length necessitated
as many as eight legs and a host of turned

st retc he rs to conn ect th em.
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Dovetailed Case Construction

Drawer
dividers
dovetailed
into front
of case

On lowcases, top-case dovetails
can be covered by moldings.

William and Mary
Structu re
Th e st ructure th at is th e basis for William
and Mary pieces revolutioni zed th e way
furn iture was to be built for th e rest of th e

18th century and beyond. As discussed
earlier, th e dovetail joint had rendered the
frame-and-panel method of const ruct ion
obsolete. T he light ness of drawers and cases
afforded by dovetai l joinery allowed for th e
more vertical forms of th e William and

Mary period.

CA SE C ON ST RUC T IO N
The cases of chests, including th e upper
half of high chests and desks, shared similar
str uctures. In each of th ese examples, th e
cases consisted of two sides, a top and a
botto m. Th e beginnings of th ese cases
resembled a vert ical box without a front or
back. Rath er th an being a panel set inside a
frame, each of th e parts was one wid e board
or two glued side to side. They were join ed
to each other at th e corne rs by a row of
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Through or half
blinddovetails at
top of case

Through or half
blind sliding
dovetails

Through
dovetai ls

dovetail joints, as shown in th e drawing
above. Since th e grain ran along th e length
of each piece, th ey all expanded and
cont racted in uni son with changes in
humidity.T he resultin g case was very light ,
strong and easily built.

Drawer dividers were let into the front of
the case with sliding dovetail joints th at
often extended through th e sides to the
ou tside of th e case. Runners to support the
drawers were nailed to th e inside of the case
behi nd th e divide rs, sometimes in shallow
dado es to hold them in position. The back
of th e case consisted of thin boards of
secondary wood nailed int o rabbets in the

back of th e case. Th e moldings at the top
and bottom were nailed in place on th e sides
and front. Ball feet , if th ey were included,
were fastened with a round tenon, turned as

part of th e foot, glued and inserted into a
hole drill ed int o th e case bottom .

The use of attac hed parts, like moldin gs
and feet , seems to reflect an increased
acceptance of glue and nails, which were no
doubt more readi ly available and of better
quality than th ey had been in th e previous

centu ry. In Jacobean forms, both moldin gs
and feet tend ed to be built int o th e
st ructure of th e piece, which limit ed th eir
use as visually important components of
th e overall design.

Th e cases of dressing tables and high
chest bases were structurally similar but
differed from th ose of chest and desk cases.
In th ese cases, th e grain ran horizontally
on th e four pieces th at comprised th e sides,
front and back (see th e top drawing on
p. 140). Th e pieces were dovetailed at all
four corne rs, with th e row of dovetails
running vertically. Th e bare case was

essentially a horizon ta l box with no top or
bottom. Like chest cases, the components
expanded and contrac ted together,
allowing th e joinery to reta in its int egrity.
For aesth etic reasons, the dovetails were
usually half-blind, tha t is, th ey did not
extend through th e case sides. Runn ers and
guides for drawers were mortised into th e
front and back. As with other case pieces,
horizontal and vert ical drawer dividers

were dovetailed in place.
Thi s light case const ruct ion did not

provide a convenient place to attach th e
turned legs used on dressing tables and
high chests. Therefore, large blocks were
glued inside th e corne rs of th e cases, which
were th en bored to receive th e tenons of
th e turnings. Since th e legs were not an
int egral part of th e case, and since William
and Mary turnings were very thin in some
places, flat stretchers connect ing th e legs,
just above the feet, were structura lly
necessary.

DRAWER CONSTRUCTION
Drawer construct ion saw a great evolution
during the William and Mary period. At
th e beginning of th e 18th century, drawer
components were thi ck, heavy and joined
by a few large dovetails. Th e drawer
bottoms were nailed in place. By 1725 , th e
components were light , thin and elegantly
joined by a series of finer dovetails. Drawer
bottoms were glued and nailed int o a
rabbeted drawer, or slid into grooves from
th e back. Drawer development was a
microcosm of const ruction techniques as



Drawer Constructio n

Groove in drawer front
hidden bydovetail

Drawer side

Groove in sides
and front to receive

drawer bottom

Back view

Drawer back

Drawer bottom

Turnings were important decorati ve focal
points for many case pieces and offered a
simple and effect ive method of orna me nt
for a variety of other pieces. Moldings,
previously int egral to fram e-and -panel
construct ion, were now add ed to dovetailed
cases, offering a new flexibility in th eir

design and placem ent.

F IGU RE D VENEE R S
Figured veneers were th e primary surfa ce
decoration of th e per iod . Th e use of veneers
superseded th e Jacobean penchant for
intricate but sha llow surface carving on th e
front face of case pieces. Th e very word
"venee r" has becom e a pejorative term from
its use in the late 19th and 20th centu ries.
It impli es a thin layer of high-quality
material over a base of inferior qu ality, and
it earne d a poor connota tio n wh en it was
used for th at purpose.

a whole. It represent ed th e introduct ion of
a new method of joinery and th e evolu tion
th at ensued to optimize the detail s of th e
new furniture forms.

TABLES AND C HA I R S
Tables and chairs cont inued to be made
with mor tise-and-tenon const ruct ion, since
most were comprised of turned or narrow
elements. With the notable except ion of
dressing tables, tab le aprons were tenoned
into th e legs. Like the turnings on case
pieces, th e legs requ ired st retchers to t ie
th em together. On chairs and tables, these
stretchers were usually turned to famili ar
William and Mary profil es and tenoned
into leg mortises.

Decorative Elements
The decorative details of William and Mary
designs fall into three main categories: the
use of figured veneers, deep carving and
dramatic turnings. Figured veneers allowed
the cabinetmakers of th e period to achieve
striking surfaces but necessitated th e use of
varnishes to protect and enhance th e wood.
Carving, in the manner of Gibbons, becam e

an important embellishment for chairs.

HIGH CHEST OF

ORAWERS .

N EW ENGLAND .

PROBABLY

MASSACHUSETTS,

1700 - 1725 .

The highly figured veneer
of this piece is its most
importantdecorative
element. To extend the
effect, the cabinetmaker
simulated the figured
pattern with paint on the
turned legs of the base.
(COURTESY WINTERTHUR

MUSEUM!
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In th e case of William and Mary
originals, th e use of veneer has no negat ive
imp lications . Veneering a piece was a labor
intensive process requiring hard-to-find
materia ls, but it gavea high level of
sophist icated decorat ion to a piece. There
are some st rictly pract ical reasons for
applying figu red wood as a veneer. Burled or
figured wood is not easy to come by, and by
sawing it into thin sheets, th e yield of well
figure d wood is increased . Because of its
swirling grain, it lacks st rength for
st ructu ral pur poses and would be nearly
impossible to work with in solid form.
Sawing highly figured wood int o veneer is
th e only practical way to use it, and since it
is app lied to th e sur face, th e joinery and
st ructural work can be done in more easily
worked material, like pin e or mapl e.

Consecutive sheets of veneer have nearly
iden tica l grain, and th ey can be opened and
applied to a surface to give a perfectly
sym met rical, or book matched , grain. This
kind of symmet ry was imp ortant to
William and Mary design and exemplified
the logic and order that accompanied
Enlightenment ideals. It is not un common
to see four or even eight bookm atched
veneers across a drawer front, divid ing it
evenly into identical, symmet rically grained
sect ions. T his pattern was repeated on every
dr awer and on th e front of th e case itself.
Four sect ions of veneer, sym met rical about
the cente r point, were used to decorate
larger areas like desk lids and dr essing-table
tops. In most examples, veneered panel s

and drawer fronts are fram ed with a bord er
of cont rast ing veneer-often a herringbone
bord er consist ing of two veneer st rips cut at
45 0 to th e orientat ion of th e grain. A cross
banding, a st rip cut at 90 0 to th e grain, was
somet imes used in conju nct ion with th e
herringbone inlay.

Th e veneers of th e period were mu ch
thicker than modern veneers- as mu ch as
l/ S in. thick. Th ey were sawn from a solid
block of figur ed stoc k with a fram e saw, and
I/ S in. was probably about as thin a veneer as
that method would allow. Th e subst rate to
which th e veneer was to be applied was

prepared by rou ghening its surface with a
finely toothed plane to imp rove th e
adhesion of th e glue. Th e veneers were
glued in place with a hid e glue, and held in
place until th e glue cure d. Documentary
evide nce from th e period shows th at th e
venee rs were held in place by weight s or
clamped between board s. (For more on
period veneering, see Chapter 10.)

These highly figur ed pieces required a

fini sh that would enhance th e grain, protect
th e wood and impart a nice luster to th e
su rface better than th e oils and waxes of th e
previous century. William and Mary pieces
required th e use of varn ishes, which at th e
time enco mpassed all kinds of clear, hard
fini shes. Like many aspects of William and
Mary furniture, th e raw materials for th ese
finishes carne from extensive foreign trade.
There were a number of different tree
resin s from Africa and th e O rient that

could be dissolved in alcohol (distilled from
wine) or sometimes oil, to make a hard,
glossy fin ish. It was long th ought th at
shellac, refined from th e deposits of th e
Asian lac insect and dissolved in alcohol,

was th e primary 18th-eentury finish.
Recent analysis has disproven th is, however,

and shellac did not corne into widespread
use until th e next centur y. A number of
othe r resins, prin cipally sandarac, were
soluble in alcohol and no doubt were
similar in application and appearance.
An oth er resin, copal, was soluble in hot oil.
Although it was more difficult to prepare, it

is known to have been used th roughout th e
centur y, but especially after 1776 when th e
formula and procedure for making it were
published. (For more on period varnish
resins, see Appendix IIIon p. 296.)

CARVING
Carving took on a new sense of pur pose
during th e William and Mary period . Th e
primary focus of th e carver's attention was
chairs, which were well suited to thi s kind

of decorati on . Wh ereas Jacobean carving
was a thin surface treatment th at included
Renaissance and medieval botanical,
st rapwo rk and geomet ric motifs, th e
carving of William and Mary chairs was
mostly of Baroqu e Flemish design, and was
more integrated into th e form of th e piece.
Th ese carvings were deep, bold and

dr am atic. Th e carving of compone nts of
William and Mary chairs defined those
components, not just decorated th em .
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CREST-RAil DETAil .

ARMCHAIR . PROBABLY

MASSACHUSETTS .

1700-1720 .

Thebold carvingof
period chairs followed
thestandards set in
post-Restoration England
by such craftsmen as
GrinlingGibbons.
(COURTESY MUSEUM OF FINE

ARTS. BOSTON)



TABLE. CONNECTICUT. 1700-1735 .

This table has spindle turnings of simple vasiform
profile that aresymmetrical about their midpoint.
(COURTESY WAOSWORTH ATHENEUM. HARTFORO)

LEG DETAIL .

DINING TABLE .

CONNECTICUT OR

NEW YORK .

1710-1725 .

Gateleg tables and
chairs of the period
show a variety of
elements included in
more complex and
decorativeturnings.
(PRIVATE COLLECTION)

Th e crest rails of chairs were freque ntly
comprised of two or more Flemi sh scrolls, a
C-shaped scroll with volutes on either end
(see th e photo on th e facing page). Th ey

were of conside rable depth, and th e wood
was cut and pierced to silhouette th em .
Similar cut and pierced scrolled elements
were used as front st retchers on a number
of Boston examples, a detail seen on English
chairs of th e period. Th e arm s of arm chairs,
or elbow chairs as they were th en called,
were th emselves long sweeping cur ves
terminating in tight carved volutes.

Th e other carved element in chairs and
occasionally small tables was th e Spanish
foot . Spanish feet were of Portuguese origin
and were not as sculptura l as Flemish
carved details. Th ese feet are square in cross
section and have a simple flared, brushl ike
profile. Th e only carving on th em is a few
simple flutes shaped to follow th eir curve.

TURNINGS

Turnings became an important part of th e
decorative and st ructural aspects of William
and Mary furn iture. As with carvings, th eir
use was more an integral part of th e design

and less a superficia l decorati on. Turnings
of th e period fall int o three categories

depending on th eir use and design.
Spindle turnings, which are found on

table legs and st retchers, are inh erently thin
and of shallow profil e (top photo at left) .
Their turned designs are frequently sym
metrical about the midpoint and include
rings and greatly elongated vasiform shapes.

Chair and gateleg-table components
show a greate r degree of sophist icat ion with
deeper turned profil es and more
complicated shapes (top photo at right).

These shapes could be a combinat ion of any
number of elements from a sta ndard group
th at includes beads and rings, vase shapes,
cylindrical cups and tulip forms. They are
seen stac ked in a variety of combinat ions,
often alterna t ing with a square sect ion of
th e stock. As with many other details of
design, th ese turned elements show
regional characte rist ics th at are helpful in
determining origins.

By far th e most notable turnings of th e
period are th ose used as legs on dressing
tables and high chests (bott om photo at
right) . Th ey too are assembl ed from a basic

TURNED LEG .

DRESSING TABLE .

MASSACHUSETTS .

1700-1725 .

Dressing table and high
chest legs show a more
complex profile that
traces its origin to
France by way of
England and Holland.
(PRIVATE COLLECTION)
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lexicon of shapes, but th ey are very
different elements from th ose describ ed
previous ly. These turnings were recent

transplants from Flemi sh and French cour t
fu rni tu re, and th ey were free fro m th e
practica l conside ratio ns of fun ctionin g as
chair or table legs. Th ey were th e legs of
expensive and conspicuous pieces, and th eir
styling was not intended to be restrained.
Among th e elements included in th ese
turnings are inverted bowl and cup forms,
ball and vase shapes, flared trumpet profiles
and th e familiar flattened ball foot on a
tapered pad.

Th e drama in th ese turnings is in th eir
ext reme variation in diameter at variou s
points. Th ey are turned from stock that is at
least 3 in. square, and th e diameters range
from 3 in. to less th en I in. at th e narrowest
points. Th e design of th e turnings makes
th em look even more dramatic. Th e largest
diameter and mass is about three-quarters
of th e way up th e leg, giving th e leg an
inherently dynamic quality.Thi s shaping
imparts to th em an up ward , almost
foun ta inlike appeara nce. The mass is
counterbalanced, seemingly anc hored, by
the large diameter of th e foot. Th e mass of
the case and th e unifying effect of th e
st retchers are needed to put th ese legs in
context and have th em make sense in
relation to th e whole. Th e spectac ular effect
of th e legs would be wasted if th ey were
used in a context other th an to support

case pieces.

MOLDINGS
Moldings should also be mentioned as an
important part of orna mentat ion beginning
in th e William and Mar y period . Visually,
moldin gs played an important role in
finishing off th e ext remit ies of case pieces
in th e absence of case frame memb ers. The
cove, cyma and torus moldings th at became
part of a stan da rd repertoire of profil es, all
had th eir origins in classical architecture
and had been resurrected in th e late
Renaissance with th e designs of Andrea
Pallad io ( 1508- 1580), among others.
Palladio was a Venetian architect whose
designs drew on th ose of ancient Rom e,
and, th rough his published work , he had a
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lastin g influence in England and Am erica
for nearly two centuries after his death. Th e
influence of architectura l details can be

att ributed in part to th e massive rebuilding
of Lond on necessitated by th e Great Fire of
1666, just a few years afte r th e Restoration

and th e marri age of Charles II, and at a
critica l time in th e development of th e
new styles.

Logic, Order, Proportion
and the Baroque
Th e incept ion of William and Mary
furniture designs came at a time when

Baroque trend s were requ irin g stylistic
th eatrics, and th e Age of Reason was
prompting a search for th e underlying orde r
of th e physical world . Th e William and
Mar y style found a way to int egrate th e
two seemingly opposed aims int o a well
st ructure d grandeur. Since th e high chest
embodies more of th e design philosophy
th an any other piece of th e period, it is a
good piece to analyze (see th e photo on th e
facing page). The insight revealed by th e

careful conside rat ion of a such a piece is
quite astounding, and it makes one
appreciate th e sophistica tion of th e design
and its creato rs all th e more.

Studying th e form of th e piece reveals a
very logical and precise approach to its
design. Th e upper case, for example, is

nearly square. Th e drawer heights are
graduated in an arithmetic progression,
meaning that each drawer is larger than th e
one above it by an equal amount. Thi s
arrangement gives th e visual suggest ion of
height and, from a practical aspect, puts th e
smaller and lighter drawers at th e top of th e
case. It was sta ndard form to have two or

three small d rawers in th e top row, wh ich
could be removed from th e case to view

th e contents.
The base of th e high chest is somewhat

more complicated. Th e case itself is in
proportion to what wou ld have been th e
next drawer down from th e upper case, and
th erefore cont inues th e arithmetic

progression from th e top. Th e verti cal
drawer dividers align with the centerline of
th e two inner legs. Th e two outside drawers
echo th e same prop ortion as th e entire base.
The center drawer is roughly half th e height
of th e outer ones and relates visually to th e
smaller drawers in th e top row. Th e th ree
large spaces across th e front , th ose th at are
bounded by th e legs and apron, are of the
same prop orti on . Alth ough th e space
between th e two center legs is greate r th an
th e spaces on either side, th e apron height
is taller to maintain th e prop orti onality.
Th e shape of th e apron is echoed in th e
shape of th e stretchers (a fact that is more
readily apparent when you see th e piece in
person th an in a photograph). Finally, th e
massive, large diameter on th e legs is
balanced and visually sta bilized by the mass
of th e ball foot that is squarelyconnected to
th e ground.

Each of th e drawers is divided into two
or four equal sections by the bookmatched
veneers and th e placement of th e brass
pulls and escutcheons. Th eir positioni ng

is deliberately math ematical. Each drawer
is bordered by veneer bands set in a herring
bone patt ern, and each drawer opening is
framed by a double-arch moldin g.Th e
veneer on th e apron is bookm atched to be
perfectly symmetrical about th e center, and
even th e left and right drawers, at both the
top and bottom, have mat ched veneers to
maintain symmet ry.

Lookin g at th e piece as a whole, th e high
chest has three stron g and nearly equally
spaced hori zontal s: th e corn ice mold ing,
th e midmoldin g and th e st retchers. Th ese
three elements extend all th e way around
th e piece, making th em all th e more stro ng
when viewin g th e piece in person.

Alth ough th e high chest is quite tall, these
three horizontals are uni fying elements th at
also emphasize th e top, th e bott om and th e
meeting point of th e two cases. Th e
horizontals are countered by th e stro ng
vertica l lines of th e legs and feet.

The Baroque considerations are not as
easily quanti fied as th e logical proportions,
but rath er rely on the movement that the
various elements imply. Th e most noticeable
effect of Baroque design is th e vertical



H IGH CH EST OF DRAWERS,

MAS SACHU SETT S, 1700-1725 .

(COURTESY MUSEUM OF FINE ARTS, BOSTON)

~--~- Strongcornice, midmoldingand
stretcherhorizontals are balanced
by bold vertical linesof base.

.,----.+- Uppercase is nearlysquare.

,..-----.!..- Each draweris bordered
with veneer banding.

-------;-- Each draweropening is framedby
double-arch molding.

Drawer heights aregraduated in
arithmeticprogression. All drawers
are divided evenly byplacement
of brasses and bookmatched veneer.

Centerdrawerrelates visually
to top-row drawers.

----~- Lowercase is in proportion
to upper-case dividers.

'-- .L-_ Outside drawers echosame
proportion as base.

~ .L-_ Vertical drawerdividers are
alignedwith turnedlegs.

,........-----=---- Case veneers maintainsymmetry.

-----~- Apronshape is repeated in
- - - - --- stretchershape.

Three front spaces, though
differentsizes, are in proportion
to oneanother.

High placementof mass
on legs is balanced by massive foot
with largecontactarea to ground.
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format of the piece. A typical William and
Mary high chest is more th an half as tall as it
is wide. This is a dramatic change from th e

horizontal Jacobean forms. Second, th e
piece is up on legs. To have something as
massive as a chest of drawers perched on legs

is a spectacular departure from th e earlier
norm. Th e lifted mass was intended to be
not iced. Th is piece is held up by six legs,
which emphasizes the mass of th e upper
case. The ornate profile of th e turned legs
draws attention to their number and
function . The eye-catching stre tcher
emphasizes th at th e legs are sup por t ing a

great mass, and th e flatt ened ball feet testify
to th e weight of th at mass. Everything
about th e base of thi s piece is meant to
overemp hasize th e str uctu ral conside rat ions
of ach ieving a vert ical format. It was to be
evident to all that the designer had put a
great mass at a great height.

While making th is qu ite clea r, the
designer also sough t to give the piece an

inherent lift of its own . The re are a number
of elemen ts th at d raw the eye up and out,
visua lly rein forcing th e height of th e piece.
Just having th e cases floating on fountain
like turn ings exhib its th e greates t display of
designed lift . The legs th emselves exhibit
this upward and outwa rd fla ir, six times in
a row, to stress an internal feeling of lift .

The apron shapes arch up above t he space
between legs. The drawers march upward
in orderly progression . The midm olding,
and espec ially th e cornice molding, echo
thi s progress ion wit h a flourish . Often a
simple but well-flared corn ice moldin g can
cap off the squa re upper case with just
the right spir it. On some examples, th e
cornice molding is so dramatic th at it
becomes the dominant element in th e
piece. In either case, the eye is drawn up
the length of th e legs, across the expanse
of highly Figured, but well-orde red case
fronts, and out t hrough th e top by way of
the crown ing moldings.

The seemingly cont radictory needs for
Baroque extravagance and Enlightenment
logic coexist in a design that simultaneo usly
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espouses lift while emphasizing its own
mass, and does it all within measured
proportions. That is a remarkable design
achievement .

The Advent of the
Ca binetma ker
Th e design and const ruct ion of William
and Mary fu rn iture marked a radical
departure from all th at had preceded it, and
it requ ired very different techniques fro m

th ose employed by th e tr aditi onal joiner.
Th e use of dovetail joinery, decorative
veneers and extensive turnings called for
more specialized skills than fram e-and

panel const ruction. Thi s development
marked th e emergence of a Field ded icated
to thi s new kind of furniture making, th at
of th e cabinetmaker.

Joiners con t inued in th eir role as
tr adesmen in wood, but cabinetmakers
were fin e-furniture specialists . Joiners who
did not make th e transition to th e newer
styles of furniture making st ill had their
work in utilitarian furniture, carpent ry and
repairs, all of which were important aspects
of th eir work even before th e William and
Mary style.

In ru ral areas, where th ere was not th e
populat ion density to support specialists,
joiners were th e cabinetmakers, carpente rs
and repairm en for th e local clientele until
late in th e century. Account books from th e
period show that rural cabin etmakers built
coffins, renovated and bu ilt buildings,
made wagon parts and somet imes did a
littl e farmi ng in addition to cabinetmaking.
Building fu rn iture was only part of th eir
work, which is another reason why th e
newest designs of th e period took a while to
come int o vogue in outlying areas.

T HE A P P REN T ICE SYS TEM
Th e apprentice system in Am erica was a
cont inuat ion of the longstanding English
system. An apprenticeship provided th e
pract ical traini ng th at a young man needed
to learn a profession. Both urban and rura l
cabinetmakers took on app rentices for more

th an th e proliferatio n of th eir trade. In a
time before th e Indu stri al Revolution,
apprent ices were often th e power

equipment of th eir day. Much of th e
cabinetmaker's work was labor-intensive,
and apprenti ces were expected to take care

of most of th e drudgery. Some of this
would include sawing stock, planin g sawn
boards flat and to an even thi ckness,
turning th e great wheel of a lath e, stacking
lumber, cleaning up and running errands.
As th e apprentice grew older and learned
more skills, his work would includ e the
finer aspects of th e trade, such as joinery

and Finishin g. As apprentices progressed,
new ones would take up th e menial work.

Wh en th e terms of th e apprenti ceship
had been fulfill ed, th e apprentice became a
journeyman and was free to cont inue in the
paid employment of th e shop master or
seek employment elsewhere. Many
journeymen worked in a number of shops
and eventually opened th eir own, and in
that way learn ed a number of different

aspects of th e trade. History records many
journeymen cabinetmakers as being
somewhat tr ansient, moving from shop to
shop and town to town in th e employment
of esta blished cabinetmakers. However, the
term journeyman derives from th e French
journee, meaning a day's work, rath er th an

fro m any idea th at th ese men were willing
or able to tr avel.

Apart from th e journeymen who did

travel, th e apprentices who continued in
the employment of th eir shop masters or
who set up shop in th e area prop agated th e
styles and methods of th e master. Given
thi s linear system of passing on skills, it
would be expected th at th e cabinetmakers
of one region would develop a set of
characteris tics in th eir work th at would
differenti ate th eir work from th at of others.
As th e 18th century progressed, th ese
regional variations became more numerous
and pron ounced.



3
Elegance and Refinement

THE QUEEN ANNE

(1725-1760)

STYLE

A s Americans prospered during th e
second quarte r of th e 18th century, a
distinct social hierarchy became more
pronou nced. Successful families and civic
leaders recognized th eir role in shaping
civilization in America, and th eir
sur roundings and furnishings became
important reflections of th eir refin ement.
In England, th e taste in furniture had
shifted toward an elegant, refined style
th at exemplified grace and comfort .
What eventually came to be known as
th e Qu een Anne style was well suited to
American tastes.

The Growing Prosperity
of America
American pursuance of a genteel society
and th e interest in a refined style in th e
decorative arts were made possible by th e
peace and prosperity of th e era. In both
England and th e colonies, a growing
merchant middle class fueled an inte rest in

the produ cts of tradesmen and art isans.
With th e end of th e Spanish War of

Succession in 1713, England , und er stable
leadership , emerged as th e dominant
European power. Th e Navigation Acts, a
series of laws passed beginning in 1650 to

protect English industr y, encouraged th e
colonies to build merchant fleets and
esta blished shipbuilding and shipping as
businesses th at accelerated Am er ican
prosperity. As early as 1676, Boston was
home port for 230 vessels, and by 1748 th at
number had reached 491, with another 131

The refinement and grace that underscored the lifestyle
and furnishings of the second quarterof the 18th
century areportrayed in Tea Party at LordHarrington's
House,a 1739 oil on canvas by English painter
Charles Philips.
(COURTESY YALE CENTER FOR BRITISH ART)
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POPULATION OF AMERICAN CITIES

1690 1720 1743 1760 1775

BOS TO N 7,000 12,000 16,000 16,000 16,000

PH I LAD ELPH IA 4,000 10,000 13,000 23,7 50 40,000

NEW YORK 3,900 7,000 11,000 18,000 25,000

NEW PORT 2,60 0 3,8 00 6,200 7,500 11,000

CHA RL ES T OWN 1,100 3,500 6,800 8,000 12,000

NOTE: For comparison, thepopulation of London grewfrom about 685,000 in 1690, to
725,000 in 1740, to an estimated 800,000 in 1775.

ships sailing from neighboring Salem.
Similarly, th ere was a growt h in commercial
fishing, iron smelt ing and th e production
of agricult u ral products such as flour,
cotton and tobacco for both domestic
markets and export.

With prosperity came improvements
in th e standa rd of living and th e standards
of aesthetics, as personal possessions
and hom es reflected that success. Th e
prosperity enabled th e decorative arts to
cont inue to thrive and evolve. For any such
evolu tion th ere needs to be a market both
to dem and and afford it, and such was th e

case in th e early part of th e 18th centur y.
Th ere was always a desire on th e part
of the Am ericans to rem ain stylisti cally
compet it ive with England . Anything that
was needed from England could easily have
been imported , but Am erican preferences
in furniture were divergin g from those of
th e English.

Early in th e 18th century, Am ericans
were showing th eir int erest in light,
exube rant designs that captu red what could
only be called a unique Am erican spirit : a
spirit inh erent in th e colonial designs , but
not seen in English pieces. Th e desire to
remain competit ive did not manifest itself
in increasing English imports, nor were
English pieces copied wholesale to any great
exte nt. From th e Am erican pieces it is
evident th at th eir makers wanted to
mainta in a separation in style but an equal

level of sophisticat ion, as if to make clear
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th ey were part of a separate but equal
Am erican culture that was followin g a
parall el path of its own making.

THE EMERGENCE OF A
SOC IAL H IERARCHY
The beginning of th e 18th century

marked the start of a more pronounced
stratification of Am erican society. A
wealthier upper class was rising from
among th e colonists, and th e wealthy
formed th eir own social network.
Within this group, civility and refinement
indi cative of status differentiated its

members from those of lesser means . Th e
successful people of th e 18th century were
exp ected to be part of a polite society that
exuded grace, charm, self-confidence and
poise-sand all without app arent effort .
This exte nded to th eir furnishings as well,
which were chosen to reinforce and testify
to th e refin ement of their own ers . Fine
furnishings were less a display of wealth

than the accouterments of an elegant life.
It should be noted that Am erica in th e

18th centu ry was a very rural place. Less
than 5%of the population lived in cities,
and by mid-c entury only five cities
Philadelphia, New York, Boston, Newp ort
and Charles Town (South Carolinaj-shad
populations in excess of 7,000 (see th e
chart below). The othe r 95%were spread
out in smaller towns , most of th em farming
and pursuing various small businesses.

Apart from neighborly gathe rings and

churc h activities, there were few cultural
events and th e arts were slow to progress.
Throughout th e history of American
furniture th ere is a distin ction between
urban and rural styles of furniture design
and const ruction. Th e urban areas, with th e
greate r concent rat ion of wealth, had both
th e demands of a sophist icated clientele
and th e skilled craftsmen to carry th em out .
Here, new designs were introduced and
evolved in th eir purely American style.
Once esta blished, th ey served as standards
for th e cabinetma kers and custo mers of
smaller town s. Th e designs emanated, with
adaptatio ns and variations, inland from th e
coasta l cit ies, somet imes taking decades to
gain accepta nce.

Origins of the Queen
Anne Style
With its height , orna menta tio n and vertical
emphasis,William and Mary furniture had
marked a dram atic departure from earlier

styles. Th e Queen Ann e style was a
continuat ion of th at same trend to an even
lofti er Baroqu e sta ndard, but with some
mid -course correct ions. As if in a final
departure from th e heavy and solid
furn itu re of th e past, Quee n Ann e designs
balanced mass with space, making th e size
and shape of th e space between
components as important to th e overall

design as th e components th emselves.
Qu een Anne furn iture was made to be seen
and to be seen th rough. Equally important
to th e style was th e more complete
integrati on of th e cyma curve into
furniture. Th e shallow S shaped curve was
in favor with late Baroque designers as an
essential elem ent in all things beautiful ,
and it was incorp orated in Queen Anne
furniture in cur ved pedim ents, apron
shapes and, most important, cabr iole legs.

Th e Q uee n Ann e style as we know it
originated in England, but it was inspired
by t rends in mainland Euro pe and even th e
Ori ent. Two decades before th e death of
Loui s XIV in 1715, th ere began a relaxation
of th e tremendously orna te Baroqu e

sta nda rds that had been set at Versailles.
Louis XV became king at age five, but



(COURTESY THE WALLACE COLLECTiON. LONDON)

BUREAU PLAT, PARIS , C.1700 .

Cabinetmaker Andre-CharlesBoutte was instrumental in introducing gently curved elements into French court
furniturein the 1690s, signaling a relaxation of Baroque standardsand inspiring English furniture designers. This
bureau plat. or writingdesk, is likely from the Boulle workshops and is veneered in ebony with inlaid boutlework of
tortoiseshell and brass.

cu rved leg, wh ich was th e forerun ner of th e
cabriolc leg. His protege, Cha rles Crcssent
(1685-1 768), continued his styles under
th e Regent , wh ere he had a lead ing role in
developin g the less orna te and more
gracefu l court fu rn it ure and established
wh at was to become th e Loui s XV style.
References often cite Th om as Hogarth, th e
English designer and painter, as a leadi ng
proponent of th e cyma cu rve since he
exto lled its virt ues in his book, A nalysi: of
Beauty. His praise was in retrospect ,
however, since th e book was published in
175 3, more th an half a century afte r Boull c
began to use th e cyma in France.

Th e Flemi sh Baroqu e had run its cour se
in England as well. Since th e restoration of
C harles II in 1660, th e style-starved
aristocracy had em braced th e Flem ish and
Moorish styles and th e ext ravagances of th e

Baroque. Th e intricate orna me nta tio n of
th e post-Restoration trends, culminating in

th e William and Mary style, was abandoned
in favor of more reserved designs, since, as
one historian noted, "alt hough th ey
period ically succumb to 'foreign excesses:
th e English are inh erently adverse to
ext ravagant design: In 1712, Lord
Shaft sbury wrote of th e trend to subd ue
th e drama of th e Baroqu e: "In sho rt we are
to carry thi s rem embrance st ill along with
us, that th e fewer th e objects are beside
th ose whi ch are absolutely necessary in a
piece, th e easier it is for th e eye by one
simple act, and in one view to comprehend
th e su m or whole." It seems clear th at t he
English were never quite comfortable with
th e busy nature of th e Baroqu e,

T HE I N F L U E N C E O F C H INA
Imported C hinese furn itu re also played a
key role in shaping th e eme rging Queen
Ann e style . C hinese furni ture had been
imported to Europe in th e late 17th and
early 18th centur ies, C hinese objects were
of great inte rest to Europeans since they
were both exotic and aesthetica lly pleasing.
Th e fu rn iture had a simp licity of form and

CHAIR , CH I NA , C.1700.

Chinese objects wereof interest to Europeans
throughout the 17th and 18th centuries. The simplicity
of design was inspirational after theexcesses of the
Baroque.
(COURTESY DOVER PUBLICATiONS)

Phillipe, Duke of O rleans, served as Regent
for eight years. Th e high Baroque had
reached a peak in furn iture design, and th e

coronatio n of a new, young monarch
offered the cour t designers an opportunity
to explore more practical, comfo rtable and
graceful designs.

T H E I N F L U E N C E OF BOULLE
Andre-Charl es Boull e (1642-173 2) was a

French cabinetma ker to the cour t who gave
his country's furni ture a style of its own

beginn ing in th e 1690s. Prior to this time,
French furni ture had been some
combination of Dutch and Italian styles,
but with a full complemen t of Baroque
ornamenta tion. Boulle is best know n for his
marquetry of tor toiseshell, brass, silver,
horn , ivory and mother of pearl, which
came to be called boulleworle (see th e photo
above). He also used or molu (gilded bronze)
mounts both as decorative eleme nts and as
a means of fasten ing inlaid panels. More
importa nt, he int rodu ced curved shapes to
furn iture forms, including th e gentle cyma-
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elegance of line th at was admired and
emulated by Euro pean designers at many
points in history. As th e Baroqu e ideals of
exuberance were being modified to lessen
th e grandiose orna mentat ion of furniture,
Chinese pieces served as qu iet inspiration
for more conservat ive designs.

T HE I N F L U E N C E OF
A RCH ITECTU RAL DESIGN
Th e architect ura l books of Palladio and th e
designs of Inigo Jones (1573-1652), wh o
followed in th e Palladian style as architect to
James [ and Charles I, had been influential
in England (especially in th e rebuilding of
London afte r th e fire of 1666), and had
been inspira tio nal during th e William and
Mary period. Th rough th e sta rt of th e next
century th ere was a continuing int erest in
architectu ral design as an app ropriate
past ime for th e English ar istoc racy, and it
cont ributed to the develop me nt of a quieter
Baroqu e style in fu rniture. Th e classic
mold ing profiles were revisited with an eye
toward th eir beauty and clean lines.
Palladio's drawings of vasiform balusters
presented another cyma-based form th at
was well-su ited for inclu sion in th e new
style. Th e parallels between th e Queen
Anne style at its incept ion and as it evolved
and th ose of Palladian and Georgian

architecture are numerou s.

CA BR IOLE LEGS

The graceful curves of th e new French
styles and th e simple elegance of Chinese
pieces combined with remnant s of th e
Flemish scrolled legs of th e Baroque to yield
th e familiar cabriole leg in abou t 1700.
Th e cabriole shape is based on that of an
an imal's leg, and the name derives from th e

G reek leapros, meanin g wild boar, or th e
Lati n capreolus, mean ing goat or roebuck (a
small Euro pean deer). Th e use of a stylized
an imal leg was not a new concept; th e form
had been seen repeatedly since at least th e
Egyptian T hird Dynasty (265 0 B.C.). The
style originated on th e Co nt inen t, was
fur ther developed in England and saw
acceptance in other par ts of Euro pe as part
of th e spread of English tastes early in th e
second quarter of the century.
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Early English legs terminated in cloven
doe (pied de biche) and horses' hoofs, which
evolved int o flatter pad feet , somet imes
called Dutch feet . Animal claw feet,
especially ball and claw feet of Chinese
origin, were of int erest in England , and th e
French had a preference for whorl feet,
whi ch were scrolled volut es. It was in
England and its colonies th at th e cabriole
leg found an endur ing reign of popul arity
as a basic element of th e Qu een Ann e
style, a characte ristically English style that
th oroughly suited th e English need for
restrained elegance. (Cabrio le legs are
discussed in det ail in Chapter 9.)

HIG H CHEST.

ENGLAND . LATE 17TH

C ENTU RY.

London's Great Fire of
1666 destroyed two
thirds of thecity, anda
massive rebuilding effort
ensued . The resulting
interest in arch itectural
trends was among the
many influences that
converged upon English
furniture designers and
craftsmen late in the
17th century. The
cornice molding of this
Englishhigh chest
re lates directly to the
details of theclassic
orders of architecture as
presented byPalladio.
(COURTESY WINTERTHUR

MUSEUM)

Queen Anne
Design Goals
Even th ough th e new trend in English
design was very different from th e
precedin g William and Mary period, it still
represented a continuation of Baroque
ideals. Q ueen Anne furniture retained th e
Baroqu e preference for visually impressive
pieces, usu ally th rough th e use of height,
but it did so with a reliance upon grace
rath er th an orna mentation. Queen Ann e
pieces continued th e shift of format to
th e vertica l and increased it to even

lofti er heights .
One important aspect of th e style is its

intenti on to disguise th e mass of furniture.



HIGH CHESTS OF DRAWERS .

(ABOVE) MASSACHUSETTS . 1700- 17 10 .

(R IGHT) CONNECTICU T, 17 40 -1760 .

The many powerful legs of theWilliam and Mary high
chest (above) ensure that theaccomplishment of a
raised mass does notgounnoticed. The graceful
cabriole legs of theQueen Anne design (right) loft the
mass without apparent effort.
(ABOVE: COURTESY MUSEUM OF FINE ARTS, BOSTON: RIGHT:

COURTESY THE BROOKlYN MUSEUM)

Soaring vertical pieces look even more
so if they appear to be light. William and
Mary pieces had pioneered the vertical
format by raising th e mass, but it was not to
go unnoticed. A William and Mary high
chest, for instance, was sup ported by six
powerfu l legs, th e design of which
emphasized th eir weight-bearing role
(see the photo above). Queen Anne designs

replaced the busy colonnaded base with
four slende r and gracefully cu rved legs that
appeared to loft th e upper case with style
and ease (see th e photo at right) . William
and Mary chests and desks were supported
by ball feet th at seemed to be bu lging
under th e st rain. Queen Anne counterparts
were supported by shor t cabriole or bracket
feet that performed th eir task without
apparent effort . Like th eir owners,

American Queen Ann e pieces were to
exude an effortless grace.
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DESK AND BOOKCASE ,

BOSTON ,1 7 30 -1750.

Anexaggeration of the
vertical emphasis of the
period is exemplified by
this desk andbookcase,
which is just under
30 in. wide but stands
88 in. tall. The soaring
pediment, arched
paneleddoors and
straight legs further
enhance theeffectof
the tall proportions.
(COURTESY MUSEUM OF FINE

ARTS. BOSTON)

There were othe r design changes that

fur the red th e aim of making Queen Anne
furniture seem light. Th e proportions of
case pieces were st retc hed taller than the
st ill somewhat squat shape of many William
and Mary pieces (see th e photos above).
Features th at emphasized th e surface, such
as expanses of highly figured veneer and
extensi ve carving, were replaced by smooth
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surfa ces of plainer wood, with carving used
quite sparingly. Cur ved pediment tops and
finia l orname nts further exaggerated th e
height of ta ll case pieces, and visua lly dr ew
th e eye upward so the height couldn't be
overlooked. The emphasis had changed
from a visua l int erest directed toward th e
surface to a visual int erest in th e shape, and
th e resu lt was lofty furniture with an

ethereal quality, seemingly un encumbered
by its mass.

Th e role of mass and space in Qu een
Ann e furniture is so important that it
warrants closer examinat ion. As th e Qu een
Anne pieces were mad e to belie th eir mass
and emphasize th eir shape, th e spaces
between shaped components became more
prominent and visua lly important in
th em selves. In a design trend that st ressed

curved shapes, the spaces left by th em
increasingly became part of th e design,
Th ere could be no better way to lighten a
piece th an to design it with space as well as
with material. Thus th e balance of solid and
void was used to fur the r th e aim of
reducing th e apparent mass of a piece.

In Queen Ann e examples, this balance is
exhibited in two ways. In chairs of th e
period , th ere is an interpl ay of solid and
void th rou ghout th e composi tion, and its
rendering requ ires more skill th an one may



at first imagine. Some very min or changes
in th e th ickness of compo nents, as littl e as
li s in., could make th e chair appear eit her

too spindly or too stout . By adhe ring to th e
proper balance of solid and void, th e chair
has th e appeara nce of st rength with grace
and neither the eleme nts nor th e spaces
th ey leave dominate th e composition. Of
part icular interest in Queen Anne chairs is
th e way th e central splat is designed in
conjunctio n with th e voids on either side of
it. Makers purposefully shaped vasiform
splats to leave bird-shaped voids (see th e

photo below). Although workin g in solid
wood, th e makers were working as mu ch
with th e space left by its absence.

Th e other use of th e balance of solid
and void is to give case pieces and tables
"lift." In Queen Ann e furn iture, lift is th e
attribute of achieving a light appearance in

the body of th e piece by giving it a sta nce
that contradicts its mass. This gives Qu een
Anne pieces th eir "perching" quality, a

SIDE CHAIR . NEWPORT AREA . 1735-1750 .

The careful balance of solid andvoid and the use of
open space asa design element yield forms that are to
belooked through aswell asat.
(PR/VATE COLLECTION!

characterist ic exhibited by better examples
of th e period th at is mu ch sought afte r by
connoisseurs . Good lift was achieved by th e
use of long, slender and gracefully shaped
legs, along with a high apron of a sweeping
curved profile (see th e ph oto above). Th e
result lift ed th e mass of th e piece high off
th e ground, reinforcing th e height and
weightl essness of th e piece. Th e large space
left under th e piece allowed th e shape of
th e legs to be seen without distra ction, and
th e shape of th e apro n spanning th e void
becam e an imp ortant eleme nt in th e overall
design . With thi s kind of sta nce, Qu een
Anne furniture does not seem int ended to
stand sta tically on th e floor. Outstanding
examples seem poised to go en pointe.

The Queen Anne
Style in America
Queen Anne, Mary's younger siste r,
assumed th e th rone afte r William Ill's
death in 1702 . Although she reigned until
only 1714, th e style that was given her name

had only its most funda me nta l beginnings
during her reign. Th e style first eme rged in
Am erica about 1725, and over th e next
decade came to dominate furniture design.
Th e style cont inued to evolve and remained
popul ar until about 1760. In some areas

SQUARE TEA TABLE .

NEW ENGLAND .

1740-1760.

'Lift ' is the perching
quality of Queen Anne
furniture that gives it a
light appeara nce through
the use of a high apron
and gracefully shaped
legs.
(COURTESY THE

METROPOLITANMUSEUM

OF ART)

outside of th e style-eonsciou s cit ies, th e
Quee n Anne style was peaking in cer tai n
form s as late as th e 1780s. The
cabinetma kers of th e Dee rfield,
Massachusetts, area had th eir own distinct
style and produced some of th e finest
examples of Queen Anne pieces after th e
Revolution wh en th e style had long since
passed out of favor elsewh ere. Throughout

Am erican furniture histor y, styles are more
important th en dates, and references to
certain eras or periods pertain more to th e
stylist ic trends th an to particular times.
Com me rcial success, routes of travel and
trade, social custo ms and local preferences,
skills and material s all con tributed to th e
way styles changed or were ret ained .

While all Q uee n Anne designs
descended from an English or igin,
American pieces varied in th eir degree of
direct influence. In some cases, pieces were
clearly copied from English examples. Many
cabinetma kers emigrated from England and
brought th eir meth ods and designs with
th em . On th e othe r hand, many Am erican
pieces show just th e influence of new
English styles applied to existi ng Am erican
pieces. Of course, th ose exist ing pieces were
essentially English th em selves, but with a
history of Am erican interpretation. Th e
fact that som e aspects of furniture design
remain ed in fashion for decades, ofte n
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coexist ing with ea rlier and lat e r styles,

ind icates that the Americans held onto the

fami liar d esign s they liked but were ope n to

newer styles if the change was warranted.

This app roach speaks to a certa in quality of

pract icality and frugality inherent in

co lon ia l Amer ican s and their d esire to have

fash ions that we re influen ced rather than

di ctated by the m other co u nt ry.

EA R LY GE O RG IAN STYL E

A meric an fu rn it u re sty les between 1725

and 1760 are often referred to as Queen

Anne and Early G eorgian, and so me

explanat ion of the latter is in order. Earl y

G eorgian refers to the reign of G eorge I,

1714-1727, and G eorge II, 1727-1 760 .

Su bsequent G eorges III and IV were o n the

throne u ntil 18 30. In America, the Earl y

G eo rgia n was not a separate sty le, but

rather the lat er evolu t ion of the Queen

An ne . In En gland the difference wa s m ore

dis t inct . The fi rst Q ueen Anne forms we re

see n in the first decad e of the 18th ce nt ury,

and during the reign of George 1the En glish

sty le cam e to include more carve d

d ecorat ion , m ostl y restrai ned she lls and

foliage, and began to assume so mew ha t

stou te r proportion s. This phas e is

so m et imes called t he Decorated Q ueen

SID E CH AI R. BOS TON . C. 17 30- 17 40 .

Inthe Early Georgian style. furniture proportions
became stouter and the use of carved ornament
increased, as evidenced bythis Boston example that
closely followed English tastes. Chairs of this style
were previously thought to be of New York origin
but haverecently been shown to have been made in
Boston for shipment to other colonial cities.
(COURTESY MUSEUM OF FINE ARTS. BOSTON)

Anne st yle. William Kent (1684-1748)

was an architect in the Pallad ian sty le and a

decorator who introduced lat e European

Baroque ornamenta t ion; he was influential

from 1725 unti l ab out 1740. Hi s furniture

d esign s for Palladian m an sions were

encrusted with she lls, fruit , foliage, eagles

and dolphin ca rv ings. Althou gh furniture

in the Kent m an ner was not for everyone in

En gland, hi s designs were influential in

steering En glish tastes toward m ore opu lent

ca rv ing (see the illustration below). Gi ven

Kent's architectural backgrou nd and t he

st ro ng interest in architectural design

among the ari stocra cy, elements of

a rch itect ure co nt inued to be an impo rta nt

part of bo th t he form and its decoration

throughout the Early G eorgian peri od .

The in creased use of ornam ent in the

Early G eorgian peri od co incid ed with a

change in material. Since shortly after the

Rest orati on and th rough England's Queen

Anne period , walnut was the wood of

choice for cabine t ma kers . Most of the

wa lnut used in En gland was imported from

France, but by 1720 it was in sho rt su pply.

To reduce its d epl etion an d to maintain

their domestic su pply, the Fren ch banned

its export. T he following year England

reduced its hi gh import duties on wood

-."
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DESIGN FOR A

MARBL E TABL E BY

T HOMAS LAN GL EY,

LONDON . 1739 .

The Palladianstyle
represented the
uppermost limit of
European Baroque
ornament that could be
applied to furn iture of
Queen Anne-era design.
The style wasadvanced
bythe architect William
Kent and was influential
in creatinga movement
toward moreopulently
carved surfaces.
(PRIVATECOLLECTION)



from the American colonies and th e
West Indies, and imported mahogany
began to replace walnut in English
furniture. Th e change in material was for
the bett er. Dense West Indian and Ce nt ral
American mahogany was better suited to
the increasing amount of carving, and it
could be finish ed with a deeper and richer
sur face. In 1733 England repealed th e
import duty on mahogany, allowing for
its nearly exclusive use over th e next
three decades.

American trend s in design were running
a decade or two beh ind th e English, and

Americans were select ive in what th ey
chose to include. Th e American Qu een
Anne style was just sta rt ing as th e English
were entering th e Early Georgian phase of
ornament. Pad feet were th e norm for
American cabriole legs at th e outset, but
ball and claw feet were later used on pieces
of part icular importance beginning in th e
1740s, some 20 years afte r th ey became
popular in England. Th e ext ravagances of
William Kent were not adopted in th e
American colonies. Th ey were not in
keeping with American tast es, and th ere
was no aristocracy with either th e palatial
homes or th e unlimited wealth required for
such furn iture . Th e use of an occasional,
well-placed shell was in keepin g with th e
America n view of Queen Ann e, and gild ing
those shells was th e limit of accepta ble
flamboyance. Th e archit ectural aspect of
the Early Georgian period was influential in
America, since design books were plentiful
and inspirati onal for craftsmen. Before th e
Revoluti onary War, at least 85 different
architectura l guide books were known to
have been available, and most all of th em
followed the Palladian precept s. As th e style

progressed, more fluted pilasters, plinths,
arched pedim ents and architecturally
rend ered moldin gs found th eir way int o
furniture designs.

CHEST OF ORAWERS . ATTRIBUTED TO JOHN

TOWNSEND. NEWPORT. C.1750 .

Theuse of bracket feet.delicate moldings and a more
refined graduation of lippeddrawers broughtcase
pieces into theQueen Anne period.
(PRIVATE COLLECTION)

American Queen Anne
Forms
Th e shift to th e more reserved style of
Q ueen Anne, along with th e cont inued
influence of th e Baroque, yielded some new
form s and brought th e evolut ion of some
old ones. Case pieces, whil e maintaining
most of their str uctu ral details, were
modifi ed to include cabriole legs or bracket
feet , improved drawers and arched
pedim ent tops. Tables with bold turnings
and st retchers were simplified to four
cabriole legs. Chairs underwent a th orough
redesign leaving th em quite unlike th eir
predecessors. Across th e board, intricate
turnings and elaborate carvings gave way to
th e sweeping lines and smooth surfaces of
th e relaxed Queen Ann e designs. As th e
standard of living imp roved, social

int eract ion and pastim es increased, and
new forms of fu rn iture with specialized
purposes proliferated th roughout England
and its colonies.

CHESTS
Chests with drawers had proven th eir
practicality with th e William and Mary
designs, and th eir evolutio n cont inued into
th e second quarter of th e centu ry. High
chests and chests-on-frame were well suited
to th e Queen Anne style, and Am erican
cabinetmakers advan ced th e development
of th ose pieces beyond th at of English
examples.

Chests ofdrawers
Th e chest of drawers changed only

cosmetically with th e Q uee n Ann e style,
since its st ructu re had been established
during the William and Mary years. Th e
evolution from lift-top chests to th ose
comprised ent irely of drawers was mostly
complete as th e new style came int o vogue.
C hests th at combined lift tops over drawers
cont inued to be mad e in more rural areas
int o th e second half of th e century, but th ey
had long since passed out of favor in urban
areas, wh ere chests of drawers were th e
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HIGH CHEST OF ORAWERS , CONNECTI CUT , C.1 7 30 .

Early American Queen Anne high chests continued
many of the proportions of earlier high chests.
(PRIVATE COLLECTION, COURTESYNATHAN lIVERANT ANO SON.

COLCHESTER. CONNECTICUT)

standard. Moderni zing t he chest of drawers
entailed replacing its decorative elements .
Ball feet were replaced by bracket feet,
giving th e piece a more sta ble stance and a
foot th at was bett er integrated into th e
overall design. Th e arch moldi ngs th at had
sur rounded the drawers were eliminated as
drawers came to have overlapping lips. The
drawer lips featured delicate bead moldings
cut int o th e drawer fron ts, which cleaned

up th e appearance of th e piece by covering
the space between th e drawer and its case.
Top and bottom case moldin gs were given a
new refinement in keeping with the qui eter
style, and more attent ion was paid to th e
graduation of drawer sizes to aid in creat ing
th e appearance of height .

High ches ts
High chests and chests-on-frame under
went a more obvious change in design th an
did chests of drawers. (Ch ests-on-fram e are

generally distin guished from high chests by
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HIGH CHEST OF DRAWERS ,

CONNECTICUT. 1750-1 780 .

Asthe style progressed, high chests assumed more
vertical proportions and lost thevestigial remains of
earlier styles.
(PRIVATE COLLECTION)

CHEST-ON -FRAME (AFT ER AN ORIGINA L).

NEWPORT. 1730-1760.

Animportant form for the period, the chest-on-frame
hadmany of the same endearing qualities asQueen
Anne high chests.
(PRIVATE COllECTIONI

th e absence of drawers in the base.) In both
examples, th e bases were changed
drastically by replacing their numerous and
bold legs and st retchers with four graceful

cabr iole legs. The effect was imm ediate and
profound and represented a stylistic leap
forward. The early chests-on-frame and
high chests retained th e case proporti ons of
the William and Mary period, but th ey
increased in height as the style evolved.
Simi larly, th e early bases reta ined apron
details from th e previous era, and pairs of
drop finials somet imes appear as th e
vest igial remains of what had been th e two
center legs (photo at left above). As th e style
progressed, th e apron designs came to
includ e more flowing curves to span th e

HIGH CHES T OF DRAWERS ,

CONNECTICUT. 1750-1770 .

At the apex of Baroque aesthetic, the arched pediment
topcontributes to theethereal goals of theperiod .
(COURTESY HENRY FOROMUSEUM AND GREENFIELDVILLAGE)



distance from side to side (top photos at
center and right on th e facing page).

In keeping with th e cont inuing vert ical
thrust, th e familiar arched pediment top for
high chests emerged later in th e Quee n
Anne style (see th e bottom photo on th e
facing page). Th e ped iment profile
represented th e purest form of th e cyma
curve, and it added height and visual
interest to th e case top . In combinat ion
with the sweeping curves of th e cornice
moldin gs, cent ral and side fin ials were
intended to draw th e eye upward through

an impressive design.

DESKS
Desks followed a similar development
throu gh th is per iod, and shared most of th e
advancements of other case pieces. As with
chests of drawers, bracket feet and
overlapping drawers became the norm, and

when they were equipped with upper
bookcases th ose cases were somet imes given
th e same arched pediment tops as high
chests (see the photo at right). Short
cabriole legs, called bandy legs, were used
on chests but were most frequently seen on
desks of the period .

Part of th e splendor of Q uee n Anne
desks was in th e complexity and
sophisticat ion of their interiors. Behind th e
slanted lid, th e interior drawers and
compartments were as carefully designed as
the piece as a whole, and represented an
area of both ut ility and focus . A dazzling
array of drawers and doors, complete with
shaped and carved fronts and secret
compartments, made for an impressive
desk. It was th e perfect place for a
cabinetmaker to exhibit consummate skill
and a client to show exquisite taste. Th e
same idea was exte nded to th e upper
bookcase, if th e piece was so equipped, by
revealing carved shells beh ind th e arched
doors, and exte nsive and elaborate
partition ing.

TABL ES
As with case pieces, th e use of th e cabriole
leg drastically altered th e appeara nce of
tables in th e Qu een Ann e era. Busy, tu rned
leg bases gave way to gracefully curved legs.

The continuing prosperity and th e increase

in available leisu re t ime gave rise to a
number of tables in th e Queen Anne style
to serve a wide range of specific purposes.

Dressing tables
Dressing tables cont inued into th e Q ueen
An ne era with most of th e same changes as
th e bases of high chests. Th e tu rned legs
and stretc hers gave way to cabriole legs, and
apron profiles took on more sweeping
cu rves (see the ph oto at right). With
prosper ity mu st have come vanity, because
dr essing tables had more d rawers duri ng
th e Q ueen Anne period . While most
William and Mary dressing tabl es had three
d rawers, Queen Anne designs frequently
added a shallow dr awer of fu ll width over
th e others. Som e Boston examples have six
d rawers arranged in two rows of th ree.
Eith er way, a slight increase in th e height of
the case was necessary.

DESK AND BOOKCASE .

CONNECTICUT.

1740-1760 .

Thisdesk and bookcase
is on a frame with bandy
legs andslipper feel. The
bookcase features an
arched pediment of
unparalleled grace and
carved shells behind the
arched doors.
(PRI VATE COLLE CTION ,

COURTESY ISRAEl SACK, INC ,

N Y C.)

DRESSING TABLE . MASSACHUSETTS . 1735-1750 .

Queen Anne dressing tables share structural and
design similarities with the bases of high chests, and
thetwo forms were often made en suite,
(PRIVATE COLLECTIO N, COUR TESY ISRAEl SACK, INC" NY,C.)
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TEA TABL E. BOSTON . 1755-1765 .

Astandard form for Boston rectangular tea tables,
this example has a molding on the top and a gently
scrolled apron that flows into the legs.
(COURTESY THE SOCIETY FOR THE PRESERVA TlON OF NEW

ENGlANO ANTIQUITIES)

Tea tabl es
Tea tables deserve special recognition as a
new form th at developed in conjunct ion
with a new social t rend. The drinking of tea
was one of th e English customs th at becam e
very fashionable in th e I720s, and all th e
imp lements required to serve it-porcelain ,
silverware and th e furniture-were a focus
of at te ntio n and had to be in th e best of
taste. William and Mar y tables, wit h turned
legs and st retc hers, had fun ctioned as

occasional pieces and had been used
wh erever and whenever needed. Q ueen
Anne tea tab les served a more dedicated
purpose, and, being so cent ral (both literally
and figura t ively) to th e service of tea, th ey
developed as some of th e most refin ed
examples of th e style.

O ne of th e most fam iliar forms of th e
Q uee n Anne tea table is th e rectangu lar
shape, with a shallow apron and slender
cabriole legs. This family of tea tables has
th e top set into or on top of th e frame, with
no overhang, but with an applied molding
giving it a raised outer edge (see th e ph otos
at left and cente r above). Very ofte n an
applied molding ru ns along th e bottom
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TEA TABLE . NEWPORT. 1750-1780 .

The Newport version of the rectangular tea table
features slipper feet and a more austereapron.
(COURTESY MUSEUM OF ART. RHODE ISLAND SCHDOl OF DESIGN)

edge of th e apro n, connecting th e knees of
the legs, and thi s molding is shaped with a
curving pro file. Many examples include
exte nsion slides on eithe r end th at
increased th e serving area.

Since th e top has no overhang, th e legs
are at th e outermost corne rs of th ese tables,
and th ey show an exceptionally sta ble
stance. It is th e short height of th e apro n,
the scro lled apro n profi le and the slende r
nature of the legs that main tain the delicacy
and lightness that are so essential to th e
period . Since tea tables were small and
relat ively simp le pieces, cabinetmakers were
able to modify th eir designs and adjust th e
balance of the components. Because tea
tables could be built qui ckly and were not
technically difficult, more atte ntio n could
be paid to th e subtle point s of th eir design.
As a resu lt, th e maker 's skill as a designer
and th e aims of th e Q ueen Anne period in
gene ral are exhibited in th ese pieces.

Mixing tables
As with any uni versally popular form, th ere
is a wid e range of variat ion in small elegant
tables. One subset of cabriole-Ieg tea tables
used delft ceramic tiles as th e top surfa ce,

MI XING TABLE . BOSTON AR EA . 17 3 5-1 74 5 .

Mixing tables arestylistically similar to tea tables, but
feature ceramic tile or marble tops to prevent damage
from alcohol.
(COURTESYWINTERTHUR MUSEUM)

while othe rs used marbl e instead of wood
for the tops. Tables with th ese tops are
gene rally referred to as mixing tables since
their surfaces are well suited for the mixing
of alcoholic beverages (see th e photo at right
above). Th e period fin ishes of other tea
tables were subject to the ravages of hot tea
pots and water, bu t alcohol called for a more
impe rvious su rface.

Informal tea tabl es
Informal tea tables have turned tapered
legs that end in pad feet and overhanging
tops of various shapes. Being somewhat less
expensive, th ese tables were very common
in th eir day and a great many have su rvived
to the present. Most of these tables have
eithe r an oval or porri nger top measuring

about 2 ft . by 3 ft. Porr inger tops are
rectangular with protruding rounded
corne rs, and were a commo n form in the
Rhode Island area (see th e top photo on th e
facing page). Th e shape was probably
inspired by Boston gaming tables th at used
th e shape as an extension of a three-quart er
round corne r turret on th e apro n from



TEA TABLE . NEWPORT. 1740-1770 .

Less formal tea tables enjoyed widespread use, with
regional va riations in shapeand detail. The porringer
corner shape of this table is indicative of the Newport
area .
(COURTESY MUSEUM OF ART. RHODE ISLAND SCHOOL OF DESIGN)

which the leg extended (see the top photo
on p. 47). On porringer tables it was
primari ly a decorative treatment, th ough
the corners do suggest a convenien t and out
of the way place for candlest icks or sauce rs.

Oval tops had uni versal appeal and were
used th roughout th e colonies. Variations in

top shapes, includ ing rectangular tops,
round tops and some with incised corne rs,
were seen regionally.

Th e base of th ese tabl es was very simple,
but noneth eless elegant. Th e legs were
turned off-center to a delicate ankl e, below
which exte nded a dainty pad or Dutch foot .
Th e apron, which was tenoned int o th e leg
to form the frame, had only its profile shape
for orna ment . Along with th e overhanging
top, th e design was quite pleasing and had
all the grace and style th at th e period
demanded.

Th ese tables were less formal and less
expens ive th an th ose with cabriole legs.
Since the legs were turned, each leg could
be made in minutes from 2-in. stock.

Cabriole legs were mu ch more involved and

took hours to make, and th ey had to be
cut from more expensive 3-in . stoc k.
Th e entire table could be built in one
quarter to one-th ird of th e time required
for a cabriole-leg tab le. Although th ese
tables were less formal, th ey were not rural
int erpret ations of city pieces. Som e of th e
leading cabinetmakers of th e day mad e
th em in quantity, but th e simplicity of
th eir design allowed less sophist icated
makers in outlying areas to bui ld th em with
good results.

Fold ing tea tables
Anoth er variation on th e tea table was one
th at could fold flat and be stored away when
not in use. Sometimes called "tuckaway"
tabl es, th ese tabl es featured very slender
cabriole legs attached to an X-shaped fram e
th at was hin ged at th e cente r to fold flat

(see th e ph oto below). Th e top, usually
about 28 in. in diameter, was attached to

th e fram e with hin ges so it swung to a
vertical posit ion. Th e folded tabl e was only
5 in. or 6 in . thi ck and could be tu cked

away anywhere.
Th ese tabl es were mechan ically clever,

and th eir aesthet ics ofte n exhibited a high
level of sophistica tion. Exampl es have
slende r but well-formed cabriole legs, and
th ey frequ ently have dished tops where an
outer mo lded edge is left by dishing out all
but the edge of th e top . Both features are
expensive to produce and requ ire
considerable skill. The fact that th ey are
sophist icated but storable impli es that th ey
were not the primary tea table in th e hom e,
bu t rat her an ext ra tea table that was
bro ught out on occasion when needed .
Folding tea tables were once com mo n,
espec ially in the nor th ern colonies wh ere
int erior space was ofte n at a premium. Th ey

have becom e exceed ingly scarce, and th ose
of except ional form are greatly sought after.

FOL D I N G TE A TA BLE .

NEW HAMPS HIR E.

174 0- 176 0 .

With a hinged X-shaped
frame and a hinged top,
this table folds to less
than 5 in. in thickness.
(COURTESYMUSEUM OF FINE

ARTS. BOSTON)
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Tri pod ta bles
Ca ndlesta nds in th e tripod form had
been known since Jacobean England, but

th ey found a resurgence in beauty and
usefuln ess in th e Queen Anne period.
Th ese small tables, originally mad e to hold

a light ing device, had existed in a more
uti litarian form during th e William and
Mary era. The tripod design was well
suited for cyma-eu rved legs and an archi
tecturally inspired turned center, and thus
came to assu me a well-developed form.
Because of th eir simplicity and usefulness.
regional variat ions and degrees of
sophist icat ion abound.

Larger versions of th e tripod design were
used as tea tables and, in som e cases, were
designed to allow th e top to turn to aid in
serving. Th e tops were hin ged so th ey could
be ti pped vertica lly, allowing th e table to be
put aside wh en not in use. Th ese are
commonly know n as tip-top tables, wh ich is
a modern appellat ion, but to early
Ame rican cabinetmakers th ey were known
as round tea tabl es. Earlier English
examples were descriptively called pillar
and claw tables. denoting th e use of claw

TlP ·TOP TAB L E. PROBABLY PHI LADELPHIA .

17 40- 1 7 80 .

Tables and candlestands in this form came to a new
level of development in the Queen Anne period. This
later example hasa 'bird-cage' mechanism that allows
the top to turn andtip upright.
(COURTESY YALE UNIVERSITY ART GALLERY)
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feet , and snap tables, since th e latches snap
shut in th e horizontal position. Tip-top
tables were an enormo usly popul ar form of
table th rou ghout th e colonies.
Philadel phi ans were especially fond of th e
form and would later take it to a high level

of development. The tripod form, with
stylist ic changes, rem ained in com mo n use
well int o th e next century.

Sid e tabl es
Side tabl es were a new form for th e Queen
Anne period . Usua lly about 4 ft . long and
without dr awers, th ey were th e foreru nner
of th e sideboard and were int ended to sta nd
along a wall as a seconda ry piece for serving
food or drink. Th e fact that many side
tables have marb le tops is indi cative of th eir
function, and exp lains why later versions
came to be known as "slab tabl es." Side
tables have all th e att ributes of Queen Anne
tea tables, but th eir size and design speak to
th eir specia lized role. Since th ey are large
and were used in serving, th ey would have

belonged to th e wealthier segme nt of
society, and original examples are few in
number. Th e term "console table" is often

used erroneo usly; console tables came at a
later date and were mounted to the wall.

SIDE TA BL E.

PROB ABL Y

MA SSA CH USETT S.

1735-1770 .

Functioning as serving
pieces, side tables were
a new andspecialized
form for the Queen Anne
period.
(COURTESY COLONIAL

WIL LIAMSBURG FOUNOATlON)

Card tabl es
As increasing prosperity brought more
leisure time and social interac tio n, another
popular activity, besides tea dr ink ing, was
card playing. Th e gamb ling craze had
sta rted in France, spread to England, and
eventua lly come to America. Whil e th eir
Puritan forebears wou ld have been
dismayed, whist and oth er card games
becam e pleasant social pastimes among th e
well-to-do. Th e elite could afford to have
tables built specially for th e purpose, based
up on th e latest English designs. Like formal
tea tabl es, th ey were th e centerpieces of th e
evening's activ ity and had to be of th e best
style. Many featured needlework playing
surfaces, dished pockets for chips or
counte rs and recesses for candlesticks or
beverages (see th e top photo on th e facing
page). Wh ile th ey were mad e in several
shapes, English examples with four corne r
turrets, from wh ich th e legs exte nded, were
th e most practical because th e legs were
well out of th e way of th e sitte rs' knees.
Furthermore, th eir tops followed th e same
shape, giving th em increased surface area
and room for th e wells. This is th e shape
tha t seems to have inspired th e familiar
por ringer top.

An important feature that was
established by early card tables was a top
that folded in half on itself, or opened to be
supported by swinging legs. Wh en not in
use, th e table could stand against a wall,
taki ng up half th e space. By folding the top
in half, th e playing surface was protected



and as a result many st ill have th eir original
needlework in excellent condit ion. After
1730, some of the English examples
featured rear legs that swung out on a
hinged accordion-like frame, which gave th e
tables fu ll aprons and a nicer appearance
when open. Th e folding card table was a
new form for th e period, but it esta blished a
precedent that card tables would follow
well into th e next century.

CA RD TA BLE . BOSTON .

17 30 - 17 5 0 .

This card table features
turreted frontcorners
and a needlework top
surface. The rear legs
open outward to support
the foldingtop.
(COURTESYMUSEUM OF FINE

ARTS. BOSTON)

Q ueen Anne dining tabl es saw th e first
widespread use of th e rule joint in joining
their leaves. Thi s joint concealed th e stee l
leaf hin ges by placing th em within a
qu art er-round mold ing th at ran th e length
of th e joint and fit int o a corresponding
cove molding on th e underside of th e leaf.
Th e rule joint requ ired quite a bit of skill to
make accura te ly,but th e result was a table
with a mu ch neater app earance. Rule-joined

CA RD PLAY ING

While th e Puritans frown ed
on them, amusements

and pastimes abounded in
18th-eentu ry Am erica. Taverns
were popular esta blishments
where cards, billiards,
backgammon , shuffleboard,
d ice games and even bowling

augmented th e primary activity
of drinking. Am ong th e favorite
card games of th e day were whist,
lanterloo, put, piquet, cribbage and
all fours. Th e chips or counters
for th ese games were called
"fish" and were made of bone in
th e shape of discs, stars or fish.
The upper level of society also
enjoyed cards, but since th ey did
not frequ ent taverns, th ey had
private gatherings of friend s at
home. Th e dom est ic gamin g
tables of th e day were mad e with
pockets for th e counte rs, and
th eir needlework playing
surfaces often depicted cards,
counte rs and money.

Drop-leaf tables
Th e drop- leaf gateleg tab le of th e William
and Mary period had proven to be versat ile
and pract ical, and its design was carried int o
th e Queen Ann e era with some
modification . Th e elaborate assemblageof

legs and stretchers was replaced by four
cabriole legs, two of which swung out on
hinged frame members to support th e
leaves. Table tops were either oval or
rectangular when opened. The drawer on
th e end of some William and Mary
examples was not seen in Qu een Ann e
pieces. Some examples from th e middle
Atlan tic states have six legs, with th e swing
(or fly) legs positioned just behi nd

stat ionary ones so as to increase th e table's
sturdiness and stability.

DI NING TABLE.

MASSA CHU SETTS .

17 4 0 - 17 BO.

The drop-leaf table was
an elegant and practical
form of table, well suited
to the needs of
18th-century life. The
Queen Anne version had
cabriole legs, two of
which swing to support
the leaves. and a gently
shaped apron.
(COURTESY COLONIAL

WILLIAMSBURG FOUNDATION)
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SIDE CHAIR . CONN ECTICUT OR MASSACHUSETTS .

17 20 -1 740 .

The 'splat-back ' chair retains stretchersand front legs
of an earlier style but has a back design similar to later
Queen Anne chairs.
(COURTESY THE SOCIETY FOR THE PRESERVATION OF NEW

ENGLAND ANTIQUITIES)

leaves became th e standard method of
atta ching leaves for all subsequent drop-l eaf
tables. Cabinetmakers' account books of
th e period often refer to th ese as rule tabl es,

and th ey are priced by th e foot according to
th e length of th e frame or, as they called it,
th e bed.

A small version of th e drop-leaf d inin g
table was known as a breakfast tabl e and
was approx imately 36 in. in diameter. This
table fun ction ed mu ch like a foldin g tea
table; it could be used when need ed and
stored away in little space when not in use.
It was for occasional use, and its name is not
ind icative of its only purpose. Th ese tab les
have all th e same elements as full-size
dining tables and required nearly as mu ch
labor to make. Th at mu ch effort for a table

of thi s size mad e th em qui te a bit more
expensive than a common tea tab le and
limited th eir numbers. T heir diminutive
size and scaled-down detailing make t hem
endearing littl e tables. When well executed,
they are gems of Q uee n Ann e design.
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SIDE CHAIR . BOSTON AREA. 1735 -1760.

The classic New England Queen Anne chair developed
in Boston about 1730 andevo lved with regional
variations over the next three decades.
(COURTESY THE SOCIETY FOR THE PRESERVA TlON OF NEW

ENGLAND ANTIQUITIES)

SEATING F URNIT UR E
Th e Queen Ann e style brou ght a great
advance in th e design of chairs. Most chairs
before thi s tim e were composed of st raight
elements, wh ich limited both comfort and
aesthetics. In the early part of th e century,
Bosto n chairs had been the first Am erican
chair design to use th e cyma curve in th e
back profi le whil e ret aining William and
Mary elements elsewhere (see pp . 24-25 ).
Th is design was a preview of things to

come, as the fully developed Queen Ann e
chair kept th e cur ved back and included all
th e new design elemen ts as well.

Splat-back chairs
An important and widely used New
England chair that developed afte r th e
Boston chairs was an early Q ueen Ann e
design first seen in the 172 0s. This design
incorporated a vasiform, or baluster

inspired, cur ved splat . Th e top of th e splat
was met by a double-arched crest rail th at
carried th e shape of th e splat over to meet

SIDE CHAIR . PHILADELPHIA. 1740-17 6 0.

A Philadelphia chair shows the greater propensity for
sculptu ralelements and carved details outside of New
England.
(COURTESY MUSEUM OF ART. RHODEISLAND SCHOOL OF DESIGN)

th e molded shape of th e vert ical stiles.
Th e base of th e splat was secured by a
distinctive horizontal rail a few inches
above th e seat (ph oto at left above). Thi s
yoke-shap e crest includ ed a scooped saddle
on the crest above the splat, wh ich was to
cont inue as a standard form in Qu een Anne
chairs. To differenti ate th ese chairs from
other varieties, th ey are often called splat
back chairs.

More th an a purel y transiti onal or rural
version of a higher style, thi s design shows

the New England penchant fo r combining
th e new Q ueen Ann e elements with
exist ing designs. Some variations of th ese
chairs used block-and -turned front legs
with either ball or Spanish feet , while
others employed th e cabriole shape.
Existing examples includ e some with rush
seats and oth ers with loose seats and over
th e-rail upholsterin g.

Thi s style enjoyed a widespread and
long-lived acceptance, which accounts for

its many variations. Examples date from the



early part of th e second quart er of th e
century and cont inue until th e time of the
Revoluti on in some areas. While splat backs
were superseded by more stylish designs in
th e major cities in th e 1730s, th ey rem ained
in favor elsewhere as locally produced
examples of th e Quee n Anne aesthet ic.

Queen Anne cha irs
Th e Queen Anne side chair, in its best
known form, is comprised of curved back
st iles, arching th rough a crest rail to meet a
splat of th e familiar vasiform shape (see th e
center photo on th e facing page). Th e
bottom of th e splat joins th e seat rail
th rough a molded shoe. Cabriole legs, well
roun ded in cross sect ion, support eit her a
squa re seat or a roun ded compass
(sometimes called balloon) seat . Each of
these shapes would have held a slip seat, a

separate upholstered seat frame th at drops
into place. The front and back legs are
joined by block and turned st retchers, and

two swelled turni ngs form th e rear and
medial stretchers.

Thi s style of chai r, in its Am erican form,
is known to have developed in Boston no
earlier than 1730 , and it soon became a
sta ndard for New England Q ueen Ann e
chairs. While all th e design elem ents are
from th e English Quee n Anne, th e design

evolved by applying th ose elements to
existing American chai rs rath er th an
directly copying English examples, since
English chairs did not have th e same
vertical proportions.

Regional variat ions of th e form appeared
as its popularity spread. Newp ort versions
were nearly identi cal to th e sta ndard form,
but with subt le differences in the delicacy
of th e elements th at gave th e chair a lighter
appea rance (see th e photo at bottom on
p. 39). Farther south, in New York and
Philadelphia , Qu een Anne chairs had
shor ter and wider proportions (more like
the English style), and th ey were likely to
incorporate more dynami c sculptural
elemen ts in th e rear st iles and splat shap e,
along with a more extensive use of carving
(see the photo at right on th e facing page).

Once th e style had been established in each
city, th e variations grew as each developed
in accordance with local tastes.

Th e divergence between Philadelphia
and New England style becom es apparent
in th e Queen Anne designs and is typified
in th e chairs. At first glance, th e
conservative restraint of New England
makers is obvious in comparison to th e
relatively daring flamboyance of th eir
Phi ladelphian counterparts. A more subtle
point is th e growing stylistic kin ship
between Philad elphi a and London, whil e
New England maintain ed a separate
identity. Wh ereas th e Phi ladelphia makers
and th eir clientele were readily willing to

embrace th e latest English designs, th e New
England market was more comfor ta ble in
applying th e influence of th ose designs to
existing pieces. Part of this had to do with
th e growt h rate of both regions. Th e
populations of New York and Philadelphia
were sta rt ing to skyrocket, whil e in New
England growt h was mu ch more modest .
During th e third quarter of th e century, th e
populat ion of New York and Philadelphi a
roughly doubled whil e th e growt h rate in

Boston was flat . By th e time of th e
Revoluti on , Philadelphia had a popu lation
two and a half times th at of Boston. Most of

th ose who swelled th e population of
Philadelphia, including ind entured servants
and tradespeople, came directly from
England. With th em came both th e
appetite for and th e designs of th e latest
English furniture.

Upholste red pieces
Fab rics and shape were both important

elements in Qu een Anne design, so
upholstered pieces in th e forms of easy
cha irs and sofas were well in keeping with
th e style. Textil es were expensive (a locally
woven coverlet was close to a simple tea
table in value), and th e finest and most
stylish fabri cs were imported .Th e prosperity
of th e times and th e accompanying pursuit
of creatu re comforts made upholstered
pieces more available and desirable.

Easy chairs mad e a smooth t ransition
from th e William and Mary style int o th e

EASY CHAIR . BOSTON .

OR POSSIBLY RHOO E

IS L AND . 174 0 - 17 70 .

Easy chairs have a more
relaxed stance than
those of earlier erasand
share leg and stretcher
designs with other chairs
of the period.
(COURTESY YALE UNIVERSITY

ART GALLERY!
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SOFA , PHilADelPHIA ,

17 40- 17 50.

Sofaswerestill quite
rare before mid-century
because of the cost of
upholstering andtheir
space requirements. In
keeping with theQueen
Anne aesthetic, they
sharestylistic similarities
witheasy chairs.
(COURTESY WINTERTHUR

MUSEUM)

Q ueen Anne. In keepin g with th e design
philosophy of th e time, th ey becam e
broad er and more relaxed in shape, losing
some of th e vert ical thrust th at had
characterized th e earlier styles. Easy chairs
assu med most of th e att ributes of other
Queen Anne chairs, with cabriole legs and
simplified turned st retchers.

Sofas were a new form for th e period,
having evolved from a combinat ion of
earlier settees and fu lly upholstered easy

chairs. Since most hou ses of th e period had
limited space, and since the amount of
fabric required to up holster a sofa was
prohibitively expensive, they were only
affordable to th e very wealthy. As a result,
American Quee n Ann e sofas are
exceptionally rare. Wh en th ey were mad e
th ey followed th e convent ions of th e style,
with cabriole legs, ar m rolls and serpent ine
backs th at were harmon iou s with th e
designs of easy chai rs.

Couches, or day beds, conti nued in th e
Queen Anne style, but th eir popularity was
waning as sofas became more desirable.
Th e need for a large uph olstered piece was
becoming more important for social reasons
rath er th an for purposes of repose, and sofas

were a more usefu l and elegant solution.
Co uches increasingly becam e bedroom
pieces as th ey were displaced by sofas.
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TAll-POST BEDSTEAD . RHODE I SLAN D, 173 5-1 7 5 0 .

The primary purpose of bedsteadswas to hold the
mattress and bed hangings. Little of the structure is
seen except for the frontposts, which here feature
cabriole legs.
(COURTESY WINTERTHUR MUSEUM)

B EDST EAD S
Bedsteads continued to be frames for th e
purpose of holding a mattress, and tall-post
beds were designed to suppo rt bed hangings
as well. In th at regard, th ey were valued
more for th eir fun ction th an for their
aesthetics. Nonetheless, th ey were made in
keeping with th e Queen Ann e style, with
cabriole front legs and a gently arched
headboard. Wh en fully equipped with bed
han gings, only th e front posts and legs and
the top of th e headboard remain ed visible,
so most of th e bedsteads of th e period have
a concentrated emphasis there. Low-post
beds were th e norm for th ose of more
modest means, but th ey too show th e
att ributes of the styling of th e period.

Queen Anne Structure
William and Mary pieces owed mu ch of
th eir design to th eir st ructure since
widespread use of th e dovetail joint had
fundamentally changed th e way furni ture
was built. Th e Queen Ann e style brought
an aesthetic evolut ion to th at st ructure, and
a refinement to its method of construct ion,
In some cases, th e changes were improve
ments in technique th at came with
cont inued practice, and in other cases th e



Case Const ruction with Cabriole Legs

Theuse of cabriole legs without
stretchers required that the legs be
betterintegrated into thestructure
of thecase.

Top rail joined
to legwith tenon
or dovetail

Side
tenoned
into leg

Leg is
continuous
and serves as
corner block
into which
sides, front
and backare
tenoned.

Th e redesign entailed droppin g th e idea
of dovetailing th e case edges, and instead
tenoning th e case parts into th e extende d
leg block of th e cabriole (see the drawing at
left). Thi s meth od made th e legs an integral
part of th e case rather th an a later
att achme nt, and gave th e piece solidi ty and
un surpassed durability.Th e one drawback
was th e inabil ity of th e tenoned
components to expand and cont ract freely
across th e grain, and some cracking of case
sides resulted. Nonetheless, th is method
was vastly superior to th e former, and it
becam e th e univ ersally accepted meth od of
building these pieces. Th e one notable
except ion was in Newp ort, where cases
cont inued to be doveta iled at th e edges,
with the cabriole-leg blocks attached to th e
insid e corne rs. Thi s method of
const ruct ion proved to be very practical

with high-ehest cases. Th e legs could be
position ed in th e case with attac hed blocks
that left th e legs free to slide out, and th ey

could th en be removed for shipping.

changes were necessitated by th e new
components th at made up th e Q ueen
Anne style.

Case pieces remained st ructura lly
unchanged from th e previou s era, but th e
construct ion techniques of cabinetmakers
became more refined. Dovetails increased
in number and precision as met hods were
perfected. Co mponents like drawer par ts
and case panels became thinner, as
cabinetmakers learn ed tha t bu lk was not a
requirement for st rengt h. Besides purel y
aesthet ic and stylist ic improvements, such
as more delicate case moldings, bracket
feet and improved proportions, Qu een
Anne case pieces cont inued th e const ruc
tion meth ods established with William
and Mary pieces, but with two notable
exceptions: th e str ucture of dressing
tables and high chest bases, and th e use
of lipped drawers.

CA SE C ON ST RU C T I O N
Th e cases of dressing tables and th e bases of
high chests had consisted of four sides,
dovetailed togeth er along their four vertica l
edges. Th e turned legs were tenoned into
interior corne r blocks, which were glued in

place (see th e top drawing on p. 140) . This
was not an ideal method of const ruct ion,
but given th at th e turned legs were
numerous (six in th e case of a high chest)

and tied together by st retchers, it proved
adequat e for the William and Mary period.
In th e Queen Anne style, where there were
only four legs and no stre tchers, their
attachment required some redesign if they
were expected to endure.

LIPP ED DR AW ER S
The other notable change in th e str uct u re
of case pieces involved th e use of lipped
drawers. Drawers with a lip at th e top and
sides covered th e space between th e drawer
and its case and gave th e piece a neater
app earan ce. Single- and double-arch
moldin g on th e case surro unding th e
drawer opening fell out of favor in th e
Q ueen Anne aesth etic, but delicate bead
moldin gs, less than 1/ 4 in. wide, took their

DRA WER DETA I L .

1730 - 175 0 .

Lippedor overlapping
drawers covered the
space between the
drawer and case and
made for a better
appearance. Aquarter
round bead on the edge
was used universally.
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NEW ENGLAND BLIND TENON

PHILADELPHIA THROUGH TENON

Side-rail tenon
does not extend
through rear leg.

Side-rail tenon
extends through
backof rear leg.

Side seat rail

Tenon usually
wedged as
well

Chair-Construction Details
place in outl ining th e drawer. Drawers were
not lipp ed along th e bott om edge, since thi s
lip would have quickly brok en off if th e
drawer was removed from its case and
placed on a tab le or floor. (H ard-t o-reach
top dr awers were likely rem oved from the
case and put on a tabletop as a matter
course. ) O therwise, th e const ruct ion of
drawers cont inued with refin ements in
component thi ckn ess and th e delicacy of
dovetailin g. As part of th e evolut ion,
drawer bottom s came to be install ed by
slid ing th em int o place from th e back, into
grooves cut in th e front and sides, and th ey
were held in position by a small nail or
two. Earlier methods of nailing th em to
th e bottom of th e drawer components
became obsolete .

C HA I R CONST RUCT ION
With th e divergence of styles between
New England and Philadelphi a came a
divergence in constr uctio n methods, which
is most evident in chairs. Philadelphi a
makers learned th at th ey could do without

st retchers between the legs, and did so,
whi le northern makers cont inued to use
th em . The Philadelphi a makers extended
th e tenon of th e side seat rail through th e
rear leg, where it sto pped flu sh with th e
sur face (see th e drawing at right). Th e

st rength of thi s very substantia l joint
allowed th em to build chairs without
st retchers. New England makers used
shallower mortises th at did not extend
through th e leg.

Th e seat const ruct ion of compass-seat
chairs also varied between th e two regions
(see th e drawing on th e facing page).
Philadelphia makers made th e seat rail as a
unit by tenoning th e cur ved sides direct ly
int o th e cur ved front rail with horizontal

tenons. Th e cabriole legs were th en
attac hed to th e underside of th e seat rail by
a single round tenon on th e leg glued int o a
large hole in th e rail. Th e lip to hold th e slip
seat was attached separately afte r th e seat
rail assembly was complete. New England
makers tenoned th e curved seat-rail
components int o th e blocks of the front
legs, and th en shaped th e blocks to conform

to th e seat cur ve. The material inside th e
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Seat lip applied

SID E CH AIR . CONNECTICUT. 1740-1760 .

Though made in Connecticut, 'Porter' chairsof this
typehave structura l similarities with Philadelphia
Queen Anne chairs.
(PRIVATE COLLECTION)

seat rail was cut away to provide the recess
for th e slip seat. This method was iden t ical
to th at used for a square, straigh t-sided seat.

St ructurally, th e New England meth od of
building compass seats was superior since
th e Philadelphia technique was depend ent
on th e int egrit y of th e glued joint.

Interestingly, th e Philadelphi a meth od
of chair constr uctio n foun d a niche in th e
heart of New England. A style of simple and
unadorned compass-seat cha irs came to be a
common form in th e Connecticut River
Valley. Th ey were made just before mid
centu ry for th e Porter family, and now are
referred to by th at name. Porter chairs have
all th e const ruct ion characte ristics of th e
best Philadelphia Q ueen Ann e chairs but
none of th e ornament (photo below). Th ey
have pad feet, a plain crest rail and no
st retchers. Of fur ther interes t is th e fact

Sides tenoned
into front rail

Sides and front
tenoned into
leg block and
pegged

Seat lip carved
from seat rail

Leg block shaped
to follow contour of
compass seat

Tenoned corner
blockadded

Legjoined
by large round
tenon

Front rail

NEW EN GLAND COMPASS SEAT

Compass Seats

PHILADELPHIA COMPASS SEAT
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that many are made of walnut, th e wood of
choice for high-style cabinetmakers in th e
cit ies but not th e usual choice for
cabinetmakers in the Co nnect icut River
Valley, where cherry was th e predomin ant

medium. Th e possible scenario of a
Philadelphia-train ed cabinetmaker bringing

his style to th e area is tant alizing and not
without parallels in furniture history.

Other pieces continued to be bu ilt with
mortise-and-tenon const ruct ion, since th ere
were no other accept able meth ods. As with
all pieces, th e precision of th e joinery

became increasingly important as th e
str uctural members became more delicate
and th e use of reinforcing st retchers
di minished. Thro ughout the period, th e
designs and their structures cont inued in

this process of optimization.

Decorative Elements
Queen Ann e decorative elements are by
defin ition few, or at least th ey were in th e

earliest and purest versions of th e style. Th e
reaction to Baroque ext remes ensured th at
beauty was designed in and not added on.
As th e style progressed in England,
designers added increasing degrees of
orna mentat ion until they arrived at Queen
Anne forms dressed out in th e full regalia of
th e Italianate Baroque, but th e purity of th e
unadorned Queen Ann e style had an innate
app eal to the Am ericans. Th ey used
ornamentat ion sparin gly, to augment th e
design of the piece bu t not overpower it.
American furniture was never a vehicle for

ornament.
Apa rt from the role th at the cyma curve

played in replacing intri cate turnings and
severe lines with cabriole legs, gentle
turnings and sweeping curved lines, other

decorative elements were used with
restraint. Veneer, usually walnut in th e
early decades of th e style, continued to be
used on th e fronts of bett er high-style case

H I GH CHEST OF DRAWERS .

CHAR LESTOWN . MASSACHUSETTS , 1739.

The Baroque shells, heregilded on the Hartshorn high
chest. represented theacceptable limit of ornament for
American tastes beforemid-eentury.
(COURTESY MUSEUM OF FINE ARTS. BOSTON)



pieces, but it was intended to app ear rich,
rathe r th an wild . Inlay, usually of cross
banding or herringbone design, was used to

border drawer front s and panels , but it was
not as bold or cont rasting as it had been
previously. Th e surface was not int end ed to
be th e sole focus of att ention . Many pieces
were finished in a light color, increasing the
visual appearance of size. Th e Qu een Ann e
ideal was to have furni ture of lofty grace,
with expanses of smooth warm wood,
interrupted only occasionally by restrained
carved embellishment.

CA RV IN G S
Shells and fans on American Qu een Anne
pieces were inspired by th e English
obsession with th em, and th e English in
turn had borrowed th e motif from Italian,
French and Dutch decorat ive styles.
American makers of th e period were careful
to use carvings in proper proportion and
number to th e rest of th e piece, with an eye
toward only enhancing th e design (see th e
photo on th e facing page). Th eir carvings
were also well int egrated into th e overall
form of th e piece, and gave th e impr ession
of being designed in from the outset, rath er
than added on later.

Carvings were used more extensively
later in the period to enliven familiar forms,

differentiate new pieces from earlier ones
and feed an increasing appetite for
opulence. Th e compl exity and extent of
carving varied according to local tastes and
the price a customer was willing to pay.
Philadelphians began to show a preference
for more elaborate and detailed carving,
which was to cont inue into th e next era of
furni ture design. Following London styles,
carved ball and claw feet appeared on
Boston pieces as early as th e I730s and grew
more widespread afte r mid-eentury.

A RC H ITEC TU RA L D ETAILS
As mentioned previously, archit ectural
elements found th eir way into furniture as a
result of th e endu ring popu lar int erest in
architecture and th e natural evolut ion of
the style. In th e absence of furniture-design
books, architectura l guides were often th e
only source of fashionable styles available to

designers and cabinetmakers. Decorative

HI GH CHES T OF DRAW ER S.

CON CORD . MAS SA CHUS ETT S. 1755-1775 .

The use of architectural details is evident in the upper
case of this highchest attributed to Joseph Hosmer,
himself a housewrighl. More formal pieces also
reflected the influence. Note the architectural styling of
the entablature andthe pulvinated base and capital of
the fluted pilasters.
(COURT£SY TH£ SOCIETYFOR TH£ PR£S£RVA TlON OF N£W

£NGLAND ANTIQUITI£S!
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HIGH CHEST OF

ORAWERS . BOSTON .

1710 -17 30 .

This William andMary
highchest is oneof the
earliest known examples
of American japanned
furniture. Japanning. an
imitation of Oriental
lacquerware. was
practiced from about
1712 until mid-century,
coincidingwith both the
Wi lliamandMary and
Queen Anne styles.
(COURTESY THE

METROPOLITAN MUSEUM

orART)



features including fluting (especially of
pilasters), moldin g profiles, plinths and
finials, and arched pediments were used
widely. Th e infusion of th ese elements was
strong in England, where Palladian
influ ence continued to be felt , especially
after th e leadin g prop onent of Baroqu e
ornament, William Kent, published th e
work of th e leadin g proponent of Palladian
architecture in TheDesignsof InigoJones
in 1727.

In America, architectural design books
proliferated, but Batt y Langley's 1740

publi cation of TheCity and Country
Builder'sand Workman's Treasuryof Designs
was widely consulted. Langley's book
helped reinforce existing architectura l
details and infused new ones into Am erican
furniture . It sta nds to reason th at a region
that was growing and building at th e rate of
th e colonies would see an arch itectural
impact on its furn iture design. More of
these elemen ts would be included in th e
later part of th e century.

JAPANNING
Th e ongoing merchant trade with th e Far
East kept alive a fascination with O rienta l
design th at had been strong since th e late
17th century. So different were O rienta l
designs and so distant was th eir origin th at
they had a mysterious and exotic allure. Of
part icular int erest was Chinese lacqu er
ware, usually chests of many compartme nts,
covered with strange scenes and fini shed to
perfect ion . Many were imported to Europe
and England and put on twi st-turned bases
of local origin. Euro pean cabinetmakers and
decorators were soon simulating th e fini sh
on pieces of th eir own making, a process
known as "japanning." England exper ienced

a great deal of exposure to th e O rienta l
work from Portuguese trade with th e east ,

fro m th e relation th rou gh marriage th at
Cha rles II had with Portugal, and from th e
Dutch East India Co mpany by way of
William of Orange. In 1688, Joh n Stalker
and George Parker publ ished their Treatise
of Iapanningand Varnishing, in Oxford ,
England , and for a whil e japanned
decoration became a fashionable pursuit of
young wome n, not unlike needlework. It
was all t he rage, mu ch to th e dismay of th e
classicists who were touting th e purity of
classical architectural design at about th e
same time.

In Am erica, japanning first took hold in
Boston . Boston experienced th e most rapid
growt h in th e colonies just before th e sta rt
of th e 18th century, and it was hom e to th e
most affluent merchants who wanted th e
newest London styles. Soon Boston
cabinetmakers and decorators were making
th eir own version of O rienta l lacqu er, and
applying it to th e sta ndard furn it u re forms.
Th e first evide nce of japanning being done
in Boston was in 1712 and it cont inued to
be fashio nable until th e middle of th e
century. New York also took up th e
decorative treatment, but its accepta nce
and du rat ion trail ed th at of Boston by
about a decade. Japanning was not an
inexpensive treatment; the time required to

japan a piece could easily exceed th e time
required to build it. Since it was to be
show n off, it was usually done on
impressive pieces, like high chests or tall
case clocks, th ough some dr essing tables
and lookin g-glass frames were also
japan ned.

During thi s period about a dozen
japanners worked in Boston; th e best
known three (Robert Davis, Th om as
Johnson and Will iam Randle) were born
and t rained in England . Fewer th an three
dozen Boston japanned pieces rema in, two
dozen of which are high chests . Th e period
during which thi s decoration was applied
overlapped th e William and Mary and

Q uee n Anne eras of design, and examples
of both styles were japanned . Of th e known
japann ed Boston high chests, seven are
William and Mary, and seventeen are

Q uee n Anne.
Like Orientallacqu erwork, japanning

cons isted of gold figures and designs in
raised relief on a black or mottl ed
backgrou nd. Pieces th at were to be
japann ed were built of a hard pine or
mapl e, since th e wood wouldn't show. The
japanner would draw th e design on th e bare
wood of th e piece and build up th e figures

with gesso, a thick paintl ike mixtu re made
fro m whiting and glue . Th e en ti re piece
would be given a base coat of reddish-brown
pigment in oil, and wh en th at had dried it
was given a similar coat of black. Wh ile the
black paint was wet , it could be dau bed or
bru shed to allow a hint of th e base color to
show th rou gh, giving th e paint th e mottl ed
effect of tortoiseshell. Th e figures th at had
been raised with gesso were th en gilded
eithe r with leaf or gold powd er paint, and
additional detailin g was added over th at in
black. The ent ire piece was given several
coats of a varnish and rubbed to a glossy
fini sh. (For more on th e technique of
japanning, see Cha pte r 12.)

The many layers of dissimil ar materials,

th eir varyin g degrees of adherence to one
anothe r and th e sometimes brittle qua lity
of gesso made japanned decoration very
delicate, and few original pieces have
su rvived with th eir decoration int act .
Jap anning is especially int olerant of
ext remes of temperature and hu midity, and
th e expansion and cont ract ion of th e
underlying wood loosens or cracks th e
gesso. Eight eenth-eentury hom es offered
poor conditio ns for th e well-being of

japanned pieces, but modern clim ate
cont rols can at least prevent further
deteriorati on.
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4
O p ulence and Stately Presence

THE CHIPPENDALE

(1760-1785)

STYLE

Refined grace evolved into a stately elega nce with theChippendale-era designs,
and the attentionto opulent detail is evident in the side chair in The American
School, a 1765 oil by Matthew Pratt (1734- 1805).
(COURTESY THE METROPOLITAN MUSEUM OF ART)
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h e increased st rat ification of th e

American social structure after mid
century led th e wealthy elite to continue
th eir quest for elegant sur roundings. Wh at
had previously been expressed th rough
elegance increasingly became defined with
opulence. In an effort to infus e a richness
into th eir furnishin gs, Americans
embraced the English styles propagated by
Th omas Chippenda le: Grace gave way to
st rength and und erstatement yielded to
bold presence.

The Rise of an
American Aristocracy
In th e absence of inherited titl es and th e
European system of class structure, social

status was det ermined prim arily by wealth.
The prosperity of th e colonies had enabled
th e merchant families to amass
considerable wealth, and most used it to
expand th eir holdin gs. Th eir earn ings
enabled th em to buy propert y and invest in
bu siness ventures th at people of lesser
means were unable to do. In th e 100 years
before th e Revolution, th e most wealthy
15%of Bostonians went from owning one
half of th e city's assessable assets to owning

two-thirds. Th e concent ration of wealth



(and poverty) was prop ort iona l to the size
of the city. Throughout colonial Am erica,
the larger cities had a greater percentage of

their assets under th e control of th e
wealthiest few, and they had a larger
percenta ge of poor.

With in th e cities, occupations were
numerous and diverse. Th e Boston tax and
probate records for 1780 show that, among
those who were taxed, 36%were artisans
and 29%were engaged in shipping and
t rade. Professional men accounted for 4%,
and the rest were laborers, servants, clerks
and mar iners. Philadelph ia tax lists for 1769
show that at least 25%were art isans,
though many more were employed as
artisans but d id not have taxable assets .
Given th at art isans like tailors, silversmiths
and cabinetmakers were th e manu facturers
of their day, th ese high numbers are not

sur prising.
Social status and class distinct ions

became more pronounced as th e century
progressed, and so did th e accompanying
privileges and t rappings of wealth. The
image of opulence that surrou nded th e
emerging American aristocracy is port rayed
in th is descrip tion of Bostonian Peter
Faneui l ( 1700- 1743), a very successful

merchant trader and accomplished
smu ggler:

We see him on Sundays, splendid in his
snuff-brown velvet suit and full
bottomed wig, crossing the st reet from
his residence to King's Chapel and
entering to take his accustomed seat .
His mansion he inherited from his uncle
Andrew Faneui l, and he lived
sumptuously with his Negro slaves, his
silver plate, his coach and chariot, and
his fine English horses. (Just in Weaver,
ed., Memorial History of Boston,
1880-1 88])

On e can be certain th at Peter Faneuil
had the latest and most fashionable
furniture that could be imported from
London or made in the colonies. His
belongings, like those of other very wealthy

members of society, were rich and opu lent
reflections of his wealth and status.

DESI GN FOR A CA RT OUCHE. HE NR Y CO PEL A N D.

A NEW BOOK OF ORNA ME NTS (LO N DON . 17 4 6) .

The designers of Rococo ornament abandoned
Baroque standards of symmetry andorder to create
unusual asymmetrical designs using free-flowing scrolls
and foliage.
(COURTESY THE METROPOLITAN MUSEUM OF ART)

In England, where a t rue aristocracy
existed, th e need for elegant furn ishings
was stro nger th an ever. Govern menta l
power had increasingly come into the hand s
of the third estate (th e merchant or
business class) and a powerful and
competent (though th oroughly corrupt)
prime minister who kept England peaceful
and prosperou s until th e middle of th e
century. Free from most of th e unpleasant
details of ruling, th e nobility concerned
itself with architectural pursuits and
intellectual discourse, and availed itself

of luxuries and furnishings of th e very
best style.

Origins of the
Chippendale Style
English Queen Anne fu rn itu re had becom e
increasingly ornate as a result of th e desire

for increased opulence. Th e trend had
reached its zenith with th e designs of
William Kent, whose Italian Baroque
ornamentat ion was used to great excess on

the furnitu re of Pallad ian mansions and
estate houses. His Palladian style had an
influence on th e furnitu re of less grand
hou ses as well, and lingered th rough the

1740s. By mid-eentur y th e Palladian style
was yield ing to som ething quite different:
th e Rococo.

THE ROCOCO
The Rococo is more a style of ornament
than a style of fu rn iture design. It is based
on natural forms-foliage, flowers, frui t,
shells, st reams of water and waves-arranged

to appear loose, casual and relaxed in form .
Baroque ornament used many of the same
mot ifs arranged with orde r and symmet ry,
but th e most nota ble featu re of the Rococo
orna ment was its asymmetry. Scrolling leaf
fronds and natura l cur ves were arranged
and joined to yield unusual new shapes that

were asymmet rical and lopsided, and lacked
th e sta bility of shape of convent ional
designs. The inverted pear shape was one of
th ese shapes, and it defied th e usual norms
of design by being larger on th e top th an the
bottom. Th e looseness of th e ornament and
th e peculiar shapes it inspi red were in
marked cont rast to th e orde rly nature of
Baroque design.

Grottoes were a pop ular feature of
formal gardens at th e time, and many of th e
natu ral elements in Rococo design were
inspired by th eir ornamen t . The word
rococo derives from the French rocaille,
meaning rock work, possibly with a
cont ract ion of coquillage, or shell work. It
was first used as a pejorat ive term in the late
1790s, when designers looked back on th e
style and coined th e term to portray it as an
antiquated and overly orna te tr end th at
exemplified bad taste. But th e term was
descriptive, and it eventually lost its bad
connotatio n as th e ornament came to be
better understood and app reciated.

Like most English styles, th e Rococo was
tr ansplanted from France, where it had
been developing as a form of orna ment
since th e death of Louis XIV in 17 IS. Two

decades previously, th e high standards of
th e Baroqu e were relaxed with the designs
of Boulle. This tr end was cont inued by
Cr essent during th e French Regence, (The
per iod's name comes from th e years
between l7 IS and 172 3, when Phillipe,
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CARVED FAUTEUIL .

PARI S. 17 0 0 - 17 2 5 .

The curved lines of the
Louis XV style, which
had been developing
sincethe turn of the
century, became the
perfect platform for
Rococo ornament.
(COURTESY THE

METROPOLITANMUSEUM

OF ART)

Duke of O rleans, served as Regent unti l
Louis XV reached age 13 and was
considered old enough to take the th rone.)
Even before the turn of the century the
French designers had introduced the cyrna
shaped leg, but not until the reign of Lou is
XV did the flowi ng cur ves that
characte rized the French Regence reach
th eir fu ll developm ent. The remaining
classical elements of design were
supplanted by und ulati ng curves, swelled
shapes and swirling ornament.

Rococo ornament became synonymous
with the Louis XV style, th ough th e
extent of its use varied through th e years.
It reached its peak during the 173 0s
and declined until th e mid -I ? 50s, when
th e Louis XV style faded from fashion.
Youn g English noblemen who made th e
Grand Tour of European cities as par t of
th eir cultural educat ion were no doubt
exposed to th e height of th e Rococo style,
but it was not unt il Kent's Palladian style

60 C II A I' T E R F 0 U R

had waned that th e English too k up th e
new trend .

O nce again, English furn iture design
had gone complete ly to an ext reme and
needed to be reigned in to something th at
was more comfortable and pract ical. Kent's

designs had become monu menta l and
massive, and were made more for show th an
for use. T he relaxed, delicate and graceful
designs of French fu rni tu re th at had been
developing in France since 1715 offered a
refreshin g change. Th e English began to
take up aspects of th e French style in th e
1740s, and it remained in vogue th rough
th e 1760s. Wh ereas th e French had spent
over th ree decades in developing th e style,
th e English merely took up th e aspects of it
th at th ey liked, especia lly the dynamic and
unrest rained nature of Rococo ornament .
French Hu guenot goldsmiths who were
working in England had sta rted to use some
Rococo ornament during th e 1730s, as did
engravers, illustrators and ceramists. Aft er
1740, some French orna ment, like carved

ribbons and cabochons, began to be

includ ed in some exist ing forms of English
fu rni ture , but it was not unt il several design
books were published th at th e style came to
th e fore.

Design books

The ornate and fanciful nature of Rococo
design made design books necessary for th e
prop agation of th e style, and th ey were
popular and int eresting as well. Illustrated
books proliferated during thi s time and
came to be an important part of th e design
business from th en on. One of th ese works
was by Matthias Lock, a carver and
proponent of th e Rococo in England. His
work, A New Book of Ornaments withTwelve
Leaves, was published with Henry
Co peland in 1752 and presented Rococo
designs of girandoles (elaborately
orna mented wall-hung mirror frames, often
with candleholde rs), some of which
included Chinese motifs.

THE ALLURE OF THE ORIENT
A travel book had been publi shed in 173 5
th at had rekindled Euro pean interest in
China. Europe's fascination with
chinoiserie had endu red since th e end of
th e previous century, and upon th e
rejection of yet another overly orna te style,
its simple grace once again beckoned. Th e
1757 publication of Sir William Chambers'
Designsfor Chinese Buildingsand Furniture
kept th e interest alive. The mysterious

allu re and exotic nature of th e Orient were
in keeping with th e Rococo in an unusual
way. Chinese design elements were admired
in part because th ey were fanciful and
wholly foreign to th e English. Th ey evoked
images of stra nge places where th e people,
architecture and land scape seemed
unworldly.

The proponents of chinoiserie, most of
whom had never left Euro pe, took th eir
own libert ies with O rienta l decora t ion and
offered fanciful interpretations of Chinese
design. Rococo ornament had no
connect ion with Chinese moti fs, but it
appealed to th e same kind of fascination
with fant astic designs. Th ere were no rules
as to symmetry, balance or stability, and th e
most int eresting Rococo designs were th e
most fanciful. Both styles broke all the
exist ing rules, and neither was confined to a



ADVERSE
REACT ION TO
THE CHINESE

TASTE

A ccording to th e present
prevailing whim,

everything is Chinese, or in th e
Chinese taste; or, as it is
sometimes more modestly
expressed, partly after the
Chinese manner. Chairs, tabl es,
chimney-pieces, frames for
looking-glasses, and even our
most vulgar ut ensils are all
reduced to this new-fangled

standard; and without doors it
has spread, th at every gate to a
cow-yard is in Ts and Zs, and
every hovel for th e cows has bells
hanging at th e corne rs." (From
The World,Lond on, 175 3)

new set of rules. Th e imaginat ive nature of
Rococo and chinoiserie could be combined
to represent scenery th at came from pure
fantasy, and th e stra nger it was, th e better.

GOT HIC R EVI VA L
Anoth er style th at emerged at mid-century
was a Goth ic "revival." It was championed
by the author Horace Walpole (1717- 1797),
who furnished his entire home in th e
Gothic style. Walpole had a small following
that was committed to int rodu cing Gothi c
elements in architecture and furn ishings.
Th eir interest in th e Gothic was spurred by
Batty and Thomas Langley's A ncient
A rchitectureof 1742. As was th e case with
Rococo and Chinese designs, th e adhere nce
to actual Gothic designs was loose at best .
Designers in th e Gothi c style borrowed
pointed arches, t refoils, cinquefo ils, tra cery
and cluster columns and worked th em int o
exist ing forms whe rever th ey would have
the most dramatic effect. Some of th e most
fashionable houses would later have a

"Gothick" room, but th e tr end never grew
mu ch beyond its cult status. As with th e
other trends of th e period, it was a fancifu l

int erpretation based on exot ic imagery. Like
th e Rococo and C hinese designs, it evoked
an intriguing mood th at was far removed
from th e designs of classical ant iqu ity. Th e
movement did lead to th e literary form of
th e Gothic novel, rep lete with all th e
pointed arches and du ngeons Got hic
enth usiasts had failed to introdu ce into
English manor hou ses.

Thomas Chippendale
T homas Chippendale ( 1718- 1779) is
credited with having combined French
style, Rococo ornament, Chinese design and
th e passing interes t in th e Gothic int o a
fu rn iture design book that captu red th e
imaginat ion of anyone interested in th e
latest fashionable styles. That book was The
Gentleman and Cabinet-Maker's Director,
published in Apri l 1754. Th e Director
ushered in a new era in furniture design
and forever changed th e way furniture
designs evolved and were disseminated .

TH E LI F E OF CH I PPENDALE
Littl e is known of Thomas Chippenda le
before th e publicat ion of th e Director, but

what is known is quite telling. He was born
into a family of joiners in th e Yorkshire
town of Otley in 1718. Th e next record of
Chippenda le does not appea r until 1747; it
is an ent ry in an accoun t book noti ng th at
Chippe nda le had been paid by th e Earl of
Burlington, presumably for sup plying
fu rni ture for one th e Earl's mansions.
Traditi on has Chippenda le working at other
manor hou ses (Nostell Priory and
Har ewood House), and by 1748 he was in
business in Lond on . Over th e next six years
he moved his business four t imes, on each
occasion to a more fashionable location,
eventually occupying three houses in St.
Martin's Lane. Th ere he was in partnership
wit h James Rannie, an esta blished
cabinetmake r and upholsterer.
Chippendale's shop was directly across
from Old Slaughter's Coffee House, a
favorite gathering spot for enthusiasts of th e
new Rococo style, and very near St . Marti n's
Lane Academy, where prominent art ists

including William Hogarth taught.
Chippe nda le was well posit ioned for th e
publication of the Directorin early 1754.
Since having been established in Lond on,
th e firm had grown cont inually and is
known to have employed at least 22
workmen by 1755.

Thomas Chippendale's met eoric rise to
prominence and his many moves to more
prestigio us locat ions demonstra te his
int ention to evaluate the needs of th e
market and posit ion his firm to provide for
them. His location in St. Mar tin 's Lane, at

the hear t of th e developing styles, was
valued at ten ti mes th at of his first Lond on
address on ly six years earlier. The move to
St. Mar t in's Lane and th e publication of th e
Directorwere each large undertakings, yet
th ey were done simultan eous ly. Alth ou gh
virtually nothing is known of his schooling
or early years in th e t rade, his rapid rise to
success, his demonst rated business acumen
and his ab ility to work for and wit h
demand ing aristocratic patrons all indi cate
that he was a man with unusually adroit
entrepreneurial skills and an ext raordinary
personality.

The publication of The Director helped make Thomas
Chippendalethe best-known cabinetmaker of the era,
and he has acquired a legendary (and usually over
romanticized) statusas a result.
(FROM THE BOOK Of KNOWLEDGE, 1933)
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THE

Moll: E LEG ANT and USE F U L DES I G N S

GENTLE MAN and CAB 1N ET-MAKER's

Being a large COL L E C T ION of the

C hippendale's skills are legendary, but

alt hough th ere are man y pieces th at have
been traced to the firm , th ere are none th at

are authe nt icated to him personally. He

was, however, unusually ade pt at gat hering

ta lent aro u nd him, and effect ively

market ing th e except iona l skills of his firm
in furnishing th e interiors of th e grand

hou ses of the day, wh ole rooms at a t ime.

oTcERID

THE T H I R D E D I T ION.

In the Moll F AS H I O N AB LET AS T E.

Including a g reat VA Rl ET y of

CABINET-MAKER and UPHOLSTER ER, in sr, Martin's Lane, London.

THE DIR ECTOR
Th e publi cation of The Gentleman and

Cabinet-Maleer'sDirectorof 1754 was

C hippenda le's most imp or tant

cont ribut ion to furn iture design, but it was
import ant for more th an th e designs it

contained. Previous to th e Director,
architectural gu ide books pro liferated, and

t hey somet imes touched on th e design of
furniture, especially when it was designed

to compleme nt th e bui ldings. The Director
was the fir st guide of its kind to
acknowledge th e importance of furni ture

design as a field in itse lf.

Th e Director, as th e first in a long series

of furniture-design books (see Appendix II
on pp . 294-295), also served to popul ar ize

fu rn iture design . A century earlier,

fu rn itu re styles had th eir development and
evolut ion wit h in th e cou rt and amo ng its

selected artisan s. Then as th e nob ility took

a greate r interest in th eir hou ses and

furn ishings, they increasingly turned to

outside craftsme n. Commercial cabinet

ma kin g pro liferated , but its direction had

to filt er down fro m cou rt designs. The

revolutionar y idea of publishing designs put
th e latest and most desirable styles into the

han ds of anyone who wan ted to bu y th em .
The local art isans in outlying areas were

now as aware of th e latest t rends as th ose in

St. Martin's Lane. The styles no longer

spread by word of mouth, sketch or mem ory,
so th ey were not subject to changes and

influences in their dissemination. From

th en on, pieces were built more as th eir

origina l designers envisioned th em .
C hippenda le's book also served to move

th e aut ho rity in furniture design from th e

Crown to the cabinetmakers. Styles were

now presented by th e leading designers and

makers of th e day, and t he success of each

was determined by the market rat he r th an

S.TNE

FU RNITURE,

CASES, CHINA-SHELVES, and BOOK-SHELVES;
CANDLE-STANDS, T ERMSfor BUSTS, STANDS
for CHINA J ARS, and P EDESTALS; C ISTERNS
for W ATER, LA NTHOR NS.and CHANDELIERS;
FI RE-SCREENS, BRACKETS, and CLOCK-C A
SES ; PI ER-GLASSES, and T ABLE-F RAMES; G I
RANDOJ,ES, CHI MNEy-PI ECES, and P ICTURE
F RAMES; STo v,, -GRATF.s.B,OARDJ<RS,FRETS,
CHI NESE-R AILING, and BRASS-WORK, for
Furniture,

o F

CHIPPENDALE,

M

AND 0 THE R

A

T O WH ICH I S PRE FIXED.

NR

By THOMAS

o

HOUSEHOLD

Calculated to improve and refine the prefent T A S T E, and fuited to the Fancy and Circumftancesof
Perfons in all Degree. of Life.

W IT H

Proper D IRE CT ION S for executing the molt d ifficul t Pi eces, the Mouldings being exhibited
at large, and the Dimenfion s of each D E S I G N fpecified.

LON DON :
Printed for the A UT H 0 R, and fold a t h is H oufe, in St. Martin's Lane;

Alfo by T. B E CK ET and P. A, D E HO NDT, in the Strand.

MDCCLXII.

CHAIRS, SOFAS, BEDS. and COUCHES; CIUNA- :
T ABLES, DRE SSI NG-TABLES, SHAVING- '
T ABLES, BASON-STANDS. and T EAKETTLE
ST ANDS ; FRAMES for MARBLE-SLABS. Bu
REAU-DRE SSING- TABLES, and COMMODES;
WRITING-TABL ES, and LIBRARY-TAB LES;
LIBRARy-BOOK-CASES, ORGAN-CASES for i
private Rooms, or Churche s. D ESKS, and I
BooK-CASES; D RESSING and WRIT ING- ,
TABL ES with BOOK-CASES, TOIL ETS, CA
BINETS, and C LOATHS-PRESSES; C HINA-

A Short EXPLANATION of the Five ORDERS of ARCHITECTURE;

The Whole comprehended in Two HUN DR E D Co r r E R-PLAT ES, neatly engraved,

T ITLE PAGE OF THE GENTLEMAN AND CABINET·MAKER 'S DIRECTOR. 3RD ED ,

(LONDON, 1762) .

The first edition of Chippendale's Directorcontained 160 plates illustratinga wide
variety of furniture. A second edition was published the followingyear. A third edition
consistingof 200 plates, the title page of which is shown here, was issued between
1759 and 1762 in weekly installments and finally as a complete volume.
(COURTESY DOVER PUBLICATIONS)
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DESIGNS FOR TWO CHAIRS . DETAILS OF PLATES XX I AND

XI, CH IPPENDALE 'S DIRECTOR ( LONDON, 17 54) .

Chippendale's Rococo designs were based on French (left) and prevailing Georgian
(right) forms with theaddition of Rococo ornament. TheGeorgian forms, with their
distinctly anglicized version of the Rococo, found wide American acceptance.
(COURTESY OOVER PUBLICA nONS)

C hippendale's designs
Chippen da le's Rococo des igns, which he
called Frenc h or Modern, have th eir basis in
form in French and English furnitu re (see
th e illustr ation s at left) . Those with smoot h
flowin g lines are based on French Louis XV
designs. Others with more rectilinear
shapes are based on esta blished English
designs of th e Early Georgian era. During
th e later part of th e Early Georgian period,
many of th e English designs had started to
show an increased delicacy and light ness.
Chippendale cont inued th e Early Geo rgian
forms, adopted th e French forms, and
integrated int o both a su ita ble amount of
Rococo orna me nt to make th em stylish.
The result was a distin ctly anglicized
Rococo with varying degrees of adherence
to th e original French movem ent.

Chippendale's Chinese furn itu re

imposed geomet ric Chinese fretwo rk and
moti fs on rectil inear European pieces (see

th e illustration below). Th e designs
included a number of obvious Chinese
elements, such as pagoda-shaped roofs and
depictions of fanciful O rienta l scenes, but

by th e whims of the court. Being in more of
a free market, furniture designs became
subject to refinement through comparison
and competition. Th e Directorwas also
important for th e way it presented a

thorough overview of th e styles. Previous
furniture publications had been little more
than pamphlets and were limited in th eir
scope. Th e new designs were shown appli ed
to a wide variety of furniture form s, and the
Directorgave th e entire line a better sense of

unity than some earlier styles.
Often an effort to please everyone

satisfies no one, but such was not th e case

with th e Director. Chippendale included
something for everyone, and in a market
looking for direction, his work was well
received and history has proven him
successful. Th e Directorwas the only
authoritative work on th e three new styles
(Rococo, Chinese and Gothic), and it
allowed cabinetmakers who were out of th e

mainstream of design to be immediately in
th e vanguard . For want of a definitive
explanation of the new styles, Chippendale's
renderin gs became th e standard.

DESIGN FOR A CH I N A

CASE . DETA IL OF

PLATE CXXXIl .

CHIPPENDAL E'S

DIRECTOR (LO NDON ,

17 5 4 ) ,

Chippendale's design
for a china case in the
Chinesestyle imposed
Oriental ornament on
rectilinear forms.
(COURTESY OOVER

PUBLICATIONS)
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DES IGN FOR A

GOTHI C BOOKCASE ,

DETAI L OF PLATE C ,

CHIPP ENDALE 'S

DIREC TO R, 3RD ED .

(L ON DON , 17 62) .

The design for a Gothic
bookcase includes the
full complement of
available Gothic
ornament.
(COURTESY OOVER

PUBliCA TlONS)

bore no resemblance to actual Chinese
furn itu re. It was, however, new, different
and mildl y exotic, and fulfilled th e English
appe tite for C hinese designs.

Th e Goth ic designs are mu ch th e same,
but with th e Gothi c lexicon of pointed
arches, tr efoils and cinquefoils standing in
for all th e Chinese design elements (see th e
illustration above). They too were fancifu l,
complete ly nonacademic, and bore little
likeness to actual medieval furniture, but
like th e C hinese furn itu re th ey evoked th e
feeling of a distant time and place.
Interest ingly, few of th e C hinese or Gothic

designs escaped having at least some French
Rococo orna mentat ion added.

Th e nature of th e ornament had a
strong bearin g on the form of C hippendale
pieces. Chippendale's Chinese ornament
was mostly geomet ric fretwork, and the
Gothic elements were all derived from
architecture. Both types of orna ment
required st raight, rectilinear forms . Neither
type could be worked int o th e English
cabrio le leg, so simpl e st raight legs were
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adopted . For example, a C hippenda le
Chinese chair would have a st raight square
leg with a fretwork pattern cut into its
length, and th e same strai ght leg could have
a Gothic fretwork moti f or be carved to a
straight bundled column shape. In either

case, a strong geometric style of furniture
form had arisen as a response to the need
for using this type of ornament . Its
rectilin ear forms are in sharp cont rast to th e
curvaceous lines of the French designs.
Rococo ornament was perfectly suited for
the French designs, and it was easily
adapted to th e English Georgian designs
that had carried over. Thus th e Chippendale
style included two completely differen t
kinds of forms, but that is just one of the
pecu liar cont rasts that chara cterize the era.

Maho gany was th e wood of choice at th is
t ime . It was a good medium for carving, and
could be finished to th e desired level of
richness. Th e leading makers of th e day,
Chippenda le's firm and others, went well
beyond lust rously fini shed mahogany. Many
of th e Chippenda le designs, such as
girandoles, were int end ed to.be gilded. Side

tab les and sets of chairs for th e grandest
houses very often received th e same
treatment. Th e Rococo color scheme called

for pastel colors with gilt ornament, so it
was not un common to find pieces in pale
blue or yellow. Chinese designs were often
painted in bolder colors; deeper blues and
bright reds were in keeping wit h Chinese
lacquerwork.

C hippendale's firm was one of many
that was cater ing to th e new tastes, and
many of his competito rs were also in St.
Martin's Lane. William Vile and his partner

John Cobb operated from 7Z St. Martin's
Lane. Vile was a cabinetmaker to th e king,
and his pieces are generally regarded as
being of superior design and more skillful
execut ion than most . William Hallet
was situated next door to Vile, and his
pieces were conside red to be th e most
fashionable at th e tim e. In addit ion, th ere
were th e well-estab lished cabinetmakers,
such as Benjamin Goodison, William
Bradshaw and Giles Grend ey, among
others, who had been masters of the Early
Georgian period, and who also worked in
the new styles. Chippenda le was one of
many, bu t th e success of the Director
ensured that his nam e wou ld forever be
associated with the style.

The Chippendale Style
in America
Ameri can design trends had always run a
decade or more behind those of London ,
but th e Director and the similar books that
it inspired enabled th e latest English
designs to reach America with out th e usual
delay. While th e American s were st ill
exploring th e possibiliti es of the Queen

Anne style, most notably th ose that
included Georgian architectural elements,
th e English had moved into the mid
Georg ian phase of anglicized French forms
with increasing amounts of Rococo
ornament . T his movement had started in
England in th e I740s, a decade before th e
Direetorwas published, but it did not have
time to establish itself in America before
Chippendale's book arrived. In England ,
th e Directorwas a summat ion of th e tr ends



CHIPPENDALE
AND THE LAW

French furni tu re was
considered prestigious, and

English cabinetmakers

frequently imported it. To avoid
import duties, they would often
disassemble it in France and ship
it in as "lumber." The alternat ive

was to undervalue th e items
being imported. In 1768,
Chippendale shipped a crate of
fivedozen chairs across th e
Channel, and listed th eir value
at £ 18. The customs office rs
were suspicious and impounded
the chairs . In cases like these,
the customs service purchased
the impounded items for
10%over their declared value,
paid th e duties, and later
resold th e undervalued goods
at a handsome profit , which
they kept .

Other cabine tmakers,
including John Cobb of 72 St.
Martin 's Lane, had brushes with
the law for moving things in and
out of th e country in diplomatic
bags. Cus toms officials made
occasional raids on cabinet
makers' shops to find illegally
imported goods, and in th e
1770s Chippendale was found
to have a large qua ntity of Indian
chin tz. Its importation had been
made illegal to protect English
man ufacturers. The chintz
actua lly belonged to a client, for
who m Chippendale was makin g
an "Orienta l" bedroom, but she
blamed him for its seizure and
took th e oppor tunity to crit icize
everything th e firm had done for

her over the previous six years.

of the day, presented in a clear and concise
manner, bu t in America, th e designs were
quite new. Like previous tr ends, it was
accepted in varying degrees th roughout th e
colonies.

Th e C hippendale style offered th e
opulence th at th e upper echelon of th e
American market wanted. Their homes
were becoming increasingly palatial, and
they were accusto med to having th e most
fashionable clothing, rich European and
Orienta l text iles, delicate C hinese porcelain
and sparkling silver and glassware. Th e
majest ic appearance of th e new furniture,
intricately carved in rich mahogany and
finished to a glossy luster, fit perfectly in
th eir world .

Th e Director sold well in Philadel phia,
where th e growth rate was so fantastica lly
high and th e inhabitants were eager to

adopt some defin itive English styles. New
York was also a good market for th e book.
Boston sales were disapp ointing, however.
Th e city's growt h rate was flat , and

cabinetmakers th ere had traditionally opted
to include new features into exist ing
designs rather th an takin g up whole new
ones. Further more, th e orna mentation
shown in th e Directorwas not in keeping
with th e restrai ned tastes of most New
Englanders. Sales in Newpor t were low,
since the lead ing cab inetmakers were
purs uing th eir own evolution of design, but
th ey did incorporate mu ch of th e
Chippendale style in th eir work over th e
next three decades.

As reflected in th e sales of th e Director,
th e Chippendale period marked th e
greatest point of divergence in style
betwee n New England and Philadelph ia. In
general, American tastes rejected most of
th e French designs, th ose of curv ilinear
shape inspired by th e Loui s XV style.
Americans were already famili ar with th e
forms and const ruct ion of th e Georgian
designs, and th ese became th e basis for
Am erican Chippendale furniture.
Philadelphia, with its growing wealth and
influx of English immigrants, eagerly
accepted th e ornamenta l aspects of th e
Rococo. Philadelphi a pieces embodied th e

stre ngth and presence of th e period and are
noted for exceptio nally well-rende red
carvings, equaling th ose of Lond on in th eir

design and execu tio n. Philadelphia
cabinetmaking shops, like those of Thomas
Tufft (c.1738- 1788), Thomas Affleck
(1740-1795), William Savery ( 1720- 1787)

and Benjamin Rand olph (1721 -1791),
supplied a wealthy clientele with furniture
in th e full spirit of th e C hippendale
designs. New York furniture followed th e
same trend , th ough not to th e same level of
orna ment as Philadel phia.

Th e leading Boston cabinetmakers,
Benjamin Frothingham Sr. ( 1708- 1765),
Benjamin Frothi ngham Jr. (1734-180 9)
and George Bright (172 6-180 5), worked in

a more restrained style. Th eir work put an
emphasis on st rong stature with less
reliance on Rococo carved orna ment .
Philadelphi a-trained Eliphalet C hapin
(1741-1 807), working in East Windsor,

Connecticut, combined Philadelphia
proport ion and techniqu e with th e New
England taste for restrained ornament in
th e tr ad ition of ind epend ent Connecticut
cabinetmakers. Newport cabinetmakers
John Godd ard (1723-1785) and Joh n
Townsend ( 1733-1809) cont inued a style
unique to Newport that paralleled th e
period 's precepts of sta tely furn iture .

Th e C hinese aspects of th e Chippe nda le
style were of great inte rest to th e
Americans . Not on ly was th ere an ongoing
merchant tr ade with th e Ori ent, but the
simple geomet ry of th e designs also
appealed to th em for th e same reasons th at
th e French designs did not. Th e designs
were pure and elegant in th eir simplicity
and conveyed just enough of an exotic
nature to make th em int erestin g, but not
foreign. The Gothic style, which had a small
following in England , was of littl e interest
to th e Americans.

As inte rpreted by th e Americans, the
Chip penda le designs retained most of th e
forms of th e previou s era, but with a more
stout and solid set of prop ortions. Th e light
and ethereal qualities of Am er ican Queen
Anne evolved to have a more robust and
massive app earance, more like th e English

Georgian style. Rococo orna ment was
applied, but rarely to th e extent that it was
in London . G raceful cu rves with smooth

surfaces and only occasional carving became
rich sur faces resplendent wit h orna te
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carving. Beauty of line was supplanted by
th e intricacy of orna ment. The ethereal
became sta tely,and restraint was abandoned
for presence.

Th e mid-Georgian style of Am erican
case pieces meant that th eir cases were
taller and th eir legs were cor responding ly
shorter and stoute r. Chair designs were
pattern ed afte r th e Georgian Ch ippendal e
forms but with a more restrained use of
ornament. Th e simplicity of th e Chinese
Chippendale chair form was appreciated by
th e Americans who adopt ed th e form
without th e Chinese decorati on in many
cases. Very often, only proportion and a few
decorative details separate one era from
another in American furniture. A slant-top
desk, for instan ce, built in 1770 may differ
only in its more stately proportions from
one built 20 years previously. Similarly, a
drop-leaf table built during th e American
Chippendale era may differ from an earlier
one on ly by th e substitut ion of ball and
claw feet and a simplified apron for pad feet
and a scrolled apron.

BALL AN D C LAW FEE T
In England, ball and claw feet were used in
th e Qu een Anne and Early Georgian styles,
spanning th e period from about 1710 to th e
1740s, peaking in popularity in th e 1720s.
They faded from fashion in th e 1740s as
interest grew in the French Rococo style
with its scroll or whorl feet. Balland claw
feet were gaining acceptance in America as
th ey were falling out of favor in England
and were first seen in Boston furniture in
th e 1730s. Th eir use peaked simultaneously
with th e Chippendale style and became an
integral part of th e American interpretation .
Balland claw feet were not illustrated in th e
Director, yet they were perfectly in keepin g
with Chippenda le-era ideals of grand eur,
powerful presence and richly carved detail.

Th e ball and claw motif was of Chinese
origin, exemplifying th e balance between
th e opposing forces of good and evil as
represented by a dragon's claw clutchin g a
pearl. Th e pearl, a perfect sphere
representing purity, wisdom and truth, is
guarded by th e dragon from th e forces of

Ball andclaw feet were first seen on Americanpieces
duringthe 1730s and remained in style through the
1770s, their peak of usecoincidingwith the American
Chippendale period. This example of anopen-talon ball
and claw foot is byJohn Goddard of Newport.
(COURTESY RHODEISLAND HISTORICAL SOCIETY)

(LEFT) DES I GN FD R A CHINE SE CHAI R. DETAIL OF PLATE XXVI I . CHIPPENDA LE 'S

DI RE C TOR ( LON DON 1754).

(RIGHT) SIDE CHAIR . POR T SMO UT H. NEW HAMPSHIRE . 17 6 0-1 79 0 .

The simplicity and rectilinear lines of Chippendale's Chinese designs were
inspirational to thosewhorejected the French forms andthe ornate character of
Rococodecoration.
(LEFT: COURTESY DOVER PUBLICATIONS: RIGHT: COURTESY THE SOCIETY FOR THE PRESERVATION OF

NEWENGLAND ANTIQUITIES)

66 C H A PT E R FOU R

evil. Th e symbolism appealed to Western
interest in order, balance and symmetry
growing from Enlighten ment ideals and
exemplified by th e William and Mary
designs. Th e ball and claw had been seen in
Chinese porcelain imported to Euro pe in
th e 16th and 17th centu ries and is known
to have been adopted for use by Lond on
silversmith s as early as 1581.Th e claws th at
appear on furniture in both England and
America closely resembl e th e raptorial feet
of bird s of prey, such as eagles, hawks and
falcons. (The term "eagles foot" is
commo nly used to describe th ese feet in
mid-eentury Boston invent ories.) Given th e
scarcity of dragons, th ere is no doubt th at
th e claws were modeled after th ese familiar
birds. A related foot, th e hairy paw, derives
from similar mythology. Th ese feet are
inspired by lions' paws and are sometimes
depicted in statuary with th e sphere as a
powerful protector of integrity.



American
Chippendale Forms
Many of th e Am erican forms of th e
Chippe ndale era were revisions of earlier
Geo rgian pieces, updated to th e latest
sta ndards. Others were quite new in form
and marked a departure rather th an an
evolution from earlier styles. As th e society
changed, some pieces found increased
popularity, while others fell out of favor.

CHESTS
With sta teliness being of prime importance
to th e ideals of th e era, case pieces and
chests were good forms to embody th e new
style. Th e decorative elem ents th at marked
American Chippendale case pieces tend ed
to be designed int o, rath er th an added on to
existing forms. Qu een Anne case pieces

were generally of plain case construction,
with th e ethereal qualities of th e period
concentrated in long legs, delicate feet and
soaring pedim ents. Th e swelled fronts of
Chippendale's French designs inspired
American makers to move away from
straight fronts and experiment with
serpentine, block-front and bombe cases,
which will be examined in greater detail
later (see pp . 77-79 ).

Th e cur ved fronts of these pieces
preclud ed th e use of overlapping dr awers
and necessitated th e use of flu sh-fitting
drawers with surrounding cockbeading
(see th e bottom photo at right) . Th e
cockbeading, a half-round astragal bead
about I/ S in. wide and protruding about
1/ 16 in., was eit her attached to th e edges of
th e inset drawer or cut from th e solid of the
case and drawer divid ers. Different regions
and makers had th eir own preferences.
Either way, th e sur rounding cockbead
outlined th e dr awer and disguised th e space
between th e drawer and th e case.

Case pieces in genera l assumed a more
solid appearance and were usually larger
th an th eir earlier counte rparts. Stro ng ball
and claw feet or solid ogee feet testified to
th e substant ial nature of th e pieces. To
achieve this look of substa nce, th e makers
made th e pieces look powerful rath er th an
heavy. Less formal pieces saw th e change as

CHEST OF DRAWERS , BOSTON . 1750 -1780 .

Case pieces, like this block-front chest of drawers, tookon an air of stately presence
in the Chippendale era. A rich and visually interestingsurface, a solid stanceand
bold brasses all contribute to theeffect.
(COURTESY DALLAS MUSEUM OF ART)

Whencurved casefronts
made lipped drawers
impractical, small
astraga l moldings called
cockbeads were used to
surround the drawer. The
bead is either cut from
the caseor attached to
the drawer.
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HIGH CHES T OF DRAWERS .

PHILADELPHIA ,17 5 5 - 17 90 .

Philadelphia cabinetmakers and their clients readily
embraced Rococo ornament and followedclosely the
prescripts of Chippendale.
(COURTESY YALE UNIVERSITY ART GALLERY)

well, as even simple bracke t feet changed
from trying to belie mass to sup port ing it
with a more forthrig ht stance.

High chests
High chests continued mu ch in the earlier
tradition but were updated to th e new

style. Th ey evolved to be wider and mo re
massive in appearance, wit h less space
below th e bottom of th e case. Their legs
became shorter and more powerful.
Pediment tops cont inued in either arched
or st raight shapes, but more for grandeu r
th an loftiness. High chests did not lend
th emselves to shaped fronts, so they
remained flat-fronted, with overlapping

drawers, and relied on Rococo orna ment
more th an other pieces.
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HIGH CHEST OF DRAWERS , NEWPORT, 1760-1785 .

New Englandcabi netmakers adhered to the
fundamental importance of form and proportion to
achievea statelyappearance, with well-integrated
carved detail remaining secondary in importance.
(COURTESY THE NEWPORT HISTORICAL SOCIETY)

More th an any other region, Philadelphi a
furniture embodied th e decorative aspect
of th e Rococo. T hough st ill restrained by
European stan dards, th e flowing carved
details on th e pediment , cartouche and base
are th e primary decorative elements of th e

massively proport ioned chest shown in the
photo at left above.

New por t cabin etmakers maintained a
reliance upon the fundamenta l importance
of form and the secondary importan ce of
orna ment. Their designs showed little
infl uen ce of th e Rococo, but th rough bold
design and well-integrated carved detail s
th ey satisfied bot h the ideals of stately
presence and th eir own market 's tastes

(cente r photo above),

HIGH CHEST OF DRAWERS . EAST WINDSOR .

CONNECTICUT,1760- 1790 .

Connecticut's Eliphalet Chapin combined the bold
proportions of Philadelphia pieces with the restrained
use of ornament favored in New England.
(COURTESY WAOSWORTHATHENEUM. HARTFORD)

Connecticut's Philadelphia-trained
Eliphalet Chapin combined th e propor
t ions and const ruct ion techniques of
Philadelph ia with th e New England
preference for restrained ornament (photo
at right above). Th e result was his own
distinctive and original style of American
Chippenda le design.

Chests-on-chests
Chests-on-ehests were the most massive of
case pieces, having the bases of chests and
th e upper cases of high chests (see th e
photo at left on th e facing page), Th ey could
be bui lt with some of th e cur ved-front
att ributes that could not be app lied to high

chests with long legs. They were thorou ghly
useful, being entirely drawers, bu t w~re not



CHEST-ON -CHEST. NEWPORT. 1 760 - 1785 .

Chests-on-chests, such as this one by John Townsend,
were amongthe most massive pieces of the era.
(COURTESY THE NEWPORT HISTORICAL SOCIETY)

limi ted to use in bedrooms. Pieces w it h t he

stature of chests-on-chests cou ld ju st as

easily have stood in a parlor or drawin g

room as a test am ent to the ow ne r's

refinem ent. Int erest ingly, chests-on-chests
had become a popu lar form in England in

the Early G eorgian per iod , but non e are

shown in C hippenda le's Director.
The American ches t-o n-fra me

di sap peared from gene ral use. Its fu nc t ion

was given to eit he r hi gh ches ts o r ot he r case

pieces. Althou gh it had been both usefu l

and popular in the fi rst half of the century,

it was not an ideal form fo r C h ippe ndale

grande ur, and it fel l fro m favor among the

style conscious .

OESK AND BOOKCASE . NEWPORT. 1755- 1790 .

Goddard or Townsend desk and bookcases went
beyond theirfunctional role to stand as milestones of
achievement indesign and cabinetmaking.
(COURTESY YALE UNIVERSITYART GALLERY)

Desks

Desk s and desk-bookcases followed all the

changes that ches ts underwent in ente ri ng

the C h ippe ndale peri od . They too were

somet imes rendered in se rpe nt ine, block

front and bornbe forms and went th rough a

sim ilar in crease in stat ure. As the literal and

figurative cente rs of family busin esses and

fortunes, t hey were su bjec t to the greatest

amou nt of aggra nd ize ment . They also

p resented m an y op portu n it ies for using

co m plex d et ail s since they were so much

m o re in tricate than ot he r pieces. The m aker

of a d esk bo ok case had the chance to

in corporate t he features of bot h ches ts and

h igh ches ts in to the base and top, and t he

oppo rt u n ity to d evelop intricat ely d eta iled

DESK AND BOOKCASE . NEWPORT. 1760-1 785 .

Asevident inanother Newport example, the interior of
the desk and bookcase is equally impressive. This piece
features a blocked set of small drawers in the desk and
movable, shaped vertical partitions in the bookcase.
(COURTESYMUSEUM OF ART. RHOOE ISlA NO SCHOOL OF DESIGN)

interiors in both. It is lit tl e won der that

d esk bookcases of the hi gh C h ip pe nd ale

d esign ar e cons idered the apex of 18th

ce ntu ry Am erican furn iture maki ng.

TABLES

The t rend toward more varied for ms in

tables, which had sta rte d at the turn of the

ce nt ury, co nt in ue d unaba ted in to the

C h ippe nda le era. Even w it hi n groups of

tables in tended for specific purposes, suc h

as tea tab les, pop u lar region al sty les added

to t he diversity of design s bein g built.

Tabl es related to d in ing, suc h as side ta b les
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DRESSING TA BLE .

EAST WINDSOR .

CONNECTICUT.

C.17 60-1790 .

Dressing tables. like the
bases of highchests,
developed taller cases
and correspondingly
shorter legs in the era of
Chippendaledesign.
This Connecticut
example is by Eliphalet
Chapin.
(COURTESY CONNECTICUT

HISTORICAL SOCIETY,

HARTFORO!

TE A TABLE , NEWPORT, 1763 .

This tea table by John Goddard exemplifies Newport cabinetmakers' interest in using
shape asornament in itself.
(COURTESY WINTERTHUR MUSEUM!
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and dr op-leaf tables of all sizes, proliferated
in th e Chippendale style as dini ng became
an increasingly social act ivity.

Dressing ta bles

Dressing tables and high chests were very
ofte n built as mat ched sets, and th e form er
followed th e evolut ion of th e high chest
toward a tall er case with shorter legs.
Dressing tables continued to be flat
fronted, with overlapping drawers, and
were ornamented just like th e base of high
chests. Th e height of th e case had made th e
dr essing tabl e more of a case piece by th is
point, having evolved away from th e
original form of a table with drawers since
th e sta rt of th e century.

Tea ta bles
Tea drinking cont inued to be th e import ant
social activity th at it had been earlier, and
th e evolution of th e tea table progressed .
Th e rectangular tea table adopt ed more
Rococo features in Philadelphia but
cont inued with Baroqu e t rend s in
northern cit ies. Sometimes th e change
was so slight th at it involved subst ituting
ball and claw feet for slipper or pad feet
(see th e ph oto at left) . Two important
subsets of th e recta ngular tea table are th e
China tabl e and th e turret-top table. Th eir
importance lies in th eir designs more th an
th eir popularity , since neith er was made
in great number.

China tabl es are tea tables in th e

Chinese manner and were inspired by a
plate from th e Director (see th e illustration
and photo on th e facing page). Th ey have
st raight molded legs, a shallow apro n and an
inset top. Th eir most notabl e features are a
pierced gallery around th e top, corne r
fretwork brackets and decidedly Rococo
cross st retchers th at sweep upward to
support a center finial. China tables are
associated with Portsmouth, New
Hampshire, and seven examples surv ive
from th ere. Th eir regional popularity is
att ributed to Robert Har rold , an immigrant
English cabinetma ker working in
Portsmouth from 1765 to 1792 , who
pattern ed th ese afte r English examples.



(LEFT) DESIGN FOR A CHINA TABLE , DETAIL OF PLATE lI , CHIPPENDALE 'S

DIRE CTOR , 3RD ED. (LONDON 176 2) .

( RI GHT) CHINA TA BLE, PORTSMOUTH, NEW HAMPS HIRE . 1765-177 5 .

Chinatables, with fretwork galleriesand reverse curve stretchers meeting in a central
finial, are a subset of teatables that relate directly to a similar design in
Chippendale's Director.
(LEFT: COURTESY DOVER PUBLICATIONS: RIGHT: COURTESY SMI THSONIAN INSTITUTION)

Th e turret-top tables, of which only six
are known to exist, trace th eir origin to th e
Boston area. Whil e they have the spark of
the American Chippendale style, their
predomi nant ornament, th e repeated use of
turrets, is essentially Baroque in nature.
Th is treatm ent is associated with the corne r
turrets of th e early Boston card tables,
which were from English examples. Some
of th e turret tops have 14 turrets, whi le
others have only 12. Only two are similar
enough to have clearly been mad e by the
same hand, and all have varying amounts of
molding detail and carving. Being so un like
other designs yet so spirited and stately in
th eir form , th ey are notable examples of

American design capabilities.

TEA TABLE , BOSTON . 175 0- 177 5 .

Th is example is the most refined of theturret-top tea
tables, with a small amount of Rococo carving over the
knees and a topdished from a single pieceof
mahogany.
(COURTESY MUSEUM OF FINE ARTS, BOSTON)
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TEA TABLE .

PHILADELPHIA .

1760-1790.

Carved ornament is
masterfully incorporated
in this round tea table in
the pillar and claw form.
but the crowningglory is
the bold patter of the
'piecrust' top. The top
is a single piece of
mahogany, 32 in. in
diameter. from which the
molded edge has been
carved from the solid.
(COURTESY MUSEUM OF ART.

RHODE ISLAND SCHOOL OF

DESIGN)

Pedestal tables
Tip-top tables, with tripod pedestal bases,
had been a universally popular form, but
came to th eir highest level of development
in Philadelphia during th e Chippendale
years. Their legs and pedestals were
carefully carved, and th e legs terminated in
ample ball and claw feet . One of th eir most
sought-after attr ibutes is a molded
scalloped edge to th e table top , often called
a "piecrust" edge. Like all dished tops of th e
period, th e center surface of th e tabl e was
cut away to leave th e edge molding. Better
examples are equipped with a "bird-cage"
mechanism, which allows th e top to rota te
on th e center pedestal and tip up for
sto rage. Since th ey were th e focal point of
Philadelphia tea service, pedestal tabl es
were built and ornamented to th e highest
standa rds of th e day.Smaller pedestal tabl es
for occasional use and for candlestands
continued in th eir roles.
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Side tables
Side and pier tabl es progressed in
development as homes became larger and
more stylish. Side tables cont inued in th eir
use as secondary serving pieces for dinin g
rooms , wit h marble tops, or as hall pieces.

Chippenda le presented several plates of
designs for slab tables in th e Director.
Am erican side tables followed all th e

prevailing convent ions, with an increase in
carving and ball and claw feet . Th eir

SLAB TABLE .

PHILADELPHIA.

1750-1780.

Side tables functioned
asservingpieces or
ornamental pier tables.
This slab table (with
marble top) is one of a
pair that weremade to
stand in eithera formal
dining room or parlor.
(COURTESY MUSEUM OF ART.

RHODE ISLAND SCHOOL OF

DESIGN)

greatest change was in adopt ing some of the
curved-front characteristics th at were seen
in other pieces, and th ey were often made

-with curved or serpent ine fron ts and tops.

Pier tables are similar, but are intend ed
to be more ornamental. Of all the forms of
furniture, pier tables bear th e closest
relationship to th e development of
architecture, as th ey were often situated in
fron t of th e piers between large windows
(hence th e name) or as side pieces in grand

rooms. Wh en architects ventured into
furn iture design, as William Kent had done,

th ey considered the design of pier tables
well within th eir purview.



Ca rd tables
Like tea tabl es, card tables were important

social centerpieces, and th eir development
followed similar lines. Many Philadelphi a
pieces cont inued th e English form of using
corner turrets integrated int o cabriole legs
(top photo at right) , but northern makers
were dropp ing th e turrets and includi ng
more complex shapes in th eir aprons.
Boston and Newport makers employed
recessed shapes, reminiscent of blocking,
and New York makers produ ced numerou s
tab les with serpent ine forms (bottom photo

at right) . On e or both legs were hinged at
th e tab le fram e and swung out to support
th e folding top . This design became th e
norm after some earlier experimentat ion
with accordion-like leg-exten sion
mechanisms. New York tab les frequentl y
had a fifth leg to swing out and support th e
top, which folded next to one of th e rear
legs when th e table was closed.

Drop-leaftabl es
American drop-leaf tables cont inued mu ch
as th ey had previously, but with th e
inclusion of ball and claw feet and stylistic
improvements to th e aprons. Whil e th ey
were made with both oval and square tops,
some of th e most stately examples of th e
style have square leaves, almost as wide as
th e table is high and nearly reaching th e
floor when th ey are down . Square tab les
could seat more people, and two could be
put togeth er to seat larger part ies.

DINING TABLE . MASSA CHU SETTS . 17 50 · 1780 .

Drop-leaf dining tableswere updated to the
Chippendale erawith the addition of ball and claw feet
and stylistic improvements to theapron.
(COURTESY MUSEUM OF ART, RHODE ISLAND SCHOOL OF DESIGN)

CARD TABL E.

PHI LAD EL PHIA ARE A.

1760- 177 0 .

Philadelphia makers
were fond of turreted
frontcorners on their
card tables, an English
design that had inspired
earlier Boston card
tables.
(COURTESY YALE UNIVERSITY

ART GALLERY)

CARD TA BLE .

NEW YORK.

1770 -1780 .

New York card tables often
featureserpentine fronts
and a fifth fly leg to
support the open top.
(COURTESY WINTERTHUR

MUSEUM)
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PEMBROKE TABLE.

NEWPORT. 1760-1780 .

Pembroke or breakfast
tables are small drop
leaf tables. This example
by John Townsend is in
the Chinese style and
measures 331j2in. long.
(COURTESY WIN TERTHUR

MUSEUM)

Pem broke tables
The term "Pembroke" refers to a small table
wit h dro p leaves about 3 ft . across when
open; it is part icularly descriptive of a
family of small drop-leaf tables of th e
Chippenda le per iod th at developed at mid
centu ry. Th ey were th e cont inuation of
what had been called th e breakfast tables of
the Queen Anne period, but th ey generally
had a square top, often with a drawer at one
end, cross st retchers between st raight legs,

and hinged supports on th e table frame to
hold th e exte nded leaves. Chippendale
illustrated similar tables in both Chinese
and French styles, which undoubtedly
influenced th e Am ericans. Th e earlier style
of breakfast table, different iated by
swinging legs to support th e leaves,
continued with th e inclusion of ball and
claw feet and updated details.

SEAT IN G FU RN ITU RE
Chippendale seat ing furniture fell into two
types: th at which was based on th e Early
Georgian use of cabriole legs, and th at of
Euro-Chin ese inspirati on wh ich used
straight legs. Th ere were also differences in
chair form and a fur ther refinement of
upholstered pieces during thi s period.

C ha irs
Chippendale chairs are fund ament ally
different in form from th e previous Qu een
Ann e style (see th e drawin g below). When
viewed from th e side, th eir back legs and
stiles were no longer of a reverse curved
cyma shape, but were now one continuous
cur ve, arcing from the crest rail, into the
seat, and outward to form th e rear leg. The
splat, which had also been cyma-shaped,
was now flat or gently arched with intricate
pierced designs. The crest rail, previously
yoke-shaped to flow smoothly into th e
vert ical st iles, now merged with th e st iles in
upward and outward facing "ears."Th ese
changes were all part of th e mid-Georgian
design changes that preceded
Chippendale's influence but arrived in
America with th e Directorand other books.
As evidenced in th e Director, mid-Georgian
chairs with cabriole legs were built without
st retchers, but st raight and simple

Queen Anne and Chippendale Chairs Compared

Pierced splat

CHIPPENDALE

Stretcherusuallyomitted
with ball and claw feet

Side stilesand crest rail
merge into 'ears.'

Single curve back

Solid splat

Arched crest rail

Cyma-curve back

QUEEN ANNE

74 C H A P T E R FOU R



SI DE CHAIR . NEWPORT. 1765-1790.

Rectilinear chairs. showing the influenceof
Chippendale's Chinese designs and usually made with
simple stretchers, are an importantsubset of American
Chippendale design. The formwas extended to include
easy chairs and sofaswith straight legs and stretchers.
(COURTESY THE SOCIETY FOR THE PRESERVA TlON OF NEW

ENGLAND ANTIQUITIES)

st retchers were specified on th ose of
Chinese inspirat ion. Th at convent ion was

cont inued in American pieces (see th e
photo at left above).

Th e promin ent design element in
Chippendale chairs is th e chair back. The
crest rail and splat design flow togeth er as
an integral unit, and th eir designs can often
be traced directly to th e designs of
Chippendale or Robert Manwaring, who
published The Cabinet and Chair-Maker's
Real Friend and Companion in 1765. Th e
scrolled splat shapes are usually of a Rococo
design, but interlaced pointed arches are
Gothi c in nature , and are perhaps the only
significant influence th e Gothic style had
on American pieces (center photo above)
Th e elaborate nature of th e carved detail on
Chippen dale chairs varies regionally, with
Philadelphi a pieces showing th e most
carving and th e closest adherence to th e
Lond on designs (photo at right above).

SID E CHAIR . PHILA DEL PHI A. 1760 -178 0 .

The Gothic element of Chippendale's designsmade
little impact in America, but its influencecan beseen
in some chair backs that feature interlacedpointed
arches, as in this example byThomas Tufft.
(COURTESY WINTERTHUR MUSEUM)

EASY CH AIR . BOSTO N, 17 60 -1 79 0 .

Chippendale easychairschanged little from their
earlier Queen Anne counterparts. with theexception of
decorative details like ballandclaw feet andcarved
knees. New Yorkand Phi ladelphia easychairs were
often builtwithout stretchers.
(COURTESY THE METROPOLi TAN MUSEUM OF ART)

SIDE CHAIR . PHILADELPHIA . 1755 -1780 .

Philadelphia chairs exhibit the closest adherenceto
London designs in both form and ornament. The
proportions of this chairare close to those of English
examples of theperiod.
(COURTESY MUSEUM OF ART. RHODE ISLAND SCHOOL OF DESIGN)

Easy cha irs
Alth ough th ere are examples of easy chairs
in th e cu rvaceous French style, most
Am erican makers appli ed th e new design
elements to exist ing forms. Thi s usually
meant giving the piece a more majest ic look
by including ball and claw feet and
updat ing th e shape to include a serpent ine
back. Stylistically, easy chairs remained very
similar to th e earlier style. Th e ample and
relaxed posture of the Queen Ann e chairs
needed on ly cosmet ic changes to fit th e

Chippendale ideals. Furthermore, th e
nature of the piece was influenced by th e
up holst ery materia l as mu ch as by its
design, and upholstering an easy chair in a
rich damask accomplished as mu ch for its
characte r as any redesign.
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SOFA , PHILA DELPHIA . 1765-1780 .

The shapes of the period 's sofasshow less restraint than earlier versions. This example has thestraight moldedlegs
andstretchers deriving from theChinese aspect of theChippendale designs.
(COURTESY WINTERTHUR MUSEUM)

Sofas
Upholstered sofas reached a stylistic peak
during th e Chippendale era, and th e most
spectacular came from Philadelphia. Th ey
went quite beyond Chippendale's
inspiration to become sculptural works in
th eir own right. American designers used
serpent ine fronts and backs and sweeping
arm rolls to bui ld an elegant form on whi ch
to display vast st retches of th e finest
imported fabrics. Som e have ball and claw
feet on cabriole legs, and others have
st raight molded legs with or without square
block feet called Marlborough legs. Sofas
were sti ll very expensive, but th ose who
cou ld afford th em wanted to be sure th ey
wou ld be th e focal point of any room. By
the Chippenda le era, couches, or day beds,
had fallen out of fashion in favor of more
luxurious upholste red pieces.
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TALL· POST BEDSTEAD . PROBAB LY

MASSACHUSE TTS . 1760-1790 .

Most of thedesigns for beds in the Director have
Marlborough legs, but Americans, still fond of balland
claw feet half a century after they had peaked in
England, used them into the fourthquarterof the
century.
(COURTESYCOLONIAL WILLIAMSBURG FOUNDATION)

B ED ST EAD S
Bedsteads became th e subject of renewed
interest dur ing th e Chippendale era. As
homes became larger and th eir furnishings
more extensive, bedrooms became more
th an just places to sleep. In th e more elegant
homes of the period, one would read, writ e
or take tea or breakfast in one's room, and
th e bedstead accordingly became more
stylish and less utilitarian .

Chippendale illustrated a number of
bedposts in th e Director th at were
inspirational to American makers in th eir
quest for suitable designs. Tall-post beds
with luxuri ous hangings were th e style
of th e day. Most of Chi ppen dale's designs
had Marlborough legs, which saw wide
accepta nce through th e second half of the
century. Ball and claw feet on stout cabrio le
legs were also made in America, but they
did not enjoy th e lasting popularity of
Marlborough legs.



carr ied from one style into th e next. Th ere
were th e inevitable improvements in
join ery, such as finer and more delicate
dovetails, and greater precision in joints to
ensure st rength in deli cate members. Th ere
had also evolved improved methods of
attaching feet and tops, which, whil e not
major st ructura l changes, better allowed for
th e expansion and cont ract ion of wood
without sacrificing strength. Th ese
improvem ents were simpl y the natural
progress of refin em ent in the newly
developed meth ods of dovetail -based
const ruct ion methods.

Decorative Elements
Aside from th e decorative elem ents of
carving, which accounted for th e majority
of the orname nt on Chippendale-era pieces,

more sublime eleme nts were designed int o

th e form of th ese pieces, Of particular note
are th e cur ved-front treatments arising
from th e French influence, some of wh ich
were illustrated in th e Director. Th ese
treatments include th e serpent ine front,
t he block front and th e bombe shape, all
of which emphasize th e substa nce of
th e piece.

S ERP ENTIN E F RON TS
Serpentine chests have a doub le-reverse
cu rve-front profil e, convex in th e cente r
and concave at eit he r side (see th e photo
below), The style is th orou ghly French,

having come from commo de-bureaus as
illustrated in th e Director. Th ere were lim its
to what could be done to stylize a chest of
dr awers, and making a ser pent ine fro nt was
a relatively simple way to give th e piece th e
impa ct that was associated with th e era .
Higher-style examples included a carved

DESI GN FOR A DOME BED , DE TA IL OF PLATE XLII I,

CHIPP ENDA LE 'S DIRECTOR (LONDON , 1754) ,

Chippendale 's designs for beds were far too elaborate
for American tastes, but they show the importance of
the bed and its hangings during the period .
(COURTESY OOVER PUBLICATlONS!

Chippendale illustrated 15 elaborately
canopied beds, ind icating th e importance
that th e bed and its han gings had at th e
tim e. His more flamboyant designs have
carved and gilded corn ices supported by th e
pillars, or posts, and for one plate he not es
that th e legs are not intended to be covered.
He also notes that th e hangings may be tied
up like a drapery or drawn across on a rod,
and one design mentions pu lleys to hoist up
th e hangings. It was clear that according to
th e tastes of Lond on, th e bed was to be
throne-like in its majesty and to be th e
cabinetmaker and upholsterer' s joint tour
deforce.

Chippendale Structure
American Chippendale structure was a
continuation of that of th e Qu een Anne
designs. Apart from th eir proportions and
orna mentat ion, th e forms were nearly
identical and th e meth ods of const ruct ion

CHEST OF DRAWERS , MASSACHUSETTS , 1760-1790 .

Serpentinecase fronts added visual impact to pieces that were boxlike and otherwise difficult to ornament.
(COURTESYCOLONIAL WILLIAMSBURG FOUNOATlON)
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BUREAU ·TABLE , NEWPORT, 17B5- 17 9 0 .

This piece by john Townsendexemplifiesthe Newport cabinetmakers' integration of the
block frontwith both form and ornament.

vert ical panel or pilaste r at the outer edges
of th e case, set at a 45 ° angle to the front
and sides . Thi s design, too, was from French
examples, and it exte nded ornament to the
sides of th e chest. The angled-eorne r shape
was carried through to th e top and down
through th e base and feet as well. Other
Ame rican pieces have a reverse serpent ine
shape, where th e center is concave and
either side is convex. In both cases,
American makers cut th e serpent ine drawer
fronts fro m solid wood, and they cut a
corresponding shape on th e inside to give
drawer fronts a uniform th ickness.

BLOCK FRONTS
Block-front designs differ from serpent ine
fronts in that their shaping is not a
cont inuo us flowin g cu rve. O n a typical
block-front piece, the fron t is d ivided into
three vertical panels, with th e cente r area
depressed and th e oute r two panel s raised
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(COURTESY YALE UNIVERSITY ART GALLERY)

about 1/ 2 in. or % in. The earliest dated
example of Am erican block-front furniture
is th e Job Co it desk and bookcase, mad e in
Boston and dated 173 8 (see th e photo at
left ). It is thought to have derived from
English and perhaps earlier Dutch or
German designs, since there are no clear
para llels in French pieces. Th e design has no
basis in th e Rococo and in fact has a
distinctly Baroqu e flavor. Th is first
Am erican example predates th e Director by
]6 years, making block fron ts, like ball and

DESK AND BOOKCASE , BOSTON , 1738 .

The j ob Coit deskand bookcase is the earliest dated
piece of block-front furniture.
(COURTESY WIN TERTHUR MUSEUM)

claw feet, coincidental but important
aspects of th e Am erican style. In th e Coit
piece, th e blocking ends in half-round
shapes on the upper drawer, but extends
down onto geomet ric bracket feet.

Block fronts were used on desks and

chests all along th e coast from Portsmouth
to New York, but no one developed the style
as highly as did th e cabinetmakers of
Newport . Th e Goddards and Townsends
worked sophisticated curved-ray shells (see
pp. 164-166) into the upper terminus of
th e blocking and carried it downward
th rough ogee feet to end in t iny scrolled
volutes. Th eir refinement of th e style gave it
a permanent place of promi nence in
furn iture history, and th eir style was
emulated in other cities. Newport cabinet
makers, however, had an unsurpassed



mastery of th e style, which th ey applied to
desks, desk bookcases, chests and bureau
tables or kneehole desks. Like serpentine
front drawers, block-front drawers are cut
from th e solid. Th e except ion is th e convex
shells, which were usually carved separate ly
and applied. Skilled makers would carve
th em from th e next board in sequence so
th e grain and pattern ing would match th e

drawer front exactly.

BOMBE CASES
Th e third decorative shape is th e bombe

family of furniture. Bambi is French for
"bulged" or "swelled" and refers to th e
chests, desks and desk bookcases th at have
th e pear-shaped bul ging lower sides and
fronts. Th e most arrest ing examples
combine th e bombe shape with a
serpentine front to yield fronts th at curve
in all directions.

Th e earliest dated Am erican bornbe
piece was bu ilt in 175 3 by Benjamin
Frothingham Sr. of Boston, predating th e
Directorby one year. Th e style had come to
Lond on from France, and at least one piece
from Lond on was known to have been
imported to Boston . Th e style remained
unique to th e Boston and North Shore area
and was st ill fashionable well int o th e
1780s, some two decades after passing out
of style in Lond on. Th e French shape as
recorded by Chippendale was more of an
inverted pear shape, with th e greatest bul ge
at th e top of th e case, just th e inverse of th e
shape that was popular in Boston . Th e
lower bulge was an English adapta tion,
since no trace of it is to be found on th e
European mainland . Am erican makers
shaped th e curved sides and drawer fronts
from th e solid. In Europe, wh ere th ick
cabinet-grade wood was scarce, the curves
were built up from pieces of secondary
wood, shaped and veneered over.

All three of th ese front profil es seem to
have been ornate enough for th e American
taste without undue carving or ext ra
ornamentation. As a result, Am erican
examples with th ese shapes are remarkably
restrained in th eir orna ment . Where it does
occur, it is worked into th e design of th e

piece, as are th e Newport cur ved-ray shells,
rath er th an added as an afterthought . Th e
Am ericans were aware th at excessive
orna men t on such powerful forms ran th e
risk of appearing su perficial and could
diminish th e desired stateliness of th e

Chippenda le style.

HARDWARE
An import ant decorative element for case
pieces was th e use of large polished-brass
pull plates and escutcheons. Th ey were
genera lly mu ch larger th an th eir Q ueen
Anne counterparts and became an
important part of th e opulent look that was
in demand . Sometimes th e brasses were
pierced for added effect, and very special
pieces had imp orted ormolu brasses of high
Rococo design. O n pieces of more ru ral
origin, where earlier styles lingered for
decades, or iginal brasses of a Chippen dale
character are sometimes th e key in
determining wh en th e piece was built.
Given th e Am erican propensity for letting
one style evolve into th e next , it is often
th e brasses that defin e a piece, ident ifying
it as having been made in one era while
its overall design is a con tinuat ion of
earlier ones.

CHEST OF DRAWERS .

BOSTON AREA .

1760-1785 .

The bambe form was in
vogue in Boston from
1753 into the 1780s.
The curved sides are
shaped from the solid. In
combination with a
serpentine front, the
visual effect is arresting.
(COURTESYMUSEUM OF ART.

RHODE ISLAND SCHOOL OF

DESIGN)

CHEST·ON ·FRAME .

CONNECTICUT RIVER VALLEY. C.1786 .

Historic Deerfield's well-known Mary Hoyte chest-on
frame, with its distinctive scalloped top, has many of
the attributesof a Queen Anne piece. The bold
brasses, which are the full height of the top drawer,
indicate a laterdate.
(COURTESY HISTORIC DEERFIElD)
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5
D esigns for the New Republic

THE FEDERAL PERIOD

h e last third of th e 18th century
witnessed yet another remarkable change in
Euro pean and Am erican furniture design.
As had happ ened so often before, a new
style was emerging th at was th e ant ithesis
of its predecessor. Th roughout th e centu ry,
the prevailing tastes had swung from
classicism to th e exotic, and orna ment had
changed from th e restrained to the
out rageous and back again several times.
The latest trend was a rejection of th e
Rococo and a return to designs inspired by
th e classic art and architecture of ancient
Greece and Rome. In what was later to
be known as th e Federal period, th e
Neoclassical influence of G reek and
Roman design came to bear on fu rni ture
design as it had in the govern men t of the

new republic.

(1785-1810)

The Neoclassical Style
Most of th e renewed int erest in th e classical
style was in response to th e excavat ions of
Herculaneum and Pompeii, which had
started in 173 8. Du ring th e 175 0s and
1760s, many illust rated books appeared on
ancient art and artifacts. Rome becam e a

mecca for archeologists and scho lars as well
as for designers and arch itects who
appreciated th e purity of classic design and
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saw it as an ant idote to th e excesses of th e
Rococo. Th ere was also a certain
romant icism att ached to th e classic designs.
Th ey were a reflection of what was
imagined to be a perfect and well-orde red
world, where th e works of ar tisans and
architects were exalted and exuded th e
refin ed simplicity of a harmonious society.
At th e same t ime, classic designs appealed

The spa rse orderliness of Neoclassical design pervaded
furniture of the Federal era and alsoextended to the
arrangement of pieces within a room . This plate from
Hepplewhite's Cabinet-Makerand Upholsterer's Guide
of 1788 shows a suggested arrangement and
illustratesthe integrationof furniturewith the room
architecture.
(COURTESY OOVERPUBLICATIONS)
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Thistablehas thedelicate proportions, tapered legs andornament in lowrelief of the
Adam style. It was made bytheChippendale firm a year before Chippendale's death.
(COURTESY CHRISTOPHERGILBERT ANO ARTLINES [UK) LTO.I

to the European fascinatio n with th e
exotic, just as did th e Chinese, Goth ic and
Rococo styles.

The renewed interest in th e classics first
manifested itself in th e collect ing of art and
antiques. Th e English and European
aristocracy collected and disp layed ancient
artifacts along with paintings and artwo rk
in th eir grand houses. The Grand Tour of
th e cit ies of Europe, including Rom e, was
still part of the cultural development of th e
young elite.

ROB ER T A DAM
The one person who was most responsible
for int rodu cing th e Neoclassical taste to
England was th e architect Robert Adam
( 1728- 1792). Like most inspired young
designers, he went to Italy in his mid
twenties. Th ere he visited th e ruin s of th e
Palace of Diocletian, and prod uced
drawings of the palace in its or iginal

condition. He took exception to th e
Palladian trend s in interior design for
having been adapted from exterior
architectural details of Roman temp les.
Murals th at had been unearthed in th e
excavations revealed to Adam what he
considered to be the true forms of classical
domestic interior decoration, wh ich he
described as "all delicacy, gaiety, grace

and beauty."
When Adam returned to Lond on in

1758, his firsthand knowledge of th e classic
forms made him a rising sta r among
architects. At thi s tim e, inte rest in th e
Rococo was beginning to wane, and
Neoclassical tr ends were emerging as th e
newest fashion. In 177 3, Adam and his
brother and partner James began to issue a

series of engravings depictin g some of their
many designs for bui ldin gs and furnitu re.
Thi s folio was ent itled Works illArchitecture,
and it firmly established th e Adam broth ers
as the author itative voice on Neoclassical
design and ornament . As Chippenda le's
book had done, Works ill A rchitecture helped
spread th e popularity of th e new style.

The Adam style brought new forms of
furn iture and new styles of ornament .
Rococo, as practiced by the English, used
Early Georgian and French-inspired
furni tu re designs as a platform for carved

orna ment. Adam was insistent on using
ornament to enhance designs, not to
overpower th em . He realized th at th e
beaut y of design was in its lines, and th at
th e lines were not to be obscu red by
decorat ive add itions.

The Ada m style
Th e elements of th e Adam designs for
furniture were clean and simple. Cabriole
legs were generally replaced by slender,
st raight tapered legs or st raight legs th at
ended in plinth feet , such as Marlborough
legs. Th e swelled shapes of case pieces were
simplified to be semi-eircular or sem i
elliptical, and sweeping Rococo aprons were
straightened to more linear shapes.
Elaborate moldings were simplified and
redu ced in size to give th em a more delicate
appea rance. Th e lift and delicacy th at had
once been associated with th e Queen Anne
style had returned in a very different form.

Th e Adam broth ers also int rodu ced
some new elements into the lexicon of
furniture ornament that had been inspired
by ancien t ar tifacts. The most notable of
th ese was th e urn shape. Urns appeared on
pedestals as freestanding decorat ive pieces,

as part of side-ta ble sets (as knife cases or
water containers), as fin ials and as applied
composit ion ornament . Ovals were also a
favorite shape in th e Adam style. T hey were
used for mi rror fram es and chair backs and
as inlaid or app lied panel s. Small oval or
roun d rosettes, called paterae, were a
common applied decorative element . Th e
classic lyre shape also found its way into
designs, usually in chair backs. Anoth er
element seen often is th e antliemi on, a st ring
of honeysuckle buds arranged in a garland.
From ancien t architecture came flu ted legs
and friezes, and in keepi ng with th e spirit
of the style swags and festoons were added.

While carving was an important part of
th e Rococo style, the clean geometric lines
of th e Neoclassical style did not lend
th emselves to its use. Carving was not
aband oned altogether, but its decorat ive use
was greatly diminished . When it was
employed, it was used sparingly as
supplementa l or app lied orna ment.

Marquetry becam e th e predominant
form of su rface decoration . Unlike carving,
it allowed th e surface to be orna mented
withou t interrup ting th e lines of th e piece.
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In orde r to be effective, marquetry required
th e use of cont rast ing woods, so light woods
like sati nwood, holly and harewood were
favori tes. Inlaid decoration included st ring
inlays and cross-banded bord ers, and oval or
rou nd cent ral panels with favorite

eoclassical moti fs of urns and flowers.
Adam 's own designs for clients sometimes
called for decorative porcelain panels as a
centra l orna ment, supplied by such
craftsmen as Josiah Wedgwood . He also
used painted panels dep ictin g Neoclassical
scenes, either in soft colors or ellgrisaille,
shades of gray. Th ese painted panel s were
used in both his furn itu re and archi tectural
details. For th ese, Adam lu red decorative
artists from Swit zerland and Italy to work
in Lond on .

Painted orna ment proved to be very
effective, and its use was expanded to
include ent irely painted pieces. Muted
secondary colors were in favor, and pieces
were painted to harmoni ze with Adam's
interior t reatments. He often called for
painted surfaces to simu late marbl e and

mad e use of scagliola, plasterwork made to
simulate stone, in both furn iture and
interiors.

The shift from carving to two
dimensional decoration did not occu r
overn ight; neither did th e change from
Rococo to Neoclassical design. In his first
few years in Lond on , Adam 's designs for
furni tu re were very mu ch like th e exist ing
mid -Georgian designs of the 1760 s, but

with his own app lication of classic
orna ment . As his own style developed and
matured and popular sent iment turned
away from th e Rococo, th e Neoclassical
elements became more pron ounced. By th e
end of th e decade th e transformation was
complete, and by 177 5, buoyed by th e
acclaim th at Works ill A rchitecture had
received, Ada m had perfected his style and
achieved his desired delicacy of form and
restraint of orna ment.

Th e Adam brothers' designs were
rema rkab le in th eir detail, for th ey believed
there was no part of th e interior th at was
beyond th eir scope. Thi s credo extended to
designing such furni shings as lighting
devices, fireplace equipment , door and
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window hard ware, silver tea services and
candlesticks. Th e actual bui ldin g of th eir
furniture designs was cont racted out to th e
leadi ng cabinetmakers of th e day,Th omas
Chippend ale's firm among th em. By th e

end of th e 1760s, th e firm whose nam e has
come to be synonymous wit h th e English
Rococo, was doing some of its fin est work,
bu t in th e Adam style.

Th e tr ansformation from Rococo to
Neoclassical design was nearly
simulta neous in France. Th ere, th e Rococo
had its detractors all along, but it wasn't
until th e 1760s th at th e style was
supplanted by th e Neoclassical. In nearly
every previous style, English fashion had
followed th e French, but th e shift to
Neoclassical in both count ries was th e
result of inspiration from Rome. Th at is
not to say th at th e development of th e
style in England and France was totally
ind epend ent. England and France shared

many ideas, but neith er country copied
wholesale from th e other's lead . In France

CAR VED BEE CH WOOD

FAUTE UI L .

PAR IS . C.17 ao .

The Louis XVI style
embodiedthe French
Neoclassical movement
andshared many
similarities of form
andornament with the
Adam style.
(COURTESY THE

METROPOLI TAN

MUSEUM OF ART)

th e style was known as th e Greek or antique
style, but later came to be known as th e
Louis XVI style, th ough Louis did not take
th e throne until 1774.

Th e Adam style set th e stage for th e

balance of th e 18th century in English
furniture design. Adam had introdu ced th e
Neoclassical taste that brou ght about th e
end of the Rococo era. Th e famous designers
who followed based much of their work on
th e foundation established by Adam, but, as
history would have it, th eir names would be
more closely associated with th e style.

George Hepplewhite
Geo rge Hepplewhite was one of th e many
London cabinetmakers who followed th e
Neoclassical style as prescribed by Adam.
His cabinetmaking shop was one of those
commissioned by Adam to execute his
designs, which is a testament to
Hepplewhite's talent. Hepplewhite's name
might not have achieved a lastin g place in
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Hepplewhite's designs
usedthesame
geometric lines as
Adam's, but with a
greaterpracticality and
restraint of ornament.
(COURTESY DOVER
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fu rnitu re history had his widow not
published TheCabinet-Makerand
Upholsterer's Guide two years after his death
in 1788.

THE G U ID E
The Guide is a volume of over 200 des igns
for household furn iture . The des igns are
thought to be taken from drawings of pieces
tha t Hepplewhite's firm made over th e
years, and therefore did not present any new
designs. What th e drawings do represent is
an assemblage of popular Neoclassica l
forms as they were made in London in the
1780s.

As a cabinetmaker and not solely a
designer, Hepplewh ite and his firm
presented a practical version of th e Neo
classical in th e Guide. Adam 's fu rn itu re
designs were for th e great hous es of th e
nobility, and th eir app earan ce was primary
and th e cost and difficulty of th eir
execution secon dary. While th e Hepple
white firm built to Adam 's specificatio ns,
th ey and othe r cabinetmake rs built for
customers of lesser means to whom style
was important , but cost was a facto r. Th e
Guide, by illust rat ing practical designs th at
could be built by almost any skilled
cabinetmaker, became th e authorita tive
Neoclassical furni tu re-design book.

As had Chippendale's Director, th e
Guide served to popularize and disseminate
the new style, but th e two books had many
oth er poin ts in com mo n as well. Neither
book was a vehicle for int roducing new

designs. Each was a compendium of the
most fashionable prevailing London
designs, and so both were published with
th e hope of finding fashion-starved
cabinetmakers outs ide th e mainstream .
Each publication esta blished th e author's
name as synonymo us with th e style, th ou gh
in each case th e style predates th e book.
Neithe r author was th e leading cabinet
maker of th e day. As with Chippendale,
th ere are no pieces know n to be th e
perso nal work of George Hepplewh ite,
and, st ranger st ill, th ere are no vest iges of
Hep plewhitc's bu siness othe r th an th e
name on th e G uide and six plates included
in The Cabinet-Maker'sLondon Boole of
Prices, published in 1788.

TH E H EPPL EWHIT E ST YL E
Hepplewhite's designs are notable for th eir
elegant simplicity and clean geometric
forms (see th e illustration at left) . Addi ng
a restrained pract icality to Adam 's
inspirational designs, th ey conti nued the
Adam preference for st raight tapered legs,
usually squa re in cross sect ion, but
somet imes round . Ofte n th e legs end in
spad e feet . Adam 's aim s of lightness and lift
were cont inued by keeping case height s
short and legs long and slende r. Reflecting
th e mature Adam style, carved applied
ornament was used sparingly and in low
relief. Th e cur ved fronts of sofas, chairs and
some case pieces were gentle serpent ines,
and othe r case pieces continued Adam's
preference for simpl e plan shapes like semi
circles and semi-ellipses.

The Guide is surprisingly complete in
conveying design and detailing in its plates.
Its illustration s are far more lifelike th an
th ose of th e Director, and they have th e
appearance of having been drawn from
actual examples rather th an from th e
imagination . The details of orna ment are
precise and realistic. The chairs and sofas
show a variety of fabric patterns and give a
sense of th e appropriate plumpness of th e
period upholstery. The designs th at call for
decorative veneer clearly illust rate th e

marqu etry design, so th e grain d irection ,

DESIGN FOR A

COMMODE . PLATE 7B ,

HEPPLEWHITE 'S

GUIDE.

The Guidewas
remarkably complete in
showingdetails of
ornament, including
figured veneer patterns.
(COURTESY DOVER

PUBLICATIONS)
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DESIGN FOR A SHIELD·BACK CHAIR .

DETAIL OF PLATE 5 . HEPPLEWHITE 'S GUI DE.

The Adam preference for ova l-back chairs hadgiven
way to shield-back chairs bythe time the Guide was
first published in 1788.
(COURTESY OOVERPUBLICATIONS)

string inlays and figure of crotch and swirl
veneers are evident. The Guide shows a
detailed variety of corn ice and base
moldings, and even includes a room plan

with wall elevat ions to illust rate th e proper
placemen t of furniture (see th e illustrat ion
on p. 80).

Hepplewh ite's Guide illust rated in part
the evolution of th e Neoclassica l style since
Adam's introduct ion of it in th e 1760s.
Some 20 years had passed between the
disp lacement of the Rococo and th e
publ ication of th e Guide. Ada m's
preference for oval chair backs had evolved
into shield backs, a form ind icative of th e
Hepp lewhite style. Th e Guide also
illust rated many squa re-back chairs, with a
predominance of horizont al and vertical
elemen ts, which were descended from
some of Adam's "Etr uscan" chai rs. One
favorite base for chests and desks used a
gently scrolled apron and ou tward-eurved,
tapered French feet . The apron and feet are
con tinuous with the case, often without a
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molding between. The shape of th e apro n
and th e outward bend of th e feet were one
of the last holdovers from th e Louis XV

style, but th e French feet finished off th e
bases of case pieces in keeping with th e
Heppl ewhite look. Th e Guide includes one
of th e first illustrations of a bow-front chest

of drawers with a simple convex front,
showing th e Neoclassical preference for
simple plan shapes applied to a form th at
had previously been serpen tine or bornbe,
Also shown are some of th e first sideboa rds
with drawers (see the illustration below).
Previously, th ey had simply been sideboard

tabl es, but with th e addition of drawers
th ey were becoming more like case pieces,

and are shown with shap ed fronts.

Pr act ical conside ra t ions
The practical Heppl ewhite approach to
fu rn iture design sheds light on th e everyday
uses of late 18th-eentu ry pieces and shows
how th e designs of architects were adap ted

to th e needs of everyday life. According to
Adam, no grand house of th e day would
have been complete with out a pair of
pedestals and urns on either side of a
sideboard table. The Guide illustrates and
explains th at one pedestal is designed as a
plate-warming cabinet , lined with tin and
equ ipped with racks and a heater (see th e
illust rat ion at right). Th e other pedesta l

serves as a pot cup board, bu t one hopes it is
not th e same cheerful term used in
reference to chamber-pot cupboards. The
urns are describ ed as being knife cases or
ice-water dispensers.

DESI GN FOR A N URN AND PED ES TA L,

DETAIL OF PLATE 3 6 , HEPPLE WH ITE ' S GUIDE.

Hepplewhite's cabinetmakingexperienceadded a
practical dimension to Adam's designs. The Guide
illustrated how an ornamental Adarnesque urnand
pedestal could double asan ice-water dispenser and
plate-warmingcabinet.
(COURTESY OOVER PUBLICATIONS)

DESIGN FOR A

SIDEBOAR D, PL ATE 29 .

HEPPLEWH ITE ' S

GUIDE.

The Guide was one of
the first publications to
illustrate thesideboard,
a newformfor the
period. The illustration,
including details of bottle
compartments, set the
pattern of design for
American sideboards.
(COURTESY OOVER

PUBLICATlONS)



Sideboards are shown with built-in
features such as drawer dividers to hold
bottles, lined drawers for silverware and a
drawer lined with lead and equipped with a
drain valveto hold water for washin g
glasses. It is noted th at th ey are often made
to fit in a recess. Th e Guidealso pictures a
large num ber of pract ical pieces: dressing
tables, shaving stands, night tables and pot
cabinets, basin stands, bidets and
wardrobes, indicatin g th at th e stylish
cabinetmaker's work was not rest ricted to
flamboyant show pieces. They were, after
all, th e manu facturers of th eir day.

Thomas Sheraton
Thomas Sheraton (1751-1806) is one of
th e more curious characte rs in furniture
history. He had many interests and ta lents
but was so unfocused th at he was never very
successful at any of th em. At various tim es
in his life he was a cabinetmaker, art ist,
inventor, author, publisher, teacher, mystic
and Baptist preacher, or more often a
simultaneous combinat ion of th em all.
Trained as a cabinetmaker, Sheraton likely
worked in th e employ of others at first but
looked to cont inue on his own path. It is
not known to what extent he pursued
cabinetmaking, but if it was anything like
his other interests, it was sporadic at best.
Th roughout his life he tri ed to make his
mark in th e world, but his story is one of
unfulfill ed dreams and unachieved success.

as a means of adverti sing and promoting his
cabinetmaking business, but Heppl ewhite
did not. A firsth and account of Sheraton's
situat ion is included in th e 1885 Memoirsof
Adam Black, who in 1804 came to London
from Scotland lookin g for work. Sheraton
paid him half a guinea to spend a week
cleaning and organizing his disast rously
untidy shop. Black describes him as being:

...in an obscu re st reet , his house, half
shop half dwelling house, and looked
him self like a worn -out Meth odist
minis ter, with threadbare black coat .
I took tea with th em one afte rnoon.
There was a cup and saucer for the
host, another for his wife, and a little
porringer for th eir dau ghter. Th e
wife's cup and sauce r were given to
me, and she had to put up with a
littl e porringer. Miserable as th e pay
was, I was half ashamed to take it
from th e poor man .

Adam Black went on to becom e th e
publi sher of th e Encyclopedia Britannica.

Th e Drawing Book sought to enhance th e
role of drawing and th e rules of perspective
in guide books, and th e first half does so
splendidly. Th e second half illustrates
fu rnitu re designs, showing Sheraton's skill
as both a designer and draftsman . Th e

preface is a harangue against th e books th at
preceded it. Sheraton derides th e quality of
drawings and design in Chippendale and
Heppl ewhite's books, among others'. His
critical comments cast a pall over th e
Drawing Book and suggest th at his own
caust ic and eccent ric personality may have
been responsible for his failings.

Although Adam is not mentioned, his
Neoclassical designs are th e basis for
Sheraton's Drawing Book pieces. If
Heppl ewhite represented th e first practical
phase of th e early Neoclassical, Sheraton
represents th e next phase. Building upon
the Adam esque foundation, Sheraton took
the new taste to the next level of
refinement. The similarities between his
designs and Hepp lewhite's are many, but
Sheraton's drawings show more del icacy
and a more refined use of orna ment.
Sheraton showed more interest in tapered
turned legs of slender proportions, whereas
Heppl ewhite often used square tapered
legs. Sheraton d ropped most of th e curved
case fronts and replaced th em with
st raighter facades. Wh en he did use curved
surfaces, th ey were very simple in form, like
cylindrical desk lids or library tables with
cylindrical ends. Against a backd rop of
more geomet ric form s, he intermingled
simple but elegantly curved elements in
chair backs and bookcase door mulli ons.

TH E D RAWING BOOK
Between 1791 and 1794 Sheraton
published TheCabinet-Makerand
Upholsterer's Drawing Book in four parts
containing a total of 113plates. An
expanded edition of 122 plates was
published in 1802, followed by TheCabinet
Dictionary in 1803. In 1805 he started to
publish TheCabinet-Maker, Upholstererand
General Artist's Encyclopedia,which was to
be issued in 125 part s. Sheraton died in
1806 having completed only 30.

Sheraton is best remembered for th e
DrawingBook, but although it was
reprinted in three edit ions, it did not brin g
him financial success. He him self said th at
th e expense of publi shing it left him very
little profit . Chippendale had used his book

DESIGN FOR A PIER

TABL E. DETAIL OF

PLATE 4 . APPENDIX.

THOMA S SHERATON ,

THE CABINET-MA KER

AND UPHOLSTER ER 'S

DRAWIN G BOOK

( LON DON . 17 91-1794) .

This pier table with
turned legs shows
Sheraton 's refined useof
ornament, including
turnings, and an
appreciation for very
delicate proportion.
(COURTESY OOVER

PUBLICATlONS)

T II E FE D E RA L I' E R I O D 85



DESIGN FOR A FRONT

L EG OF A DRAWING

ROOM CHA I R.

DETAIL OF PLATE 10 ,

A CCOMPANIMENT,

SHERATON 'S DRAWIN G

BOO K .

Sheraton'scarving
designs were delicate
enough to embell ish a
piecewithout interfering
with the shape of its
form.
(COURrESY OOVER

PUBliCA rIONS)

The fine det ail of ornament was integral
to th e design of Sheraton pieces. Turnings
inherentl y have more visual interest than
flat square legs, and th ey were fu rther
enhanced with straight or spiral reeding or
carved foliage (see th e engraving above). Th e
Sheraton designs show a renewed int erest in
intricate carved and turned detail, most of
which had been st ripped away during
Hepplewhi te's reign. Sheraton illust rated
th e orna ment in min ut e detail, with th e

idea th at it was to enhance th e form but not
overpower it. Adam had applied ornament
to Neoclassical form s, Hepp lewhite had
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replaced it with inlay, and Sheraton
successfu lly integrated both carved, inlaid
and turn ed decorat ion into th e form.
Turnings had not been an imp ortant
decora tive element since th e William and

Mary period.
Sheraton's inventiveness is evident in a

number of his designs. One of his ideas for
seat ing furniture held heating rods. A
Sheraton library table converts into library
steps . His Harlequ in Pembroke Table
featured a case of drawers and pigeonholes
that arose from the table top to convert it
into a desk. One design for a circular dining
table had a three-leveled turntable built
into the center. A chair unfolded to becom e
a bed, a precursor of modern convertible
furniture. His Lady's Wri tin g Table held
candle holders and doubled as a vanity.
With th e release of a catch, a mirror rose
from th e back of the case, lifted by
counterweights .

Sheraton's designs are classified as either
earlyor late. The early designs, as exemplified
in the first editions of the DrawingBook,
were Neoclassical in the tradition of Robert
Adam . After the turn of the century and
with the publ ication of TheCabinet
Dictionary, Sheraton was increasingly
influenced by th e French Directoire and
emerging French Empire styles, and his work

took on a decidedly different, somet imes
bizarre flavor. Th e French styles were an
overblown version of the Neoclassical th at

spoke mo re of imperial grandeur th an th e
harmonio us ancient societ ies that had
inspired Adam . They includ ed th e use of
carved lions, sphinxes and griffins, and
adop ted Greek and Roman furn iture forms
such as Grecian couches, klismos or saber-leg
chairs and curuleor cross-base chairs (see
Chapter 6). The style foreshadowed the
English Regency period th at followed. Thi s
last phase is sometimes referred to as
Sheraton 's decadent period and bears little
resemblance to his early designs.

Upheaval in America
Th e American int erpret ation of the Neo
classical style followed the lead of England
with some modificat ions and delays. The
last two decades before the war were
prosperous for Americans, and th eir desire

for th e rich Chippendale designs cont inued
un abated. Whi le English cabinetmakers
were taking up the style of Adam in the
1760s, th e Am ericans had just sta rted to
explore th e possibilit ies of th e Chippendale
designs and were adap ting th em to th eir
own markets' preferences. Increasingly bad
relations with England and th e popu lar
dislike for Crown officials and th eir loyalist
supporters cont ributed to a general
American disregard for th e new style.

With th e outbreak of host ilities in ]775,
and th e full-fledged war of th e following

years, advancement of furniture styles
stopped. Th e end of the war came in ]78],
but it was not until 1784 that th e Definitive

Treaty was signed, recognizing th e
independ ence of th e United States. After
th e war th e country and its economy were
in a precarious state, and in 1784 th e
country began a slide int o depression.

Needless to say,during the war and th e
depression that followed, the decorative arts
and furn iture making were in a dorman t

period. Wh at cabinetmaking existed
followed th e prewar styles, and it likely
involved a lot of repair and replacement .
Pract ical consideratio ns had taken priority
over fashion, and most t radesman did
whatever th ey could to survive th e hard
tim es. Some of th e new Neoclassical
furni ture had been bu ilt in America before
th e war, but it was not enough to be
considered a mainstream style. With new
tastes well established in Europe, a new
and prom ising govern men t in place in
the United States and an improving
economy, th e]79 0s were to be a decade
of profound change.

The Federal Era
As th e United States recovered from the
war and ente red an era of increased
prosperity in th e late ]780 s, it was ready to
ado pt th e newest fashions in th e decorative
arts. Am erican furn iture design had
changed little since th e late ]750s and saw
virtually no advances th rough th e war years.
Th e American gratit ude to th e French did
not extend to a widesp read appreciation for
th eir fu rn iture . Alth ough th e United States
had fought and won its polit ical indepen

dence from England, it was st ill stylist ically



CH ES T OF DRA WERS . MASSACHUS ETTS OR NE W HAM PSHIRE . 17 9 0-1810 .

Following the Hepplewhite style of design, this chest hasa bowed front, bold marquetry ornament and delicate
French feet. The smooth surface, light stance and unfettered lines are in marked contrast to theaesthetics of
Chippendale-era case pieces, yetthevisual interest of thesurface makes it no less impressive.

linked. Wh at was fashionable in Lond on
was th e Neoclassical, and so it was to be
in America.

Because of th e war and th e absence of an
authoritat ive guide book, th e Adam style
was not taken up in Am erica.There had
been some interest in th e Neoclassical tr end
before th e war, du e to th e influence of
English immi grant craftsmen and th e
alliance with France, but it had not gained a
significant footh old. Th e publicat ion of
Hepplewhite's Guideand th e London Book
of Prices in 1788 served as effect ive veh icles
for th e fur ther dissemination of th e
Neoclassical style in Am erica. It was just at
th at tim e th at th e economy was takin g a
turn for th e better and style-starved
customers were willing and able to consider
new furn iture .

Th e Neoclassical designs fit well with
th e new United States. Th ey were a rejection
of th e pond erous English govern ment as
much as th ey were a rejection of th e
ponderous Chippendale style. Th e new
govern men t, a democrat ically elected
representative republic, owed mu ch of its
inspiration to ancient Greek and Roman
examples. Studies of ancient history and
classic literature were an important part of
a complete education, and furnishin gs th at
reflected classic ant iquity were a sign of

refined taste. As when Robert Adam
int rodu ced th em to Lond on, Neoclassical
designs evoked th e sense of a well
structured society. Th e parallels between
th e new republic and th e early Neoclassical
designs are responsible for th e name of thi s
era in American furnitu re: th e Federal style.

THE FEDE RAL STY LE

Th e Federal style initially followed th e
designs of Hepplewhi te's Guide of 1788.
Earlier examples, built from th e experience
of immi grant cabinetmakers, were in a
similar vein. Hepplewhite's designs were
buildable, and th eir clean lines and
simplified orna mentat ion appealed to
American tastes. American cabinetmakers

and th eir clients took up th e style wh ole
heartedl y, rend ering Chippendale designs
obsolete. Th e use of decorative veneers was
a new fashion for Am erican makers who
had been carving ornament for th e previou s
half century. Noneth eless, th ey mastered

(COURTESY WINTERTHUR MUSEUM)

th e art of marquetry and produced
stunning examples of Heppl ewhite designs.

The important centers of furniture
production changed in th e afte rmath of th e
Revolution . Prosperity followed maritime
act ivity after th e war, and wh at had
previously been secondary cit ies now rose to
prominence. In most cases th e war had
taken a heavy toll on th e established urban
cente rs. Providence surpassed Newp ort in
business act ivity, Salem grew as a second ary
port to Boston, and Baltimore flourished in
th e shadow of Philad elphia. All three of
th ese cities became imp ortant centers of
Federal furn iture making. Baltimore was
particularly notable for achieving a high
level of development in th e Heppl ewhite
designs.

As th ey had done with other styles,
th e Americans infused a vita lity into th e
designs and executed th em with a
distinctive delicacy and grace. The pared
down Heppl ewhite style quickly became

th e look of th e new country. Th e pieces
were light , clean and sparingly ornamented.
Their inlaid designs often featured patri ot ic
symbolism or military heraldr y in addit ion
to th e classical motifs. Th eir Heppl ewh ite
legs were square in sect ion and tapered over
th eir length with a thin, delicate

app earance. Cur ved apro ns and fronts
featured cent ral inlaid ornament or a panel
of figured veneer. Str ing inlays varied in
pattern, but each was a fine detail used to
out line important elemen ts of th e form.
Th e Am erican Heppl ewhite style had a
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CHEST OF DR AWE RS .

MASSACHUSETTS OR

NEW HAM PSHI RE .

1810-1820 .

Made in accordance
with Sheraton precepts,
this chest has turned
legs that continue to the
top as reeded corner
columnsand a semi
elliptical shape to the
front.
(COURTESYWINTERTHUR

MUSEUM)

refined simplicity th at relied on basic
shapes of sophist icated proportion. The
designs were a pure assem blage of curves,
rectangles and st raight tapers, orna me nted
in a way that enhanced th e design without
inte rfering with th e lines.

Th e des igns of Th om as She raton
insp ired th e secon d half of th e Fede ral
period in American furni ture. His early
designs, as illustra ted in th e DrawingBook,
began to supersede Hepplewhite's as early
as 1795. The early Shera to n designs were
simi lar in pro port ion to Heppl ewhite's but
th ey differed in det ail. Th ere was a logical
evolut ion from one style to th e next . The
most nota ble feature of Am erican Sherato n
pieces is th e inclusion of turned and
tapered legs, ofte n reeded, instead of th e
tapered squa re legs. Th e Sheraton designs
show a shift away fro m sweeping cu rved
fronts toward more rect ilinear forms. Pieces
continued to be orna mented with figured
veneers and inlays but included finely
deta iled carvings in low relief in th e manner
of Ada m. Th e Sherato n designs rema ined
in vogue in America unt il about 1810,
and some vestiges of th e style lingered int o

th e 1820s.

88 C H A P T E R FrV E

Federal Furniture Forms
Am erican Federal furniture closely
followed th e designs of Hepplewhite and
Sheraton. Unlike previous eras, wh en new
designs evolved from old, th e Federal
designs were taken up without delay. Some
notable features of th e new forms are
d iscussed below.

CHESTS
Federal-era chests of dr awers, or bureaus as
th ey were now known, cont inued many of
th e earlier trends for front treatments, but
were updated to Neoclassical sta ndards.
C hests with serpentine or bowed front s
were in keeping with th e Hepplewhite style.
They were fit ted with simplified bracket
or French feet (see th e photo on p. 87).
Examples in th e Shera ton style feature
turned reeded legs, which often extend the
full height of th e case as corner columns .
Th e Sheraton designs included semi
elliptical swelled fronts (see th e photo at

left). In eit her case, th e drawers cont inued
to be flu sh fitting with a surroun ding
cockbead. Better chests were embellished
with a full compleme nt of decorative
veneer. Figured-birch or maple panels in
mitered frames of mahogany veneer, and
mahogany crotch veneer were favorite
choices, and crossbandings and stri ng inlays
were used on most designs.

Th e functio n of dressing tables, which

had become case pieces, was largely
transferred to bureaus or chests of drawers.
Som e chests featured top drawers th at were
partitioned into compar tments, and others
held mi rrors. A derivative form was th e
chamber table, a piece with dim ensions
similar to a bureau, but consisting of two

full-width dr awers in a case sup ported by
long thin legs (photo below). Th e chamber

C HA M B ER TABLE .

P RO B A B LY SALEM .

1805-1815 .

Federal chamber tables
featuredtwo full-width
drawers in a case with
long legs. This piece has
the heightandwidth of a
small chest, andwas the
Neoclassical equivalent
of earlier dressingtables.
(COURTESY WINTERTHUR

MUSEUM)



SECRETARY AND BOOKCASE , SALE M . 1795-1 804 .

This piece has a secretary drawer, the front of which folds down andpullsout to
become a writingsurface with a desk interior.When closed, it looks likeanyother
drawer front.
(COURTESY WINTERTHUR MUSEUM)

TAMBOUR DESK . BOSTON . 1795-1810 .

This deskwith tambour doors and fold-out writing surface is attributed to John
Seymour (c.l738-1818), an English cabinetmaker working in Boston after 1794.
(COURTESY MUSEUM OF FINE ARTS, BOSTON)

table had a useful top sur face and two
shallow drawers, but om itted larger
clothing storage drawers. Th e form was not
un like th e much earlier Jacobean form (see

p. 10). Pieces with specific pur poses, like
basin stands and shaving stands, had
become practical necessities decades before,
and tables for occasional use abounded. As
a result , d ressing tables, or lowboys, were
not continued into th e Federal era.

High chests suffered th e same fate.
Their funct ion was also transferred to
chests of drawers or bureaus or, to a lesser
extent, chests-on-chests. The form, which
had been born of Baroque ideals and
updated with Rococo ornament, had been
in use for nearlya century and was not
readily adap table to th e Neoclassical style.

In rooms where a large piece was needed
for visual effect, desk bookcases were th e
largest and most highly ornamented pieces
in general use, but visually imposing pieces
were not an aim of the period.

DESKS
The Federal era saw important design
changes in desks. Previously, th e sta ndard
form for a desk, with or without a bookcase,
was th e slant fron t. O ne Federal-era revision
was th e introduction of a secretary drawer,
a false drawer front th at folded down to
become a horizontal writ ing su rface and
exposed an int erior ban k of small d rawers
and pigeonholes (see th e photo at left
above). The secreta ry drawer was th e top
drawer in a case th at was often topped by a

bookcase with glass doors, th emselves a
Federal innovation . A gentleman's secretary
was wide r, with cabinet doors flanking th e
cen t ral drawers and a correspondingly

wide r bookcase top.
A tambour desk, somet imes called a

lady's writing desk, stands on long legs and
usually has two fu ll-width drawers (p hoto
at right above). T he top folds open onto
slid ing supports (or "lepers") to become th e
writ ing su rface. In th e usual form of th e
desk, a low case along th e back conta ins the
small d rawers and pigeonh oles behind
flexib le tambour doors th at slide open
horizontally. A lady's wri tin g table and
bookcase subst it utes a taller glass-doored
bookcase for th e tambou r-fronted case.
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CYLINDER DESK AND BOOKCASE . PROBABLY MARYlAND . 1790- 1800

The desk with a rotating cylindrical lid was oneof the novel designs to come from
English designers in the late 18th century. Sheraton was fond of such intriguing
mechanisms and presented several in his Drawing Book.
(COURTESY WINTERTHUR MUSEUM)
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Th e last of th e desk innovations was th e
cylinde r desk, a desk of either conventional
case form or on tall legs, with a cylindrical
lid that rolled up, over and behind the desk
interior to expose th e writin g surface and
compartm ents (see the photo at left) . It
should be noted th at these cylindrical lids
were not flexible tambours, but solid
cur ved panels. T hey were equipped with
pivot mechanisms so th ey rotated smoothly
about their cent ral axes.

All three of these desk designs were
illustrated in either Hepplewhite's Guide or
Sheraton's Drawing Book.Some of th eir

designs are qui te fanciful, with spectacu lar
comb inations of cabinets, cylinders and

cases. Nonetheless, th ey represented some
of th e innovative changes th at furni ture had
undergone in England since before th e
Revolut ion.

TABLES
Th e Neoclassical t rend toward light and
elegant designs was exemplified well by th e
table designs of th e period. Tea tables lost
their prominence as a vehicle for th e
expression of good taste, bu t side tables,
sideboards and new form s of card tables
rose in importance in displaying th e design
philosophy of th e day.

PEMBROKE TA BL E.

NEW YORK CIT Y. 17 85 -1 80 0 .

This Pembroke table in the Hepplewhite style has an
oval top, curved aprons anddrawer front, tapered legs
andthe full complement of regional decorative inlay.
(COURTESY YALE UNIVERSITY ART GALLERY)



Tea tables
Tea tab les perse were conspicuously absent
from th e Federal fu rni ture forms. The
social custom of takin g tea did not hold th e
same social importance or require
specialized furniture as it had before th e
war. [f tea was served in other than th e
dining room, it would have most likely been
on a Pemb roke table.

Pembroke tables of Hepplewh ite design
are oval drop-leaf tables, measu ring about
30 in. by 40 in. when open. Th eir standa rd
form includes bowed aprons, to follow th e

shape of th e top, a drawer on one end and
st raight tapered legs. The leaves are held up
by supports th at are hinged to swing out
from th e fram e. Pembroke tables are usually
treated to th e full complement of inlay,
including inlaid flutes or rosett es on th e top
of th e leg and pend ant flowers and st ring
inlay down its length. Simpler versions had
square tops and frames with tapered legs.
Later Sheraton examples were typically
st raight fronted with turned and reeded
legs and had leaves of semi-elliptical shape
or ovolo corners.

Pedestal tables
Tripod pedestal tables continued mostly in
the form of small candlestands. Federal

CANDLESTAND , BDSTON OR SALEM . 179 5 - 1810 .

The central turning of this candlestand features the
Neoclassical urn motif and all thedelicacy of the
Federal era. The oval top has rays of satinwood and
mahogany veneer.
(COURTESYMUSEUM OF FINE ARTS. BOSTON!

candlestands are noted for th eir delicate
center turning, which usually includes the
classical urn shape. Early pieces continued

to use the cyma-shaped leg with snake feet ,
but more stylish examples reversed th e
cur ve and gave it a thin tap ered shape th at
met th e ground at a right angle with spade
feet (photo at left ). Tops were frequently
oval with a cent ral inlay, but other shapes
were also commo n.

The form of th e pedestal table lent itself
to stylizat ion in th e Federal mode, and a
wid e variety of int erpretations exist. Larger
pedestal tabl es, whi ch had been used as tea
tables or as occasional pieces, were not in
th e vanguard of th e new style, and th eir
fun ction was given to Pembroke tabl es
amon g th e most style conscious. But th e
form had enjoyed wid espread use
previously,and large pedestal tables,
upd ated with urn turnings, were made into
th e Federal era.

Side tables
Pier tables, side tabl es and sideboards are
closely related and all saw developm ent in
th e Federal era. All developed from earlier
side or slab tables, but each becam e distin ct
in its form and purpose.

SIDEBOARD .

BOSTON AREA ,

1790-18 10 .

Sideboardswere a new
and important form for
the Federal period. Since
they were focal points in
formal dining rooms,
they were elegantly
decorated with figured
veneers and inlay.
(COURTESYDALLAS MUSEUM

OF ART. THE FAITH P. AND

CHARLES 1. BYBEE

COLLECTION, GIFT OF THE

EFFIE AND WOFFORD CAIN

FOUNDATION)
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Federal Card-Table Shapes

Semi-circular

Square with ovalo corners

Square with semi-elliptical front

Square with canted corners
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Semi-elliptical

Half-serpentine endswith
semi-elliptical front

Half-serpentine ends with serpentine
front and ovalo corners

Treble elliptical

Pier tables were made to sta nd against
th e narrow pier walls between tall
windows. Th ey were designed to fill the

space, and as such were more orna mental
th an funct ional. Pier tables were made in
the Federal period, but th eir role was

greatly diminished as side boards became
increasingly important as din ing-room
pieces; and card tables, often made in pairs,
could serve as ornamental side tab les wh en
not in use.

Side tables are differentiated by being
more func tional and usually inclu d ing
dr awers. As side pieces, th ey often stood as

hall tabl es or secondary dining-room pieces.
By thi s time, th e primary side piece in th e
dining room had becom e th e sideboard.

Sideboards were one of th e most
importa nt developments of th e Fede ral era.
As d ining-room pieces, th ey were second
only to th e table and chairs. Th ey were used
for serving and sto rage of silver, linens and
liquor, and t rad it ionally have partitions for
bottl es in th e lower right drawer following
th e practi ce esta blished by Heppl ewh ite's
design in th e Guide (see th e bottom
illust ration on p. 84) .

American makers fully embraced th e
form and produced masterful examples.
As important pieces that were th e focus of
attention , th ey were built with all the
orna me nta l inlay of th e day, and with
swelled or serpe nt ine fronts. Most side
boards averaged about 5 ft . in length , but

some larger examples are known to have
approached 8 ft .

Ca rd tabl es
Ca rd tables reached a peak of refinement
du ring th e Federal period , testi fying to the
conti nued popularity of card playing as th e
19th century approached . Federal card
tables are noted for their delicate
proportions and th eir high level of
orna me nta tion. Th ey were designed also
to serve as at t ractive side pieces when
not in use.

Both Heppl ewhite and Sherato n designs
feature short apro ns on long slende r legs,
giving th e tables a distin ctive lift and
exceptionally light footprint. Th e apro ns
have th e most sophist icated of decorat ive



veneer and inlay, including oval and
rectangular panels of figured wood. Popul ar
top shapes included semi-circular, semi

elliptical, square with ovolo corne rs, and
half-serpentine ends with a semi-elliptical
front (see th e drawing on the facing page).
As in earlier tab les, th e tops folded in half
onto themselves or opened to be supported
by one or two hinged fly legs.

Sheraton examples differ littl e from th e
Hepplewhite designs, with th e exception of
th e use of tu rned and reeded legs. Some of
th e better examples of th e Sheraton style
extended th e leg turning all th e way to th e
und erside of th e top by using th e legs as
half columns over th e apron. Th e legs were
integrated into the aprons th at were half
serpent ine on th e ends, and serpent ine on
th e front . Th e top followed th e same shape
and echoed th e profile of th e leg turning
with small ovolo corne rs.

Dining tables
A new form of din ing table developed with

th e Federal period th at solved th e age-old
problem of providing a solid tab le th at
could be lengthened or shortened as

CARD TABLE . NEW YORK CIT Y. C.180 0 .

This round card table, in the Hepplewhite style with
inlaid ova ls andbellflowers, features square tapered
legs extending from a half-round apron . Thefifth fly
legis typical of New York card tables.
(COURTESYWINTERTHUR MUSEUM)

CARD TABLE .

PROV IDENCE .

18 0 0 - 18 10 .

One of a pair. this card
tablein theSheraton
style bears the label of
Joseph Rawson and
Sons. Theturned legs
are reeded and continue
over the apron as half
columns. The front is
serpentine and thesides
are half-serpentine. One
back legswings out to
support the folding top.
(COURTESYRHODE ISLAND

HISTORICAL SOCIUY)

TH E FED ERA L PER I 0 D 93



DIN ING TABLE .

NEWPORT. 17 90 -18 10 .

This Hepplewhite-style
diningtable is in three
sections: twohalf-round
ends. anda center table
in the familiar drop-leaf
configuration. The
designwas flexible in
size but solid in use. The
inlaid urns. stringingand
pendent bellflowers are
related to pieces by
Thomas and Samuel
Goddard. sonsof John
Goddard .
(COURTESY RHOOE ISLANO

HISTORICAL SOCIETYI
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WORK TABLE.

BOSTON . 1800-1810.

This work table with
serpentine sidesand
ovolo corners is thought
to have been made in
the Seymour shop. A
reading and writing
board ratchets up at an
angle from the opened
topdrawer. andthe
frame holding the
suspended work bag
slides from the right
side.
(COURTESY WINTERTHUR

MUSEUM)

needed. Th e new design actually consisted
of three separate tables: a tr aditional square

drop- leaf table, and two half-round tab les,
each with a single drop-leaf along its
st raight side. On each piece, fly legs swing
out to support the leaves. Th e table could
be assembl ed with any combinat ion of
components and extended leaves. A tabl e of

average leaf width could reach 14 ft. in
lengt h. By removing th e center table and
using the two half-round ends with th eir

leaves extended, the length could be
shorten ed to 8 ft. Similarly, th e square
drop-leaf sect ion could be used alone and
th e ends could be used as side tables.

Th e best feature of th ese tables is th eir
solid ity. Th e legs are placed along the
outside edge of th e tab le where th e suppor t
is needed most . Even a slight amount
of "sponginess" can be annoying in a
dining table, whi ch is a prob lem inherent
in later pedestal-base dining tables, but this
Fede ral design offered an elegant and
flexible solution .

Work tables
The term "work table" is applied to a
number of small four-legged tables, usually
with at least one drawer, used for a variety
of purposes during the Federal period.

These tables have a fabric bag suspended



DE SIGN FOR A CHA IR BACK . DETAIL OF PLATE 36 .

PART III . SHERATON 'S DRAWING BOOK.

(COURTESYDOVER PUBLICATlONS)

ARMCHAIR . NORFO LK , VIRGIN IA , 18 0 3 .

While both Hepplewhite and Sheraton showed designs
for square-back chairs, most American makers followed
the more up-ta-date Sheraton designs when thestyle
came into vogue. The design of this chair back, like a
varietyof American examples, is taken from a platein
Sheraton's Drawing Book (at top).
(COURTESYDALLAS MUSEUM OF ART. THE FAITH P. AND CHARLES

L. BYBEE COLLECTION, GIFT OF CECIL ANO lOA GREEN)
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easy chairs, sofas and a new form called a
"lolling" chair, were made to uphold similar
Federal-era ideals.

ARMCHAIR , SALEM , 1800 ,

The shield-back chair was illustrated in both
Hepplewhite's and Sheraton's books and became
a favoritechair form in the Federal era.
(COURTESY WINTERTHUR MUSEUM)

Chairs
American chairs of th e Federal period
closely followed those prescrib ed by
Hepplewh ite and Sheraton. The fami liar
shield back, illustrated in bot h their books ,
became a popu lar American form closely
associated with th e Hepplewhit e era.
Square-back chairs, more profusely

illustrated in Sheraton's Drawing Bool;
saw increased use aroun d th e tu rn of the
centu ry.

Both types of chairs established a new
level of delicacy and refinement in
ornament . Th e backs of both styles were

below the apron in which needlework and
sewing projects could be sto red (see th e
bottom photo on th e facing page). Th e bag
was attached to the inside of a th in frame
that slid out of the table like a shallow
drawer.Tables either with or with out this
feature served as occasional pieces near
sofas, chairs or beds. Th e form is most
highly developed in th e Sheraton style, with
turned, reeded legs and highly figured
drawer fronts and aprons.

SEATIN G FURNIT UR E
Chairs of the Federal period required a high
level of skill on th e part of the cabinet
maker, since delicacy and st rengt h, usually
exclusive of one another, had to coexist in
each design. Upholste red pieces, such as
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UPHOLSTERED ARMCHAIR ,

MASSACHUSETTS , 1795-18 10 ,

The upholstered open armchair, called a 'lolling' or
'Martha Washington' chair, hasdesign roots in Queen
Anne andChippendale examples, but found new
importance in the light anddelicate aesthetic of the
Federal period ,
(COURTESY MUSEUM OF FINE ARTS, BOSTON)

chairs with upholstered seats and backs,
whi ch were somet imes mad e as bedroom or
dining chairs, and th e few Chippendale
open armchairs were th e forebears of th e
Federal lolling chairs. Th eir freestanding
wooden arms connect with th e front legs by
way of a sweeping upright support . Th ey
are notable for th eir vertical proportions
and clean lines. Early versions used
st retchers, wh ich were largely dropped afte r
th e turn of th e century. Because th ey were
open and less enveloping th an easy chairs,
lolling chairs were favor ite parlor pieces.
Their light app earan ce was very mu ch in
keeping with Federal design ideals.

Easy chairs underwent some minor
revisions to bring them up to the same
standards of th e day. In general, th ey
became lighter in app earan ce and more
refin ed as Federal elegance replaced
C hippenda le opulence (see the photo
below). In keep ing with th e changing styles,
tapered square legs with st raight st retchers
replaced cabr iole legs, as prescrib ed by

Hepplewhite, and later Sheraton versions
used turned and reeded front legs with out
st retchers.

Th e first Federal sofas were much like
th e earlier versions, but with th e inclusion
of tapered legs. In general, th e more
flamboyant sofa shapes of th e Rococo were
toned down for th e Federal period .
Hepplewhite's designs predominated in
sofas of thi s period. Besides inspirin g th e
upd ated version of earlier designs,
Heppl ewhite presented what was called in
th e trade a cabriole sofa, wherein th e seat
was semi-ellipt ical in plan and th e back was
a gentle arch instead of the familiar
serpentine "camel" back. In thi s design th e
back cu rves around to become th e side, and
th e arm s are light and int egral (see the top
photo on th e facing page). Th e hu ge arm
rolls of previous styles were at rophi ed or
elimina ted.The name of th ese sofas has
nothing to do with th e cabriole leg, but it is
a reference to th e French styles from which
th ey derived. In th is general sense, th e term
cabriole simply means "cur ved."

composed of exceptiona lly slende r
membe rs, and th eir shallow carved detail
was integral to th eir shapes. O ne has only to
look at an example of a back ornamented
with swags or plumes to see th at th e
element and its carving are th e same.
Tapered square-front legs with inlay or
moldin g were th e norm, and chairs were
built with and without st retchers.

Slip seats had passed out of favor, and
th e new chairs were designed to be
upholste red over th e rail. Round-head brass
tacks were frequently arranged along th e
seat rails as part of th e design, either in a

st raight line or in a wave pattern followin g
th e prevailing swag moti f.

Up ho lste red pieces
"Lolling" chairs are dist inctly Ameri can
pieces with no clear precedent in either of
the dominant design books. They have been
given th e name Martha Washin gton chairs
in th e vernacular, but th e origin of th e term
is unclear. Th ey are high-back chai rs, with
up holste red seats and back, but without th e
wings of easy chairs (photo above). Earlier
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EAS Y CHAIR .

NEW ENG LAND .

1790-1 810 .

Easy chairs progressed
into the Federal era with
cosmetic changes to
keep them current. Legs
becamestraight or were
turned in Sheraton
examples. This chair has
curved wings or 'cheeks'
asshown in the Guide.
(COURTESY OALLASMUSEUM

OF ART, THE FAiTH P. AND

CHARLES L. BYBEE

COLLECTION. GIFT OF MRS.

JANE SANFORD BEASLEY)



CABRIOLE SOFA .

BALTIMORE ,

1790- 1800 .

The cabriole sofa
differed from previous
styles inits semi
ell ipticalseat plan and
continuous flow of the
backinto thearms.
This Baltimore example
in the Hepplewhite style
derives from a design in
the Guide.
(COURTESY WINTERTHUR

MUSEUM)

Hcpplcwhite also presented designs for

squa re sofas, with both open and closed

arms (photo below) . Square sofas are highly
rect ilinear in form, with eit her st raight or

slightly cur ved backs and fro nt rails, vert ical

arms and a rectangular seat form . Square
sofas becam e associated with later Sheraton

inspired Federal designs, because th ey

usually have turned and reeded legs th at

extend upward to becom e arm suppor ts.

Another piece of seating furniture

popularized by the Guide was th e window

stoo l, of wh ich Heppl ewhite offered six

designs. Each features a wid e horizontal
seat on four slende r legs with scrolled arms

on eithe r end , as shown in the photo at

right below. The seat and arms are

upholstered . The design was directly

inspired by classical forms and fit perfectly

into window recesses. The window seat is

another example of th e Adamesqu e

penchant for designing furniture to

coo rdinate with architectu re.

B EDSTEADS
Heppl ewhite and Sheraton illustrated many

beds, and in the European tradition th ey

are largely show pieces for upholsterers.

They do show in detail th e designs for bed

posts, which were som e of the few visible

(
I

SQUAR E SOFA. MA SSACH USETT S. 1800- 18 10 .

Square sofas, which are associated with the Sheraton style, frequently featu rea
decorativelyveneered orcarved panel in the centerof the back rail. The carvi ng on
this exampleis attributed to Samuel Mcintire.
(COURTESY WINTERTHUR MUSEUM)

WINDOW SEAT . SALEM . 1795-1800 .

The window seat was a new formof Neoclassical design and was illustrated in
Hepplewhite's Guide.
(COURTESY WINTERTHUR MUSEUM)
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TAL L·POS T BED .

PHIL ADEL PH IA, 17 9 0 -1 BOO.

Tall-post beds of this caliber,
with high posts and delicate
carving, were the more formal
beds of the Federal period .
They usually have straight
testers and sometimes have
molded or carved cornices.
(COURTESY WIN TERTHUR MUSEUM)

FI EL D BED .

NEW ENGLAND . 17 9 0-180 0 .

Field beds are based on
small, portable military field
beds and were well liked by
Sheraton. Their shorter
post height is compensated
for by either an arched or
serpentine tester.
(COURTESY WINTERTHUR MUSEUM)
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part s of th e bed st ructure . Both designers
featured turned and reeded posts, but
Hepplewhite tend ed toward square tapered
legs or Marlborough legs below th e rail,
whi le Sheraton offered tu rned profiles.

Am erican tall-post beds followed th e
lead of both designers, and th e sectio nal
shape of the foot is often th e only clue as to
wh ich style was adopted. Federal tall-post
beds fall int o one of two categories: beds
with tall posts (in excess of 6 [t.) with
stra ight testers (canopy frames), and field
beds with shor ter posts th at necessitated
arched or serpent ine testers. Th e taller
beds were th e more form al of th e two, and
would have been used in th e main
bedrooms and equip ped with th e best of
bed hangings (top photo at left ). Field beds,
inspired by th ose used by milit ary officers
in th e field, are shown by both Hepplewh ite
and Sheraton (bottom photo at left) ,
Sheraton sta tes th at th ey "may be
considered for domest ic use, and suit for
low rooms, either for servants or children to

sleep upon; and th ey receive th is name an
accou nt of their being similar in size and
shape to th ose really used in camps....n Low
post beds of a less stylish nature continued
to be made as well for the pu rely functional
purpose of holding a mattress.

Federal Decorat ion
and Ornament

Th e primary decorat ive elemen t of Federa l
furniture is marquetr y in th e form of
panels of fancy veneer or inlaid shells,
rosettes, banding or strings, Making
int ricate inlay fro m scratch was not th e
kind of work a busy commercia l shop
would have done in th e course of making

furniture, and most urban cabinet makers
purchased their inlay already made. From
newspaper adverti sements of th e t ime,
some inlay is known to have been imported
from England, but most cit ies had a
resident inlay maker, or "ebeniste," who
supplied th e local cabinet shops. Baltimore
had become one of th e leadin g centers of
Federal furni ture making, and Th omas
Barrett was an inlay supplier th ere. His shop
inventory of 1800 lists 1,316 "shells for
inlaying in fu rniture," priced from 7 to 25



cents each, and 76 yd. of banding, valued at
5 to 121/ 2 cents. Th e value of each is evide nt
when compared to th e prevailing wage of

$1 a day for journeymen cabinetmakers.
Barrett 's account books list at least 145
cabinetmakers as his custo mers, which
along with his invent ory, establishes him as
a major source for inlay in Baltimore.

Other cit ies had th eir own inlay makers
who supplied the cabinetma king shops. As
a result, each city came to have pattern s and
designs that were distin ct. In th e absence of
a signature or label, th e patt ern of banding
or inlaid ornament is often th e only feature
that can identify th e origin of a piece. By
th e Federal era, interst ate com merce and
th e increased use of guide books had mad e
furniture designs more uniform from city
to city. In addit ion, most journeymen
cabinetmakers were in th e employ of
larger shops, rath er th an working in
traditional family bu sinesses. Th ey were
mobile and spread styles and meth ods from
place to place. With imported materials,

uniform designs and a mobile workforce,
locally procu red inlay was ofte n th e on ly
indigenous aspect of a piece. A compre
hensive view of regional variat ions in inlay
is presented by Charles F. Montgom ery in

CARD TA BL E.

BO ST ON ARE A.

17 9 0 -1 810 .

This Hepplewhite-style
card able shows both
the Neoclassical and
patriotic aspects of
Federal inlaid ornarn nt.
The detail at far left is
from the apron ; he
detail at left from the
pilaster.
( OUR·£ ~ l'ALE t, rv dR n
4PT u4 L[HYI
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The use of reeding is associated with the Sheraton
style in America . The Neoclassical motif derives from
the Roman fasces, a bundle of rods or arrow shafts
symbolizing power and authority. This detail of a
Sheratoncard table also includes a flutedsection at
the top of the leg.
(PRIVATE COLLECTIONI

A lllerim ll Furniture: The Federal Period
(Viking, 1966).

The second impor tant deco rat ive
element in th e federal per iod is th e use of
reeding, a detai l closely associated with
Shera to n designs. Reeding is a shallow
surfa ce carving th at gives th e appearance of
bundled rods , each convex, as opposed to
flu tin g, which is carved concave channels.
Reedin g is most often seen on turned
Sheraton legs. and it was also used on
curved saber legs in later styles. Reedi ng is
purely Neoclassical in style, and is taken
from the Roman fasces,a bundle of rods (or
arrow shafts) conta ining an ax and bound

100 C H A PT E R F I V E

with a spiraling ribb on . Th e fasces was a
ceremonial object carried before Roman
officia ls as a symbol of th eir power and
authority. By cont rast, fluting derived from
th e fluted columns of classical architecture,

and had been used in furniture in th e
Queen Anne and Chippe nda le periods.
Fluting was largely conside red dat ed by th e
Federal era.

Federal Structure
T he essent ial st ructure of 18th-eentury

furniture had changed little since th e
William and Mary period, and it cont inued
with refinements th rough the Federal era.
Over the course of th e centur y, the t rend
had been toward increased de licacy and th e
advancement of form over the limitations
of st ructure. Cabinetmakers continued to
push th e mat erial to its limit and to
minimize th e number of st ructural
elements necessary for a piece. Co mpare,
for example, th e many legs and st retchers of
a William and Mary gate leg table with th e

spartan delicacy of a Sheraton card table.
The Federal period was th e peak of thi s
tr end, and th e appearance of pieces seems
unfettered by st ructura l concerns . Thi s
effect made th e int egrit y and precision of
th e remaining st ructu re and joinery th at

mu ch more imp ortant.
With th e increased use of decorative

veneer and th e importance of th e surface in
Federal designs, some minor changes
occu rred in joinery. Exposed joinery or
visible pegs were not to be seen on bett er
pieces, so they were either covered or
omitted. Case pieces frequently had
veneered fronts, including th e case fronts
and drawer divid ers, so th e slid ing dovetail
joinery was covered. Th is tr end had sta rted

in Am erican C hippendale pieces (followin g
th e English), where th e front edges of th e

case sides were covered with a thin applied
st rip fro m whi ch th e vertica l cockbead was
cut . In mortise-and-tenon joints, where pegs
could not be used or hidden , large glued-in
corne r blocks were used to help hold th e
joint together. Th e delicate nature of
Federal chairs and card tables mad e glue
blocks an important part of th eir original
st ructu re th at should not be overlooked.

The extensive use of veneer prod uced a
change in how many individual elements
were made. Rath er th an being made of one

piece of shaped wood, furni ture of the
Federal era was more likely to include
panels bu ilt up of pieces and veneered over.
Thi s meth od of work had been com mon in
Euro pe for years, where cabine t-grade
lumber was more scarce and veneering was
extensively pract iced. In th e Federa l era, it
was not uncommon for th e shaped front of
a card table to be glued up from thi n layers
of a secondary wood, such as pine, which
was th en cut to shape and veneered. By
thi s tim e, native wood was no longer in
limitl ess abundance, and more important ,
commercial shop s would have found a way
to use what was already in th eir inventories.
Laminat ing eliminated th e need to stock
large-climension secondary wood.
Veneer ing panels, such as door panels on
sideboards, resolved st ructura l concerns as
well. Doors cut from th e solid are free to
expand, con t ract and warp, so it is com mon
to find flat and curved doors bu ilt up from

secondary wood as a framed pane l or a
panel with "breadboard" ends, which was
th en veneered over. The veneerin g of
surfaces allowed for an inventive variety of
subsurfaces, some of which offered
st ructura l improvements while others were

merely for cost-eutti ng reasons.

The Changing Nature
of the Business
Over th e course of th e 18th century,
cabinetmaking progressed from a trade to a
business venture, and th e trend accelerated
after th e Revolution . Wh ile many shops
cont inued to be family owned and may have

employed a few jou rneymen, th e trade took
on a decidedly business-oriented approach
in the 1790s. T he war and depression tha t
followed caused a pent-up demand for
furniture, and the eme rgence of new styles
increased that demand.

Th e cabine tmaker's shop was not the
on ly place to purc hase furniture . Merchan ts
had been selling th e ready-made work of
cabinetmakers for most of th e 18th cent ury.



THE TIME REQUIRED
TO BUILD PERIOD PIECES

Boston chairs had been sold by merchants
in New York and Philadelph ia in th e first
quarter of th e century, and Newport
makers made pieces for shipm ent to
southern coasta l cit ies at mid-century,
Many cabinetmakers sold th e work of
others in addit ion to pieces of th eir own
making. An example would be a maker of
case furniture who supplemented his
offerings with looking-glasses or chairs from

other artisans. O fte n th is led th e shop
owner to give the cabinetmaking work over
to hired journ eymen, while he pursued the

business of buying and selling furni ture.
City di rectories show many examples of
cabinetmakers who were later listed as
merchants. Shops that employed
journ eymen cabinetmakers making
furniture in greater quan t ity and on
speculation came to be known as
manu factories. The term is now obsolete,
bu t its roots, meaning "to make by hand,"

are insightful. Wh ere major pieces were
once mostly buil t to orde r, th ey were now
commonly available for purchase right off
th e floor.

By knowin g the prevailing
wages and th e piecework , or

labor price, for furniture, the
length of time required to bu ild
a piece can be determined.
Around th e turn of th e centu ry,
th e wage of a journey man
cabinetmaker was about one
dollar for an eleven-hour day.
Nearly every city had a Book of
Prices to establish agreeable pay
rates and retail pr ices. Th e
ent ries in th e next column are
from th e Philadelphi a and New
York price books of 1796.

Th is shop st ructure led to a new kind of
relationship between th e employer and th e
employees. Th e shop owner no longer
funct ioned as th e shop master, and he did
not even need to be a skilled cabinetmaker.
Th e journeymen no longer had to be
familiar with every aspect of th e trade, since
th ey were part of a larger group of more
specialized craftspeople. T he need for
increased quant ity and specialized

cabinetmakers led to shorter
apprenticeships, and it was th erefore easier
to becom e a journeym an . Th e new
relat ionship put an emphasis on wages,
hours, productivity and division ofla bor.
Th e cabinetmaking shops in most cities
came to mutual agreem ents concern ing
reta il pr ices for goods and set th e
journeyman's wages for th ese pieces. Th e
first such Am erican pr ice book, as th ey

were known , was published in Hart ford in
1792 , and othe r cit ies soon followed.
Journeymen were paid by th e piece at a
rate based on the length of time a given
piece should require to build (see th e
sidebar below) . It was not unusua l for

Chest,[our drawers,
veneereddrawer[routs, cockbead
surrounds:8 days

Desk, four drawers, veneered
[ronts, cockbeaded, ] 112f t. long,
fancy interiur: 16days

Dining table, mallOgany:
8 days

Pembroke table: ]1/2days

Squarecard table: ] 112days

Circular bureau:91f2days

Cluckcase:8 days

The retail pri ces were set at
rou ghly three and a half times
th e labor price, and included
material, overh ead and profit.

cabinetma king sho ps to set pr ices amo ng
them selves to prevent one from under
cutt ing th e othe rs. As early as 1756, six
Providence cabinetma kers had encroac hed
on the workings of the free market by
fixing their pri ces.

Journeymen someti mes foun d
th emselves in adversar ial positions with
th eir employers, and as a result t hey band ed
together in "societies" that were in essence
labor unions. In Philadelphia, in 1795, th e
Federal Society of Journeymen Ca binet and
Chair Makers refu sed to work for certai n

employers who did not recognize th e
Society and its rules. T hey also refu sed to
work with other journeymen who did not
adhere to th e Society 's rules. In Balt imore,
th e Society requ ired all cabinetmakers to
become mem bers within six weeks of
work ing in that city or pay a fine of twice
th e mem bership du es. In 1796, th e
Philadelph ia Society published a set of new
higher rates th at was rejected by employers.
They opened th eir own "ware-room" to
d isplay and sell th eir work. Th ey also made
an effort to band together with other
societies of craftspeo ple such as paint ers,
pr inters, coopers, carpe nters, tailors, hatters
and shoe make rs to present a larger un ited
front. Eventu ally the employers agreed to a
cost of living allowance tied to living

expenses in addition to a 50% raise for all
journeymen whose work th ey found
accepta ble. T he strike had been effect ive for
th e jou rneym en, who were now guaranteed
one dollar a day for working eleven hou rs a
day, six days a week, with th e addi tional
st ipulat ion th at th e employers were to
supply th e candles. Sim ilar st rikes occur red
in New York in 180 2 and 1803 . T he family
cabinetmaking bu siness was not what it had

once been .

(ADAPTED FROM CHARL ES F. MONTGOMERY, AMERICAN FURNITURE: THE FEDERAL PERIOD; NEW YORK, 1966)
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6
Revisiting Ancient Splendor

AM E RI CAN EMPIRE

h e second phase of the Neoc lassical
movement shifted away from th e classically
inspired designs, like those of Adam and
the Louis XVI style, toward a more realist ic
classical revival. This phase was a literal
adopti on of Greek and Roman design ,
wh ere lorm and ornament were copied
with precision from an tiqu ity. Som e
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historians have described thi s revival as
having been executed with an archeo logical

zeal, wh ich is a very fitt ing descriptio n of
the passion with whi ch th e designers
approached th eir work and th e respect th ey
!dt for th e designs of th e ancient
civilizat ions. Thi s style of design followed
separa te but closely related path s of

development in England and France, with
France provid ing most of the initiat ive.

The Greco-Roman Revival
While Neoclassicism is sometimes
d iscussed in its entire ty, th e d ifferences
betwee n its early and late phases are
significant enough to be add ressed
separately. Th e early America n Neoclassical,
or Federal period designs, descend ed from
th e work of Robert Adam and th e
successive English designers who built on
his work (see Chapte r 5). Th e later
Neoclassical, th e Greco-Rom an or Empire
period in Am erican furn iture, takes its
inspiration from th e Directoire and Empire
des igns of th e French. Both periods have
roots in antiqui ty, but each followed a

different path to become established in
Amer ica, and each had dist inct phases of
evolution during its per iod of popularity.

The more literal adoption of Greek and Roman designs
andtheir use in theAmerican interior is documented in
The Tea Party, c.l821-1825, byBoston painter Henry
Sargent (1770-1845).
(COURTESY MUSEUM OF FINE ARTS. BOSTON)



FRENCH DI RECTDIR E-

STYLE CHAISE .

PARIS . 1803 .

The French Directoire
style was the transition
from early to late
Neoclassical. This chaise
has early Neoclassical
tapered andflutedlegs
and the Empire motifof
carved swans.
(COURTESY THE

METROPOLITAN MUSEUM

OF ART)

D IRECTO IRE
In France, th e t ransition period from th e
Lou is XVI designs to th e second phase of
th e Neoclassical was called th e Directoire
style. After th e French Revolution, th e
count ry's governing body until 1795 was
the National Convention, followed by th e
Directorate from 1795 to 1799. It is from
the latt er th at th e name "Directoire" is
taken. Th e style was marked by an increase
in the archeological authent icity of
Neoclassical pieces. Th e Louis XVI style
became more severe and angular and
increasinglysimilar to actual Greek designs.
This more spartan and rectilin ear form was
mixed with ornament th at had significance
to the French Revolution , such as th e cap of
Liberty, the Roman fascesand th e t ricolor
of the Republic. T he Directoire was in style
in a contin uously evolving form from 1793
until about 1804 . At th at tim e, Napoleon
dropped all pretenses of running a republi c
and had himself made th e emperor, making
th e Empire style more or less official.

F RENC H EM P I RE
Th e French Empire style was largely created
for th e aggrandizement of Napoleon by his
two official architectural designers, Pierre
Francois Leonard Fontaine (1762-1853)
and Charles Percier 0 764-1838). Both had
studied antiquity in Rom e and , after
returning to Paris, were commissioned to
redecorate one of Napo leon's palaces. They
adhered closely to th e original Greek and
Roman forms, and created th e look of
imperial grandeur th at was th e hallmark of
th e Napoleon ic years.

Th e French Empire style was taken from
what was th en known of Greek and Roman
furn itu re. Ancient furn iture often had cast
bronze or iron compo nents, such as table
legs, pedestal bases, and chai r and stoo l
frames. Th ese parts surv ived, as did
anything made of marble, such as th rones
or temple pieces. For th e most part , wooden
furn iture and component part s had long
since been lost to th e moist Mediterranean
climate. Th e missing links th at provided
great inspiration to th e Empire designers
came from th e Greek and Roman

depictions of furniture in th eir mu rals,
ceramics and bas-relief sculptu re. Th e
ancient scenes showed a limited number
of furniture forms, but Percier and
Fontaine used th e style to create all th e
forms necessary for modern standards of
living. Percier and Fontaine's designs were
published in serial form beginning in
180! under th e titl e Recueil de Decorations
lnterieures, which was issued as a book
in 1812.

Th ere was nothing comfortable or
invit ing about th e French Empire style. Its
geomet ry was sharp and severe, and its
decoration was st iff and imperial. Th e
Empire designs were nearly complete ly
recti linear; its form was composed of flat
slabs of wood and thick square columns.
The pieces could just as well have been cut
from marble. Th ere was no significant use
of marquetry, very few moldin gs, and
carving was seen only on some seat ing
furniture. Chairs, whi ch offered some relief
from th e severity of other pieces, were in
th e Greek klismosor saber-leg design, or th e
cu rule or cross-base form . Th e style is noted
for its very st rict symmet ry in both form
and orna me nt. Th e preferred material was a
dark wood like mahogany or knot elm,
sta ined to a deep color and finished to a
high luster.

Th e classically inspired ornamental
details of Loui s XV I furnitu re were
dropped for anoth er set of classical
orna ments. Wh ere the earlier phase of th e
Neoclassical used architectura l details and
well-integrated applied ornament, the
Empire style called for cont rasting applied
ornament. Th e primary form of Empire
decoration was th e appli cation of gilded
bron ze (ormolu) mounts. The mounts were
shallow reliefs of classical motifs and
stylized emblems, including myth ological
figures, medallions, foliage and , a favorit e of
th e period, wreath s. Th ese mounts were
finely detailed and quite stunning in th eir
gilded finish, to cont rast with th e dark
smooth sur face to which they were applied.

Th e French Empire was also noted for
the fanciful creatures that were worked into
furn itu re designs. Gild ed sphinxes, griffins,
eagles, swans, dolphins and human busts

A ME R I C A N E M P I R E 103



were integrated into forms as colu mns,

bases and supports. Heads, wings, paws,
claws and feet were used in strange

combinat ions with each othe r and as

fu rn itu re compone nts. One example of this

interplay of furniture and body parts is a

colum n motif used in many Empire

designs: A square, tapered wood en colum n

is capped with the gilt bu st of a woman, and
the column base is a pair of gilded human

feet (see the ph oto on p. 107). This them e
of fu rn iture transforming in and out of

human and animal shapes throughout its

st ruct u re is essent ial to the Empire style.

Althou gh it is quite st range, it is also very

imag inat ive and alm ost whimsical at times.

The Empire designs were executed in a way

that was very refined . They had the

potential to be grotesque and cou ld have
easily crossed the line of good taste, but

their makers were so skilled they made the

designs work well.

Empire, like most of the Fren ch styles

th at had preceded it, was a cou rt style that

saw little acceptan ce outside the upper

levels of society. Its imperial nature

prevented it from bein g taken up by the

gene ral public, th ou gh some aspe ct s of its
appearance did ente r the vernacul ar of

fu rn itu re design. The sty le outla sted
Napoleon and cont inued under Louis

XVIII , who rul ed from 1814 to 1824 , and

under C harles X, wh ose reign cont inued

until 183 0 . This later pa rt of the Empire

sty le, ofte n call the Restauration, for the

restorati on of th e mon archy, was a more
mature version than the earlier style. The

later pieces had lost their initial spirit , and,

as is th e case in the late stages of many
sty les, settled into a comforta ble repet it ion .

The designs becam e heavy and more

orname nta l as successive designers added

th eir own tou ches and moved the style away

from its origina l precepts.

Afte r 1830, France was witness to

revivals of Gothic, Renaissance and Loui s

XIV styles, but they were poor imitat ion s at
best . Sequels are rarely as good as the

origina ls, and th ese revivals were
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thoroughly uninspi red and unori ginal. For

all intents and purposes, the end of th e
Napoleon ic era marked the end of French

innovati on in furniture design for th e

remainder of the 19th centu ry.

English Regency
The seco nd phase of the Neoclassical
movem ent in England is known as the

English Regen cy period . The style came to
the fore in the lat e 1790s and rem ain ed in

vogue until the 1820s. The nam e refers to

the sho rt period from 1811 to 1820 wh en

George, the Prince of Wales, served as

Regent for his fathe r George III. George 1II

had reigned since 1760, but was declared

insane in 1811. Upo n his death in 1820, th e

Prince assu med the thron e as George IV.
C red it for the early introduction of the

sty le is given to English architec t Henry
Holland (1746-1 806), who brou ght det ails

of the Fren ch Directoire to th e interior

design of hom es of the aristoc racy. Thom as

Sheraton 's publicati ons afte r th e turn of th e

centu ry showed th e sam e cree ping
influen ce of the French Directoire and

Empire designs on English tastes.

THOMAS HOPE

The Regency sty le was fu rther advanced

an d ultimately defined by Thom as Hope
(1769-183]). Hope was from a wealt hy

Dutch family and had traveled extensively

in Europe and the Middle East , collect ing
art and antiqui t ies and developing a

passionate interest in the styles an d cus to ms

of the places he visited . Amon g h is fri ends
was C harles Percier, designer of th e Empire

sty le. Hope settle d in London in 1799,

bu yin g a hou se built by Adam in the 1760s,

and set abo ut rem od eling the place to hou se

his collect ion and to serve as a showplace for

the new furniture he had been inspired to

design and have built. H is designs were an

eclectic blend of the many sty les he had

seen during his extended Grand Tour. They
embodie d Greek, Rom an, Turkish and

Egyptian forms and orna me nt combined

into one synt hes ized style.
Hope's designs proved to be influential,

and soonpoor copies of his pieces were

being made. For th e sake of his own

reputati on he wanted these cop ies to be
t ru e to his origina l int ent , so in 1807 he

published measured drawings of th e pieces

in Household Furniture and Interior
Decoration. His book became the standard

for the new style t hat wou ld later be called

the English Regency.

HousehoLd Furniture
The designs presented in Household
Furn itureare not u nlike those of th e French

Empi re sty le. They are of classical Greek

and Rom an form, and are severe and

rectilinear. This effec t is increased by t he

way they are depicted in the plates of the

book . Each piece is show n in line drawings

in fro nt and side elevat ions, wit hout

perspecti ve. Hope used many of the same
design elements as th e Frenc h designers:

Sph inxes , griffi ns and winged lions appear
ofte n, and ind eed it wou ld be ha rd to

differentiate th e two styles at first glance .

T he English designs also show a more

regu lar use of Egyptian elemen ts, which

were added to t he Greek-inspired repertoire
af ter the 180 2 publication of Voyage dans
la Basseet la Haute Egypte (Voyage ill Lower
and UpperEgypt). T hat book illust rated
numerou s exa mples of ancient Egyptian art
in th e af te rma t h of Napoleon's 1798

campa ign th ere.

Hope's designs are more of an honest

t rib ut e to ancient cu ltures th an a statement

of imperial grandeur. Hope enjoyed

su rro undi ng himself wit h anc ient artifacts

so much th at he devoted three rooms in his
house to the display of classical vases. His

furnitu re designs were intended to give the
aura of antiquity to all t he furnishings in the

hou se. Household Furniturewas intended to

extend it to th e houses of others .

REGENCY STYLE

Like th e French Empire style, t he Regency

called for dark woods, in t his case mahogany

and rosewoo d . T he use of satinwood was
held over from th e earlier phase of the

Neoclassical, but it soon passed out of favor.

Regency designers used bronze mo unts, but
wit h more rest rain t than th e French. Their

metalwork was not as carefully detailed as



DESIGNS FOR T WO CHAIRS AND A TRIPOD TAB LE , DETAI LS OF PLATES XX AND XXII . THOM AS HOPE .

HOUS EHOLD FURN ITURE A N D I N TERI OR DE COR ATION (LONDON, 1807) .

Hope's English Regency designs included thecurule or cross-base chair, an armchair with rear saber legs and
griffin arm supports, and a tripod table likesome unearthed at Pompeii.
(COURTES Y DOVER PUBLICATIONS!

th e French , and th ey employed a different

lexicon of orna me nt . Am on g th e favorite

English mount designs were wat erleafs,

rosettes, wreaths, fem ale faces and lion

masks. Ca ryat id figu res (female figures used

as colu mns) were also used widely. Lion

masks with ring handles became a sta ndard

eleme nt of th e Regency, as did brass animal

feet or paws with caste rs for use on saber

legs. Brass also came into use as an inlay

int o th e dark wood , both in fretwork

designs and as a st ring inlay. This was a

feature th at Sheraton spoke fondly of in his

later publicati ons. Brass was also used for

attached moldings and pierced galleries.

Another feature of the era was th e use of

fabric as a decorative panel eleme nt . Door s

and panel s were often fitted with silk

cur tains stretched within their frames,

often behind pierced metal fretwork (see

the photo at top on p. 108).

Other works that advan ced the

Regency designs included George Smith's

A Collection of Designs for Household
Furnitureand Interior Decoration of 1808

and Rudolph Ackerman's all-enco mpassing

periodi cal, Repositoryof Arts, Literature,
Commerce, Manufactures, Fashionsand
Politics, which sta rted in 1809 and

continued for anothe r 20 years. Thomas

Chippenda le Jr. also worked in the Regen cy

style, and he is noted for his restrain ed use

of orna me nt and elegant handling of the

style, whi ch some conside r to be t he best

practi cal interpret ati ons of the ideals of

t he peri od .

English Regen cy fu rn iture never

possessed the same sen se of unity or level

of artistic ach ievemen t as Fren ch Empire

designs. Mu ch of the Regen cy style was

borrowed from the Directoire and Empire

designs but with t he addition of m ore

diverse ancient eleme nts . Regen cy designs

did not come from a cent ral sou rce as did

the designs of Percier and Fontaine. Neither

did they serve a unifying purpose as did t he

Empire de signs in providing a stage set for

Napoleon. The Regency was create d in t he

trad e rather than in t he cou rt, and

designer s and builders were free to add

their own influen ces, for bet ter or wors e.

Finally, the English crafts me n did not have

the expe rience or skill in th is kind of design

to make the desi gners' ideas work as we ll as

their Fren ch cou nte rpa rts .

American Greco
Roman Revival
The Am erican em brace of th e seco nd phase

of the Neoclas sical era permeat ed Ameri can

society and exte nde d well beyon d the rea lm

of furniture and interior design. T he

interest in the new European styles began to

surge after the War of 1812 and was seen in

all manner of popu lar tastes. Arc hitecture

underwent a strong Greco-Roman revival,

and white-eolumned houses and public

buildings came to stand amon g th e earlier

G eorgian bui ldings of every Ameri can town

and city. Paintings of th e per iod dep ict

idylli c Neocla ssical pastoral scenes and

women in Greek-inspired clothing reposing

on Grecian furniture forms . In the

American expansion, many new towns took

t he names of an cient citi es. There was a

civility and sophisticati on in th e lat e

Neoclassical ideals that to Americans was

the proper image to sym bolize the

cont in ued succ ess of their new nation.

The Ameri can Greco-Roman revival

drew upon both the Fren ch and English

des igns. T he pu blicati on s of Sheraton,

Fon taine and Percier, H op e, Smith and

Ackerman were all circu late d in America,

and cabinet makers took up the aspects of

the style that suited their tastes and

appealed to their clients. Their chosen

pieces were bo ld but cert ainly more

restrained t han the imperi al Fren ch designs.

T he Ameri can crafts me n captu red th e

essence of the style without bein g carried

away by its excesses .

EA R LY EM P I RE
T he Empire style in America tends to be

d ivided into t hree parts, which very loosely

describe its evolut ion during this peri od .

T he early Empire is some t imes called the

late Neocla ssical or Ameri can Directoi re,
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SCR OL L·BACK S I D E CHAIR , N EW YORK, 1807.

One of a set of ten from the shop of Duncan Phyfe, this
scroll-back chairshows the light and delicate nature of
Phyfe's designs.
(COURTESY WINTERTHUR MUSEUM)

TRIPOD CARD TABLE ,

NEW YORK . 1810-1820.

This card table has
waterleaf carvingon the
legin the styleof
Duncan Phyfe, which
was adopted bymany
New York makers. In this
family of tables, a
mechanism turns the
side legs backwa rd as
the supports under the
top areextended to hold
the top when it is
opened.
(COURTESY YALE UNIVERSITY

ART GALLERY)
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SCROLL - B AC K SI D E CHAIR, NEW YORK. 1810-1820.

The influence of the Greco-Roman revival is evident in
this chair in the klismos or saber-legformwith a lyre
banister.
(COURTESY WIN TERTHUR MUSEUM)

and, as in France, it was th e transition
period from th e first to th e second phase of
th e Neoclassical, or the transiti on from

Sheraton to Empire as th e dominant style.
Thes e designs predate th e War of 1812 and
first gained popularity in about 1805.
Furniture of this era continued in th e
delicate spirit of the Federal period but
included more of th e Greek and Roman
forms, most notably th e klismos chair and
other pieces, like pedestal tabl es, that
shared th e use of th e saber leg. This era
saw a gradual increase in carving as a
decorative element. On Am erican pieces,

waterleaf carving was a favorite treatment
for th e tops of sweeping saber legs. Th e
English Regency designs had limit ed impact
on Am erican styles.

Duncan Phyfe
Som e of th e finest examples of th e early
Empire style were executed by Duncan
Phyfe (I 768-1854 ). Phyfe was a Scotti sh

immigrant with American training who
opened a shop in New York City in 1792 .
He was a talented designer and craftsman,
and his acumen extend ed to th e business
side of th e tr ade as well. At its peak, his
manu factory was considered one of th e
prem ier cabinetmaking and upholstery
shops in th e country, employing over 100
craftspeople working in every facet of th e
tr ade. Phyfe was at th e forefront of th e
developing styles, and was always able to
offer th e most refined int erpretation of th e
latest Neoclassical tr end .

Phyfe is best remembered for his work in
th e first two decades of th e 19th century.
During thi s time, before th e full weight of
th e Empire style had come to bear on th e
market , he produ ced elegant and delicate
furniture th at made use of th e new Greco

Roman forms. His designs had th e
inspiration of th e Sheraton style, but unlike
Sheraton's th ey remained graceful after th e
later inclusion of French tastes. Phyte's
designs had a decidedly anglicized flavor
th at often find s parallels in th e more
restrained examples of th e English Regency.
To say that he worked in one style or
another would be incorr ect, since he drew

on many influences to create his own
Neoclassical style. Th e use of th e saber leg



CA RD TA BLE .

NEW YORK. C.1815.

This cardtable is
ascribedto Lannuier,
whointroduced theearly
French Empire style to
New York in 1803.
(COURTESY THE

METROPOLITAN MUSEUM

OF ART)

in chairs and pedesta l tables, with its
ornament of either waterleaf carving or
reeding, is so closely associated with him
th at furn iture of th at design is popul arly
said to be in th e Duncan Phyfe style. Th e
firm continued in business until his
reti rement in 1847.

AME RICAN EM PIRE
American Empire refers to th e furnitu re
that has a more direct French Empire
influence. Th ese designs were made afte r
the War of 1812 until about 1830. During
thi s phase, American pieces assumed th e
solid auste rity th at marked th e French
designs. American makers took up th e use
of bronze mounts and included gilded
carvings to contrast with glossy expanses of
dark wood. Th e ancien t forms of Grecian
sofasand klismos and curule chairs were at
their peak of American develop men t . T he
height of th e Empire period in furn iture
coincided with th e peak of th e Am erican
obsession wit h th e aesth etic styles of th e
ancient civilizat ions.

A leadin g figure of th e period was
Charles-Honore Lannui er, a French
immigrant cabinetmaker and ebeniste who
brough t th e best of th e French Empire style
to his pract ice in New York. His presence
established a high standard for th e Empire
style and helped make New York th e

leading center for its dissemi nation in
America. Co mi ng from France, Lannuier
had a style th at was very different from that
of Phyfe. Th e true French Empire style
depend ed heavily on carved and gilded
acanthus leaves, wreath s and win ged figures
in sup porting roles. His designs were rich,
opulent, crisply detailed, deeply carved and
bold. O ne of th e nota ble features of his

work is th e calculated balance between
bright gild ing and ormo lu, and th e deep
richn ess of th e mahogany or rosewood. By

using both in th e proper way, th e qual it ies
of each were enhanced.

Am erican Empire designs fro m the peak
years of th e period are bold and excit ing.
Th e formality of th e style, with its cold
rectilinear features, prevented it from
enjoying a popular usage across all levels of
Am erican society. Th e pieces executed by
th e leading cabinetmakers of th e day were
for th e upper stra ta, and th e vast majority of
Am ericans fu rn ished th eir hom es with
furn itu re th at was a con ti nuat ion of an
earlier style with Empire-like details, or a
simplified version of the Empire designs.
Painted or "fancy" furniture was an
Am erican interpretation of th e design
ideals of the per iod, and grew to be a subset
of vernacu lar furniture that enjoyed
wid espread popularity. Th ese pieces were
usually painted black or with a very
dark brown graining and decorated wit h
gold paint, emulat ing th e decorative
scheme of ormolu mou nt s on dark wood.
Late Sheraton and early Empire forms
were cont inued, wit h painted decoration
being su bstituted for the earlier use of inlay
and veneer.

L AT E EM PIRE
Late Empire describes th e period of 1830 to
1840, a decade th at saw a degradat ion of
th e Empire style into a coarser, mass
produced version . The Late Empire pieces
bear littl e resemblance to th e original

PIER TABL E,

18 10- 1 8 2 5 .

The influence of the
French Empire appeared
with increasing
frequency in fashionable
furniture after theWar of
1812. As was typica l of
the period, this piece
has darkexpanses of
mahogany veneer with
contrastingbright
ormolu mounts.
(COURTESY HENRYFORO

MUSEUM AND GREENFIELD

VILLAGE)
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SEC RETARY · B0 0 KC AS E.

NEW YORK . C.18 25.

This imposing Empire
piece stands nearly
8Yz ft. high. The
ornament on this
example includes gilded
andpainted carving and
stenciled gold designs,
all of whichcameto
supersede ormolu
mounts.
(COURTESY THE

METROPOLITAN MUSEUM

OF ART)

SOFA . NEW YORK.

1820-1830 .

The Empire style brought
sofaswith wonderfully
scrolled arms and
powerful carved feet.
This style and Grecian
couches with one
scrolled arm were in
vogue for most of the
second quarter of the
century.
(COURTESY YALE UNI VERSI TY

ART GALLERY)
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French designs. Many concessions were
mad e to manufacturing at thi s time, and
th e style assumed a heavy, ponderous and
uninspired appearance. Produ ction
methods made furniture in thi s style
available to a large number of people, and it
became th e main stream Empire furniture
th at most Am ericans could own. In its final
form, Empire furn iture was characterize d
by large expanses of mahogany or rosewood
veneered su rfaces, th e use of th ick side
columns, th ick lyre or scrolled elements,
and frequent use of wide ogee or gently
rounded, pu lvinated molding profiles.
Ormolu mounts were phased out and
inexpensive glass knobs were int rodu ced.
Th e verna cular style of th e Empire had few
endearing qualities and gave th e style a bad
connotat ion in later years.

The 183 0s marked th e end of
cabinetmaking as it had been known since
th e end of th e 17th century. Th e Indust rial
Revolution that had brought labor-saving
machinery to th e craft required a large
capita l investment. To cover th e cost of th at

investment, furniture had to be made in
quantity, and quantity required simplicity
and homogeneity. As a result, furn iture
designs were largely st ripped of th eir labor
int ensive decoration and detail , and
redu ced to a manu facturable form. In order

to mass-market th ese mass-produced pieces,
manufacturers had to design th em to have a
universal appeal, necessitat ing th e lowest

commo n denominator of styling.
Individually made pieces of custom
furniture were st ill available to th e more
wealthy or discriminating buyer, but th e
vast majority of Am ericans purchased
factory-made furniture. Workshops had
becom e manufactori es, and with th e
exclusion of hand work th ose became
factories. While furn iture of good quality
became more affordable to th e average
person, it had lost its individuality and
spirit in th e process. Other interesting styles
came and went, but th e remarkable chain of
events and web of circumstances th at
sparked th e Am erican masterpieces of th e
18th century were not to be repeated.



A HISTORICAL SUMMARY

O ne hundred years is a relatively short
period of tim e in th e history of human
events, but changes of great significance and
monumental prop ortion occurred during
th e 18th century.Th e world was a very
different place at th e end of th e century
than it had been at th e beginning, and
furni ture design, cabinetmaking and th e
wide spect ru m of th e decorative arts
reflected th ese changes.

At th e time of th e Restoration of
Charles II, designs developed among
cour t iers and royalty. As th e nobility turned
its atte nt ion to cultural pursuits and a
prosperous middl e class grew, cour t designs
filtered down, eventually exte nding to th e
far reaches of th e Empire as th e 18th
century dawned. Furniture design, now
having been decentralized, became
increasingly driven by the market and
was shaped by th e needs and tastes of

customers. Thi s trend culminated with
th e explosion of illustrated design books
th at appeared after th e mid-century,
makin g furniture designs marketable
commodit ies in th emselves.

Th e design books led to a mu ch faster
dissemination of styles. Onl y the time
required for engraving, printing and
shipping separated outlying colonists from

th e newest tr end s in Lond on . Th ese books

also led to a more rapid succession of styles
as designers competed with one anot her
and imp roved up on earlier designs. Twice as

many styles appeared in th e second half of
th e century as in th e first . Th e design
publications also led to a more uniform
int erpretation of th e styles. William and
Mary pieces were diverse, imaginative and
regionally distinct, but Sheraton pieces are
so similar th at th eir place of origin is often
diffi cult to pinpoint.

For each style, th e form and decorative
elements were a reaction to th e style that
had preceded it . In cont rast to th e Jacobean
designs, William and Mary pieces featured a
deliberate vert ical thrust and an emphasis
on a rich and detailed surface. Th e Queen
Anne designs increased th e vertical
emphasis but made it appear effortless, and
shifted visual interest from th e su rface to
th e shape. Th e Chippendale era
transformed thi s loftiness into a stately
presence, and refocused interest toward a
rich and opulently deta iled sur face. Th e
Federal period called for an elegance of
form with a simplicity of su rface orna ment .
Even within th e Neoclassical, th e
pendulum of style swu ng. Adam used
applied surface orna ment, Hepplewhite
called for smooth su rfaces with inlaid
orna ment, Sheraton augmented inlay with
simple shallow carved detail, while th e
Empire designs called for all new forms.

From thi s series of opposites, similarit ies

appear in every other iterat ion of style.
William and Mary, Chippenda le and

Empire designs share similarit ies in th eir
bold presence and imp ortance of surface
detail. Queen Anne and Federa l pieces
share an emphasis on a graceful form and
th e rest raint of orna ment . Th e writer Lewis
Mumford was cor rect in assert ing, "Every
genera t ion revolts against its fathers and
makes friends with its grandfathers."

The styles are nearly perfect analogies for
th e lifestyles and outloo ks of th e t imes in
which th ey existed . Th ey reflect th e
increasing prosperity over th e century and
th e value given to th e decorative arts. Th e
William and Mary period reflected th e
global influences and cultural int erests of
th e Enlight enment th at were unl eashed in
post-Resto rat ion England. Th e Quee n Anne
style typified th e standards of gent ility and
refin ed elegance pursued by th e emerging
upper class. Th e Chippen dale-era designs
reflected th e need for richness and
opulence born of increasing power and
wealth. The Federal style embodied th e
st ructure , orde r, harm ony and opt imism of
a Republic inspired by ancient civilizat ions.

Th roughout th e century, some aspects
held constant . Am erican designs came fro m
English styles, and English styles came from
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IMPORTANT D E SIGN PO INTS
O F FU R N I TU RE STYLES

110

JACOB EAN

• Horizontal format
• Low center of mass
• Rectilinear forms
• Ornament app lied

to st ructure

• Contrasting su rface
ornament and/or
shallow carving

WILLI AM & M ARY

• Vertical format

• Evidence of raised mass

• Symmetry and ord erly
division of space

• Deep profiles to turnings
and carvings

• Rich and Visually
interesting surfaces

Q U E EN A N NE
• Extended vertica l format

• Weightless appearance
to disgu ise mass

• Extensive use of graceful,
cyma-eurved shapes

• Balance of solid and void

• Smooth glossy surface with
occasiona l ornamentation

CHIPPENDALE
• Co ntinuat ion of

Queen Anne format

• Mass is made more evident

• Continuation of curved
shap es with increase in
rectilinear form

• Extensively carved
surfaces and add ed
ornamental elem ents

• Deep, rich and
opulent surfaces

FE DE RA L
• Delicate appearance with

light, high, stable stance

• Amount of mass is
minimized

• Rectilinear in elevation,
gently cu rved fronts in plan

• Classical or geom etrical
elements used for
ornament

• Lightly carved or
decoratively veneered
smooth surfa ces

French and European trend s. Th e manner
in which th e successive styles came to be
ado pted in a given country is remarkably
similar over th e century. Th e English

undertook an Anglicized version of each
style that differed in interpretati on from
th e Cont inenta l version . O n each occasion
th ere is mention in th e literature of th e
English taking up a style with out a full
appreciat ion of its developm ent , mixing in
other influences and arr iving at th eir own
version . Th is new style usually superseded a
previous style th at had evolved to a point of
ornamenta l excess, and had been totally
exhausted of new design possibiliti es. Th e
Am ericans were consistently select ive in
what th ey chose to take up from England,
th eir tastes filterin g out th e occasional
excesses of English design. Th e Americans
infused th e designs with th eir own sense of
proportion and detail, which yielded a
spir ited and distin ctly Am erican version.

By examining th e events and
circu mstances th at surrou nded furn iture

making in th e 18th century, it becomes
clear why America n furniture has a
disti nctly different character from English
furn iture. Th e att ributes of American
pieces were shape d by th e prevailing tastes
of th e colonies, th e small size of colonial
cit ies and th e nature of th e cabinetmaking

business at th e tim e.



Conse rvative values of thrift and
diligence were deeply rooted in th e culture
of American cities. Th e early Q uaker
Philadelphians and Puritan New
England ers were opposed to frivolou s
ornament and ostentatious display. Unlike
in England , there was no aristocracy to
sup port flamb oyant furniture of un limited
cost. Th e tastes of th e colonies had an
underpinn ing of practicality and functio nal
design, but th e beauty of a piece was equally
important. Good aesthet ic qualities were a
reflection of th e owner's status and
refinement and th e cabinetmaker's skill as
a designer and craftsman.

Th e American cities were very different
both from one another and from Lond on.
They were scattered along th e coast, each
under a different regional govern ment
and each with its own relationship with
England. Th ese were very small cit ies: At

mid-century, when Boston and Philadelphi a
wereof nearlyequal population, each was
less th an 2.5%th e size of London. Th e
relative isolation of Am erican cities
allowed regiona l preferences and variations
to flouri sh.

Because of th e small size of th e cit ies,
American cabinetmakers and th eir
customers were on a more equal and
personal basis th an in England. Th e
successful Amer ican cabinetmaker was a
respected member of th e community, and
his clients were likely to be among th e

lead ing members of th e same community.
Each was known to one another and known
abou t th e city. Th ey had a personal and
often long-running relati onship th at did
not end with th e delivery of th e fini shed
piece. In Lond on, a journey man cabinet

maker could have worked in th e employ of
a shop master makin g furniture in a back
st reet for th e distant man or hou se of an
aristoc rat he would never meet .

Th e size of American cit ies was reflected
in th eir cabinetmaking shops. At mid

century, even th e leading American shops
employed only a handful of workmen, and
most of th em were likely to be family
mem bers or live-in apprentices.
C hristopher Townsend 's Newport shop
measured only 12 ft . by 24 ft . At th e same
time, Th omas Chippe nda le's business
occupied three hou ses, several outbuild ings,
and employed at least 22 specialized
workmen. (Both businesses were dwarfed
by th e London firm of George Seddo n,
whi ch employed 400 journeyman in th e
1780s.) With such a small operation, th e
American cabinetmaker was persona lly
responsible for every aspect of th e work. He
had none of th e anonymity of being a small
part of a large firm. In addit ion, small
family-owned shops had a consistent and
repet itive method of work th at led to th e

cont inued development and refinement
of a design over time. As independ ent
craftsmen, Am erican furnitu re makers

were proud of th eir work and th eir
individual style. Their good reputation and
future commissions rested on th e quality of
every piece th ey made.

Alth ough wealthy Am ericans could and
did import English pieces, Am erican pieces
cont inued to be a favorite . To a successful
Am erican, furnishings ofloca l origin, if
th ey were equal in design and workmans hip
to th ose available from London, were a
testament to th e refinement and civility of
th eir own city. Promi nent cit izens would
naturally want to exto l th e virtues of a place
th ey had helped develop . Th eir patronage of
local craftsmen rein forced th e regional
style, furthered its developm ent and set a
sta ndard of good taste for other mem bers of
th e community to follow.

Th e period was remarkable for its
evolut ion of design and noteworthy for its

embodime nt of lifestyles and prevailing
tastes in its decorative arts. Am erican
furniture, sparked by a rare combination of
opportunit ies and motives, and guided by
an inh erent sense of design and personal
responsibility for th e final produ ct,
tr anscend s being mere art ifact . Eighteen th
century American pieces stand without
equal as milestones of achievement in
applied art and design.
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Part Two
THE METHODS AND MATERIALS

OF THE 18 th-CENTURY

112

CABINETMAKER

Thestylesand designsof lSth-century A merica II [um iture were influenced grea tly by

the methods and techniquesof its makersand the materials that wereavailable to them.

A familiarity with theconstruction of periodpiecesisessential toa thoroughappreciation

and understandingof lSth-centu ry designs.

Throughout the lSth century, refinements ill techniquesallowed advancements in

design, while trends in styleand taste required updated methodsof cabinetmaking. This

pattern ofalternatingj urth erance ofstyleand technique isevident in every major phase

of lSth-century design. During the William and Mary period, the techniqueof

dovetailing allowed[urn iture to he built in a vertical format. The QueenAnne- era

ideal of lofty grace required structuralchanges toaccomplish that end. During the

Chippendaleperiod, opulently carved ornament was added totheestablished structure.

By the Federalperiod, the techniqueof inlay and veneeringand thejoinery required for

thin structureshad advanced tosatisfy theprevailing taste in Neoclassicaldesigns.

Techniqueand design progressed together, each spurringadvancements ill theother.



Lookingat how[urniture was made in the 18th century offers a revealingglimpse

intoA merican livesduring theperiod. Thecabinetmakers, many of whom worked ill

small, family-run shops, weredesignersand businessmenas well as extraordinary

craftsmen. Theirproductivity, industriousness, inventivenessand quality of

ioorlemanship becomeapparent when their individual and collective works are

examined ill detail for both design and tech 11 ique.

An examination of methodsand materials callalsooffer insight into theeconomics

of thecabinetmaker's trade. Urban examples oftellexhibit labor-intensivepractices

designed to maximize theyield f rom wood. Thesedetails indicatean abundanceof

available laborand a relativelyhighcost of materials, which were often imported.

111 contrast, ruralexamples show less of (//1 investment ill timeand a willingness touse

native materials f reely. A ll cabinetmakers sought tooptimize their methods of

construction because they would be responsiblefor any future repairs that would be

required. Since lSth-century cabinetmakerswere ill the business of makingjurniture,

theirproducts wereshaped by economicforces as wellas by stylistic influences.

Thefirst part of this bookconcentrated on theevolution of[urniturestyles during the

18th century. Thissection focuses0 11 theother half of thesubject; it is a close lookat the

materialsaI1d techniques used by the lSth-century cabinetmaker. 111 thesectionson

materials, thepurpose is todiscuss what wasavailable to theperiodmakers, what the

characteristics of the materials were, how theperiod makers used them, and what our

current knowledgecan add to the understanding of the material. Thesections on

techniqueexplore the traditional methodsof work, how they evolved Oller thecentury,

how they wereaffected by theavailability of materialsand changingtastes, and how

modern techniques compare and contrast with lSth-century methods.
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PERIOD

7
SURFACES

AND THEIR MAKING

h e workin g methods of 18th-century
cabinetmakers were dictated by th eir tools,

th eir materials and th e very designs th ey set
out to make. Every period original shows
th e unmistakable signs of the maker 's hand,
whether it is in th e undulating sur face of a
hand-planed board or in th e marks made to
lay out and cut th e joinery. The evidence of

hand craftsmanship is an inte gral part of
the nature of period originals, th ou gh it
often goes unnot iced to th e untrained eye.

Th e marks of original tools, and th e
methods of work th ey represent, are so
important to th e character of original pieces
th at th ey warrant th eir own detailed
discussion. Th ey speak to th e fact that, in
centur ies past, a deliberate human effort
was made to create an original object of
beauty and utility from raw materials , basic
tools and a practical edu cation in design
and th e ways of wood.

The Importance
of Period Surfaces
We have all seen repl icas of important
originals th at are dimensionally accu rate

and academically perfect but lack th e look
and feel of th e period piece. Th is
shor tco ming is most often th e result of
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app lying modern methods of work to
250-year-old designs. A wid e belt sander

will yield a smo oth tabl e top of even
thi ckn ess, but it will not have th e
unmistak able character of a hand-pl aned
top . A duplicating carving machine will
produce a close approximation of a ball and
claw foot, but it will never capture th e spirit
of th e hand-sculpted original.

Even handmade replicas are sometimes
mad e in a manner th at fails to capture th e
true character of th e originals. O ne cannot
apply th e modern sta ndards of absolutely
flat surfa ces, machine-like uniformity and
perfection to objects that were originally
mad e by hand with relatively simple tools.
Period furniture should look like period
furniture, and an lSth-century design with
a 20th-century surfa ce finish is not an

accurate re-creation of the original.
Understanding the original tools, methods
and standards is essential to faithful

replications.
Those wh o bu ild furniture in th e period

manner need to achieve an authentic
surface as a foundation for an authentic
looking fini sh. Apart from th e obvious
differences in color, finish and patina, th e
surface of th e wood in a period piece is
fundamentally different from a su rface
achieved by modern means. This

observation is not sur pr ising, given th e
difference in available tools and th e lack of

power equipment in th e 18th century. Th e
imp ortance in pinpointing th e underlying
basis for th e look of a period surface is
twofold : for th e collecto r, it yields more
information about how th e piece was built;
and for today's maker, it offers th e key to

replicating th at look successfully.

T H E CUT SURFACE
Th e most fundamenta l feature of original
sur faces is th e evidence th at period makers
cut, rath er th an sanded, wood. One reason
for thi s was that th ey did not have th e
readily available, long-lastin g abrasives th at
we have today. Th e first definitiv e reference
to sandpaper appears in an 1827 editio n of
The Cabinet-Maker'sGuide, published by

Jacob B. Moore in Co ncord, Massachu sett s.
Thi s practical guide describes how to make
"glass-paper" by crushing glass in an iron
mortar, sift ing it th rough a sieve and
sprinkling it onto glue-coated paper.
Pum ice stone, in solid-block form, is known
to have been used as an abrasive, but, as
with sandpaper, it was more for smoothing
th e surface for finishing rather th an for

shaping th e wood. It is impor tant to
remember th at th e original makers were



cutt ing, shaping and smoo t hing with sha rp

hand tools th at left smoo t h su rfaces, so

th ere was very littl e need for sandpaper in

th e actua l shaping of wood.
In any discussion of period surfaces it' s

important to distingu ish between th e levels

of attent ion afforded different areas in a

given piece. Prim ary surfaces are th ose that
are visible and finished; naturally th ey are

given th e greatest care in preparation ,

smoo thing and flattening. Secondary

sur faces are th ose th at are not readily
visible, including th e undersides of tops,

th e insides of cases and frames, and th e

backs of drawer fronts. They are planed flat
and true but not dressed beyond th at

preparatory stage . Tertiary surfaces, suc h as
th e undersides of drawer bottom s and th e

backs of cases, don't warrant mu ch planing

at all. In most instances th ey are planed only

to redu ce th eir thickn ess, and they often

show th e saw marks of rough-sawn lumber

(see th e photos on p. 116).

O n period pieces, th e subtle marks of

hand tools are everywhere, if th ey are
fortunate enough to have survived . They are

not always readily ap parent, and it helps to
know wh at to look for. Knowing what to

expect requi res being fami liar with the

methods of t he or igina l craftsme n, and

knowin g where a certa in tool was likely to

have been used. The parallel waves of th e
plane on seconda ry surfaces are th e most

obvious, but the tra ces of cabinet scrapers

on primary su rfaces and the inimitable

mark s of chisels and marking tool s require
closer scrut iny.To historians and scholars,

th ese mark s indi cate th e available tools and

prevailin g meth ods of th e period ; to

collectors and antiqua rians, they are a clu e

to origina lity and authent icity.

The Advent
of Sawn Stock
Th e earliest American furnitu re was of

Jacobean frame-and-panel design. Its

compo nents were eit her nearly square

frame members or thin flat panel s, both of

wh ich were relati vely sho rt. These were

easily split , or riven , from short length s of

oak or ash using a froe and mallet and

dressed to their final dimen sion with

drawknives and hand planes.

As th e 17th centu ry drew to a close and

th e William and Mary sty le came into

vogue, frame-and-panel join ery gave way to
th e dovet ailed join ery of thin boards (see

C hapter 8) . Dovet ailing was a radi cal

departure from th e previou s way of
bu ild ing furn iture, and with it came

d ifferent methods of work. Instead of thick
fram e members and thin panels, the new

sty les requ ired thin boards that could only

be produced by sawing them from a log.

As early as 1634 a sawm ill was operat ing

on th e Piscat aqu a River, on wh at is now the

bord er between New Hampshire and

Pitsawing is illustrated
in The Book of Trades,
an English publication
reprinted inAmerica in
1807. While water
powered sawmills were
operating inthe colonies
as early as 1634,
pitsawing was required
tocut logs into boards in
areasawayfrom mills.
Since the coastal
furniture-makingcenters
had an abundance of
worke rs but few
sawmills, pitsawing
continued to be
practiced into the
19th century.
(COURTESY DOVER

PUBLICATlONS)

Main e. By 1706 th ere wer e 70 sawm ills in

operation in th e colonies. In more rural
areas, mill s did not arrive until the middle

of the centu ry. Most of th ese water-powered

mill s cou ld develop only 2 hp to 3 hp

eno ugh to operate only one reciprocating
blade. Those th at cou ld develop more

power had multiple blades cutt ing severa l
boards simulta neo us ly. The average m ill was

doin g well if it cut 1,000 board-feet of
softwood a day. Where th ere were no water

powered mill s, sawing was done by hand

with a pitsaw. Two men were required to

work th e saw, one sta nd ing ato p the log and

the ot he r in th e pit below.
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Sawn lumber was used to sheathe
hou ses, and by th e end of th e 17th cen tur y
it was coming int o use increasingly in th e
makin g of furniture. While th e use of sawn
lumber in cabinetmaking offered new
challenges, it also created some new
possibilities. Cabinetmakers were no longer
restri cted to using easily riven, st raight
grained woods. Other native hardwoods
with more att ract ive color and figure, such
as maple, walnut and br ittl e fruit wood s, all
of wh ich were not easily split but were

The uneven marks of pit
sawing are evident on
the pine drawer bottom
of a Hepplewhite
sideboard.

Water-powered
reciprocatingsaws left
parallel blade marks, as
seen on this underside
of a maple tabletop.

readily sawn, came into widespread use.
Thi s change coincided with th e emerging
tastes in furn iture aesth etics, wherein
th e sur face features of th e wood itself
became an important part of th e design,
as evidenced by th e exte nsive use of
matched figured veneers on William and

Mary pieces.
The saw marks of rough stock are rarely

seen on fini shed furnitu re except on
un seen surfa ces suc h as drawer bottoms and
case backs. Th e nature of th e saw marks
tells how th e piece was sawn. Pit-sawn wood

is distinctive in th at th e saw marks left on
th e board extend across its width, but show
th e variat ions th at are inherent in hand
work (top photo at left) . Th e marks are not
perfectly parallel or stra ight, since one
sawyer could get ahead of th e other, and
th ere was nothing to hold th e saw perfectly
verti cal. Th e advent of water-powered mills,
which were basically mechanized pitsaws,
produ ced saw marks th at are straight and
parallel (bottom photo at left ). Th e spacing
of th ese marks is often un even, however,
since th e reciprocating blade cut at its own
pace. Ci rcular saw marks, with th eir
dist inct ive cur ved shape, are not seen on
18th-century Am erican furn iture. Th e
circu lar saw for cutt ing wood was invented
in England by Samuel Miller in 1777, but
circu lar saws did not come into widespread
use in America until th e middle of the 19th
century, when th ere were steam engines
powerful enough to run th em . Th e
band saw, also an English invention, was
patented in 1808 by William Newberry, but
it did not see popul ar use in th e United

States until afte r th e Civil War.

Hand Planing
Once th e roughsawn wood was properly
dri ed, it was cut and planed by hand to its
final dimensions. A number of different
planes were used in prepa ring and finishing
stock, each with a specific purpose.

FORE PLANES
The first task was to flatt en th e stock,
remove th e saw marks and plane it to an
even thi ckness. Thi s would have been done
with what was th en called a fore plane, a
plane 12 in. to 18 in. long with a blade, or
iron , about 2 in. wid e (see th e top photo on

th e facing page). Since th e stock was wider
th an th e plane, th e cutt ing edge was ground
and sharpe ned with a slightly convex edge,
with not mu ch more than 1/ 16 in. of crown,
so th e corne rs of th e blade would not leave
t racks. Thi s convex shape is responsible for
th e distinctive waved surface of hand
planed wood, which is especially noticeable
on secondary surfaces. Fore planes are more
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Flattening a Board with a Fore Plane

Straight-grained wood

Measuring from 12in. to
18in. long, thefore or
jackplane was used to
flatten and true rough
sawn lumber and to
piane it to the
appropriate thickness.
(COURTESY BUD STEERE)

(COURTESY BUD STEERE)

Smoothing planes,
which measure from
7 in. to 9 in. long, were
used for smoothing
primary surfaces. This
smoothing plane was
made byCesar Chelor,
slave of Wrentham,
Massachusetts, plane
maker Francis
Nicholson, some time
between 1753 (when
Chelor was given his
freedom) and 1784
(when hedied) .

Figured wood often requires
planing at a diagonal to
minimize the possibility of
tearing out thegrain.

Planing in alternating
directions is required to
flatten a board.

Figured wood

12-.-------

commonly known as jack planes today, bu t
a 1677 text mentions that wh ile carp en ters
called th em jack planes, joiners referred to

th em as fore planes because they were used
to prepare th e stoc k before using othe r
planes. (Some sources sta te that fore planes
were th e longer of th e two, bu t furniture
makers were likely to have used smaller
planes th en carpente rs.)

By using a fore plane and planin g th e
sur face alterna tely with th e grain and th en
across it, a fairly flat and t rue surface can be
achieved. Th is planing tech nique is

especially important on wide board s or
panels tha t have been assembled of board s
glued edge to edge, where there may be
some cupping across th e grain. In the case
of edge-glued panels, th e boards were
planed, glued togeth er and th en planed
again to achieve a flat surface and un iform
thi ckness. Som e highly figured wood, such
as tiger maple, flame che rry or birch,
cannot be planed easily in th e d irection of
th e grain, since the figure d grain tends to
tear out . To dr ess their sur face flat and t ru e,
th ey can be planed in alte rnat ing diagonal
directions across the grain. Given th e
system of shop hierarchy at th e time, thi s
kind of preparatory planing would have
been one of th e first jobs for apprentices.

SM O O T H ING P LA N ES
With th e stock planed flat and to its near
final thi ckness, a smoothing plane was used
to dress th e surface. Smoothing planes of
th e period were 7 in. to 9 in. long with a
blade about 2 in. wide and a coffin-shaped
wooden body (ph oto at right). As with fore
planes, th e blade was ground with a slightly
convex cutting edge, th ough with less of a
crown. Since th e pu rpose of this plane was

to smooth th e surface rath er than remove
material quickly, it would be kept
exceptionally sharp and set for a very fine
cut. Smoothing planes were used on
prim ary surfaces that were to be eventua lly
finished, and probably would not have been
used to smooth secondary sur faces. Th e

cutting of th e fore plane was usually
adequate for th ose surfaces .
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The jointer plane
measures from 20 in.
to 30 in. longandwas
used to straighten the
edge of boardsbefore
they were joined. The
lengthof the jointer
plane enabled it to
flatten slightcurves in
edges that shorter
planes wou ld onlyfollow.
(COURTESY BUO STEERE)

The low-angle strikeblock plane,sometimes called a miter plane, was designed to cut across end grain.
(COURTESY BUO STEERE)

Wedge

JOINTER PLANES
To achieve th e very str aight edge required to
join two or more boards togeth er, a longer
jointer (or joyner) plane would have been
used . Jointer planes range from 20 in. to
30 in. long with blades about 2 1/ 2 in. wide
(ph oto above). Th eir long length enabled
th em to st raighten curved profil es th at
sma ller planes wou ld only ride over. Since
th e jointer was required to make a flat cut,
and since most edges were narrower th an
th e blade, th e cutt ing edge was ground and
sharpened straight and flat . Shorter jointer
planes were later referred to as tr ying or
truing planes, since th ey would be used to
make minor adjustme nts to th e jointed
edge, and obta ining th at perfect edge-to-
edge fit was a process of tri al and error.

Most hand tools were imported, but over
th e course of th e 18th centur y, American
toolmakin g grew, especially in th e area of
wooden planes. Th e body of American
planes was made of a hardwood like yellow
birch ; English plan e makers preferred to use

ST RIKE B L O C K P L A N ES

Special plan es for trimming across th e end
grain were called st rike block planes in
17th-eentury references, and later were

called st raight block planes or mit er planes.
Th ey were designed to hold th e blade at a
very low angle of 12° to 20°, so low th at th e
beveled side of th e blade is up. Thi s low
angle is required to cut cleanly across th e
grain, slicing th e fibers direct ly across th eir
length. Miter or st rike block planes of th e
period are known to have been about 12 in.
long. Th ey were essentia l for smoothing
th e surfaces of cross-grain cuts made with
a handsaw.

Iron

Iron

Body

Body

BLOCK PLAN E

Cutting-Edge Geomet ry of Planes

SMOOTHING, FORE, TRYING
AND JOINTER PLANES
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With the grain

Scraper blade

The cutting action of the hooked edge
of a scraperbladelimits its depth of cut.
The fine cut does not tear out thegrain,
makingthe scraperideal for figured
wood surfaces.

Cutting Actio n of
a Scrape r Blade

(;

th en drawn across th e su rface of th e wood,
in th e direction of th e grain, removing an
except ionally th in shaving, far thinner th an
shavings produced by most planes. Since
th e cut is so gentle and shallow, th e scrape r
does not tear out chunks where th e grain
dip s, as planes can do, and th e orientation
of th e grain is not as impo rtant .

Scrapers fall int o two categories: bevel
edge blades and square-edge blades. Bevel
edge blades are sharpened like plane blades,
and th en th e cutt ing edge is rolled into a
hook shape by drawing a hardened
burnishing tool along its length (see th e
d rawin g on p. 120). Square-edge blades are
sharpened with stones to have sharp square
edges, which are th en worked into hook
shapes with a bu rnisher. Either blade is
drawn across th e su rface so th at th e hook
does th e cutt ing. By bu rnishing th e blade
with a large or small hook, you can vary th e
cutt ing characteristics of th e scraper.Th e
blades can be hand-held, or fixed in any
number of blade holders available for th e
purpose. Eighteenth-eentury blade holders
were littl e more th an blocks of wood with a
slot to hold th e scraper blade.

After planing, primary surfaces were taken
to a higher level of smoothness with cabinet
scrapers. Scrapers were especially important
to early cabinetmakers, and mu ch of what is
now accomplished by sanding was done by
scraping in th e 18th century.

Scrapers differ from planes in the
geomet ry of their cutting edge and in th e
characterist ics of th eir cut . A scraper Cit is
nothing like a paint scraper) is a sharp blade
th at is shaped to produ ce a microscopic
hooked edge. Thi s sharp hooked edge is

is honed with a leath er stro p th at removes
any wire edge th at has formed and polishes
th e bevel.

Th e cutting act ion of a plane slices a thin
layer from th e sur face of th e wood. Th e
quality of the cut su rface is affected by the
sharpness of th e blade and whether th e cut
is with or against the grain. Cutting with
th e grain implies cutt ing in th e same
direction in which th e wood fibers are
rising. Cutt ing against th e grain is cutti ng in
th e direction th at th e fibers are falling.
Wh en going against th e grain, th e shaving
tend s to split off ahead of th e blade, and
below th e level of th e cut . Th e result is a
jagged surface of broken wood fibers. By
cutt ing with th e grain, in the direction of its
rise, th e shaving will split off above th e level
of th e blade, leaving a smooth cut sur face.
Th e doubl e-iron blade th at is in general use
today is intend ed to break th e chips off
before th ey can split ahead of th e cut .
Double irons first appeared in 1767 as
imported irons for American-made planes.

Wh en planing across th e grain, th e
sharpness of the blade is especially
important. Wood fibers are weak in th eir
adherence to one another, and th ey tend to
tear away from th e surface before th ey are
cut from it. Planing across th e grain is often
easier than planing with it, and mate rial is
quick ly removed. Whil e th e final surface is
not as smooth as a cut with th e grain, cross
grain planing is often th e only way to plane
figured wood.

Scraping

Double-iron blade acts
as chipbreaker.

Planing Direct ion

Against the grain

beech. Cast-iron, brass or bronze planes did
not appear until th e end of th e 18th
century, and th ey did not see widespread
use unt il th e middl e of th e 19th century.
Most plane irons, even for American-made
planes, were imported from England . Th e
irons were positioned at about 45° (except
for low-angle planes) and held in place with
a wooden wedge. Th e amount th at th e
blade exten ded was adjusted by tapping th e
top of th e blade gently. Irons are sharpened
in the same manner as a chisel. Th e bevel is
ground at about a 25° angle with a grinding
wheel, and th e beveled edge is sharpened
with progressively finer oil- or water
lubricated stones. Th e final cutt ing edge
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BEVEL-EDGE SCRAPER

The fact th at the scraper cuts wit h

its unique hooked edge prevents it fro m

cutt ing deep below the surface. The

shaving fro m a scra per can be less th an one

th ousandth of an inch thick. By comparison,

plan e shavings are rarely less than two

thousandths ofan inch thick, and paper is

about four thou sandths of an inch thick.

A shaving this thin is so flexib le th at it

doesn 't tend to splinter off material ahead

of the blade, an d the inside rad ius of th e

hook edge, whic h acts like a microscopi c

chipbrea ker, furt he r reduces th at possi

bility. As a resu lt , the scrape r works nearly

as well against th e grain as it does with it ,

making it about the on ly tool t hat can cut

and leave a good surface on highly figured

wood . Since th e scraper cuts th e surface

rather than abrades it, it leaves no scratc hes

and does not clog th e wood pores with du st .

While th e scrape r produces an authent ic

primary surface, its use does not end th ere.

Almos t any job th at wou ld be done by

sanding tod ay was originally don e with a

scrape r. Forexample, to mak e two su rfaces

flush, suc h as where a drawer divider meets

a case or a case joins to a leg, modern

practi ce would call for block sanding. Using

period method s, a hand plan e or spokeshave

would be used to even the sur faces, an d th e

fin al levelin g wou ld be don e by scrap ing. It

is qu icker, clean er, easie r and far less pro ne

to erro r. A sha rp scrape r can remove a lot of

materi al qu ickly, and it produces a smoo t h

su rface without scratc hing th e adjoining

areas. The user do es have to pay attent ion to

how t he tools are cutt ing and change

directi on if th e wood shows any signs of

tearing out . Scrapers do not cut well across

the grain, and that can be a problem whe re

a level su rface joins anot he r at right angles.

Us ing th e scra pe r diagon ally across th e join t

can minimize any ill effects. A craf tsperson

wh o is proficient with a scra per can build a

piece that is virtua lly ready to fini sh

without the use of sand paper.

Edges burnished
to a hook
on both sides

SQUARE·EDGE SCRAPER

Blade sharpened
to square edges

Cutting edge
burnished to a
hook with a
burnishingtool

Bevel sharpened
to a point

Bevel-Edge and
Square -Edge Scrape rs

Scrapers havebeen madeina variety offorms for use on surfaces ofdifferent
shapes. Flat surfaces are smoothed with a straight-edged blade held by hand or ina
simple wooden holder. Curved molding profiles that cannot be made with straight
molding planes can be shaped with profiled scrapers.

Spokeshaves
Spokeshaves are in essence littl e hand planes

with handles on eithe r side . They are used to

shape and smoot h complex shapes and

swee ping curves like th ose of cabriole legs.

Their cutt ing blades average about 11/ 2 in.
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Spokeshaves work like
small planes and are
used for smoothing and
shaping curved
surfaces. They feature
flat orcurved soles, and,
like 18th-century planes,
hadwooden bodies.
(COURTESY BUD STEERE)

wide and are usually grou nd st raight across .

They are able to follow curved surfaces

because th e len gth of their sole is less than

1 in . f or smaller-rad ius curved surfaces,

th ere are cu rved-sole spokeshaves that can

cut wh ere flat- sole mod els cannot. For th e

more specia lized tasks of hollow ing and

rou nding, spo keshaves are available with

convex and concave blade profil es.

A spokes have is one of the most useful

tools for making period pieces, and it is also

a joy to use . It can quic kly sha pe curved

components th at would have or iginally

been rough-eut to sha pe wit h a bowsaw or

framed saw. These pieces include cabriole

legs, chair st iles, crest rails, back splats,
apro n pro files, and serpenti ne and bombe
forms. A spo keshave can be used to rou nd

or cha mfe r any corne r or edge, especially a

cu rved edge, and can also cut a round or

half-round sect ion on square stock . The

spokeshave lets th e user make complex

sculpted shapes with th e safety and cont rol

of a tool th at rem oves a consiste nt and

adjusta ble amo u nt of material with each

pass. Like th e plan e, it is a sharp cut t ing tool

and leaves a surface th at is clean and smooth.

Rasps and Files
Whi le spokeshaves are versati le, th ey do

have th eir limitat ions, and anything they

cannot do can probably be acco mplished

with a rasp or file. Rasps and files were an

important part of the peri od furniture

maker 's inventor y of tools. They were used

for both shaping and smoot hing, tasks that

are usu ally don e with abrasives tod ay. Rasps

have raised met al points th at remove

mater ial aggressively, and are prim aril y used

for rough shaping th at can' t readil y be done

with ot he r cu tt ing tools. Files have fine

parallel cutt ing ridges, wh ich leave a

smoot he r surface, and are used for fina l

sha ping and smoot hing. Some of th e

complex shapes of th e peri od , suc h as

cabriole legs, sna ke feet and swee ping

aprons, were brought to th eir fina l sha pe

with progressively fin er rasps and files.

There are a few areas of peri od pieces

that can be shaped on ly with rasps and files.

Rasping is abo ut the onl y way to shape the

top of a pad or Dutch foot (see pp . 152-153)
and blend it into th e round sect ion of an

ankle. Similarly, rasping and filin g can cut a

smoot h tran siti on from the back side of

cabriole leg into its kn ee block, as well as

dress th e top of a kn ee where it join s th e

apron . Rasping is a qui ck way of rou nd ing a

squ are corner or easing a sha rp edge . In

addition, a very fin e rasp or wood file can

do anyt h ing th at a sand ing block can do,

and is especia lly useful in smoothing away

any flat cuts fro m a curved surface t hat has

been chiseled or spokeshaved to shape.

A carefu l exa minat ion of pe riod pieces

reveals th e marks of rasps or files used in

their makin g. They are mos t often seen in

th e inco nspicu ou s places and undersid es of

curved aprons and rails. Many cab riole legs

show th eir marks on th e underside of the

knee w here it meet s the knee block. File

mark s are frequ ently evident on the sharp

insid e corners of sha ped arms and crest

rails. O n ver y we ll-prese rved origina ls, t he

marks fro m individual teeth of th e file used

to break sharp edges or rou nd a profil e are

often st ill visibl e. Files were used in places

that other tools cou ld n't reach and in places

that today would be sande d.

Rasps. with aggressive
freestanding teeth, and
files , with a series of
raised cutting edges,
were used to shape and
smooth wood in areas
that othertools were not
able to reach. Both files
and rasps were used in
lieu ofabrasives.
(COURTESY BUD STEERE)
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Shaping an Apron

Saw kerf

Chamfered edge

Inside of apron

Eighteenth-century
cabinetmakers used a
combination of sawing,
chise lingand rasping to
make shaped aprons
and rails . The marks of
these tools are usually
evident on the underside
of thecomponents.
(This photo shows the
underside of the front
legand apron of the
Queen Anneside chair
pictured on p. 245.)

______.-- Front of apron

A saw was used to
cut awaymost of the
material. The final
shapewas cut with
chisels.

Chisel and gouge marks

Chiseling the final
shapeleft the inside
edgeragged and
splintered, so it was
usually chamfered.

Cutting Shaped Elements
During most of th e 18th century, American
furniture was built with shaped aprons or
rails as int egral part s of the design. Th ese
shapes were int end ed to be seen in profile

or as silhou ettes and played an important
part in creat ing th e graceful shapes, th e
balance of solid and void, and th e sense of
const rained energy that were amo ng th e
aesthetics of th e period . These shapes
include th e curved aprons of high chests
and dressing tables , th e scalloped aprons of

rectangular tea tables and th e shaped seat
rails of chairs.

Cutt ing th ese shaped parts was not
always easy. Eightee nth-eentury cabinet
makers had handsaws used for cutt ing
lumber and joinery, but th ese cut in
straight lines. Cutt ing along a curved line
required th e narrow blade of a framed saw.
Framed saws includ e th ose with a blade
held in tens ion in the cente r of a wooden
fram e, whi ch could cut gentle curves, and

bowsaws, which have th e blade mounted on
th e outs ide of a fram e and are better able to
cut more complex shapes. Even th e most
versati le bowsaw was limited by th e width
of its blade, wh ich was not less tha n % in.
and prevented th e saw from cutting very
tight curves.

Because of th e limi tations of th eir saws,
18th-eent ur y cabinetmakers used a
combinat ion of sawing, chiseling and

rasping to achieve th e final shapes of
aprons. The gentle curves th at could be cut
to shape with a bowsaw were trimmed and
adjusted with chisels and spokeshaves.
Shapes that were more intricate were sawn
wh ere possible and chiseled the rest of th e
way (see th e drawing at left). How mu ch
was sawn and how mu ch was chiseled
depended on th e int ricacy of th e shape and
the capability of the cabinetmaker's saw.
The combination of sawing and chiseling
from the outs ide edge toward the inside left
a ragged and splinte red inside edge. Thi s
edge was th en cleaned up by chamfering.

Th e undersides of th ese shaped apron s
are some of the most int erestin g parts of
per iod furniture. The tool marks of th e
or iginal maker usually rem ain clearly
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Creating a Complex Molding Profile
visible. Th ey offer great insight int o th e
tools and methods of th e 18th century and
are th e cabinetmaking fingerprints of th e
craftsman wh o mad e th e piece more th an
two centuries ago.

Making Moldings
Eighteenth-century moldings were eit her
cut with molding planes or scraped with
scratch stocks. Plane makers made molding
planes in a number of stand ard shapes that
could be used singly or in combination to

produ ce more comp lex shapes. Scratch
stocks were shaped scrape r blades used to
make shallow molding deta ils.

MOLDING PLANES
Molding planes were mad e to cut only one
shape. Many cabinetmakers used favorite
moldin g planes so ofte n th at th ose molded
profiles became ind icative of th eir work .
Planes could also be used in combinations
to make a wide variety of shapes for corn ice
moldings. Th om as Sheraton 's Ca binet

Dictionary (Lond on , 180 3) illustrates how a
rabbet plane is used to cut molding stoc k
into a series of ste ps, and each step is th en
shaped with a different molding plan e as
if it was th e edge of an individual board
(see th e drawing at right) . Similarl y,

complex moldings could be assembled
from single moldings, each made with a
different moldi ng plane.

SCRATCH STOCKS
Scratch stocks are shopmade tools th at can
be shaped to any shallow design. Th ey are
made by filing th e desired profile in th e
edge of a scraper blade, sharpening th e edge
like a scraper blade, and affixing a fence of
some sort . Th e blade is drawn along th e
sur face of th e wood repeatedly, guided by
th e fence, and th e wood is cut by a scraping
action. Since th ey were easily mad e, scratc h
stocks were a favorite tool of joiners for
cutt ing shallow shadow moldings on th e
st iles and rails of join ed chests . Th e use of
scratch stocks cont inued through th e
century whenever a small molded shape,
especially on a curved shape, needed to be
cut . Th e beaded edges of cur ved chair st iles
and th e cockbeaded cases and drawer

A moldingplane is capable of cutting
onlyoneprofile, but several profiles
could be cut on a board witha series
of rabbeted steps.

Rabbeted cuts to
start the molding

Using a Scratch Stock

Shaped
scraper
blade

Shaping each step
with a moldingplane

Individual moldings could be
assembled into more complex
shapes, as on this cornice
moldingof a high chest.

dividers of curved-front case pieces are just
two of th e many uses of scratc h stoc ks later
in th e 18th century.

Scrat ch stocks were also used to mold
or flute tapered legs. Because molding or

fluting tapered with th e leg, th e scratc h
stoc k could not be used with a simple fence.
For this purpose, th e molding box was
devised . Th is box was designed to hold a
component, like a tapered leg, in a fixed
position whil e a scrape r cutte r in a slid ing
hold er was guided along its length . By
adjusting th e position of th e component,
th e cutte r could be made to cut stra ight
tapered flutes anywhere on th e leg.
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8
CONSTRUCTION

JOINERY

W ile Am erican furn iture of th e
18th century is che rished for its aesthetic

qualit ies, th e pieces also set a sta nda rd for
struct ural int egrit y and ingenuity.Th e
tra de of th e cabinetma ker, wh ich included
more varied disciplines th an th at of th e
joiner, had not blossom ed in Am erica until
toward t he end of th e 17th century, so th e
tech niques were st ill quite new and under
development during th e 18th century.
Never theless, th e join ery and const ruct ion
meth ods used during th at per iod were
sophist icated and elegant solut ions to th e
task at hand. Th ey reflect a familiarity and
und erstandi ng of wood and its properties
and were chosen with th e fun ctional
requireme nts of th e joint in mind. Over
the century, Am erican cabinetmakers
opti mized th eir joinery. O ne rarely find s
join ts th at are more complicated th an they
need to be or examples th at have failed
because th e joine ry is not adequate. The
require ment of having to make fu rn it ure of
lasti ng integrity, balanced by th e need to
produce it by hand and for an affordable
but profi table price, were driving forces
behind the opt imizat ion of th e join ery and
st ruc ture of fu rn itu re.

The pr imary methods of joinery of

18th-century furn iture were th e mortise
and-tenon joint and th e doveta il joint. Th e
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mortise and tenon is a joint as old as
woodworking itself, and was th e primary
joint of fram e-and-panel furn iture
cons t ruct ion. Dovetails had been known
for millennia but saw a resurgence in use
near th e end of th e 17th century. T he
int erlocking tri angular eleme nts of dovetail
joints allowed thin pieces of wood to be
joined without th e need for a th icker joined
frame. As exemplified by furniture of th e
William and Mary period , th e new method

of join ery revolutioni zed th e way furniture
was built. In addition to the important
meth ods of join ery, th ere are a variety of
methods of attaching tops, moldings and
feet, all of which show an ingenuity,
inventiveness and innate knowledge of th e
nature of wood .

Mortise-and
Tenon Joinery
The mortise and tenon is th e most un iversal
of joint s. It is used to join fram ed pieces,
like tables and cha irs, th at are composed
of nar row members, as opposed to case
pieces th at are made up of flat panel s. Th e

mortise, or slot, is cut int o th e side of one
member, and a snug-fitt ing tenon, made
to fit int o th e mortise, is cut on th e end

of th e other member. Wh en th e tenon
is assembled into th e mort ise, th e two

pieces are held secure ly at right angles to
one another.

Th e joint is easily made with simple
hand tools, including a saw, drill and
chisels. Cabinetmakers lay out the joint
with a mortising gauge, an adjustable
marking gauge th at can scribe two parallel
lines simulta neously. Th e gauge is used to
mark th e size and position of both th e

morti se and th e tenon . To cut th e mort ise,
a series of holes are drill ed between th e
scribed lines to rem ove most of th e wood,
and th e rem ainin g material is cut to the
lines with chisels. Mortising chisels with
th ick blades were made expressly for this
purpose. Th e tenon is cut with a tenon saw,
a small backsaw made for just such cuts.
Th e tenon is th en trimmed to th e scribed
lines with chisels. Th e resulting joint fits
togeth er snugly and with a flu sh joint

surface. Most morti se-and-tenon joints in
pe riod pieces were drill ed and pegged
th rough to lock th e joint togeth er.

Mortises and tenons th at are 3fs in. wide

are found on many 18th-century pieces,
corresponding to th e width of a stan dard
chisel. Th e morti ses are located 1/ 4 in. to
112 in. from th e flu sh su rface of th e joint

and are laid out to leave a shou lder on both



Lay ing Out and Cutting a Mortise-and-Tenon Joint

1. Width of mortise
and tenon is scribedwith
mortisinggauge. \

2. Length of mortise
and tenon is laid out
with square.

4. Mortiseis chiseled to
scribed lines.

3. Holes are drilled to remove
majorityof material from mortise.

5. Tenon is cut with sawand trimmed
to scribedlines withchisel.

6. Joint is assembled,
drilled and pegged.

Visiblescribed lines
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sides of th e tenoned piece. It is usually
possib le to see th e or iginal mortising gauge
marks on th e wood just outs ide th e joint .

Mortise-and-tenon joints were made
in a wide number of variat ions. Some were
angled; some were hou sed to have shoulde rs
on three or four sides; othe rs extended

clear th rough th e mortised member; and
some were do ub led or appear in a series.
They were designed and cut to suit th e
purpose of th e joint without weakening th e
joined pieces.

Time-honored methods of join ery have
achieved th at distin ction for th eir ability to

accommodate th e dynami c nature of wood .
To join two pieces of wood securely is
simple enough, but for th e joint to endure it
mu st maintain its st ructural int egrit y whil e
th e two compo nents are cont inually
expandi ng and con t ract ing with changes in
humid ity. (For more on wood and wood
movement, see Appendix I on p. 293.)

The key to maintaining a secure joint is
to retai n a comp ressive force between
the shoulder of th e tenoned member and

Maintaining a Secure Joint

th e mating surface of th e mortised part .
A peg dr iven th rou gh a cross-dr illed hole
accomplishes this perfectly (see the d rawing
below). The compressive force th at gives the
joint its int egrit y can be achieved in one of
two ways. Th e joint can be clamped tightly,
and th en drilled and pegged before th e
clamp is rem oved , or th e joint may be draw
bored . In draw bori ng, th e hole is d rilled
th rou gh th e mortised part first. Then th e
joint is assembled and th e exact posit ion of
th e hole is marked on th e tenon . Th e
tenoned part is th en rem oved and th e hole
is drill ed slightly closer to th e shoulde r than
th e markin g. Wh en th e joint is reassembled,
th e holes are slightly out of alignment;

driving a peg through th e joint dr aws th e
two parts tightl y together.

Draw boring, whil e clever and effective,
was probably not a com mo n pract ice in
th e makin g of fine furn itu re during th e
18th century. Most structura l tenons in
period pieces are 3jg in. th ick and rarely
longer th an I in. With suc h a delicate

tenon, a misalignme nt of more th an about
113 2 in. in th e holes would result in breaking

out th e back of th e tenon when th e peg
is forced th rough. Th e risk of breakage
would be of part icular concern when

work ing with well-dried and somewha t
bri ttle hardwoods. Per iod cabine tmake rs
freq uen tly used spoon or shell bits t hat did
not have an accu rate center point to drill
small-diameter holes, so th ey wou ld have
had difficulty in positio ning a hole with
the kind of precision requ ired to make a
draw-bore d joint . Furthermore, any cabinet
maker of note would have had clamps
amo ng his inventory of tools, and would
not have needed to dr aw-bore a joint.

In th e pegged mortise-and -tenon joint,
th e tenoned piece is free to expand and
cont ract without affecti ng th e st rength of
th e joint (see th e dr awing on th e facing
page). Th e mortised piece is also free to
expand and contrac t, with th e exception of
th e nar row width between th e peg and th e
shoulde r.Th at area is under consta nt
comp ressive force in a tight joint, and is so
small th at expansion and contraction th ere
wou ld be negligible. Th us th e pegged joint

The integrity of a mortise-and
tenon joint relieson maintaining
a compressive force along the
joint line, which is achieved by
clamping across thejoint or by
drawboring.

Holes in mortise
and tenon are
slightly off-center.

Peg driven through
hole tightens joint.

CLAMPING
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Pegged and Wedged Mortise-an d-Tenon Joints

Cross-wedged tenon may be
tightened but is impractical for
refinedfurniture.

CROSS-WEDGED
MORTI SE AND TENON

Mortisedpiece shrinks
awayfrom shoulder.

Tenon shrinks in width
and loses wedged force.

Both members are free to
expand and contract.

PEGGED MORTI SE AND TENON

WED GED MORTI SE AND TEN ON
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Dovetail Joinery

is virtually immune to th e effects of
changes in humidity.

Th ere are some other variat ions of th e
mortise-and-tenon joint th at are occasion
allyseen in furn itu re, but most lack th e
durability of th e simple pegged joint. One
of th ese is th e wedged mortise and tenon,
where a th rough tenon is split with one or
more wedges to tighten th e joint. This
joint relies on th e outward pressu re of th e
tenon at th e outs ide edge to maintain
enough friction to keep th e joint together.
Unfortunately, th e tenon will shrink in

width and th e mortised member is free to
shrin k away from th e tenon shoulde r. Once
th at happ ens, th e integrity of th e joint is
lost . Th e cross-wedged mortise and tenon is
anot her variation of th e joint that is ofte n
seen in early trestle tables. Th e tenon is long
enough to pass through th e mortised piece
and extend out th e other side . Th e wedge
passes th rough th e outs ide of th e extended
tenon, drawing th e joint together. Th is
arra ngement allows for easy tight eni ng or
disassembly of th e joint wh en needed .
Alth ough thi s is a great idea for furn iture
th at will be assembled or disassembl ed
frequently, it is not appro priate or practical
for more refined pieces.

Dovetails are th e interlocking tria ngular
shaped joints th at enable wide, th in pieces
of wood to be joined end-to-end, usually at
right angles to one another. Because th e
grain in both pieces is oriented in th e same
direct ion, th e pieces are able to expand and
cont ract simulta neously with no adverse
effect on th e integrity of th e joint. Th e joint

evolved over th e course of th e 18th century
as it was continually refined and optimized.
Th e exte nsive use of dovetailing began in
America with th e William and Mary period
at the end of th e 17th centu ry and signaled
a fundamenta l change in th e way fu rn iture
was made. Th e use of th e dovetail and th e
more complex furn it ure designs th at it
enab led marked th e divergence of th e
highly skilled trade of th e cabinetmaker
from th at of th e joiner. Th e new meth od of
construction formed th e st ruc tural basis for
th e many styles of furn itu re th at evolved
during th e 18th century and after. Dovetail
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Dovetail Joints

THROUGH DOVETAIL
Half pin

join ery is virtually synonymous with
18th-century drawer and case const ruct ion,
and for th at reason it is best to explore th e
use of dovetail s in that context.

DOVETA IL LAYOUT AND
CONSTRUC T ION
Th e traditi onal method of making a
dovetail joint is to lay out and cut th e tail
piece and use th at as a patt ern to mark and
cut th e pin piece (see th e drawing on th e
facing page). A markin g gauge is used to
scribe a line across th e end of th e tail piece
equal to th e thi ckn ess of th e pin piece or
th e desired length of th e tails. Th e locat ions
of th e tails are laid out on th e tail piece
using a bevel gauge set at th e proper angle.
Th e tri angular spaces between th e tails are
sawn and chiseled away. Th e markin g gauge

is th en used to scribe th e thi ckn ess of th e
tail piece across th e end of th e pin piece,
and, in th e case of a half-blind dovetail, th e

DOVETAIL ANATOMY
Dovetail joints are comprised of two pieces:
th e tail piece, which has one or more angled
tails exte nding from it, and th e pin piece,
wh ich int erlocks with th e tail piece. Th e
shape of th e tails on th e tail piece is cut at
right angles to th e flat surface of th e wood.
Th e tail piece can th en be used as a patt ern
to trace th e joint onto th e wood from which
th e pins are cut. Th e pins are cut at right
angles to th e end of th e pin piece, but are at
an angle to th e surface of th at piece. Among
th e definin g characteristics of a dovetail
joint are th e angle, width and length of the
tails. Th e spacing of th e tails determines th e
width of th e pin .

Dovetail joints fall int o two main
categories: th rou gh dovetails and half-blind
dovetail s (see th e drawin g at left) . Th rough
dovetails exte nd th rough th e th ickness of

th e pin piece and are flu sh with th e outside
surface. In instances where th e end of th e
tail piece would be better un seen , half
blind dovetails are used and th e tails do
not exte nd th rough th e pin piece. Half
blind dovetails are preferr ed to join dr awer

fronts to th eir sides and on certain areas of
case construct ion, such as th e top edges of
slant-front desks where th e joinery is not

covered by a molding (see th e bottom
drawin g onp.1 39).

Tail piece

Tail piece

Angle

Angle

SpacingPin piece

Scribed lines

Pin width
(narrow end)

Pin width
(narrow end)

Tail length

Pinpiece

HALF-BLIND DOVETAIL
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Laying Out and Cutt ing Doveta il Joints

.----__.....,~Marking gauge

Tail piece

Length of tail
or thickness of
pin piece

~
..e-- Scribed lines

Dovetail angle

Chiseled to
scribed lines

k:::Ie--- Saw kerfs

1. Line is scribedacross end of tail piece.
Distance from end equals thickness of pin
piece or length of tail for half-blind dovetails.

2. Position of tails is laid out with bevel
gauge set for dovetail angle.

3. Spaces between tails are cut away
with saw cuts and chisels.

THROUGH DOVETAILS

4. Location of tails is scribedonto pin piece.

Tail piece

Tail piece

6. Joint is assembled.

Pin piece

5. Areas
between pins
are sawnand
chiseled away.

Thickness of tail
piece scribed here

Pin piece

Pinpiece

Tail piece

Tail piece

Pin piece

HALF-BLIND DOVETAI LS

Pin piece

Scribed line
on pin piece
(distance
from end =

thickness
of tail piece)
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lengths of th e tails are scribed across th e
end grain. Th e tail piece is positioned over
the pin piece and th e pattern of th e
dovetai ls is scribed onto th e end grain of th e

pin piece. A saw cut is made on either side
of th e pins and th e material between th em
is sawn and/or chiseled away to th e scribed
lines. Th e two parts of th e joint may th en
be assembled .

DR AW ER CONS T RUCT ION
Drawers are an integral part of case
furni ture, and th eir meth od of const ruc t ion
is a primary meth od of dat ing a period
piece. Th e details of drawer const ruct ion
can be as revealing as th e overall style of
a piece.

The typical 17th-century
drawer was sidehung
andbuilt with nailed
half-lap joints.
(COURTESYWETHERSFIELO

HISTORICAL SOCIETY)

Over the course of the
18th century, dovetails
(and pins) became
smaller and more closely
spaced.
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Furn iture in th e Jacobean style, made in
th e American colonies as late as th e ]680s,
had drawers that were nailed togeth er. In
th e English tradition , all th e drawer parts
were thi ck and usually made of oak. Th ese
drawers were side hung; th at is, th ey were
suspend ed and slid on runners nailed to th e
inside of th e case th at fit into correspond
ing grooves in th e drawer sides (see th e top
photo below). Th e front of th e drawer was
joined to th e side by a nailed half-lap joint ,
so th e groove in the drawer side ended at
th e drawer front and was not visible when
th e drawer was closed.

Thi s kind of const ruction had several
advantages and disadvantages. Th e biggest
disadvantage was th e weight of th e drawer.

Thi ck drawer sides were required to
accommodate th e side groove and to
withstand being nailed togeth er. Th e
drawer bottoms were also nailed to th e
drawer sides, and in keepin g with th e rest of
the drawer st ructure were substantial. Th e
assembly,wh ile strong and rugged, was also
very massive. Thi s weight limit ed th e size
and height of th e case,and as a result
Jacobean pieces remained low, horizontal
and correspondinglystro ng and solid enough
to support th e drawers (see Chapter l ). In
addition, side-hung drawers were not easily
repairable if th e groovewore out, which was
inevitable given th e weight they bore.

Th e greatest advanta ge of thi s system of
drawer suspension was that th e grooves
running on th e two rails fully const rained
th e movement of th e drawer. Later drawers
would need runners to slide on, kickers
above th e drawer to keep it from tippin g
down when pull ed out, and guides on
either side of th e drawer to keep it moving
st raight . Th e grooves and runners of side
hung drawers did all th ese things. In
addition, since th e groove stopped at th e
drawer front, th e front end of th e runner
acted as a very accu rate drawer stop. Best of
all, th ese drawers were easy to bu ild, and,
with th e except ion of th eir mass, worked
quite well.

Toward the end of th e 17th century,
when dovetails came into more common

use, th ey were large and few in nu mber.
Wh ere drawer sides met th e fronts, half
blind dovetails were used so th e tails would
not extend through to th e drawer front s
(ph oto, far left) . Through dovetails joined
th e sides to th e backs. Th e drawer sides
were th e tail pieces and th e fron ts and backs
were th e pin pieces, th us or ientin g the join t
to th e stresses of being pulled in and out of

a case. Since th e joinery eliminated th e need
for nails, th e drawer parts could be made
thinner, lighter and from more fragile
wood, such as pine. Th is trend preclud ed
th e use of grooves for side-hung drawers,
and cases were designed with runners along
th e bott om of th e drawer openings for th e
drawers to slide on (see th e drawi ng on
p. 26). Th e lighter, dovetailed drawers made

possible th e tr end toward th e vertical
proportions of th e William and Mary and
later periods.



17TH CENTURY

Butted and nailed

Let into rabbet
at front and sides;
sometimes with
attached runner

EARLY 18TH CEN TURY

Drawer Bottoms
From th e end of th e 17th century

th rough th e beginning of th e 19th,
dovetailed drawer joinery evolved from

what seemed to be an arduous but effect ive
joint th at tested th e skill of th e maker to a
refined and sophisticated meth od of join ery
that attested to th e skill of the maker. Th e
early dovetailed d rawers had as few as one
or two large dovetails at each corner. Th ey
were not delicate, but th ey did th e job and
were an imp rovem ent over th e use of nails.
By th e star t of th e 18th century, cabinet
makers found that more dovetails mad e for
a stronger and more du rable joint, and th is
t rend continued for most of th e cen tury.
As th e number of dovetails used in a joint
increased, th eir size becam e smaller and
their proport ions more delicate (see th e
bottom right photo on th e facing page). By
the close of th e centur y, as th e Heppl ewhite

style was supplanted by She raton designs,
drawer-front dovetails had becom e stylized

enoug h almost to be cons idered decorative
as well as fun ctional.

NEWPORT VER SION

Let into front only; butted
oversides and back;
runner strip nailed on

MID TO U\TE
18TH CENTURY

Let into grooves in
front and sides

Drawer
bottom slides
in from back.

Drawer bottoms
Th e earliest Oate-17th-century) dovetailed
drawers had bottom s th at were st ill nailed
onto th e d rawer sides. Over th e course of
th e next few decades, th e d rawer bottom s
followed th e trend of th e rest of th e dr awer
structure and became th inn er and lighter.

Drawer fronts
Over th e course of th e cen tury, some
aspects of drawer-front dovetails rem ained
the same while others evolved. In a casua l
survey of 18th-century pieces, th e length
and angle of th e dovetail did not vary over
time . Drawer-front dovetails were consis
tently about '/2 in. long. Th e angle of th e
doveta il varied by a few degrees in a single
piece and varied from 10° to 20°, averaging
15°, amo ng pieces.Th e angle of th e dovetail
seems to have had more to do with regional
or personal preference th an with evolutio n
over time. The most noticeable change
duri ng the centur y was th e decrease in pin
width and spacing. Th e narrower side of pin
widths often exceeded li z in. before mid
century but was frequently less then li s in. by
century's end. Similarly, th e century began
with dovetails spaced as far as 2 in. apart and
finished with th em closer to half that .
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Cabinetmakers with more refined methods
rabbeted th e bottom of th e drawer
components and let th e bott om into th em .
Hid e glue and progressively finer nails were

used to secure th e bottom into the rabbet.
Newp ort cabinetmakers had a dist inctive
method of attaching drawer bottoms th at
persisted for the rest of the centu ry. The
drawer bottom, usually about '/4 in . to 3/s in.
thi ck and tapered to li s in. thick at the fron t
and sides, fit int o a groove in th e drawer
front and was nailed to th e bottom of th e
sides and back. Two thin st rips were nailed

over th e drawer bottom along each side.
Th e drawer slid in and out of th e case on
th ese st rips, which cou ld easily be replaced
if th ey ever wore out .

A superior met hod of drawer-bot tom
installation was to slide th e bottom into
grooves cut int o th e inside of th e drawer
sides and front. The bottom was then
secu red with small nails to th e drawer back.
Th e const ruction allowed for th e seasonal
expansion and cont ract ion of the drawer
bottom without splitt ing, and was a much
more secure and elegant method of
const ruct ion. This method had been
adopted by many makers by th e second
quarter of th e 18th century and was th e
preferred method of const ruct ion for th e
rest of th e cen tury.

Dovetail layout
The way th at drawer dovetails are designed
is essential to producing an attractive and
fun ctional joint. At th e front of th e drawer,
th e doveta ils are laid out so th at th e grooves
or rabb ets for th e drawer bottom are
concea led under a full or half tai l, as shown

in th e draw ing below.T he top of the drawer
side is laid out with a full dovetail so that,
from above, th e side app ears to butt rath er
than overlap th e drawer front. This leaves
th e top sur face of th e drawer front unbroken
and allows a molded or rounded top on th e
drawer side to terminate against th e drawer

front . Th e layout with a full tail at th e
bottom of the drawer front to conceal th e
groove leaves a very thi n half pin (left , in th e
drawing below). An alternative method
used during th e period was to conceal th e
groove with a half tail (cente r,drawing
below). Both layouts are historically
accurate but th e version with all full tails
seems to have been more prevalent, despite
its shortcomings. Newport-style drawers
with nailed-on bottoms used full tails as
well, with the bot tom of th e drawer sides
higher th an the front to allow for the thick
ness of th e bottom (right, drawing below) .

The rear joint where th e sides meet th e
back also has a common recurring layout
and variations th at are equally effect ive.

Th e most prevalent layout (left, in the
drawing on th e facing page) places a full tail
at th e top and a half tail at th e bott om . An
alternative design (center, drawing facing

page) uses half tails top and bottom . In both
cases, th e lowest pin is placed above th e
groove for the drawer bott om . Th e pins are
evenly spaced and are usually close in size to
th e front tails, th ough th ere may be fewer of
th em . Some drawers with backs rabbeted
for th e drawer bott om (right, drawing
facing page) have a layout th at incor porates
th e rabbet with th e dovetail. The first layout
is well-suited to drawers where the top of
th e sides and back are flat and level. Th e
second layout works well where th e top of
th e drawer side is rounded or molded and
th e back can be made to abut it just below
th e shaped edge. Th e third layout is rare and
used only for small, inte rior desk drawers.

With th e regional and individual
variat ions in dovetailed drawer construc
tion, it is impossible to call anyone method
th e best. Whil e th e size and spacing of th e
joints changed over tim e, a solid, reliable
joint th at concealed th e grooves or rabbets
was always the goal. Some meth ods, like
sliding drawer bottoms, proved to be more
successful th an others, but many variat ions
in drawer const ruct ion are historically
cor rect. Th e joinery meth ods of a single

Dovetail Layouts : Drawer Fronts
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Fulltail~

Exposed side of
drawer bottom

Runner strip anddrawer
bottom nailed on

Drawer front

Half tail

Groove
for draWer\

bottom _ 1
Full tail

Half pin

\ \

Drawer side

Full tail
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cabinetmaker evolved and were perfected
over time, so even th e work of a single
craftsman shows variations. Then, as now,

th e goal was to optimize th e joinery to
achieve an elegant and st ructurally sound
drawer. Th e result is often so successful th at
it belies th e forethought and plann ing th at
preceded th e work.

BUILDI N G DR AW ER S
Th e first step in building a drawer is to
measure th e opening in th e case and plan
th e size of th e drawer parts accordingly.

Every drawer requires clearan ce room,
which needs to be accounted for at th e
outset. A total of I/ l(; in. in width and height
is usually enough clearan ce; more than th at
can cause a drawer to feel too loose in its
opening. In addition, th e bui lder should
alwaysanticipate th e effects of expansion
and cont ract ion due to changes in humidity
on drawer clearance. Because of th e width
of th eir components, taller drawers are
affected more th an sho rte r drawers.

Drawer fronts
Drawer fron ts are made first, usually from
stock planed to between 3/4 in. and % in. in
thi ckness. Flush-fitt ing drawers should be
cut 1/ 16 in. less in height and 1/ 16 in. less in

width th an th e opening, and lipped drawers

Dovetail Layouts: Drawer Backs

should be cut about 1/ 4 in. longer and
I/ S in . taller than th e opening to allow for
th e overlap.

Eightee nth-eentury lipp ed drawers have
a VIti-in. or 1/ 4-in. bead cut around th eir
outside edge first . Aft er th e bead is cut, t he
top and side rabb et are cut to raise th e lip.
This rabbet is about 3/ 16 in . deep and 1/ 4 in.
nar rower than th e thi ckness of the drawer
front to leave th e bead undisturbed . In

Drawer side

The front, back and
sidesof a drawerare
prepared fordovetailing.
Thecomponents should
besquarelycut and
planed to a uniform
thickness.

ord er to make an even overlap, some makers
like to cut th e top rabbet first, adjust th e
clearance of th e drawer front in th e case by
trimming th e drawer bottom (wh ich may
necessitate recutt ing th e bottom bead) and
th en cut th e side rabbets. Th ere is no
overlapping lip at th e bottom of th e drawer.
Once th e drawer front has been cut, it can
be tested in th e drawer opening for fit and
the appropriate amount of clearan ce.

Drawer
back

Half tail Half tail
Half pin and rabbet
for drawer bottom
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Lines arescribed across
theendsof each
component indicating
the thickness of the
adjoining piece or, in the
caseof half-blind
dovetails, the lengthof
the tails.

The material between
the tails is sawn and
chiseled precisely to the
scribed lines.

Lines are th en scribed across th e ends of
th e components with a markin g gauge. It is
helpful to have two markin g gauges or one
that is doubl e sided. One gauge is set for
th e thi ckn ess of th e sides and back, and th e
othe r for th e length of th e front dovetails,

whi ch is not related to th e thi ckness of any
of th e components and is usually about
1/ 2 in. Th e gauge set for th e th ickness of th e
sides and back is used to scribe lines on th e
drawer back, th e back end of th e d rawer
sides and th e back of th e drawer front.
The gauge set for th e length of th e front
dovetails is used to scribe th e front of the
sides and th e end grain of th e drawer fronts.
With th e exception of th e drawer front, th e
compo nents are scribed on both sides.

Laying out the dovetails
Now th e dovetails can be laid out and
scribed on th e drawer sides. In doing so,
bear in mind th e posit ion of th e groove for
th e drawer bottom . It is importa nt to make
sure th at part of a tail covers and conceals
th e groove. As a general rule, th e groove is
usu ally 1/ 4 in. wide and 1/ 4 in. from th e
bottom edge. It is easiest to lay out th e top
and bottom features first and add th e
dovetails, evenly spaced, between th em .
Laying out th e dovetails can be confusing,
but thinking of th e layout in term s of
positioning th e pins makes it less so. Taking
th e pin width at its narrowest part, thi s
width is marked on th e very end of th e
piece at regularly spaced int ervals. Th e rest
of th e pin is marked back to th e scribed line
with th e use of a bevel gauge set for th e
appro priate angle. Th e area within th e pin
positio n can be marked to be cut away to
leave th e tails (top photo at left ).

Rem ember th at d rawers built under humid

cond itio ns need very littl e vertica l clearance
and th ose built under dr y con ditions need
the most . Side-to-side clearance is not

affected by hu midity.

Drawer sides and backs
After th e d rawer fronts are made and fit to
the case, th e sides and backs are made from
th inner secondary wood. Thi ckn esses of
% in. to liz in. are com mo n on period
pieces, but thi ckness varies with th e size of
the drawe r and th e part icular piece. The
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width of th e sides and back is equal to or
up to 1/ 16 in. less th an th e height of th e
front, exclud ing th e overlapping lip . Th e
length of th e sides is dictated by th e depth
of th e case, and th e width of th e back
should be made to equa l th e width of th e
drawer front, exclud ing th e lips at eithe r
end. It is important th at th e sides and back
be planed to a uniform thi ckn ess and th e
ends of each piece be cut squa rely. It is
easiest to cut th e sides and back as one long
piece and th en cross-cut th em int o th e
ind ividu al components.

Cutting the tails
O nce th e layout is complete, th e marked
areas between th e tails can be removed.
To save some time, both drawe r sides can
be clampe d or ta ped togeth er and cut
simu lta neo usly. The material between th e
tails is remo ved by cutting along th e angled
scribe lines with a saw, and th en making a
series of saw kerfs between th e first two.
Th e two sides are sepa rated, and each is

trimmed to th e scribed lines with a sharp
chisel (bottom photo at left ) To ensure a
st raight joint , t his trimming should be done



Marking the Drawer Components

1/11 I 1/
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Each drawerpiece is laidout with the inside facingup, and the top corners
of adjacent pieces arenumbered. The inside, outside, top, bottom andposition
of eachpiece are then identifiable.

from both sides of th e piece. It is importan t
to have the edges of th e cuts straig ht and
square , since these pieces will be used as
patt erns from wh ich the rest of th e joint
is made.

The drawer parts may now be marked to

indicate how they will go togeth er. It is
helpful to lay the sides, back and fron t in a

long row as if the drawer assemb ly had been
"unrolled" flat with all th e inside surfaces
facing up (see th e d rawing above). Th is
arrangem ent positions all bu t one of th e
mating edges next to each other. The up per
corne r of each adjacent piece may be marked
with a nu mber.Th is way,when all th e
pieces are in a jumble, t he inside, top and
position of each component will be clear.

Laying out and cutting the pins
Next, t he pins are cut in the back to accept
the drawer sides. This is best done by
clamping the drawer back vertica lly in th e
vise and laying the correspon ding drawer
side over the end. After careful alignme nt
of the two pieces, th e doveta ils are scribed
onto the end of th e drawer back with a fine
knife (top photo at right). If th e d rawer
side is position ed so th at it exten ds slightly
over the back (only about 1132 in. or so)
while the joint is being scribed, th e pins
will be marked just a littl e larger and will
ensu re a very snug joint. O nce th e pins have
been marked, saw kerfs are cut straight
down on either side of th em, just outside
of the marked line, to th e scribed line.
Th e mater ial between th e pins is removed
by cutting along th e scribed line with a
coping saw. The rema inder of th e material
is trimmed on the bench with a chisel
(bottom photo at right).

The drawer side is used
asa templateto transfer
thetail layout onto the
end of the drawer back.

The material between
the pins is sawn and
chiseled to thescribed
lines.
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The front pins arescribed from the tail piece onto the end of the drawer front in the
same manner that the pins were scribed onto the back.

A saw is used to cut on either side of thepins. The saw kerfmay extend across the
back of the drawer frontbut cannot extend past thescribed lineon the end grain.

Th e front dovetails are cut in a sim ilar
fashion, with th e drawer front held
vertically in th e vise and the drawer side

positioned over its end to mark th e dovetail s
(photo at left above). Some makers shift th e
drawer bott om to one side so that it
overhangs th e bottom of th e drawer front
by about 1/ 32 in. This positions th e pieces so
th at th e assembled drawer slides on th e
sides and th e bottom edge of the drawer

front does not drag over th e case opening.
As on the rear dovetails, th e side can be
shifted slightly to overhang th e back to
make th e marked pins slightly larger and to
ensure a tight joint. O nce the doveta ils are
scribed, it is helpful to press the edge of a
chisel int o th e marked lines to make th em
st raight and more visible.

C utt ing half-blind dovetails
In a half-blind dovetai l, cutt ing th e mat erial
away from between th e pin s of th e drawer
fron t is th e most labor-int ensive part of th e
work. In other parts of th e work, most of
th e material can be sawn away, but in thi s
phase it mu st be cut with a chisel. The
drawer front is clamped face down with one
end at th e edge of th e bench . Th e pin

markin gs are extended along th e inside of
th e drawer front for an inch or two wit h a
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square. A cut is made with th e dovetail saw
on either side of th e pins followin g thi s line
and th e scribed pin line on th e end (photo
at right above). In doing thi s, th e saw cut is
mad e across th e edge of th e piece and
cont inues int o th e wood at an angle. This
cut cannot extend past th e scribed line on
th e end grain, but it can extend an inch or
two across th e back. Now th e material

between the pins can be chiseled away by
layers. A chisel cut is made just inside the
scribed line across the areas that will be
removed. Then horizontal chisel cuts are
made from th e end, splitt ing off a layer
about li B in. th ick (photo below). This is
done repeatedly until th e material between
th e pins has been cut to all the scribed lines.
Narrow or bevel-edge chisels are needed to

Since the front dovetails
arehalf-blind, the
material betweenthe
pins must bechiseled
away in layers and
trimmed to thescribed
lines.



remove material from th e inside corne rs of
th ose areas that th e sawblade could not
reach. All th e cut sur faces should be flat ,

square and to the line.

Assembling the drawer
With all the doveta ils cut, it' s tim e for a tri al
fit. Th e joints should be snug enough to go
together with some resistance. Any part of
th e joint th at interferes with anoth er
shou ld be found and trimmed. Several light
taps with a mallet on a protect ive piece of
wood will usually be requ ired to close th e
joint completely. O nce th e drawer is
togeth er, a line is drawn around th e inside
to mark where th e grooves for th e drawer
bottom will be.

Th e drawer is taken apart and th e
groovesare cut on all th e pieces with a plane
or dado blade. Th e groove should be about
1/ 4 in. deep, but in no case should its depth
extend more th an halfway through th e
thi ckness of th e sides, because that would
weaken th em conside rably. Th e back,
which stops flush with th e top of th e
groove, should be marked at th e top of th e
grooveand cut to th e correct width. At th is
point, th e top of th e sides should be
chamfered or rounded as desired and any
other sharp edges should be broken with a
single pass of a plane. Th e bottom of th e
drawer front should be rounded slightly or
chamfered on th e inside edge to ease it over
the drawer opening should it ever sta rt to
drag. With all th e final details taken care of,
the drawer may be glued and assembled.
Th e joints are clamped across th e width of
the drawer to be sure th e joints are fully
closed. Th e square ness of th e assembled
drawer shou ld be checked before th e glue
dries. Once th e glue has dri ed, any part of

th e joint s can be trimmed flu sh if
necessary.

Finally, th e drawer bottom is fit and
secured. It is usually th e same th ickness as
the drawer sides and tapered at th e front
and sides to th e width of th e groove.
Because of th eir width, drawer bottom s

expand and cont ract more th an any other
part of th e drawer, and one should

ant icipate and plan for thi s movement as
with any other wide piece of wood. The
grain of th e drawer bott om should be
oriented along its longest dim ension to

minimize th e effects of expansion and
cont raction. Drawer bottom s th at are
assembl ed under condit ions of high
humidity can be expected to con t ract, and
th ose assemb led dur ing low humidity mu st
be given room to expand. It is advisab le to
leave a littl e ext ra width on th e drawer
bott om extending from th e back of th e

drawer so that future adju stments can be
made if th e wood shrinks conside rably. The
bottom is secured by a few cut brads nailed

into th e drawer back.
T he drawer is now complete and may be

fit to th e open ing. Flush drawers requ ire

A groove is cut on the
inside of the
components to receive
the drawer bottom. The
drawer back is cut away
at the top of the groove
for installing the bottom.
Oncein position, it is
held in place bya few
small brads driven
through the bottom into
thedrawer back.

The completed drawer is
ready for installation in
the case.

drawer sto ps to limit th eir t ravel and may
need some minor trimming to achieve an
even space around th eir perimeter. Lipped
drawers may require some minor tr imming
of th e back of th e lip in orde r to close
t ightl y to th e case all around.

CASE CONSTRUCTION

Ju st as th e dovetail joint revolutioni zed
th e assembly of drawers, so did it change
th e basic const ruct ion of case pieces. Th e
frame-and-panel system of th e 17th century
was sup planted by dovetailed case
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18th-Century Case Constructi on

Top rabbeted for back

Side rabbeted for back

Backoverlaps case bottom.

CASE SIDE

CAS E TOP

Front andsides of topare
rabbeted on some cases.

Top front rail

Side rabbeted for rails

Drawer divider

CASE BOTTOM

Bottom front rail

Bottomfront rail sometimes
overlapscase bottom.

const ruct ion, reducing bulk and weight
and facilit ating th e trend to vertically
oriented designs. Whereas 17th-eentu ry
cons t ruct ion required join ed rails, st iles and
panels for a component like a chest side, th e
newer const ruct ion reduced th at to one
wide board join ed to th e rest of th e case by
dovetails.

O ne nice feature of th e fram e-and -pan el
syste m was that its floating panel s mad e th e

piece relatively immune to th e effects of
variati ons in humidity. However, th e
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limitat ions of th is system outweighed
whatever advan tages it had, and by th e
beginning of th e 18th centu ry dovetailed
case construction was ubiquitous. Th ere
were new con cerns that arose from building
cases from nothing but wide boards, such as
how to deal with th eir movem ent, bu t th ese
were nothing that could not be anticipated
and plann ed for.

Like drawer const ruct ion, dovetail ed

case construction evolved in style over time.
Early dovetails were large and widely
spaced; over th e cours e of the century they

came to be narrower and closer togeth er.
The dovetail s usuall y do not show on
primary sur faces, since th ey are plann ed to
be eithe r covered by a molding or oriented

to be exposed on seconda ry surfaces . O ne of
th e few places wh ere dovetails are seen on
th e primary surface of a case piece is on the
top edges of slant-front desks, where th ey
had to be aesthetically pleasing as well as
funct ional (see th e bottom dr awing on the

facing page). The cases of slant-front desks
and chests, wh eth er th ey are chests of



drawers, chests-on-frame, chests-on-ehests
or th e top case of high chests, are st ructur
ally similar. High-chest bases and dr essing

tables are also similar, having been of
dovetailed constr uct ion early in th e century
and morti se-and -tenon constructio n later.

C hests a nd desks
Chests and desks begin as empty vertica l
boxes with only a top, a bottom and two
sides joined by through dovetails. In most
instances, th e top and bottom of th e case
are laid out as th e tail pieces and are used to
tran sfer th e dovetail patt ern onto th e upper
and lower ends of the case sides. In laying
out th e details of th e join ery, special
conside ration should be given to th e
rabbets for attach ing th e back of th e case
and the top and bottom front rails. Th e
back meets th e top in a rabbet and does not
exte nd th rough to th e top surface. Th e
front rail abuts th e underside of th e top or
meets it in a rabbet . An elegant way to
provide rabbets at th e front and back
withou t having th em extend th rou gh to th e
sides is to rabbet th e front, back and sides to
th e same depth. This makes th e dovetails
somew hat less thi ck, but th ey becom e
easier to cut and fit and are just as effect ive
a joint.

By plann ing half tails at th e front and

back of the case to cover th e end of th e
rabbets in th e side, th e result is a clean and
un complicated-lookin g joint . Th e side of
th e joint, th e pin side, is covered with a
molding so only th e tail side is ever seen.
Th e bottom of the case is also a tai l piece,
but it is narrower than th e top or sides. At
the bottom of th e case, th e case back
overlaps th e bottom . Th e bottom front rail
either abuts or overlaps th e bottom . Th e

case bottom can be laid out with full tails;
no half tails are required. Th e lower-ease
molding covers th e pin side of th e joint th at
is visible on th e case side .

In cases where th e top dovetails need to
be hidden, as on a low chest of drawers,
half-blind dovetails are used . In th ese cases,

th e top of the sides becom e th e tail pieces
and are dovetailed to the top. Th ey are laid
out with a half tail at the back to cover th e

rabbet for th e back in th e case top and
either a half or full tail at th e front. Th e

Dovetailed Cross-Ra ils
for Top Atta chment

joint is not visible from th e top and is
totally covered by a molding applied to th e
case side.

Cases th at will have an attac hed
overhanging top are ofte n built with front
and rear cross-pieces th at are joined with
half-blind dovetails to th e case sides
(d rawing above). Th ese cross-rails secu re th e
case sides and provid e a st ructu re to wh ich
the top is later fastened. In th ese inst ances,
th e cross-rails are the tai l pieces and the
doveta ils do not extend to the outsides of
th e case. Th e cross-rails and th e joinery are
hidden once th e top is attached .

Slant-front desks also employ ha lf-blind
dovetai ls on th e top joint (drawing at right).
This joint is quite visible, and th rou gh dove
tails would be too intrusive. By orient ing
th e dovetails so that th e desk top is th e tail
piece, th e assembled joint is on th e top of
th e case and th e sides are left untou ched .
As with other cases, a half tail at th e back of
th e case conceals th e rabb et for th e back
board . Th e front of th e joint uses a full tail
so th at th e front of th e top abuts th e side
and makes a nice, uncluttered joint.

Attached top

Cross-rail

Half-Blind Doveta ils
on Slant-Fron t Desks

Full tail
at front
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Case Construct ion with Turned Legs

Front and back dovetailed to sides

Case Construction
with Cabriole Legs

Front, sidesand
back are tenoned
into legs.
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Dressing tabl es and high-chest bases
Dressing tables and th e bott oms of high
chests share a st ructure th at is different
from th at of chests. Th ese pieces began the
century as horizon tal boxes comprising a
front, back and sides joined at th e four
corners with dovetai ls. Th e back joints were
half-blind dovetai ls with the back as th e tail
piece, so th e joint was only visible from th e
back. Th e front rails and aprons were
dovetailed to th e sides in a similar mann er.
Th e joints on th e front were either veneered
over or hidd en under thin strips of wood
placed vertically along th e front edges of
th e case.

The turned William and Mary legs of
the period were joined to the case by means
of glue blocks. Th ese blocks were glued
into th e four lower inside corne rs of th e
case and were drill ed to receive th e turned
tenon of th e leg (see th e top drawing at
left). Th e turned legs were also joined to
one another by stretchers just above th e
feet, which st rengthened th e assembly and
distributed any side load among all th e legs.
When th e William and Mary style passed
out of fashion in favor of the Qu een Ann e
style with its cabriole legs, thi s method of
joining legs to th e case was found to be in
need of improvement. With out stretchers,
each cabriole leg had to be attached
independ entl y and be able to with stand
th e sideways force of being dragged. Th e
solut ion changed th e essent ial structure of

th e piece.
Glue blocks were eliminated, and the

square top sect ion of the cabriole leg was
extended up to the top of th e case. All th e
components of th e case, th e front, sides and
back, were tenoned int o th e legs, makin g
th e leg an int egral part of th e st ructure
rath er th an an addition. Th e one drawback
to thi s meth od of const ruct ion was th at the
horizontally oriented case components
were not free to expand and cont ract with
changes in humidity since they were
const rained by being tenoned into vertica lly
oriented leg blocks. Cracking of case sides
and backs was frequently th e resu lt (see th e
sidebar on th e facing page).

Th is new method of const ruct ion for
dressing tables and high-chest bases became
th e norm everywhere but in Newport.



PREVENTING CRACK ING W ITH PRECOMPRESSION

Vertical clamps
precompress side.

Most of th e meth ods of
joinery used by period

furniture makers allowed for
changes in humidity, but there
are a few components th at do
not. Th e most notable are th e
sides of case pieces such as
dressing tables and th e bases of
high chests. In both of th ese
pieces, th e grain of th e sides
runs horizontally and often
exceeds 12 in. in width. Pieces
this wide can show appreciable

movement with even mod erate
changes in humidity, but since
the sides are tenoned and pegged
into the vertical legs, th e normal

expansion and contractio n is
constrained. Since th e sides
cannot move freely, and since
wood is quite weak in tension
across th e grain, th e sides will
inevitably crack.

An effective way to
prevent th e cracking of th ese
const rained pieces is to make
sure they never go into tension
across th e grain. Wh en th e piece
is being assembl ed, th e sides can
be clamped tightly across th e
grain to put th e ent ire side into
compression. Th e clamps are left
in place un til the glue in the
joints has cured. On ce th e
clamps have been removed and
the joints have been pegged, th e
sides will continue to be in

compression. Wh en th e piece is
exposed to lower humidity, th e
compressive force will decrease.
Th e precompression will
prevent or at least drastically
redu ce th e possibility th at th e
side will experience enough
tension to crack as its moisture
content d rops.

There is a limit to th e
amount of precompression that

Precomp ress ion

Horizontal clamps
hold assembly until
glue dries.

Precompressing a case
side that is mortised into
legs reduces tendency for
sides to crackin tension
caused by shrinkage.

should be atte mpted. To
compress a piece of wood more
th an I% in its wid th will exceed
th e elastic limit of the wood.
Beyond th at point th e wood will
take on a permanent compres
sive set and will not return fully
to its original dimension when
the force is released. Within
that I%however, enough
precompression is possible to

offset a change in moisture
content averaging about 3.5%,
well within th e range of normal
variations in moisture content
for well-sealed wood . Thi s allows
a precompressed side th at was
assembled at 60% relative

humidity to experience a drop
to 35% relative humidit y before
going into tension . (See also
App endix I on p. 293.)

Newport cabinetmakers continued to use
the William and Mary case const ruct ion
into th e Qu een Ann e and Chippendale
periods. Th ey apparently were pleased with
the way th e case par ts were free to expand
and contrac t, and they found a good
method by which to attach th e legs.
Newport makers dovetailed th e case and
affixed th e cabriole legs with th e leg block
held in place on th e inside corne r of th e

case with glue blocks. Th e leg was
shouldered just above th e knee, so th e
weight of th e case was born e by th e leg itself
and not a glued block. Glu ed and nailed
blocks held th e block of th e leg into th e
inside case corner and resisted side loads on
the leg, bu t th ey did not carry any weight.
Judic ious use of glue on th ese glue blocks
left th e legs free to be slid out of th e case
for tr ansport.

Drawer dividers
Drawer divid ers not only separate one
drawer opening from another, but th ey also
playa st ruc tu ral role in keepin g th e case
sides stra ight and parallel. The dividers are
dovetailed int o th e case with sliding
dovetails, which are slightly different from

th e dovetai ls used to join case and drawer
sides. Slidin g dovetails join a tail cut across
th e end of a piece to a correspo ndingly
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shaped groove or cuto ut in another piece.
A sliding dovetail can join a piece at right
angles anywh ere along th e length of
another. Th e joint is not limited to end-to
end joining as are standard dovetail s.

Drawer dividers of 18th-eentury pieces
are dovetaile d into the case by a variety of
means . Many pieces from early in the
century have dovetai led divid ers th at
exte nd th rough th e full width of th e case
and are flu sh with th e outs ide surface. Th e
actu al depth of th e dovetail is less th an
I in ., and th e rest of th e divider is a full
2 in. or 3 in. in width. While joints of thi s
typ e were easily made and ent irely
fun ctional, th eir aesth etic shortco ming was
that t he end grain of th e divider showed on
th e case side. Interest ingly, that was often
the only part of th e joint th at was visible,
since th e front surface was ofte n covered
with a single- or doubl e-arch mold ing
surround ing th e d rawer openings.

Th e more elegant method, wh ich came
int o widespread use, employed a shor ter
dovetail that did not extend through th e

case side. As with the earlier version, t he
divid er was 2 in. or 3 in. wide, but th e
dovetail was less than 1 in. deep . Th is kind
of blind sliding dovetail required more
skill and time to make, but was required as
refinements in cabinetmaking increasingly
called for unbroken surfaces and a
minimization of exposed const ruction.

Often th e installat ion of drawer div iders
was combined with a meth od for installin g
drawer runners. A good way to posit ion
runners was to let th em into shallow (1/Hin.)

dado es and affix th em with a couple of
nails. This way, th e dadoes carry th e weight
of th e d rawers and th e nails serve to keep
th e runners in th e dadoes. In cutti ng th ese

dad oes, especially by hand with a saw and
plane as th e original makers did , it is easiest
to let th em exte nd to th e front and back

edges of th e case. Rather than stopping
short of the dovetai l for th e drawer divider,
th e two were simp ly sup erimposed and
combined to make a shou ldered dovetai l.
This arrangem ent ensured th e prop er
alignm ent of th e runner and divider at th e
outset and over time. Th e lis-in. shoulder

also positioned th e dovetail so th at it was
not partially hidden under an overlapping
drawer lip.

Half-blind slidingdovetail

Dovetail with mitered shoulder for
case with cockbeading

Slidingdovetail extends
through case side.

Case side

Shouldered dovetail provides dado
for drawerrunner.

Joining Drawer
Dividers to Case Sides
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Th e bombe and serpentine case pieces
of th e second half of th e century had cock
beadin g sur rounding th e dr awer opening.
Th ough st raight-fronted pieces had beading
on either th e case or drawer, th e complexity
of th e curved fronts required th e beadin g to
be cut from th e solid of th e case and dr awer
dividers. Th e bead had to be mitered wh ere
the dividers met th e case. To do thi s, th e
dovetail on th e end of th e divider was given
an angled shoulde r, but this precluded th e
use of a ru nn er dado th at exte nds to th e
fron t of th e case.

Drawer runners
In order to move smoothly in a case, d rawers
must be const rained in th eir up-and-d own
and sideways movement. Th e dr awers slide
on runners, are prevented from ti pping
downward when th ey are pull ed out by
kickers above th e d rawer, and are kept
straight in th eir openings by guides along
th e drawer sides. In most dovetailed chest
cases, th e inside sur faces of th e case act as
guides and th e runners for th e drawer above
serve as kickers. Top drawers need th eir own
kickers nailed to th e inside of th e case.

As previously menti oned, th e best way
to attach runners is to nail th em int o shallow
dadoes in th e case sides. In atta ching th e
runners, some th ought should be given to
th eir relationship with th e expansion and
cont ract ion of th e case side . The runners
should be a fraction of an inch shorter th en
th e depth of th e case so th at as th e case
shrinks th e runners will not push off th e
back boards. A littl e gap of not mu ch more
th an 1/ 16 in. should be left between th e back
of th e divider and th e front of th e runner so
th e divider is not pu shed out in th e same
way. In nailing th e runner in place, one na il
should be close to th e front end, and th e
other no more th an halfway back. If th ere
were to be one nail at either end of th e
runner, th e case side would likely crack in
the middl e upon shrinking or loosen a nail
upon expanding. Placing th e nails in th e
fron t half of th e divider allows most of th e
side to expand and contract freely and
subjects th e nails to only half as mu ch wood
movement. Similarly, if glue is used in
additio n to th e nails, it should be applied
only at th e front sectio n of th e runner.

Drawer Ru nners

Case side

Drawer divider

CROSS SECTION OF DUSTBOARD

Drawer divider

It is imp ortant to rem ember that with a
let-in runner, th e dado carrie s th e weight of
the drawer th rou gh th e runner, not th e
nails th em selves. Th e nails serve only to
keep th e runner in th e dado. Often th e
runner will pop out of th e dado at th e rear
of th e case if it is nailed only at th e front
and th e case side will cup inward. To
counter th is problem, th e attac hed side of
th e runner may be plan ed with a slight
concave shape along its length before it is
nailed in place.

Som e 18th-eentury pieces are known
to have drawer runners that were affixed
with shallow sliding doveta ils that exte nded
over their full length. Th ese runners stay in
place without th e use of nails and allow
th e sides to expand and contract freely.

Drawer runne let into shallow
dadoand nailed and glued in front
half only to allow movementof
case side

./

This is an elegant meth od of attaching
dr awer runners for which th e original
makers should be commended, but it is a
labor-int ensive method th at never saw

wid espread use.

Dustboa rds
Many 18th-century cabinetmakers installed
du stboard s between dr awers to keep th e
conte nts of th e dr awers as clean as possible.
These du stboard s exte nded th e full width
and depth of the case and doubl ed as

dr awer runners. Th e board s were let into
the dadoes on either side of th e case and
were ofte n dadoed int o th e back of th e
dr awer divid er. They were free to expand
and cont ract within th e side dadoes.
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Du stboard s were ofte n made from th e same
th in-sawn secondary stoc k as th e dr awer
components and are th erefore ofte n thinner
th an th e width of th e side dadoes. To make
up th e difference, a filler st rip was add ed,
thus filling th e space and serving as a kicker
for th e dr awer below (see th e bottom
drawing on p. 143).

Other kinds of cases require a more
complicated system of runners and guides.
Chest cases with front quarter colum ns
have inn er case sides th at are not in line
with th e sides of th e drawer openings.
Th ese cases require added drawer guides
attached to th e inn er case sides, and a
syste m of freestanding runners th at are
join ed to th e dr awer divid ers at th e front
and a rail at th e back. Dressing tables and
high-ehest bases require runners let int o th e
fron t and rear of th e case, and guides and
kickers th at are eit her let int o th e inside
of th e leg blocks or nailed to th e inn er
case sides.

Sliding Dovetail for
Top Attachment

Case top slides
ontodovetail
on case side.

Side

Case Attachments
Many parts of 18th-eentury furni t ure

includ ing tops , moldings and feet- are
add ed to th e basic st ructure of th e case after
it is assembled. Because th ese part s are not
int egral to th e case, th ey are joined by a
variety of means, each designed to attach
th e part securely whil e allowing both th e
case and attac hed parts to expand and
cont ract independe ntly.

Battens for Top Attachment

CROSS SECTION

Top

TOPS
Pieces with att ached tops present a unique
problem for furniture makers. Tops are
usually th e widest component of a piece,
and as such th ey are subject to th e greatest
amount of expansion and contraction. Th e
top is also th e one component th at needs to
remain flat and inta ct more than any other.
We have already discussed chest tops th at
are int egral to th e case itself; we will now

Battens attached
across a frame or
case are used
to attach top
from underneath.

Rabbet for back

A sliding dovetail joins a
top to a side whileallowing
the top to expand and
contractwith changes in
humidity.
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Top

Frame

Frame

Peg

fram e, the top was able to expand and

cont ract. A more elegant method involved

the use of sho rt cleats, whi ch were tenon ed
into mortises in th e fram e and screwed or

nailed to th e underside of th e top . The
advantages of tenon ed cleats were th at they

allowed the top to expand and cont ract

freely while st ill holding th e top secur ely

in place.

A com mo n method of const ruc t ion for

rectangular tea t ables was to rabb et th e

Top

Glue blocks
and pegs were a
favorite method
of attachinga
top, but theydid
not allow for any
expansion or
contraction.

A tenoned cleat
holds the top to
the frame while
allowingthe top
to expand and
contract.

Glue block

Frame

Top

Onsome
rectangulartea
tables, the top
is rabbeted
where it joins
the frame, and
the top and
moldingare
gluedand nailed
in place.

Screws can be
used by them
selves to secure
a top if they
are screwed
through angled
pockets in the
frame.

Top Attachment

th e top is attached to th e batten , usually

with screws. Battens were favored amo ng
Newpor t cabinet ma kers , who used th em to

attac h the tops of dr essing tables, tea tables

and dining tables.
Screws were also used to screw directly

th rou gh fram es int o th e underside of table

to ps (see the drawin g above). An angled

pocket was chiseled into the inside of th e

frame, and th e screw ente red th e top at an

angle. By providing an oversized hole in th e

look at other tops th at are added to a case or,

as with tables, a fram e.

One way th at a top can be added to a

frame is with sliding doveta ils. The

geometry of t he sliding dovetail allows th e

top to expand and cont ract along th e

dovetail while rema in ing secure ly attached .
This meth od is somet imes used to join a top
to a dressing table of mortise-and -tenon

constr uctio n by cut t ing full-lengt h tails on

the top of th e case sides so th ey exte nd up

past the top of th e leg blocks at th e corners

(see th e d rawing at left on th e facing page).

Th e dovetail cut int o th e under side of the

top stops sho rt of th e front edge, so th e top

can be slid on from th e front. The only

visible signs of th e joint are on the back
edge of th e top.

A sim ilar met hod was used for at tac hing
overhanging case tops, where th e top joints

of th e case were slid ing dovetails and th e

botto m joints were conventional through

doveta ils. Somet imes th ese sliding dovetail s
were tapered over th eir length so th ey

wou ld tight en as th ey were pressed into
th eir final position . A variat ion on th e
sliding dovetail is a wedged slid ing dovetail,

where th e doveta il is on on ly one side of th e

joint and small wedges are driven into th e

straig ht side of th e joint to lock it in place.

Thi s method elimina tes th e ext raordinary

precision and tr ial-and -error fitti ng of

stra ight or tapered sliding dovetails. It

appea rs to have only half th e hold ing power
of two-sided slid ing dovetails, but, wit h th e

use of th e wedges, th e joint can be mad e
very tight over its entire length .

Cross-pieces were mention ed in th e

discussion of case const ruct ion (see p. 139) .

These members are dovetailed across th e

front and back of th e top of th e case and

create a false case top to whi ch th e over

hanging case top is attac hed. Som etimes the .
front of th e top is screwed in place and the

rear is affixed with sma ll sliding dovetails to
allow t he top to expand and contract freely.

Tops can also be attac hed with battens
(see th e drawing at right on th e facing page).

A batten is a narrow strip of wood th at

extends across th e width of th e top . It is

first attac hed to th e case or fram e and th en
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underside of th e top, t hereby allowing it to
drop onto th e frame. The thin edge was
given a rounded profil e and allowed to
overhang th e frame. Th e top moldi ng was

appli ed directly over th e top and nai led
th rou gh th e top int o th e frame. Because the
top was not free to expand and contract
across its width, many of th ese tables have
cracked tops. A better method wou ld have
been to let th e top into a rabbet in the
fram e and apply a mo ldin g to the frame,
th ereby secu ring th e top in place whi le
allowing it to expand and contract freely.

A less refined method of attaching

tops was simply to glue th em to th e frame

Applied-Molding Attachment

As case 
expands and
contracts,
front joint
remains intact.

Top of case

Front molding
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and add some glue blocks around th e
inside; often this method of attachment
was augmented by driving wooden pegs
th rou gh th e tabletop into th e frame. Made
to fit t ightly, the pegs help ed to hold the
top in place. Neither th e pegs nor th e glue
blocks allowed th e top to expand and

cont ract , and th e tops inevitably cracked
and some of the glue blocks came loose.
Nevertheless, there was still enough of a
bond to keep th e tops attached. Those that
eventually came loose were frequ ently put
back in place with pocketed screws th rough
th e fram e.

Side molding

Very little glue is
usedtoward back
of case.

Front and miter are
glued well.

Cross-nail miter joint.

MOLDI N GS
Th e historically accurate method of
atta ching most case moldings is to glue and
nail th em in place. Original pieces were

nai led with thin brads th at were tapered
over th eir entire length and held quite
securely. Across th e front of cases, th e
appli cation of a molding is straightforward,
but on th e sides , perpendicu lar to th e grain,
th e expansion and contraction of th e case
must be considered.

Moldings that are securely glued and
nailed in place restrict th e movement of the
side and will lead to a cracked side or an

un attached molding, depend ing on
wh ether th e side shrinks or swells. Wh en

th e side expands, it usually pu lls apart t he
mitered joint wh ere th e front and side
moldings meet .

Th e best way to attach moldin gs to the
case side is to affix th e moldin g at th e
mitered joint securely and let th e rest of th e
mold ing be less firml y attached. Thi s means
appl ying a concent rat ion of glue at th e
miter join t and th e area within a few inches
of it, and mu ch less glue along th e length of
th e molding. Th e molding is best cross

nailed through th e miter joint itself and at
regular int ervals of 4 in. or 5 in. along the
length of th e moldin g. The nails toward the
back of th e case will flex to accommodate
th e movement of th e case side. Wh en th e
case side expands or cont racts as a result of
changes in humidity, th e front of th e
molding will remain secu re and th e mit er
joint will remain inta ct whi le th e back part
of the attachm ent yields.

Boston cabinetmakers were fond of
gluing and nailing a st rip of wood on the
bottom of th e case exte nd ing from front to
back on eithe r side. Thi s st rip provided a
subframe of sorts , to which th e moldin g
and feet cou ld be atta ched . The sides of th e
case were able to move on the sub frame
without seriously compro mising th e
attac hment of th e moldin g or feet.



Back foot

Corner block

Case side

Case side

~'--f- Corner block

-oE--'--------'---\, Glue block

Stripsacross
front and sidesof
case bottom create
stablearea to
attach feetand
molding.

Solid strip nailed
to case bottom

Glue blocks

o

'--~_~~-.L~Corner glue block

L-t--r-N:r t-- Corner glue block

Back

Front molding

Case bottom

Glue block

Front molding

BOSTON METHOD

Foot Attachment

FEET GLUED TO CASE BOTTOM

FEET
Findin g a st ructura lly sound meth od of
attaching feet to a case is a challenge. Th e
case side and bottom expand and cont ract
across th e grain, and th e molding applied to
the outs ide edge does not. Th e feet are
attached to both of th ese dynami cally
dissimilar pieces and will have to bear th e
weight of the finished piece and th e side
forces of being dr agged across th e floor. In
additi on , the feet have to exhibit th e
ethereal or powerfu l qualit ies of th e era in
which th ey were mad e.

Atta ched feet depend on glue for their
primary means of adherence. William and
Mary ball feet were turn ed with a rou nd
tenon that was fit into a d rilled hole in th e
und erside of the case and secured with
glue. Bracket feet and ogee bracket feet were
also glued in place. Front feet are joined by
45° mit er joints at the edges; rear feet
usually have an abutt ing support on th e
back side. Th ey are glued together and

glued to th e molding on th e case bottom . A
vertical glue block in th eir inside corne r
reinforces th e miter joint and carr ies most
of the weight of th e case. Horizontal glue
blocks between th e feet , molding and case
help to adhere th e feet to th e case bottom .
Band y legs, or short cabriole legs, were
joined in mu ch th e same way. Their wide

knee blocks served as large glue blocks both
to support and adhere th e feet to the case

Th e liberal use of glue and glue blocks
did not leave mu ch allowance for the
expansio n and cont raction of th e sides, and
most cabinetmakers probably figured th at
enough big glue blocks would compensate
for the effects of wood movemen t. In
reality, the feet were adhered well enough

to the case to move wit h it, and the glue
joint with th e stat ionary molding yielded.
In retrospect , the Boston method of
attaching th e feet and molding to a st rip of
wood on th e underside of the case was
more structura lly sound and offered better
joint integrity.
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9
CABRIOLE LEGS

BALL AND CLAW FEET

h e cabriole leg is one of th e
distinguishing features of Queen Anne
furniture, and its use held over into the
Chippenda le period. Good cabriole legs are
not diffi cu lt to make, but a discerning eye
and careful planning are need ed to achieve
th e subtle grace of th e best original
examples. Since th e basis for Queen Anne
design lies in sculpted shape, and th e
cabriole legs are often th e most sculptural
components on a piece, the success of th e

piece can lie in th e refinement of the legs.
Ball and claw feet were one of severa l

types of animal feet used to terminate
cabriole legs. They are closely associated
with th e Am erican C hippendale period
an associat ion that is more by coincidence
th an design .

Cabriole Legs
On original pieces, th e characte rist ics

of th e cabriole legs can help identify th e
origin and skill level of th e maker, and
th ey are also indi cative of th e overall level
of sophistication of th e piece. High-style
pieces from th e shops of leading urban
cabinetmakers have legs th at flow smoothly
and are well integrat ed with the ent ire

design. More rural examples may appear
out of proportion to th e whole, or lack
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smooth ly flowin g conto urs. As with othe r
aspects of 18th-centur y furniture, th e
cabriole legs of less-refin ed examples ofte n

show the idiosyncrasies that give th e pieces
th eir cha racte r, whil e formal pieces exhibit
the skill in design and execut ion associated

With thecabriole shape
used for both legs and
arm supports, and a
strong presence afforded
bybold ball and claw
feet , the Newport
roundabout chair is a
tightly composed
symphony of sculptural
elements. This example
was made bytheauthor
for a private collection
afteran original byJohn
Goddard of Newport,
1760-1780.

with th e craftsme n who were leadin g th e
development of the style.

Because th e cur ved shape of cabriole legs
is fund amental to th eir form, even min or
irregulariti es can be glaringly apparent.
Irregularit ies becom e even mor e obvious



after th e piece has been fin ished to a
nice luster, at wh ich point it is too late to
reshape th e leg. Th ese irregulariti es are
not so mu ch th e result of variati ons in
dim ensions, but rath er of awkward
transitions from one part of a cur ve to
another, or min or bumps or dip s in an
otherwise smooth cur ve. After a leg has
been handcrafted, it makes very littl e
difference if one leg is, for example, '/ 16 in.
th inner at th e knee th an anothe r, but it is
glaringly appa rent if th e cur ves of th e leg
do not flow smoothly. A smooth shape is
more important th an an actual dimension .
Wh en it is well executed, th e cur ve of th e
leg should carry th e eye from th e top of th e
knee to th e tip of th e foot in a seamless
transition without interruption or
distraction.

MAKING CA BRIOLE LEGS
Th ere are four steps in making a cabriole

leg. First, a patt ern is made to define th e
profile. Second, th e profile is traced onto
th e prepared blank, which is th en sawn to
rough shape. Third, th e bottom of th e
Dutch or pad foot is tu rned on th e lath e.
Finally,th e contours are smoothed , and th e
leg is shaped to its final form. At each step
of th e process, careful atte nt ion to th e
profile will help ensure well-shaped and
consistent results.

Making the pa ttern
Successful cabriole legs begin with a
carefully made patt ern . One pattern of th e
profile is all th at is needed to define and
create th e leg. It is in thi s patt ern th at th e
dim ensions of th e leg are set and th e cur ves
are worked out before any wood is cut. If
one is working from an original piece, th e

patt ern making is redu ced to th e relatively
simple task of copying th e leg profile, eit her
by tr acing or measuring. If working from a
photograph , it is helpful to have one th at
shows th e leg profile from stra ight ahead.
Because th e legs are cur ved on all four sides,
looking at th e leg from an angle shows a

shape th at is an exaggeration of th e pattern
profile. Similarly, any part of th e leg th at is
not round in cross sect ion, and th at can

include all but th e foot and ankle, will
appear to be thi cker th an th e patt ern profile
when viewed at an angle.

Def in ing Dimens ions
of Cabriole Legs

K

A. overall length
B. maximum width at knee
C. length of leg block
D. width of legblock
E. height of adjoining knee block
F. depth of back curve
G. footdiameter
H. foot height
I. pad diameter
J. pad height
K. ankle diameter
L. ankle height
M.distance to peak of knee
N. distance to peak of back curve
O. distance to front inflection point
P. distance to rear inflection point
Q. knee angle
R. transition angle to knee block

In making th e pattern, th ere are many
key features th at can be measured to aid in
faithfully replicat ing th e or iginals. The
dr awing at left shows th e dimensions th at
define a cabriole leg. Besides th e obvious
measurem ents, th ere are several point s th at
are imp ortant in defining th e cu rve. Th ese
points denote th e width and location of th e
peak of th e knee, th e back of th e knee, th e
thinnest part of th e ankle and th e infl ect ion
points. Inflect ion points are th ose points
wh ere th e profil e changes from concave to
convex. It is rare to find period originals

th at have any discernible st raight sect ions
along th e length of th e leg. Th ere are
usually very slight curves th rou ghout th e
length , and locating th e infl ection points
aids trem endou sly in captur ing th eir most
subtle nu ances.

Th ere are a few general rules of thumb
th at apply to cabrio le legs. Th en , as now,
th e makers used rou gh stoc k in d imensions
of inch multiples. Most large cabriole legs
were cut from 3-in . stock, whi ch afte r
dr ying and planing could be more like
2314in. or 2% in. This dimension is a
com mo n th ickness at th e knee and foot for
tall -chest, dre ssing-table and dining-table
legs. Small er legs, such as th ose on chairs
and tea tabl es, usually measure 2'/ 2in. to
2% in . at th e knee. Very slender legs, such

as those on tu ckaway tables, may have been
squee zed from 2-in . stock. Because th e leg
is cut from a straight and squa re piece of
stoc k, just wid e enough to accommodate
th e pattern, th e width at th e knee is nearly
always th at at th e foot . Proportionally, thi s
work s out very well: Th e foot usually looks
to be of proper size wh en its diam eter is
close to th e width of th e knee .

Experience in measuring man y cabriole
legs has yielded a few more empirical
maxim s: Even on very robust legs, th e knee
rarely protrudes more th an 314in . beyond
th e leg block. The block tends to be no less
th an two-thirds th e width of th e knee on
well-proportioned legs, and th e ankl es are
frequ ently about 40%of th e knee width.

Th e location of th e peak of th e knee is
critica l to the appearance of th e leg. A good
first app roxim ation is to locate it down
from th e block a distance about 1/ 4 in.
greate r th an th e width of th e leg block. The
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angle at which th e top of th e knee meets
th e block is about 45 0

• The height of the
adjoining knee block is roughly equal to th e
width of th e leg block. The height of th e
foot is about one-quarter to one-third its
diameter, and th e pad, whi ch is usually
worn down on originals, probably sta rt ed
at I/~ in. tall. Once again, th e actual
measurements of original legs are th e best
source for th eir repl ication , but th ese
relatio nships in th eir geomet ry appear
repeatedly.Th ey may be of use where only
a few actua l measurements may be deter
mined and th e rest must be est imated.

O nce th e important dimensions of the
leg have been determined, th e pattern may
be drawn and cut from posterboard or thin
wood. It may take a few attempts before th e
profile pattern truly captures th e feel of th e
original. Measurements can go only so far in
quantifying th e curves of a well-shaped
cabriole, and a discerning eye is always
essent ial. Even a direct tr acing from an
original will require some smoothing, as
small variat ions in th e shape can alter th e

look of th e fini shed leg. It is very important
to have smoothly flowin g cu rves in th e
patte rn , and sight ing along th e length of th e
pattern can help show any irregularities
more clearly. The pattern will look like th e
drawing of th e leg on p. 149, but it is not
necessary to include th e shape of th e foot,
because th is will be turned later. The ext ra

The pattern is used to
draw the leg profile onto
the wood . The extra
1/4 in. at each endwill be
cut off when the leg is
complete.
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Growth -Ring Orientat ion

By orienting thegrowth ringson the end
grain to point toward the knee, thegrain
patternsfollowthe contours of the leg.
Orienting them in the opposite direction
yields a lessattractive pattern.

effort required to perfect the patt ern more
th an pays for itself by making th e rest of th e
work easier and yield ing a well-shaped leg.

Preparing and cutt ing the stoc k
Th e stock fro m which th e legs are to be
cut shou ld be dressed straight and square.
It should be about liz in. longer then th e
pattern or finished legs, and at least as wide.
Th e ext ra length allows I/~ in. on each end
of th e leg th at will be marred by clamping
and lath e centers; it will be trimm ed off
when th e leg is complete . A littl e ext ra
width allows for a continuous cut over
th e knee without th e blade running off
th e stock.

Before th e pattern is traced on th e stock,
th e orientation of th e growt h rings on th e
end grain shou ld be noted. Th e leg should
be cut so th at th ose rings are or iented to
point in th e dire ct ion of th e knee. As shown
in th e drawing at left , aligning the rings this
way ensures th at th e visible features of the
wood (the grain patt ern ) follow the shape of
th e leg. Aligning th e end-grain growt h rings

across the leg, from side to side, orients the
grain pattern in a way that is in opposition
to th e contours of th e leg. Whil e th e grain
orientation is not noticeable on darkly
finished pieces, it is quite apparent on light
pieces made of grainy wood like mahogany.
On some pieces, like those in which the legs
are th e major element of th e form, this
orientat ion of th e grain adds to th e qualities
of th e fini shed piece. It is one of th e small
features that separates truly inspired
furniture from th e ordinary.

Th e best way to mark the stock for th e
optimal grain orientation is to draw a
diagonal line on th e end grain in the direc
tion of th e growt h rings. One end of that
line will be th e corner of th e knee, and th e
other will be th e inside corner of th e leg. In
choosing which will be which, it's import ant
to remember th at th e leg block and th e
ankle will be at th e inside corner, and that
corne r should be free of any imperfections
in th e stock. It is helpful to mark th e inside
corner to aid in locatin g th e patt ern.

O nce the best or ientation of th e grain
is determ ined, th e patt ern can at last be
traced onto th e wood. With 1/~ in. left at

either end of th e pattern, th e profile is



drawn on two adjacent sides of th e blank so
th at th e ankle and block are positioned in
th eir marked corne r (ph oto, facing page).
For th e sake of accuracy, a marking gauge
should be used to scribe th e straight line of
th e block. If th e leg is to have a turned
Dutch foot, th e centers of both ends are
marked by drawing crossed diagonal lines.
The leg may th en be sawn to shape.

To create a sharp corner wh ere th e block
meets th e knee, a cut is made along th e

Sawing the Profile Line

Sawing from
both ends of the
profile line to
the intersection
of the blockand
knee results in
a sharp inside
cornerat that
point.

scribed line of th e block first (usin g a frame
saw or bandsaw). Th en, sta rt ing from th e tip
of th e foot, th e cut is cont inued up th e leg,
over th e knee, to meet th e first cut . By using
a piece of stock slightly larger th an th e width
of th e leg, th e cut over th e knee can be made
cont inuous and smooth. Very careful sawing
will make th e rest of th e leg shaping that
much easier. For th e utmost in accuracy,
half th e line on th e leg should be left .

Aft er th e profil e on one side has been
cut out, th e scraps can be reattached with a
spot of hot glue or double-sided tape and
th e second side can be cut out. On ce all the
sawing is done, th e scraps can be pu lled off
to reveal the rough cut shape of the leg.

Turning th e foot
Before the leg is shaped, the foot and pad
are turned on th e lathe (see p. 183). At th is
point, th e foot is st ill square stock, defined
by th e sawn shap e on th e top and th e penci l

line from th e pattern on th e bottom .
Th e leg is set up in th e lath e using th e
cente r marks on either end, with th e foot
nearest th e tailstock. Th e eccent ricity of
th e piece will require sta rt ing th e lath e at
its slowest speed.

Th e square foot may now be turned to
near round. Before th e pencil lines are
turned off, a parting tool is used to cut
straight in below th e bottom line, leaving
a stub less than I in. in diam eter. Thi s stu b
is cut off when th e leg is complete.

With th e foot turned near round, th e
profil e of th e bottom of th e foot and th e
pad may be turned. Using calipers ensures
a cons istent diam eter of the foot and pad
from leg to leg. Th e shape of the bottom of
the foot is best determined by eye. Before
the leg is completed, th e lathe should be
stopped to make sure there are no flats
from th e square stock remaining on th e
largest diam eter of th e foot .

After onesideof the leg
hasbeen cut, the scraps
are reattached (with hot
glueor tape) to aid in
cutting the second side.
With the scraps
removed, the legshows
its rough-cut shape.

The foot is turned from
the square using the
lineson thewood and
the sawn shape as
references. A skew chisel
is used to cut the line
that will define the top
edge of the foot.
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With the leg securely
clamped, a spokeshave
is used to smooth the
sawn contours of the leg.

The topof the foot is
shaped round with rasps
andfiles. The contour of
the foot from the round
ankle to its largest
diameter should be
smooth andcontinuous
andshow no trace of the
flat sawn surfaces.

A line is cut with th e point of th e skew
chisel to defin e th e top of th e foot . This cut
is usually a good 1/1 6 in. deep . Th e line

should go all th e way around th e top of th e
foot , and not disapp ear at th e bandsawn
sect ions. A scribe line should be cut first;
then, with th e lathe sto pped, th e position of
the line should be checked before th e final
cut is mad e. This line will be used as a guide
in shaping th e top of th e foot and will
rema in a visible characterist ic of th e back of
th e foot . If any sanding is necessary, it can
be done whil e the leg is st ill in th e lath e.

Shaping the leg
Now that th e bottom of th e foot and the
pad have been tu rned to th eir fin ished
shape, th e shaping of th e rest of th e leg may
begin. At thi s point, th e leg is cut to its
rough shape and is probably difficult to
hold whi le working on. O ne good way of
secur ing it is to clamp it length wise in a
pipe or bar clamp . The clamp may th en be
held verti cally or hori zont ally in a bench
vise (top photo at left) .

With th e leg held hor izontally, a
spokeshave is used to smooth as mu ch of
the curved, sawn surface of th e leg as
possible. Th e ext remit ies of th e leg, th e top
of th e foot , th e ent ire leg block and th e top
of th e knee wh ere it meets th e block may be

left rough for now. At thi s point, th e goal is
to shape the cu rved surfaces to th eir final
contour . Most of th is curve smoothing can

be done with a flat-sole spokeshave. A flat
sole spokeshave will do a better job of
flatten ing bumps, wh ereas a curved-sole
spokeshave will tend to follow th em. For
best results, th e spokeshave should be held
at a skewed angle while cutt ing down the
leg, in effect increasing its length . Th e
spokeshave should be in peak sharp ness,
and set for a very thin cut .

If th e pattern was smooth and th e
sawing was done carefully, this smooth ing
should amount to littl e more th an cleaning
off th e saw marks. Sight ing along th e length
of th e corne rs and looking for irregularit ies
is a good way to check th e smoothness of
th e shape. With a well-sharpened and
familiar spokeshave, irregularit ies can

usually be felt better th an th ey can be seen.
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A smooth cut and a continuous shaving are
indicative of a smooth shape.

By moving th e leg to a near vertical
position, the shaping of th e top of th e foot
may be sta rted (bottom photo, facing page).
Shaping is don e with a half-round rasp and
finished with a fine file. Working from the
ankle down, th e sharp corners are removed
so th at th e ankle is round in cross sectio n
and the round shape flows downward to th e
turned cut that defines th e top of th e foot.
Th e sawn sur faces serve as guides to
achieving th e final shape, especially on th e

front of th e leg. Itcan be helpful to make
th ese sect ions octagonal first, and th en
round. This shaping is more art than
science, so th e most valuable tool is a keen
eye. Wh en properly shaped, th ere should be
no bandsawn flats on th e top of th e foot,
and th e shape should be symmet rical when
viewed from th e front or back. Wh en using
th e rasp near th e outer edge of th e foot, th e
cut should be made inward to avoid
chipping off th e outer edge.

Th e corne rs of th e leg are shaped with a
spokeshave so that they remain nearly
square at the knee and blend into th e round
cross sect ion at th e ankl e (top photo at
right) . Legs vary greatly in shape, with some
being fully round from th e knee down, and
others being square th rough th e ankle.

Whatever th e final shape, it is cut at thi s
tim e. It's important to keep an eye on th e
symmetry and th e side view of th e leg as it
is being shaped. As was the case with th e
top of the foot, it may be helpful to cut
th ese corners at a 45° angle first , and th en
go back and round th em. By doin g that, th e
width of th e cut is indicative of its depth,
which helps make a smooth tr ansition from
a square knee to a round ankle. Chamfering
the corners first also helps make th e shaping
from corne r to corner and leg to leg more
consistent . A fine file should be used to
finish th e shaping and blend th e cur ves into
the ankle and foot.

Th e leg is now in its final form, and the
surface may be scraped or sanded smooth
(bottom photo at right) . Care mu st be taken
not to round th e corners of th e leg block or
th e sides of th e knee where th e knee blocks
attach. (Using a small sanding block on
the flat surfaces of th e leg helps detect and

The corners of the leg
from the knee to the
ankle areshaped witha
spokeshave. The legs of
original pieces vary from
square to fully roundat
the knee. Over the
lengthof the leg, that
shapemust show a
smooth transition to the
cross-sectional shape at
the ankle.

A final scrapingsmooths
the surface, and the
cabriole legis complete.
Asmall sandingblock
may be used to flatten
anyminor irregularities,
though careful work with
the spokeshave usually
makes that unnecessary.
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flatten any irregularit ies.) The leg need only

be smoot hed fro m the knee down; the top
of the knee and the tran sition to the knee

blocks will be trimmed and sm oothed later.

Sim ilarly, the outs ide of the leg block will

be scraped to be flu sh wit h th e rest of the
piece afte r it is assembled. The ext ra 1/ 4 in .

on eit her end of the leg is cut off, and the leg

is ready for mor tising and assembly.

REGIONAL AND STYLISTIC
VARIATIONS

This look at how cabriole legs are made

used t he case of a fairly gene ric leg that was

square at the knee and round at the ankle

with a Du tch or pad foot, not unlike wh at

one wou ld expect to find on a Queen Anne

piece of New England origin. As mention ed

previously, th e pro file and fin al shaping of a
cabriole leg are ind icat ive of its time and

place of origin, and ofte n its maker and his
level of expertise. New England legs tend to

be t hin and st raight, wh ereas Philadelphia

legs tend to be sto uter and with a more

pronou nced S shape to th eir profil e.

Newport cabinet makers made the square

cross section of th eir legs one of the
signature elements of some of their designs,

C -SCROLLS

while Boston makers produced examples

that were more complete ly round from th e
kn ee to the foot.

The foot and pad are also distinctive

features. Between individual makers, even

in the same city, variation s in feet and pads

can be ext reme. Some examples have wafer

thin feet on unusually tall pads, whil e
othe rs have feet of full thickness on nearly
unnoticeabl e pads . Som e feet have flat

tops that look like discs, while other tops

are conical and meet the foot at a more
vertical angle. While indi vidual makers had

their characte rist ic shapes, these shapes

were subject to change over time, and in

fact could change from piece to piece. In

repli cating a leg, all of the subtle cha rac

teristics are as imp ortant to a successfu l leg
as the major dimension s and shape of the
cabriole. In designing a piece in the manner

of the originals, these minor cha racte ristics

sho uld be conside red .

The shaping and detailin g of cabriole

legs give a good indi cati on of the degree of

sophisticati on of ori ginal makers. There are

numerous exa mples of legs that are too

straight, as well as exa mples wh ere th e legs

are so cu rved as to be com ical. Ap art from

the continu ity and fluidity of th e cur ves

and th e balance of the knee with th e foot,
there are other detail s th at point to th e

maker 's level of skill. For example, you

occasionally see tops of Dutch feet that are

not quite round and still bear th e vestiges of

th e sawn flat surfaces. This feature seems to

point to a timid and weak effor t on th e part
of the original maker. More sophisticated

furniture makers would have had th e

confidence to make the shape of th e leg
conform to their wishes.

Knee Blocks
Knee blocks are one of the sma llest

components on any piece of fu rni ture, but

they are imp ortant enough to merit their

own discu ssion. Knee blocks make th e
transition from th e vertica l form of th e leg
to the hori zontal aspect of an apro n, frame

or seat rail. They also have th e visually

imp ortant job of finishing th e sweeping

curve of a leg and connecting it to either a

robust cyrna-cu rved apron, as on a Q ueen

Anne high chest or chest-on-frame, or a

rectilinear form, as on a Chippendale chair.

On a piece like a chest with ball and claw

C-scrolls are carved details

that help blend the shape

of the cabriole leg into the apron

on more sophist icated Queen
Anne pieces. The scrolls

terminate in little volutes th at

protrude from the profile shape

of the leg and apron, and they
need to be planned for in the leg

pattern from the very beginning.

The bumps th at will event ually

be volutes have to be cut out and
worked arou nd until they are

ready to be carved, which is

usua lly about the last ste p in

making the leg.

154 C H A P T ERN I N E

The C-scroll is not any higher

then the sur round ing surface,

but it has that app earance
becaus e the adjacent material

is carved in a gentle slope to
the scroll. The depth of this

carving is usually about I/ S in. ,

and the width of the scroll itself
is between 3/16 in . and 1/ 4 in.

On well-executed examples, the

carved relief that brings out

the C-scroll continues un
interrupted from the apron,

down the leg, and flows into the

shape of the corner below the
volu te .

The C-scrolls at the topof cabriole legs are raised by carvingawaythe
surroundingarea after the leg has been assembled to the apron.



With short bandy legs
(knee blockacts as a
glue block)

Knee block is gluedandattached
with cut nails on the underside.

Knee and knee blockare trimmed
to shapewith spokeshave and
chisels.

Profile is traced
from pattern.

o

Under-the-apron

o

Cross section
is tracedfrom
kneeand cut
to shape.

Over-the-apron

Knee-Blo ck Styles

Installi ng Knee Blocks

feet or a band y-legged desk, th e blocks are
wider, more elaborately shaped and visually
important. Here th ey are st ructura l as well,
serving as large glue blocks to secure th e
short legs.

In most cases, th e knee blocks are add ed
after th e piece has been assembled . Knee
blocks fall into two groups, th ose th at go
over an apron, and th ose that attac h under
th e apron or rail. In both cases, th ey make
th e t ransition from th e leg to th e apro n,
and make a logical terminus for th e cabriole
shape. Th e over-the-apron knee block is

seen in th e Queen Anne period on examples
from Boston and th e North Shore, and th e
Connect icut River Valley, most notab ly, t he
Deerfield area. Th e under-th e-apron knee
block is far more commo n, and makes up
th e bulk ofk nee blocks on Qu een Ann e
and Chippendale pieces.

In eit her case, th e blocks are made to fit
th eir posit ion, cut to rough shape, attac hed,
and th en tri mm ed to final form. Except in
th e case of a very wide knee block, th e grain
is oriented vert ically to match th at of th e
leg. A square blank of suffic ient size is first
held in place, and th en th e profile of th e
top curve of th e knee is drawn onto it
(drawing at right). Th at shape is th en cut,
forming th e front curve of the block. Th en
th e profile of th e block is d rawn onto that

face, using a cardboard pattern , and th at
shape is cut. Th e block is now cut to shape
and may be glued in place. O nce th e glue
has set up a littl e, a coup le of small cut
nails should be added and set for good
measure. Th e original makers d id use both
glue and nails to secure th e knee blocks.
(Glu e alone should be sufficie nt for th e
over-the-apron blocks.)

After th e glue has dri ed, th e top of the
knee and th e knee block may be cut to final
shape. A skewed, hori zontal cut with a
sharp chisel across th e knee and block
works well. Th e top of th e knee and th e
block are th en scraped, filed or sanded
smooth. Th e side profile of th e block
should be cleaned up with a fine rasp or

chisels. As with shaped apro ns, th e inside
corne r of th e block should be chamfered to
remove th e rough edge (see p. 122).
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Anatomy of a Ball and Claw Foot

Tendons

t hat was a design goal of th e period. The ball
and claw was based upon th e Chinese
symbolism of st rength as the guardian of
purity from evil, as exemplified by a dragon
clut ching a pearl, but it was modeled closely
after th e claws of English and Am erican
bird s of prey. Like so many aspects of th e
furniture, Am erican ball and claw feet often
have a spirited presence that exceeds th eir
fun ction as mere decorative elements and
makes th em remarkable in th eir own right.

The carving of ball and claw feet is one
of many signato ry features of Am erican
furniture of th e period . As in many other
aspects of th e furniture, regional preferences
and styles emerged (see th e drawing on th e
facing page). Massachu setts ball and claw
feet have the dist inctive characte rist ic of

side toes and talons that are swept back at
an appreciable angle. Newport feet are
exceptionally life-like, with st rong knu ckle
joints and often an open space between the
ball and talon . Philadelphia feet tend to be
stout and powerful. Th ey often have a
slightly flattened ball with a web stre tched
over it between th e toes, and show very
littl e of th e talon . New York feet are similar
but have a distin ctive square and sharp
knu ckled quality. Neglectin g all th e other
detai ls of design and const ruct ion, ball and
claw feet alone can indicate th e place of
origin of a piece.

Ball and claw feet can ident ify th e maker
as well as th e place of origin. No two makers
carved feet exactly th e same way,so an
indiv idua l carver's work was as un ique as a
signature . Th e works of John Goddard and
John Townsend , two Newport furniture
makers who se work was often lumped
together in the past under th e headin g of
th e Goddardffownsend school, are
immediately recognizable and distinguish

able from one another by th e characteristics
of th eir ball and claw feet alone. Godd ard
feet feature a bulbous hallux and ankles
th at are set well back on th e ball. Townsend
feet show a more vertical aspect, with a
smooth, cont inuous hallu x extending from
an ankle that is positioned closer to th e top
of th e ball. Th e stylized ball and claw feet of
th e Hartford area's Eliphalet Chapin are
clearly recognizable. Many of th e larger
urban shops emp loyed carvin g specialists
for th eir work, so th e shop may not have
had a distin ct indi vidu al style. Whi le th e
work of individual hired carvers is identi 
fiab le, most worked in obscurity and carved
for a number of shops during th eir careers.

With practice, carvers of ball and claw
feet arrive at their own indi vidual styles

over time. A carver who is not tr ying to
emulate another carver's style will develop a

unique method of work, a set of details and
a preferred style. Once one has established
an individual style, it is more difficult to
repl icate someone else's style, but th at is
necessary for an accurate and authentic
replication of a piece. Th e analogy of a
signature holds that it is more difficult to
forge a signature convincingly th an to sign
your own effortlessly.

Talon

Front toe
(or digit)

Knuckle joints

Undercut (of
opentalon)

-?-- - - Diameter at floor------;~

Ball

Rear toe
or hallux

Ball and Claw Feet
While Dutch or pad feet were th e most
common type of foot for a cabriole leg,
especiallyduring th e Queen Ann e period,
ball and claw feet were also a popular

termi nus. Ball and claw feet were seen in
English furn iture during th e first quart er

of th e 18th century but did not come into
use in America before about 1740. Th ey
came into fashion during th e Queen Ann e
period, but peaked in popul arity with th e
Chippendalestyle, and th erefore, quite by
coincidence, are associated with Am erican
Chippendale furniture.

Th e associat ion is appropriate, since
th e foot portrays th e power and presence
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Ball and Claw Foot Variat ions

MASSACHUSETTS
Swept-back sidetoe and talon

NEWPORT
Strongknuckles, open space

between ball and talon

PHILADELPHIA
Flattened ball, webbed toes

NEW YORK
Square, sharp knuckles

JOHN TOWNSEND JOHN GODDARD ELIPHALET CHAPIN

CA RV ING BA L L AN D
CLAW FEE T
Balland claw feet can be carved methodi
cally,one ste p at a time-they are not just
chiseled from th e solid in an off-hand
mann er.Thi s meth od ensures a well-formed
foot with a continuous spherical ball,
st raight and symmet rical claws, and a
consistency and un iformity among other
feet in th e set . As a general overview, th e
emphasis is first given to forming a well
shaped ball, and then th e toes and talons are
carved to conform to it .

Mak ing th e pattern
Like th e cabriole legs to whi ch th ey are
attac hed, good ball and claw feet begin with
a good pattern . Th e patt ern defines th e
block from which th e feet will be carved.

The block from which
the foot is carved is part
of the pattern of the
cabriole leg.
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The layout of the foot is drawn on the rough-cut leg and includes a center, the
approximate position of the toes, and circlesthat definethe shape of theball.

Materia l is cut.from around the talons and the ball is cut to a cylindrical shape using
the large circle on the bottom asa reference.

Th e shape of th e block locates the position
of knuckle joints and defin es th e transition
of th e foot to th e leg. Working from an
original, a drawin g or a photo, th e shape of
the patt ern is an ext ension of th e shape of
the leg and can be taken from a profil e view.
When in doubt as to th e exact profile shape
of th e foot, it is best to err on th e side of
caution by leaving a block th at is at least as
tall as it is wide. The width of th e block is
equal to th e diameter of th e ball, which is
usually equal to th e width of th e leg at th e
knee. Th e foot block is cut whil e cutt ing th e
shape of th e cabriole leg.

relative to th e height of th e ball and th e
position of th e ankle. Determining where
th e digits meet is not crit ical at thi s point;
they can be adjusted later in th e carving.

C arvi ng th e ball and claw
Th e leg needs to be held securely wh ile it
is carved-a pipe or bar clamp held by th e
bench vise is ideal for th e purpose and
allows th e leg to be fixed in almost any
positi on (photo at right above). Most of th e
carving is done whi le th e leg is clamp ed

horizontally. Th e position of th e toes is
defined by cutting along th e inside of th e
claw lines to a depth of about 1/ 4 in. with a
Vshaped tool, veiner or gouge. The ball is

th en shap ed to a cylindrica l form with a flat
chisel, using th e larger diameter circle on
th e bottom as a guide. A line is drawn
around th e cylinder to mark th e mid point
or "equato r" of th e ball. Th e cylinder will be
cut to a sphere above and below thi s line.

Th e top of th e ball should be shaped
first, using a flat chisel to work th e cylinder

Laying out the ball and claw
Th e first ste p in th e layout is to mark the
center of th e bott om of th e foot with
crossed diagonal lines (phot o at left above).

The lines also serve as reference lines for th e
position of th e claws. From th e cente r, one
circle is d rawn tangent to th e outside edges
of th e block and another circle about 1/ 4 in.

in from it. Th e larger circle is th e diameter
at the midpoint of th e ball, and th e smaller
one is th e diameter at th e floor. Lines are
drawn about 1/ 4 in. to 3fs in. in from th e edges
of the shaped block to mark th e position of
th e toes. As th e lines converge at th e top of
the ball, th ey mu st be drawn to conform
with th e shape of an or iginal foot . Th ere is

no formula or method for thi s, but the point
where th ey converge can be est imated
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The midpoint of the ball
is drawn on the cylinder
andthe top of theball is
cut to a hemispherical
shape. The claws are left
uncarved until the ball
has been fully shaped .



to a hemisphere. It is important to note
that th e top of th e ball, th e "north pole," is
und er th e front digit, not at th e ankle. As

the top of th e ball is shaped, a veiner is used
alternately to redefine and deepen th e cuts
on either side of th e toes. The ball should
be carved on all four sides of th e foot until it
has the appearance of being round and
continuous. It should be inspected from all
angles to ensure th at it is th e same height
on either side of th e toes.

Next th e bottom half of th e ball is
shaped, using th e smaller circle on th e
bottom of th e foot as a reference (photo at
right). Depending on th e geometry of th e
foot, th e smaller circle may have to be
redrawn. Feet th at show more of a fully
spherical ball will have a smaller diameter at
th e floor. At thi s point, the ball should be
roughlyshaped and th e position of th e toes
should be clear. If th e ball appears too flat
or too tall, it should be adjusted. Th e width
of th e claws may also be adjusted to clean
up th e line where th ey meet th e ball.

Th e toes th emselves are carved next.
Th eir posit ion is defined and th eir width is
already approxi mated, but th e layout of th e
joints remains to be marked. A mark is
made at each joint and at th e top of each

Once the ball has beencarved, the position of the
knuckle joints is markedand thetoes are carved to
shape.

talon wh ere it meets th e toe. The talon s
mu st be of equal length and th e layout of
th e joints mu st be consistent from foot to
foot. Th e position of th ese features is
gauged relative to th e top of th e ball, th e
midpoint of th e ball and th eir relative
distance from one another. Th e digits are
carved flat between th e joints, and th en the

The toes arecarved to blend into theankle. These
Goddardfeet havethin tendons that emphasize the
grip of the claw. The tendons are raised by removing
the adjacent material.

The bottomhalfof the
ball is shaped using the
circle on the bottom as a
reference. The shape of
the ball is then adjusted
and refined to a fully
spherical form.

joints are raised by carving th ose sect ions
thinner and concave. The slimness or
knobi ness of th e toes is determined by how
th e joints are carved at thi s poin t .

The stance and "grip" of th e claw are
determined by th e str engt h of th e toes and
th e way th ey blend int o th e ankle. Power
full y gripping claws conform tightly to the

The width of the talon is carved to a taper from thetoe
to thefloor. These talons are left thick enough to be
undercut.
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Open talons are made
by undercutting the talon
with a small knife or
skew chisel.

ball, show th e tension of raised tend ons at
th e ank le, and hold th e ball from behin d.
Less-powerful grips hold th e ball from
above and show a more relaxed grasp. There
are no formulae for making th e tr ansition
from the foot to th e ankle, other th an to
make it look natural and contin uo us. Like
joints, tend on s are raised by removing th e
material on either side of th em . It is best to
have a model or good photo on hand fro m
which to work. This is th e aspect of th e

carved foot th at requires th e greatest
amount of art istry.

Finally, th e talons th emselves are carved.
Philadelphia and some New York feet show
littl e more th an a suggest ion of th e talons;
often th e end of th e toes is simply carved to
a blu nt point. Boston talons are more
appa rent and are frequently delicate and
thin. Th e talons of th e Newport ball and
claw feet, however, are a significant part of
their design . Th ey are long, often sta rt ing at
or near the midpoint of th e ball, and are so
pronounced as to stand away from th e ball,
leaving an ope n space and meet ing th e ball
again just above th e floor.

Th ese dist inctive Newport open talons
are carved by first shaping th eir outside
contour high eno ugh to allow for th e
undercut . Th e area under th e talon is
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The completed ball andclawfoot. Wetting the footwith
water offers a preview of what the foot will looklike
with a more lustrous finish.

removed by cutt ing its outline and th en
cutt ing awayth e material within th at.
Material is cut away from both sides of th e
claw until th e un dercut meets in th e middle
(photo at left). Th e underside of the talon is
tr immed to shape, and th e ball is trimmed
to flow smoothly from one side to the other.
A small skew chisel or sharp pointed knife is
recommended for undercutting claws.

Th e ball and claw foot is now completely
carved to shape, but many refinemen ts and
adjustments are inevita ble. To finish with a
crisp and well-detailed foot, as mu ch of it
as possible should be shaped with chiselsor

cutt ing tools. Some very fine sanding will
be required to blend th e remainin g tool
marks and to achieve a surface smooth
enough for fini shin g.Th ere is some question
wh eth er original carvings were sanded or
not, but close inspection of some very well
preserved originals shows an absence of tool
marks and a surface consistent with having
been smoothed with something like shark
skin or a sand leath er. Th e foot will have

some luster when it is finished with a top
coat, and any irregularities in its shape will
th en be more apparent. Wett ing the foot
th oroughly with water and examining it
while it is still wet and shiny offers a preview
of what th e finished foot will look like.

CARVING A SET OF BALL
AND CLAW FEET
To make a set of ball and claw feet th at are
uniform and consistent from foot to foot,
it is best to work on all four of th em
simultaneously. By performing th e same
ste p on all fou r feet before going on to th e
next, th ey progress simultaneouslyand,
it is hoped, equally.With any ball and claw
feet, and especially the more sophisticated
ones, many refinements and iterat ions are
requ ired to achievejust th e right look. Th at
look has to include a cont inuous and well
rounded ball, symmet rical and authentically
detailed claws, and a consistency amon g the
feet of th e set . In addition, if th e piece is a
replica of an original, th e work requires
captur ing th e spirit of th e original feet.
Making a good set of four legs with Newport
open-talon feet can take as long as four days.

Exemplary feet cannot be hurried.



Cabriole legs withslipper feetor trifid feet begin in the same manner as those with
pad feet (left). With slipper feet (center). the foot is shaped to a tapered teardrop
shape rather thanturned. Trifid feet are similar but arecut to a three-toed pattern
with chisels and gouges (right).

Th e spirit and presence of th e feet are
one of th e most important yet least
definable att ributes of th e ball and claw.
Th ey exude a presence, and , as an important
part of th e American Chippe ndale
aesthet ic, th ey were intend ed to do so. That
presence can range from th e graceful and
delicate perch of a light piece to th e
powerful and mu scular grip of th e flattened
ball of a case piece. Between is a range of
ball and claw feet from th oroughly life-like
to charmingly stylized. Replicatin g an
original design achieves its goal if it imparts

th e same sta rtl ing impression th at th e
original does.

Other Feet
In addition to ball and claw feet and Dutch
or pad feet, several other kind s of feet were

in use during th e 18th century. Newport
cabinetmakers found stylist ic success with
slender, pointed, slipper feet. Philadelphi a
fu rniture makers somet imes used three
toed trifi d feet and occasionally scrolled
feet, both of which were closely linked with
prevalent English styles. Makers in both
Massachu sett s and Penn sylvania are known
to have used square feet , whi ch are very
much like Dutch feet before th ey have been
turned.

SLIPPER FEET
Slipper feet are a trademark feature of
Newport cabinetmakers. Th e foot enhances
well-shaped cabriole legs and furthers th e
aim of th e Queen Anne style by giving th e
finished piece a delicacy, lightness and small
footprint. Cabriole legs that end in slipper
feet are made in th e same mann er as th ose
th at end in Dutch feet . Th e layout and
cutt ing of th e leg are identica l, but th e foot
is cut to shape rath er th an turned. The
footprint is th e shape of a teard rop, and th e
foot tapers slightly toward th e floor. Some
examples of original Newport legs with
slipper feet are square in cross sect ion at th e
ankle, with a gentle ridge extending along
th e top of th e foot to th e tip of th e toe.
Other examples are round at th e ankle,
which extends along th e foot as a softly
rounded top.

Slipper feet are made by drawing th e
pointed patt ern of th e footprint on th e

bottom of th e leg, and cutting th e foot to
shape. Since th e foot actually tapers from
top to bottom, th e footprint pattern should
be sized to fit on th e stock with about 1/ R-in.

space all around it. Th at way, th e top of th e
foot will be as large as th e stock permits.
Slipper feet do not have a pad, and th ere is
no need for the ext ra 1/4 in . left on legs with
Dutch feet . Th erefore, th e foot on th e leg
profile pattern may be aligned with th e
bott om of th e stoc k wh en th e leg is laid out .
Except for th e foot, th e leg is cut out and
shaped as usual. In shaping the foot, th e
bulk of th e material may be sawn off, and
th e rest is best shaped with a spokeshave.
Th e shape of th e leg flows right int o th e
shape of th e foot, so some of the shaping of
th e foot and leg can be done concurrently.

Wh ereas Dutch feet have a turned line
to mark th e top of th e foot, th e tops of
slipper feet are not so well defin ed. A pencil
line SIR in . or 3f4 in. from th e bottom and

extending all around th e foot helps in
shaping th e front outside corners of th e
foot to a crisp line and uniform height.
When th e leg is cut carefully according to
th e pattern , and th e shape of th e foot has

been cut, th ere is surprisingly littl e more
shaping to do. Th ese two operations define
most of th e shape of th e foot, and all th at is
left is some smoothing and fine shaping.

Th ere is not nearly as mu ch stock to rasp off
as when shaping th e top of a Dutch foot . As
with Dutch feet , th e symmetry of th e foot
should be checked from th e front and back.
Once th e foot is in its final shape, a spoke
shave is used to chamfer th e bott om edge
about 11Rin. wid e to avoid chipping of th e

bottom edge.

TRIFID FEET
Trifid feet (som etimes called "drake" feet)

differ from slipper feet in littl e other th an
shape. Th e layout, cutt ing and shaping of
th e leg are identical, but rath er th an cutt ing
the foot to th e teardrop shape, a three-toed
pattern is used instead. As with th e slipper
foot, th e trifid shape is cut at a taper. To

avoid chipping off edges, it is best to shape
th e top of th e foot in th e same mann er as a
Dutch foot before th e trifid shape is cut .

Th e more intricate shape requ ires th e use of
flat ch isels and gouges, aft er wh ich th e
shape is cleaned up with rasps and files.
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10
SURFACE

ORNAMENTATION

h e decorat ive tr eatments given to
furni tu re su rfaces during th e 18th century
are among th e elements th at dist inguish
the importan t style periods. Along with
form and proportion, th e surface aided in
maki ng th e piece achieve th e design ideals
of th e period. During th e William and
Mary period, th e focus on th e su rface was
intense, with symmet rically arranged,
burled veneers providing most of th e
inte rest . During th e Queen Anne period,
th e emphasis shifted to th e grace of th e
form, and th e smooth surfa ces were
punctuated by th e restrained use of carved
orna ment. Th e Chippendale era was
witness to an increased use of carving, as
elabora tely carved details were used to
create a sumptuous su rface. The Federal
era brought th e su rface tr eatment full
circle, returning once again to smooth but
elabo rately veneered and inlaid furn iture
surfaces, and confi rming th e idea th at
t rue revolutio ns in art restore more th an
th ey dest roy.

Fan and Shell Carvings
T he use of centrally located fan and shell
carvings is a Baroqu e style of orna men

tation th at came to England with th e influx
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of foreign influences following th e
Restoration of Charles II. Th ere are many

parallels between early English shell
carvings and th ose of Germany and th e Low
Co unt ries. Th ese carved ornaments came
to th e fore at th e beginnin g of th e 18th
century, when th e aesthetics of th e English
Queen Anne period called for smooth
surfaces and graceful lines int errupted only
by well-placed and carefully proportioned
carvings. Over th e next few decades thi s
restraint was abandoned, culminat ing in

th e orna men t-encrus ted designs of William
Kent in th e 1740s. Th e Chippendale-era
tastes called for rich and florid carving, and
many of the Baroque carved ornaments
were updated to include more of the flu id
Rococo influence. Th e Neoclassical t rends
th at followed relied on inlaid orname nt ,
so carved shells and fans fell out of fashion

in furniture.
American furn iture followed English

trend s in regard to carved ornament, but

Am erican tastesand practical conside rations

Aflat, straight-ray fan
is typical of rural New
Englandcentral carved
ornament.



filtered out most of th e English excesses.
Th e relative simplicity of American designs
made th e restrained use and proper

placement of cent ral carvings that mu ch
more import ant. As with most aspects of
American furn iture , th ere were distin ct
differences in th e sophisticat ion of carving
between urb an and rural areas. Urban
cabinetmakers carved designs th at were as
deep and bold as English work, whil e rural
makers tend ed toward shallower, geometric
designs. Given th e individualistic nature of
American cabinetmaking, shells and fans
ran th e gamut from simple to ornate, with
each region and maker having a preferred
method and style of carving. Like so many
other aspects of furniture of th e period, the
designs and characte ristics of carvings are
usually indicative of th e place of origin and
somet imes identi fy th e individual maker
or carver.

Given th e wide range of Amer ican
carving styles and designs, th e best way to
demonst rate th e technique of fan and shell
carving is to illust rate examples fro m both
ends of the spect rum. Th e steps in carving
both simple and complex designs follow.

CA RV I N G A
ST RA IG H T- RAY FAN
Among th e simp lest of cent ral carvings is
th e flat , st raight-ray fan (photo facing page).
Thi s design is shallow and geomet ric, and
can be carved with just a few tools. Fan
carving is typical of a rural northern New
England carvin g used to orna ment a central
drawer on a case piece.

The first step in making th e carving is
to draw th e design of th e fan on th e drawer
front (ph oto above). This is a very simple

The patternof the fan is
drawn on thedrawer
front.

design made with a compass and straight
edge directly on th e wood su rface. A
V-shaped carving tool or a skew chisel is
used to carve a V-shaped channel between
th e rays of th e fan (ph oto at left below).

Th ese channels are cut in pro portio n to th e
width of th e ray: At th e outside of th e fan,
th e cuts are deep and wide; at th e center,
th ey are shallow and nar row. A small
vertical cut at th e small end of th e channel
acts as a stop line and prevents th e wood
from breakin g off past th e inside circle.

AV-shaped carvingtool is usedto cut a channelbetween the rays of the fan. Each ray is rounded with a flat chisel.
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The fancarving is
complete, sanded and
ready for further
assembly or finishing.

Once th e channels between th e rays have
been carved, each ray is carved to a rounded
shape with flat chisels (bottom right photo,
p. 163). A fine line is often drawn down th e
cente r of th e ray to aid in rou nd ing both
sides evenly.To avoid cutt ing against th e
grain, most rays have to be cut toward th e
cente r on th e top of th e ray, and away from
th e cente r on th e bottom . It may be

necessary to deepen th e channel between
rays as th e carving progresses.

Th e finished carving may be further
smoothed or sanded to remove any flat cuts
from th e chisels th at remain visible. On

such a geometric design, any areas that
require adju stment will be evident and may
be reshap ed easily.

CA RV ING A CU RVED- RAY
S HELL
Co nt rast ing with simple fan carvings are
th e deep and detailed carvings of urban
cabinetmaking centers. One of th e more
distinctive of these is the Newport curved
ray shell , developed and used extensively by
th e Goddard and Townsend families of
cabinetmakers (see th e photo at left below).
These shells were used over th e course of

several decades on Newport furn iture,
with only minor variat ions. Newport shells
are three-dimensional, fluid and exactingly
detailed . Th ey have a sophist icated grace
that exemplifies th e Newport craftsman's
philosophy of rend erin g elegant designs

with detail ed precision .
Th e carving of a Newport shell begins

with drawing th e outl ine of th e carving
on th e workpi ece. Th e out line is two
concent ric arcs with th e wavy edge of the
lobes drawn between (see th e photo at right
below). When a shell is carved on an apron ,

as shown in th e accompanying photos, the
shell is fully int egrated into th e design of
the apron, and it is important that the shell
be sized accordingly. Since thi s is a dished
shell, th e shape of th e sur face of th e carving
is esta blished first . Using gouges, th e area to
be carved is scooped away to th e appro
priate depth (top left photo, facing page).
Thi s dish ing defines th e depth of th e
finished shell, so it is important th at th e
shape be uniform, symmetri cal and to th e
prop er depth. Drawing th e profile of th e
dish on th e bottom edge of th e apron helps
in achieving th e prop er shape. When th e
preliminary shaping is finished, th e surface
should be smooth enough to draw on th e
patt ern of th e carving in some detail.

The Newport curved-rayshell is the focal point of this Goddard dressing table.
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Anoutline of theshell is first drawn on the apron.



The carvingbegins by dishing out an area to establish thedepth of the shell.

Aflat chisel is used to round theconvex lobes of the shell.

Using a gouge , the concave lobes of the shell are carved accordingto the drawn
pattern.

The details of the center medallion or rosette arecarved last.

Th e pattern of th e carving is drawn
onto th e dished sur face freehand. It is

helpful to draw a vertica l centerline for use
as a reference. Since th e carving is cut to
follow th e drawn design, it is important to
draw th e pattern carefully and precisely.
On ce th e patt ern has been drawn, th e

concave lobes of th e shell may be cut with
gouges to a depth proportional to th eir
width (top right photo).

A flat chisel is used to round th e convex
lobes of th e shell (bottom left photo) .
Because th e lobes are three-dimensiona l,
one side of a lobe may change directions

relative to th e grain over its length . The
direction of th e carving may have to be
changed if th e cut begins to go against th e
grain. Here again, drawin g a line to mark
th e top center of th e convex lobes aids in

rounding th em and keepin g them shaped to
th e correct curve.
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Throughout the 18th century, veneers werecut byhand with a framed saw.
This illustration is from Roubo's Cart du menuisier ebeniste (Paris, 1774).

The carvingof the
Newport shell is
complete and ready for
assembly to the case.

On ce th e lobes of th e shell are carved
to shape, th e cente r ornam en t or rosette is
carved. Because of its fine detail, th e
carving of thi s area leaves littl e room fo r
error: T he design should be dr awn very
carefully and carved with great pat ience.
Th e details of th e sheaf are in very low relief

and requ ire shar p definiti on to be clear. The
shell shown in th e photos is for a relat ively
sma ll d ressing table, but larger shel ls for
desks and othe r case pieces have larger and
more highly detailed rosettes .

Th e shell is now carved to its fin ished
shape, and adjustments can be made as
needed. Wet t ing the carving with water will
give a rough idea of how th e shell will look
wit h the low luster of a finish. With th e
shell carved and smoothed, th e apron may

be assembled to th e case.

Veneering and Inlay
Th e use of veneers and inlaid decoration
was an important decorati ve eleme nt of
lSth-centu ry American furn iture. The
decorative use of veneer was at its peak in
the opening and closing quarters of th e
centu ry. During th e William and Mar y
per iod, which dominated th e fir st qu arter,
burled and book matched veneers were used
as a lively surfa ce t reatment. Inlaid banding
or st ringing served as borde rs for those
veneers on drawer fron ts and panels. This
practice d imi nished in th e Q ueen Anne
and Early Georgian era, as shape supplanted

sur face deta il in visua l importance. By mid
century, t he use of veneer and inlay had all
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but ceased, as carved detail and pierced
fretwork becam e th e dom inant decorati ve
treatment in Chippendale-style furniture.
With th e popularity of Neoclassical designs
after th e Am erican Revoluti on , veneered
sur faces and inlaid details re-emerged as th e
preemi nent su rface for th is new furn itu re.

The Neoclassical period was th e pinnacle of
th e use of venee r and inlay in th e history of
Am erican fu rn it u re.

Like most othe r aspects of Am erican

furniture design, th e use of veneer came
directly fro m English inspiration . English
court furniture afte r th e Restoration was
exte nsively veneered in keeping with th e

latest Cont inen ta l t rends. Wh ere cost was
seemingly no object, nearly every surface
was covered with decorative veneer.
Euro pean cabinetmakers had taken up th e
practice of building panels from pieces of
glued-together seconda ry wood and
venee ring th eir entire surface. Especially
popular were "oyster" and "rou ndel"
veneers, medallion-like patches of veneer
cut directly across or at an angle across small
diam eter logs. Th e court furn iture also
included a number of other labor-int ensive
details such as mo ld ings cut across th e grain
of th e wood to match cross-grain banding

and edges.
The Am erican interp retation of th is

work was mu ch more restrai ned. Tempered
by practical considerations and given an
abundant supply of attractive cabinet-grade
wood, th e American use of veneer was
generally limited to the facades of case
pieces, including desks, chests and dressing
tables. American makers used veneers of
burl ed walnut and maple to enliven th e
surfa ce. Veneer was bookmatched to

achieve th e sym metry and order important
to th e aesthetics of th e period . Most
veneere d panels and drawer fronts were also
bordere d with a mitered veneer bandi ng.
Cross ban ding was cut perpend icular to th e
grain, and feather or herringbone banding

consisted of two strips cut at a 45 ° angle to



the grain and arranged in a chevron-like
fashion. Cross-grain moldin gs were
generally too labor-intensive for American
makers.

During th e Neoclassical era, th e
similarities between th e English and
American use of veneers were greate r. Th e
design books of Hepplewh ite, Sheraton and
others were very specific about th e use of
veneer and th e details of inlaid orna ment so
its use was less open to interpretati on .
American makers were also known to have
used imported English inlays. Th e use of
figured veneer was so pervasive that a lively
trad e had emerged in satinwood, crotch
mahogany and figured birch, and similar
materials were readily available on both
sides of th e Atlanti c. Th e term marquetry is
generallyapplied to European and English
inlaid decoration, but similar work on
American pieces is said to be inlay.

VENEE R ING SU RFACES
Th roughout th e 18th century, veneer was
cut by hand from blocks of figured wood
using framed saws (see th e illust ration on
the facing page).Th e sawn veneer was th en
scraped flat . During th e first quart er of th e
18th century, corresponding to th e William
and Mary period, th e coarseness of th e saws
and the fragile nature of th e burled wood
preferred for veneer resulted in relatively
th ick sheets of veneer. Thi s early veneer was
somet imes as much as I/ S in . th ick-more
like thin boards. Since the William and
Mary furniture designs did not have curved
surfaces, th ere was no requirement for th e
veneer to be th in and flexib le. Surfaces th at
were to be veneered (th e ground surfaces)
were first scored with a toothed plane to
improve th e adhesion of glue. Th e veneers
were trimmed roughly to shape and
attached with liberal amounts of hide glue .
Period references menti on th at th e veneer
was held in place under boards th at were
either clamped or weighted. Th e usual
metho d of veneering with inlay or borders
was to apply the veneer to th e ground
surface first, and th en add th e band ing or
stringing once th e glue had dried .

By the Federal period, and with th e
passing of more th an half a century, th e

meth ods of cutt ing and applying veneer
had become more sophist icated. Th e
requirements of veneer in thi s period were
different from th ose of th e William and
Mary period . Veneer needed to be flexible
enough to conform to th e cur ved surfaces
of Neoclassical forms and capable of being
inlaid in minutely detailed designs. The use
of figured woods instead of fragile burl ed
wood, and a general refinement of saws,
allowed veneers to be sawn th inner than
they had been previously, averaging abou t
1/1 6 in. thick. They were sti ll cut by hand;
no use of machinery to cut veneer is known
until the early 19th centu ry.

If th e figured wood from which th e
veneer was cut had an elevated moisture
content, th e veneer would cont inue to dry
and shrink after it had been cut. Because
of th e irregular grain, th e veneers would
often dry too wavy or lumpy to be used, and
th ey would have to be flattened. Flattening
veneer is accomplished by sprinkling or
sponging th e wood with water to soften
it. It is th en stacked with a sheet of absor
bent blotter paper between each sheet of
veneer, and clamped or weighted between
two board s. Th e paper is changed daily
for dry sheets unt il th e veneers are fully
flat and dry.

Aveneer hammer is
the traditional tool used
to press thin veneer into
place andforce out
excessglue.

Hammer veneering
Like th e veneer itself, th e meth ods of
applying veneer had also evolved by th e
Federal period . Primary among th e
meth ods was hammer veneering, wherein
th e veneer is pressed into place with a hand
held tool. Th e veneer hammer has a 3-in. or
4-in. wide wooden and brass head and a
hammer-like hand le, and it is used like a
rolling pin or squeegee to press down th e
veneer and force out excess glue . As with
the veneerin g meth od of the William and
Mary period, th e ground sur face is first
scored with a tooth ed plane or scraper
blade. Th e ground sur face and th e veneer
are coated with hot hide glue, and th e two
are joined .

Th e veneer hammer is held with one
hand on th e head to exert downward
pressure, and th e other on th e handle to
guide its t ravel (photo above). Th e head is
moved across th e veneer in such a way as to
force th e glue and any t rapped air pockets
toward th e outside edges of th e veneer.
On th e ideal flat surface, thi s usually means
moving th e hammer in parallel stro kes
starting across th e cente r and progressing
toward th e outside, on one side and th en
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Hammer Veneering

Angle of veneer-hammer blade

th e other, holding th e head at an angle so
th e excess glue is always squeeze d outwards.
Thi s process is th en repeated in th e
perpendicular direction, until th e glue has
cooled and set . The same general method is
used on curved surfaces, th ough it is not
always possible to use th e hammer in as
many directions. Glu e appli ed to th e oute r
surface of th e veneer serves to lubricate the
motion of th e hammer throughout th e
procedure. It is later washed or scraped off.

The method of hammer veneering
cannot be fully appreciated or understood
without a familiarity with genu ine hid e
glue . Hid e glue is available in a dry granular
form, which is mixed with rou ghly an equal
volume of water and then heated in a
double boiler or hot glue pot . It has to be
kept hot (140°F-150°F) for use. Once

dissolved, th e hot glue has a syrupy
consistency and feels slippery between th e
fingers. As it cools it becom es stickier and
more viscous. It has a firm, gelat in-like
qu ality at room temperature. Overnight ,
th e moisture evaporates, leaving it hard and
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Glue and air
are forced out.

Direction
of stroke

The patternof overlapping strokes of
the veneer hammeris intended to force
trapped air and excess glue towardthe
outside edges of the panel.

somewhat brittle. Because of th e hid e glue,
th e process of hammer veneering is very
depend ent upon temperature. Both th e
ground surface, the veneer and th e hammer
are best warm ed to keep th e glue from
cooling too soon. As th e veneer is worked
with the hammer, th e glue cools and sets.

Areas th at have not adh ered properly may
be reheated with an iron and pressed down
again. Once th e veneer is properly attached
and th e glue has cooled to near room
temperature, the glue is strong enough to
hold th e veneer in place overni ght until th e
glue dri es.

Caul clamping
The other tr aditional method for gluing
down veneer is to use cauls. Cauls are solid
wood molds used to clamp th e veneer in
place on a flat or cu rved surfa ce. For cur ved
su rfaces th at have been sawn from th e
solid , th e scrap th at was cut away is worth
saving as a perfectly shaped caul (see th e
photo on th e facing page). As with hammer

veneering, th e ground sur face is prepared
by scoring it with a toothed plane. It is

recommend ed that th e caul be heated
along with th e ground and veneer to help
th e glue flow and penetrate. Th e veneer is
th en positioned, covered with th e caul, and

clamped down until the glue has set or dried.
For repetitive work, cauls of th e period were
oiled and greased to make th em resistant to

glue, and used repeatedly like any other
shop fixture. Experience has shown that it
is helpful to place a layer of soft and
resilient material (like felt, corrugated
cardboard or thin plastic foam) between th e
veneer and caul to protect th e sur face and
distribute th e pressure evenly.

Veneering methods compared
Th e methods of using a veneer hamm er or
cauls each have th eir advant ages. Because
th e method is a bit arcane and not in
general practice, hammer veneerin g has a
certa in allure. Like many other aspects of
th e craft, hammer veneerin g is best
perfected through practice, but once you
have becom e familiar with th e method, it is

a quick and reliable way to adhere veneer
without clamps, especially edgings and



band ings. Best of all, it offers th e crafts
person cont rol of the work; you do not have
to wait unti l clamps are removed to see th e
results. Th e position of th e venee r may be
adjusted and areas th at are d ifficu lt to
adhere may be reheated and pressed down.
On the other hand, hammer veneerin g does
requ ire some specialized material and
equipment, it can be messy, th e glue on th e
top of th e veneer has to be cleaned off
th orou ghly, and it doesn't always adhere
some stubborn areas of th e veneer.

The use of cauls, or the simi lar flat
veneer press, is less of a lost art , but it is a
direct and effective meth od. A caul will
hold slightly wr inkled veneer flat until th e
glue has set, and th e clamp ing pressur e can
be left on until it is thoroughly d ry. Cauls
can also hold veneers against irregular
shapes and small-radius curves. Panels

comprised of different veneers can be pre
assembled with paper and glue and
clamped in place with a caul. With a caul,
th e choice of glue is not limited to hot hide
glue and there is lit t le or no glue to clean off
the sur face. O n th e downside, th e results
cannot be seen until th e caul is un d amped .
Areas th at have not adhered, th ough th ey

are rare with a well-shaped caul, are more
difficult to re-att ach. In th at case, glue has
to be injected under th e venee r and th e area

must be damped again. Both hammer
veneering and th e use of cauls are histori
cally accurate methods. Th e choice of
method depends largely on th e nature of
th e veneer and th e sur face to which it is to
be applied.

Modern advances in veneering
In addition to th e period met hods th ere
are some modern ways of attaching vene er
that are worth noti ng. Vacuum-bag
d amping is th e latest method of veneering
or lam inating. Th e veneer is glued in place
on the ground surface and placed inside a
thi ck, clear plastic bag. A vacuum pump
evacuates most of th e air, bri nging th e
pressure of th e atmosphe re to bear on th e
veneer. T he great advantage of this method
is the ability to d istribute even pressure

across irregular surfaces. No caul is
required , and almost any kind of modern
glue can be used . With vacuum pumps
able to reduce th e pressure inside th e bag
to 2 psi, t he net pressure from th e 14.7 psi
atmosphere is 12.7 psi. That is roughly

equivalent to one wooden hand clamp
capable of exerting 1,000 lb. pressure for

every 9-in. square area or 81 sq. in.
Other modern advances concern th e

glue itself. Co ntac t cement has been used
success fully for a few decades to hold
veneer, but its longevity over centu ries is
not certa in. It is applied to both su rfaces
and allowed to dry, and th e parts are
assem bled and pressed with a roller.
Contact cement is tenaciou s but not read ily
sandable, and it is diffi cult to cu t th rou gh
and rem ove to add inlays. Hot-melt glues
are available in sheets of soft th ermoplastics

th at allow th e vene er to be iron ed in place.
Th e sheet of glue comes on a coated paper
backing and is iron ed on. Wh en it cools, th e
paper may be peeled off, leaving only a thin
layer of glue . Th e veneer is positioned and
heated with th e iron to rem elt th e glue. Th e
veneer is th en rolled with a roller until th e
glue has cooled and set . Contact cement
and hot-m elt glues are very strong and,
unlike hid e glue, are resistant to dampness
and water.

Trimming veneer
Whatever meth od is used to attach th e
veneer, once it is in place any overlap is
trimmed away with a veneer saw or sha rp
knife . If th ere are to be any bord ers of

cross bandings or feather bandings, th eir
appli cati on is the next ste p. Th e main
veneer is trimmed at th e line wh ere th e
border is to start, and th e excess glue and
veneer are sliced away. Because th ey are
sma ll, bord ers can usu ally be att ached with
hid e glue and th e veneer hammer, th ough
th ere are instances wh ere th ey need to be
held in place with a clamp or caul. If th ere is
to be any inlay work, it is let in by cutti ng
through the applied veneer with a sharp
knife, and cutt ing away th e veneer to th e
depth of th e ground with chisels.

Acaul is used to clamp veneer to a curved surface.
The caul for this curved rail is the scrap that was sawn
from it. A thin layer of resilient material (corrugated
cardboard) has been placed between the veneer and
caul to protect the surface and distribute the pressure.
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INLAY
In th eir broadest sense, inlays are veneers let
into eit her veneered or solid-wood surfaces.
Stringing and banding are inlays of linear
strips of veneer. Some are a single line of
wood, some have two or more contras ti ng
st rips runn ing parallel, and others have
more int ricate patte rns of alte rna t ing
woods along th eir length, Paterae include all
kinds of meda llion-like circu lar and oval
inlays, including fans and she lls. In add itio n,
th ere are a number of other designs and
styles of inlaid decoration on American
fu rni tu re th at are not categorized so easily.

With its fine detail, inlay making is a
very inte rest ing facet of th e cabinetmaker's
craft . The 18th-century inlay maker cut
and assembled his inlays from holly, ebony,
sati nwood and boxwoo d veneers . Light
colored woods, such as holly, were often
dyed any number of colors, but most ofte n
black to simulate ebony. Th e field was
specialized enough to suppor t craftsmen

who made and supplied paterae, stringing,
banding and othe r inlays to cabinetma kers.
Most bu sy urban shops wou ld have bought
th eir inlays ready-made or had th em made
to order fro m th ese local inlay makers or
"ebenists," as th ey sometimes called
th em selves. As a result, shops of a given
region or city used inlays from th e same
few make rs, and th e patterns and styles
of th e inlay became indi cative of a piece's

place of origin.

St ringing and banding
Th e simp lest of all inlaid banding is
stringing, th e narrow st rips of venee r used
to outl ine dr awers, panels or legs. To make
st ringing, veneer is cu t into thin stri ps
about 1/ 16 in. wide. A more interest ing kin d
of banding features a dark string between
two light st rings, or vice versa. Rather th an
actua lly assemb ling precut st ringing, th e
inlay maker would laminate a dark sheet of
veneer between two light ones and slice it
length wise int o 1/16-in. strips (see th e
drawin g on th e facing page). Th e result ing
slices were an assembled stringing of veneer
th ickness. Th is meth od produced a great
quan tity of very uniform string inlay.

170 C HAP T E R TE N

More complex patterns could be mad e
in a similar manner. By laminating alter
nating colors of veneers and recutting th em
on th e diagonal, a rope-like band could be
mad e. This core of diagonal stripes used to
make rope st ringing could also be used to

made a herringbone design. By cutting th e
laminated venee rs dir ectly across th e grain,
alterna ti ng colors and checkered designs
were possible. Th e patterns have th e
appearance of having been assembled from
tiny pieces of veneer, but are in reality slices
from inventively prepared laminations. Th e
terms st ringing and banding are used some

wh at interchangeably, though st ringing
impli es th e more nar row linear inlays and
banding is more appropriate for wide r,
more int ricate designs.

Stringing and banding are inlaid int o
th e veneered or solid surfa ce by makin g two
knife cuts th e width of th e inlay and th en
rem oving th e material between th em with a
nar row chisel to a depth no greate r th an th e
inlay's thickn ess. On venee red sur faces, this
depth is reached wh en th e ground is visible,
but on solid wood a careful est imate of th e
depth is required. Once th e inlay is in
place it should be just higher th en the
sur rou nding su rface. Th e inlay will shrink
as th e moisture from th e glue evaporates .
The cut should be just wid e enough th at

th e stringing or banding is held snugly in
place. After a thin layer of glue is spread in
th e cut channel, th e banding is inst alled . It
is often helpfu l to press it in with a roller to
ensu re that it is seated and to squeeze out
th e excess glue. A roller, such as a wallpaper
seam roller, also help s wid er bandings
rem ain seated until th e glue has sta rted to
set . O nce the glue has dri ed th oroughly, th e
inlay is scraped or sanded flat to th e
surrounding surface.

Paterae
The formal definition of patera is a raised
or embossed oval or circular surface
orna ment, such as th e applied composit ion
orna me nts used on th e furniture of Robert
Adam (see pp. 81-8 2). The Neoclassical

furn iture th at followed th e Adamesque
designs substituted inlaid orna me nt for th e

composit ion. C ircular and oval inlays in th e
patte rns of fans or shells are generally
considered paterae, and were com mo nly

called that (or something similar) in th e
18th centu ry.

Inlay in decorative patterns like fans or

shells was not as easily produced in quantity
as st ringing and banding, and that fact is
refl ected in its pri ce. Th e 1800 inventory

for Baltimore inlay maker Thom as Barrett
shows his most expensive "shell," at 25
cents, to be tw ice as expensive as a yard of
his best banding. At the prevailing wage of
$ 1 a day, the productivi ty of an inlay maker
like Mr. Barrett is evident. Th e idea th at
inlay makers mad e "length s" of rosettes or

fans and sliced off individual inlays has
been suggested, but it is unlikely that any
paterae were ever made this way. Th e
orientation of th e grain in period inlays is
such th at t he maker wou ld have had to cut
th e segments across the grain, since inlay
does not have end grain on its sur face. The
fineness of deta il, such as where th e points
of a fan meet , are so precise that they could
not have been made to match un less th ey
were assembled individually. Furthermore,
segme nts th at are mad e of dyed wood could

on ly have been dyed as a veneer, not as a
solid segment. Finally, these specialists were
equipped to work with veneer and probably
wou ld not have had th e tools required to
make solid lengths of inlay.

From the inspection of ind ividual inlays

and accounts of th e day, these inlays had to
be cut and assembled individually from
veneer. The process of making th em could

be expedited by standardizing th e designs
and by makin g component parts in
quantity.Th e maker could th en assemble a
number of inlays at one t ime. For irregular
shapes, several could be cut out simul
taneous ly by stacking veneers, rather than
cutting one at a time. In spite of efforts to
make th e work easier, inlay making

rem ained a precisely detailed and labor
int ensive field . Inlay was the focal point of a

piece of Federal furniture, and th ere was
really no way to make outstanding inlay
without a substa nt ial investment of time.

For an inlay like the commo nly used
quarter fan (see the photo on p. 172), th e
pie-shaped segme nts wou ld be cut at a
zz 1/ 2

0 angle with a simple template or

angular guide of some kind . Th ese same



String Inlays

ASSEMBLED STRING ING

Light

Dark

Light

ALTERNATING COLO RS

Solidwood can be sawn
at an angle and assembled
to makeeithera ropingor a
herringbone pattern.

MORE COMPLEX DESIGN S

Contrasting veneers aregluedtogether,
then sawn across.

Laminated veneer
is cut at an angle.

Sliced into strips

Slices aregluedend-to-end
between veneer.

Roping

Herringbone

Checkered

,. . 81 •• III i
Cutting vertically through the
block produces a checkered
pattern.

Every other one is inverted.'

Veneer is gluedon both sides
and sliced to form this pattern.

SU RFAC E O RNA MEN TAT ION 171



This quarter-fan inlay is
on thedrawer front of a
Massachusetts or New
Hampshire Hepplewhite
sideboard of the 1790s.
Inlays such as these
wereassembled from
segments ofveneer.

Oval Fan Inlays

Oval fan inlays are designed so that the ends
of the segments are of roughlyequalwidth,
resulting in segments of differentangles. The
angles varywith the elongation of the oval.
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segme nts cou ld be used to make a circular

inlay of 16 segme nts, also a commo nly used
decoration . The segments were assembled

with glue to thin pap er or fabric. On ce

assembled, th ey could be trimmed to th eir

circular shape. If the ends of th e segments

were to be "filled at the end," th e ends were

cut away with a curved gouge and filled
with a cu rved segm ent of contrast ing wood .
With th e ends filled , th e shape of th e whol e

inlay was trimmed round and circled with a

st ring inlay. Mod ern inlays are instantly
recognizable because th e circle of string

inlay is die-cut from a solid sheet of veneer,

meaning that th e grain runs in one

direction rather than arou nd the circum

ference. Given the way th ese circular inlays

were made, it was probably just easier to
make qu arter fan s by cutt ing a fully circu lar
inlay into four parts.

Ova l fan inlays are made in th e same

manner, but th eir pie-shaped segments are

not all of the same angle. Oval inlays are

designed so that t he ends of each segme nt

are of roughly equal width. Sho rte r

segme nts have a larger angle th an long

segme nts. Within each oval th ere are

segme nts of four or five different angles,
each used four times (on e in each quarter

see th e dra wing at left ). Given th at th e inlay
maker had some sta nda rd-size oval fans, he

likely had some angu lar templates and

cou ld cut out many segme nts ahead of

time. As on rou nd inlays, filled ends of

segme nts and a su rrou nd ing st ring inlay

were com mo n. TheJourneyman Cabinet and
Chair Makers' New YorkBook0/Prices of
1796 lists th e pri ce for an "oval patri e, two

and a half inches long, with twelve stra ight
points, fill 'd up at the end with different

wood, and a single st ring rou nd ditto" as

one shilling three pence, and "lett ing in"

each as three pence. Gi ven th e daily wage

of seven shillings six pence, a journeyman

sho uld have been able to make and inlay
five of th ese in an II-hour day. (Twelve

pence equals one shilling; twenty shillings

equal one pound. Both pounds and dollars
were used during this time. The daily

wage of seven shillings six pence equals
one dollar.)



Some inlay pattern s of round and oval
fans have shaded edges on th eir segments

rath er th an altern ating light and dark wood
(see th e top photo at right). Thi s shading
givesth e inlay a very fine appearance and
th e fan a sophist icated, three-dimensional
effect. It is achieved by heating th e edge of
th e individual segments to darken th em. To
do thi s, an iron pot is filled with fine sand
and heated on a fire or stove until it is hot
enough to darken, but not ignite, th e edge
of a piece of paper dipped int o it for about a
minute. Wh en all th e segments of th e inlay

have been cut to shape, th e edge of each is
dipp ed int o th e hot sand unti l it sta rts to
turn brown .

Th is shad ing is best done a littl e at a
time until th e prop er color is obta ined. It is
better to have th e sand too cool rath er th an
too hot, so th e veneer is darkened all th e

way through rath er th an just on th e outside
of th e wood . Th e wood should have a deep
brown shad ing with no hint of being
burned . Shading can be added to th e center
of a segment by heaping a littl e of th e hot
sand in th e desired area. Th e key to
achieving an attract ive inlay of thi s type is
to make th e shading uniform amo ng th e
segments. It is best to have many ext ra
shaded segments so th e most similar ones
can be assembled into an inlay.

Other circular or oval inlays used
curved-ray segme nts and were made in a
fundamentally different way. Rath er th an
being assembl ed from pie-shap ed wedges
of veneer, th ese inlays were cut from solid
sheets. Close examinat ion of th e inlays
shows th at th e grain runs in th e same
direction rath er th an radiating from th e
center. To make circular or oval inlays, light

and dark veneers were stacked and th e
patt ern of th e inlay was drawn on th em .
Both sheets would be cut simultaneously
with a fine fram ed saw akin to a jeweler 's
saw. Th e inlay would be assembled and
glued to paper altern ating th e dark and light
segments. Wh en t rimmed to final shape,
th e result was two inlays, one th e negative
of th e oth er.

Thi s same meth od of cutting th e
segments from a cont inuous sheet was also
used with inlaysof one color, wh ere th e

Theedges of inlay
segments areshaded
bydarkeningthe
individual pieces in hot
sand beforethey are
assembled.

Curved-ray inlays were
sawn from stacked
veneer with a small
framed saw,

Pictorial inlays of one
color, such asthe shell
shown here, weresawn
from a continuous sheet,
shaded with hot sand
and reassembled.
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Strips of shaded veneer arejoinedand sawn
in a zigzag to make icicle inlays.

This icicle inlay is from
a Hepplewhite Pembroke
tablemade in the
Connecticut River Va lley
of Massachusetts in
about 1795.

Ic ic le Inlays

segments were shaded in hot sand and
reassembled. A similar approach was used
in making pictorial inlays, like eagles, floral
designs and sea shells (see th e bottom photo
on p. 173) . Different veneers were stacked

and sawn simultaneously,and cont rast ing
colors of veneer were assembled to make
th e fini shed inlay.Th e shapes of individual
parts and what appear to be fine kerfs
suggest that inlay was sawn rath er th an cut
with a kni fe.

To make th ese sawn inlays in quantity,
the inlay maker used some clever, time
saving techniqu es. To make a pattern that
could be transferred quickly to th e veneer,
the maker drew th e design on pape r
pattern s and pricked th e lines at close
int ervals with a pin. Th e pattern was th en
placed on th e veneer and du sted with fine
bitumen (asph alt) powder to t ransfer th e
design. Heating th e surface of th e veneer
melted th e bitumen and affixed it to th e
wood. To make many pieces at once, as
many as six sheets of veneer of various
woods were cut simultaneously. A sheet of

low-grade veneer was placed at th e bottom
of th e stac k to redu ce th e tearout caused by
th e saw. Th e thickn ess of many sheets
actua lly made th e stack st iffer and easier to
handle than one or two sheets . To cut
several sheets at once and have th e sawn

parts be int erchangeable, it was import ant
th at th e sawblade be held perpendicular to
th e work. To aid in th is, a bench called an
inlay maker's donkey was devised to clamp
th e veneers and hold th e framed saw at
right angles to th e surface of th e veneer.

Paterae are inlaid int o th e surface by first
tra cing th eir outl ine with a fine knife. Th e
knife cut is deepened, and th e area inside it
is cut away with chisels to th e depth of the
inlay. Th e inlay is th en glued in place, with
th e paper side facing out . O nce th e glue has
dri ed th oroughly, th e paper may be
rem oved by moistening it and scraping it
off. Th e inlay is th en scraped or sanded
flu sh with th e surroun ding surface. It is
imp ortant to allow th e glue under th e inlay
to dr y thorou ghly; if th e inlay is leveled
whil e th e glue and wood are st ill moist, th e
area will cont inue to dr y and shrink, and its

surface will dip noticeably below th e level
of th e surrounding area.
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Other inlay
Th e inlaysdiscussed to thi s point have been
either st ring inlays or round, quarter-round
or oval paterae. Other inlays include icicles,
inlaid flutes and husk and drop or pend ent
bellflower designs. Icicle inlays, for use on
legs, were a favorite of makers along th e
Connect icut River Valley. Th ey were made
by shading one edge of st rips of veneer,
3fs in. to I/ Z in. wide, and assembling th em
on a paper backing. Th e tapered icicles were

th en cut across th e strips. Some icicles have
th e shading on th e top of each segment,

while others are shaded on th e bott om,
suggest ing th at th e assembled st rips of
veneer were cut in a zigzag pattern with
very littl e waste (see th e drawing on th e
facing page).

Inlaid flutes, also called book inlays,
were used at th e tops oflegs and on plinths
th roughout th e Middl e Atlanti c and New
England coastal regions. Th ey consist of
th ree or four st rips of light veneer, shaded
on one edge and cut with a convex top and
concave bott om . A variat ion of thi s has th e
outer strips turned upside-down to become
an inlaid linen fold, a decorative detail seen
in earlier carvings.

Husk and drop, or pend ent bellflower,
inlays descend ed th e length of most tapered
Hepplewhite legs. Th e moti f derives from

th e classical anthemion, th e st ring of honey
suckle buds used by Robert Adam as an
applied ornament . Rath er then being a pre
assembl ed inlay, th ese consist of single buds
cut from veneer. Each was individually
inlaid along th e length of th e leg, usually
with some st ringing to connect th em . A
wide variety of bud shapes was used, each
with regional character istics. Three-petal,
tightly closed buds were seen all along th e
coast . Some makers preferred a more flared,
bell-shaped bud, th e Newport cabinet
makers among th em. A descendi ng ser ies of
shaded and overlapping ovals is associated
with New York makers. Th e 1796 Book of
Prices puts th e pr ice of each inlaid bud at
four pence, making a st ring of four or five
equivalent to a small oval fan paterae. Th e
20th-eentury counterpart of th is inlay is a
reassembl ed sheet of die-eut veneer made to
cover th e ent ire face of th e leg, which is
quite different from the period meth od.

Inlaid flutes or book
inlays were a commonly
used decorative motif.
These inlays arefrom
the same Pembroke
table asthe icicle inlay
on the facing page.

Husk anddrop, or
pendent bellflower,
inlays derive from
anthemion, the
ornamental string of
honeysuckle buds used
by Robert Adam. This
example is thedesign
used byNewport
cabinetmaker John
Townsend.
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h e work of turning wood on a lathe
was a branch of th e furniture-making trade

that paralleled and coin cided with cabinet
making over the course of th e 18th century.
Th ere was a distin ction between th e turner
and th e cabinetmaker, just as th ere had
been with th e cabinetmaker's predecessor,
th e joine r. In th e 17th century, th e frame
and-pane l meth od was th e predominant
type of const ruct ion and it was th e dom ain
of th e joiner. Join ers built th eir furniture
using st raight pieces of wood, join ed mostly
at right angles, with mortise-and -tenon
joints , Turnings were not necessarily an
int egral part of th eir work .

Turners had th eir own purview.
Equipped with littl e more th an a lathe,
turners made handl es, wooden plates,
bowls, goblets, candleholde rs, balusters and

wagon and mechanical parts. Th ey also
made cha irs. Turners' chairs are comprised

of nearly all turned parts and are join ed
with turned tenons inserted into drill ed

Joseph Moxon's Mechanick Exercises (London,
1703 edition) illustratesa lathe driven by a hand
cranked great wheel that turned theworkpiece
directly bya cord.
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mortises. Join ers' and later cabinetmakers'

cha irs were made from flat or sha ped stock
join ed by mortise-and-t enon join ery.
Naturally, th ere were man y accomplished
joiners wh o owned lathes and could make
turnings, but th ose wh o did not , including
many of th e very early craftsmen of
Am erica, could call up on skilled lath e
owners for th eir turned parts.

The Use of Turnings in
18th-Century Furniture
During th e Jacobean period in Amer ican
furniture, tu rnin gs in the for ms of bosses
and split spind les were used as app lied
orna men t on case pieces. T hroughout the
first quarter of the 18th century, turnings
rema ined an important element of William



This English lathe of 1804uses a foot-powered treadle to drive a flywheel , which
turnsa drive center in the headstock. It also hasan adjustable tool rest andcanbe
used to cut threads on wood .

and Mary designs, and turners cont inued to
be used as specialists and subco ntracto rs.
Urban shops of th e day were busy with
joinery, veneering and finishing. Turning,
which did not have to be done on th e
premises, could be given to an independ ent
turner. In a 1733 bill, Boston turner John
Unde rwood describes selling cabinetmaker
Nathaniel Holmes th e turned legs, ball feet
and drop finials for a William and Mary
dressing table. In more rural areas, where
furn iture makers had to master all aspects
of their craft and th ere was not th e volume

to suppor t full-tim e turners, th e cabinet
maker was more likely to make his own
turnings.

Beginnin g with th e Qu een Ann e
period, turnings became less important as
decorative elements. Wh en th ey were used,
th ey were more integral to th e piece rath er
than separate components or add ed
embellishments. Because of thi s develop
ment, it made more sense for shops to do
what littl e turn ing work was called for in
the course of building fu rni ture. Th e field
of cabine tmaki ng had grown from th e
joiner's trade as a range of varied skills
including dovetailing, veneer ing, carving,
finishing and th en turning became part of
the reperto ire of skills required to build th e
I8th -eentury designs. Th e turnings
required for furni ture likely remained an in
shop opera t ion for th e remainder of th e
century as shops grew in size.

While cabinetmakers went about
making th eir own turnings, turners were
still busy makin g th e things th ey always
had, including affordable bani ster-back and
ladder-back turn ed chairs. As th e society
became busier and more mechani zed with
horse, water and wind power, th ere was an
increased demand for turned parts. It was
not unt il th e Neoclassical period ,
specifically wit h th e Sheraton designs, th at
turni ngs became a major element in
furn iture design again. By th at tim e, th e
larger shops employed many different in
house specialists, such as uph olsterers and
finishers, and full-tim e turners would have

been among th em.

(COURTESYCOLONIAL WILLIAMSBURG)

EA R LY LAT HES
There is a dearth of information on
English and Am erican tools for most of th e
18th century. Between Joseph Moxon's
Meclwnick Exercises, ortheDoctrineof Handy
VV{Jrll S (published in Lond on beginning in
1677) and the tool cata logs that appeared at
th e end of the 18th century, there are no
illustrated publications with whi ch to tra ce
th e developm ent of tools. From what is
known, we can infer that a tool such as a
lath e was simpl e, basic and either locally
made or built by its owner. In thi s regard it

is more similar to a workb ench th an to
hand tools, many of whi ch were imported.
Moxon's illustrations, wh ich are based on
French tools of th e day, show a lath e
powered by a "great wheel: a large, hand
cranked wheel located behind th e lath e that
turned th e workpi ece by a belt or cord (see
th e illustration on th e facing page). By th e
end of th e 18th century, foot-powered
lath es were in use. Th ese used a foot tr eadle
to drive a flywheel th at was belted to the
headstock (photo above).

The cente rs on wh ich th e wood tu rned
on early lath es were littl e more th an pointed

rods, threaded to be adjustable. Th e wood
rode directly on th ese cente rs, so th ey could
not be overtightened and were often
greased to redu ce friction and prevent th e
wood from being burned. The Moxon lath e
shows two centers, with th e drive belt from
th e great wheel driving th e workpi ece
dire ctly. Improvements during th e centu ry
brought th e headstock with a drive center,
a shaft driven by th e power source, whi ch in
turn rotated th e workpi ece. Early tool rests
were littl e more than a wooden rail parallel
to th e lath e bed with few provisions for
adjustment. By th e century's end, better
lath es had adjustable iron tool rests. By
comparison, modern lath es are luxurious
with variable-speed electric dri ves, ball

bearin g headstocks and cente rs, fully
adjustable tool rests, and st iff, heavy lath e
beds. It is th e poor workman who blames
his or her modern lath e.
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A pattern on cardboard
is made from the turning
of anoriginal by
measuring the diameter
andpositions of the
turned features.

T UR I NG PATT ERNS
Like othe r arti sans of the period, turners
looked for ways to make their work faster
and their time mo re productive . This meant
usin g patterns and t ime-saving devices
whenever possible, as well as making
turnings in quantity. (The Connecticut
Windsor chairmaker Ebenezer Tracy,
1744-1 803, left 6,400 turn ings in his shop
at th e time of his dea th .) A pattern for a
turned shape could be either an actua l
turning or a flat pro file of it on thin wood.
Both are good guides from which to
replicate a shape, but a flat pat tern is easier
to use and store. The pattern not on ly shows
th e profil e, but also is used in the turning
process to mark the features of the shape

dire ctly onto the workpiece (see th e top left
photo on p. 181).

The pattern for any tu rni ng is a full-scale
dr awin g of the profile. It is best to have the

pattern on cardboard or thin wood so it is
st iff enough to use at th e lathe. A typical
pattern is shown in the photo above. T he
pat tern is th e size of th e blank fro m which
the turning is made and has all th e features
of th e profile on it. T he profi le is drawn
symmet rically about a centerline, and cross
lines are drawn to mark the locat ion of each
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turned feature. A pattern is easily made
from an exist ing tu rning or scaled from a
photo by measuring th e diameter of
features and th eir distance fro m either end.
Th ere are only two var iables in turned
part s-diam eter and location-but as with
other sha ped parts th e faithfulness of th e
duplicate lies in th e role of sma ll details.
Th e profile in the pattern should capture
the angle at which one featu re meets
anothe r, th e sharpness or rounding of edges,
and othe r subtle features of th e turning
th at are worth noting. There's no need to
cut out th e pattern; in fact, it's easier to
t ransfer th e patte rn to th e turning blank if
it is left uncut.

Turning on the Lathe
The skill of turning wood on th e lath e is
perfected only th rou gh experience and
prac tice, and by acquiri ng a feel for th e
work. Apart from practica l expe rience,
th ere is something to be gained by lookin g
at some of th e principles and forces
involved in turn ing.

Th e stoc k or workpiece in a lathe is
held in place by two cen ters: th e rotat ing
dr ive cen ter, which is spurred to spin th e

workpiece, and th e tail center, which
supports th e far end of th e workpiece and
keeps th e wood in contact with th e drive
center. Th e tool rest is an adjustable bar
parallel to th e sur face of th e turning stock
on which th e cutt ing tools are supported as
they cut th e wood.

Th ere are three main types of turning
tools: th e parting tool, th e gouge and th e
skew (see th e drawing on th e facing page).
Each is a long-handl ed chisel with a very
st iff steel blade made specifically for use on
th e lathe. Th e par t ing tool has a tall, narrow
blade th at is shar pene d to a point as viewed
from th e side. It is int end ed to make a
narrow, flat-bottom ed cut st raight into th e
workpiece, and is used to establish th e
major diameters of features, as well as for all
sorts of st raight plunging cuts. Gouges are
made in a variety of sizes and are used for
rough cutt ing, qu ick removal of stock and
makin g concave shapes. Skews are flat
chisels, beveled on both sides, and have a
cutt ing edge angled at about 30° across th e

end . Skews are used for th e fine shaping of
st raight and gently curved sections of a
tu rn ing, as well as for cutting in sharp

details and scribed lines. Other types of
turning tools for specific purposes are seen
occasionally, but th ese three types of tools
can do nearly everyt hing.

In th e physics of tu rni ng, th e bevel on
th e cutt ing tool playsan importan t and
often overlooked role. The bevel rides on
th e su rface of th e wood (see th e draw ing on
p. 178), serving three fun ctions. First, th e
bevel provides a point of support for th e
fro nt of th e tool. Along with th e tool rest,
th e tool is th en sup ported at two points,
making it more sta ble and contro llable and
preventing it from tip ping into the spinning
workpiece. Holding th e tool is so effortless

that cuts can be mad e with one hand (but
two should always be used for safety's sake).

Second, by positioning th e tool so the bevel
rides on th e wood, th e depth of cut of the
too l is lim ited and a fine, cont inuous
shaving, th e mark of a good cut, is th e
result. Th e su rface is cut cleanly and is
burnished by th e bevel. Third, th e pressure
of th e bevel on th e wood prevents th e
work piece from vibrati ng or whipping. To
find th e ideal posit ion of th e tool on the
wood, th e bevel is held against t he round



Turn ing Tools

PARTING TOO L

GOUGE

Bevel

I

Used for straight plunging cuts

Used for rough
cutting, smoothingand
concave profi les

SKEW CHISEL

Used for
smoothingand
convex profiles

Cut starts with gouge
held on its side, bevel
in contact with wood.

Cutting area

Point up for smoothing
cuts on straight, tapered
or gentle convexprofiles

Gouge is rotated to
flat as bottomof cut
is reached.

Point down for steeper
convexprofilesandend
grain
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Using the Bevel

Rotating workpiece

workp iece and slid back until th e cutt ing
edge sta rts to shave off mat erial.

Th e pro blem of slende r stock whipping
about off-center, rath er than remaining
st raight and tr ue whi le bein g cut, is one of
th e more persistent and frustra tin g
problem s in hand turning. There are a few

things th at can be don e to min imiz e th is
wh ipping. Backin g off th e pressure of the
tail cente r on th e workpiece to th e bare
minimum will reduce the tendency of th e
stoc k to buckle in compression. Reducing
th e speed of th e lath e will d iminish the

tend ency of centrifugal force to pu ll t he
stock off-cente r. Increasing th e pressure on
th e tool bevel will restrain th e stock from
whipping freely. If th e whipping persists, it
is necessary to restrain th e workp iece in
othe r ways. Wearing a leath er glove, you can
wrap th e palm and fingers of the left hand
arou nd th e workpi ece to steady it whi le
using th e thumb to guide th e turning tool.
Th e final resort is to use a steady rest , a
fixture with adjustable blocks or rollers
that 's moun ted to th e lath e bed to steady
th e cente r of th e workpi ece as it is being
cut. Somet imes th e cha racte rist ics of the
wood have a strong bearin g on its tendency
to whip. Som e pieces of wood , especially
th ose with croo ked grain or int ernal
st resses, wi ll start to whip at th e first touch
of a tool, whereas a more select piece of
stock of th e same wood wi ll be thoroughly

cooperat ive.
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Bevel of tool rides
against work.

SPINDLE TURNING
Making the tu rn ing from th e pattern begins
with cutt ing th e ap pro pr iate size stock for
th e workpiece. Enough ext ra length , at least
I/Z in., should be left so th e cente r marks on

th e ends can be cut off later. Th e cente r
points are marked on th e ends with crossed
d iagonal lines. If th ere are sect ions of th e
tu rning th at will remain squa re, th ose
sections should be marked on at least one
side of th e workpiece. If th e workpi ece will
be turned over its ent ire length, a time
saving idea is to cut th e stoc k to an octago nal
shape before tu rni ng it. This can be done

quick ly with a table saw but is not worth
doing by handsaw. O nce th e workpi ece is
mounted in th e lath e, th e sect ions th at are

to be rounded can be turned to a straight
cylind rical shape, just removing th e flat
sides (photo below). A large gouge is th e

best tu rn ing tool for th is heavy stock
rem oval. If th e tu rni ng includes sections of
squa re, unturned stock, th ose sections
(whi ch should already be marked) mu st be

cut around and have th eir corne rs rounded
before turning th e adjacent sectio ns to a
cylind rical shape .

With th e workpiece turned round, th e
locat ions of th e features are drawn directly
onto th e stock. While th e wood is turning,
th e patt ern is laid on th e tool rest alongside
th e stoc k. At th e cross line of every feature
in th e pattern, a pencil may be touched to
th e stock (to p left photo, facing page). A
clear, visible line will result. Early turners
wh o turned many of th e same pattern used
a length of wood with sharpened nails along
its length to scribe th e lines simultaneously.

At each line, th e diam eter of th e feature
can be cut into the workpiece, usually with
the parting tool (top right photo, facing
page). The d iam eter is checked with calipers
th at have been set to th e diameter on the
pattern (bottom left photo, facing page).
Any wood that is clearly waste can be turned
off with a gouge. T he final profil e shape is

The square or octagonal
workpiece is first turned
to a cylindrical shape
with a large gouge.



The pattern is used to transfer the locations of the turned features on the spinning
workpiece.

The diameter of each feature is checked withcalipers.

The diameters of the features are cut withthe partingtool.

The shape between the diameters is turnedwith skewsand gouges.

turned between the feature diamet ers

using a gouge or skew ch isel, dep ending

upon th e shape (bottom right ph ot o,

above). The usual procedure is to turn a few

feature diamet er s at a time and then turn

them to their final shapes. This is done in a

pro gression rather than turning all the

feature di am eter s at on ce . To m aintain a

stiff workpiece and pr event whipping and

vibrat ion, it is advisabl e to leave as much of

the workpiece with as large a di amet er as

possibl e until it is turned to shape. For this

reason, ar eas that are to be turned to a sm all

di amet er are ofte n left until last to pr event

weakening the stock at the outset .

The cuts that bring the p rofil e to its fin al

dimen sion must be light and smooth to

ach ieve a smoot h surface. Because spind le

turning is always cu t t ing across the grain ,

there is a limit to how smoot h the fin al

surface w ill be. It wi ll never m at ch the

su rface fin ish of wood t hat is hand-planed

w it h the grain. T he qua lit y o f t he fin al

su rface is greatly d epen dent on th e

sharpness of the t urnin g tools, since in

cross-grain cu t t ing t he wood fibe rs have a

tendency to pull off t he su rface rather than

be cu t cleanly. It is a goo d idea to give the

tools a qu ick honing before the fin al cu t to

get the best pos sib le su rface. At tention
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Off-Cen ter Turning

C taxis
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Center at ankleTransition from square to round

Centerat transition
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Skewed axis

Points 'A' are the centers for the taper.
Points '8' are the centers for the bottomof the foot.

In making turned and tapered legs with pad feet, the pattern is traced onto twosides
of the stock andthe turning centers are marked. Oncemarked, the profile of the leg
iscut.

should be paid to th e turned surfaces of
original pieces. Rural and early pieces
usually have th e marks of th e turning tools
in evidence. More form al and later pieces
usually have a more refined su rface. In
working in th e period style, you should
not overlook the fact th at th e appropriate

surface on a turning helps define th e
character of the piece.

Turning in real life is never as idyllic
as in the textb ook representations. Th e
impo rta nce of producing a properly shaped
turning always takes precedence over
displaying flawless tech niqu e. Besides,
cantankerous tu rning stoc k and un expected
whipping can bring an embarrassing end to
even the most impeccable exhibit ion of
turning technique. It may seem crude to say

th at th e ends justify th e means, but th ere
are many instances where th e turning tools
have to be used "improperly" to scrape
rat her th an cut cleanly in order to achieve
th e proper shape of th e profile and its
deta ils. It is not always possible to have th e
bevel in contact with th e work and produce
fine shavings. Cutting can leave a rough

su rface that has to be smoothed on th e
lathe with a file or abrasives. Given th e
limita tions of 18th-eentury lath es, th e
period makers had to do whatever th ey
could to produce good tu rn ings. Th ere is
no reason to think they would not have
used a file, sharkskin or a sand leath er
wheneve r necessary. Their interest was in
the result, not the technique. While it is

a great accomplishment to turn a piece th at
is cut to perfect ion, some sanding should

be expected.

OFF- C ENT ER T UR NI N G
Straight tap ered legs with pad feet , like
those used on a number of informal chairs
and tables of Queen Anne design, mu st be
turned on two different axes. One axis
(the one used to turn th e bottom of the
foot) is th e cente r axis of th e workpiece as
esta blished by crossed diagona l lines. The
other axis (the one used to turn th e taper of
th e leg) is skewed.

To determ ine th e shape of th e leg and
th e locat ion of th e skewed cente r points, a
fu ll-size pattern of the leg's profile is made
(photo below). T he profile shows that these
legs are st raight along one side and cut away
on th e other side to make the taper and
foot . As with cabriole legs, th e patt ern is
traced onto two adjacen t sides of th e stock ,
so the finished leg is st raight on the back
two sides and tapered on th e front two
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The taper of the leg is turned first, using the center pointsfor theskewed axis. The leg is remounted on its truecenters to turn the bottomof the foot.

sides. From th e pattern profil e, the center

of th e leg is marked at th e top and bottom
of its taper. From th ese two points, a line is

drawn to both ends of the pattern, and

wh ere it crosses th e ends represents the

cente r points for th e tapered part of th e leg.
Since th e pattern is laid ou t on two sides of

th e stock, these center lines must be

extended across the ends of th e stock to the

points wh ere th ey intersect . In laying out
th e leg, th e pattern is used as a gu ide to

mark th e position of th e foot , the top , th e

tr ansition line from rou nd to square and

th e profile of th e taper. The taper of the leg

is th en cut away from two sides, leaving a

square taper.
Th e taper is turned fir st by mounting

th e leg in th e lat he on th e two skewed
center points. Once the leg is rotat ing, the

stock should appear to be turning on center
at th e transition line, but it will appear off

center elsewh ere. On this axis, th e

tr ansition from square to round, th e taper

and th e top of th e foot are turned. They

should be brou ght to th eir final surface

fin ish before pro ceed ing becau se th e

skewed center point on th e foot will be cut
off while turning th e bottom of th e foot .

Nex t, th e leg is rem ounted on the lathe on

its true cente r points and the bottom of th e

foot is turned . This is don e just as on a

cabriole leg, with a bottom pad an d a line to

define the top of th e foot . As on the

cab rio le leg, th e top of the foot is shaped

wit h rasps and files to its final shape . The

ext ra materi al at the top and bottom of the

foot is trim med off, and th e leg is complete .

The top of the foot is
shaped with rasps and
fil es, as on the pad feet
of cabriole legs.

FACEPLATE T URNING
In furni ture making, faceplate turning is

used to make d ished circu lar tabletops. This

kind of turn ing d iffers fro m spindle

tu rn ing in that t he wo rkp iece is not rota t ing

between two cente rs. Instead, th e rou nd

tabletop is aff ixed to a rotat ing plate on th e
headstock of the lat he and spins about its

cente r. Tu rni ng tools are used to cut a
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Faceplate Turning

Faceplate
TOP VIEW

Dished circular tabletops are
turnedon the lathe witha face
plate. The top is dishedand the
edge moldingcut in thesame
operation.

Floor-stand tool rest

Removing an amount
from bottom equal to
dished depth prevents
cupping.

Dishing the top
from one sideleads
to cupping.

Center of kiln-dried
wood is in tension;
outside is in
compression.-t..

the rough stock. To do this, a layer of wood
equa l to the dep th of the d ishing is removed
from the bottom of the stock first . Wh en
th e top of th e stock is d ished the resulting
piece will have less of a tend ency to cup.
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- - +- - =-- ~ 4-• • +

Tension
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Wood in tension

Wood in compression
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Preventing Cupping

skin into compression. W hen th e
compressed layer is removed by dishi ng th e
top , th e rem aining unbalanced forces cause
th e wood to cup. To balance th e forces
through th e th ickness of th e top, th e fina l

thi ckn ess mu st be taken fro m th e center of

mo lding arou nd th e edge and dish th e
sur face of the tabletop. Rather than always

cutt ing across the grain, as in spin d le
turning, facep late turning of a tabletop is
cutt ing alternately with and against t he
grain as the workpiece rota tes . To avoid
tearing out the grain on the mo lded edge,
th e turner must be sure to make very fine
cuts and hold the cutti ng tool more
perp endicu lar to th e surface of th e work.
This position causes th e tool to scrape
more th an cut and minimizes th e chances
of tearout.

An alternative method is to use a
modern electri c router. Th e route r can be
used to cut a circular molding by subst i
tuting a stee l rod for its fence. Th e rod turns
about a pin or bolt protruding from an
anchor plate attac hed with glue or short
screws to th e cen ter of th e top . O nce th e
oute r mo lding is cut, a flat cutte r can be

used to d ish most of th e top by cutti ng
sma ller and smaller circles. Th e remaining

center sect ion is removed with chisels and a
spokeshave and th e surface is scraped flat .

Kiln-dr ied wood usua lly has int ern al
st resses that can make any dished top
deform badly as soon as it is cut by either
meth od . In drying th e wood, th e outside
layer dr ies and hardens first . Th e inside
dr ies and shrinks afterwards, leaving th e
insid e in tension and pulling th e outs ide
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12
FINISHING MATERIALS

AND TECHNIQUES

h ere's an old rule of thumb th at states
th at it takes as long to finish fine furni tu re
as it does to build it. Th at may be an
exaggeration (unless you include dr ying
time), but the point is that th e fini shin g
process should not be hurried. Of all th e
aspects of furn iture making, th ere is none
other th at can spell success or failure as
quickly as th e quality of th e final finish.
Everyone has seen examples of well
designed and well-built pieces of furniture
th at have been seriously compromised in
th eir final stage of completion by a hideous
finish . A poor finish can instantly undo
many months of even th e most skillful

cabinetmaking. But, conversely, even th e
most stunning finish cannot make up for

poor workm anship. It is important not to
let th e imminent complet ion of a piece
cloud one's judgment in fini shin g it, or to
expect the finish to compensate for other
shortcomings. Finishing has to be
considered th e fina l step in building a piece,
and the process and th e preparation for it
call for as much care in execut ion as th e
initia l steps.

When working in th e period styles, th e
final appearance and feel of th e piece are

as important as th e int egrity of th e joinery.
The color, depth, su rface and luster separate
an immediately notic eable, run-of-th e-mill
rep rodu ction from a serious replica that
rivals th e appearan ce of a well-preserved
original. The presence of a fin e original
piece is as mu ch th e result of its patina as its
form. Captur ing the essence of that patina

is th e goal of finishing. Modern standards
and methods of finishing are not applicable
to period replications.

An important elem ent in th e patina of
original pieces is th e acquired marks of use.
Some originals show lit tle or no sign of
having been used, and indeed many were
covered and stored for many years before
bein g displayed in a protective mus eum
environment. Still others show incredible

amounts of use; so mu ch that th e wear has
changed the shape of component pieces
and becom e a discernible modifi cation to
th e form. Such wear is part of th e history
of th e piece, and attests to its heritage. In
replicating a piece, the amount of wear that

is chosen to be included depend s on the
personal preferences of th e cabinetmaker
and client. Some makers want th eir work to
appear as the originals did when they were
finished so th ey can start th eir own legacy

of use. Others want th eir pieces to be
indi st inguishable from originals, with signs
of age and use included as part of th e
patina. Neither approach is inh erently right
or wrong, but either can vary in degrees of
histor ical accu racy.

In th e 18th centu ry th ere were a
plethora of fini shin g techniques, colorants

and top coats . Som e are well documented,
and others are more folkloric. Without th e
convenience of commercially prepared
finishes, each shop was likely to have its
own preferred , and no doubt secret,
formulae and procedures (see App endix V
on pp. 298-299 for some period fin ishin g
formulae). In spite of th e limited number of
available ingredients, no one fin ish was

universally employed during th e period .
Finishes varied wid ely in ingredients,
complexity of preparati on and ease of
applicat ion. Naturally some were far better
th an others. Th e better formulae were
passed down and at some point pu blished,
and what was available for ingredients
during th e period is documented. Like the
furniture itself, period fini shes and
meth ods varied amo ng indi vidu al makers,
but all had th e same end in mind.
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F IN ISH ING
TERM INOLOGY

Some mention should be
made of th e vagaries of

18th-century terminology and
some words that have acquired
different meanings two or three
centuries later. Dyeingand
stainingnow have slightly diff
eren t meanings from th ose in
early references. Du ring th e 18th
centu ry th e terms had more to
do with th e intend ed purpose of
each rath er than th eir physical
qualities. Early references use
th e words gum and resin inter
changeably, th ough almost all
th e components of period
varn ishes were true hard resins.
Th e term varnish was applied to
all clear top coats, though today
th e term is generally reserved for
oil-based finish es.

Polishin g encompassed a
wide variety of operat ions,
including burnishing th e wood
surface, rubbing in oils, app lying
finish by th e French meth od,
leveling and rubbing out th e
su rface with pumice, and, as
agreed upon today, th e applica
tion and buffing of a final polish
to achieve gloss. Th e simulat ion
of Ori ental lacquer was called
japanning. th ough th e origin of
th e original lacquer pieces
included China and other
count ries. Th e distance between
East and West and a general
misunderstanding of th e
cultures (th ey were all equally
exot ic) eroded th e distin ctions
among th e various Asian
cultures. Period documentation
is th oroughly enlightening, but
a casua l use of terms should
be expected.
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Surface Preparati on
A prerequisite for achieving a historically
accura te finish is th e creat ion of a wood
sur face th at would have been left by th e
smoothing tools of th e 18th century. Th e
pieces of th e period would have been
planed flat and usually scraped smooth,
th ough th e smoothness of th e surface
varied with th e sophisticat ion of th e piece
and when it was bu ilt. Th e surface
produ ced by a smoothing plane was
sufficiently smooth at th e early part of th e
century, but th e Queen Anne aesthetic
called for smoother scraped surfaces. As th e
centur y progressed, th e aesthetics called for
flatter and more lust rous surfaces. By th e
end of th e century, hand-tool marks on th e
primary surfaces were not to be evident,
because th e tastes of th e day requi red a
highly refined surface.

Th e level of sophisticatio n varied with
region and pur pose. Smooth er and flatter
su rfaces required skill and time to achieve,
which translated into increased cost . Ut ili
tarian or rural pieces would naturally have a
less refined su rface than th ose of urban
pieces. Wh atever th e characte r of th e sur
face, it is th e foundation for th e appropriate
and authent ic appearance of th e finish.

To achieve th e final surface , 18th
centu ry cabinetmakers relied more on

.:

cutting th e wood with sharp tools th an
with abrasives(see pp. 114-115). Th ere is
littl e room for improvement on th e smooth
surface cut by a well-honed blade. The few
abrasives in use were employed to prepare
th e su rface for a finish, or between coats of
finish, rath er th an actua lly to shape th e
wood. Glass paper and sandpaper were
known to have been available early in th e
19th century, and no doubt came into use
during th e preceding one, but th e smooth
surface left by a cabinet scraper needed
littl e or no sanding. Sharkskin, sand
leath ers (leath er imp regnated with fine
abrasive particles) and dried rushes were
abrasive enough to smooth raised wood
fibers in preparation for finishing. Solid
blocks of fine pumice stone are also known
to have been used as an abrasivewhen
needed. From a purely economical point of
view, all of th ese abrasives would have been
consumed in use, while sharp cutting tools
could be resharpened and used for years.
If th ere was little to be gained by using
abrasives, th ere was littl e reason to use
th em up . Files also played an important role
in shaping and smoothing wood. A close
examination of well-preserved pieces shows
th at files were used to ease sharp corners , a
job th at usually would be done with
abrasives today.

Using waterproof silicon
carbide sandpaper and
powdered pumiceto fill
the pores of anopen
grained wood simulates
the original method ,
which calledfor rubbing
the surface witha solid
block of pumice.



Most 18th-century dyes or sta ins were
dissolved in water and raised th e grain of

th e wood. An experienced cabinetmaker
knew that thi s could be avoided by wett ing
th e surface first, allowing it to dry, and th en
lightly sanding or abrading th e wood
surface to remove th e raised fibers. Th e
effect iveness of thi s procedure is increased
if the wood is sized, th at is, wet with a very
dilute mixtu re of animal hide glue in water.

Th e dried sizing holds and st iffens th e
raised fibers, allowing th em to be cut off
more effect ively. Andre Jacques Roubo's
L'art du menuisier ("Th e art of th e joiner,"

3 vol., Paris, 1769-1 774) and subsequent
publ ications describe another procedure
wherein a block of pumice is rubbed in th e
direction of th e grain on still-wet wood. Th e
wood is allowed to dry and th e process is
repeated. Thi s technique actually works
very well, th ough a modern subst itute for
th e pumice block would be waterproof
silicon-carbide sandpaper.

FILLING THE GRAIN
Th e open grain of woods like mahogany and
walnu t presents a special problem for
finishers. Rath er th an filling with finish
and becom ing level with the surface, th e
open pores of th e surface remain apparent
th rough a top coat. Th ese pores need to be
filled before th e finish is applied. Th e

Modern prepared fillers
contain ground silica in
oil with pigmented color.
They arebrushedonto
the surface, andthe
excess is removed by
wiping across the grain.

method describ ed by Roubo and others
calls for filling th e pores with a mixture of
pumice, wood fibers and glue. Thomas
Sheraton 's Cabinet Dictionary (London,
1803) describes rubbing powdered br ick
du st and linseed oil int o th e sur face of th e
wood with a cork block. Other references
mention rubbing clay, whiting and
cornstarch into th e su rface, with a dr ying
oil like linseed to serve as a vehicle and
dryer. Whatever th e method, th e purpose
was to fill th e pores with solid particl es th at
were either tr ansparent or th e same color as
th e wood . Th e filler needed to harden in

place, be unlikel y to shrink and provide a
level base for top coats.

Modern, commercially prepared fillers
are thi ck liquids composed of ground silica
in oil with dryers, thinners and pigments.
Th e silica is called silex, a ground flint that
breaks int o tiny, sharp, geomet ric particles
th at interl ock and pack together in th e
pores. In oil, th e silex is nearly transparent,
but it somet imes appears white afte r th e oil
has dried, so a pigment is added to match
th e filler to th e color of th e wood . Th ese
fillers are brushed onto th e su rface of th e
wood, first with th e grain and th en across it
to work it into th e pores. Afte r some of th e
solvents have evaporated and th e filler
becomes qu ite st iff, th e excess is wiped off
th e sur face with a pliable scraper, like a

credit card, and a coarse cloth such as
burlap. The wiping is done across th e grain
so as not to pull th e soft filler from the

pores. Becau se of th e oil binder, modern
fillers take up to 72 hours to dry. The filler
mu st be allowed to dr y th oroughly;
otherwise, it will shri nk in th e pores under
th e top coat, giving th e pores a white cast.

Coloring the Wood
The use of sta ins or dyes for coloring wood
was a frequ ent practice for most of th e

18th century. Dyestuffs and pigments
were commonly traded commodities and
were used for textil e dyeing and in th e
preparation of paints, so th ere is no reason
to believe th at th ey were not available to
cabinetmakers. Original pieces that seem to
have a light natural color frequently have

been st ripped and show traces of deeper
original colors under moldings and beh ind

drawer lips. Often, stains were applied to
lighter woods to simulate th e appearance of
walnut or mahogany, both of which were
considered desirable woods for most of the
century. Appl ying a sta in or dye to th e wood
not only deepens th e color and enriches the
app earance, but also evens th e tone of
dissimilar parts and enhances th e figure of
th e wood. One except ion to th e use of

overall staining occurred during th e Federal
period, when th e use of inlaid veneer of
contrasting shades prevented th e pract ice.
At th e same time, th e practice of dyeing
vene er before it was cut and assembl ed into
paterae or stringing became common.

Period pieces were sta ined with colors
derived from a variety of plant and min eral
products, both dom estic and imp orted
(see Appendix IV on p. 297 for a listing of
period colorants) . As with most finishing
details, each cabinetmaking shop or region
had its preferred formulae. Th e majority of
th ese colorants were mad e by boiling or
stee ping th e dyestuffs in water, th ough
some were dissolved in alcohol. Occasiona l
references were made to adding nitr ic acid

or other chemicals to prevent th e colors
from fading. Oil s were not in general use as
vehicles for sta ins, but th ere are many
references to linseed oil, tinted red with
alkan et root, being used to deepen th e color
and enhance th e grain of mah ogany.
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Because they have
no solid pigments in
suspension, dye stains
(left) have a greater
clarity and their
colorants areable to
penetrate the wood
surface. Pigmented
stains(right) aremore
opaque, and the
pigments remain on the
wood surface. Bothof
these samples are of
equal film thickness and
producesimilar colors.

DYE STA INS AN D
P IGMENTE D STAI N S

A distinctio n should be made between dye
sta ins and pigmented sta ins. By modern
stan da rds, dyes are solut ions of colorants in

wate r, alcohol or oil. Since th ey are
dissolved in solut ion, th ere are no particles
in suspe nsion to settle out. Th e colorant
penetrates th e wood , changing its color.
Pigmented sta ins conta in ground pigment
suspended in a solvent with binders and
are formulated to help th e color disperse

and make it adh ere to the wood . The
pigments are not in solution and must be
st irred up from the bottom of the conta iner
before use. Once appli ed, and aft er th e
solvents have evaporated, the pigments
remain mostly on th e surface of th e wood .

Eightee nth-eentury colorants were
mostly dye sta ins. Th e early methods of
boiling or stee ping the dyestuffs put th e
coloran t int o solut ion, and th e sta in was
then st rained to filter out th e solids.
Litera ture from late in th e period makes a
distinctio n between dyeing and sta ining
that has more to do with th e process of
coloring th e wood than th e actual
characterist ics of th e sta in. In period terms,
sta ining meant to apply a colorant to th e
completed piece of furniture as part of th e
finishing process. Dyeing referred to th e
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coloring of veneers so th e color th oroughly
penetrated th e wood before th e veneers
were cut for use. This practice was most

common in th e last quarter of th e century
and involved submersing th e veneer in
troughs of dye, whi ch were periodically
heated to boiling, for days at a time.

Modern dye sta ins, called aniline dyes,
are coal-ta r derivatives available in powder

form. Th ey are available in a wide range of
colors and are soluble in water, alcohol or

oil. Water-solub le ani line dye stains closely
replicate th e effect of period water-based
stains. They penetra te the wood su rface,
and since th ey contain no solids, th ey color
the wood with remarkable depth and
clarity. Th e deep penetr at ion of the dye
enhances th e figur ing and brings out the
best qualities of th e wood . In a dilute

solut ion, dye stains augment th e natural
warm color of th e wood without
overpowering it, and allow it to darken and
age gracefully.Mu ch of th e rich surface of
fine period originals is du e to th e depth and
clarity of th e coloring, and th e use of water
based aniline dye sta ins is essent ial to
captur ing th at aspect of th e fini sh .

Oil-solubl e anilines also add a tr ans
parent color. Like alkanet root, th ey can be
used to tint linseed oil, and th ey are well

suited for imparting color to replications
of very early pieces th at wou ld have

originally been fini shed with an oil and
beeswax fin ish. Alcohol-soluble anilin es are
not light-fast and are used mainly as a
touch-up colorant.

Pigmented oil stains are not
recommend ed for th e authentic replication
of period fini shes. Because th ese stains are
suspensions of ground pigments in oil and
solvents, mu ch of th e colorant is left on th e
surface of th e wood as th e carriers penetrate
th e wood or evaporate. Th e result is a layer
of opaque color on th e surface. Whil e the
pigments impart color to the surface, th ey
also mask th e grain and figure, and obscure
th e nat ural tone of th e wood. Some
manufa ctu rers produ ce penetratin g oil
stains th at have more of their color in
solution, wh ich improves th e clarity and
dept h of the fin ish like an oil-soluble
aniline. Anoth er drawback of oil-based
stain is the tend ency to seal th e wood with
th e first application, preventing subsequent
coats from being effect ive.

Varnishes
Th e search for th e ideal clear and durable
top coat was one of th e more elusive goals of
th e 18th-eentury cabinetmaker. The search
had all th e mystery and intrigue of alchemy,
and th e potenti al rewards mu st have

seemed as promising. A good film finish not
only had to be clear and durable, but also
relatively easy to prepare and apply. Th e
period makers knew little or nothing about
th e chemistry involved, so mu ch of the
development was done on a tr ial-and-error
basis. In addition, th e pur ity, origin and
even identity of th e ingredients, many of
whi ch were imported from distant lands,
were uncertain at best. Even afte r having

arrived at a very successful varn ish formula,
th e chances of being able to repeat it were
not guaranteed.

In 18th-eentury parlance any clear-film
top coat was called a varn ish. Varnishes fall
into two categories: spirit varn ishes and
fixed-oil varn ishes. Spirit varnishes consist
of resins dissolved in an evaporating solvent,
usually alcohol. Once applied to th e surface,
th e solvent evaporates, leaving a hard film
of resin. Modern shellac is one such spirit
varni sh. Fixed-oil varnishes are similar to



modern oil-based varn ishes and consist of
resins dissolved in a drying oil. These
varn ishes dry by th e more complex process
of oxidation of resin and oils and th e
molecular linkin g of th e const itue nts.

Before exploring th e variety of varnis hes,
we should conside r what was used in th eir

absence. All references point to oil and wax,
alone or in combination, as th e long

standing alternat ives to varni sh. Linseed oil,
heated and with a lead-oxide dri er added,
made a fast-drying oil th at left a protective
film. Th e addition of a resin made a simple
soft varni sh. Beeswax was shaved and mixed
with spirits of turpentine to make a wax
paste that could be rubbed into th e sur face
and buffed. Neith er left a hard , protective
film finish, but th ey sealed th e wood and
impart ed a littl e protection and luster.

Because of its hardness,
clarity and solubility,
sandarac was the resin
of choice for 18th
century spirit vanishes.
For a comparison of
clarity, modern orange
shellac is shown at right.

SPIRIT VARNISHES
Among th e spirit varn ishes of th e 18th

century were every kind of resin th at could
be dissolved in an evaporat ing solvent (see
Appendix IIIon p. 296). Th anks to th e
industries of colonial America, solvents
were easily obtained. O ne of th e leading

industri es in coastal New England was th e
distillation of West Indian molasses to make
rum, so th ere was no sho rtage of alcohol.
Sometimes referred to as spirits of win e
(spirits generally meaning distillates at th e
tim e), alcohol was often rect ified, or re
dist illed, to redu ce its water content.

FRENCH POLISHING

Sandarac
A number of tree resins are solu ble in
alcohol, but during th e 18th centu ry
sandarac was th e spir it-varn ish resin of
choice. Sandarac is a brittle, pale yellow
resin from a cypress- or juni per-like tree of
north west Africa. It is th e hardest of the
spirit-soluble resins, so softer resins, like

French polishing, or friction
varnishing, is a method of

applying shellac that results in a
rich and lustrous surface. The
shellac is applied with a rubbing
pad rather than a brush, so the
application const itutes many
thin layers instead of a few thick
ones. By applying th e shellac this
way, th ere is no need to level or
rub out th e finish once it has
hardened, and th e pores are
filled simultaneously.

A small ball of muslin or
flannel is wrapped in fine linen,
and dampened with a thinned
shellac consistin g of about I lb.
of resin in I gal. of alcohol, with

some raw linseed oil added as a
lubricant. The pad is rubbed in a
circular motion on the wood,
covering about I sq. ft . at a time
workin g from the center toward
th e outside. More shellac and a
drop or two of linseed oil are

add ed to th e pad as needed.
By various accounts, the

process is repeated from three to
eight times, allowing the finish
to dr y between applic ations.
Powdered pumice or brick dust
is sprinkled on th e surface prior

to th e second application and
worked into th e pores with th e
shellac by th e rubbing pad. Th e
final layer of shellac is brought to

a high gloss by "spiriting off" th e
oil residue and amalgamating
th e surface with a cloth just
slightly damp with alcohol. A
thin polish of the soft resin
ben zoin in alcohol is sometimes

used in this last process to
impart a high gloss.

Like any other aspect of
fini shing , French polishing
requires skill and pati ence to
achieve good results. Those wh o
work in the 18th-eentury styles
but choose not to become
master French polish ers can take
solace in the fact that neither
shellac nor th e French method
of applying it were in general use

during th e period. Th e first
definitive mention of th e
procedure is in an 182 5 editio n
of The Cabinet-Maker's Guide,
published in Lond on and
Am erica under different
authors' nam es. It is not

mentioned in th e earlier 1809 or
c.1818editions. While th e
practice of French polishing no
doubt predated thi s guide and
could well have been used late in
th e 18th century, it was not th e
prevailing method of finish
appli cation.
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mastic or soft copal, were usually add ed to
sandarac to make it more elastic and less
brittle. Sandarac spirit varn ishes were
valued for th eir clarity and luster above all
others. Spirit varn ishes with sandarac resin
are men tioned by Sta lker and Parker in th e
1688 Treatiseof Japanningand Varnishing
and by Rou bo in Cart du menllisier of th e
1770s. Soft copals, resins from a wide
variety of t ropical t rees and one type of
American sumac, were genera lly soluble
in alcohol and were also used as spirit
varn ish resins.

She llac
Shellac is spirit varnish of lac resin dissolved
in alcohol. Th e resin itself is exuded
through th e pores of th e Southeast Asian
insect Laccifer lacca and forms encrusta
tions on th e twigs and branches of th e trees
on which th e insect feeds; up to 90,000
insects are required to make I lb. of shellac
resin. The resin is collected by gathering
and scraping th e branches. In its natural
sta te, this stick-lac conta ins about 66% lac
resin, 6%shellac wax, 6%gluten and II %
lac dye; th e balance is impurities. Th e lac
dye, a stro ng red color, was an important
commodity before th e advent of aniline
dyes, and was at one time more valuable
than th e lac resin. Th e dye is water soluble
and most of it can be washed from th e
resin. Th e remaining brown resin is heated
and squeezed through fabr ic bags to filter
out impurities. Variou s grades of shellac
have undergone different levels of refining
to remove th e impurities. Th e warm resin is
st retched into sheets, allowed to cool and
harden, and broken into flakes. Th e quality
of shellac is judged by its clarity and purity.

Cont rary to many long-held opinions,
shellac was not th e most popul ar spirit
varnish during th e 18th centu ry (see th e
sidebar on French polishin g on p. 189).
Even in its most refined state, the resin had
a cloudy brow n cast th at made it inferior
to other common resins like sandarac.
"Shell-lac" varn ish is mentioned in an
uncomplimenta ry way by Stalker and
Parker in 1688. Not until th e end of th e
century were th e filtering and bleaching
processes perfected by which th e lac could
be made more transparent.
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Spirits ofturpentine
Anoth er type of spirit varni sh includ es
th ose based on spirits of turpentine, th e
liqu id distillate of conifer sap. As with
alcohol, American industry produ ced th is
solvent in abundance. Sap from a variety of
coniferous t rees, especially th e Southern
yellow pine (Pinli S palustris), was an
important natu ral resou rce in th e 18th
century. Th e sap was boiled down to
produce pitch, which was used to caulk
ships or could be distilled to produ ce spirits
of turpentine. Rosin or colophony, th e resin
left behind after th e distillat ion, was an
inexpensive varni sh resin . A number of
resins, like mastic, dam mar and rosin, are
solub le in spirits of turpentine, and
produced soft spirit varnishes th at were
generally inferior to sandarac varni sh.
Varnishes using spirits of turpentine as a
solvent are sometimes called volatile-oil or
essent ial-oil varni shes, but since th ey dr y
solely by evaporat ion th ey are spirit
varn ishes.

Th e shortco ming of spir it varn ishes is
th at constituen t resins are limited to th ose
th at are soft and easily soluble. Th ese soft
resins have low melting points, which make
th e finish intolerant of heat . Since th ey are
deposited by evaporation, th ey remain
susceptible to damage from solvents like
alcohol and water, th ough a protective layer
of wax helps th em resist liquids.

FI XED-OIL VA RN IS HE S
Th e practice of using oil to prot ect and seal
wood seems as old as th e use of wood itself.
Th e appli cation of oil to any wooden object
sealed and protected th e su rface and gave it
a nice appearan ce as well. Oils of various
ext raction have been mentioned from th e
beginning of record ed history, but th ose
that dr y offered th e best protection .

Unlike pet roleum distillates, most oils
ext racted from vegetable and plant material
will dr y slowly by oxidat ion. Th e best
known among th ese is linseed oil, which is
ext racted from flax seeds, th e plant of
wh ich is grown to make linen . Linseed oil is
a heavily bodied oil th at was in abundan t
su pply during th e 18th centu ry. Other
dr ying oils th at were in use during the
period include walnut oil, poppy-seed oil
and almo nd oil. All of th ese dr y rather

T H E LONG
H ISTO RY

OF F IXED-O IL
VA RNISHES

Fixed-oil varnishes have been
traced as far back as ancient

Egypt. Th e interiors of mummy
cases are coated with a pale
yellow varnish . Given that many
of th e resins used in th e 18th
century originated from Africa
and th e Mediterranean, and
knowin g that the Egyptians
produced flax and olive oil, it is
thought that these coatings are
likely a fixed-oil varnish.
Interestin gly, th e varni sh was
spread on with a knife rath er
th an brushed.

Th e Greeks are known to
have valued varnish as well. In
th e third century B.C., Berenice,
th e wife of th e king of th e Greek
North African colonies,
sacrificed her amber hair to th e
goddess Venus for th e safe
return of her hu sband from an
Asian war. Th e Greeks, who
trad ed in Baltic amb er, came to
call th e substance berenice or
pherenice, with th e "ph"
pronounced as a "v" Th e Latin
spelling became verenice, and
later vernix, from which comes
th e English varnish.

Other references confirm th e
use of varn ish to protect
paintings as early as th e fourth
century B.C. In th e tenth or
eleventh century, th e Swiss or
German monk Th eophilus
Presbyter wrote of how
powdered amber and linseed oil
Un th e proportions of I :2 by
weight) were mixed and heated
to make varni sh. Th e general
prin ciple remains unchanged to
th e present day.



slowlyand tend to remain gu mmy. The
heatin g and addit ion of a lead-oxide or

similar dryer speeds up th e oxidation and
makes th ese oils dry faster and leave a
harder film. Oils th at are sold as boiled, as
opposed to raw, have undergone thi s
heating for th e addition of dr yers.

Th e addition of natural resins to drying
oils combined th e best of two finishes: th e
water-resistant and penetratin g qualities of
oil, and th e toughness and luster of a resin
film. Th e combinat ion is called a fixed-oil
varn ish, connoting th at th e oil dri es in
place. Th e development of th ese varn ishes
is an int riguing facet of th e cabinetmaker's
trade (see th e sidebar on th e facing page).

Fixed-oil varnishes are decidedly more
difficult to make th an spirit varnishes, but
th ey are far more durable and resistant to
damage from water and alcohol. Th ese
varnishes have drying oils such as linseed,
poppy or walnut oil (and more recently
china-wood or tung oil) as th eir bases. The
resins used for fixed-oil varn ishes can
include th e harder fossil resins, like ambe r
and hard copal, since oil is th e on ly solvent
that can be heated high enough to dissolve
th en. Even so, both resins have to be "run"

or liquefied before th ey can be dissolved in
hot oil, and thi s can entai l heating th em in
excess of 500°F.Th e process, involving

liquefied resins, boiling oils and hot spirits
of turpentine, all done on an open fire in
th e 18th century, was except ionally
dangerous. This kind of work was left to
varn ish and paint makers in urban areas.
Unfortunately, th e heating required to
dissolve fossil resins and chemical processes
that accomplished th e same thing both
cont ributed to th eir decay, and th ese

finishes soon deteriorated.
Many softer resins, like those used in

spirit varn ishes, could be used in fixed-oil
varnishes. Because th ey liquefied at lower
temperatures, th e preparation of th ese
varn ishes was relatively safe. Almost all of
th e soft resins melt between 200°F and
300 °F.A common oil varnish consisted of

rosin dissolved in boiling linseed oil, with
some spirits of turpentine added to thin it .
English formulae used soft copal and
shellac resins dissolved in hot oil. As with
spirit varn ishes, various resins were used to
alter th e properti es of th e fini sh.

Varn ishes made with th e favorite
18th-eentury resins are st ill available
th rough artists' supply sources , but th ey
tend to be expensive in th e quantities
requi red for finishing furni ture. Th e
modern equivalents of th ese varn ishes
con ta in natural and synthet ic resins in
linseed ancl!or tung oil. Th ese varn ishes are
formulated with a variety of charac terist ics
depending on their purpose. Long-oil
varn ishes have a large percentage of dr ying
oil relative to the amount of resins, 40 to
55 gal. of oil for each 100 lb. of resin . They

take a long time to dr y, remain tough and
elastic, and are highly wate r resistant . This
kind of varni sh includes marin e spar
varn ishes and floor varni shes. Short-oil
varn ishes conta in less than 12 gal. of drying
oil for each 100 lb. of resin . Furniture and
gloss-oil varn ishes are of thi s type, dr ying
hard quickly. Rubbing and polishin g
varni shes are short-oil varn ishes, but

formulated with hard resins th at may be
polished to a high gloss.

Rubbing Out
Eightee nth-eentury aesthet ics called for
smooth and well-polished fu rn iture
surfaces . C lear, du rable and lustrou s
fin ishes were th e goal of varn ish makers,

cabinetmakers and th eir customers. G iven
th e shor tco mings of period finishes and

centur ies of use, few original finishes
remain. Those th at do survive have
degraded from th eir original appearance in
terms of clarit y and luster and don't
represent th e original appearance of th e
piece. Th e effort to achieve a high luster in
original work is evidenced by period
references to th e glossy qualities of
varn ishes and by description s of meth ods to
smooth and enhance th eir shine . Ju st how
high a gloss th e original makers were able to
obtai n is not certa in given th e variable
nature of th e materials at th eir disposal.

Th e process of rubbing out th e app lied
fini sh includes smoothing its surface and
polishing it. Smoothing th e su rface means
leveling any bumps in th e varnis h caused by
du st or raised wood fibers. To create a flat
su rface it mu st be ru bbed with an abrasive
backed by a flat block (see th e photo
below). Period references ment ion rubbing
with a flannel or felt impregnated with
tripoli or pumice and lubricated with water
or linseed oil. Th ese pads were backed up
with a block of cork or rubber to aid in
leveling the surface. Th e next step was to
bring th e surface to a high luster. Th is was
done by rubbing th e surface with a
succession of increasingly fine abrasives

Period cabinetmakers
leveled the surface of
the finishby rubbing it
with pumice and linseed
oil usinga pad backed
bya cork block. The
modern equivalent is to
usesteel wool or a
waterproof silicon
carbide sandpaper.
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The luster of the finish is increased by rubbing itwith finer pumice or rottenstone
lubricated with oi l. Here, mineral oil and mineral spi rits, mixed inequal parts, serve
as the lubricant.

The fina l step in finishing is to polish thesurface. Here, a linseed-oil polish has been
applied and buffed off.

unt il the desired luster was achi eved . Period

su rfaces th at were first leveled with pumice

and oil were brought to a higher luster by

rubbing with eme ry powder, rotten stone,
whiti ng and even flour. Flannel, felt , linen

and wool were all cited as good fabrics with
whic h to rub the surface, as were sha rkskin,

sealskin and soft leather impregnated wit h

ab rasive powder.

This process has changed little to the

present day, wit h th e except ion that

different abrasive med ia are used . T he

fin est grades of stee l wool are gene rally used
for leveling the su rface. On soft fini shes,

like shellac, steel woo l can usually level the

surface witho ut a backin g block. On
tougher finis hes, like oil-based varn ish, very

fine waterproof silicon-ea rbide sandpa per

(600 grit or finer), lubricated with water

and used wit h a felt block, may be needed

to flatten bumps before steel wool is used .

By modern methods , once the sur face has

been leveled with stee l wool it can be
rubbed wit h pumice and oil, followed by

rot tenstone and oil. It sho uld be noted that

there are d ifferent grades of pumice
available commercially; the most com mo n

grades are 2F and 4F, 4F being the fin est. To
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achieve the highest gloss, a su rface wou ld be

ru bbed wit h 2F pumice, 4F pumice and
fina lly rottenstone, with t horough cleaning

of the surfa ce in between , stopping at th e

desired level ofl uste r. Min eral oil and
mineral spirits (paint thinner) mixed in a

I : I proportion make a very good lubricant

for rubbing out . Linseed oil is too viscous

and difficult to clean off, and wate r can

only be used on oil varni shes.

The fina l step in fini shing t he su rface is

th e application of a polish. On a micro

scopic level, this step uses a wax, oil or resin

to fill t he last rem aining abrasions from
rubbing out. The many period polish es

consisted of beeswax soften ed wit h a

solvent like turpentine, or th ose based on

boiled linseed oil. They left eit he r a wax or

dried oil film on the surface that could be

buffed out to impart a final gloss. Both

provided a protective layer t hat resisted

liqu ids, an import ant benefit for spirit

varn ishes. Mor e aggressive polishes used
soft resins, like benzoin or she llac, in

alcoh ol. These polishes, usua lly used for

rejuvenating old surfaces, laid down a new

top layer of soft resin or softe ned and

am algam ated the top layer of exist ing

fini shes.

Patina
The appli ed fini sh, wh atever its makeup, is

only a sma ll part of t he patin a of an or iginal
piece. Th e fini sh th at was applied as a last

ste p by the maker was only th e sta rting
point for two or three centur ies of use.

During th at t ime, the inevitable marks of

use and th e effects of age were added to the
original fini sh. These additions were far

lon ger in th e making th an th e piece itself,

and t hey cont ribute greatly to th e appear
ance and characte r of th e furniture. Th ey

are part of th e history of th e piece and

point to a legacy of care and use th at new
furni ture does not possess. The qua lit ies of

the acquired pat ina fall into th ree categories :

luster, wear and grime. For anyone inte rested

in preserving or replicati ng th e characte r of
the aged su rface th ey are worth examining

in closer detail.

LUST ER
Through accounts of procedures and
formulae for fini shing, period pieces are

known to have had lustrous finishes when

they were new. Tim e and the environ ment

eventua lly took t heir toll on t he finish, and,



if it escaped being refini shed or recoated , it
has survived in what is probably a degraded
state from th e or iginal. As th ey appear
today, early finishes retain very littl e of th eir
original luster. Whil e th e sur face is not
matt e, neither is it glossy enough to be
described as satinlike. Th ese surfaces defy
easy description because th ey have become
textural from cracking or beadin g of th e
finish or from th e marks of use.

WEAR
Centur ies of use cause a variety of effects,

from th e worn st retcher of a turned chair,
to th e well-rubbed smoothness of an often
polished sur face. Recreating this wear
requir es conside ring how a piece was valued
and used, and what kind of marks would
have likely been left on its surface. Good
furniture was expensive in its day, and it
was treated with care. Th e furnishin gs of
a house were among its owners' most
prized possessions, so th ey would show

subtle signs of use. More utilitarian pieces
were meant to be used with less regard
to damage.

Different parts of a piece of furniture are
subject to different kinds of wear.Th e feet

and legs of any piece are subject to din gs
and dents from shoes and boots, and, more
recently,vacuum cleaners. Th e tops of ball
and claw or pad feet are subject to being
ste pped on and having things dropped on
th em. Drawer lips and drawer dividers
show both dents and scratches from things
being taken in and out of th em . The edges
of tops see dents from objects falling against
th em, from having been moved and from

having been bumped by passersby. Tops fare
th e worst, and are likely to have been
scratched, dented and stained. Even th e

sides of cases are likely to show marks from
handling and movin g. Fingernails, rings,
belt buckles, pets and falling objects all leave
their distinctive marks in th e surface.

GRIME
Wear marks, along with th e crevices of

original details, are usually accentuated by
an accumulat ion of grime. Thi s is
understand able conside ring how hom es
were heated in previous centuries. During
th e 17th and 18th centu ries, open fires for
cooking and heating burned contin ually.
During th e 19th century, wood and coal
burning stoves served th e same purposes.

Furniture of th e period was consta ntly
exposed to black sooty grime in th e air.

When pieces were polished, waxed or
recoated with a new finish, th e black grime

became permanentl y sealed int o pores,
pit s, scratches and crevices. As grime was
rubbed int o recessed details, th e fin ish was
rubbed off th e raised details, and a contrast
in color and texture began to emerge.
Raised details became lighter, smoother and
more polished, whil e crevices became
increasingly black and crusty. Th e process
enhanced th e three-dimensional effect of

det ails like moldings and carvings by adding
differen ces in luster and tone. As with signs
of wear, th e exte nt of thi s effect varies
among examples of furniture. Pieces th at
received frequ ent polishing show a more
pron ounced cont rast in color, whil e pieces
th at were literally untouched do not.

Th e decision to add th e effects of tim e,
use and grime to a replica (or to a repair to
an original) is up to th e discretion of th e
maker and client. Some owners of
repl icated pieces want th em to be
indi sti nguishable from an aged original,
with all th e features of an old surface.
Others want th eir pieces to appear as th ey

The patina of a candlestand from the third quarterof the 18th century shows the
marks of useand an accumulationof grimein themarks and details.

A black-pigmented oil stain maybeappl iedto a surface to enhance themarks of age
and replicate the accumulation of grime.
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did when they were delivered to th eir
origina l owners so th ey can add th eir own
family's signs of use over time. Because early
originals are nearly always well worn, signs
of use seem to be a necessary and integral
part of pieces from th e first part of th e
18th century, and replicas look incomplete
without them. Examples from later in the
century show fewer signs of age, and
replicati ng an aged patina is less important
to th e overall appearance of th e piece.

If th e marks of ageand use are to be
replicated, th e key to doing so successfully
is to put th e appropriate wear in th e correc t
places.The on ly guideline is to consider
how a piece would have been lived with ;
th at is, how it was used, moved and where it
would have been handl ed. Th e marks of use
are not dist ributed rando mly across th e
surface of a piece; they are concentra ted in
the areas of use. Any black-pigmented oil
based sta in can simulate th e grime
accumulated over th e centu ries. Since it
was acquired after th e original fini sh was
app lied, so should it be applied to th e
replica, or perhaps between successive coats
of finish. To give a newly fin ished piece an
authentic pat ina takes a long time; you are
tr ying to replicate two or three hundred
years of use in a few days. An authentic
looking t reatm ent requires patience,
experime nta tion and caut ion. Th e marks of
age are more easily added th an removed.

Ebonizing
Ebonizing is a treatment used to blacken
wood and give it th e appearance of ebony, a
dense, hard t ropical wood th at is black with
st reaks of brown. While ebony was rarely
used in 18th-eentury America n furni tu re
(except as decorative inlay), it was used in
Europea n cou rt furniture of the 17th
century. Th e cont rast of light and dark
wood in a single piece of fu rn itu re was an
important par t of the Jacobean aesthet ic.
In orde r to achieve th e same cont rast
without actua l ebony, America n makers of
th e 17th century had to settle for a painted
simulation. Ebonized part s, like bosses,
split spindles and turnings, are an
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important part of th e design of American
Jacobean furn iture, and ebonizing
cont inued to be used into th e William and
Mary period for chairs and turned legs. Th e
process fell out of favor for th e rest of th e
century as rich woods and lighter colors
came into vogue. Veneer was dyed black to
simulate ebony for st ringing and inlay in th e
Federal period, but that process differed
from earlier ebonizing.

In ebonizing, th e quality of th e su rface
was as important as th e color. Ebonized
parts were intend ed to be smooth and
lust rous, with th e appea rance of having
been well polished. To achieve th is effect, a
dense close-grained wood like maple was
preferred. Th e process is no more involved
than applying a heavily pigment ed black
sta in or paint. Th ere are a few known
ancient methods, and all call for black
pigments, like lamp black or bone black, to
be suspended in a carr ier and binder and
applied to th e part. Th e most common
meth od of ebonizing would includ e th e
most readily available materials such as
black pigment added to linseed oil with
dryers. This mixture makes a th ick, black

paint/stain th at penet rates th e surface of
bare wood. Th e excess may be wiped off,
leaving pigment in th e wood and a nice
luster from th e oil. Two or more
app licat ions, with dr ying tim e between,
build a nice ebonized surface. Th is surface
can be buffed , with or witho ut wax, or top
coated with varn ish with th e rest of th e
piece for a higher gloss. Modern solid-eolor
oil stains are nearly equivalent to th e
pigment and oil mixture.

A later meth od of ebonizi ng calls for
one of th e black pigmen ts to be mixed with
a spir it varnish ( I heaping tablespoon per
8 fl .oz. shellac varnish). Up to seven coats
are applied with light sanding between, and
th e final su rface is rubbed with pumi ce
and oil.

Strong black dyes were used for th e vat
dyeing of veneer intended for strin ging and
inlay in the Federal period . These colorants
were made from dyestuff rath er th an
pigment to penetrate clear th rough the
veneer. Of th e several known formulae,
most sta rt with logwood chips or sawdust
boiled in water to make a dark red stain (see
Appendix V on pp. 298-299). That color is

Ebonizing is the
application of a heavily
pigmented black oil
paint/ stain to simulate
ebony. It is brushed on
and theexcess is rubbed
off, leavinga soft luster
on thewood. The
process is repeatedas
needed to reach the
desired opacity.



humidity is amo ng th e lowest of all the
cabinet woods-less th an half th at of most
Am erican or Eu ropean hardwoods. As a
result, Ori ental lacquer was less apt to crack
and deteri orat e.

THE JAPANNING PROCESS
It was th e goal of th e Western japann er to

tr y to equal th e work of Eastern decorators
with th e materials th at were readily
available. Furn iture was built specifica lly to
be japanned, and could be bu ilt from
something ot her th an th e most desirable

then turned black with th e addition of
tannic acid (from oak galls or bark) and
copper compounds, or iron filings in

vinegar. Because of th e more complex
nature of thi s formula, it is unl ikely that it
was ever used for th e early Jacobean or
William and Mary ebonizing.

Japanning
Th e exotic allure of things Oriental, or
chinoiserie, has fascinated Europeans for
centuries, but none so mu ch as Ori ental

lacquer. Throughout th e European history
of finishing and varnish-making, th e quality
of Oriental lacquer has stood as th e
benchmark by which all other finishes are
judged. Th e many formulae and arcane
processes for making varn ish were largely
intended to rival th e brilliance of authent ic
lacquer finishes. Trade brought decorated
Ch inese lacquer boxes to Europe where

local cabinetmakers were often called upon
to build stands for th em . Before long,

cabinetmakers began to replicate th e boxes
and th e lacquer decoration th emselves. The
decoration featured figures and scenes in
gold, displayed on a black or mottl ed
background. Th e Ori ental process was
complex, tim e-consuming and required
fairly exotic materials and resins, but th e

Europeans sought to replicate th e lacquer
with th e materials and methods that were
available and familiar to th em . Stalker and
Parker's Treatiseof Japanningand Varnishing
of 1688 helped disseminate both th e
method of and int erest in japanning. (For

more on th e history of japanning in
Amer ica, see p. 57.)

Real Orienta l lacquers are made from

th e resin of th e lac tr ee Rhus vernicijera.
Lacquer is not related to th e lac resin of
insect origin used to make shellac, though
many ISth-century "lacquers" were littl e
more than shellac spirit varni sh . Chinese
and Japanese lacquers are mad e from th e
same resin but with different additives.
Chinese lacquer conta ins additives to give it
more body, while Japanese lacquer, wh ich
was considered harder and more durable,
contains only camphor to thin it. Burm ese
black lacquer is similar, but comes from a
different tr ee (Me/mlOrrhea usitata]. Like oil

varn ishes, real lacquer cure s by oxidation,
not evaporat ion. It is clear wh en first
applied, and th en turns red, and finally
black as it hard ens. Proper hardening occur s
only under humid condit ions; th e resin
remains soft and gummy under warm and
dr y condit ions. Modern lacquers are mad e
with nitrocellulose and synthet ic resins in
complex solvents and dry by evaporation.
Some of th e credit for th e du rability and
longevity of Ori ental lacquer should be
given to th e wood to wh ich it was applied.
Many lacquer finishes were applied to teak,
and teak's expan sion and cont ractio n with

Japanning begins by
drawing the design
directly on the wood
surface and building up
the figures with gesso.

A red-pigmented oil
paint/stain is applied
over the gesso and
allowed to dry. This is
followed byblackpaint
stain. A mottled or
streaked effect can be
obtained by wiping
through the layer of
black.
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The raised figures and designs are painted or gilded and smaller details are added in
black paint.

Several coats of a spirit varnish are applied to seal thework.

wood . Most japanned pieces were built
from a variety of woods, including maple,

pine and oak.
Th e designs for th e figures and scenes

were copied or traced from patterns.
Evidence for th ese patt ern s includes not
only th eir menti on in inventories, but also
th e similarity of decorative designs on many
different pieces of furniture. (Stalker and
Parker's Treatiseof Japanningand Va rnishing
included many engraved plates with

suggested scenes for japanned decoration, as
well as directions for tracing th em onto the
surface of th e furnlture.) Like the cabinet
makers' pattern s, japanning patt ern s made
the work go faste r and left designs th at are
ind icat ive of certai n craftsmen. Th e designs
for th e figures and scenery were traced
onto th e surface and built up with gesso
(see th e top photo on p. 19 5). Gesso is a
th ick-bodied, paintl ike substa nce mad e of
whit ing, hide glue and a plasticizing

material like gum arabic.
Some references cite th e drawing of th e

figures and th e applicat ion of gesso as
having been done on th e bare wood, and
others refer to its having been don e
following th e coats of red and black paint.
Since both references are based on actual
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japanned pieces, the method must have
been up to th e discretion of th e japann er.
While it would have been easier to draw th e
figures on th e prepared background (rather
th an painting over th em and having to re
draw th em), th e gesso would adhere better
to bare wood .

Th e base coat of color was a red

pigmented paint/stain that sealed th e wood
and prepared a ground. Over thi s, a black
pigmented oil paint/stain was applied (see

th e bottom photo on p. 195). The black
coat was left thi ck on som e pieces, and on
others it was daubed through with a brush
or cloth to reveal some of th e red beneath.
This caused th e mottled effect that
simu lated th e patterning of tortoiseshell.
On other pieces th e patterning is more of a
deliberate streaking, showing a sharp
cont rast between th e red and black.

Th e raised figures and oth er decorative
elements were covered with silver or gold
leaf, powder or paint (see th e photo at left
above). The leaf or powder was adhered to
th e figure with sizing, or powd er could be
mixed with a varni sh to create paint. Many
areas on japanned pieces, such as borders
and small decorative det ails, were painted

in gold without having been raised with
gesso. Fine details of th e figures and scenery

were added in black paint over th e gold
using a fine pointed bru sh. Th e ent ire piece
was th en given several coats of either a spirit
or oil varn ish to protect th e japanning and
impart a smooth and glossy luster (photo at
right above).

From th e trial-and-error nature of period
formulae and th e un cert ain composition of

raw materials, th e durabilit y of japanned
pieces mu st have varied widely.Th e process
of japanning builds up many layers of
dissimilar mat erials, each with varying
degrees of adh erence to one another.
Additionally, the process was applied to
expanding and cont racting wood subject to
th e ext remes of humidity of th e New
England climate. Japann ed decoration is
subject to deteriorati on as gesso and paint
layers either flake off or crumble. In spite of

th e japanners' obvious skill, the fact that
some pieces have lasted for close to three

centur ies while others have deteriorated is
largely th e result of th e right combination
of mat erials, formulae, technique and care.
Based on th e number of known japann ers
and the duration of its popul arit y, th e three
dozen surviving Boston pieces mu st be only
a tiny fraction of th e number of pieces th at

were made originally.
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MEASUREMENTS

DRAWINGS

AND

W en making any piece of furniture,
it's important to esta blish clearly th e design
and details of th e work. With th e very first
cuts, th e possibilit y of alter ing th e design
begins to diminish. This is especially true in
th e making of ISth-eentury designs, wh ere
th e cabinetmaker is further const rained by
period designs and methods and is less able

to exercise arti stic license. With so mu ch of
th e essence of lSth-eentury Am erican

furniture designed into th e piece rath er
than add ed on, proper planning from th e
start is important. Wh eth er th e piece is
inspired by one original or is an amalgama
tion of several examples, the aesthetic
success of th e finish ed piece dep ends on its
proper design and planning. If you are
undertaking an exact ing replica of an

original, accurate dim ensional information
is th e corne rsto ne of its authenticity.

Reliable and accu rate dimensions are
best taken from original pieces, but th ey
may also be determined from photographs.
Unknown dim ensions and peculi ar
constr uct ion details may be worked out by

making full-scale drawings. All of th ese
contribute to gathering a reliable set of
dim ensions and details from whi ch to work
and aid in making accurate and precise
patt ern s and component parts.

Measuring Originals
Unless you are fort unate enough to have a
fine or iginal in your care or possession, it 's
most likely that you' ll have only one chance
to measure an important original piece in
detail. Unfortunately, th e opportunity to
measure a piece in a mu seum or privat e

collect ion does not exte nd to th e luxury of
being able to draft full -scale drawings on
location at your leisure. You can only hope
to come a}Vay with a complete set of not es,
sketches and dimensions. As a cabinet
maker, you need to know what is important
to measure and what you will need to know
to build th e piece. It is important to be
th orough and complete without overstaying
your welcome .

To ensure the safety of th e or iginal and
th e peace of mind of its owners, you should
assemble a set of non-m arring measuring
tools, including a fabric tape measur e, long
and sho rt wooden rulers, and a set of
wooden or plastic calipers (see th e photo
on p. 198). Anyone wh o has been around
fine fu rn itu re is naturally careful and
respectful of it and could certainly measure
a piece with everyday shop tools without
infli cting damage, but a set of non-m arring
measuring tool s instills confide nce in th e

owners, shows consi de ratio n on your par t

and can prevent accidenta l marks from
occurring.

An added cour tesy is to wear white
fabric gloves while exami ning th e piece .
G ranted, origina ls have been handled and
used daily for two or th ree hu nd red years,
but out of respect for th e original and its

owners, gloves prevent your handling of th e
piece from addi ng to its pat ina. This
precaution really is important on th e bare
and unfinished su rfaces of dr awer and case
int eriors and undersides. Th ese areas are
un sealed and unprotected and have th e
potentia l to absor b d irt and oil. We would
all like future generat ions to be able to
examine th ese pieces and find th em in th e
same condition that we did .

TAKING MEASUREMENTS
Th e task of measuring a com plicated piece
may at first seem overw helming, and
knowin g where to begin is part of th e
pro blem. Measuring it as it would be bui lt
offe rs a logical and systemat ic way to
measu re all th e components and note how

th ey are int erconnected . Sta rt with th e
fundamentals of its st ructure and th en

proceed to its attachme nts and ado rn men ts.
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Non-marring tools for
measuringoriginal
pieces include a fabric
tape measure, longand
short wooden rulers,
wooden or plastic
calipers, andgloves.

Using th e example of a case piece such
as a chest of drawers, conside r first the
bare case itself without drawers, feet or
mold ings. Note th e dimensions of th e top,

botto m and sides of th e case and th e layout
of th e case joinery. From th ere, measure
the location of th e drawer dividers, th eir
joinery and any int ernal const ruct ion
deta ils like drawer runners, guides or
kickers. To thi s information on th e empty
case add details of th e attachments like
moldin gs and feet. With th e measurement
of th e drawer components and their joinery
th e task is complete. The same method
ology applies to all case pieces, no mat ter

how complex they are. In the case of chairs,
th e st ructure of the back is one subset of
th e piece, the fron t, sides and st retchers are
another, and the arms are last to be added.

Wh en measuring a piece on locat ion it
is very helpful to have a sketch of th e piece
prepared ahead of time, or some photo
copies of a photograph of th e piece.
Worki ng thi s way allows you to mark th e
dimensions directly onto th e copy or sketch
as they are measured, and you can spend
your tim e studying th e piece and its det ails
rat her than t rying to draw a reasonable
likeness of th e original.

T here are some aspects of fin e fu rn iture
th at are difficult to measure, such as th e
sweepi ng curves of aprons or cabriole legs.
Without tracing th e cur ves, which wou ld

198 C II A l' T E R T II I R TEE N

probably be frown ed upon , th e next best
way to record th em is to note th e position
and depth of th eir features. Thi s is why two
rulers are called for in th e measuring kit .

Use one to record th e horizontal features of
th e curve and th e other for th e vertica l
features. For any curve, th e relevant points
th at define it are where its features sta rt
and stop, th eir maximum and minimum
points, and th e position of inflec t ion point s
(those points wh ere th e direction changes).
Th e defining features of cabriole legs are
enumerated in th e sect ion on th eir layout
and making (see p. 149) . In keepin g with
the idea of measuring the piece as you

wou ld build it, conside r all th e information
you wou ld need to make a pattern as you
are measuring.

Some deta ils like carving or elaborate
fretwork cannot be adequately defin ed by
measurement alone. These areas really need
to be photograph ed . Som e mu seums will
allow photography, others will not . If th e
mu seum does not allow photography, th ere
may be stoc k mu seum photograph s
available for purchase or you may have to
resort to sketching. Som e places object to
flash photography on ly, in which case
photos can be taken with high-speed film
or using a tripod . If you are able to photo
graph details, take th e photos from angles
that will be th e most beneficial to th e

rep lication. Get st raight-on views of
carvings and fretwork , and st raight-on

profil e views of ap ron curves or cabriole
legs. Ball and claw feet require profile views
as well as 45° views from th e front (center

talon) and side to capture th eir detail fully.
In each case, take some oblique photos to
capture th e three-dimensional natu re of the
detail, and supplement th e photos with
measurements of major features and th e
depth of th e carving.

Scaling from Photographs
When it is not possible to gain access to an
original, or in cases where its whereabouts

are unknown, it is oft en necessary to work
from photographs and what is known of the
piece's major dimensions. Scaling from

photos is quite simp le if the photos are
taken directly from th e front and side of th e
piece (orthograph ic views) and th ere is litt le
distortion evident in th e photos. However,
furn iture photograph s are rarely publi shed
in st raight-on views, and photographs are
full of both obvious and subtle disto rtions.

DISTORTIO N I N
PHOTOGR APHS
In viewing a scene, th e mind natu rally takes
into account th e effects of perspect ive, th at
is th e character ist ic of more distant objects
to appear to be smaller. In an obvious

example, we know that a road has a
constant width even th ough it appears to
nar row toward a point on a distant horizon.

In a more subtle case, we can judge wheth er
th e legs of a ta ble are parallel from an
elevated point of view, even though
perspective makes th em appear to taper
inward. Photographs, however, present a
literal image of what the eye sees, with out
th e cor rect ive judgment of th e mind, so
differences in distance and th e effects of
perspective become part of th e image. In
addit ion, th ere is an inh erent distort ion
in th e photographi c image based on the
angle of view of th e lens and th e fore
shorten ing of objects away from th e center
of th e image.

Wide-angle lenses of short focal length
yield th e most distortion in photographs.
Thi s effect is seen clearly in photos taken
with wid e-angle "fisheye" lenses, which
illustrate th e effect of lens distortion in th e



SCALING F ROM AN
ORTHOG RAPH IC VIEW
Scaling from photograph s is simply tak ing
very accurate measurements from a small
photograph and multiplying th em to fu ll
scale. A small inaccura cy in th e initial

measurement will be amplified greatly
wh en it is multiplied to full scale. If you are
scaling a 3-ft . wid e dressing table from a
4-in . wid e photo, th e photo measurements
are multiplied by nin e, making an erro r
of 1/1 6 in. translate to an enlarged error of
9/16 in . The smaller th e photo and th e larger

th e actual piece, th e larger th e magnifi
cat ion of errors will be. Thus it is necessary
to measure th e photo as precisely as
possible, and to compare th e scaled-up
dimensions to those of other known pieces.
A machinist's caliper is th e most accurate
tool for th e precise measurement of photos.
This tool is equipped with either dial or
vernier scale, and measures inside and
outside length s to 1/ 1000 in. This kind of

precision in th e photo measurements
ensures th e accuracy of scaled dimensions.

Accurately determining th e dimensions

of an original this way requires a clear, sharp
photograph . It is best to have as large a
photo as possible, but makin g an enlarged

th e less th e angular distortion du e to
perspective and foreshortening. If th e

came ra is kept 4 ft . from th e subject for
every I ft . of subject height, th e total of
th ese distortions is kept under 2%. If th at
rati o is increased to 5 ft . for every I ft . of
subject height , dist ortion is held to 1%.

Given th at all photograph s exhibit some
degree of distortion but its extent and
compensat ion are unknown , th e best advice
is to be aware of it, anticipate it and never
trust a photograph to be th e final autho rity.
When scaling up measurements from a

ph oto, take th em from as near th e cente r as
possible, since that is th e most reliable part
of the im age. Som etimes th ere are enough
clues in th e photo to estimate fro m how far
away th e photo was taken, whi ch offers an
idea of the inherent distortion . The
drawing on p. 200 shows how to use th e
locat ion of feet , corn ice moldings and other
details to const ruct a scale drawing of th e

subject and determine its distance from
th e camera.

Center
of image
(perpend icular
to centerof
subject)

Two factors cont ribute to distortion in
photographs , even in photos of flat su bjects
directly in front of th e camera and
perpend icular to th e cente r of its line of
sight. O ne of th ese factors is perspective:
Away from th e cente r of th e image, th e
subject is at a greater distance from th e lens,
thus it appears slightly smaller. The other
factor is foreshortening: Away from th e
cente r of th e image, th e subject is seen at a
slight angle, and foresho rtening causes it to

appear even smaller. Th e farther th e lens is
from th e subject, th e smaller th e angle from
th e top to th e bottom of th e subject, and

j( Distance to camera

PERCENTAGE OF DISTORTION

Units distance from centerof image

0 2 3 4

Units
10 0 1.0 3.9 8.4 13.9

distance to 20 0 0.3 1.0 2.2 3.9
camera

30 0 0.2 0.4 1.0 1.8

Camern Su~ect

Distortion is present even in photographs of
flat-fronted subjects taken from directly
ahead. Away from the center of the image,
thesubject is at an increased distance from
the lens and seen at an increased angle,
makingthose areas appearsmallerthan they Distance from center
actuallyare.

Photographic Distortion

extre me. Th e very wide angle of view
(180°) of th e lens result s in an increasingly
compressed image away from th e cente r,
giving the image its distin ctive "bu lging"
quality. Th e oppos ite effect is given by
lenses with ext remely long focal length s, or
telephoto lenses. Th ese lenses have a nar row
angle of view (less th an 8°) and minimize

th e effect of distance, and th erefore
perspective. Camera lenses for everyday use
are somewhere between th e two extre mes,
with angles of view of about 45°, whi ch
makes th em wide enough to encompass a
scene without not iceable distortion .
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Depth of
case drawn
to scale of
front

These lines intersect
at camera position.

Front and rear
features extended

If thereare detailsof the backof a piece
visible in a photo, like rear feetor moldings,
a scaleddrawingcan be madeto estimate
the camera distance and height.

Width

Height

-------

Photo of piece (major
dimensions known)

-----------...- ------------r--~:=======i l

Centerof image
bisectsangle.

Camera position (

~iE-------~

Determ in ing Camera Position

Camera height (to scale)

~-------------- Distance to camera (to scale)

copy usually sacrifices sharpness for a larger
size, so littl e is gained . A small original
photograph can be used for scaling, but th e
measurement of it mu st be very precise and
any lines th at are const ructed on it must be
very fine. If th e photo seems sharp enough
to enlarge without losing detail , it is worth

doing. Thi s can be done in a number of
ways, but an enlarged color copy, even of a
black and wh ite print , is the quickest and
easiest way to get a high-quality, high
resolution enlargement. (Co lor copiers can
make quick prints from 35 mm and 2 1!4-in.
transparencies.) Co py photos can also be

made by photographing th e small photo
(using a copy sta nd) and mak ing larger
prints of it, or by scanning th e image and
making an enlarged, high-resolution print.

Wh en scaling dimensions from th e
photo, draw one hori zontal and one vertica l
reference line along wh ich to take th e
measurements (see th e photo on th e facing
page). Chances are th at th e top and bottom
and left and right of th e piece in th e photo
are different sizes, and th e vertical scale is

probably different from th e hori zontal

scale. Along th ose lines, measurements are
scaled up from known dimensions with a
simple proportion :

known major dimension
measured major dimension

unknown detail dimens ion
measured detai l dimension

The left side of th is equat ion is a
constant along the line of measurement.
Th e known major di mension, such as a
known case width, is divided by the case
width measured from th e photo, and that
number is a constant . The measured
dimension of any detail along that line,
multiplied by that constant, is th e actual
size of th e detail. Most original pieces were
measured off in '/R-in. increments, so
rounding to th e nearest '/Rin. is appropriate.
In another part of th e photo th e scale may
be different, and you need to det ermine a
new constant from th e measurement of a
known major dimension. Similarly, a
different constant mu st be det ermined for
the vertical scale as well. It is best to

measure th e individual sizes of each detai l
and check th at th ey all add up to the major
dimension, since that forces you to make

min or correc t ions. Referencing all the
dimensions from one point, such as th e
distance from th e ground, takes th e
photograph literally with out th e benefit of

making necessary adjustm ents.
In referring to publi shed dim ensions for

pieces, be careful to determine what th ey
include . Some references, especially older
ones, give overall dim ensions for pieces,
which include moldings and feet. Th ere are
no strict convent ions for presenting
measurements, but most sources mention
th e guidelines th ey follow. Some publi ca
tion s give overall dim ensions-except for

case pieces, where case width and depth are
specified- and note wheth er th e height
listed includes finials. In th e case of chairs,
note whether th e depth is an overall depth,

or th e depth at the seat . Newer and more
scholarly references are more specific and
complete in presenting all th e import ant
dim ensions.

To double-check all th e scaled
measurements along th e reference line, add
all th e measurements to ensure th ey equal
the known major dimension. Because of th e
small inaccuracies in measuring th at are
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Scal ing Measurements
from an Orthograph ic View

magnified in scaling up , th ey are usually
close but rarely equal on th e first try. At
thi s point, the dim ensions of th e details
have to be adjusted somewhat to add up to
th e known major dim ension. Some of th e
details that could have been rounded either
up or down to th e nearest I/ S in. may be
adjusted th e other way to favor th e total.
Most original makers would have had a
consistent meth od of graduating drawer
sizes, with each one being a given amount
taller th an th e one above it. Remember, too,
that lipped drawers overlap th e case sides

and drawer dividers by a fraction of an inch.
Considering the inherent distortion du e to
th e camera's view of the subject, it is best to

Height of chest is known to be 710 in.;
measures 4.730 in. on photo.

Height of drawerY
measures 0.320 in.

Y/ 0.320 = 71.5/4.730
Y = 4.85 = 41;8 in.

Width of lower case is
known to be 37% in.;
measures 2.475 in. on
photo.

X measures 0.895
X/0.895 = 37.625/2.475
X = 13.61 = 13% in.

If this process is repeated
for all the vertical or
horizontal elements, they
should add up to the
knownmajor dimension.

add fract ional d imensions in areas well
above or below th e camera's height, or
subt ract th em at or near its level. After a
few iterations the measurements of all the
detail s shou ld add up to the known major
dimension.

SCA LI N G F ROM AN
AN GU L A R V IEW
It is rare to have a photograph with a good

orthographic view to work from when
scaling th e dimensions for a piece of furni
ture. Most pu blished photos show th e piece
at an angle so both th e fron t and side may
be seen and to give a better suggest ion of th e
depth of th e case and the deta ils. W hile thi s

is a more natural way to view th e piece. it
presents a problem for anyone hoping to
make scale measurem ents, especially
horizontal measurements, from th e photo.
Both th e front and side recede toward
vanishing points on th e horizon line. so a
linear scaling of th eir det ails is impossible.
As th ey recede into th e distance, equal units
of measurement appear to dimi nish in size.
If one could "rotate" th e piece toward th e

viewer, thi s effect wou ld be eliminated and
accu rately scaled measurements could
easily be taken . This can be done graphically
by taking the ste ps used by draft smen to
create perspective drawings from
orthographic views and app lying th em in
reverse order. Thi s process adh eres to th e
basic ru les of perspect ive and involves
find ing the vanishing points, esta blishing a
hor izon line, and then const ruct ing a plan

or elevation of th e piece from whi ch
dim ensions may be accu rately scaled.

Th e first ste p in const ruct ing th e scal
able view is to establish th e two vanishing
points on either side of th e image. Sta rt by
affixing th e photo to a large sheet of paper
or a drawing board . Working carefully and
accurately, extend th e lines of th e top and
bottom of th e piece. on both th e front and
side, to th e points wh ere th ey int ersect (see
the top drawing on p. 202). For more accu

racy, extend as many clear hor izontal details
as possible toward th e vanishing points to
confirm their locat ions. In th e event th at
th ey do not all intersect in exactly th e same
point on eith er side, choose a point where
most do meet to be th e vanishin g point . .
The lines fro m the ext reme top and bott om
of the piece are going to be the most accu
rate determinants of the vanishing points.
Those tha t are nearly hori zontal converge at
a smaller angle and are less accu rate. Draw a
line through th e vanishin g point s (V P(,
VPz) to establish th e hori zon line.

Th e cente r of vision (CV) line is th e
vertical reference line from whi ch th e plan
and elevat ion views will be drawn . Th eir
dimensions will be in th e same proport ion

as measurements along thi s line. In an
angular view of furniture, thi s line is chosen
to be along th e front corne r of th e piece,
neglectin g moldin gs and feet. Draw th e CV
line well beyond the top and bottom of th e
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Scaling Vert ical Measurements from an Angular View

Height of case
projected onto CV line

---1--
Vanishing point (VP\)

Knowing the overall height,
vertical features may be
scaled from CVline. ~

I Center of vision (CV) line

Vanishing point (VP2)

piece. Thi s line should be perpend icular to
th e horizon line.

At th is poin t in the process, th ere are
three opti ons depending on what informa
tion needs to be scaled: verti cal dim ensions
may be taken directly from th e CV line
without mu ch further const ruction;
another meth od will produ ce a plan view to
scale; th e third will produ ce elevations of
th e front and side to scale.

If vertical dim ensions are all that are
need ed, they can be scaled from th e CV
line. An example wou ld be a piece like a
chest of drawers or a chest on chest, where
th e case width is known, but th e height of
th e feet and th e drawer sizes have to scaled.
Details th at do not extend to th e CV line
may be extended from th e vanishing point s
(see th e drawing at left) . Extending these
point s allows you to determine accurately
the vertical dimensions of pieces like slant
front desks, desk bookcases or any piece
th at has a stepped front . By extending the
lines of th e case and its attached moldings
and feet to th e vanishin g point s, th e tru e
corne rs of th e piece with out attachments
may be const ructed.

To const ruct a plan view by th e projec
tion meth od, follow th ese steps (and th e
drawin g on th e facing page):

Front corner

Front
of case

Attached feet and moldings extend beyond
the edges of the case and obscure the
position of the case corners. By extending
the edges of the caseand attachments,
the true positionof the case corners may
be determined.

CV line

.:»: To vanishing
point

Side

Hidden front
cornerof case

Scale height
from here.

Account ing for Protruding
Feet and Moldings

To vanishing
point

Molding
flush with
back of
case

To vanishing
point

Hidden back
corner of case
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Constructing a Plan View:
Projection Method

D

L , ~

Parallel to SV2

VI V2-parallel to horizon line

Horizon line

/ True width (AB)
~--

/

S (station point)

\

\

CV line -"""""'''''-1

True depth (AC)

Parallel to SV1

l. Draw a line parallel to th e hori zon line
just above th e photo image. Extend verti cal
lines from th e vanishing points to th is new
line. Th eir points of intersection will be

called V I and V2.

2. Using a squa re, dr aw lines from V I
and V2 th at meet at right angles at th e C V
line. This point on CV is called th e sta t ion
point (S).

3. From the poin t where line V IV2

intersects CV (point A), exten d two lines
parallel to SVI and SV2. Th ese lines will
meet at a right angle at point A.

4. From the left and right sides of th e

piece in the photo, extend vert ical lines to

line VIV2·

5. From point S, d raw lines th rou gh th e

intersections of th e verticals and V ,V2 to
th e points where th ey intersect th e lines
from A. Th ese points are labeled B and C.

Lines AB and AC are th e tr ue width and
depth of the piece, proportiona l to height
along the CV line.

6. Th e othe r two sides of th e plan view
may be drawn parallel to AB and AC to
establish point 0, th e back corne r.

Any point X on th e front or side of th e
photo image may be exte nded vertica lly to

line V IVzand projected onto th e plan view
by a line dr awn from S. If only th e height of
th e piece is know n, th e width and depth
may be scaled from th e height along th e CV
line. If th e width is known , use its known
measurem ent to scale details projected onto

th e plan.
To const ruct elevat ions of th e front and

sides usin g th e two-point, or measuring

point, method , follow th ese ste ps (and the
drawing on p. 204):

l. Using a squa re, dr aw two lines from
th e vanishing points (VP " VP2) th at meet
at right angles at line Cv. That point is th e
sta t ion point S for th is const ruct ion.

2. Strike an arc or measure to esta blish a
point on th e hor izon line th e same distance
from each vanishing point as point S. Th ese
two points on th e hori zon are th e measur ing
points M I and Mz.

3. Draw two hori zont al lines th at cross
line CV at th e top and bottom corners
of th e piece . Th ese lines represent th e tr ue
height.

4. From th e measuring point s M) and

Mb exte nd lines th rou gh th e upper and
lower corne rs of th e piece (A, B, C, D) to

th eir inte rsect ions with th e upper and
lower hori zontals. Th ese int ersect ion poin ts
(A I' BI , C I, 0 ,) mark th e corne rs of th e
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Constructing Front and Side Elevations :
Measur ing-Point Method

Measuring point M1 Measuring point M2~

I
/--"

I·---r--
---;-

Horizon line

--'

true size elevations and are connected by

vert ical lines.
S. Hori zontal detail s may be extended

vert ically to th e top or bottom of the
angular case and projected on the elevation
by a line d rawn from the appropriate
measur ing point M.

Th e posit ion of any point X on th e front
of th e piece may be projected on to the ele
vat ion as follows: Extend its vert ical posi
t ion to line CV from its van ishing point,

and th en exte nd a hori zontal from th e
int ersect ion with CV across th e elevat ion.
Project th e position of X by a line dr awn
from th e measuring point M I to its int er
section with th e horizontal line across th e
elevatio n. Using th is meth od , th e major de
tails of ped ime nt tops may be projected on
to th e or thogonal view of th e elevat ion (as
shown in th e drawing on th e facing page).
Note that in angular per spective, pediment

tops have th eir own vanishin g points
equid ista nt directly above and below th eir
respective vanishin g point on th e hor izon .
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S (station point)

O NE-POINT P ERSPE CTI VE
Many shorter pieces of furniture are
photographed from stra ight ahead but from
an elevated came ra angle, especially if th e
features of th e top are noteworthy. The
examples in th ese pho tographs illustrate
single-poin t perspect ive, where a single
vanishi ng poi nt lies behi nd th e subject . It is
tempti ng to use th e rules of on e-point per
spect ive to dete rmine th e depth of the piece
and to construct a plan view of the top, but

with too many unknown s, including the
came ra angle, it is impossible to determine
both. If, however, th e depth of th e piece is
known, th e shape of th e top may be con
structed as follows:

I. Begin by extend ing th e sides and front
edge of th e top to find th e vanishing point
and the outline of th e top (A, B, C, D) (see
the dr awing on p. 20 6) .

2. Draw a vertical line CV, perpen

dicu lar to th e front edge of th e top, through
the vanishing point.

3. Co nstruct a plan view of the outl ine
of th e top by drawing two verti cal lines up
from th e fron t corne rs of th e top . Connect
these wit h a hor izontal line to establish the
scale depth of th e piece based on the known
width and depth .

4. Draw a line from th e back corne rs of
the plan view D, and C 1, through th e back
corne rs of th e perspect ive view D and C, to
th e point where it int ersects the CV line.
The point where these lines intersect CV is
the sta tion point S.

S. From point S, any point on th e edge of
th e perspect ive view (E) may be projected
onto th e plan view (E I ) . Any other point X
on th e perspective view may be projected to
th e plan view by first exte nd ing its vert ical
position horizontally to th e edge of th e
perspective view and projecting th at onto
th e plan view, and th en project ing its
hori zontal positi on to th e front edge from

th e vanishing point . These two projected
points on th e edge of th e plan view mark
th e projected position of th e X.



Constru cting Elevations with Pediment:
Measuring-Point Method

~ VP
~

pediment

Vanishing
points for
pediment are
equidistant
from VPz

Horizon line

In angular perspective, a pediment
has its own vanishingpoints
equidistant above and below the
horizon line,

I
I

True width

D ] /

t- dePt~ I<

<,\ " ,

\

\

'- ! 90° ,/
\ I r .
~'

\~
\, S (station point)

I

t
1 VP

pediment

HI ST ORI C A L R E F ER E N C E S
Th e use of angular and one-po int
perspective is nothing new to th e field of

fu rniture design. Thom as Chippe ndale's

TheGentleman and Cabinet-Maker'sDirector
of 1754 presented drawin gs of pieces in

orthogra phic projection , wherein the front

face of th e piece is shown orthographically

and th e third dimension recedes toward s a
vanishing point. Thom as Sheraton's The
Cabinet-Makerand Upholsterer's Drawing
Book of 1793 illustr ated and explained in

great detail two-point perspective using
measu ring points and one-po int perspec

tive. In both cases th e aut hor s were

st ressing th e importa nce of being able to

communicate designs to custome rs and

th e meth ods by whi ch t he cabinet ma ker

could prod uce hand som e persp ective

d rawin gs. In thi s way, they were illustr ating

how to make perspective views from shop
d rawin gs, rat he r then the opposite approach

taken here.

Working Drawings
and Patterns

Once measurem ents have been taken from

th e original or derived from photographs,
working drawin gs can be made. The exte nt

of th ese d rawin gs depends on th e
complexity of the design and th e personal

methods of the builder. They can range

from qui ck sketc hes wit h whi ch to esta blish

dim ension s to full-scale working drawings

to show every aspect of detail.

Simple rectilinear pieces rarely requ ire
complete drawin gs. For somet hing like a

chest of drawers or a tea tab le, a sketch with

imp ortant dimension s is usually enough to

convey the design. For pieces th at inclu de
some cur ved det ails, suc h as bracket feet, a

curved apron or cabriole legs, a few full-size

patt erns are needed to supplement t he

sketch and dimen sions.
Co mp lex pieces do require mo re

sophist icated dr awings, and if the piece is

especia lly scul ptural, it is advisable to make
fu ll-size drawings. A fu ll-size d rawing is t he

only way to work out th e int erpl ay of

components wit h confide nce before

bui ldin g th e piece. The d rawing need not

include every detail, only th e par t icu larly

vexin g areas of const ruct ion. Sometimes
ma king a fu ll-size drawing allows the
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Constructing a Plan View of a
Top Using One-Point Perspect ive

VP

\

CV line

\ I
Lines through

\ I corners establish

\
station point.

\ I
/

\ I
\

\ I\

\ I\

\

\

" I\
\1

S (station point)1
1\
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Depth
(to scale
of width)

builder to work out some dim ensions
graphically th at could not be determined
when th e piece was measured or scaled.

MA K ING PATT ER N S
Th e one shortco ming of full-size draw ings
is th at th e profiles of curved par ts mus t be
transferred on to somethi ng more rigid for
use as a patte rn. Whether this is done with
carbon pape r or a tooth ed pou nce wheel,
th e process is time-consuming and adds
potential inaccuracies. In building a piece of
furniture, th e quality of th e patt ern is of
prime importance. An elegant solution to

thi s is to dr aw th e full-scale dr awing on
posterboard or sim ilar heavy stock to begin
with . Th is dr awing can th en be cut to serve
as pattern s. In th is way, th e drawing literally
comes apart to becom e separate patt ern s for
component parts and reassembl es to show
th e piece in its ent irety. Th e shapes of
components are transferred directly to th e
wood without losing sub tle detai ls of shape .
If you are willin g to cut th em apart, existing
paper dr awings can be glued to heavy stock
OM spray adhesive works well for th is).

Rigid materials like posterboard or
matb oard are more th an sufficient for
patterns th at will be used a few tim es, but
with exte nded use th eir edges become soft
and th eir crispness degrades. Patt ern s th at

are to see a lot of use require a hard er
mater ial th at will withstand th e ravages of
time and use. Thin patt ern s of solid wood
are fine, but th ey can be fragile and
adversely affected by humidit y.On e of the
best permanent pat tern-making materia ls is
Ik in. birch plywood. It is ind estructibl e
as a patt ern , easily cut and shaped, and
dim ensionally sta bile. A sta nda rd sheet will
yield many pattern s and pay for itself in
convenience and accuracy in th e long run .

Original Methods
Most 18th-eentury cabinetmakers
approached drawing and patt ern making in
mu ch th e same way as present ed here. They
were not likely to waste time making full
scale dr awin gs when a descriptive sketch
and some wooden pattern s would do. As
full-t ime professional cabinetmakers, they



Cabinetmakers of the 18th century used wooden patternsto lay out theshapes of
pieces quickly, accurately and repeatably. These patterns for the legs of tripod tables
are from theworkshop of the Dominy family of East Hampton, New York.
(COURTESY WINTERTHUR MUSEUM)

and more th an one original has back board s
that show th ese cons truct ions.

Pattern s and th eir shapes play an
imp ortant role in tracing or igins and

evolut ions of period pieces and their
designs. Eighteenth-cen tur y makers relied
primarily upon wooden patt ern s, many of
whi ch have survived to th e present day and
link existing pieces to a know n maker 's
shop. These patterns were used repeated ly,
and componen ts for new pieces were likely
ada pted from the patt ern s of exist ing ones,
so certain shapes became ind icative of

certain makers. As appren tices learn ed
th eir trade in a shop, th ey would adopt the
styling and make similar patt ern shapes in
th eir own practi ce. As with other aspects of
cabinetma king, regional styles and shapes
developed, evolved and became more
pronounced . Th e shapes of component
par ts becam e distinct features th at give
insight into th e regional preferences,
evolut ion of design, and travel and trade
patte rns of styles and makers.

shape , like a pediment, would be designed
in th e building process and worked out on

th e piece of wood from which it would be
cut . Someti mes th ese shapes would be
developed on a piece of secondary wood ,

_ I

did not need to know all th e detail s of
construct ion as presented in a formal
working drawing; as cabinetma kers th ey
had an inn ate sense for th ose. Th ey did
need to record important dimensions and
shapes so th ey would not have to work th em
out from scratch again, and so th ey could
repeat designs for other customers. As th e
manufacturers of th eir day, th ey were likely
to repeat th eir designs more th an a custo m
furniture maker of th e present day,so th eir

reliance on patt ern s for speed, cons istency
and quantity was great . With good pattern s,
even th e less-skilled apprentices could
produce furn iture part s. Th ere is clear
evidence th at patt ern s were also used for
th e finer details, like carved orna ment . Th e
distinctive knee carvings of John Godd ard
and Joh n Townsend are consiste nt enough
from knee to knee and piece to piece over a
long period of time to have obviously been

t raced onto th e knee from a pattern .
Th e only really formal dr awings known

from the period are th ose from th e top
designers and bu ilders th at were used to
convey th e designs to clients or oth er
workmen. Th at is not to say th at cabinet
makers did not use detail ed drawings to
develop th eir designs. A New port block and
shell desk-bureau is inscribed "Daniel
Godd ard-his draugh," implying th at he had
drawn and developed th e design ahead of
tim e. Often th e details of an import ant

A full-size drawing on
posterboard can becut
apart to doubleas
patterns.
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Part Three
EXAMP LE S O F STYLE A ND
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STRUCTURE

In studyi ngAmerican[urniture of the 18th century, there'snosubstitute for n close

examination ofan original piece. The volume of literature on thesubject is enorlllous

and continually growing, but nothing is as directas learning jrom thesource. Those who

hand le original piecesagree that there are very few pieces[rom which they have not

learned something. ellen if the piece only confi rms what they already know. A [irstltand

[amiliarity with the originalpiecesmakesdesign elements, construction details and

regional similaritiesand variationsclearlyevident and recognizable. Furthermore,

discoveringthe nature of ISth-century [urn iture[rom original examples seems to nialee

the lessons learned more memorableand permanent.

The purpose of thissection is tospotlightsOllieexamples of American[urniture that

are important to the study of thef ield. In American[urnitu re history, the lSth century

encompassed a wide variety of [onus, methodsof tuorl: and design philosophies. The

nation, itspeople and their tasteswere verydiffere1lt at the end of the century than they

had been at the beginning. Thesepieces refl ect those changes by tracing the evolution of

[urniture design through theera.



For each example, this suriley begiliSwith the objective injonnation regard iIIg a gilJell

piece:a description, the materials, dateand place of origiII , the identity of the maker(if

knoum) and allY other related historical injormation that may beavailable. Next

followsa moresubjectiveevaluation, ill which the attributes of thedesign are discussed

ill theCOlitext of theprevailingdesign philosophies of the period. III other words, if the

example is ill the \Villiam and Mary style, what attributes make it so, and how

effectively does it uphold thedesign principles that prevailed during the period when it

was made?With a world ofevents, cultureand commerce contributing to each of the

majordesign trends of thecentury,examining how wella piece embodiesthose trends is a

measure of thesophistication of its design.

By study ing a w ry goodexamplef rom a certain period, other examplesmay be

compared and evaluated for their success ill capturing thespirit of the era. Thereare

mallY examples of QueellA lllle tea tables ill existence, but ollly a few capturethe essence

of theperiod and are everything a QueellA II lie pieceshould be. III comparison, other

piecesshow a weakness ill design or all aspect of incompletedevelopment that makes

them seem less impressive. This is not to imply that the others are not noteurortliy, since

every original lias its story to impart, but Oil a relative scale of sophistication (//1(1

execution, they may not represent as high a level of achieuenient.

It is alsovaluable toconsider regional uariations of thesame type ofpiece; that is, how

other makers who worked at thesame time but ill a dijjerent region were varying the

style ill aceordalice with local customs and tastes and theirestablished methods of work.

Weshall alsoexamineeach piece ill relation to others that came before and aft er. It is

important to note whereallexamplef its ill relation to thedevelopment of theform.

Knowing the priorand laterdevelopment of thefO r/II places it ill a more meaningjul

historical COlitext.

209
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Finally, and perhaps most importantly, the structureand construction details of each

piece will be presented. This is not intended to bea section on how to build a specificpiece

ofperiod f urniture, but ratheron how these pieces were built. Thestructural details and

construction methods are important to the collectoras a means of verifying theorigin

and authenticity ofa piece. For the maker, the construction methods used in a particular

piece can be applied to any similardesign, and thosesameprinciples can beapplied to

almost any stylisticor regional variation. The[un da mentals of theformsare primary,

and how the[orms were interpreted and executed by local craftsmen is secondary. One

could even use these basicsofstructure to createpurely original variations in the

historically accurate mannerof original maleers. Regardless of the aim, theconstruction

details of l Sth-century American pieces are ingenious and intriguing and should be of

interest toanyone interested in the[u rniture of the period.
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C HE ST urit h DRAW ER S

NEW ENGLAND , 1700-17 5 0

Soft maple; white pine, chestnut

H3SY. in. W38Y2 in. D18%in.

case
W36%in. D17¥4 in.

COll rr esy

Yale University Art Galll'rY
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HI STORICAL N OTES

Th ere is no known early history
for th is chest with drawers, but

it is similar in design to many
New England chests of th e
period . The use of chestnut in

addition to soft maple and white
pine suggests a western Rhode
Island or eastern Co nnecticut
origin. Th e high quality of th e
craftsma nship seems to rule out
a more rural point of origin. Th e
drawer construct ion is similar to
meth ods used in, but not

limit ed to, Rhode Island , and th e
case const ruction is not unlike
that of Boston pieces.

Thi s chest is one of many that
simulate a case of drawers,
though only th e two bottom
drawers actua lly slide out. Th e
two upper drawers are th e false
fronts of a lift-top chest. This
family of chests combined th e
traditi onal lift-top chest, with
its large sto rage capacity, with
th e practicality of drawers in a
single case.

ANALYSIS

O ne of th e most notable aspects

of thi s chest is its nearly square
proportions. With these

proportions it is similar to th e

upper cases of th e high chests
and chests-on-frame of the sam e
era, and falls squarely between
th e hori zontal format of th e
Jacobean-era designs and th e
more vert ical aspects of
Quee n Anne-period ideals.
In its imitation of th e most
fashionable four-drawer chests ,
th e top false drawer front is
larger th an th e second false
front. This un even graduat ion
of drawers is reminiscent of
earlier Boston chests with a

similar layout. In this logic of
design, th e size of the top drawer
is mad e to repeat that of th e
bottom drawer.

Th e figured map le is not
intended to be ornamenta l,
since th is piece was probably
painted originally.Th e
orna me nt is limited to the
applied double-arch moldin gs
and th e base and lid moldings.
Th e mass of th e case is raised by
th e ball feet on tapered discs,
whi ch th rou gh th eir oblate
shape emphasize th eir weight
bearing role. Th e feet are inset
from th e corne rs, and th e case
was given a bold base mold ing to
make th e lift of th e case, small as
it is, evide nt .

RELATED FOR M S

Chests of th is type br idge a gap
between rural and t raditional
meth ods of design and
const ruct ion and th e fash ion s
and methods of more
sophist icated urban cente rs.
Cases of all dr awers were
commo n in urban areas by th e
turn of th e centu ry, and this
design captures th eir app earance
and some of th eir function
without abandoning th e
traditiona l lift-top design .

Less-refin ed examples feature
ball feet in th e front only, with
extended case sides cut to form
th e rear feet . Among these
chests, th e drawers vary from
un iform size on more rural
examples to a carefu l and
deliberate graduation of sizes on
more refin ed versions. Th e
placem ent of th e brasses, whi ch

do not divid e th e drawer fronts
evenly, reflects th e relaxation of
st rict orde r in th e second and
third decades of th e 18th
century.

STRUC TURAL NOTES

Th e upper half of th e front and
the case back are nailed into
rabbets in the case sides, whi le
th e case bottom is dovetail ed to

th e case sides with relatively
refin ed through dovet ails. Th e
bottom of th e up per chest
compartme nt is let int o dadoes
in th e case sides. Th e drawer
divider is dovet ailed to th e case
sides, and th e runners are nailed
in place. Th e bottom drawer
slides dir ectly on the bottom of
th e case.

In th e Boston mann er, th e
base molding extends below the

bottom of th e case and glued
base blocks are added to th e
bottom . Th e feet have turned
tenons th at fit int o holes drill ed
through th e base blocks and case
bott om . Th e top is cut with an
overhanging thu mb nail moldin g
on th e front and sides. It is
hin ged with iron snipe-bill
hin ges. Two battens are nailed to
th e underside of th e top .

Th e chestnut drawer sides

and back are joined with fine
dovetails. Th e dr awer bottom
is nailed to th e sides and back
and int o a rabbet in th e d rawer
front. Run ning str ips are nailed
to th e bottom on eithe r side of
th e d rawer.
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front dado

Drawer divider J



DRESSING TABLE

HI STORICAL NOTES

Th e Yale dressing tabl e (see
pp. 216-217) is similar in design

to at least three oth er examples
of Philadelphia or igin. One of
th ese is inlaid with th e date
1724 , and th e other is th ought to
have been made shortly before
th e 172 6 marri age of Cathe rine
Johnson of Germantown ,
Pennsylvania . This tabl e has a
history of ownership in th e
Frankenfield family of
Philadelph ia, and it was part of
the Reifsnyder Co llect ion before
being added to th e Ga rvan
Collect ion in 192 9.

ANALYSIS

Thi s dressing table exemplifies
well th e attributes of William
and Mary-period designs. Th e
case is held aloft by four well

developed, crisply detailed,
turned legs. Th e legs are
fountainlike in th eir flared
shape. Th e pointed arches of th e
sides and arcaded front and th e
fin ial at th e intersection of th e
cross stretchers add to th e
verti cal emphasis of th e design.
Th e tu rned feet , flatt ened in
th eir profile, are a reminde r of
th e raised mass, and if four are
not enough, a fifth cente r foot
reinforces th e idea. Th e legs, feet

and drop and cente r fini als have
deep turned profil es and are th e
primary means of orna ment .

Th e overall design is logical
and ord erly. Th e cyma-based
point ed arches repeat in th e
profil es of th e sides and front
apron and are echoed in th e
shape of the cross-st retc hers.
Th e cente r foot and its finial
provide a focal center for th e
symmet ry of th e design. The
single, upward-pointing finial

offers an int eresting cou nter
point to th e pair of drop finial s
extending from th e case. Th e
dr awers, th e openings of whi ch
are framed in double-arch
moldings, are positioned directly
above th e three arches. The
spaces between th e dr awers
balance th e spaces at th e sides of
th e case, th e latter being

necessitated by th e internal
structure. The large cove
molding under th e top echoes
th e flar e of th e legs and eases th e
tr ansition to th e overhanging
top, wh ich, in turn, caps off
th e design .

RELATED FORM S

Th e basic structure of thi s piece
is representative of most
dressing tables of th e William
and Mary era. A similar typ e of

const ruct ion was used
th roughout th e colonies, and it
cont inued to be used in

Newp ort until near the end of
th e centur y. Besides regional
variati ons in th e shapes of
turnings and aprons, New
England examples typically do
not have spaces between th e
drawers greater than the width
of th e applied double-arch
molding, nor do th ey use a
molding on th e case below th e
top. Most New England

examples have th e case dovetails
on th e front of th e case, wh ere
th ey are concealed under a thin
vertical st rip of wood or veneer.

STRUC TURAL NOTES

Th e case is of half-blind
dovetailed const ruct ion, with
th e exposed dovetails visible on
th e case back and the front of
th e case sides . Interior corner
blocks exte nd th e full height of
th e case and are pegged in place
through th e exterior (they are
nailed from th e case back) . Th e
front of th e case is one board,
with th e three drawer openings
cut from th e solid. Two vertical
blocks are glued to th e insid e of
the case front between th e
drawer openings. Th ey exte nd
th e full height of th e case, with

th e drop fini als tenoned int o
th em . (New England versions
differ in th at th ey do not use th e

cente r vertical glue blocks and
th e case front is built up of
separate pieces rath er th an cut
fro m one board .) Th e drawer
runners are nailed to th ese
vert ical glue blocks and th e
interior corner blocks and let
int o mortises in th e case back.

The legs have turned tenons
th at fit int o holes dr illed in th e
interior corner blocks. Tenons

exte nd th rou gh th e st retchers to
join th e leg and foot . It is
assu med th at th e tenon exte nds
from th e leg int o a drill ed hole
in th e foot , since th at is th e
traditional meth od of
const ruction. Th e top is
attached with pin s through the
top surface and glue blocks to
th e fram e on th e underside.
The double-arch moldings
surrounding th e d rawers and th e
cockbead ing along th e bottom of
th e case are glued and nailed in
place. Th e dr awers are finely
dovetailed, and th e dr awer
bottoms are nailed to th e
bottom sides and back and into
rabb ets in th e d rawer front.
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D R E S SI N G T ABL E

PHILADELPHIA ,1 700 _ 1730

Black walnut; yellowpine

H29 in. w33~ in. D20!.1l in.

case
W28Ys in. D18!.1l in.

Courtesy
Yale UllilJersity A rt Galle ry
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HIGH CH EST ojDRAWER S

HISTORICAL NOTES

AND ANALYSIS

This high chest of drawers
exemplifies all th e skills required
of the cabinetmaker in th e first
quar ter of th e century, including
turning, dovetail joinery of th e
case and drawers, venee ring and

finish ing. In addi tion, th e design
is a complex combination of

elements and shapes requiring
a sophisticated sense of
pro port ion to execute well. The
design marks a rad ical shift from
the earlier Jacobean aesthet ics
toward the loftier goals of I8th
century design .

High chests of th is caliber
are a marvel of organizat ion
and design. Its overall design
exemplifies th e vertica l propor
t ions and appearance of raised
mass tha t were essentia l to th e
design goals of th e period . Th e
vertical thrust of th e six power
ful legs is capped by th e st rong
horizontal mold ings and drawer
bandings. T he design shows an
orderly division of space in th e
careful gradua tio n of d rawer
sizes. The shape of th e lower
case apro n is reflected in th e
shape of th e st retchers. All th e
drawer fronts are divided int o

equa l sections by bookmatched
venee r and an even spacing of
the brass pu lls and escutcheo ns.

218 WI L L I A M & MAR Y

The design and its component
par ts show a near obsession with
symmet ry and th e logical
d ivision of space. The turned
legs and feet are exceptionally
bold, with a deep profi le that
emphasizes the raised mass of
th e case. Th e burl ed veneer
provides a surface of intense
visual int erest . A complete
analysis of th e design of thi s
piece is presented in Chapte r 2.

RELATED FORMS

The level of development of
fu rni ture designs shows a close
correlatio n with a region 's

prosperity as reflected by its
growt h rate. The popu lat ion of
Boston nearly doubled during
th e period when the William
and Mary styles were in vogue,
and this high chest is an example
of th e high development of th e
style during th at period . The

sophist icat ion of design and
quality of workmanship ind icate
th at thi s piece originated in one

of th e better urban shops and
was bu ilt for a client of means.
Pieces of more rural origin were
frequ entl y mad e of ind igenou s
woods and rarely achieve th e
level of venee ring and fine sense
of vertica lly formatted propor
tion of this example. A variat ion
on th e inverted cup tu rnings are

flared trumpet turnings, which
were seen later in th e period .
Many New York examp les have
th ree drawers across th e top
instead of th e two seen here.

STRUCTURAL NOTES

The lower case shows a rare

comb inat ion of const ructio n
meth ods. The front and sides are
tenoned into front corne r posts,
a method th at came int o wide
spread use in th e later Qu een
Anne era, but th e sides and back
are dovetailed together in th e
more prevalent William and
Mary-period method . Th e legs
are tenoned int o th e front
corne r posts and int o glue blocks
inside th e rear of th e case. Th e
lower part of th e legs is tenoned
th rough th e st retcher into the
ball feet . Th e stre tchers are half
lapped at th e corne rs, and th eir
inn er profiles are glued onto th e
inside edge. (On some examples,
th e shape cut fro m th e front
of th e st retcher was glued onto
th e inside.)

Th e vertica l d rawer dividers
are nailed to the sides of th e
front apron on either side of th e
cente r drawer opening in a
typically New England meth od

and attached with a sliding
dovetail to th e back of the case.
Drawer runners are nailed to

either side of th ese dividers. Th e
top of th e lower case has feather
edged dustboa rds let into dadoes
on th e inside edge of the waist
moldin g.Th at waist molding
consists of a lower half attached
to th e base and an upper half
attached to th e upper case.

Th e upper case is doveta iled
togeth er with half-blind dove
tails at th e top and through
dovetails at th e bott om . Th e case
sides are th e tail pieces of th e
joints. Th e center drawer divider
is dovetailed th rough th e case,
but th e upper and lower dividers
are let into dadoes. The upper

divider is a dustboard of nearly
full depth let into dadoes in th e
case side on wh ich th e top
drawers slide.

Th e second- and third-level
drawers ride on ru nners let into
dadoes, and the lower drawer
ru ns on the case bott om. Like

th e distin guishin g feature of
later Boston case pieces, th e
lower molding of th e upper case
extends below th e case bottom
and is reinforced by a series of
glue blocks under th e case. The
drawers, with nailed-on
bottoms, are th rough-dovetailed
with wide tails at th e front and
back. Th e veneer on th e drawer
fronts concea ls th e exposed ends
of th e dovetai l joinery.
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HI G H C H ES T o/ D R AWE RS

MASSACHUSETTS , 1700-1725

Maple; pine, burled maple andwalnut veneer

H65\1;0 in. w40 in. 021% in.

lower case

W37Y2in. 020 in.

upper case

W35Y2in. 0 19Ys in.

Courtesy
MuseulIIof Fine Arts, Basta"
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HISTORICAL NOTES

Historic Deerfield 's magnificent
drop-leaf gateleg table was origi

nallyowned by Ruel Williams
of Maine and has a history
of owners hip in th e Bowdoin
family. James Bowdoin III
(1752- 1811) founded Bowdo in
Collegeand was ambassado r to
Spain under President Th omas
Jefferson. Drop-leaf tables had
proven to be a practica l solution
to th e need for a large din ing
surface th at could be folded and
stored when not needed. Th ey
had come into widespread use
th roughout th e colonies by th e
end of th e 17th centur y and
were made in a wide range of
sizes. Whil e other New England
gateleg tables may have been
made of maple, th e outstanding
Boston examples were made of

walnut. Like th e turned chairs of
th e period, th ese tables were
primarily th e product of th e
turner's shop.

ANAL YSIS

The bold tu rni ngs are cer ta inly
th e major decorat ive elemen t in
th is example, as th ey are in most
gateleg tables of th e era. Th e
structure of William and Mary
gateleg tables is limit ed to a
framework of st raight elements
consisting of legs, rails and

st retchers. Because th ey are
turned, th e legs and st retchers
are stra ight and square in cross
sectio n. Th e design of thi s type
of drop-leaf table shows th e
result of applying th e decorative
features of th e day to purely
util itarian form: Th e str uctura l
parts are tu rned, but th ere are
no purely decorat ive elements.
In keeping with th e period 's
emphasis on showing a raised
mass, th e legs and stre tchers are

emphasized by th eir turned
detail , and th e st ructure and
complexity of th e base becom e
th e focus of th e design.

Like other turned elements
in furniture of the per iod, th e
turnings are deep and bold,
resulting in a rich and int erest
inglydetailed overall app earance.
Th e turned ring-and-baluster

shape, a design from antiquity,
is a common profile used in

gateleg tables and chairs of th e
period. In New England tables,
th e profile is used in a symmetri
cal mirror image and repeated in
each turned element, giving th e
base an orde rly arrangement and

logical division of space.

RELATED FORMS

Th e gateleg drop-leaf table was
th e predominant form of table
for dining during th e first

quart er of the 18th cen tury.
Since th ese tables were numerous
and in wid espread use, a great
many regional variations of th e
form evolved, most differing in
turned detail. New York tables
often employed urn-and-baluster
shaped turnings, more of an
English style, rath er th an th e
symmet rical baluster design
shown here.

Throughout th e colonies, th e

variations from stylish urban
designs to less-refin ed rural
interpretation s were reflected in
th e shape of th e turnings, whi ch
ranged from deep and robu st to
thin and tim id. The same form
was made in a range of sizes
from 3 ft. to over 5 ft . in length .
Th e frame often incorporated a
drawer in one or bot h ends. Th is
example features a drawer th at is

nearly as long as th e frame.
Turned ball feet are most
common, but a few examples
have Spanish feet . They are
made with and with out feet
below th e pivot ing posts.

STRUCTURAL NOTES

Thi s table is of pegged mortise
and-tenon const ruct ion
th roughout. Th e turned
elements are from 2-in. square
stock. Th e mortises and tenons
are % in. wide with a %-in. wid e

front shoulder. Th e joint s are
blind-pegged, with single pegs at
th e st retchers and doubl e pegs at
th e rails. Th e gates swing on
pivot posts with turned tenons
let into drill ed holes in th e top
rail and st retcher. Th e outer legs
of th e gates meet the rails and
st retchers in half-lap joints .

Th e full-length drawer slides
on a cente r runner that is let
into th e rail below th e drawer

and nailed to th e und erside of
th e back rail. To sup por t the top,
a cross brace is let int o th e top of
th e rails behind th e drawer
opening. Th e top and each leaf
are made of two butted boards.
Th e top is pinned to th e frame,
and th e leaves are hin ged with
iron hinges. Wh en th ey are
raised, th e leaves meet th e top in
a tongue-and -groove join t. (Rule

joints with concealed hinges
were not used unt il the advent
of th e Quee n An ne style.) The
long drawer has a pine back and
sides, joined with two large but
carefully made doveta ils at each
corner. Th e pine drawer bottom
is nailed int o a rabbet in the
botto m of th e drawer fron t and
to th e sides and back.
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DROP- L EAF GATELEG T A B L E

BOSTON, 1695 -1720

Walnut; white pine

H28% in. w50% in.
D(open) 60 Y4 in. D(closed) 20 in.

frame
w39YBin. D17YBin.

Co urresy H istoric Deerfi eld
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ARM CHAIR

HISTORICAL NOTES

Banister-back chairs of thi s type
illustrate the movement away

from th e severe rectilinear forms
of Jacobean-era designs. Th e
period term for a chair with
arms was "elbow chair."Chairs

of a similar design but with
regional variat ions were made all
along th e New England and lew

York coast. Th e Ga ines families
of Essex Coun ty, Massachusetts,
and nearby New Hamp shire
made exemplary chairs of thi s

style, as well as related articles of
furniture, and their name has
come to be synonymous with
thi s school of design. Thi s chair
was repainted black in 1963
since its original black paint had
been removed sometime prior to
192 8, wh en it was first lent to
the mu seum. It has not been cut
down or built up and retains its
original dim ensions.

ANALYSIS

Th e most st riking feature of th is
chair is its tall, vertical format ,
especially in comparison to th e
joined frame-and-p anel chairs of

th e previous century. Besides its
proporti ons, a number of
element s cont ribute to its

upward sweep, includ ing ta ll
Spanish feet , upwardly tapered
turnings, up swept arms and a

fountain-like crest-rail design .
Unlike case pieces, th ere is no
solid mass, and th e design seems
to revel in its absence, putting all
its emphasis in unbounded
vert ical th rust .

Th e chair exhibits th e
sym metry and well-orde red
division of space that is
characte rist ic of th e period. Th e
st retc hers are placed halfway
between th e seat and th e floor
and, in an unusual style, are all
at nearly the same level. Th e five
banisters extend upward from
th e mid-point of the back and
are evenly spaced, so th e
distance between th em is nearly
equal to th eir own width. Th e
shape of th e bani sters echoes
th at of th e turned upper stiles
th at flank th em , and th e same
tapered profil e is used on th e
top of th e front legs to support
th e arms.

Th e crowning eleme nt, th e
carved crest rail with C-scrolls
and plumage, shows th e

influence of Flemi sh design and
th e Gibbons manner of deep
and airy carving. This carving,

along with th e bold turnings and
Spanish feet , creates a rich and

interest ing sur face. In case pieces
of th e period, this same
int ention of bringing focus to
th e su rface was achieved
th rough th e use of burl ed
veneers. Th e design, with its
pierced carving and open spaces,

foreshadows th e more fully
developed balance of solid and
void employed in th e subs equent
phase of furniture design.

RELATED FORMS

Given that banister-back chairs
were turned chairs, th e turned
decorative eleme nts cou ld be
varied without altering th e
structure. But throughout the
range of chairs th e baluster
shape and flared taper repeat as
favorite tu rned designs , as does
the ball-and-ring design of front
st retche rs. Similar chairs were

made with turned ball feet ,
which were a less expensive
alternative to carved Spanish
feet . Flared Spanish feet require
th at th e leg be sawn to sha pe
from a larger piece of stoc k
before it is turned . Ball feet may
be turned from a strai ght piece
of sma ller stock. Regional
variat ions are most pronounced
in th e design of th e crest rail,

with most areas having preferred
styles. Few, however, are as
elaborate or sophist icated as thi s

example.

STRUCTURAL NOTES

Th e armc hair is of mortise-and 
tenon const ructio n th roughout.
Th e arm supports, seat rails and
front st retcher have turned
tenons fitting into drill ed
mortises. Th e side and med ial
st retche rs end in squa re blocks
and are tenoned int o rectangular
mortises 3/R in. wide. Th e medial
st retche r is th rou gh-tenoned
int o horizonta l mortises in th e
blocks of th e side st retche rs. Th e
crest rail, lower ban ister rail and
back of th e arm s are joined with
convent ional mortise-and-tenon
joints, all of which are pegged.
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COASTAL NEW ENGLAND
(PROBABLY MASSACHUSETTS). 1700 -1720

Maple andash

H 47!12 in. w23 in. 018 in.

COurtesy

Museum of Fille Arts, Bostoll
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HISTORICA L NOTES

This five-drawer chest has many
const ruct ion features that allow

it to be att ributed to John
Town send (1732-1 809) .

Town send served his seven-year

apprent iceship in his fath er

Christo pher Town send 's sho p

sta rt ing at about age thirteen.

The proportion s of th e drawers

are sim ilar to th ose of th e upper
case of a high chest made by

Christo phe r Townsend in 1748.
Late r chests had a more even

graduation of drawer sizes. The

earliest piece signed and dated

by John Town send is a

mah ogany dining tabl e dated

175 6. From th e design and

execution of this chest, it is
reasonable to assume it was

made late in his apprent icesh ip

or sho rtly after he becam e a
jou rney man. Traces of th e

original fini sh show that thi s was

a deep red color, simulat ing

mahogany. The feet and brasses

have been replaced.

ANA LYSIS

This Newp ort chest is a rare

exa mple of a Queen Anne chest
built whil e th e sty le was in

fashion in a major coasta l city.

Apart from th e brasses, applied
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case moldings and ogee bracket

feet, th ere are no orna me nta l
embellishme nts . Th e shape of

th e feet , like those of ot her

Newport pieces of the period ,

offers a spring and lift to an

ot he rwise boxlike case. The

grad uation of th e drawers aids in

giving the appearance of height.

The grad uat ion of th eir sizes is

not even, but the two sma ller
drawers at the top balance th e

tall bottom drawer. The delicat e
case moldings fini sh off th e top

and bottom effect ively without

bein g st rong hori zontal

eleme nts that wou ld othe rwise

make th e case appear heavy or

low. On a piece that is essent ially

a solid and square box, th e
grad uation of the drawers, th e

mold ings and the feet combine

to give the design th e subtle

grace, lift and restrained

orname nt essent ial to th e Q ueen

Anne style.

RELATED FOR MS

Chests of drawers of thi s
simplicity were made th rough

out th e middle to later part of

th e 18th cent ury in th e colonies.

Suc h pieces were built to be
fun cti on al, and, as a result, th eir

simplicity oft en makes th em

difficult to dat e. It is only
through the attribution given
thi s chest that it may be dated to

mid -centu ry, Many exa mples of

com mo n chests were made with

plain bracket feet , rat her th an

th e ogee bracket feet shown in

thi s piece. While maple was
commo nly used as a pr imary

wood in ru ral areas , its use in

urban areas is largely overlooked.
Price books of the period show

th at mapl e pieces were pri ced

one-t hird less th an identical

mah ogany pieces. Many of th e

fin est hous es were furni shed

with the best mah ogany

furniture on th e first floor and

in th e largest bedroom s, but
with mapl e furniture elsewhere.

The rarity of higher-style

chests of drawers from thi s

period is attributable to

custo me rs opt ing for chests-on

fram e or high chests for greate r

visua l imp act. Blocked and ot he r

shaped fronts on chests did not

come into use u nt il th e adve nt
of th e Chippenda le-era's Rococo

aest hetics.

STRUC TURA L NO TES

This chest is join ed by th rou gh

dovetails th at are visible on th e

top and bottom of th e case. The

drawer divid ers are joined to th e

case sides with sho ulde red
dovetails. Th e drawer runners

are nailed to th e inside of th e

case but not let int o dadoes as

th e shouldered doveta ils suggest.

The cente r d rawer runner half

laps th e top drawer divider and a

simi lar horizontal support let

int o grooves at th e back of th e

case. The back is nailed into
rabbe ts provided in th e top and

sides. Th e case mold ings are
glued and nailed in place. The

feet are joined to th e case with

mit ered glue blocks.

The drawers are built in th e

Newp ort mann er, with th e

bottoms extending through th e
drawer sides and running st rips

appli ed along th e bott om sides.

The top drawers were originally
equipped with spring locks on

their undersides, whi ch are now

missing. The d rawer const ruc

t ion, proportion s and mold ings

are indi cati ve of Newpo rt . Th e

mitered glue blocks at th e feet

and the letters A th rough E in

grap hite on th e back of the
drawer fronts and backs indicate

th e hand ofJohn Townsend.
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NEWPORT. RHODE ISLAND . c . 1750

Softmaple; white pine

H41% in. W37% in. D20Yain.

case
W35% in. D19 in.

Priva te collect ion
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FL AT-TOP HIGH C HE S T

HISTORICAL NOTES

Flat-top highboys, or high
chests, in th e Queen Anne style
were th e next evolution of th e
multi-legged William and Mary
designs. Th e proport ions and
apro n detail ind icate th at th e
high chest shown on p. 232
was made in th e Hartford or
Weth ersfield area. Two existing
high chests with arched
pedimen t tops are similar
enough in detail and constr uc
tion to have been made by th e

same maker.Th is indicates a
busy, professional shop wit h

consistent and repeated designs
and well-established methods
of work.

ANALYS IS

Thi s remarkable high chest is a
striking example of th e Queen
Anne style as it was practiced at
a distance from th e furniture

making centers of Boston and
Newport. Th e arrangement and
graduation of th e drawers
illustrates how th eir size and
num ber were used to give th e
piece th e appeara nce of height .

Even without an arched
pediment, th e eye is drawn
upward th rough a progression of
increasingly smaller drawers.

The effect of th e vertica l
format is augmented by th e
sense of lightness offered by th e
high, gently curved apron and
slender legs. Th e legs th em selves
are exceptionally well shaped
and support th e case with grace.
Th e length of th e legs and th e
shape of th e apron give th e
piece th e spirited lift th at is
charac te rist ic of th e finest
designs of th e period . Given th at
lift , t he space below th e case

becomes as mu ch a par t of th e
design as the case itself. The
solid facade of th e drawer fronts
is punctu ated by th e up per and
lower carvings, in keeping with
th e rest rained use of ornament
favored in th e Queen Ann e era.

RELATED FORMS

Flat-top high chests, while
evolving fro m earlier designs,

cont inued to be made
conc ur rently with more
elabora te (and expensive)
bonn et-top designs. Early
versions cont inued th e wide r
proportions, apron designs and
molding details of earlier

examples. As th e form
developed, th e ethereal goals of
th e Q ueen Anne style led to
more delicate proportions,

increased lift and th e arched
pediment or bonnet top .

This design, with four small

drawers flanking a top cente r
drawer and cent ral upper and
lower carved drawer fronts, was
a favorite among Co nnect icut
makers. Rhode Island highb oys
tend to have aprons with more
dramat ic scrolling, rarely have
more th an two drawers across
th e top, and are of slightly
stouter propor tions. The apro ns
of Rhode Island examples are

more cente r-oriented, with
reversing small-radius scrolls

rising to a cente r drop finial.
Boston and other Massachu setts
makers opted for taller
propor t ions, flat-topp ed apron
arches and a pair of drop finial s,
th e latter being vestigial
remnants of William and Mary

designs.

STRUCTURAL NOTES

Th e apron, sides and back of th e
base are tenoned into th e posts
of th e four legs and secu red with
two or three pegs in each tenon .
Th e sides and back are each

joined to th e legs with two large
doubl e-pegged tenons at each
joint. Th e top front rail of th e
base is dovetail ed to th e top of
th e fro nt legs. Th e drawer
divid ers th roughout the piece

are joined with shouldered
dovetails, th ough th e dovetails
are only about 3/4 in. deep. Th e
drawer runners in th e base are
314in. th ick and taper to 3fs in. at

either end. They are morti sed
into th e case back and let into
rabbets in th e front apro n.

In th e upper case, th e top,
sides and bottom are th rough
dovetailed, with th e top and
bottom as th e tail pieces. A rail is
let into rabbets in th e back of
th e case sides to support runners
for th e top bank of drawers.
T hese runners are mortised into
th e top drawer divid er and back
rail. Th e boards that form the
vertical dividers for th e top
drawers are let into grooves in
th e cente r drawer run ners and
dadoes in th e case top . Th e

drawer runners on th e case sides
and vertical dividers are nailed
in place. Th e top molding is a
composite of two molded
shapes, glued and nailed to th e
case. Th e waist moldi ng is glued
and nailed to th e base. The
drawers have thi ck (Sfs in.) sides,

backs and bott om s and are
joined with large dovetails. The
drawer bott om s are let into
grooves in th e drawer sides and
fron t and nailed to th e under
side of th e back.
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FL A T-T OP HI GH C H E ST

CONNECTICUT,1750-1780

Cherry; white pine

H71 V2in,

uppercase

W35 in. D187/s in.

lower case

W37% in. D20Vs in.

Privat e collection
(Photo courtesy Israel Sack, III C , N. Y.c. )
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BONNET-TOP HIGH CHEST

HIS TORICAL NOTES

Th e high arching apron, slipper
feet and arched pediment show
this chest to be unmistakably of
Newport origin. Pages from a
1765 Marblehead account book
are pasted on th e back of th e
upper case, covering gaps in th e
back boards. The three finials
and plinths were added early in
the histo ry of th e piece, since
th ey are quite old. Their profile
is not unlike th at of other fin ials
from th e Boston and North

Sho re area. With Quaker
commu nit ies in both Newport
and northern Massachu setts, a

history in th e Marb lehead area
seems likely.

A very similar high chest
with a flat top is inscrib ed
"Christopher Townsend mad e
1748," and is one of th e few
Newport pieces th at is signed

and dated. Th e signed piece
serves as a reference by which
pieces of similar des ign and
const ruction, like thi s one,
may be compared. Based on
th ose similarit ies and known
Townsend meth ods, this high
chest is att ributa ble to
Chris topher Townsend
( 1701- 1773) as well.
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ANALYSIS

All th e definitive elem ents of
th e Queen Anne style are
embodied in this piece. Th e
apron features reverse scrolls
th at give th e base a high lift
above th e floor. This shape is
identical to th at of other early

Newport high chests, and is seen
on some dressing tables as well.
Th e well-curved cabriole legs
terminate in slipper feet . In
combinat ion, th e feet , legs and
apro n give th e piece a stable but
light stance. T hey suggest a
spring in its carriage and a great
lift in its base. The upper case
has evenly graduated drawer
heights and is crowned with a
pediment of academically
perfect proportions. Origi nally,
th e central openi ng would have
held one finial. Even without
th e add ed plinths and finials,
th e open pediment and arched
moldings give th e upper case a
sophisticated loft iness.

This high chest is a virtual
checklist of th e Queen Ann e
era ideals of furn iture design.
T he lift of th e base and th e
soaring pediment extend th e
vert ical format of th e design
while belying the mass of such a

piece. Th e balance of solid and
void is used effect ively in the top

as well as in th e base, as both
areas invite th e viewer to
examine the spaces left by th e
solid. Finally, th e period 's ideal
of smooth, uninterrupted
sur faces is evident in the solid
facade of plain drawer fronts.

RELATED FORMS

Th e design of thi s high chest
typifies the form and prop or
tions of Newport high chests of
the era, but regional variati ons
abound in th e design of major
pieces such as this. The differ
ences are most obvious in the
shape of th e apron, legs and

pedi men t, and in the proportions
of th e case and its divisions of
space. For example, Boston
makers often used an apron
design of flat-topped arches
with a pair of drop finials. Th e
Wethersfield area had an
identifiable apron design
distin guished by a double half
round shape in th e cente r, as
seen in the example of a flat-top
Qu een Ann e high chest . Th e
shape of th e arched pedim ent
and its openings is characteristic
of th e Newport schoo l, and
other areas used distinctly

different proportions. Th e use
of slipper feet was largely
confined to th e Newport area,
with Dutch or pad feet th e
norm elsewhere.

STRUCTURAL NOTES

In th e Newport mann er, the
front and back of th e lower case
are dovetailed to th e sides. Thin

vert ical st rips on th e front
outside edges conceal th e front
dovetails from view, but th e
back dovetails are visible from
th e rear. Th e blocks of th e legs
extend about 6 in. into th e
inside corners of th e case and are
posit ioned there with glue
blocks. These legs are glued in
position, but those of similar
high chests (and dressing tables)
were frequ ently left un glued so
th ey could be slipped out for
ease of shipment .

Within th e lower case, the
drawer dividers are pine, fronted
with l!4-in. mahogany strips. Th e

horizontal divider is dovetailed
into th e front of th e case sides.
Th e top rail is nailed into
rabbets in th e top of the case
sides . Th e vertical dividers are
nailed int o a rabbet in the apron
rail on eith er side of th e center

drawer, secured with glue blocks
behind th e apron, and let into
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dadoes in th e hori zontal divider.

Th e three lower drawers rid e on
ru nners in th e cente r of th e

d rawer openings, whi ch are let
into rabbets in the fro nt rail and

mo rt ises in th e case back .

G uides are nailed to the case

sides and ten on ed into th e

ver t ical di viders and case back.

Runners for th e upp er drawer

are ha lf-lapped to th e dr awer
d ivider an d let int o mortises in

th e back. G uides for the upper
drawer are nailed to th e runners.

Kickers for th e u pper d rawer are

na iled to th e underside of the

upper case.

In th e upper case, th e top and

bot tom are dovet ailed to th e
sides. T he d rawer div iders are

pine , fro nted wit h mahogany,

and joined to th e case sides wit h
shou ldered dovet ails. To note

their assembly posit ion they are

marked in graphite A, B and C,

from top to bottom , in a
recognizable Town send family

script. T he drawer ru nn er s are

nai led to the case sides . Behind
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the upper drawer divider, a rear

rail is let into dadoes in th e back
side s of the case. A cen te r

runner for the top two dr awers is
half-lapped to the fro nt divid er

and tenon ed into the rear rail.

The vert ical divid er is let into

dadoes in the top divider and

case top .
The fro nt pediment board is

nailed to the front of the case
top. The bookmatched panel s

were app lied afte r install ati on of
th e board , since they cover th e

nail holes. The rear pediment

board is attached to the top of

the case. Two st ringers connec t

th e pediment boards at the top

and bottom of the curve on each
side . The thin pine covering

boards are nail ed to th e pedi

ment board s and st ringers. The
pediment moldings are glued

and nailed to the case sides,

front pediment board and upper

st ringers. The waist molding is
glued and nail ed to th e upper

case, extend ing below th e

bottom by abo ut l/ q in . to cover

any gap bet ween the two halves.

B O N N ET- T OP HI GH C HEST

NEWPORT,1745-1765

Mahogany; white pine, maple, chestnut

H81V2 in. (notincluding finial)
W39V4in. D21 V2 in.

uppercase
W36Vain. D18% in.

lower case
W37% in. D19% in.

COli rtesy H istoric Deerfield

The drawers are mad e in the

typical Newport manner, with
fin e dovet ails and the drawer

bottom nailed to th e sides and
back and let into a dado in the

fro nt. Running st rips are app lied

along th e lower sides of the

bottom. The lower three

drawers, wh ich rid e on cente r
runners, are flu sh-bottom ed ,

with th e bottom nailed into a
rabbet in the drawer front and

onto th e sides and back. Th e two
top drawers have spring locks

that are ingeniou sly dovet ailed

into the d rawer bottoms. The

drawers in each case are lettered

in graphite A th rou gh E and A

through D. Th e script is upright
on the inside of the drawer back,

indicating th at it was written

before th e bottom was attac hed.
This is the same struc ture used

on Newport dr essing tables, and

a cont inuat ion of th e high chest

st ruc ture of th e Willi am and

Mary period .
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DR E S SIN G TA B LE

HISTORICAL NOTES

Littl e is known of th e history of
this dressing table but a great
deal may be inferred from its
style and st ructure. Its styling is
th at of a Boston piece, and it
reveals th e work of an urban
shop in its details. String inlay,
alt hough usua lly associat ed with
th e Federal era, was used to
outl ine th e dr awer fronts and
othe r significant features of
some Boston pieces. Th e inlaid
fan is a detail more commonly
seen on English case pieces, but
it was a detail ado pted by some
Boston cabinetmakers.

ANALYSIS

Albert Sack has called this
lowboy "a littl e th orou ghbred"

because of its perfect
proportio ns, crisp detailin g,
acade mic cabriole legs and nut
brow n walnut color. As an

example of th e American Queen
An ne aesthet ic in lowboys, th is
piece has few equa ls. As if in a

reaction to th e bu sy design of
William and Mary lowboys, th e
Quee n Anne design exudes a
qui et calm. Rep lacing th e
frenzied assemblage of
stretc hers and elaborate ly
tu rned feet and legs are four
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smo oth, gracefu l and refin ed
cabriole legs. The legs end in th e
del icate wafers of thin pad feet .
Th e flat-top arches span th e
stance of th e piece with a calm
repetit ion, punctuated by a pair
of drop fini als.

The ease with whi ch th e case
is borne testifi es to th e per iod 's
aim of diminishing th e apparent
weight of th e piece. The space
below the case, as outl ined by
th e ap ron shape and legs,
becom es important in showing
th e lift of th e design. Th e
sur face is smooth throughout,
with a warm glow from th e
walnut. The lone sur face
orname nt is th e concave inlaid
fan, wh ich cont inues th e
smooth surface across what
wou ld otherwise be a carved fan
or shell. The thin top caps off
th e design, and its large overhang

makes th e case appear smaller.

RELATED FORMS

Simi lar aesthet ics are shown in
othe r dr essing tables of th e era,
though they are expressed by
different means. Most examples
have a carved fan or shell cent ral
to th eir design . Those th at do
not usually have a cent ral focal

point in th eir apron shape or
drop fini als. In each case, th e

shape of th e legs and th e profile
of th e apron are important
design elem ents and are key to
achieving th e grace and lift that
cha racte rize th e period . Dressing
tables were ofte n made en suite
with high chests so th ey share
th e same regional variations in
st ructure, proportion , design
and detailing, but at about 809-6

th e size of th e base of a high
chest . Since th ey also share a
kinship with tables, dressing
tables can exhibit features
associated with tabletops. Th e
most striking top feature is th e
scalloped-to p treatment of th e

Co nnect icut River Valley, whi ch
was app lied to tables, chests and
dressing tables.

STRUCTURAL NOTES

Th e sides, back and front apro n
rail are tenoned into th e legs.
This is an important st ructura l
change from earlier William and
Mary designs, wh ere th e case
was dovetailed togeth er and th e
legs were tenoned int o int erior
corne r blocks. Here, th e sides
and back are join ed to th e legs
with a series of th ree tenons at
each joint. Th e front and back
tenons are pegged, th e sides are

not . The fronts of th e drawer

dividers are angled and rest in
angled pockets in th e front rail,
wh ich is a feature of urban
Boston shops. Th e center drawer
runners are tapered to % in. and
fit int o mortises in th e back of
th e case. Th e backs of th e side
runners are nailed to th e rear

legs. Th e drawer divid ers are
joined with shouldered dove
tails. Th e top rail is dovetailed to
th e top of th e front legs. Th e top
is pin ned to th e case sides with
four pins on each side. Th e knee

blocks overlap th e case sides and
front and are glued in place.

Th e drawers have thi n
(5/ 16in.) sides, backs and

bottom s and are joined with
delicate dovetail s. Th e dr awer
bottom is nailed into a rabbet in
th e drawer front and nailed to
th e sides and back. Running
strips are applied along th e sides
of th e bottom in th e Newport

manner. Lest th e details and
ideals of Q ueen An ne- era
furniture construct ion seem too

serious, th e drawer sides and
backs have chalk drawings of
geomet ric designs, chickens (or
du cks or geese) and a lobster
from early in th e history of
th e piece.



DR E S SI N G TABL E

BOSTON. 1735-1750

Walnut; pine

H29Y2 in. w34 in. D I9Ys in.

case
w30 in. o l? in.

Private collection
(Photo courtesy Israel Sa ck, lnc., N. Y C. )
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TEA TABLE

HIST ORI CAL NOTES

Histor ic Deerfield 's Q ueen
Ann e- style tea table is similar to

a number of other rectangular
New England tea tables,
especially two illustrated in The
Magazine A ntiques (December
1970, inside front cover, and
November 1930 , p. 446), one of
which was owned by Nath aniel
Hawth orn e. All of th em have
characterist ics th at point to an
eastern Massachu setts or igin.
Thi s table is in black paint, and
the use of paint as an or iginal
finish is suggested by th e use of
two different hardwoods in th e
const ruct ion. Th e styling of th e
table is consistent with well
developed coasta l pieces, but the
ridges along th e top of th e feet
indi cate an origin in other than
an urban shop.

ANALY SI S

It would be difficult to find an
example of 18th-eentury
American fu rni ture th at better
embodies th e Queen Anne-era
ideals of design th an thi s tea
table. The slender cabr iole legs,
which are on ly 5/s in. thi ck at th e

ankles, exude th e utmost in
grace, and flow smoothly

from th e feet int o th e apron
of th e table. Th ese legs give th e
piece an unusually high degree
of lift, yet th eir wide sta nce
ensures except ional stability.
Th e cabriole legs th emselves
are rem arkable in th at th eir
shape has enough of a cyma
cur ve to give th e piece a qua lity
of bu oyancy. That shape,
exceptionally well rend ered in
figure d maple, is a careful
balance between stra ighte r
legs that appear st iff and lifeless

and th ose which have an
exaggerated curve.

Th e thin apron , with its
scrolled skirt and delicately
molded top , reinforces a sense of
lightness in th e piece. Th e
su rfaces are smooth and without
embellishment . Th e uncluttered
design allows th e silhouette of
th e table to be as int eresting as
th e table itself, whi ch exem
plifies th e era's desire to balance
th e visual int erest of solid forms
with th e voids th ey del ineate.

RELATED FORMS

Rectangular tea table designs
were favored in th e New
England colonies. Am ong th em ,
Massachusetts examples showed

some of th e highest levels of

sophist ication in overall
proportions and th e integra t ion
of th e design as a whole. Th e

high degree of aesthet ic
refin em ent is one important
facto r in attributing th is table to
an easte rn Massachusetts origin.
Newp ort makers made similar
tables, but usually with a
st raight apro n rath er th an th e
scrolled design. Th ey also used
th e d istinctive Newport slippe r
foot in th eir tables, and con
tinued th e design with ball and

claw feet into th e thi rd quarter
of th e cen tury .

Co nnecticut tables in this
form usually feature a more
elaborate layering of mo ldings,
whi ch give th e piece a decidedly
different appearance . T he
Connect icut versions often lack
th e sleek, etherea l qu alities of
well-executed Massachusetts
examples. More formal versions
of New England tea tables in
clude candle slides on eithe r end.

STRUCTUR AL NOTES

Just as th is is an example of
simple elegance in design, so it is
in construction. Th e rails of th e
frame are tenoned int o mo rt ises

in th e legs. Each joint is double
pegged with pegs th at stop flush
with the inside surface. T he
scro lled aprons are applied to th e
outside of the frame, and the

scrolled shape is cut into both
th e apron and rail. T he under

side of th is shaping is rough and
shows th e marks of chisels and
rasps. T he top is two bu tt ed
boards, about % in. t hick, which
are nailed to th e top of the fram e
sides . The surrounding mo lding
is one piece, na iled to the
outsi de edge of th e top and
mite red at the corne rs.

From th e un derside, the
table looks qui te spartan; there
are no glue blocks, extended
pegs or cross braces , on ly the
secondary surfaces of the top,

rails and legs. Like any virtuoso,
th e craftsman who bui lt this
table made it look easy. One
interesti ng note is th at the back
of one side rail shows the marks
of a water-powered reciprocating
saw blade, indica ting a point of
or igin that was developed
enough to support a hardwood
cut ti ng sawmi ll.
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Maple andcherry

H25% in. W28Y2in. D21 Y4 in.

Courtesy Hi storic Deerfi eld
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SIDE CHAIR

HISTORICAL NOTES

This side chair is attributed to a
member of th e Proud family.
John Proud (J7I4-1794),
Joseph Proud (1711-1769) and
William Proud (1720-1 779)

were all chairmakers working in
th e Newport and Providence
area. Th e cha ir was sta ined a
light-brown color to simulate
walnut, one of th e more
desirable woods of th e period.
Others are known to have been
painted black to simulate th e
ebonized fini sh of English chairs

made of beech . This chair is one
of a pair from wh at was probably
a larger set; it is identical to those
in a set in th e collection of th e
Society for th e Preservation of
New England Antiquities and
one belonging to th e Newport
Histori cal Society.

ANALYSIS

Th is example embodies th e

eleme nts of th e Q uee n Anne
style with a simple sophistica
tion . While th ere are more
elaborate examples with curve d
compass seats and carved shells
on th e crest rails or knees, thi s
piece relies on form and line
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without undue orname nta tion.
Th e solid shapes and voids are
well balanced, avoid ing eithe r a
chu nky or spindly app earance.

Th e carefully shaped profil es of
th e back and seat rails invite
lookin g through as well as at th e
chair. The cu rves flow smoothly
from one component into
anothe r. Th e front legs are
shaped fully round from just
below th e knee to th e foot,
avoid ing th e angular appearance
of squa re-sect ion cabrio le legs.
Th e sha pe of th e roun ded knee
is carried up th rou gh th e leg
block to th e edge of th e seat .
Th e cur ve of th e cabriole leg is
restrained, in keepin g with th e
qui et refin em ent of th e overall
design. Th e st retc he rs are
delicate, crisply detailed and
visually int eresting without
distracting from th e
composition. The Queen
Anne-era ideals of lightness,
grace and balance of solid and
void are well met.

RE LATED FORMS

Similar chairs made in Boston
at th e same time are nearly

identical, but a closer examina
tion shows that th e Rhode
Island chair is more delicate in

th e splat, legs and turned
stre tc hers. Higher-style chairs
from both areas added compass
seats, carved shells on the crest
rail and knees, more elabora tely
shaped st iles and splats,
voluptuous cabriole legs and
somet imes ball and claw feet .

Philadelphi a versions tend ed
toward more elaborate backs
with compass seats. Philadelphia
compass seats consist of side
rails tenoned int o th e front rail,

with th e front legs joined to
th e bottom of th e seat assembly
with a single turned tenon.
New York, Newport and Boston
chairs with compass seats were
built with th e seat rails tenoned
into th e leg blocks, whi ch
exte nded to th e top of th e seat
and were shaped to follow th e

compass cur ve. Th eir st ructure
was similar to thi s example in
th at regard.

STR UCTURAL NOTE S

This chair is of pegged mort ise
and-te non const ruct ion
th rou ghout, with the exceptio n
of th e medial and back
st retche rs, which have turned
round tenons fitti ng into
corresponding dr illed holes. Th e
dr illed holes for the pegged

joints are blind, stopping shor t
of exte nding through the rear
of the joined pieces. Th e side
stre tc hers are joined to th e front
legs by a tenon th at is th e full
height of th e stock from which
it was turned, leaving the back
of th e tenon exposed in the
mortise. Th is is a typical per iod
meth od of joining the stretcher
to th e leg.

All th e tenons are cut so as
to exten d stra ight from th eir
componen ts, and th ey fit into
angled mortises. The seat-rail

tenons are morti sed into th e
front legs and shouldered at the
top so as not to be exposed when
th e seat rabb et is cut into th e top
of th e leg block. Th e sma ll
tenons th at extend from the
st iles into th e crest rail are
shouldered on th e outside edge,
makin g th em hidden from th e
ou tside, but th e joint is visible
from under th e crest rail. Those
joints are pegged from th e back.
Th e sides of the splat have a
simp le bevel, and th e back edges
of th e st iles and crest rail feature
a continuous chamfer.
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CARD TABLE
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HISTORICAL NOTES

Card tables are an intriguing
blend of pract icality and period

design philosophy. Besides being
a piece intended for a specific
purpose, a card table, like a tea
table, was furni ture centra l to a
social activity. As a result, th e
design was required to be func
tional while incorpora ting the
attributes of the finest furniture
of th e day. The Boston card table
shown on pp. 248-249 is impor
tant not only for its folding-top
form, but also for retainin g its
original needlework top.

A similar example, in the
Bayou Bend Collectio n,
belonged to Peter Faneu il
( 1700- 1743),one of Boston's

most successful merchants. His
ownership of such a tabl e
testifies to its age and th e social

status associated with a table of
thi s caliber.

ANALY SIS

Th e turreted corners are based
on English examp les of th e
period and help the fun ction as
well as the aesthetics of thi s
design. Th e tu rrets allow th e
front cabriole legs to be spaced
farther apart, offering more
knee room below th e table
(a persistent shor tcoming of
lSth-century tables), and give

th e piece a wider and more
sta ble appearance. The rounded
tur ret shape is cont inued to th e
shape of th e tabletop, and
provides ideal places for shallow
candlest ick wells in each of th e
four corne rs. These wells, th e
scooped pockets for counters
and th e inset needlework top are
out lined by a checkered st ring
inlay of alte rna ting black and
white wood . Th e accordi on-like
actio n of th e side rails in extend
ing th e rear legs gives th e appear
ance of full-length sides when
th e top is open, a point imp or
tant to th e aesthetics of th e piece
and a featu re missing fro m
tables with swin ging fly legs.

In total, thi s card table
exhibits th e high and loft y
stance of Qu een Anne-era
design. Th e slende r cabriole legs
accentuate th e vertical aspect of
th e form and support th e table
with ease. Th e thin table frame
spans th e legs and minimizes
any appeara nce of weight th at
may be associated with th e
st ructure. Th e shape of th e top,
th e turrets, th e molded blocks

abutti ng th e turrets, and th e
rounded knees of th e legs are th e
smooth curved surfaces th at

preclud e th e need for fur ther
orna mentatio n in Qu een
Anne-style furniture.

RELATED FORMS

Thi s form of card table, wit h a
foldi ng top and a hin ged or

folded mechanism to support it,
began a long tradition of similar
ly designed tables th at con t inued
well int o th e 19th century.
There were clear advantages in a
fun ctional and usefu l table, th e
top of which was protected by its
folding, that could double as an
att ractive side piece when not in
use. Th e form was given
C hippendale-era features in th e

second quarter of the 18th
centu ry, and was brought to a
high level of development by
New York cabinetmakers, wh o
often added a fifth fly leg. Th e
table reached a stylist ic crescen
do in th e Federal period since its
form was well suited to th e
design ideals of th at period. Th is
style of turreted corne r, wh ich
was also used by Philadelphi a
cabinetmakers, influenced tea
tabl e design, and a number of
related turreted tea tabl es have
Boston and Philadelphi a origins.
Th e shape of th e tabletop is
th ou ght to have been th e inspi
rat ion for th e family of Rhode
Island porringer-top tables.

STRUCTU RAL NOTES

Th e front turrets are an integra l
par t of the str ucture of th is piece.
Th e front and side rails are
tenoned into the tu rned turrets,
as are th e cabr iole legs. The knee
blocks are glued to th e underside

of th e tur rets, and th e molded
blocks abutting th e tur rets are
glued in place. A pine cross-brace
is let into th e rear underside of
th e side rails, where it is nailed
in place and dou bles as a back
rail and a sup port for th e drawer
runners. The back rail is tenoned
int o th e rear legs. The foldi ng
side rails are hinged to the front
and back of th e table with a pair
of iron hin ges at each joint.

Th e cente r joints, whic h fold
inward , are hinged with brass
card-ta ble hinges let into th e top
and bott om of th e rails. The top

folds on th e same type of hinge.
A total of 14 hinges are used to
deploy th e rear legs and un fold
th e top . A rota ti ng cleat on the
inside of th e back rail locks into
a shallow mortise on th e under
side of th e tabletop to lock th e
st ructure closed. Th e front half
of th e top is attac hed by two
screws exten ding from pockets
in th e front rail. Th e dovetailed
drawer uses chestn ut as a
secondary wood, and th e drawer
bottom is nailed in place.
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BOSTON,1730-1750

Mahogany; pine, chestnut

H27in. W35% in. o35Ysin.

Co ur tesy

Mu seu", of Fine A rts, Boston
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EAS Y C H A I R

HISTORICAL NOTES

Easy chairs came int o use early
in th e 18th centu ry, and at first
exhibited many qualities of
William and Mary designs. By
the second quarter of th e
century, they were imp roved for
comfort and appea rance and

made to incorporate Quee n
Anne-era aesthet ics. Th ey
con tin ued to be made in th e
same mann er with on ly stylist ic
changes th rough th e Neoclassical
period. Easy chairs were very
expe nsive in th eir day; th e frame
of th e chair represented only
about 20%of th e cost of suc h a

piece. Thi s example typifies
southern New England easy
chair design and const ruction.
A nearly identi cal chair that
retains its original padding and
wool worsted upholstery is in
th e Brooklyn Mu seum (see th e
photo on p. 25 2).

ANALYSIS

The functio nal requirements of
an easy chair limit its aesthetics
qua lities, but th e ideals of th e
era are evident nonet heless. The
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flowin g cu rves that were
fundamental to Queen
Anne-period design are worked
all th rough th e shape of thi s
chair. Every edge has a graceful
shape, and th e effect is
sculptura l. A well-designed
Q uee n Anne easy chai r is to be
admired from every angle. Thi s
example includes a compass or
balloon-shaped seat in addit ion
to th e contours of th e arms,
wings and crest rail. Whil e it is
diffi cult to incorporat e th e usua l
Q uee n Anne-period ideals of
loft and lightness int o such a
piece, th e cabriole legs and
st retchers do emphasize a
comfortable support of th e
fram e. In its complexity, th e
base offers an interesting play of
solid and void that is offset by
th e soft grace of th e upholstered
parts. Wh ereas Queen Anne
case pieces exhibit a loft y grace,
easy chairs exude a relaxed ease.
In th eir own way, th ey show th e
same elegance, tempered by
restr aint, as other pieces of
th e era.

RELATED FORMS

Easy chairs share many
st ructu ral and stylistic
similarities with th e side (and
arm) chairs of th e period, and
are no less sophisticated. A

similar type of joinery and detail
was used on th e legs and
st retchers of both chairs, and,
given th e usu al regional

differences, th ey are an aid in
determining a probabl e place of
origin. This example has a front
(m edial) st retcher with block

ends th at is tenoned into th e
side st retchers, a method used
in, but not limited to, Newp ort
and Boston. Most easy chairs of
th e period have a stretcher wit h
turned tenons that fit into
dr illed holes in th e side
st retchers. Such block ends on
th e st retcher are usually
associated with later

C hippenda le-era chairs. Th ose
later chairs, showing th e
subdued New England int er

pretation of th e Rococo, are
likely to have st raight front and
side seat rails tenoned into th e
front leg posts, a serpent ine crest
rail, ball and claw feet, and

perhap s carvings on th e knees.
Th ese features give th e later
designs a crisp, detailed quality
that is a change from th e relaxed
ease and invitin g shape of Queen
Anne easy chairs.

STRUCTURAL NOTES

Th e frame of th is chair is map le,
with th e exceptio n of the highly
visible front legs and front and
side st retchers, which are
walnut. Th e rear legs are
cont inuous with th e st iles, and
are maple, as is th e turned rear
st retcher. Th e rear and side seat
rails are tenoned into th e rear
legs. The side seat rails are
tenoned into the front seat rail.
Both the side and front seat rails
are shaped on th e inside and
outside surfaces. Th e front legs
are joined by a single large
dovetail exte nding into th e front
seat rail. Th ey are reinforced by

large, glued knee blocks. Th e
side stretchers are tenoned into

th e front and rear legs like th ose
on Queen Ann e side chairs. Th e
front stretcher is joined with
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EA SY C HA I R

NEW ENGLAND , 1730-1760

Walnut; maple, whitepine

H47 in. W37 in. D25% in.

seat
H 12% in. W30% in.(front), 23% in. (rear) D23% in.

Upholstered cha ir:
Co urtesy The Brookly n Mu seulII

Frame only:

Co urtesy The M etropolit an Mu seum of A rt

horizontal tenons to th e side
rails. Th e crest and lower back
rails are tenoned int o th e st iles.
(O n other chairs, th e stiles are
somet imes tenoned into th e
crest rail.)

The wing components and

arm supports are tenoned int o
th e st iles and seat rails. (On
some other chairs, th e top of th e
wing joins th e st ile in a half
lapped dovetail joint .) Th e
horizonta l arm rests are screwed
to the vert ical wing st iles and
nailed to th e top of th e conical

252 QUE E NAN N E

arm supports . Th e inn er half of
each conical arm support is
maple, and th e outer half, nailed
to th e inner, is white pin e. All
th e mortise-and -tenon joints are

pegged, with th e exception of
th e front and rear seat rails, th e
crest and lower back rails and
th e front stretcher.
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HISTORICAL NOTE S

Historic Deerfield's stately
reverse-serpent ine-front chest of

drawers has th e att ributes th at
suggest it was mad e in one of th e
bett er Boston cabinetmaking
shops.Among the many chests
made with shaped fronts as part
of th e Chippendale aesthet ic,
it ranks high in terms of devel
opment and sophisticat ion,
indicating an urban origin. It
also shows several features of
design and construct ion th at are

typical of Boston case pieces.
Th e chest has old brasses and a

pleasant , glowing patin a. Th e
und erside of th e case has mid
20th-eentury restoration work,
which is not readily visible.

ANALYSIS

Th e serpentine front, like th e
bombe and block-front shapes,
was a treatm ent by wh ich
cabinetmakers instilled
Chippendale-era aesthet ics int o
case pieces in th e fourth quarter
of th e ]8th century. Stru ctur
ally, thi s chest varies littl e from
th ose th at preceded it, but

aesthetically it is very different.
By keepin g th e overhang of th e

top to a minimum, th e maker
maintained a solid, rectilinear
form and maximi zed th e
appearance of th e case width.
Overhanging tops tend to reduce
th e apparent width and depth of
th e case and cap th e height . To
th is solid mass of th e case, th e
reverse-serpent ine front adds an
eleme nt of depth. Such curved
front tr eatments imply mass and
increase th e presence of th e case.
Th e cu rved front also yields
patterning in th e grain of th e
mahogany th at wouldTIot be
seen with a flat fron t. The result
is a rich, deep and visually
int eresting surface.

Bold polished brasses, aligned
along th e highest and lowest
points in th e profil e, highlight
th e shape of th e front and
contrast with th e rich mahogany.
The powerful Boston feet, with
swept-back side talons and
flattened balls, exude a com
manding presence and radiate
th e strength required to suppor t
such a case. Th e combined effect
is a powerful expression of
opulence and dignity th at does
not need to be augmented with
carving or embellishments to
achieve its design goals.

RELATED FORM S

Similar chests with serpentine
front s are shaped with th e
concave curves at th e drawer
pull s and th e convex curve at th e
center. There is littl e difference
between th e two, but th e
reverse-serpentine shape, with
two convex curves across the
front, offers a fuller appearance
to th e case and results in an
obtuse rath er th an acu te angle at
th e front corner. Som e find thi s
to be more aesthetically pleasing
and more in keepin g with th e
design goals of th e period. Block
fro nt cases br ing th e same focus
to th e front su rface and add
stro ng vertical lines and an
intricacy of det ail to th e facade.

ST RUCTURAL NOTES

The top is joined to th e case
sides with slid ing dovetails th at
are barefaced on th e outside of
th e case and angled on the inner
side . Th e bott om is dovetailed to
th e sides with a series of th rough
dovetails, th e bottom being the
tail piece of th e joints. The
mahogany-fronted drawer

dividers, with cockbeads cut
fro m th e solid, are joined with
shoulde red dovetails to th e case

sides. A thi n (1/ 4in. thick) strip

of wood, with th e vertica l
cockbead cut from it, is app lied

to th e fron t edges of th e case
sides to conceal th e dovetails.
Th e drawer ru nners are nailed to
th e case sides. The bottom
drawer slides directly on th e
bottom of th e case in the typical
Boston mann er, and th e app lied
base mold ing extends below the
case bott om .

Filler blocks, which have

been replaced in th is piece, are
glue d to th e bottom of the case
flu sh with th e bottom of th e
mold ing. Th e feet, knee blocks,
and backing glue blocks are
glued to th e base mold ing and
underside of th e filler blocks.
Th e case back is nailed into
rabbets in th e case sides. Th e

drawer fronts are shaped on the
inside to follow th e curve of th e
outside. Th e sides and back
show typical Boston shop
dovetailing, whic h is precise and
funct ional with out being overly
delicate or orna menta l. The
drawer bott oms slide into
grooves in th e drawe r sides and

fron t and are nailed to th e
drawer back.
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C HES T of D RA WE RS

BOSTON , 1775-1800

Mahogany; white pine

H 32%in. w35Y2 in. D21 in.

case
w33Y2in. D19Y2in.

Courtesy Historic Deerfi eld
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HISTORICAL NOTES

Th e Rhode Island School of
Design's bornbe chest has a clear
provenance, having descended in
the Dexter family of Boston,
Dedh am, and later Providence
until it was purchased for the
Pendleton Collect ion at an
auction in 1887. Th e bombe
form is un ique to th e Boston and
Salem area and was used for desk
cases, th e bases of desk
bookcases and chests-on-chests,
and chests of drawers. Th e
materials, level of skill and
amount oflabor required to
build a bornbe chest limited
th eir ownership to only the
wealthiest members of Boston
society. Dated pieces span the
years from 1753 to 1782 , the
earliest being a desk and
bookcase by Benjamin
Frothi ngham , Sr. (170 8-1765)
now in th e Diplom atic
Reception Room s in the
Depa rtment of State in
Washington, D.C. Th e
Froth ingham piece predates
Chippendale's Director by a year,
and th e inspirat ion for it is
thought to be impo rted English
or possibly Dutch pieces.
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ANALYSIS

Though predating and differing
from th e designs in th e Director,
th e Boston bornbe forms express
the aesthetics of th e era and are
an important facet of th e
American Chippendal e style. To
describe this piece as exhibiting
a stately presence is an under
sta tement . The attention
commanded by the chest
exceeds its modest dim ensions.
Th e shape of the bornbe sides is
exceptionally well formed,
flowing smoothly but
dramatically from th e top to th e
base. The serpentine front,
which is superimposed over th e
bornb e shape, results in a rich
and undulating surface of
compound cu rves that is
amplifi ed by the patterning
brought out from the grain of
select, luminescent mahogany.
Th e shape of the piece and the
qualities it draws from th e
mahogany are so rich and
opulent as not to require further
orna me ntation.

In oppositio n to the more
ethereal Qu een Anne-era
aesthet ics, th e bornbe form
revels in its mass and th e
expanses of rich su rface. Th e
bulging shape seems to be
formed by its own mass. Th e
ball and claw feet and short

cabriole legs are made to exhibit
proudly the mass th ey bear.
In th e ultimate tribute to
Chippendal e-era aesth etics, th e
viewer's eye is drawn downward
by thi s form-not upward as in
lofti er Queen Anne-era designs.

RELATED FORMS

A bornbe case such as thi s piece
with a serpentine front repre
sents th e highest developm ent
of th e form . Other bombe pieces
were made with th e swelled
shape to th e front but without
th e serpent ine curves. A few,
including th e early Frothingham
piece, were mad e with th e ends
of the drawers aligned verti cally,
not following the shape of the
sides. Like the block-front and
serpent ine-fronted pieces of th e
same era, the bornbe form was a
meth od by whi ch to impart
Chippendale-era ideals of a
grand presence to th e util itarian
form of a case of drawers.

STRUC TURAL NOTES

Like other American bornbe
pieces, th e curved sides of th is
chest are shaped from solid 3-in.
stock. Th e sides of th e bombe
chest are dovetailed to th e base
with a series of th rough dove
tails, th e sides being th e pin
pieces. Th e top is secured to th e

sides with sliding dovetails th at
are tapered on th e outer side and
barefaced on th e inner side. The
interior of th e sides are flat
sided between th e drawer
dividers, with on ly th e fron t
inch or so shaped to follow the
outer curve of the side. The
drawer dividers are dovetailed to
th e case sides with mitered
cockbeads, cut from th e solid,
surrounding each drawer
opening. Th e drawer runne rs are
nailed to th e inside of th e case.
In typical Boston fashion, th e
bottom drawer rides on th e case
bottom, and th e base molding,
which is glued and nailed on,
extends below th e case. Pine
blocks are glued to th e case flush
with th e bottom of th e molding.

Th e feet are tenoned with
square tenons into mortises in
th ese blocks and are reinforced
with knee blocks and
supplementa l glue blocks. The
case back is nailed into rabbets
in th e case sides. The drawers are
dovetailed in a conventional
manner with slanted, but not
curved, drawer sides. Because of
th e st raight drawer sides, th e
curved ends of th e drawer fronts
overhang th e sides. Th e drawer
bottom slides into groovesin the
sides and front and is secured
with glue blocks and nails.
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SLANT-FRONT DESK

HISTORI CAL NOTES

Yale's slant-fron t desk has a
written record of its ownership
on the sides of th e document
drawers, th e earliest inscription
reading "Wm. Butler /
September ye 10, 1768."
Included are inscriptions by
owners in 1830, 1838, 1861 and
1874. Both th e first and last
recorded owners are known to
havebeen residents of
Nantucket . It is not th ought to
have been made on Nantucket,
however, since th e island is not
known to have had cabinet
makers of thi s caliber.
Differences from Boston case
construct ion methods may be
indicative of a southeastern
Massachu setts origin. The
brasses and hinges have been
replaced, and th ere are repairs to
the botto m edge of th e lid, top
of th e case and drawer fronts.

ANALYSIS

This desk represent s a vernacu lar
version of a Chippendale-style
slant-front desk. Th e vast
majority of desks built at thi s
t ime did not have th e more
expensive blocked front and
were more like thi s mainstream
American Chippendale example.
The form was contin ued from
th e Queen Anne period but th e

Chippendale-era aesthetics were
achieved by ample case width,
rich mahogany sur faces, bold
brasses and ball and claw feet .
Th e size of th e case and its
stance on well-eurved cabriole
legs denotes mass and weight .
Th e richn ess of th e exte rior is
limited to its size, th e quality of
the wood and its finish , and th e
use ofla rge brasses.

Th e interior, however, is of
stro nger visual impact . Here, th e
viewer is treated to the opulence
of expensive pieces on a small
scale. Th e upper tier of drawers
features blocked fronts with fan
carvings on th e upper left and
right interior drawers and th e
center prospect door. Th e
document drawers are fronted
with applied half-turnings. Th e
open cente r section provides
quick sto rage for often-used
papers or a ledger book. Th e
interior includes all the intricate
details essential to achieve th e
opulent appearance that was
sought after at th e time. In
short, th e overall design has a
stro ng, but not overpowering
presence th at addresses th e
prevailing aesth etics of th e era
from th e main stream of
American cabinetmaking.

RELATED FORM S

In th e range of Chippendale
slant-front desks, thi s
Massachu setts example is a good
measure of th ose in th e center. It
is not an un sophi st icated desk,
yet it does not exhibit th e
development of a contemporary
exampl e from an urban Boston
shop. It does not have a block
front case th at would be
indicative of th e next higher
level in taste, skill and price. The
ball and claw feet also lack the
power and refinement of urban
examples. It is, however, more
advanced than rural examples,
wh ich would have eschewed ball
and claw feet for straight or ogee
bracket feet and may have been
built with a smaller case size.
Given these points, a subur ban
origin or an origin in a lesser
urban shop seems likely.

STRUCTURAL NOTES

Th e case of th e desk is
dovetailed with half-blind
dovetails visible on the case top
and th rough dovetails on th e
case bottom. Th e drawer
dividers, whi ch are pine faced
with mah ogany, and writing
su rface are joined with
shouldered dovetails to th e case
sides. As on Boston case pieces, a
thi n st rip on th e front edge of

th e case sides covers th e
dovetails. Th e base molding is a
profile typical of Boston case
furniture; it is glued and nailed
to th e case. As on Rhode Island
examples, th e bottom of the
molding is flu sh with th e
bottom of th e case and th e
bottom drawer rides on runners
on the inside of th e case. A full
width rail backs up th e base
molding within th e case. Th e
vertical backboards are nailed to
th e case bottom and into rabbets
in the case top and sides. Th e
feet are glued to th e case bottom
and reinforced by th e knee
blocks and backing glue blocks.
No tenon ing of th e feet into th e
case bottom is apparent.

Th e four case drawers have
Sfs-in. thick sides and backs,
wh ich are finely dovetailed. Th e
drawer bottom s slide into
grooves in the sides and front
and are nailed to th e back. Th e
partitions of th e desk interior
are let into dadoes in th e inside
of th e case. Th e partitions are
butted mah ogany and pine (the
mahogany exte nds th e first 2 in.
or 3 in. of th eir depth). Th e
drawers in th e interior are finely
dovetailed. Th eir bottom s are let
into rabbets in th e fronts and
sides and flu sh with th e back.

C H I I' I' E ND ALE 261



S L A N T-FRO N T DES K

BOSTON AREA , C. 176 8

Mahogany; white pine

H44Y4in. W45 in. 0 22Y4in.

case
W4F1s in. D20Y4 in.

Courtesy
Yale University Art G allery

262 C H I I' I' E ND ALE



SLANT-FRONT DESK

C H I P PEN 0 ALE 263



HIST ORIC AL NO TE S

This desk and bookcase has a
history of ownership in th e
Potte r family of Kingston, Rhode
Island. It was acquired by Arthu r
B. Lisle about 1915 and later
bequeathed to th e mu seum. Of
the ten related Newport desk

bookcases, none are signed, but
thi s one bears th e inscr iptio n
"Made by Joh n Godd ard 1761
and repaired by Thom as
Goddard his son 1813." Th e
inscript ion was likely written by
Thomas Godd ard ( 1765- 1858)
in 1813, and wh ile it aids in th e
att ribution of th e desk to John
Goddard (1723- 1785), it alone
cannot be conside red to be
authent icat ing. If th e inscriptio n
is complete ly accura te, thi s is th e
earliest dated piece of Newport
block-front furniture and it
stands as an imp ortant reference
by which to measure related
pieces. It was conserved and
refinished in 1986 at th e Society
for th e Preservation of New
England Antiquities Co nserva
tion Center in Walth am,
Massachusett s.

ANALYSI S

To say th at the Newport desk

bookcases embody the aest hetics
of the Chippendale era would be
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a severe understatement. They
clearly exceed most expressions
of grandeu r of th e period and
are quite unlike anything
envisioned by th e Georgian
cabinetmakers of England. Th e
block front with int egrated

shells was inspired by Boston
pieces but was developed to an
unparalleled level of
sophist icat ion by the Goddard
and Townsend cabinetmakers.
The arched pediment, wh ich is
quite perfect in its Newport
rendition, continues th e Queen
Anne period' s tr end for lofty
height . The mass of the piece is

evident in its sheer size, but at
97 in. thi s is among th e smallest
of th e ten (the largest, now in a
private collection, is a towerin g
113 in. tall). The case depth
should be noted as well; at 26 in .
it makes th e base substantial.

Th e su rface tr eatment of th e
blocked front with curved-ray
shells is integral to th e design of
th e facade. It unifies th e three
planes of the front and extends
all th e way to th e scrolled volutes
of th e feet . Like other shaped
front tr eatments, it confers mass
and substa nce on th e cases. Th e
six shells, each remarkabl e feats
of carving in th emselves, are th e
epitome of th e rich, carved

sur face. Th e treatment of th e
front is enhanced by th e
richn ess of select West Indian
mahogany.

The period designers used
mass, surface and form to
achieve the aesth etic goals of th e
period and th e Newport desk

bookcases meet and exceed each
point. While achieving an
impressive dignit y and stately
grandeur through th eir size,
design and richness of mat erial
and detail, the true genius of th e
designers and builders of th e
Newport desk bookcases is in
giving th e pieces th eir regal
bearing without th em becoming
pond erous .

RELATEO FORMS

The Newport design should be
noted as th e apex of both good
taste and the cabinetmaker's art

in Rhode Island . Other regions
used different designs to achieve
th e same goals. Comparably
impressive Boston and Salem
pieces featured block-front or
bombe bases and upper cases
with panel ed doors and
architectural elements . In
Philadelphia, th e desk bookcase
followed more closely th e
examples illustrated in English

design books, especially
Chippendale's Director. Th ere,
high chests seemed to be th e
object of choice in which to
display th e full effect of th e
cabinetmaker and carver's art.

STRUCTURAL NOTES

Th e base of th e desk features
sta ndard Newport case
construct ion details. Th e top of
th e desk is dovetailed to th e case
sides with half-blind dovetails
hidden by th e mid-m oldin g. The

case bott om is dovetailed to the
sides with through-dovetails.
Th e mahogany-fronted drawer

dividers and th e writing surface
are dovetailed to th e case sides
with should ered dovetails. Th e
drawer runners are nailed in
place. Th e cockbead on th e
horizontal elements is cut from
th e solid, but it is inset into a
rabbet in th e case sides and

mitered to th e cockbead of th e
divid ers. Th e side base moldings
are glued and nailed flu sh to th e
bottom of the case. Th e front
moldin g is mit ered to th e side
moldin gs and joined to th e
bottom of th e case in a half-lap
joint. Th e cockbeaded rail below
th e bottom drawer is dovetailed
to th e case sides and nailed to
th e front base moldin g. Th e feet



D ESK a nd BOOK CASE

NEWPORT, 1761
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D ESK a nd BO OK C A SE

are mitered and glued to the case
with glue blocks. Th e case back
is nailed into rabbets in th e desk
top and sides and overlaps the
case bottom.

The two lower d rawer front s
are cut from solid l Vz-in , stock.
A liz-in. thi ck panel has been
glued to the interior of th e
drawer front behind th e center
concave blocking to increase its
th ickness. Th e convex blocking
of th e top drawer is applied. Th e
drawers are dovetailed th rough
out and th e drawer bott om is
nailed to the sides and back and
let into a groove in th e drawer
front. Running strips are applied
to th e bott om edges. Th e sides of
the top drawer are inset from
edges of the drawer front to
accommodate the sliding lopers.
The drawer sides are let into
dadoes or sliding dovetails in th e
back of th e drawer front .

The shells of th e lid are
app lied. Th e shell and its
blocking are two separate pieces
joined in a st raight joint just
below th e shell. Th e interior is a
standard Goddardffownsend
desk interior with blocked
drawer fronts and three carved
shells. The drawers are marked
with chiseled Roman numerals
on the top edge of th e drawer
fronts to mark their position.
Th e partitions and drawer
dividers of th e interior are let
into dadoes in th e int erior of th e
case. Th e well slides open for
access to th e top drawer, and a
horizontal rail inside the case
back supports th e memb ers th at
frame the well.
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In th e upper case, th e top
and bott om panels are half-blind 
dovetailed to th e sides. Th e
pedim ent is built up from th e
top of th e case with front and
back pedim ent boards. Glue
blocks support th e side
pedim ent moldings, which
overlap th e top of th e case by
only 1/ 4 in., a substantial
difference from Townsend
family const ruction where the
top of th e moldin g is flu sh with
th e top of th e case. Th e front
pediment board is dovetailed to
th e case sides, and the rear
pediment board is glued to th e
top of th e case. Th e quart er
columns are glued to the front
of th e case sides and to an inner
fram e from which are hun g
th e doors.

Th e interior shelves are let
into th e case sides. Secret,
removable panels are let into
dadoes in the shelves flu sh with
the inner door frame. Th e
convex blocked doors are fram ed
with mortise-and-tenon joinery.
Th e block and shell of th e door
are two separate pieces, joined
along th e bott om profile of th e
shell and applied to th e door
frame. Th e center door is carved
from th e solid. Th e vert ical
backboards are nailed into
rabbets in the top and sides of
th e upper case and to th e back of
th e shelves. X-ray photography
has revealed that the finials, long
th ought to have been assembled
with th e urn sect ion upside
down, were intend ed to look the
way th ey do.
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R E CTANG UL AR T E A TABLE

HISTORICAL NOTES

Th ere are seven known
Newport tea tables of this sty le.
Six, including thi s one, are in th e
style of John Godda rd (at least
four of th ese are authentica ted
to him). Th e seventh is in th e

mann er ofJohn Townsend.
Th e same design was made with
and with out open talon s on th e
ball and claw feet . Three of th e
Godda rd tables and th e one
Townsend example have open
talons.

ANALYSIS

Alth ough thi s table is a very
high-style piece, enough
examples of this form exist to
conside r it in th e mainstream of
tea-tabl e design in Newport
during th e third quarter of th e
18th century . Th e form
continues many of th e overall
proportions of th e New England
and New port recta ngular tea
tables of th e Q uee n Anne
period, but th e designs have
been upda ted to include
Chippenda le-era aesthet ics.
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Th e mass of the table is
mad e more evide nt by th e cyma
shaped su rface and profil e of th e
aprons, a shape that is carried
th rou gh th e top and its molding.
Similarly, th e st rong ball and

claw feet appear to bear th e
weight of th e piece. Th e carving
of th e feet and knees and th e
shap ing of th e aprons and top
create a rich sur face. Th e squa re
corne rs and st raight apro n sides
hint at th e increase in rectili near
forms supplant ing cur ved form s,
giving thi s design an underlying
st rength and solidity. In total,
th e effect is an opulent and
stately design with the powerfu l
presence sought after in the era
of th e Chippendale style. In
th e characte rist ic New England
manner epito mized by th e
Newp ort masters, this is
achieved without undue or
excessive orna menta tion.

RELATED FORMS

This specific design is unique to
th e Goddard and Town send
craftsmen of Newport, who
used similar features in th e
des ign of a number of related
card tables. Like card tables, tea
tables were cent ral to enter-

taining and socializing, so th ey
were subject to a high level of
development and mad e to
embody th e most fashionab le
trend s in design . A similar
aesthetic goal was expressed in
different ways in other regions.
A number of tu rret-top tea
tables were made in th e Boston
area, patterned after a 14-tur ret
table of Philadelphia origin.
Portsmouth's highest develop
ment of th e Chippenda le tea
table form is best represented
by th e China tables associated
with Robert Har rold . Th e
Co nnect icut area followed th e
Philadelphia preference toward
high-style, round tea tables, led
by th e stylist ic trend s of th e
C hapin schoo l.

STRUCTURAL NOTES

Th e Newport tea table is of
mortise-and-tenon constr uction,
with th e aprons tenoned into
th e leg blocks. No pins or pegs
are visible from th e ou tside of
th e piece, and th eir presence is
not discernible from inside
because of th e later add it ion of
large corner blocks. T he need for
th ese corne r blocks suggests th at
th e mortise-and-tenon join ts

were originally glued but not
pegged. Th e knee blocks are
glued and nailed to the legs. Th e
thin, half-round bead under the
tabletop is a thi n piece of
mahogany applied to the top of
th e frame. The top is dished
from the solid and is fastene d in
place with 18 t riangular pine
glue blocks. Shr inkage of the top
has resulted in a crack in one
end of the top and the failure
of th e glue blocks along one
side. Th e underside of th e top
and th e inside of th e aprons
were planed with a tooth ed
plane to increase th e adherence

of glue blocks.
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R O UND T EA TABL E

HISTORICAL NOTES

Th e distin ct ive, downward
flaring turning, sculptura l legs

and characte ristica lly angular
ball and claw feet of Historic
Deerfield's round tea table are

indicative of th e Chapin schoo l
of Connecticut furn iture. Th e
Chapin school was a small
group of shops working in th e
manner of Eliphalet Chapin
( 1741- 1807), who had trained

in Enfield, Connecticut, and in
Philadelphia. Chapin's Phila
delphia tr aining and innate skill
as a designer and builder
combined th e sophist ication of
urban design elements and
st ructure with th e restra int of
New England tastes. Th e result
was a unique, regional school of
furniture design with a high
level of aesthetic and techn ical
development.

Roun d tea tables such as th is
Deerfield example first appea red
in America durin g th e Queen
Anne period in furniture design
and were based on English
"pillar and claw" or "snap tables"
of th e 1730s. T he form reached

its peak of developm ent after
mid-eentu ry with Chippendale
era styling, and included
elaborately shaped pillars, ball
and claw feet, and dished and
shaped tops.

ANALYSIS

This example shows th e
cont inuatio n of Q ueen
Anne-era st ructure with th e
detailing in th e Chippenda le
style. Th e large diameter of th e
base of th e pillar and th e mass of

th e three legs th at radiat e from
it give th e base a solid ity and

st rength not seen in weaker
examples. Th e dramatic,
downward tap er of the pillar and
th e sta tely cyma-based cu rve of
th e legs draw th e eye downward.
Th e legs th emselves, void of
carving but fully sculptural in
th eir shape, terminate in
power ful feet and exude a stro ng
presence. Thi s example has
subst ituted opulently shaped
surfaces for richly carved ones.

Th e bird cage, th e mech
anism by which th e top tip s and
turns, while intended to be
funct ional, also offers a visual
balance to th e complexity of th e
base and serves as a tr ansition to

th e large tab letop. Th e top
itself is dished with a delicate
molded edge. Its form is simp le
but its ample size counte rs th e
visual complexity of th e base.
A smaller top would need to
be more orna te to achieve th e

same balance.

RELATED FORMS

Th e Chapin-schoo l table
represents th e cente r of th e
range of development for round
tea tables. Such tabl es were th e

predominant form of tea table
in Philadelphia, where, as

important focal pieces, th ey
were subject to th e full
complement of Rococo carving
and ornament. New England ers
opted for rectangular, four-legged
tables for th eir most important
tea tables, but round tea tab les
and related candlestands were
sti ll nearly ubiquitou s. As one
would expect , th e New England
forms are generally more reliant
on shape than orna men t for
th eir appeal.

Th e bird -cage mechanism
and th e dished top are significant

features by whi ch to judge both
th e sophist icat ion and price of
th ese tabl es. Th e inclusion of

th e bird cage add ed about 50%
to th e price of a table, and th e
addit ion of a dished or tu rned
top roughly doubl ed it .

STRUCTURA L NOTES

Th e three legs are attached to
th e tu rned pillar with large
slidi ng dovetails. They are
reinforced wit h a three-lobed
iron plate nailed to th e base.
Th e bird cage consists of four
baluster-shaped turnings wit h
turned tenons con nect ing

upper and lower plates. T he
bird cage, wh ich slides over th e
shaft of th e pillar, is held in
place by a tap ered wedge th at
passes through th e pillar,
holdin g a turned ring against
th e lower plate. Th e top t ilts on
two pintl es, or pivot pins, th at
extend from th e sides of th e
upper bird-eage plate into the
two battens screwed to th e
underside of the tabletop. A
brass catch locks th e top in the
horizontal position.
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CONNECTICUT RIVER VALLEY, 1770-1800

Cherry

H29 in.

Top
36% in. dia.

Co urtesy Historic Deerf ield

274 C H I P PE N D ALE



R O U N D TEA TABLE

.::«..
~

C H I P P E N 0 A LE 275



D RO P- L EA F D INING TABLE

,'" ------J
./

HI STORICAL NOTES

Drop-l eaf dining tables came
into wid espread use with th e
William and Mary gateleg tabl es
late in th e 17th centu ry. Th e
form proved practical in
Am erican hom es because of its

ability to seat many people for
dining and fold neatly to one
th ird its width wh en not in use.
Th e table, made to conform to
Qu een Ann e-period ideals,
d ropped th e frenzi ed base of th e
William and Mary designs for
th e simple elegance of four
cabriole legs. Two were station
ary and two were mad e to swing
on a hin ged rail to support th e
leaves. Period refinements in
apron shapes, edge mo lding, and
th e use of ru le joints to con ceal
th e leaf hin ges were part of th e
new styling. The Chippenda le
era continued most of th e
features of th e Qu een Anne
tables with onlystylist ic changes.
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ANALYSIS

Th e aestheti cs of dining tables
are severely limited by th eir
fun ctional requirem ents, but,
nonetheless, th e styling of th e
times is evide nt. Th e cont inu
ation of th e Qu een Anne style is
clear in thi s example. With th e
except ion of th e ball and claw
feet , th e cabriole legs appear
much as th ey had previou sly,
but with a curve d profile th at
exudes more st rength.

The mass of th e piece is made
more evide nt by th e stronger
legs and th e ball and claw feet,
both of whi ch com mand more

attention than demure Qu een
Anne legs with pad feet. The feet
on thi s example show th e swept
back side talons indi cative of
Massachu setts origins. Th e
nature of th e frame of th e table
limits th e amount of orna me nt
th at can be included, and here it

is limited to th e aprons on th e
end . This exa mple has
int erestingly scrolled knee
blocks, akin to th ose on Salem
pieces, and a cyrna-curved apro n
profile to enliven th e visible
portion of th e fram e.

RELATED FOR M S

Other drop-leaf tables of th e
C hippendale era were built with
square or rectangular tops, in
keeping with th e increase in
rectilinear forms during thi s
period . A variety of st ructura l

details were emp loyed, th e most
recognizable being th e Iewport
meth od of doveta iling cross
braces to th e fra me, with th ree
on th e top and two undern eath .
Screws th rough th e top braces
were used to attach th e tabletop .
This tabl e is representative of
th e majorit y of tables of th e era,
in th at th e top is attached with
glue blocks and it has a simple,
fun ctional hin ge design and
fram e st ructu re.

ST RU CT U RAL NO TE S

Th e rails are join ed to th e legs
with mortise-and-tenon joints,

each double-pegged . Th e inn er
rails are dovet ailed to th e end
rails with half-blind dovetails.
Th e inn er rails are spaced away

from the hin ged rails with pine
blocks, an arrangement that
allows th e square ends of th e
hinge to rota te freely. The inner
rails arc nailed through th e pine
blocks to th e outer rails. Th e
knee blocks arc applied over the
apron and arc separate from the

swinging legs. Th e top is
attac hed to th e frame with glue
blocks, and a single cross-brace
is screwed to the underside of
th e top.
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M~SS~CHUSETTS . 1750-
17BO

MahOgany; maple. pine

1-\ 271/2\n.

ToP
47lf2in.dia. 0161

/ 8 in. (closed)

CourtesY Museu'" of Art
Rhode Is/;nd School of Design

-
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A R M C H A I R

HISTORICAL NOTE S

A Connect icut Chippendale
style armchair of th e Chapin
school, the example on p. 280
was purchased by Francis
P. Garvan in 1924 from Harry
Arons of Ansonia, Connect icut,
one of the early wholesale
dealers of American ant ique
furniture. The Chapin school
was a small group of shops
working in th e manner of
Eliphalet Chapin ( 1741- 1807).
Chapin had trained as a cabinet
maker in Enfield, Connecticut ,
and spent four years training
in Philadelphia, as well. He
opened a shop in East Windsor,
Connect icut, in Inl at th e
th en-seasoned age of 30 years.
His Philadelphia training
brought an infusion of high
level, Chippendale-era develop
ment to th e cent ral Connect icut
area. The shops of th e Chapin
school were th ose of relatives,
journeyman cabinetmakers
who had trained with family
members, and even imit ator s
who perpetu ated th e distinctive
Chapin style.

ANALYSIS

American Chippendale-style
chairs followed English trend s
and were markedly different

from th e earlier Queen Anne
designs. Th ey are one of th e few
Chippendale forms that
represent ed a sharp departure
from , rath er than a modifi ed
cont inuance of, earlier styles.
Most noticeable is th e simple
curve in th e profil e of th e back,
replacing th e cyma-based shape
of Queen Ann e designs.
Also, th e rear stiles are splayed
outwa rd toward th e top, meeting
th e crest rail in outward-facing
ears, rath er than arching inward
toward th e splat .

Th e Chippendale style shed s
th e restraint of th e Queen Anne
design. Whil e th e design cannot
exude th e mass of the era's case
pieces, it does display an
opul ence in its carved features.
Th e aesth etics of the period
called for bringing a focus to th e
details more than the outline.
Th e ball and claw feet, carved
crest-rail shell, and crest-rail ears
are integral to th e design, not
simply added embellishments.
Having shed its st retchers, th e
stance of th e piece is bold and
confident, giving th e chair a
commanding presence. Curved
shapes are used exte nsively, but
th e design includ es more
rectilin ear elements than earlier
chairs. Just as case pieces were
made to exude the Chippendale

aesthetic by stressing their mass
and rich surface, so do
Chippendale chairs through
th eir solid stance and intricately
carved or shaped details.

RELA TED FORMS

American Chippendale chairs
show a wide variation in regional
preferences for carved ornament
and splat design . Those of th e
Chapin school are among th e
American chairs least fett ered by
carved detail. In the English
tradition, high-style Philadelphia
chairs show a preponderance of
carving on the knees , feet, seat
rail, splat, stiles and crest rail.
Boston chairs are generally more
delicate, giving more attention
to form than carving, but they
too often show extensive,
th ough restrained, carvin g on
th e knees and back. Newport
cabinetmakers diverged to
explore th e Chippendale designs
of Chinese influence, which
were of rectilinear form with a
minimum of carved ornament.

STRUCTURAL NOTES

Th e seat rails are tenoned into
mortises in the front and rear
legs. Th ey are double-pegged on
th e back of th e chair on ly and

reinforced with large glue blocks
in each corne r. Th e side rails are
tenoned through th e rear legs
and are flush with the rear
surface. Each through-tenon has
a small wedge at th e top and
bottom to lock it into th e
mortise. Th e meth od of
attachment of th e crest rail to
th e st iles is not apparent, but
X-ray analysis has ind icated th e
use of dowels in blind-drilled
holes. Th e splat is curved to
follow the shape of th e stiles and
is tenoned into th e crest rail and
shoe. Th e shoe is nailed to th e
rear seat rail.

No pegs are visible, except
those on the back that secure th e
tenons of the rear seat rail. Th e
arm support is screwed to th e
front leg post and side rail with
two screws from inside th e seat
rabbet and one screw from th e
outside of th e support . Th e
support is tenoned into a
mortise in th e underside of th e
arm. Th e rear of th e arm is
secu red by a screw through th e
st ile. Th e screws on th e stile and
outside of th e arm support are
counte rsunk and plugged. Th e
fram e of th e loose seat is of
mortise-and-tenon const ruct ion.
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EASi 'NINDSOR. CONNECiICUi . C. 1780

Cherry: white pine

11 40V2in. 'N27\/2 in.

seat
11 16V4in. 'N22314in. D18 in.

Courtesy
Yale University Art Gallery

J
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HEPPLEWHITE SIDEBOARD

HISTORICAL NOTES

Th e sideboard shown on p. 284
has a history of owne rship in
Maine and th e Boston area. Its
design and details indi cate an
eastern New England origin, but
its simplicity rules out its having
been made in th e major urban
shops of Boston . Th e tapered
feet are often associated with th e
North Shore or Salem, and given
the high quality of craftsman
ship, such an attribution is
possible. Sideboards were new to
th e American furnitu re with th e
Neoclassical period, during
which th ey combined th e roles
of side tables and bureaus to
become an import ant piece of
dining-room furniture. As th e
focus of attentio n in th e Federal
dinin g room, sideboards were
subject to a high level of

developm ent in th eir design and
ornamenta tion.

ANALYSIS

As import ant case pieces,
sideboards usually embody well
th e aesthetics of th e Federal era.
Most notable is th e simple

geometric aspect of th e design.
Like other case pieces, it is
rectilinear in elevat ion, and
curved in plan . Th e piece has a
spare and sophist icated appear-

ance unfettered by th e detail of
carved orna ment or intricate
shapes . Th e long, thin, tapered
legs lift th e mass of th e case far
above th e ground. Th e length
and slimness of th e legs, and
th eir resulting small footprint,

minim ize th e visual mass of th e
piece. Th e orna me nt is limited
to str ing inlays and small
quart er fans, which highlight
th e simple geometric lines of
th e piece. Th e smooth su rfaces
are enlivened by a high grade of

mahogany and mahogany crotch
veneers, bringing attent ion to
th e surface material itself. Th e
net result is a des ign of clean and
rectilinear elegance with a light
and del icate stance .

RELATED FORM S

Curved-front sideboards of thi s

type are directly related to a
design presented in Hepple
white's Guide of 1788. From
thi s sta rt ing point, th e design of
Am erican sideboa rds diverged
int o both simpler and more
elabora te designs. Providence
cabinetmakers, Th oma s Howard
( 1774- 1833) forem ost amo ng
th em , developed sma ller, flat
fronted sideboa rds with no
cu rves except in th e apro n
pro file. Boston, New York and
Balt imore, th e larger urban

cente rs of furniture makin g,
produced side boards of impos
ing length s and complexity.
Some of th ese were toursde
force of Federal cabinetmaking,
with great sweeping cur ves and
exte nsive and elaborate veneer

ing and inlay.This example is
representative of th e main
st ream of very good design and
craftsma nship and is indicative
of an upper middle class client's
tastes and price range.

ST RUCT URAL NOTES

The sides and back are join ed to
th e legs with mortise-and-tenon
joints, a series of four alon g each
joint. Th e vertica l int erior case
divid ers are similarly tenoned
int o th e front cente r legs and
through th e back. The tenons
through th e back are locked in
place with wedges driven int o
th e mortises adjacent to th e
tenons. Th e tenon s and wedges
are trimmed flu sh with th e case.
Th e bottom rails and drawer
divid ers are maple, faced with
mah ogany veneer, and doubled
tenoned to th e front legs. Th e
veneered top rail is dovetail ed to

th e top of th e legs.
Th e mortise-and-tenon joints

throughout are glued but not
pegged . Th e case bottom is glued
to th e front rails and the joint is

reinforced with glue blocks. It is
nailed to th e underside of th e
case back and to nailed-in guides
at th e sides. Th e drawer runners
and guides are nailed to th e case
sides and rabbeted to receive
du stb oard s below th e two oute r

top dr awers. A longitudinal
cross-piece is dovetailed between
th e top of th e case back and th e
front rail.

Th e top is thin (%-inJ
book matched mah ogany, with
pin e strips glued around th e
perimeter to increase its edge
thi ckn ess. Th e edge is veneered
with a cross-banding and inlaid
band . The top is att ached by
screws through th e front rails
and from pockets in th e sides
and back. The dr awers and door
fronts are mah ogany veneer over
pine with appli ed cockbeading.
Th e drawer components are
finely dovetail ed with narrow,
closely spaced pins. Th e dr awer
bottom s slide into grooves in th e
fronts and sides and are nailed to
th e dr awer backs. Th e lower
right drawer conta ins bottl e
partitions let int o dad oes in th e
dr awer sides and back as
illustrated in Hepplewhite's
Guide (see p. 84). Th e doors are
veneered over cur ved pine
pan els made with breadboard
ends to minimize warping.
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H EPI' L E WHI T E S I D E BO A R D

NORTH SHORE, MASSA CHUSETTS, 1790- 1800

Mahogany; pine, inlays of holly, maple, ebony and walnut

H39% in. W57% in. D24%

case
W56 in, D23Yz in. D(atside) 15Yz in.

Private collection
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Tenons on endof vertical case
divider are locked in place with
opposing wedges.

HEPPLEWH ITE SIDEBOARD
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S H ER AT O N CARD TABLE

HISTORICA L NOTES

This card tabl e is one of a pair
on displa y at th e Rhode Island
Historical Society's John Brown
House, and bears th e label of
Joseph Rawson and Sons,
Providence. Aft er th e

Revolutionary War, Providence
eme rged as a new center of
comme rce and furniture
making, since many residents of
Newport had fled during th e
British occupat ion. Joseph
Rawson and Sons becam e one of
th e leading cabinetmaking firms
in th e city, cate ring to th e needs
of an increasingly prosperou s

merchant class and offering
pieces of th e most fashionable
Neoclassical designs. Their
work showed th e same amo u nt
of sophist icat ion as th at from
other, more esta blished
fu rn iture-ma king cente rs of th e
day, such as Baltim ore, New
York and Boston .

A nearly identical tabl e
bearing th e Rawson label, but
made some two decades later,
features th e aprons venee red in
bird 's-eye mapl e with painted
bord ers and cent ral floral

286 FED ERA L

designs, reflecting th e increased
popularity of painted furniture
in th e first half of th e 19th
century.

ANALYSIS

This table illustrates th e use of
relatively simple lines with bold
veneering th at is such a
prominent elem ent of th e
design and orname nt in th e
Federal styles. Th e front apron
and sides have flowing
serpent ine shapes , which are

cont inued in th e shape of th e
top . In elevation , however, th e
shape of th e apron is not as

apparent. Th ere is no othe r
shaping of th e apron to distra ct
from th e purity of th e lines of
th e piece.

Th e Sheraton influence is
manifested in th e slende r turned
legs, wh ich are reeded over
much of th eir length , but fluted

for a short length near th e top .
Th e legs form turrets on th e
front corne rs, which are
veneered to becom e an int egral
part of th e apro ns and wh ose
shape is cont inued in th e ovolo
corne rs of th e top. Th e legs taper
downward to terminate at th e
floor with a light footprint. By
keeping th e apro n long and thin,

and by using wide ly spaced
but delicate legs, th e desired
app earance of delicacy and
lightness with stability was
achieved . Th e level of sop histi
cation is height ened by th e

refin ed detail of th e turned legs
and th e ext raordinary effect of
th e veneered front .

RELATED FORMS

By th e end of th e 18th century,
travel and comm unication
between cities, a proliferati on of
explicit design books and an
increase in th e number of
mobil e journeyman cabinet
makers were tending to blur th e
d istin ctions between th e
regional styles of furn iture
cente rs and hom ogeni ze mu ch
of Am erican furniture . Forms
similar to thi s table were made
in every sizable city, with only
minor differences in construc
tion deta ils and decoration to
differentiate th em . With th e
increased specializatio n of
various aspects of th e t rade,
some parts of th e veneer, like
pattern ed st ringing, inlaid
patt ern s or highly figured

panels, were purchased from
local in lay makers. In th e
absence of labels or markings,
th ese patterns of stringing and
inlay are often th e best clues to
the or igin of a piece from thi s
period .

STRUCT URAL NOTES

Th e cu rved front and side

apro ns are veneered over solid
pine and are tenoned into th e
legs. Th ese joints are not pegged,
but inst ead reinforced with
large, angled pine glue blocks, a
meth od commo nly used during
th e Federal period . Th e left rear
leg swings on a hardwood rail,
whi ch is hinged near th e center
to support th e tabletop when it
is fully open. An inn er rail is
dovetail ed to th e rear of th e left
side apro n and exte nds across
th e back to th e right rear leg.
Th e swinging fly leg is rabbeted
to overlap th e side apron when it
is closed, thus concealing any
gap between th e leg and apron.
Th e top is joined to th e base by
screws exte nd ing at an angle
th rough pockets in th e aprons
int o th e underside of th e top.
Th e top leaf opens on brass
hin ges let int o th e sides of th e

top and leaf.



SH ER AT O N C A R D TA B LE

PROVIDENCE, RHODE ISLAND. 1795-1 810

Mahogany; cherry, pine, figured satinwood,
holly, and mahogany veneers

H28Y2 in. W37 in. D18in. (closed)

Co urtesy Rhode Island Historical Society
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S HI ELD-B ACK S IDE C HA IR

HISTORICAL NOTES

One of a pair of shield-back side
chairs, Rhode Island School of
Design's example shares many
similarities in construct ion and
ornament with other chairs
bearing th e label of th e firm of
John Carlile (1727- 1796) and
Sons. It is likely the work of John
Carlile, Jr. ( 1762 - 1832), one of

six sons, who was act ive in th e
business from th e early 1780s.
Similar chairs were made by
other Providence makers as

well as by craftsmen in Boston ,
Salem and Newport. Th e design
of thi s chair derives from thos e
present ed in Hepplewhite's
Guide of 1788.

ANALYSIS

Shield-back chairs differ greatly
in appearance from
Chippendale-era chairs and
embody a different set of design
ideals. Wh ereas the earlier chairs
exhibited a bold, masculin e
stance, th ose of th e Federal
period are delicate and composed
of thin elements throughout. In
addition to using tapered legs,
the rear legs converge sharply,
redu cing th e overall footprint.
With th e visual mass reduced to

a minimum, th e design appears
tall and light .

Federal-era chairs have more
cu rved elements th an other
forms of th e period , but th ey do
not include th e cyma-based
reverse curves th at had form ed
th e basis for Queen Anne and
early Georgian shapes. More
often than not, th e cu rves are
part of Neoclassical design
elements, in thi s case th e shield
shape of th e chair back. With
th e except ion of th e back, th e
design adh eres to th e Neo
classical scheme of using st raight

st ructu ral members and cur ved
fronts. In cont rast to tables and

case pieces, most Federal-era
chairs rely on delicate and
shallow carved deta il to enhance
th e Neoclassical elements shown
in silhouette, in thi s case th e
kylix (a shallow bowl on a
pedestal), swag and plume of th e
splat. Th e use of limited carving
stems from th e original designs
shown in Heppl ewhite's Guide
and Sheraton's Drawing Book
and the fact that veneerin g and
inlay work is bett er suited to th e
flat surfac es of case pieces.

RELATED FORMS

Thi s chair back is just one of

many popula rized by th e design
books of th e Neoclassical period.
Among th e many English
designs that were published,

some saw wid espread acceptance
in th e Am erican market whil e
others did not suit Am erican

tastes. In th e famil y of shield
back chairs, splat designs varied
widely in shape and detail and
were subject to regional
variations and preferences.

A variation on the shield
back was th e urn back, a Rhode
Island and Connect icut favorit e
that dispensed with th e lower
back rail of th e shield and , like
earlier chairs, extended th e
bottom of th e splat to a shoe on
th e rear seat rail. Th e wheel back
was another variation of th e
shield back, where a round
wheel shape with spokes was
substituted for the shield.
Square-back chairs, consist ing
mostly of rectilinear elements
and more closely associated with

th e Sheraton designs, came int o
widespread use later in th e
Neoclassical period.

STRUCTURAL NOTES

Th e chair is of mortise-and
tenon const ruct ion throughout,
using thin '/4-in. wide tenons on
th e delicate joints of th e
st retchers and back. Th e rear
legs and st iles are continuous
from th e floor to th e underside
of th e crest rail. Th e rear

st retcher, rear seat rail, and lower
rail of th e shield are tenoned to
th e leg and sti le. Th e top of the
st ile is tenoned into the crest rail
with a shou lde red tenon . T he
splat is tenoned to th e top and
bottom rail of th e shield wit h a
cont inuous, thin tenon .

Th e side seat rails are
tenoned through th e back legs.
Co rne r glue blocks have been
added to th e back inside corners
and are original to th e front
inside corners. The tenoned

joint of th e rear seat rail is the
only joint in th e chair th at is

pegged . Th e front joints are
concealed under uph olstery, but
the presence of large corne r glue
blocks suggests th ey are not
pegged. Th e st retchers are
tenoned to th e legs and th e
medial st retcher is tenoned to
th e side st retchers. Th e
upholstery is tacked over the rail
on th e front and sides but it is
attached to th e top of th e rear
seat rail, where th e tacks are
covered by a thin st rip of wood.
Above th e seat, th e stiles and
rails th at comprise th e shield are
semi-elliptical in cross section.
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SHI EL D- BAC K S IDE C H A I R

PROBABLY PROVIDEN CE, RHODE ISLAND , 1790-1 810

Mahogany; maple

H 39Yz in. W 21Yz in. D18 in.

seat
H 17Yz in.

C ou rtesy M useu III of Art
Rh ode lsla nd School of Desigll
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All wood, regard less of its age or
how well it has been dri ed in th e past,
has a moistu re content th at is in
equilibrium with th e humidity of th e
surroun d ing air. As th e humidity
changes, th e wood expands or
cont racts.

Th e moisture [()lI tent is defined as
th e ratio of th e weight of water
present in a sample of wood to the
weight of th e wood with no water
present . Th is can be determined with
an electronic moisture meter or by
weighin g th e sample before and afte r
th orou ghly dr ying it in an oven . Th e
calculat ion is then :

moisture content
(wet weight - dr y weight)

dr yweight

A ppe nd ix I

WOOD AND WOOD MOVEMENT

Grain Orientation

Longitudinal
dimension

Annular
growth rings on
end grain

Tangential
dimension

WOOD SHRINKAGE

cracks or th e ou t-of-round
dimensions of tu rn ings or circular
tops , may be measured and th e
original moisture content of th e
wood may be determined. Given th e
speed wit h which th e moisture
content of wood reaches equilibrium
with th e su rroun d ing air, most large
cracks on origina l pieces likely
occurred within a year of their
complet ion.

TANGENTIAL RADIAL

The ever-present moisture content
in wood should not be confused with
green, or unseasoned , wood. Wh en a
tree is first cut and sawn into boards,
it is fu ll of water in th e form of sap.
Most of thi s water is held in th e cells
and pores of th e wood and is known
as f ree wliter. On ce th e tr ee has been
cut, the free water begins to evaporate,
and eventually the on ly water left in
th e wood is that which satura tes th e
cell walls. Thi s is known as the f ilJer
saturatioll pointand averages 28%
moisture content, t hough thi s figure
varies slightly am ong species. Any
wood with free water present , and
th erefore a moisture conte nt above
28%,is conside red green.

Drying the wood is intended to
further redu ce th e moisture content.
As th e wood cont inues to dr y and
leave th e cell walls, th e wood, like a
sponge, changes from damp and soft
to dr y and hard . As it dri es and
hardens, it also shrinks considerably.
Th e wood can be only as dryas the
surrounding air, so air-drying ,

outdoors but under cover, will allow
th e moisture content to d rop to about
14%. Kiln-drying or sto ring th e wood

indoors du ring th e heat ing season
can reduce the moisture content to
6%o r less.

Even afte r having been thoroughly
dried , wood continues to exp and and
contract with changes in humidity.
T he amount of thi s movement
dep ends on th e orienta tion of th e
grain and growt h rings. T he
expansion or cont raction takes place
across th e grain nearly tw ice as mu ch
in th e tan gential d irection of th e
growt h rings as in the rad ial dire ct ion
across them. Changes in length are
negligible. The amount of wood
movem ent may be calculated as
follows:

t. D = OS (t.MC / FSP)
where t. D is th e change in

dim ension,
D is t he origina l dim ension,
S is the empirically der ived
shr inkage percentage,
t. MC is t he change in
moisture conte nt , and
FSP is th e fiber saturation
point 28%(0 .28)

Due to th e seasonal extre mes of
humid ity, bare wood can vary from
5% to 14% mo isture content from
win ter to summer, whi ch for hard
maple (S tangent ial = 9.9 %) can mean
an annual expansion and cont ract ion
of % in. for each foot of width in the
tangenti al d irection . Sealing th e wood
with a protecti ve finish reduces th e
t ran sfer of moisture in and ou t of th e
wood, and can reduce the variation of
moisture conte nt to 7%to 10%,
th ereby reducing seasonal movement
to I/ S in . (For more detailed
informat ion on wood movemen t see
R. Bruce Hoadley, Understand ing
11!r){)d, Th e Tau nto n Press, 1980 .)

T he primary point to rem ember is
th at all wood cont inually expands
and contracts with changes in th e
humidity of the su rro unding air. By
know ing the principles by which it
behaves, its fu ture moveme nt may be
antic ipated and calculated with
accuracy. In add itio n, th e shrinkage
of or iginal pieces, as evidenced by

WOOD

Ash, white

Birch
Cherry

Mahogany

Maple, hard

. Maple, soft

Oak, white

Pine, white

Poplar

Walnut

7.8%

9.2
7.1

5.1

9.9

8.2
10.5

6.1

8.2

7.8

4.9%

7.2
3.7

3.7

4.8

4.0

5.6

2.1
4.6

5.5
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C H R O N O L O G Y OF ILL U STR A T E D P UBL I CAT ION S

(Published in Lond on unl ess
otherwise noted .)

1688

JO HN STA L KE R & GEORG E PA RK ER

A Treatiseof Japanning and Varnishing
(Ox ford)

1711

JE A N LO U I S RER AI N

0 1'11 liredel. Beraill
Oellllrede1.Bemill colltellmlt des
oma melltsd'arcliitecture
Omamellts lnuente par1.Beraill (Paris)

1712

DAN IEL M AR O T

Oellllres du Siellr D. MaYOt, A rchitecte
de Gil ilia II me Ill, Roi de la Gm llge
Bretaglle
Receuil des Plances des Sieurs MaYOt,
pere et f ils (Amsterda m)

1715
ANDREA PALLA D IO

FourBooks of A rchiteaure, 4 volumes
translated from th e Ven et ian original
of 1570

1728

JA MES G I RRS

A Book of A rchitecture

1734

JU ST E A U RE LE M E I SSONN IER

Oellllredelus teA,mUe MeissOllllier
(Paris)

1737 -1738

JA CQ UES FR A N C OI S RL O ND EL

De la Distribuuon desMaisollS de
Plaisance (Paris)
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1740
~IATTH IAS LO CK &

H EN RY CO PELAN D

A NeurDrawing Book of Onltlm ems

1740

RATT Y L A N GLE Y

The City and C Olllltry Builder'sand
Worknlllll's Treasury o] Designs,
reissued in 1745, 1750, 1756 and
1770

1742
RAT T Y L A N G L EY

GothicArchitecture Improved by Rilles
and Proportions

1742

RATTY & THO~IAS L A N G L EY

A llcielltA rchitecture

1744

JOHN VARDY

SOllie Designs of lnigi:l ones 1IIld
William Kent

1744

~IATTH IAS LO CK

Six Sconces

1746

H EN RY CO PELA N D

A NeillBook of Oma mellts, 2nd
ed it ion issued c.1750

1746

MATT H I AS LO C K

A Book of Shields

1746

~IATTH IAS LO CK

Six Tables

1746

~tATTH IAS LO CK

The Principles of Omamellt, or the
Youth's Guide to Drawingo] Foliage,
reissued in 1768

1750-1752

W:"1. & JO HN HA LFPEi\:NY

NeillDesignsfor Chinese Temples,
Garden Seats, etc., published in parts

1751

~IATT H I AS D AR LY

A NeillBookof Chinese, Gothic; and
ChineseChairs

1752

M ATT H I A S LO C K 8<
H EN RY CO PELAND

A Nell' Book of Om{/mellts ioitl:
Tuelie Leaves

1753

W IL LlA~1 H O G A RTH

A Il aIysis of Beauty

1754

~IATTHIAS DAR LY &

GEO RGE EDWARDS

A Nell' Book of ChineseDesigns

1754
T H O ~I A S C H IP PENDALE

The Gentleman and Cabillel-Maker's
Director

1755

T HO MAS C H I PPEN DA L E

The Gentleman and Cabillet-Maker's
Director, 2nd ed ition

1755

T HO~IAS JO H N SO N

Tioelve Girandoles

1756 -1758

THO ~ I A S JO HN SON

0 111' Hundred and Fifly NeillDesigns,
published in monthly parts and in
1758 as a bound volum e

17 57
SI R W I LL IA~I C H A ~I R E RS

Designsfor Chinese BlIildillgsand
Furniture

1758

THO~IAS JOH N SO N

Designs for Picture Fra mes

1759-1763
W I L L IA M I N C E 8< JO HN MAY H EW

The Universal System of Household
Furniture, published in shilling
weekly installments

1759 -1762

THO~IAS C H I PPE:-ID A L E

The Gentleman and Cc lnnet-tvtaleer'«
Director, pu blished in shilling weekly
installments

176 0

SOC I ET Y OF U PH O L ST ERERS A :-ID
C A R INET- ~IAK ERS

Household Furniture ill Genteel Taste,
Chippendale, [nee &Mayhew, and
Joh nson contributed, reissued 1762

C. 1760

RORE RT SAYER

The Ladies'A mllsemelltor \11/10/1' Art
of Iapaun ing. millieeasy

176 1

T H OM A S JO HNSON

0111' Hundred and Fifty Nell' Designs,
2nd ed it ion

17 62

1'. RARETT I

A Nell' Book of Omamellts011 16
Leavesfor the )'t-ar / 762, reissued in
1766

176 2

THO~IAS C H H' PEI\ D A LE

TheGentleman WId Cabinet-Mateer's
Director, 3rd edition



1762

TH OM AS JO HNSON

A New Book of Ornaments

1764

ROBERT ADAM

TheRuinsof the Palaceof the Emperor
Diocletianat Spalatro in Dalmatia

1765

J. C RUN DEN

TheCarpenters Compmzionfor
ChineseRailingsand Gates

1765

1. C RUNDEN

TheJoynerand Cabinet-Makers
Darling

1765
ROB ERT MAN WA RIN G

TheCabinet and Chair-Maker'sReal
Friendand Companion

1766

ROBE RT MA NWARI NG

The Chair-Maker'sGuide

1768

MATTH IAS LOCK &

H EN RY CO PE LAN D

A NewBookof Ornaments, Consisting
of Tables, Chimnies, Sconces, Clock
Cases, etc.

176 9

MATTH IAS LOCK &

HENRY COPE LAND

A New Book of Foliage

176 9
MATT HIAS LOCK &

H ENRY CO PE LAN D

A New Bookof PierFrames

1773-1778

ROBERT ADA M & JA ~IES A DA ~I

The Works in A rchitecture, publi shed
in parts

1777 -1791

MIC HE LE ANG ELO PERG O LESI

Original Designson Various
Ornaments

1779
T HOM AS C H I PPENDA LE. J R.

Sketchesof Ornament

1788

A. H EPPLEWHI T E & CO .

The Cabinet-Makerand Upholsterer's
Guide

1788
T HO MA S SH EARE R

Designsfor Househould Furniture

1788

THO~I AS SHEA RER .
G EO . H EPP LEW HIT E. ET AL.

TheCabinet-Makers'London Book of
Pricesand Designsof Cabinet Work

1789

A. H EPPL EWHI T E & CO.

TheCabinet-Makerand Upholsterer's
Guide, 2nd edition

17 9 1- 17 9 4

T HOM AS SH ERATON

The Cobinet-Makerand Upholsterer's
DraunngBook, publi shed in four part s

1793

T HO MAS SHEA RER .
GEO . H EPPL EW HI T E. ET AL.

The Cabinet-Makers' London Book of
Pricesand Designsof Cabinet VV<>rk,
2nd edition

1794
A. HEPPL EWHIT E & CO .

The Cabinet-Makerand Upholsterer's
Guide, 3rd edit ion

1800-1835

PIERRE D E LA MESANGE RE

Meubleset ObjetsdeGout, periodical
(Paris)

1802
T HO MAS SHE RATO N

The Cabinet-Makerand Upholsterer's
Drawing Book, expanded editi on

1802

TheLondon Chair-Makers'and
Carvers' Bookof Pricesfor
Workmmlship, supplement add ed
in 1808

1803

T HOMA S SHE RATON

TheCabilzet Diaionary

1805
TH OM AS SHE RATON

The Cabinet-Maker, Upholstererand
GeneralA rtist'sEncyclopaedia,
unfinished, part I

1807

TH OM AS H OP E

HouseholdFurniture and Interior
Decoration

1808

GEO RGE SM IT H

A Collection of Designsfor Household
Furnitureand InteriorDecoration

1809-1828
RUD O LP H AC KE RMAN

Repository of Arts, Literature,
Commerce, Manufactures, Fashions
and Politics, periodical

1812

PIERRE F. L. FO NTA IN E &

C HA RLES PER C IE R

RecueildeDecoratiollS Interieures,
serialized since 1801, publi shed as a
bound volume in 1812 (Paris)

1812
GEO RGE SM ITH

A Collectionof Ornamental Designs
after the Mannerof theAntique

1812

T HOM AS SHE RATON

Designs for Household Furniture...on
eighty-four plates

1820

RIC HA RD BROW N

The Rudimentsof DrawingCabinet
and Upholstery Furniture...after the
mannerof theantique

1826

GEO RG E SMIT H

The Cabinet-Makers'and Upholsterers'
Guide, Drawing Bookand Repository
of New and Original Designs for
Household Furniture

1828

P, & M. N IC HO LSO N

The PracticalCabinet-Maker,
Upholstererand Complete Decorator
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A ppend ix III

PE R I O D VA R N IS H R E SI N S

AMB ER

Any of many var iet ies of fossil resin
of vegetabl e origin, min ed or gat he red
fro m th e gro u nd. The Baltic region is
par tic u larly rich in ambe r. Amber is a
yellow to red-brown fossil resin , very

hard like fossil copa ls. It is solu ble in
hot oil aft er havin g been heat ed to high

temperatures to liquefy th e resin .

ANIME

Also called anime or animi . Resin s
fro m th e tropical Am eric an tr ee
Hym en aea cou rbaril and possibly
Zanziba r's Tradiylobiuni
mossambicense. Zanzibar anim i was a
rare fossilized resin used in dr yin g-oil
varn ishes, solu ble in hot oil only after
having been liqu efied. Soft resins by

thi s na me are solub le in alco ho l an d
may have been classified as a variety
of soft copal.

BENZOIN

Also called benjamin. Resin of tr ees
of genus Sty rax, especially S. BCllZOill

of Sout heast Asia. A red-brown
aro ma t ic balsami c resin wit h a
vanilla-like odor. Used as a primary
varn ish resin in th e 17th and 18t h
centu ries and as an additive to reduce
brittlen ess in varni shes wit h harder
resins. Also mentioned in formulae
for some polishes to impart a high
gloss. Soluble in alcoh ol.
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CO PAL , HARD

Includes Hard Manila copal, Kauri
co pal (N ew Zealand ), Belgian Co ngo
co pal and Ben guela copal. Fossil
resin s from a variety of tr ees of
Afri ca, Australia , New Zealand and
Southeast Asia. Hard copals include a
wide variety of fossil resins from tre es
of d ifferent species. T hey are all very
hard and generally insoluble in
alcoh ol or turpentine. They mu st be
liqu efied by heating to about 500 ' 1'
before becoming solu ble in hot oil.

COPAL , SOFT

Includes Manil a gu m copal, Brazilian
copal. Resin s from Southeast Asian

tree Agathis dammara and Am erican
su mac Rhus copallinuniamo ng ot he rs.
Soft copals include a number of soft
resins fro m variou s unrelated trees.
As soft resins , th ey can be used in
spirit varnishes and are often
included in dr yin g-oil varnishes. They
are gene rally solu ble in alcoho l and
turpentine, th ou gh th e percentage of
solubility varies am on g types.

DAM MAR

Resin of pin aceou s trees of genus

Dall/lluml and dipterocarpaccou s
tre es of Sou theast Asia, Au stra lia and
New Zealand. A copal-like resin,
hard er th an rosin but softe r t han
most copals. Very clear as a spirit
varnish . Soluble in spirits of
turpentine, but only 7 1% soluble in
alco ho l.

ELEMI

Also called allerny. Resin of gu mbo
limbo tr ee C m w riulI/ COll I/IIII/I e or
Am eri can burseraceou s tree Bu rsem

siniaruba. Elemi includes soft resins
from severa l trees th at were added to

varni shes to counte r th e britt le
characterist ics of harder resin s.
Solub le in alco hol and turpentin e.

MASTIC

Also called pista chi a galls. Resin from
Mediterran ean pistacia or lentix tree
iPisuuia lentiscusl. Soft pale yellow to
light green, aro mat ic and astringent
resin . Makes a clear varn ish and adds
elast icity and gloss to ot he r resins.
Mixed with pigm ent an d boiled
linseed oil to add luster to pain ts.

C hewed as gu m by th e Turkish .
Soluble in turpenti ne, 64%soluble
in alcohol.

ROSIN

Also called coloph ony or turpentine.
Resin from th e sap of conifers
includ ing pin e, fir, balsam , spr uce
and larch tr ees. Rosin is a translucent
yellow to amber, brittle and
fragm ented resin left afte r th e
di st illation of spirits of turpen tin e
from conifer sap. It is a poor and
inexpensive pr imary resin for varni sh ,
but helps harder resin s to flow more
smoot hly. In modern usage it is
heat ed with glycerin to mak e
synt het ic este r resin s. Solubl e in both
alcoho l and turpentine. Different
varieti es are mad e from variou s

spec ies of tr ee:
• C h io turpentine: Mediterran ean

pin es

• Veni ce t urpentine: European larch
• Stras bourg t ur pentine: German fir

(llbi/'s excelsa)

• French rosin : mar itime or cluste r
pine (Pi ll us II/ari till/a or pi llaster)

SANDARAC

A resin from cypress or juniper-like
tree of northwest Africa Tetraclini s
art iculata (C,,//itris quadrivalvis), A
brittle, pale yellow aromati c resin;
hard est of the soft , spirit-soluble

resins. Makes a colorless spirit varn ish
greatly favored during th e 18t h
centu ry. Also used for incen se.
Soluble in alcoho l.

SHELLAC

Excret ion of Ind ian and Southeast
Asian insect s Coccus lacca, Laccifer
lacca, Tacliardia lacca or Car ter i"

Iocca on ficus and ot her trees, afte r
ingestion of th e sap. As deposited on
branches, it conta ins 66% lac resin,
th e rest being wax, gluten an d lac dye.

The grades of she llac depend on its
level of refin em ent. Th e lac resin is
solub le on ly in alcoho l.

• Stick lac is as fou nd on branches.
• Seed-lac has been scraped fro m

bran ch es an d crushed, with water
soluble dye washed out.

• Button lac is th e least refin ed
she llac and is brown in color. It
has been melt ed and filt ered
through fabric. Often 10%-20%

rosin has been add ed .
• Garnet lac is a da rk amber color

and has had the she llac waxes,
whi ch are insolub le in alcoh ol,
removed . Som etimes also includes
10%- 20% rosin .

• Oran ge she llac is a light amber
color and has most impurities

rem oved . It is th e best of th e
she llac film fin ishes, as it is more
sta ble and elast ic th an all ot hers.

• Blond e shellac has been bleached
to rem ove th e rem aini ng amber
color.



A ppe nd ix I V

PERIOD C O L O R A N T S

ALKANET ROOT: red

Red dye from th e root of th e
Euro pean and American plant
Alkanna tinctoria and related plants.
Used to color oil and turpentine.

BARBERRY ROOT : yellow

European and American shrub of
genus Berberis, especially B. vulgnris.
Harkand roots yield yellow dye when
boiled in wate r.

BRAZILWOOD : r ed and purpl e

Dyewood from variou s tropical tr ees
of genus Caesalpinia, especially
American C. Echinata and Ind ian
C. sappan. Th e sawdust of th e
heartwood was an import ant dyestuff
in the 17th and 18th centuries. Th e
color is ext racted from th e du st by
boiling in water.

DRAGON 'S BLOOD : re d

A dark red resin from various species
of th e tropical plant Dracaell(l , or
th e fruit of th e Malaysian and East
African palm Daemonoropsdraco.
T he resin is soluble in alcohol, but
not in water.

FRENCH BERRIES : yellow

Also called Avignon berr ies. Sma ll
berri es of prickly shrub of th e
bu ckthorn family, Rhamnus
infeaoria, which grows along th e
northe rn Medit er ranean coast. Yield
a yellow dye when boiled in water.

IRON LIQUOR: grey-brown to black

A grey-brown, water-based dye stain
produced by soaking rusted iron
scraps in wate r with th e add it ion of
acet ic acid (vinegar) and tannic acid
(nut galls). Co uld be used in
conjunctio n with logwood dye to
yield a black color.

LOGWOOD : red

Also called campeachy wood. Den se
dyewood from t ropical Indi an and
Cent ral American tree Haematoxylon
campeachianum. Th e color is
ext racted from th e du st by boilin g in
water.T he addition of other
che micals can turn th e red to a
purple, brown or black.

NUT GALLS : yellow-brown to brown

Nut galls are abnormal growt hs or
excresce nces on plant s caused by
insects, damage, disease or oth er
injuries. Th ey contain concent rated
sap and bark const itue nts. Most
references refer to oak nut galls,
which are a source of ta nnic acid used
in conjunct ion with other colorants.

OCHRE : yellow to r ed-brown

Any of a class of natural earth
pigments composed of silica or clay
with hydr ated iron oxides. Usually
ground with linseed oil to produce
paint or pigment ed sta in.

ORCHIL : red to purple

Also called archil and orseille. A
water-based dye derived from th e
Medit erranean lichen, especially th e
species Rocella. It is purpl e in its
natu ral sta te, but can be turned more
red or blu e with alkali tr eatment.

SIENNA : yellow-brown to r ed-brown

A class of natura l earth pigments like
ochre with a yellow-brown color.
Sienna may be roasted to produ ce
burnt sienna and deepen its color to a
red-brown . G round with linseed oil
to produce paint or pigmented sta in.

TURMERI C: yellow

Aromatic, ground rootl ike ste m of
Ind ian plant CurCl/ma longa. Also
used as a cooking spice to make cu rry.
Yields a yellow dye when boiled
in water.

UMBER : red -brown to brown

Natural earth pigme nts like ochre and
sienna but with ma nganese dioxide.
Raw umber is brown , burnt umber is
red-brown . Gro und with linseed oil
for paint or pigmented stai n.

VANDYKE BROWN :
med ium to dark brow n

Also called Casse l ear th or Co logne
earth. An organic brown pigment
der ived fro m peat. Substitutes use
red iron oxide and lamp black to
achieve th e same color. Usua lly
ground with linseed oil for paint or
pigmented sta in but also used as
colorant for water-based dye.

WALNUT PEELINGS : br own-b lack

The peelings and she lls of walnu ts are
called for in formulae for black
eboniz ing sta ins. Th ey are boiled in
water with logwood and vinegar,
somet imes with a wash of an iron
sulfate solut ion to deepen th e color.
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PERIOD FINISHING FORMULAE

O rigina l methods of making sta ins
and finishes are nearly as numerous
as th e shops th at used th em. Many
have been published repeatedly, with
slight variat ions, since th e late 18th
and early 19th centu ries, and th eir
t rue orig ins are not clear. Som e of th e
more representa tive formulae, using
materials th at are known to have been
available, are listed here. Specific
sou rces are noted , but most of th ese
form ulae are amo ng th ose th at
ap pea red in The Cabinet-Maker's
Guide (Londo n, 180 9), its many
subseque nt editions, and a host of
similar gu ide books th at proliferated
into th e early 20th century. These
are not int ended to be definitive
18th-eentury recipes, since th ere
were none th at cou ld be conside red
t rue sta ndards, but th ey do represent
a gene ral description of fini shing
for mul ae th at were used during
th e period .

Ca ution: Any of th ese formulae
th at involve th e use of heat or acids

are excep t iona lly dangerou s to make
or use. Alco hol, spirits of turpentine,
linseed oil and th eir vapors are all
com bus ti ble and should never be
used near fire or flam e or wit hout
adequate ventil ati on. Th e aut hors of
the 1688 A Treatiseof Japanning and
Vamis hing warne d:

Some art ists ...scruple not to
stra in...varni sh by fire or cand le
light : but ce rtainly day-light is
muc h more proper, and less
dangerous; for shou ld your
varnish...take fire, valu e not that
loss, bu t rath er th ank your sta rs
th at your self and work-hou se have
escape d ....It would almost excite
ones pitty, to see [one J peri sh thus
in t he beginning of his Ent erprise;
...his beginning and his end are of
th e same date; his hopes van ish ,
and his mischance sha ll be
registere d in doggre! Ballad, or be
fr ightfu lly represented in a
Pu ppet-show or on a Sign-post .
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Th ese fini shing formulae are
presented for study and are not
intended as recipes to be followed;
most are quite inferior to th eir

modern counte rparts .

STAIN S

Bro wn Stain :

1 lb. Vandyke bro wn
4 qt . water
2 oz. potash

Boil th e Vandyke brown in th e wat er
until th e volume is reduced to 22/ 3 qt.
Add just eno ugh water to the pota sh
to dissolve it and add it to th e reduced
liquid. Apply two or three coats with

a brush.

Aqu afortis (nitric acid) is credited

in many books as imp arting a nice
brown color to a variety of wood s.
It is mentioned as being used in a
dilute solution of one part acid to ten
parts water, and fu ll strengt h, th ough
th at st rengt h in th e 18th cent u ry
is un certain.

Red St ain:

2 oz. dra gon's blood
1 qt. rectifi ed spirits of wine
(alcoh ol)

Break the dr agon' s blood int o sma ll
pieces and mix with th e spirits of
wine. Allow th e bottle to stand in a
warm place and shake occasionally
until th e colorant is di ssolved .

8 oz. logw ood ch ips

3 pt . wate r
'/2 oz. salt of t artar (potassium

carbonate , a pot ash)
Boil the logwood ch ips in water unti l
a very dark red is obtain ed . Add th e
salt of tartar and appl y to th e wood
with a brush while bo iling hot . Two
or three coats wit h drying between
may be requ ired .

Bl ac k St ain :

1 lb. logwood ch ips
4 qt . water
2 handfuls walnut peelin gs
1 pt . vinegar

Boil th e logwood in water; add

th e walnut peelin gs and boil it again .
Strain ou t th e chips and add th e
vinegar. App ly th e sta in boilin g hot .
Black stain is imp roved by a coat of
I oz. copperas (ferrous su lfate )
d issolved in I qt . water, app lied hot
after the logw ood solu tion has dri ed.

I lb. logwood chips
4 qt . water
2 oz. iron filings
1 pint vinegar

Boil the logwood in water, and apply
t he liqui d to th e wood three or four
times, allowin g it to dr y in between .
Dissolve th e iron filin gs in th e vinegar

and apply it to th e wood .

In add it ion to th ese met hods,
linseed oil, made to dr y by boilin g
and th e addition of lead-oxide dryers,
cou ld be colored by adding pigments
such as burnt sienna, burnt umber

or Vand yke brown. It cou ld also be
tinted red with alkanet root. Spirits of
turpentine were add ed to thin the oil.

VARNI SHES

Sand ara c Spirit Varn ishes:

I lb . sandarac
I oz. ma stic
3 oz. Ven ice turpentine
11/ 2 oz. copal

'/2 oz. elerni
'/2 oz . benzoin
l 'lz oz. anime
liz oz. rosin

3 to 6 pt . spir its of wine (alcoh ol)

Th e an ime, benzoin, copal and rosin
must be crushed to a powd er.
Dissolve in separate bott les: t he copal
and rosin in liz pt . spirits; th e anime,
benzoin and Venice turpentine in
3/4 pt .; th e sanda rac and mastic in
1'/ 2pt ; and th e elem i in 1/ 4 pt . Allow

to d issolve for two or three days,
shakin g each occasionally.Strain th e
conte nts of each bottl e through linen
int o a larger bottle. Stalker and Parker,
A Treatiseof Japanningand Vamishillg
(O xford, 1688)

5 oz. sandarac
2 oz. mastic
1 oz. elemi
1 oz. oil of lavender
I or 2 lb. (pt.) spirits of wine

Dissolve th e ingredients in th e top
of a double-boiler, not allowing th e
alcohol to boil. Wh en cool, filter
th rou gh cotton. Andre-Jacques
Roubo, Cart du me11uisier ("The art of
th e joine r," 3 vols., Paris, 1769- 1774)

5 lb. sandarac
I lb. mastic
4 oz. anirne

2 gal. spirits of wine
Add th e resins to th e alcohol and
keep th e mixt ure in a warm place,
shaking occasionally, until th e resins
are dissolved. St rain out any
rema inin g solids. The Cabinet-Maker's
Guide (London, 180 9; Co ncord,

N. H ., 1827l

Seed-Lac Varnish :

1'/2 lb. seed-lac (unrefined shellac
resin granu les, wate r-soluble dye
washed out)
I gal. spirits of wine

Add th e seed-lac to th e spirits and let
sta nd for 24 hours or mor e. Shake
and st rain int o bott les through
flannel, squeez ing ou t all th e liquid.
Allow to sta nd undisturbed for two
or th ree days. Pour off th e clear top
part of th e liquid int o anot her bottl e,
allow th e rem ainder to sett le for a day
or two, and repeat . Thi s is said to have
clarity, but a "reddish tawny color."
(A Treatiseof Japanningand
varnishing. 1688)



She ll -La c Va r n is h :

I '/ 2 lb. shell-lac (shellac resin flakes,
which have been melted , filtered,
stret ched into sheets, and broken
into flakes)
1gal. spirits of wine

St ir and shake th e ingredients
together, allow to stand for 24 hours,
and strain. T his has little sediment,
but lacks clarity. It is described as
being dull and foggy but commonly
used for varn ishing olive wood and
walnut. Th e authors state,
' Whosoever designs a neat , glossy
piece of work must banish thi s as
unservicable for, and inconsistent
with th e rarit ies of our art: Thi s
formu la is ident ical to th at of seed-lac
varn ish, but withou t th e more
elaborate filtering and decanting
procedure. (A Treat ise of Japanning
and \'amishi,,1{, 1688)

Copal Sp ir it Va rn ish :

5 oz. copal
3 oz. shellac flakes
I qt . alcohol

G rind the resins to powder and mix
with alcohol. Bottl e the mixture and
put it in a warm place, wit h
occasional shaking until the resins are
dissolved .

Tu rpent in e Varnish :

20 oz. rosin
I qt. spirits of turpentine

Boil the rosin in th e turpentine for
30 minutes; allow to cool before
using. (This was also called common
brown varnish. It was inexpensive,
brittle and of poor quality.)

Oil Varnish :

I qt. linseed oil
1/ 2 lb. rosin
2 oz. spirits of turpentin e

Boil th e linseed oil for an hour and
th en add th e rosin, st irring until it is
d issolved . Then add th e turpentin e.
Upon cooling, st rain the mixture and
bott le it for use.

Vern is Martin

(Martin ' s Copal Varnish) :

8 oz. C hio turpentine
8 oz. amber, crushed
1 lb. copaI,crushed
3 pt . 4 oz. spirits of turpentine
2 oz. colophony
24 oz. oil, linseed , poppy or nut
oil, boiled with dr yers added

War m the melt ing pot and melt 4 oz.
C hio turpenti ne. Add the 8 oz. of
amber, mix well and leave on th e heat
for 15 minutes. Remove from heat;
add the I lb. copal, the remainin g
4 oz. Chio turpentine, and 4 oz. of
warm spirits of turpentin e. Return
th e mixture to the heat for about
30 minutes, sti r well and add th e
2 oz. colophony while st irring. Keep
it on th e heat un til all the solid resins
are dissolved . Boil th e 24 oz. of oil
and combine it with th e resins,
st irring it with a long st ick. Return it
to the heat and bring the who le to a
boil again. Remove it from th e heat
and add I qt . of hot spirits of
turpentine. Bring this to a boil,
remove it from th e heat and add 1 pt .
more of hot spirits of turpentin e.
(This is the famous dr ying-oil varni sh
made by th e Parisian varn ishmaking
Martin family and was a mu ch
sought-afte r formula in its day. It
sounds exceptionally dangerous to
makc.] Genuine Receipt for making the
Famous \'emis Martin ..(Paris and
Dublin, 1776)

True French Polish:

I pt . spirits of wine (alcohol)
1/, oz. copal
1/, oz. gu m arabic
1oz. shellac flakes

C rush the resins and mix them with
the spirits of wine . Place th em in a
closed vessel and keep them near a
warm stove, shake occasionally, and in
two or th ree days th e resins will have
dissolved . Strain through muslin and
keep tightly corked for use.

Wax Finish :

1 part beeswax
I part spirits of tu rpentin e
I part linseed oil

Mix th e ingredien ts with the aid of
heat until well dissolved . Two dram s
ofalkanet root infused int o th e
turpentine will give th e fin ish a red
color. App ly with a brush or cloth,
allow to dr y and buff th e wax film .
(Wax was also applied as a paste,
shaved and just softened with
t urpentine.)

POLISHES

Beeswax Polish :

4 oz. beeswax
1 pt. spirits of turpent ine
'/ , oz. rosin
1 oz. alkanet root

Boil th e tu rpentine with th e alkanet
root to ext ract as mu ch of the color as
possible. Scra pe the beeswax int o a
pot and add just enough of th e
turpentine to mo isten it . Add th e
rosin and mix. Cover and let stand for
six hours. Apply to the surface, let
dr y and buff.

For Spir it ing-Off and Po lis h in g

French Polish :

1pt . alcohol
1/, oz. benzoin

'/, oz. shellac
4 tsp. poppy oil

Mix th e resins with th e alcohol. Keep
the mixtu re in a warm place, with
occasiona l shaking, unt il all th e resins
are dissolved . Upon cooling, add the
poppy oil, shake well, and it is ready
for use. Apply in a light and quick
circular motion with a cloth just
slightly dampened with the polish .

Lins e ed -O il Polish :

'/ 2pt . spirits of turpentine
'/ 2pt . boiled linseed oil
1/ 2 pt. strong vinegar
I to 3 oz. rott enstone (opt ional)

Co mbine th e turpentine, linseed oil
and vinegar and shake well. Apply to
th e surface, rub well and remove the
excess. Buff later to remove all traces
of oil. Add rotte nsto ne to the mixture
to cut th rough accumulated grime
and wax. Th e linseed oil in thi s
form ula will darken wood, so thi s
polish should on ly be used on th e
intact surfaces of new furniture.
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GLOSSARY

ANTHEMION

An ornament of flowers or buds
arranged in a linear st ring patt ern ;
usua lly associated with th e
Neoclassical style. Also a rad iat ing
pat tern of G reek origin suggest ing a
honeysuckle bu d.

BANDING

SeeCross banding. Feath er banding.

BAND Y LEG

Short cabriole leg used on case pieces
such as chests or desks th at would
ot herwise have bracket feet.

BLOCK FRONT

A design treatm ent for case pieces
where th e fron t surface is divided
into three vertica l sect ions; th e oute r
two are raised forward and th e center
sectio n is recessed .

BOMB E:

A case shape in wh ich th e vertica l
lines of the case side and front are
swelled outwa rd; from th e French for
"bu lged" or "swelled ."

BOSS

A half tu rn ing, often oval in shape,
app lied as a decorat ive surface
ornament; most ofte n used on case
pieces of th e Jacobean style.

BOULLEWORK

Intricate marquetry of tort oiseshell,
brass, silver, horn , ivory and mother
of-pearl as practiced by Andre
Charles Boulle (1642- 1732);
sometimes buhlucrk,
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BRACKET FOOT

A foot for case furniture, consist ing of
two pieces shaped in profile and
joined at right angles, that is affixed
to th e corner of th e case below th e
base moldin g.

CABOCHON

A smooth, convex panel , oval or
round in shape.

CARTOUCHE

A smooth, flat or convex panel
sur rounded by scrolled carving, as
would hold an inscription or init ials.

CARYATI D

A decorative support colum n in th e
form of a female figure.

CHINOISERIE

Any of a number of Europ ean
decorative techniques in imit ation of
Chinese design and ornament.

COCKBEADING

Small ast ragal molding, half-round in
cross section, used to surround
drawer fronts or drawer openings.

COMPASS SEAT

A chair seat th at is curve d in plan,
with a convex shape at th e front
corners and across th e front and a
concave shape at th e two sides;
somet imes called a balloonor
horseshoeseat.

COVE MOLDING

A concave molding profile; also called
a calJetto molding.

CREST RAIL

Th e uppermost hori zontal rail,
usually of a cha ir back; oft en carved
or shaped.

CROSSBANDING

A narrow band of veneer applied to
th e edge of a drawer front or surface
in which th e grain of th e veneer is
oriented perp endi cular to th e length
of th e banding. SeealsoFeath er
banding.

CURULE

An ancient Roman chair design with
an X-shap ed base, which in its
original form could be folded .

CYMA CURVE

An S-shaped cur ve, sweeping in one
dir ection and th en th e opposite.
Ori ginally seen in th e moldin g
profiles of classical architecture but
ada pted as a basis of curved furniture
elements in th e late Baroqu e period .

DUSTBOARD

A horizontal panel built int o a case to
separate one drawer open ing from
th ose above and below it .

DUTCH FOOT

A flat , disclike foot, usually for
cabriole legs, most of which is shaped
on th e lathe to include a small
diameter cylindrical pad at th e floor;
also called a pad foot .

EBONIZING

Appl ication of black pigment to
wood to simulate th e appearance of
ebony.

FEATHER BANDING

Two narrow band s of veneer applied
to th e edge of a drawer front or
su rface in which th e grain of each
st rip is or iented at 45" to the length
of the banding and at 90" to each
other. Th e banding has th e
appearance of th e structure of a bird's
feath er. Seealso C rossbanding.

FEATHER EDGE

An edge tapered in thi ckness to a
point or to a thin dim ension .

FORM

A joined bench with rails, stretchers
and a flat board for th e top. An
elongated version of s joint stool.

FRENCH FOOT

A thin, tapered foot for case pieces,
character ized by a gent le outwa rd
cur ve.

FRENCH POLISHING

A meth od for applying a finish
wherein a ball of cloth , moistened
with shellac spirit varnish, is rubbed
lightly over th e wood sur face in either
a repeated series of quick passes or in
a tight circular motion .

GIRANDO LE

An elaborately ornamented wall
hun g mir ror frame, often with
candleholders ; frequen tly of Chinese
or Rococo design.

HALLUX

Th e rear digit in the claws of raptorial
bird s of prey and the claws of ball and
claw feet.

HUSK AND DROP

A linear inlay of flowers and bud s
used in Neoclassical designs.

JAPANNING

An imit at ion of Orienta l lacquer
consist ing of raised gilded figures on a
black or mottl ed background.

JOINT STOOL

A small stool with tu rned legs joined
by rails and stretchers with a flat
board for th e top.



KICKER

A rail within a case positioned above a
drawer to prevent the drawer from
tipping downward when opene d.

KLiSMOS

An ancient Greek chair design
notable for tapered curved legs
sweeping forward and backward
below th e seat .

LOPER

A sliding rail th at extends to support
a leaf or lid .

MARLBOROUGH LEG

A stra ight leg, some t imes with a
molded shape along its length , often
ending in a square plinth of slightly
greater width .

OGEE FOOT

A bracket foot with a cyme-shape d
surface profi le.

ORMOLU

A gilded bronze decorative mount.

OVOLO

A convex molding profile
approximating a quar ter sect ion of
an ellipse.

PATE RAE

O rna ments in the shape of circles or
ovals, usually seen in Neoclassical
designs.

PATINA

The accumulation of marks,
encrustations and grime and a
degrada tion of the surface usually
associated with great age or use.

PEDIMENT

An arch itectura l term for a peaked
feature atop the cornice mold ing th at
is either triangular in shape or bro ken
at th e cen ter with st raight or cyma
shaped segme nts rising on either side .

PEMBROKE TABLE

Any of a number of small d rop-leaf
tables approx imate ly 3 ft. in lengt h
and width whe n open; also called a
breakfast table.

PIECRUST TOP

A decorative edge trea tment
pr ima rily used on pedestal tables
where th e raised molded edge is
shaped in a series of connected cyma
cu rves.

PINTLE

A cylind rical protrusion extendi ng
fro m the top block or bird-cage of a
pedesta l table int o a hole in th e
batten on the unde rside of th e top
abo ut which th e top pivots to tilt.

PLINTH

A square or rectangular block, usually
serving as a base for a leg or a fin ial.

PULVINATED

A slightly convex molding profile,
usually used in a frieze; from th e
Latin pU/lJiIlUS, or cushio n.

PUMICE

A powdered form of volcanic glass
used as a m ild abras ive for rub bing
out a fin ish.

ROTTENSTONE

Decom posed siliceous limeston e,
usually mo re finely powde red th an
pumice, used for polishin g a fini sh
to a higher luster than that possible
with pumice.

RULE JOINT

A joint used in d rop-leaf tables where
the pro file of a qu art er-round and
fillet in th e top fit into a cove and
fillet in th e leaf, th ereby concea ling
th e hin ge and eliminating a gap.

RUNNER

A rail within a case on which a drawer
slides.

SERPENTINE FRONT

A shape for th e front of case pieces
that is reverse-eurved in plan, wit h
concave sect ions flanki ng a convex
cente r. Reverse-serpentine fron ts have
convex sectio ns flanking a concave
cente r.

SHOE

A hori zontal eleme nt, often with a
concave profile on th e front and sides,
th at join s th e vertical splat of a chair
with th e back seat rail.

SLIPPER FOOT

A foot for cabr iole legs that has a
teard rop-shaped footprint, being
rou nded at th e heel and poi nted at
th e fron t .

SPADE FOOT

A tapered plinth foot, smaller at t he
bott om th an th e top , usually used to
terminate a square-ta pered leg.

SPANISH FOOT

A brushlike, outward ly swep t foot
seen in post-Restora tio n fu rn itu re
through th e William and Mary
period.

SPLAT

Th e cent ral vertical elem ent of a chair
back rising from th e seat or lower
cross-rail to th e upper crest rail.

STRINGING

A narrow linea r in layof one or more
str ips of venee r.

TESTER

T he frame of a tall-post bed from
wh ich hangs th e canopy or bed
hangings.

Tlp·TOP TABLE

A pedestal table on which the top is
hin ged to t ip to th e verti cal position.

TORUS MOLDING

A large convex mo lding, nearly
semicircular in profile.

TR IFID FOOT

A foot of three connected lobes for
cabriole legs; also called a drakefoot.

VASIFORM

A form resembling a classical vase
shape, simi lar to an inverted baluster
shape .

VOLUTE

A spira l or scroll-shaped ornament.

WHORL FOOT

A foot in a spira l, volute form .
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A
Ab rasives: early, 114, 186
Acke rman, Rud olph: Repository of Arts,

l.item ture, Co mmerce,Manu factures,
Fashionsand Politics,cited, 105

Adam , Robert: IV,Jrks ill A rchitecture, cited,
8 1

Adam (sty le):
featu res of, 8 1-82
su m ma rized, 109

Affl eck , Thomas: cit ed , 65
Afr ica: influen ce of, o n William and Mary,

18
Amerinm Furniture: The Federal Period

(Mo ntgo mery): cited, 100
Allalysisof Beauty (H ogarth): cited, 35
A llciellt An-hitecrure(Langley): cited, 6 1
An thcrn ion:

as Adam moti fs, 8 1, 175
Seealso In lay: bellfl ower.

An twerp: cabinet-on-sta nd, 17
Appren tice system:

and regional varia t ions, 32
rise of, 32

Aprons:
cabriole, C-5cro lls for, 154
cyme-cu rved. 276, 277
knee blocks for, 154 -55
scro lled, 241, 242
shaping, 122 -23

Arch itectural des ign : infl ue nce of, on
Queen Anne, 36, 55-57

A rt of Designing and Workillg the
Onwlllelltal /\ms of Buildillgs, The:
cited, 40

B
Baltimore:

as fu rn i tu rL~mak ing cen te r, 87, 99
side boa rds in , C hippendale, 28 3
sofas, cabriole, Fed era l, 97

Baroq ue:
in Chippen da le, 67, 7 1
in fl uence of, 17

in chai rs, 24
orga nizing prin ci ples of, ana lyzed,

30-32
orna ment in, 16 2
in Queen Anne, 34-35, 37
relaxa tio n of, 34

Barrett, Thomas: in lay from, 99
Beading: SeeMold ings.
Beds:

Chippendale, 76-77
in Chippenda le's Director, 7 1
cornices of, Fed eral, 98
Federal, 97-98
field, She raton, 98
[rume-and-pane l, 12
Frenc h, 12
pencil-post , origins of, 12
Queen Anne, development of, 50
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tall-post ,
C hippe ndale, 76
Federul. Df
Q uee n Anne, 50

testers of, Fed eral, 98
turned , early, 12

Ben ch es: See Window seats.
Bits, drill : lSth-ccntury, 126
Blin, Peter: work by, 14
Block fronts: See separate furn iture type .
Bornbe: See separate furniture type.
Bookof Trades, The:cited, 115
Book cases:

in C hippenda le's Director, 64
Seealso Desk-bookcases.

Boston :
cabriole legs, 154
as cha ir-expo rt cente r, 25
cha irs,

C hippendale, 279
easy, Willi am and Mar y, 25
Q uee n Anne, 48
side, caned, 24
side, leather-u ph olstered, 24-2 5

ches ts-o n-stand, Jacobe an, 18
ches ts-of-d rawers,

bo mbt', 258
bombe, C hippenda le, 79
C h ippe ndale, 67
reverse-serpentine, 255-57

C h ippe nda le style in , 65
co uc h, William and Mar v, 25
as design ce nter, 19 , 33 , 34
desk-book cases, 264

block-fronted,7 8
Queen Anne, 38

desks,
slant-front , 26 1-6 3
tambour, Federal, 89
William and Mary, 2 1

Director sales in, 65
high chests, 23 1

William and Mar y, japanned , 56
knee blocks, 155
molding, base, 2 13
molding-attachment method s in, 146
side boa rds,

C hippe nda le, 283
Federal, 9 1

tab les,
ca rd, Fed eral , 99
ca rd, foldi ng-top, 247-49
d in ing, d rop-leaf, Willi am an d

Mar y, 23, 221 -23
dressin g, Queen Anne, 23 8-40
game, 44-45
game, fold ing, 47
mi xin g, Queen Anne, 44
ped estal , cand lesta nd . 9 1
pier, Empire, 107

tabl es,
tea, 270
tea, Queen Anne, 44
tea , turret-t op , 7 1
work, Sheraton , 9 4

Boulle, Andre-Charles: caree r of, 35
Boullework:dis cu ssed , 35
Bradshaw, William : cited, 64
Bross: in Empire, 105
Bright, George: cited , 65
Bureau-tables: C h ippenda le, Town send ,

78
Bureau s: SeeC hests-of-d rawers,

c
C-sc rolls: as transition s, 154
Cabinet Dictiollary, The (Sheraton ): cited ,

8 5, 123, 187
Cubinet-Maleerand Upholsterer's Guide,

The (Hepplewhite): cited, 80, 83, 87,
90, 96, 97, 283, 289

Cab inet-Maleer and Upholsterer's Draunng
BlHIk, The (She rato n):
cited, 85, 95
in fluence of, 88, 90
pe rspec tive dra wi ngs in , 205

Cabillet-Maker'sGuide, 71,e: cited, 114,
189

Cabillet-Maker, Upholsterer and General
Artist's Encyclopedia, The (Sherato n):
cited.Bf

Ca bine tma kers:
rise of, 32
uni on s for, 101

Ca bine ts:
in C hippendale's Director,63 , 66
st retc he rs of, cross, 17

Cabinets-on-stands: Flem ish, 17
C abriole legs: See Legs: cabriolc,
Candlestands: See Table s: pedestal,

cand lestand .
C aning: in William and Mary peri od , 24
Ca rcascs: See Cases.
Ca rlile, John, Jr .: sh ield-bac k cha ir by,

289-91
C arolean :

defin ed, 18
hi stor y of, 8

Ca rving:
in Ada m sty le, 8 1
applied, 14
C-5cro lls, 154
C hippenda le, 65, 279 , 278

o n cha irs, 75
Dutch , infl ue nce of, 8
Em pir e, 103- 104, 107, 108
foliage, She rato n, 86
Hadl ey, 14-15
Jacob ean, 8 , 13, 14, 16 , 28
lun ette, 9
open work, Baroque-style, 28-29
paint for, 15

Q uee n Anne, 38, 41, 43, 48, 49 ,
231-32
development of,S 5

relief, Jacobean , 28
sequence for, 15
Sheraton , 88
on sofas, 97
sunflo wer, 14
on tables,

piecrust , 72
side, 72

tul ip, 14
of volutes, 28
waterleaf, Empire, 106 , 107
William and Mary, 16, 27, 28-29,

225-26
Seealso C reatu res. Fans. Shells.

C aryat ids: See Co lumns.
C ases:

for bombe chests, 258
C hippenda le, 67
crack preve n tion for, 141
cu rved-front, 67
development of, 137-39
Federal, 100
Jacobea n-William and Mary

t ransiti on al,21 3
knee blocks for, 154-55
Newport, 26 4-66
Q ueen An ne, 41, 5 1, 67, 228-30,

231- 33,234-37
development of, 43

swe ll-fron ted , 67, 77-79, 255-57
Adam , 8 1
Hepplewhite, 83

Wi lliam and Mar y, 215
ana lyzed , 30
doveta iled, 26

Seealso Drawers, Moldin gs. Top s.
Cey lon: influence of, on William and

Mary, 18
C hairs:

arm,
bani ster-back, 24, 224-25
C hippendale, 279-8 1
Loui s XV, 60
She rato n, 95
shield-bac k, 95
upholstered , Federa l, 95, 96

back slats in , 12
back splats in , 39
Baroque, 17
Boston, 24-25
cane-back, in print, 16
chai r-ta bles, 9
chaise, Directo ire, 103
C hinese, 35
in C hippendale's Director, 63, 66
convert ib le, She rato n, 86
crest rails of, 24 , 28

C-scroll, 22 4-26
Queen Anne vs. C hippenda le, 74



easy, 25
Federal, 96
frame for, 25 1, 253
Q ueen Anne, 49-50 , 250-53

Empire, 103
Federal, 95-96
in Hope , Household Furniture, 105
joinery of, Q uee n Anne, 52
ldismos, in flue nce of, 10 3, 106 , 107
lollin g, 95
Martha Washington, 9 5
neoc lassical, 84
pedes ta l, Empire, 105
Q ueen An ne, 41

design of, 38 -40
vs. C hippenda le, 74

with rails and turnings, II , 12
roundabo ut , 148
in Sherato n's Dmwillg Book, 96
side ,

caned, 24
C hippendale, 66 , 7 5
leath er- up ho lstered, 24-25
Qu een Anne, 39 , 48
Qu een Ann e, carved, 40
Q ueen Anne, development of

48-50
Queen Anne, early, 48
Q uee n Anne, region al variation s

in , 244
scroll-back, Empire, 106
shield- back ,288-91
shield-bac k, in Heppl ewhite's

Guide, 84, 289
splat-bac k, Q ueen An ne, 48-4 9 ,

244--46
urn-back, 289

st retc hers for,
ball, I2
cross, 17
turned , 29 , 244, 245, 251

st ruc ture of, Federal, 100
turned, II
upholstered, 23-25

or igins of, II
wain scot , 10- 11
William and Marv, 23-25

developmen t'of, 24-25
wing (see easy)
Xbase, Empire, 10 5
See <IlsoSeats. Window seats .

C haises: Dircctoir e, 103
C hambers, Sir William: Designsfor Chinese

Bllildillgs <IlUI F'lnliture, cited , 60
C hamfers: to clean u p edges, 122
C hapin, Eliph alet:

ball-and-claw teet, 156-57
cited,65
high chest by, 68
schoo l of, chair fro m, 279-81

C ha rles II:
Restorati on of, 7
SeealsoCa rolean,

Charles Town (C harleston , SC ): as design
cen ter, 34

Chelor, Cesa r: plane by, 11 7
C hests :

Baroqu e, 17
dovetail influen ce o n, 19
frame-a nd-panel,

Hadley, 14-15
Jacob ean, 14

C hests-of-d rawers:
bases for, neoclassical, 84
block-front, C hippendale, 67
bornb e, C hippendale, 79, 258-60

bowed-front, Hepplewhite, 87
cases for, 139
dovet ail influen ce on, 19
Fed eral, She rato n, 88
hi stor y of, 19-20
Q uee n Anne, 228-30

with bracket feet , 41
development of, 41-42

serpent ine , 77-78
ti me required for, 101
See also High chests.

C hests-on-chests:
C hippenda le, 68-69

Newpo rt, 69
Fed eral, 89

C hes ts-o n-frame:
C hippe nda le, 79
di sappearan ce of, 69
Q uee n Anne, development of, 41,

42 -4 3
C hes ts-o n-sta nds:

Jacob ean , 18
Seealso H igh ches ts .

C hes ts-over-drawers: wit h mo ldings, ba ll
teet , 19

C hes ts-wit h-d rawers:
beginnings of, 8-9
Jacob ean , 8 , 14, 15
Jacob ean -William and Mar y

t ran siti on al, 2 12-14
C hina :

boo k on, cited, 60
cha irs, 35
influence of,

on Chippenda le, 60-6 1, 63-64
on Queen Anne, 35 , 36, 57
on Willi am an d Mar y, 18

legs in , 36
Chippenda le, Thomas, Jr. : and Regency,

105
C hippendale, Th omas:

Gentleman allli Cabillet-Maker's
Director,The, cited , 6 1, 6 2, 63 , 64,
65,66,7 1,77

import difficulties of, 65
Iife of, 6 1
per spectiv e drawin gs in, 205
sales of, 65
workshop of , III

C hippendale (style):
bed s, ta ll-post , 76
chairs, 279, 279-8 1

arm, 279-81
easy, 75
side , 58 , 66, 75

chests-of-d rawers, 67
block-front , 67
bombe, 79, 258
rever se-serpentine, 255-57

ches ts-o n-ches ts , 69
ches ts-on-fra me , 79
C hinese, 63-64 , 74, 76

in Ame rica, 65 , 66
desk-bookcases, 69
desks, slant-front, 261-63
deve lop ment of, 59-66
feet , ball-and-claw, 161
forms in, rep resen ta t ive, 25 4-8 1
French , in Ame rica, 6 5, 77
fu rn itu re pieces in, ana lyzed, 66-77
Go th ic, 64, 75

in Am erica, 65
high ches ts, 68
knee blocks, 155

o rna me nt in, 112, 16 2
Rococo, 63, 68, 70
side boa rds, 283, 283-85
sofas, 76
st ruc ture of, 77 -79
su m ma rized, 109-10
swe ll-fronted pieces in , 77-79
tabl es,

card,73
d ining, 69 -70
di ni ng, d rop-l eaf, 73, 276-78
d ress ing, 70
pedes ta l, piecrust , 72
Pembroke, 74
side, 72
side , pier, 72
side, slab, 72
tea , 70
tea, C hina, 70-7 1
turret-top, tea, 7 1

ven eer in, 166
C ities: iso lation of, and furniture

development, III
City mill COlllltry...Treasury of Designs, The

(Lan gley): cited, 57
C lass syste m:

development of, 34 , 58-59
and furniture tastes, III

C locks: Cases of, time required for, 101
Cobb, Jo hn:

cited,64
import di fficulties of, 65

Coi t, Job , Jr .: desk-bookcase by, 78
Collectionsof Designs for Household

FUnliUITea mi Interior Decoration
(Smit h): cited, lOS

Colorants : early, listed , 297
Colu m ns:

with human moti fs, 104, 10 5
qua rte r, and drawer-runner pro blems ,

144
Com modes: in Hepplewhite 's Guide, 83
Connect icu t :

ca rving in , Jacobean , 14
chairs,

a rm, Jacob ean , II
Hepplewhite, 289
Queen Anne, 48
side , Port er, 53

chest with drawer s, Jacobean-William
and Mar y transi tio na l, 2 12- 14

chests, Jacobean, 8, 14
ches ts-on-frame, C h ippe ndale, 79
desk-bookcases, 2 1, 4 3
high ches ts , 42

flat-t op , 231- 33
Queen Anne, 37

inlay, icicle, 174
knee block s, 155
seats in , Q ueen Anne, 53
tables,

d ining, d rop-l eaf, William and
Mary, 23

legs of, Willi am an d Mary, 29
pedes ta l, bird-cage, 273-7 5
tea , 270

Seealso East Windsor .
Copela nd , Henry: New Book of a rna ll/eilt S,

A, cited , 59
Cornices: high-chests, 123
Couc hes :

Q uee n Anne, development of, 50
Willi am and Mary, 23, 25

C racks: preventing, with precomprcssion ,
14 1

C reatu res: fan ciful, Empire, 10 3-10 4

C ressent , C ha rles: di scu ssed, 35
Cromwell, O liver: an d th e arts, 7
Cromwe llian (style): cha irs, II
Cupboards :

o rigins of, 9
press , Jacobean , 9

Cu rves:
C-s haped scro ll, 29
cabriole, Fed eral , 96
cyma,

in Boston chai r, 24-25
infl uence of, 54
o rigin of, 60
in ped iments, 43
in Q uee n Anne, 34, 35
vs. single, 74

Flemish scro ll, 29
measuring, 198
oval,

as Adam motifs, 8 1
for tabletops, 9 1

shaping, 122
single, in C hippe ndale chair, 279'

o
Davis, Robert: as japanne r, 57
Day bed s: See Couc hes.
Denmark : tr ade with, 7
Denni s, Thomas: carving by, 14
Design :

books o n, c ited , 35 , 40,57,59,61
importance of, 60, 62-63, 109

C hippendale, books on , 60
wit h negat ive space, 34, 37, 38--40

"lift" fro m, 39
Designs for ChilleseBuildingsand F'lnritllre,

(Chambers): cited, 60
Designsof InigoJones, The (Ken t]: cited, 57
Desk-boo kcases:

block-front ed , 78
C hippenda le, 69
cylinde r, 90
Em pire, 108
Federal, 89
gentle ma n's, Fed eral, 89
lad y's, Federal, 89
Newport, st ruc tu re of, 264 -66
Q uee n Anne, 38, 4 3
with sec retary drawers, 89
tambour, Federal, 89
Wi lliam and Mar y, 2 1

Desks:
bureau-cabinet.Zl
Cases for, 139
C hippe nda le, 69
neoclassical, 84
Q uee n Anne, development of, 43
slant-fron t, 21

C hippenda le, 261-63
st ruc ture of, 26 1

ti me required for, 101
See also Bur eau tables.

Directoire: development of, 10 2- 10 3
Dovetails:

angles of, 131
and cockbead ing, 142-4 3
described, 127-30
as desig n influence, 130
half-blind , 128-30

ma king, 136-37
histor y of, 18 , 19
influen ce of, 26
Q uee n Anne, 5 1
sizes of, 130 , 131
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slidi ng, 141-42
Federal, 100
for top attachme nt, 144-45
wed ged , 145

through, 128-29
and Willi am and Mar y sty le, 112, lIS

Drawer s:
backs of, 132, 133
block-front, 79
Boston , 238, 240 , 258
bottoms of,

by peri od , 131-32
Q uee n Anne, 52

bu ilding, 133-37
C hippe ndale, 26 1
cu rved, coc kbea d ing o n, 67
development of, Jacob ean-William

and Mary transitional, 2 13
d ivider s for, 141-4 2
dove tai led, h istor y of, 18-19
d ust boards for, 143-44 ,21 8,220
fronts of, 131, 132
Jaco bea n, 130
lipp ed, 133

Queen An ne, 5 1-52
New po rt , 228, 23 0 , 234- 37
proportions of, William and Mar y,

30-32
Q ueen Anne,

development of, 41, 42 , 43
grad uated, 23 1-33

ru nne rs for, 142, 143
sec reta ry, Fed eral, 89
serpe nt ine, 78
side-hu ng, 130

Jacob ean , 13
in side boa rds, 85
Willi am and Mary, 26-27, 2 15, 218,

220,22 1-23
Dyes:

an iline, 188
colora nts for, 297
defin ed , 188
early use of, 187, 188
Seealso Stains.

E
East Wind sor (CT):

cha irs, C hippe nda le, 279-81
high ches ts , C hippe nda le, 68
ta bles, dr essing, C hippe ndale, 70

Ebo nizing : process of, 194 -9 5
Em pire (sty le):

Am eri can , 10 5-10 6
boo ks influen cin g, 104 , 10 5
brass, in 10 5
carving , 103- 104 , 107, 10 8

wate rleaf 106 , 107
chairs, 10 3

ped estal, lOS
side, scroll-bac k, 106
X-base, 105

creat u res, fanciful, 103-104
desk-book cases, 108
developm ent of, 102- 108
fabric in, 105
gilt, 103-104, 107, 108
inlay, b rass, 105
Late, development of, 107-10 8
mahogany, in 10 4, 108
mo ld ings, 108
ormo lu, 103, 107
orna me nt, 10 3, 104-10 5
panel s, fabric in , 105
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rosewood, in 104 , 10 8
sofas, 10 8
su m marized , 109
tables,

card , 107
card, Lannuier, 107
card, ped estal , 106
pier, 107

ven eer, 108
See alsoGreco-Roman Revival.

Regen cy.
England:

Ca rolean per iod in , 8
C hippe ndale in, 59-60
C romwellian period in, 7
h igh ches ts, William and Mary, 36
influence of, 110
Jacobean per iod in, 7-9
legs in, Queen Anne, 36-37
Queen Anne per iod in, 33, 34, 36-37,

39- 4 1
Restoration in, 7, 16
Wi lliam and Mary period in , 8 , 16- 17

F
Fabri c: in Empire, 105
Fan s:

carving, 16 3-6 4
in laid,238-40
origin of, 16 2

Federal (style):
bed s, 97-98, 98

corn ices of, 9 8
ta ll-post, 98
testers of, 98

cases , 100
cha irs, 95 -96

arm, upholstered, 9 5, 96
easy, 96
st ruc t u re of, 100
upholstered, 95

ches ts-o f-d rawers, She rato n, 88
chests-on-chests , 89
cur ves, cabriole, 96
de sk-book cases, 89

gen tleman's, 89
lad y's, 89
tambour, 89

de sks,
cylinder, 90
tambour, 89

development of, 86 -87
dovetai ls, slid ing, 100
dra wer s, secreta ry, 89
forms in, represen tative, 282 -9 1
furniture forms in , 88-98
in lay, 9 1, 98 - 100, 112
legs,

cyma,9 1
cyma-reversed, 9 1

mo ldings, cockbead ing, 100
mortise and tenon, 100
neocla ssicism in, 80- 8 1
orn ame nt, 98- 100 , 162
periods of, 87-88
rosettes, 98
she lls, inlaid , 98
side boards , 9 1

development of, 91-92
sofas,

cabriole, 97
development of, 9 6-97

st ruc tur e in , 100-10 I
su m m arized, 10 9- 10

tabl es,
card , 92-93 , 99, 100
card , in laid, 99
card , sha pes of, 9 2
cham be r, 88, 88-89
dining, 93-94
ped esta l, cand lesta nd , 9 1
ped esta l, sty lized, 9 1
pede sta l, tip-top, Queen Anne, 46
side , pier, 9 1-92
work, 94- 95

upholster y, for chairs, 9 5, 96
ven eer, 9 1, 100 , 112
work shop s, cond it ions in, 100-101
Seealso Adam.

Feet :
at ta ching, 147

Boston method of, 147
ball, 30, 41, 42, 22 1-23

attaching, 147
history of, 8, 20

ball-and-claw, 36, 41, 42 , 72, 73 , 75,
76
Boston, 255 , 256
car ving, 157-6 1
C hapin, 273, 274
d iscu ssed, 66 , 67
Massachusetts, 276, 277
Newport, 148
variat ions in , 156

bra cket, 41, 42, 43 , 67
Queen Anne, 51

of cabriole legs,
turning, 151
variat ion s in, 154

cloven , 36
Dutch (see pad)
Fren ch, 84, 87
agee, 67
agee bra cket , 228-3 0
pad , 36, 41, 45 , 161, 231-33
slippe r, 161, 235
spade, 83
Spanish , 24, 29 , 225- 26
tr ifid , 16 1
who rl,36

Festoon s: as Adam motifs, 8 1
Files: cu tt ing acti on of, 121, 186
Filler s:

applyin g, 187
early, 186-87

Fini als:
drop ,238,2 39,240, 239
Queen Anne, 38 , 4 3, 55
of table apron s, 22
up side-d own, 266

Fini she s:
co lorants for, 297
Fren ch polish , 189

recip e for, 299
importance of , 185
ingred ien ts in , 185
oil, early, 189
old,

glossa ry for, 186
rep licating, 185-86, 188

polishing, 192
rubbi ng out , 191-92
Wi lliam and Mary, 28

Waxes: usin g, 15
Fin ish es:

See also Dyes. Ebon izing. Japanning.
Lacqu er. Oi ls. Stain s. Varnish .
Waxes.

Fland er s: SeeNetherlands.

Fluting:
deri vat ion of, 100
inlaid, 175

Fontaine, Pierr e Fran cois Leonard, and
C harles Percier : Recueil de Decorations
Interieures, cit ed , 103

Fram e-and-panel:
beginnings of, 7-8
for ches ts, 139
for desks, 139
di scu ssed , 137-38
Jacob ean, 115
ori gins of, 12

France:
bureau plat, 35
Dir ectoir e, influen ce of, 102-10 3
Empire, influence of, 102-104, 107
influen ce of,

on C hippendale, 59-60, 79
on Queen Anne, 35, 60
in turning, 30
on Willi am and Mar y, 17, 18

legs in , 36
neoclassicism in , 8 2
Qu een Anne style, development of,

34-35
walnu t of, 40

Frothingham, Benjamin, Jr.: cited, 65
Frothingham , Benjamin, Sr.:

bombe ches ts by, 258
cited, 65, 79

G
Gaines famili es: cha irs of, cited, 225
Gam es:

popular, 47
and Pur itan eth ic, 46, 47

Gentleman and Cabinet-Maker'sDirector,
The (Chippendale):
crted ,6 1 ,6~6~64,65,6~7 1, 77

perspectiv e dra win gs in, 20 5
sales of, 65

Georgian (style):
development of, 64, 66
Early,

chair in, 40
in C hip pe nda le, 74
development of , 40
venee r in, 166

G ibbons, Grin ling: influen ce of, 16
Gilt:

in C hippe ndale, 6 4
Empire, 103 - 104, 107, 108

G oddard, John:
ba ll-and-claw feet , 156-57
cited,65
desk by, 264- 69
drop-leaf table by, 73
tea tab le by, 70

turret-top, 270-72
Goddard-Town send:

desk-and-bookcase, 69
patterns of, assumed , 207
shells, 78

carving, 164 -66
Goodi son, Benjamin: cited , 64
Gothic revival:

in America, 65
influen ce of, on C hippenda le, 6 1, 64

Greco-Roman Revival:
Am eri can, development of, 105-108
development of, 102

Grendey, Gi les: cited, 64



H
Hadley UvIA):

carving in, 14
Jacobean, 14, 15

chests, Jacobean , 14, 15
Hallet , William : cited, 64
Hardware:

Ch ippe nda le, vs. Q uee n Ann e, 79
dat ing by, 79
Eastern influence on, 18

Harrold, Robert:
China tea tables by, 70 , 270

Hepplewhite, George: Cabinet·Makera nd
Upholsterer'sGuide, The, cited, 80 , 83,
87, 90, 96, 97, 283, 289

Hepp lewhit e (style):
American , features of, 87
chairs, 289

shield-back, 289-9 1
side , shield-back, 289 -91

chests-of-drawers, 87
bowed-fron t, 87

features of, 83
inlay, 87, 172
legs, square, 98
sideboards,

New England, 28 3-85
st ructure of, 283

sofas, cabr iole, 96-97
sum marized, 109
tables,

card,9 2-93
dining, 94
dinin g, exten dable, 94
Pembroke, 90-9 1
Pem broke, inlay on , 175

upholstery, 83
veneer, 83, 87
window seat , 97

Highboys: SeeHigh chests.
High chests:

bo nnet-top, Q uee n Ann e, 234-37
cases for, 14Q-41
Chippe nda le, 68
drawer runners for, 144
end of, 88-89
flat-top , Qu een Ann e, 23 1-33
history of, 20-2 1
legs of, turned, 29-3 0
mo lding on, 123
Queen Ann e, 31, 37, 41

architect ura l,55
developm ent of, 42 -43
with gilded shells, 54
japanned, 56

William and Mary, 20 , 37, 218-20
analyzed, 30-3 2
Palladian -influ enced , 36
veneered, 27

Hogarth , Th om as:
A nalysisof Beaury, cited, 35
praised cyma cu rve, 35

Holmes, Nathaniel: buys turnings, 177
Hope, Th om as:

Household FlImitll ,..,and Interior
Design, cited, 104, 105

influence of, 104
Hosmer, Joseph : high chest by, 55
Household FlImitllremid Interior Design

(Hope): cited, 104, 105
Howard , Th om as: sideboard s of, 283

India: influence of, on William and Mar y,
18

Inlay:
in Adam style, 81-8 2
banding, 166-67, 170 , 171
bellfl ower, 175

distin guishing old from new, 17 5
book on, cited, 100
brass, Empire, 105
development of, 166
donk ey for, 174
fan,

oval. 172-73
quarter, 172
round, 173

Federal, 9 1, 98- 100, 112
flut es, 17 5
Hepplewhit e, 87
icicle, 174
insert ing, 170, 174
vs. ma rquet ry, 167
Neoclassical, 86
old, d istingui shing fro m new, 172
paterae,

cost of, 170
production of, 170-72

pric es of, 99
production of , 170
in Q uee n Anne style, 55
sawn, from stac ked veneer, 173-74
shading, 172
Shera to n, 88
str inging, 170 , 171
SeealsoBoulleuore. O rmo lu.

J
Jacobean (style):

Am erican , beginnings of, 8
beds, turned 12
carving, 8, 13, 14, 15, 16,28

relief,28
chairs,

arm, II
arm , Jacobean Brewster, I I
arm , Jacobean Ca rver, I I
Brewster, I I
Carver, II , 14
side, I I
up holstered, 11-12, 12
wainscot, 10- 11, 14

chests, 8, 14, 15
fram e-and-panel, 14

chests-on-sta nd, 18
chests-with-drawers.B, 14, 15

Jacobean-William and Mar y
t ransit ional, 212-14

cu pboards, 9
press vs. cour t, 9

drawers, 130
side-hu ng, 13

ebonizing in, 194
English , history of, 6-7
fram e-and-panel in, 7-8, 115
nails, use of, 13
proportions of, 31
sta ins, 15
stoo ls, 10
su mmarized, 110
tab les, 9, 10

chamber, 10
with drawer, 9

turnings, 9, 10, II , 12, 13

-William and Mar y transi tion , in
chest, 2 12-14

Seealso individual furniture forms.
Japanning:

book on, 57
defined , 186
makers of, 57
patt erns for, 195, 196
process of, 57, 19 5-96
Q ueen Anne, 56, 57
William and Mary, 57

Jensen , Gerr eit : influence of, 16
Joh nson , Th om as: as japanne r, 57
Join ers: Jacobean , 12
Joints: See Dovetails. Mortise and ten on .

Rule joint.
Jones, Inigo: influence of, on William and

Mar y, 36
JOllmeylllan Cabinet and Chair Makers'

Nell' YorkBookof Prices:cited, 173

K
Kent, William:

Designsof /ni/(oJones, The, cited, 57
influ en ce of , 40-4 1, 57, 59 , 16 2

Knee blocks:
ma kin g, 154-55
scrolled, 276, 277
styles of, 155

l.an du lIlenuisierebeniste (Roubo): cited,
166, 186, 187

L
Lacqu er: oriental, described, 19 5
Lan gley, Batt y: City and COImtry...Treasllry

of Designs, The, cited, 57
Langley, Batt y an d Th om as: A nciem

Architectllre, cited , 61
Langley, Th om as: engraving by, 40
Lannuier, C harles-Ho no re: influen ce of,

107
Lath es: early, 177
Legs:

ball, earliest Am er ican , 12
Baroqu e, 17
cabriole, 232, 235, 239 , 240 , 242,

245,248,25 1,252,27 1,277
C-scrolls for, 154
cases for, 140-4 1
developme nt of, 35, 36 -37, 4 1, 4 3
knee blocks for, 154-55
lift fro m, 39
mak ing, 45, 149-54
Qu een An ne, 51
sho rt, 25 8, 25 9
turning, 182-83
variat ions in, 154
well-mad e, 148-49

cyma,35
Federal. 9 1
Q uee n Anne, 245

cyrna- reversed, Federal, 9 1
flut ed , 81, 286, 287
with human mot ifs, 10 4
Marlborou gh, 76, 81
off-cente r turned , 45
ped estal, cyma , 273
Q uee n An ne, 48, 49
reeded , 286, 287
removable, 23 4-37
saber, 106-107
scrolled, history of, 8
Sherato n, 8 5, 86
in Sheraton 's Drawing Book, 86
square, Hepplewh ite, 98
t ru mpet , 30

trumpet -and -cup, 17
turned, 88

ball and vase, 30, 36
bowl and cup, 30
cases for, 140
She raton , 98
William and Mary, 26, 29-30,

221-2 3
William and Mary, d rama of. 31,

37
William and Mary, vs. Queen

An ne, 37
Seealso Feet.

Lock , Matthias: Nell' Book of Omalllellt
with TueloeLeaves, A, cited, 60

London:
populat ion of, 34
tables,

Adam , 81
Pallad ian, 40

London Bookof Prices: influence of, 87
Lou is XV:

chairs, arm , 60
in England, 35
in France, 35

Lowboys: SeeTables: dr essing.
Lumber:

cho ice of, and sawm ill develop men t,
11 6

preparation of, Jacobean, 115-16
Lyres: as Adam moti fs, 81

M
Mahogany:

in Ch ippen da le, 64
in Empire, 104, 108
simu lated, 22 8-30
sta in for, early, 187
use of, 4Q-41

Map le: in William and Mary, 228
Maret , Daniel : influence of, 17
Marqu et ry: See Inlay.
Mar yland : desks, cylinde r, Federal, 90
Mass:

light ening, 38-39
Seealso Design: wit h negat ive space.

Massachusett s:
beds,

field, Sherato n, 98
ta ll-post, Chippenda le, 76

carving in, Jacobean , 14
chairs,

arm , Jacobean Brewster, II
arm, Jacobean Carver, II
crest-rail from, William and Mary,

28
Q uee n Anne, 48
side , C romwellian, II
upholstered , Federal, 95

chests, Jacobean , 14
chests-of-d rawers ,

Heppl ewhit e, 87
serpent ine-fro nted, 77
Shera ton , 88

cupboard, Jacobean, 9
feet , 161

ball-and -claw, 156-57
high chests, 37, 218-20 , 23 1

Q uee n An ne, 54, 55
William and Mary, 20 , 31

inlay, Hepplewhite, 172
Qu een An ne in, 39
sofas, squa re, Sheraton , 97
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stoo ls, Jacobean , 10
tables,

d ini ng, d rop-l eaf , 47, 276-78
dressing, Q uee n Ann e, 4 3
d ressing, Will iam and Mar y, 22
Jacobean, 9
legs of, Willi am and Mary, 29
side, Q uee n Anne, 46
tea, William and Mar y, 22

Seealso Bosto n. Hadley. Salem.
Mcl nt ire, Sam ue l: ca rving by, on sofa, 97
Measured d rawings:

making, 205-206
seq ue nce for, 197-98
tool s for, 197
Seealso Photography.

Mechanicl:Exercises (M oxo n) : cited, 176 ,
m

Merchant class: rise of, and taste, 33 -34
Moldings:

Adam , 8 1
attac h ing , 146
cockbcading,

cu rved , 67
dovetai l accommodation for,

142-43
Feder al, 100

cornice, importance 01',31
cove, 30
cyma , 30
Empire, 108
history of, 20
maki ng, 123
Queen An ne, 5 1, 55, 22 8-30

development of, 42-4 3
tea-table, 44

Ren aissan ce in fl ue nce on, 30
with scra tc h stoc ks, 123, 14
shado w (see scratc h)
torus, 30
William and Mar y, 26, 27, 2 15

types 01',30
Montgom er y, C harles E: Am ericall

Funriture: The FederalPeriod, cite d, 100
Mortise and ten on :

co rne r block s su pport ing, 100
cross- wedged, 127
described, 124-27
dra w-bor ed , 126
Federal, 100
pegged , 12-13, 126-27
Queen An ne, 5 1, 5 2, 53 , 54
rou nd , 14
wed ged , 127
William and Mary, 27

Mounts: Set' O rmo lu.
Moxon, Joseph: Meclltlllick Exercises, cited,

176, m

N
Na ils:

hand-wr ought, 12
use of, Jacobean , 13

Neoc lassical (sty le):
cha irs, sh ield-back, 286-88
su m ma rized, 109
turn ings in , 177
veneer in , 166, 167
and wa r af te rma th, 86
Seealso Emp ire. Greco-Rom an Revival.
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Netherlands:
carving, infl uence of, 14
influen ce of,

through Baroque, 35
in carving, 28-2 9
in cha irs, 12
in cu pboards, 9
on Jacobean, 7, 8, 16
in turning, 30
o n William and Mary, 16 , 18

legs in , 36
New Book of Omamellts, A (Copeland ):

cited, 59
New Book of Omament with Twelve Leaves,

A (Lock): cited, 60
lew England:

bed , turned Jacobean, 12
cabriole legs, 154
carving in , Jacobean, 14
chairs,

arm, banister-ba ck , 24 , 224-25
easy, Federal, 96
easy, Q uee n Anne, 250-53
Queen An ne, 48 , 49

chest-over-d rawers, Will iam and Mary,
19

ches t-with- drawer s, Jacobean-Will iam
and Mary transit iona l, 2 /2-14

fans in , 162
hardwoods in , 12
high ches ts , William and Mar y, 27
join er y in , Queen Anne, 52
sea ts in , Queen Anne, 52 -53
side boards, C hippe ndale, 283-85
tabl es,

Pembroke, Hepplewhite, 90
Q uee n Anne tea, 39
tea, bird-cage, 273

Willi am and Mary sty le in , 19
New Hampshire:

ches ts-of-d rawe rs,
Hepplewhite, 87
Sheraton, 88

inla y, Hepplewhite, 172
tab les, folding tea , 45
See also Po rt smouth .

New Jersey: Dutch influen ce in , 12
Newport (R I):

bur eau -ta bles, block-fronted , 78-77
cabriole legs, 154
case construct ion in , 140-4 1
chairs,

C hippendale, 279
easy, C hippendale, 75
roundabout, 148
side, C hippe ndale, 75
side, Queen Anne, 39, 49

chests-o f-d rawe rs, 4 1
Queen Anne, 22 8-30

ches ts-on-ches ts , C hippenda le, 69
ches ts-o n-frame, 42
C hippenda le style in, 65
as design center, 34
desk-bookcases, 264- 69

C hippendale, 69
Directorsales in, 65
drawer s, 228

bottoms of, 131, 132
leet , ball-and-claw, 156 , 157, 160
high ches ts ,

bonnet-top , 234 -37
C hippendale, 68

joiner y in , Queen Anne, 51
she lls, ca rving, 16 4-66

tables,
dining, Hepplewhite, 94
drop-leaf, Chippendale, 73
Pembroke, C hippenda le, 74
tea, 45 , 270-72
tea, C hippenda le, 70
tea, Queen Anne, 44

top-attachment me thod of, 145
New York :

cha irs,
easy, C hippendale, 75
scro ll-back, Duncan Phyfe, 106
scroll-bac k, Greco-Roman Revival ,

10 6
side, Queen Anne, 49

C hippenda le sty le in, 65
as design cen te r, 19 , 34
desk-bookcases, Empire, 108
Directorsales in , 65
Dutch influence in, 12
feet, ball-and-claw, 156 , 157, 160
growth of, and sty le, 49
sideboards in, Chipp endale, 283
sofas, Em pire, 108
tables,

card , C hippe ndale, 73
card , Empi re, 107
card , Hepplew hite, 93
pedestal , Duncan Phyfe, 106
Pembroke, Hepplewhite, 90
Will iam and Mar y, 221

Norfolk (VA): chairs, arm, Sher aton , 95
No rway: trade wit h, 7

o
O ils:

copa l in , 191
dr yers for, 191
as fin ish , oil, 15
lon g-, vs. sho rt-, 191
rosin in, 191
she llac in, 191
tung, 191

O rm olu :
di scu ssed, 35
Empire, 103 , 107

Ornament:
applied, Adam, 86
in C hippendale, 112
Empire, 103, 104-105
Federa l, 98 -100
variat ions in , 16 2-66
Seealso Fans. Shells.

p
Paint : early, 15
Pallad ian:

in England, 40
influen ce of, 41
tabl e in , 40

Palladio, Andrea:
influen ce of,

on Queen Anne, 36
on William and Mary, 30

Panel s:
fabric, in Empire, 105
faux, in Adam style, 82
painted, in Adam sty le, 82
po rcela in, in Adam sty le, 8 2

Paris:
cha irs,

arm, Loui s XV, 60
Directoire, 103

Paterae:See In lay: pateme.
Patin a:

defined , 192 -94
grime in , 19 3-94
luster of, 192 -93
wear in , 193

Patterns:
early, 206-207
maki ng, 20 6

Pediments:
C hippenda le, 68
Q uee n Anne, 38, 41, 55, 234-37

arc hed, development of , 43
Pennsylvania: feet , 161
Philadelphia:

bed s, Federal, 98
bureau -cabin et , William and Mar y, 2 1
cabriole legs, 154
chairs,

C hippendale, 279
easy, C hippendale, 7 5
Queen Anne, 48
side, C hippe ndale, 75
side, Jacobean, 11
side , Queen Anne, 49
upholstered, Jacob ean , 12

C hippe ndale style in, 65
as design cen te r, 19 , 34
desk-book cases in, 264
Director sales in , 65
feet , 16 1

ball-and-claw, 156 , 157, 160
growt h of, and style, 49
high ches ts, C hippe ndale, 68
joinery in, Q uee n An ne, 52
seats in , Q uee n An ne, 52-53
sofas,

C hippendale, 76
Quee n An ne, 50

tabl es,
card, C hippendale, 73
dressing, Willi am and Mary,

215-17
side, C hippe nda le, 72
tea, 270
tea, bird-cage, 273
tripod sta nd, 46

Photography:
an gles for, 198, 199
di stortion in , 198-99
scaling from, 198, 199-20 5

Phyfe, Duncan : influence of , 106-107
Pilaster s: flu ted , 55
Plane s:

cu tt ing act ion of, explained, 118, 119
fore , 116-17
jack (see fore)
jointer, 118
low-an gle st rike-b lock, 118
manufacture of, 118-19
mo ld ing, 123
smoot hing, 117
SeealsoScraper s. Scratch stocks .

Plinths: Q uee n Anne, 55
Polishes:

early, 192
recipe for, 299

Porcelain: pan els, in Adam style, 82
Portsm outh (NH):

cha irs, side, C hippen dale, 66
tabl es,

C hi na tea, 70-7 1
tea, 270

Portugal: influen ce of, on William and
Mar y, 18,29



Proportion s: Willi am and Mar y, ana lyzed ,
30-32

Proud family: splat-bac k cha ir by, 244-4 6
Provide nce (RI):

chairs, sh ield-back, Hepplewhite,
289-9 1

as furniture-makin g cen te r, 87
tables, card, Sher aton , 93, 286-88

Pulls: drop, history of, 8
Pumice: grades of, 192
Puritans: on decor ati on , 15

Q
Q ueen Anne :

beds,
development of, 50
tall-post, 50

cabriole legs, 154
carv ing, 38, 41, 43, 48 , 49 , 231-32

develop ment of, 55
cases, 41, 51, 67, 228-30, 23 1-33,

23 4-37
developm ent of, 4 3

chairs, 41, 48, 49
design of, 38 -40
easy, 49-50, 250-53
joinery of,S 2
side , 39 , 48, 49
side , carved, 40
side, development of, 48-50
side , early, 4 8
side, regional variat ions in, 244
side, splat-bac k, 48-49, 244-46
splat-bac k, 244-46
vs. C hippendale, 74

chests-o f-dr awers, 228-30
with bra cket feet, 41
development of, 41-4 2

chests-on- frame, development of, 41,
42 -43

couc hes, development of, 50
cyma cu rve in , 34, 35
Decorated (see Georgian, Early.)
desk-bookcases, 38, 43
desks, development of, 43
developm ent of, 39- 41, 41
dovetails, 51
drawers,

bottom s of, 52
developm ent of, 41, 42, 4 3
graduated, 23 1-33
lipp ed , 51-52

feet, 161
bracket , 51

finials, 38 , 43 , 55
forms in, representativ e, 227-53
hard ware, vs. C hippenda le, 79
high chests, 31, 37, 41

arch itec tu ral, 55
bonn et-top , 234-37
develo pme nt of, 42-4 3
flat-top , 23 1-34
wit h gilde d she lls, 54
japanned, 56

histor y of, 34-50
japann ing, on Q uee n Ann e high

chests, 56
join ery in, 50 , 5 1, 52
knee blocks, 155
legs, 36-37, 48, 49

cabr iole,5 1
cyma, 245
vs. Willi am and Mar y, 37

moldings, 5 1, 55, 228-30
development of, 42-4 3
tea-tabl e, 44

mor tise and ten on , 51, 52, 53, 54
negativ e space in, 37, 38-40 , 23 1, 23 4,

238,241
orna ment in, 162
pediments, 38, 41, 55 , 234-37

arch ed , development of, 4 3
plinths, 55
seats in , 52-53

joiner y for, 52-53
she lls, 231-32

development of, 55
gilded,54

sofas, 50
developmen t of, 50

su m ma rized , 109- 10
tabl es, 41

card, 46- 47
card, folding-top, 247-49
developm ent of, 4 3-48
dr essin g, 43, 238-40
drop-l eaf, 47
mi xin g, 44
ped estal, 46
ped estal, tip-top , 46
side, 46
tea, 44 , 241-4 3
tea, informal, 44 -45
tea, square, 39

turnings, 41
upholster y, development of, 49-50
venee r in, 166, 38
walnu t in, 40-41

R
Rails:

knee blocks for, 154 -55
sha ping, 122

Randle, William: as japanner, 57
Randolph, Benjamin: cited, 65
Rasps:

cutt ing acti on of, 121
usin g, 15 2, 153

Rawson , Joseph, and Sons: card tabl e by,
93, 286-88

Recueil de Decorat;ons lnterieures (Fontain e
and Percier) : cite d, 103

Reeding:
deri vati on of, 100
Phyfe, 107
She rato n, 86 , 100

Regency:
developm ent of, 104-105
Phyfe in , 106-107
English, 104-105

Region al sty le: and apprentices h ip system ,
32

Ren aissan ce: infl ue nce of, on moldings, 30
Repository of Arts, Literature, Commerce,

Manufaerures, Pashia", and Politics
(Ackerman ): cited, 105

Reproducti ons: accurate, ach ieving, 114
Resin s:

for fin ishes , early, 296
for varnish, 189-90

Restoration : history of, 7
Rhod e Island:

beds, t all-post , Queen Anne, 50
chairs,

easy, Qu een Anne, 49-50
H eppl ewhite, 289
splat-back, Queen Anne, 244-46

ches t-w ith-d rawe rs, Jacob ean-William
and Mar y transiti onal, 2 12-14

high ches ts, 23 1
tabl es, tea, 44 -4 5
Seealso Newp ort . Providen ce.

Rococo:
book on , cited , 60
elem ents of, 59-6 1, 63
end of, 82
Fren ch, 6 3
Ge orgian, 63

Rosett es:
Federal , 98
paterae, as Adam moti fs, 8 1

Rosewood : in Empire, 104, 108
Roubo, And re Jacqu es: Cart du me",lis;er

ebeni s te,cite d, 166 , 186, 187
Routers: "turning" with, 184
Rule joint : di scu ssed, 47-4 8

S
Salem (MA):

chairs, arm , sh ield-bac k, 95
ches ts-of-d rawe rs, bornbe, 25 8
desk-book cases in, 264

Fed eral , 89
as fu rn it ure- making cente r, 87
as port, 34
tables,

cha m ber, Feder al, 88
Jacob ean, 10
ped est al, candlestand, 9 1

window seat, Hepplewhite, 97
Sand paper:

development of, 114
early subst itu tes for, 186

Savery, Willi am: cited , 65
Sawm ills: development of, 115
Saws:

band, invention of, 116
circu lar, invention of, 116
framed , 122

for venee r, 166
pit , 115

marks from, 11 6
reciprocating, marks f rom, 116, 241

Scrape rs:
acti on of, 119, 120
for su rface pr eparation , 120 , 186
types of, 119-20
SeealsoScratc h stoc ks.

Scratc h stoc ks: uses of, 123
Searle, William: carving by, 14
Seats:

join ery for, Queen Anne, 5 2-53
slip, 49

end of, 96
Seealso Upholste ry.

Secretaries: SeeDesk-bookcases.
Seddo n, George: wo rks hop of, III
Sewall, Sam uel: co rn ice by, 123
Seymo ur, John:

tambour desk by, 89
wo rk table by, 94

Shellac
early use of, 190
producti on of, 190
as "varnish: 188
SeealsoVarnish .

Shells:
applied, 266
Boston, 239
carving, 164 -66
C hippenda le, Town send, 78

developm ent of , 41
gilded, Q ueen Anne, 54
inlaid , 17 3

Fed eral, 98
origin of, 162
Q ueen Anne, 23 1-32

developm ent of, 55
Shera ton, Th omas:

Cub;llet D;eriollury, The,cited, 85,
123,1 87

Ca binet-M aleer and Upholsterer's
DraunngBook, The, cited, 85, 95

Cabinet-lvtalcer, Upholsterer and
General Art ist's Ellcyclopedia, The,
cited,85

influence of, 88, 90
pe rspect ive d rawin gs in, 205

Shera ton (style):
Am er ican, features of, 88
con vert ible pieces of, 86
desks, cylinde r, 90
features of, 85
peri ods of, 86
su m ma rized, 10 9
tabl es, card, 286-88

Shipp ing: rise of, and des ign, 19 , 33-34
Side boa rds :

Fed eral , development of, 9 1-92
H eppl ewh ite, 283-85
in Hepplewh ite's Guide, 84-85, 92,

283
Smith, George: Collectionsof Designs for

Household Pun liWreand Illterior
Decoration, cited, 10 5

Sofas:
cabriole, Hepplewhite, 96-97
C hippenda le, 76
Em pir e, 10 8
Federal, developmen t of, 96-97
Q ueen Anne, developm en t of, 50
squa re, Shera to n, 97
See alsoWindow seats.

Spain:
influence of,

in Queen Anne, 35
on Willi am and Mar y, 18

Spo keshaves:
cutt ing act ion of, 120-21
using, 15 2-53

Stains:
colorants for, 297
defi ned , 188
early, 187, 188

reci pes for, 298
Jacob ean , 15
oil, p igm ented , d isadv ised, 188
Seealso Dyes .

Sta lker, Joh n, and George Parker : A Treatise
of Japanningulld \!lIn1ishillg, cited, 57,
190 , 19 5, 196

Sta nds: SeeTables: pedestal.
Stoo ls: joi nt , 10
Su rface preparati on :

lSth-cen tu ry, 114-15
for fini sh , 186
as gu ide to age, 115
by imp ortan ce, 115
by planes, 116-19
by scrape rs, 11 9-20
by spo keshaves, 120-21
Seealsoseparate tools.

Swags: as Ad am motifs, 8 1
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T
Tab les:

aprons of,
finia ls for, 22

and negat ive space, 39
breakfast , 48
card,

C hippe ndale, 73
Empire, Lannuier, 107
Fed eral. 92-93
Federa l, shapes of. 9 2
fo ldin g-top , Queen Ann e, 247-4 9
Hepplewhi te, 92-9 3
inlaid , Fed eral, 99
pedestal, Empire, 10 6
Queen An ne, 46-47, 247-49
Sheraton, 92, 286-88
ti me required for, 10 1
Federa l, 100

cha mbe r, 10

Federa l. 88 -89
in C hippe nda le's Director, 71
console, 46

co nverti ble, She rato n, 86
cross-st retc hers for, 74, 2 15- 17
dining,

C hippe nda le, 69-70
dro p-leaf. bu tt cr fl v 23
d rop-leaf, Ch ippe~da le, 73,

276-78

d rop-leaf, gate leg, 23, 221 -23
drop-leaf, Q ueen Ann e, 47
d rop-leaf. st ructure of. 22 1, 276
dr op-leaf. tongue-and-groove jo int

for, 22 1

exten dable, Hepplewhite, 94
Federa l, 93-94
gate leg, in print, 16
t ime required for, 10 1

dr essin g, 164
cases for, 140-41
C hippenda le, 70
drawer runners for, 144
end of, 88-89
legs of, tu rned , 29 -30
Q ueen An ne, 43, 238-40
st ructure of, 2 15

William and Mary, 22, 2 15- 17
game, 44-4 5

foldin g, 46-47
Jacobean, with dr awer, 9
leg-and -str etch er, 9- 10
legs of, turned, 29
mixing, Q ueen Anne, 44
with needl ework top , 247-49
Palladian, 40
pedes ta l,

candlestand, Federa l, 9 1
piec rust, C hippe ndale, 72
Q ueen Anne, 46
roun d tea, 273-75
stylized, Federal, 9 1
t ip-top , Q ueen Anne, 46

Pembroke,

C h ippendale, 74
Hcpplewhit c, 90-9 1
icicle in lay on, 174
tim e requi red for, 101

pie r,

Empire, 107

in Shera to n's Dral/'illK Book, 85
porri nger-topped, 44-45 , 46

310 I N D E X

Queen An ne, 4 1, 43-48
rul e joints in, 47-4 8
side,

Adam, 8 1

in Hepplewh ite 's GI/ide, 83
pier, C hippendale, 72
pier, Fede ra l, 9 1-92
Q ueen Anne, 46
slab, C hippe ndale, 72

st retche rs of, cross, 22
tabl e-chairs, 9
tea, 22-23

C h ippe ndale, 70
C hi ppen da le, C hina, 70-7 1
C h ippe ndale, tu rret-top, 71,

270-72
fo ldin g, 45

lose prominen ce, 90- 91
Q ueen Anne, 44 , 24 1-4 3
Q ueen Anne, infor ma l, 44 -45
Queen Ann e, square, 39

William and Mary, 29
const ruct ion of, 27

wor k,

Federal, 94-95
Sheraton , 94

See also Rureau -tables.
Teak : co ntra ct ion-expansion rate of, 19 5
Tops :

atta ching,

wit h battens, 144, 14 5
wit h cleats, 145
with glue blocks, 276 , 277
in rabbets, 145-4 6
with screws, 14 5, 276
wit h slid ing dovetails, 144-45

Town send, C hristophe r:
high ches t by, 234-37
work shop of, III

Townsend, Joh n:

ball-and·c1aw feet , 156-57
bureau -tabl e by, 78-77
chests-of·d rawers by, 22 8-30
chests-on-<:hest by, 69
cited,65

table by, Pembroke, 74
Treatiseof lapa nning and \{ln lishilll:,A

(Sta lker and Parked : cited, 57, 190 ,
19 5, 196

Tufft, Th omas: cited , 6 5
Tu rners: as artisans 14
Turnin g: '

Baroqu e, 17
of cabriole pad , 15 1-52
development of. 176-77
facepl ate, 18 3-84

cu pping prevent ion for, 184
flared t rumpet , 2 18- 19
half. 13-14

Jacobean , 9 , 10 , I I, 12, 13
of legs, off-center, 45
off-center, 182-8 3
pattern s for, 178
process of, 178-82

.Qucen An ne, 49, 41
regional variation s in, 22 1
Sheraton, 86
spind le, 180-82
tools for, 178-79
twist, I I, 12

William and Mary, 27, 29-3 0
See also Lathes.

U
Underwoo d, John: turner, 177
Upholstery:

with brass tacks, 95
for chairs, Federal. 95, 96
fabric, Will iam and Mar y, 25
Hepplewhtn-, 83

leath er, Will iam and Mary, 24
origins of, 12

Q ueen Anne, development of, 49-50
"Tur key," I I

Urns :

as Ada m motifs, 8 1
on candlesta nd, 9 1
as containers, 84
and pede sta l, in Hepplewhite 's G uide

84 '

up side-down , as finials, 266

v
Varni sh:

alco hol for, 189
copal for, 190, 191
de velopment of. 188-89
early,

defined, 188-89
recipes for, 298-99

fixed-oiL 190-91
ambe r in, 190, 191
early, 190-9 1
linseed , 190

kinds of, 28

resins fo r, early, 28, 189, 190, 296
she llac, 188, 190
turpen tin e, 190

Ven eer :

bandings of, 166-67
black-dyeing, 194 -9 5
cau k lamping, 168, 169
devel opment of, 166-67
discussed, 28
Empir e, 108
Federal, 11 2, 91, 100
glue for, 168, 169

hammeri ng on , 167-69
Heppl ewhi re, 83, 87
oyste r, 166

Q ueen Anne, 54-55 , 38
Sheraton, 88

sim ulated, William an d Ma ry, 27
t rimm ing, 169
vacuu m-bag clam ping, 169
William and Mar y, 27

Vile, W illiam: cited, 64

""'yaKe dans la Basseet la Halite l'gypte:
in flu en ce of. 104

W
Walnut: in Q ueen Ann e, 40-41

Walpole, Horace: and Gothic revival, 6 1
Waxes:

early,

mixture for, 189
recipe for, 299

Jacobean use of. 15
Wear: replicat ing, 185
William and Mar y (style):

Am erican, beginni ngs of. 8
bureau-cab in e-r, 21
and Ca rolean pe riod , 8
carving, 16, 27, 28-29, 22 5-26
cases, 2 15

ana lyzed, 30
co nst ruct ion of. 140
doveta iled, 26

chairs, 23-25

crest-rail fro m, 28
developmen t of, 24-25
easy, 25

chest-over-drawers, 19
couc hes, 23, 25
decorative eleme nts in, 27
defin ed, 18
desk-bookcases, 21
desk s, 2 1

dovet ails in, 18, 112, 11 5, 130
drawers, 26-27, 215, 218 , 220, 22 1-23

proport ions of, 30-3 2
ebon izing in, 194
in England , 8, 16-17
feet-attachment meth od in, 147
fini shes, 28

for ms in, represent at ive, 211-26
high chests, 20 , 2 1, 27, 31, 36, 37,

218-20

an alyzed, 30-3 2
japa nned , 55 , 56
Palladia n-infl uenced, 36
venee red , 27

history of, 16-18
in America, 19-32

-Jaco bean t ransit ion, in chest, 212-14
japa nning, 57
legs, 26

drama of, 31, 37
turned , 22 1-23
tu rned , profi les of. 29-30
vs. Q uee n Anne , 37

moldin gs, 26, 27, 215
types of, 30

ornamen t in , 162
sum marized, 109- 10
tables, 22-23, 29, 22 1

co nst ruct ion of, 27
dining, d rop-leaf, 23, 22 1-23
dr essing, 22, 215-17
legs of, 29
tea, 22

turni ng, 27

profi les in, 29-30
uph olstery,

fabr ic,25
leather, 24

veneer, 166, 27
simu lated, 27

Window seats: Hepplewh tte, 97
Wood :

by period , 8

precompression of, as crack
prevention , 141

Wood movement :

acco mmoda t ing, 141, 293
calcu lat ing, 29 3
explained, 293

Works ill A rchitea ure (Adam ); cited, 8 1
\Vorkshops:

condit ions in, Federal. 100- 101
early, described , III

and th e industr ial revolut ion, 10 8
price gu ides fo r,

English, 87
New York, 173
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