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PREFACE

Five years have now elapsed since the publication
of my volume, "Chats on English China," and in the
interval a great number of readers have written to
me suggesting that I should write a companion
volume dealing with old English earthenware. It
is my hope that this complementary volume will
prove of equal value to that large class of collectors
who desire to know more about their hobby but are
fearful to pursue the subject further without special
guidance.

It is a matter for congratulation in these days,
when so many books have only a short life for one
season, to know that, owing to the enterprise of my
publisher in making the "Chats" Series for collectors
so widely known, the volume dealing with old
English China still retains its vitality, and holds its
place as a popular guide to collecting with profit.

As far as is possible in the limits of this volume,
the subject of old English earthenware has been
dealt with in order to show how peculiarly national
the productions of the potter have been. The collection
of old English earthenware, in the main, is still
within the reach of those who have slender purses.
English china during the last decade has reached
prohibitive prices, and there is every likelihood that
old English earthenware will in the near future
become of unprecedented value.

I have carefully refrained from confining my
treatment of the subject to rare museum examples
which are unlikely to come under the hand of the
average collector. It is necessary to have the ideal
in view, but it must be borne in mind that such
specimens must always be ideal to the larger number
of collectors. I have, therefore, without belittling
the old potters' art, given considerable attention to
the golden mean in the realm of old earthenware
to be collected.

The two volumes—"Chats on English China,"
which mainly consists of an outline history of
English china, with hints as to its collection, and
the present volume, "Chats on English Earthenware,"
with a faithful résumé of the work of the
old English potters—together form a record of
what has been done by the potter in England, and
are intended to be practical working handbooks for
the collector of old English china and English
earthenware.

The illustrations in this volume have been carefully
chosen to illustrate the letterpress, and to
enable readers to identify specimens that may come
under their observation.

Lists of Prices accompany the various sections
whenever it has been thought that they may be
of practical value. I am indebted for the accuracy
of these prices to that useful and authoritative
quarterly publication, "Auction Sale Prices," which
is a supplement to the Connoisseur, and forms the
standard record in the collectors' world of the prices
realised at auction.

A Bibliography of works on the subject has been
given, in order that those who may wish to delve
deeper may consult special volumes dealing in detail
with special sub-heads of old earthenware.

I must here record my thanks for the generous aid
I have received from possessors of fine examples who
have willingly placed their treasures at my disposal,
and by so doing have enabled me to present them
as illustrations in this volume. To Colonel and
Mrs. Dickson I am especially indebted for many
specimens from their interesting collection. Miss
Feilden has been good enough to select some
typical examples from her fine collection of old
earthenware of exceptional interest, and they are
here reproduced by her courtesy, and to Mr.
Richard Wilson I owe my gratitude for kindly
allowing illustrations of some examples of Leeds
cream-ware from his remarkable collection. Mr.
Robert Bruce Wallis, with fine enthusiasm, has
spared no trouble to enable me to present some of
his rare examples, and Mrs. Herman Liebstein
has kindly supplied some fine pieces from her
collection. Mr. W. G. Honey has also kindly
contributed several excellent illustrations of specimens
in his collection.

The illustrations of specimens in the Victoria and
Albert Museum are reproduced by permission of
the Board of Education, and similar permission has
been accorded me by the authorities of the British
Museum to illustrate some of the rare examples in
that collection. By a like courtesy I am enabled
to give an illustration of an exceptional piece of
marked Wincanton Delft, and some other examples
from the collection at the Royal Scottish Museum,
Edinburgh.

Messrs. Josiah Wedgwood and Sons, of Etruria
have afforded me the pleasure of illustrating some
fine specimens in their museum, including examples
of the celebrated service made for the Empress
Catherine II. of Russia. I am especially indebted
to their courtesy in giving me facilities for the
reproduction of a fine series of photographs showing
the various stages in the manufacture of
earthenware, which illustrations should be of practical
advantage to the student and of no little
interest to the general collector. It should be
mentioned that these illustrations have been specially
selected to represent the stages through which a
piece of old earthenware passed in the hands of
the Staffordshire potters.

In regard to the illustrations of the rare examples
of Leeds and other pieces decorated at Lowestoft, and
for the latest details known of this class of ware, I
have to acknowledge the particular kindness of Mr.
Merrington Smith, fine art expert of Lowestoft, who
is known in connection with the excavations conducted
a few years ago on the site of the old
Lowestoft china factory, and whose detailed research
regarding that factory has dissipated many erroneous
theories and thrown so much light on its history
and achievements.

To Mr. Rudd, fine art dealer of Southampton, I
am indebted for a considerable fund of information
relating to some of the exceptional examples of
old English earthenware which have passed through
his hands, and I am under a similar obligation to
Mr. S. G. Fenton, who has contributed some fine
pieces as illustrations to this volume.



Mr. James Davies, of Chester, has given me access
to his collection, and has added some fine examples
which are here included as illustrations. Mr. F. W.
Phillips, of Hitchin, has from his fine collection
made a generous selection of noteworthy specimens.

Mr. A. Duncan, of Penarth, has included photographs
of some especially fine Swansea ware.

By the kindness of Mr. Hubert Gould, I am
reproducing some typical examples of transfer-printed
jugs from his collection of old earthenware.

To other friends who have generously forborne
with my inquiries, and lent me their practical aid
in various directions in assisting me to prosecute
my researches in attempting to arrive at definite
conclusions in regard to points not hitherto determined,
I tender my warm appreciation of their
kindness.

I may say, in conclusion, that a good photographer
is a treasure, and no trouble has been spared by Mr.
A. E. Smith, the well-known art photographer, to
render difficult subjects pictorially attractive in
conditions exceptionally detrimental to his art.

ARTHUR HAYDEN.

March, 1909.
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GLOSSARY


	
Agate Ware.—Earthenware made either "solid" or
in "surface" decoration to resemble the veinings
of agate and other natural stones. The "solid"
agate ware is produced by layers of different
coloured clays being twisted together and cut
transversely. The "surface" agate ware is
splashed and grained decoration on an ordinary
cream body.

	Astbury Ware.—A generic term applied to specimens
in the manner of the Astburys, with raised
floral decoration of white on a red unglazed
body.

	Basalt.—Black Basalt, or "Egyptian" ware, is a solid
black stoneware of great hardness, made by
Wedgwood and by his school of followers.

	Biscuit.—This term is applied to earthenware and
porcelain when it has been fired once. It is
after the biscuit stage that decorations in colour
are applied, and the specimen goes to the oven
a second time (see Chapter I.).


	Body.—The body of a piece of earthenware is the
clay of which it is composed irrespective of the
nature or colour of decoration applied to its
surface.

	China.—This term is applied to porcelain of all
classes, whether true porcelain of hard paste, e.g.,
Chinese, Japanese, Meissen, Plymouth, Bristol,
&c., or artificial porcelain of soft paste, e.g.,
Sèvres (pâte tendre), Worcester, Chelsea, Bow,
Lowestoft, &c.

	China Clay.—The whitest clay known. Obtained in
England from Devon and Cornwall. Used for
porcelain, and also for light-coloured earthenware.

	China Stone.—Known also as Cornish stone; used in
conjunction with the china clay for porcelain,
and employed for stoneware bodies.

	Cream Ware.—This term applies to all light-coloured
English earthenware from about 1750 to the
present day. It varied in character from the
Queen's Ware of Josiah Wedgwood, 1760, to
the "chalk body" used by Wilson at the end of
the eighteenth century. Cream ware of later
date when broken shows a pure white body—a
puzzling fact to beginners in collecting.

	Delft Ware.—A generic term given to earthenware
with tin enamelled surface. True Delft ware
was made at Delft in Holland after 1600, but it
was successfully imitated at Lambeth, Bristol,
Liverpool, &c.

	Earthenware.—All ware may be termed earthenware
which when in the biscuit state is too porous for
domestic use but requires a coating of glaze.
As a rule, earthenware is opaque, differing in this
respect from porcelain, which is translucent.

	Enamel Colours.—The colours applied either in
painted or printed decoration over the glaze.

	Elers Ware.—A generic term used in regard to unglazed
red stoneware with applied decoration
in the style of the Elers brothers.

	Glaze.—The glassy coating applied to earthenware
and porcelain.

	Lead-glaze.—The earliest form used in England
was known as galena glaze, when sulphide
of lead was in powder form dusted on the
ware. Later liquid lead glaze was used,
into which the vessels were dipped.

	Salt-glaze.—Common salt was thrown into the
kiln, and the resultant vapour deposited a
fine layer of glaze on the ware.

	Over-glaze.—This term applies to painted or
printed decoration done after the glaze has
been applied to the object—i.e., over the
glaze.

	Under-glaze.—This applies to decoration, painted
or printed, done before the glaze is applied
to the object—i.e., when completed the decoration
is under the glaze.

	Ironstone China.—An earthenware for which Mason
took out a patent in 1813. The body contains a
large proportion of flint and slag of ironstone.

	Jasper Ware.—A fine hard stoneware used by
Wedgwood, and imitated by his followers. It
is unglazed.

	Lustre Ware.—Earthenware decorated by thin layers
of copper, gold, or platinum (see Chapter XIII.).

	Marbled Ware.—Ware of a similar nature to agate
ware, having its surface combed and grained to
imitate various natural marbles or granites.

	Marks.—In earthenware these makers' names or
initials or "trade marks" were usually impressed
with a metal stamp. Obviously this must have
been done when the ware was in plastic state;
therefore it is impossible to add such marks
after the ware is made, and when present on old
ware they are a sign of undoubted genuineness.
Of course a copy can be made bearing an impressed
mark.


Painted or printed marks sometimes occur
on earthenware usually of a later date. Such
marks may be under-or over-glaze; the former
are not likely to have been added after the piece
has been made.

	Modern.—English earthenware may be termed
"modern" when it is of a later date than 1850.
Though, as is indicated in Chapter XIV., the
modern renaissance in earthenware should be of
especial interest to collectors.

	Over-glaze.—See Glaze.

	Oven.—The "oven," as the potter terms it, is a
specially-built furnace in which the "saggers"
containing the ware are placed during the
firing (see Chapter I.).

	Paste.—This is another term for the "body" of the
ware.

	"Resist" Pattern.—A term in silver lustre ware. For
detailed description see Chapter XIII.

	Sagger.—A fire-clay box in which the earthenware is
placed when being fired in the oven (see Illustration,
Chapter I.).

	Salt-glaze.—See Glaze, and see Chapter VI.

	Semi-china. Semi-porcelain.—Terms applied to early
nineteenth century earthenware having a very
white or chalk body, and having the outward
appearance of china or porcelain. Strongly
imitative and false to the true qualities of
earthenware. It is always opaque. Sometimes
it is naïvely termed "opaque china."

	Slip.—A thick semi-solid fluid composed of clay and
water.

	Spurs. Spur mark.—During the glazing of earthenware
"spurs" or "stilts" of fire-clay are used to
support the articles and keep them from touching
each other. "Spur" or "cockspur" marks are
found on the ware where it has rested on these
supports (see Chapter IX., p. 298).


	Stoneware.—A variety of pottery distinct from
earthenware, and more nearly approaching
porcelain in its characteristics. Earthenware,
as has been shown, needs a coating of glaze to
protect its porous defects. Stoneware is a hard
body needing no glaze. Glazed stoneware is
frequently found, and the glaze employed is
usually salt.

	Throwing.—The art of fashioning shapes on the
potter's wheel (see Illustration, Chapter I.).

	Transfer Printing.—Printing employed as a decoration
on ware by means of paper which had received a
design from a copper-plate, and was transferred
to the surface of the ware (see Chapter X.).

	Under-glaze.—See Glaze.

	"Wedgwood."—This has become a generic term for
one or two classes of ware—e.g., jasper and black
basalt, which were made by most of the potters
succeeding Josiah Wedgwood. The word has,
in common with Boule and Chippendale become
popularly and erroneously used.

	Whieldon Ware.—A generic term covering all classes
of ware of a mottled, cloudy, or splashed character—e.g.,
tortoiseshell plates, vases, figures,
&c.












I



HOW TO

COLLECT:

A CHAPTER

FOR

BEGINNERS











Chats on Old Earthenware


CHAPTER I

HOW TO COLLECT: A CHAPTER FOR BEGINNERS

Reasons for collecting—What is earthenware?—How
earthenware is made—What to collect—Method of
studying old earthenware—Forgeries—Table for use
in identifying old English earthenware.

To attempt to advance reasons for collecting old
English earthenware is seemingly to commence this
volume with an apology on behalf of collectors. But
there are so many persons ready to throw a stone at
others who betray the possession of hobbies differing
from their own, that it is necessary to state that the
reasonable collection of old earthenware is based on
sound premisses.

Similar reasons may be given for the collection
of old English earthenware to those that may be
advanced for the collection of old English china.
Earthenware may be approached mainly from the
æsthetic side and studied with a view to show the
development of decorative art in this country and
the foreign influences which have contributed to its
evolution. The art of the old English potter is of
especial interest to students of ceramic art, as many
processes were invented in this country, and, in spite
of periods of decadence, English earthenware has
won for itself a considerable reputation on the Continent
from a technical point of view.

It may be collected as an adjunct to old furniture
by lovers of old furniture who are precisians in regard
to harmony in schemes of decoration. They prefer
to see china and earthenware of the same period as
the furniture. A modern set of vases adorning a
Georgian cabinet is like putting new wine into old
bottles. So that concomitant with the love for old
furniture, old pictures, and old prints is the accompanying
regard for contemporary china and earthenware.

The "drum and trumpet history" relating the
personal adventures of princes and nobles, and the
pomp of courts, or the intrigues of favourites, sets no
store on the apparent trivialities which mark the
social and intellectual progress of a nation. But the
scientific student of history cannot afford to ignore
the detailed study of social conditions which are
indicated by the china-shelf. The due appreciation
of the development of costume, of furniture, and of
the domestic arts gives life and colour to the written
records of byegone days. A mug or a jug with an
inscription may tell a story of popular party feeling
as pointedly as a broadsheet or a political lampoon.
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The ordinary man sees in the collection of china
and earthenware an interesting hobby. He reads of
the prices remarkable specimens bring under the
hammer, and he begins to think that his education
has been partly neglected since he knows little or
nothing concerning these art treasures, which seemingly
are attractive to other men of culture and
means.

"Collecting for profit" is a phrase that tickles the
ears of many others. Undoubtedly there have been
many who have entered the field of collecting and
regarded their purchases solely as investments. It
must be borne in mind that this class of collector is
not to be despised, inasmuch as when he has mastered
his subject (and as there is money in it he very
speedily sets to work to do this) he is a very formidable
rival.

It is absurd to imagine that an amateur, after
having given especial study to a subject such as old
earthenware, is not in a better position to enter the
market as a buyer or a seller than he who comes
with little or no training.

It is only reasonable that a man should take an
intelligent interest in the evolution of the ware in
everyday use. But it is to be feared that long rows
of cases at the museum with specimens of earthenware
behind glass doors must necessarily be a valley
of dry bones to the spectator unless he bring the
seeing eye and the understanding heart to quicken
these dry bones into life.

Enough, perhaps, has been said as a prelude to
this volume to show that various reasons may be
advanced to account for the new spirit of collecting
which has become so infectious. It is the hope of
the writer that the following chapters, as an outline
of the subject of collecting old English earthenware,
may point the way to a better appreciation of what
is really of value in this field, and will enable the
collector in his search to sift the wheat from the
chaff, and him who already possesses lares et penates
of uncertain age to identify them.



What is Earthenware?—To know what is earthenware
always puzzles the beginner. A rough-and-ready
means of determining the difference between
earthenware and porcelain is to apply the light test.
Porcelain more nearly approaches glass and is translucent—that
is, it clearly shows the shadow of the
hand holding it when placed up to the light. But
there are occasions when this test fails; for instance,
a block of porcelain may, as in a heavy figure, be so
thick as to render this experiment impossible. On
the other hand, fine stoneware may be partly translucent
in the thinner parts. In early nineteenth-century
days a class of ware, such as that of Mason,
is stamped "ironstone china" or "stone china." This
is earthenware of a peculiar nature, having certain
of the properties of porcelain. Similarly, at various
times earthenware has been made which nearly
approaches porcelain in its constituents. Dwight
with his stoneware busts and Wedgwood in his
jasper ware produced earthenware of such character
as to come close to the border line dividing earthenware
from porcelain.

The potter's art is divided into two sub-heads—porcelain
and earthenware—which latter, for purposes
of simplification, includes stoneware.
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Earthenware is of soft body, is opaque—that is, it
cannot be seen through. Its thinness or its thickness
has nothing to do with its title. Stoneware
is equally opaque, but it is as hard as porcelain.
It may be as thick and heavy as a German
beer-mug or a stone ginger-beer bottle, or it
may be cream in colour, and thin as a Passover
cake, as in salt-glazed Staffordshire ware, or white
and heavy, as in later stone china. Porcelain
may be hard or soft and possesses properties
equally its own, but is outside the scope of this
volume.

Practically earthenware is of such porous clay that
when fired in the kiln it is unfit for use, as it is
still too porous until it receives a coating of glaze.
Unglazed stoneware, Egyptian black, and Wedgwood's
jasper ware differ from earthenware in this
respect, as they do not receive any glaze, since they
are of dense enough body to be used in "biscuit"
or unglazed state.

Its appearance. In colour earthenware may be
brown or white in exterior, or brown or white in
body as shown when broken. At its best its style
to the beginner may not be suggestive of great
difference between earthenware and porcelain.
Similar figures were attempted in the one material
as in the other. In France at Niderviller, at Marseilles,
and at Scieux the potters deliberately set
themselves to make objects in earthenware as delicate
and fanciful as were produced in hard porcelain at
Dresden or in soft porcelain at Vincennes. Clocks,
vases, sweetmeat-boxes, and elaborate dinner services
lavishly decorated in over-glaze enamels and gilded,
emulated the best work of the porcelain factories.
In Staffordshire the story has been repeated. So
that form is no guide as to what kind of ware a
piece may be. In weight earthenware is lighter than
porcelain as a general rule, though variations in the
body make this rule an elastic one. In stoneware,
and ware approximating to this in character, the
weight is heavier than porcelain. All ironstone ware
is exceedingly heavy.

Reasons for its appearance. The earlier earthenware
was brown in body. The Dutch potters in the seventeenth
century covered their ware with an opaque
white tin enamel to conceal the dark earthen body
and to enable them to paint on its surface in imitation
of Chinese porcelain. Stoneware, such as the
jugs of early type known as Bellarmines, is of very
vitreous earthenware fired so hard as to resist acids
or the use of a file when applied to the surface.
When glazed this class of ware has salt glaze.
Dwight, of Fulham, introduced white, or nearly
white, stoneware into England in his statuettes,
which induced him to claim that he had discovered
the secret of making porcelain. Cream ware followed
later, and, perfected by Wedgwood, it was adopted
as the standard earthenware of Staffordshire. It was
the last note in earthenware till the beginning of the
nineteenth century, when the Staffordshire potters
invented an earthenware with a white body more
nearly approaching porcelain in appearance. For
fifty years experiments had been carried on, and
this cream ware was whitened by a process called
"blueing" by the use of cobalt to whiten the lead
glaze. But the final invention was by Mason with
his patent ironstone china, in which he produced a
hard, white body.

How Earthenware is made.—A good deal of theory
has found its way into print, but it is not every one,
even among collectors, who has actually seen the
various stages through which a lump of clay passes
before it finally takes its place on the table as a
teapot or a breakfast cup.




[image: ]
MILL FOR GRINDING RAW MATERIALS.

By the courtesy of Messrs. Josiah Wedgwood & Sons.





It has, therefore, been thought of interest to illustrate
a few steps in the process of this transformation
of clay into vessels of utility and beauty. By the
kindness of Messrs. Josiah Wedgwood and Sons, of
Etruria, this series of illustrations appears, and the
subjects have been chosen with a view to showing
those processes of the potter which are practically
the same as in the days of the great Josiah.

The first illustration (p. 37) shows an Exterior View
of the Etruria Works, with the Cornish stone and
the ball clays from Dorset and Devon and the flints
lying in heaps exposed to the sun and frost in order
to "weather." This exposure is considered advantageous,
as the longer the clay is in the open the
better it will work when required for use.

The second illustration (p. 41) shows a Corner of
the old Etruria Works. The structure is practically
the same as in the early days, and the bottom
windows on the right have remained unaltered.
The farthest at the bottom corner on the right
was the room of old Josiah.

The third illustration shows the Mill for grinding
raw materials. The clays are put into this vat and
crushed between two stones. There is nothing different
now from the early days. The old oak beams
tell their story. It is true that steam is now used,
but that is all to make this process differ from that
employed a century and a half ago—first when wind-power
was used, as in flour mills, and later when a
horse was substituted.

This grinding is done with water, and the mixture
comes out a thick liquid. The mixing-tank is the
next stage. These liquid constituents, such as ball
clay, china clay, flint, &c., according to the formula
of the pottery, are carefully admitted into the tank
in correct proportions and thoroughly "blended"
together. The body is now in its "slip" state, and
is pressed and dried to make it more malleable when
not required for casting. In its later stage, in more
solid form, it is ready to be thrown on the potter's
wheel.



The Potter's Wheel.—We illustrate (p. 40) the ingenious
potter who is known as "The Thrower." It
is he who, on a little revolving table between his
knees pressed with his hands, magically transforms
the lump of clay into beautiful shapes. Unfortunately,
modern methods are eliminating the work
of "the thrower," whose art dates back to the
remotest past in the East when man first made
clay into objects of beauty. We find the prophet
Jeremiah saying, "Then I went down to the potter's
house, and behold he wrought a work on the wheel.
And the vessel that he made of clay was marred
in the hands of the potter, so he made again
another vessel as seemed good to the potter to
make it."

Old Omar Khayyam brings a moral to bear on
the potter and his wheel:



"Surely not in vain

My substance from the common Earth was ta'en

That He who subtly wrought me into shape

Should stamp me back to common Earth again."





And Shakespeare, not to miss a good simile, makes
one of his characters say, "My thoughts are whirled
like a potter's wheel."
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The Pottery Kilns.—The next stage is to convert
the vessel thrown in soft clay, and put aside to dry,
into being as a piece of pottery. There are three
ovens, termed the "biscuit," the "glost," and the
"enamel." In the illustration (p. 53) it is seen how
the vessels are put into "saggers," which are boxes
of fire-clay piled upon one another. The doorway
is bricked up and plastered, and gradually the
furnace is heated. Practically this "oven" illustrated
is typical of the "biscuit" or the "glost"
oven, the difference being in the temperature applied,
the latter being at a much lower temperature.

It may be interesting to mention that a quick
oven is three days in firing and three days in cooling
before the ware is removed. For ornamental
and important specimens of a very special nature
as long a period as a month may be taken to fire
and half that time to cool. But of course this is
only in exceptional circumstances.

It conjures up a picture of the awful anxiety of
some of the great master potters at the critical
moment when the doorway is pulled down and the
contents of the oven are drawn. It is here where
the triumph or the failure of the potter manifests
itself.

When taken out of the first oven the ware is
termed "biscuit." It is now ready for glazing. Of
course, in such ware as jasper or unglazed stoneware,
basalt, and similar kinds, the "biscuit" state
is the final one, the object being completed.

The Dipping-house.—In the illustration (p. 57) it
will be seen that the ware in its "biscuit" state is
dipped in liquid glaze in a very deft manner, after
which it proceeds to the "glost" oven to harden this
glaze on its surface.

It is here that great care has to be exercised in
keeping the pieces from coming in contact with each
other; spurs and tripods are placed between each
piece to obviate this. The "saggers" in which this
newly-glazed ware is placed are dusted with material
infusible at the lower heat to prevent the pieces
adhering to these "saggers." In fact, as is readily
seen, a fine specimen may be easily ruined at any
stage.



In undecorated ware, as in the cream-ware examples
illustrated (p. 225), this ends the process, and
they are complete. But in ware that is to be
decorated over the glaze there is yet another stage
before they are finished.

It will be observed that we are alluding to over-glaze
decoration. But ware may be painted before
being glazed,—that is under-glaze. In order, however,
not to confuse the beginner at the outset, this
has been described in a later chapter (p. 326).

The Enamel Kiln.—After the decorations have been
painted upon the glazed ware it has to be fired in
the enamel kiln. A far lower heat than that of the
"glost" oven is required; the flames do not pass
inside the kiln, as in an oven, but are led in flues
all round the kiln. We give an illustration (p. 61)
of this for firing colours or gold over the glaze. As
will be seen, the pieces are carefully protected from
contact with each other, and at this last stage it is
quite possible to undo all the patient labour previously
employed and irretrievably ruin a piece.

In this hasty outline of the various processes of
the potter much has been omitted; but, in the
main, these illustrations should serve to kindle a
more intelligent interest, even among collectors, in
the earthenware and china which has passed through
so many critical periods in its life-history.
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Showing the "saggers" containing ware ready for firing.
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What to Collect.—This is largely a question of
personal predilection. In general the field of English
earthenware may be 