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The Editor's Attic 
~ rt' and e1Jlbtil1eSS matter of fact, however, whether the program opens with some-

r thing and ends with nothing, or with nothing and ends with 
THE art galleries of New York City have, oflate, been almost something, the results are hardly to be differentiated. 

literally plastered with displays exemplifying modern trends in There is no novelty in all this abstraction or concretion except 
art since the year 1912, when the Nude Descending the Stairs the studied self-consciousness of todav's artist. When old Grandma 
first made its clattering appearance before an astounded and Huckabuck designed a hooked rug; she not infrequently gazed 
incredulous American public. The same nude, still suggesting a out of her window upon manifold familiar things, whose aspeCt 
flock of wooden furniture being cast down ten flights in an apart- she thereupon so completely transformed in terms of colored 
ment house - probably to make room for clinical chromium - rags that no one else could guess what had been her source of 
recently turned about and climbed up again by one story to inspiration. Grandma Sniffenstitch, on the contrary, just made 
grace the huge latter-day show at the Museum of Modern Art. up her designs out of her own head. In some of the most delight-

Huge this show was, for it occupied the walls of four loftily ful of domestic textiles abstraCtion has been thus achieved, quite 
separated rooms. Managerial benevolence annotated each group without other intent than that of making a "pretty." 
Ilf exhibits for the better enlightenment of the general public. Modernistic pretties painstakingly executed in oils on cam'as 
By reading the posted explanations, and viewing the neighboring shock a good many persons, who find it difficult to reconcile such 
pictures, one might learn that cubism dissects and simplifies non-representative productions with the longstanding assump
lorms into associated cubes - rather static stuff, of course. tion that a painting hung on a wall should be the likeness of a 
Futurism is cubism that has been fed on vitamins until it begins person, of an animate or inanimate objeCt, or of a scene of some 
f() prance. Then there are orphism, dadaism, and some other kind. This conception is so deeply ingrained in most of us as to 
isms, but the Attic forgets their special significance. constitute a prejudice that renders us incapable even of looking 

Just now, at the Museum and elsewhere, sundry changes are at abstraCt paintings. Somehow these strange compositions seem 
heing rung on abstract art. The misguided geniuses who first tinged with immorality. So they are, to the extent that they are 
hegan hacking objeB:s into cubes committed, I surmise, a grave contrary to our mOl'es, the customs to which we are habituated. 
error in leaving here and there throughout their compositions a The Attic confesses that it does not care for such works; not, 
few recognizable chunks of this and that - a procedure hardly however, because it finds them per se disturbing, but because it 
more permissible than inadvertently imbedding a collar button considers them technicalh' labored and emotionalh' insincere. 
in a croquette. Under current rules of the game, identifiable \'iewed as scientific expe;iments, modern abstraCli~ns are not 
foreign matter is being rigorously excluded, thus compelling the infrequently interesting and fairly pleasing. That, alas, is about 
art lover to capture the f1avor of each clef d'(et(we, if he can, the best that may be said in their behalf. In general, whatsoever 
without information as to its ingredients. This method is essen- faint evidences of a vital spark they reveal seem to be the off
tially masculine, and possibly had its origin in the concoction of spring of an inorganically chemical fertili7.ation of the spirit; too 
Sunday evening chafing-dish menus from whatever might be frequently of a frustrated creative urge that has been thrown 
discoverable in the refrigerator. back upon itself to ferment until it forces an exit to expression 

Abstract painting is to be achieved in one of two ways. The through subtly pernicious channels. 
artist may start with some more or less specific form, or forms, in .r--
his .m~nd's eye - such, perc~ance, as a cabbage ~~d a setti~g or "Semher eadem" r:.Bobs U/l 
"an-tInted Easter eggs. HaVIng removed these vIsIOnary objects r r 
ro the seething cauldron of his soul, he allows them to simmer THE late J. B. Kerfoot, in his pioneer \'olume ,111lericflll Pew/er 
until they have lost all resemblance to inhabitants of the vegeta- (p. 92), expresses his belief that the SE~1I'ER EA()E~1 mark ac
hIe or the animal kingdom. By this time they have become suffi- com?anying the legend BOSTO:\' on sundry eighteenth-century 
ciently abstract to be spread on canvas. As an alternative the pewter plates was employed by Thomas Badger, pewterer in the 
artist may approach his creative venture with an imagination Massachusetts capital. This beliefis reaffirmed in Some Notes 01/ 

quite unstimulated by outside interference, and gradually evolve "111lerican Pewterers, published in 1926 by the late Louis Gueri
from his inner consciousness a pattern of utterly unreal shapes. neau Myers. But Mr. Myers carries his investigation somewhat 
In the latter instance the operation is known as concretion. As a further than does his predecessor. He finds that Boston claimed 
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J)itlmt'/cT. i) I; inchl"s. 
The ,,,chwa,' wi rh its 
motto i~ apparently 
idenrical with th~t ap
peaTlng: on anon ~Tl1ous 

Boston pia res \Js\Jall,' as
cribcd to T ho mas Bad
!!cr, ;\ dera il of the 
i--, nglish mark and a 
skerch of rhe "er earlier 
mark of loh,; Osborne 
(Lolldoll , ' 1;13i shown 
helow, /lOstOll mark 
will he found in l(cc
t'not's .IJII,'rirflJl Pef~ It'r. 

l'lalt" (r&m 11.,(· ({Jllr'dir,n 
'/ N, "-T, Sbl'ld', 1J 

t \\ ' 0 Thomas Bad!.!ers, fa t her anli 
son, The f()rmer~ born in I-:-;~ 
and apparentl,' acti,'e until ,~"3 
or en!n later, ,,'as e"identh' a 
full-tledged pe" 'tern long het-ore 
the outbreak uf the l{el'()lution, 
!:ollowin!! the close of that con
tlid, he :ldopted an eagle mark 
for identifying his products, Prior 
tcl the "~ o ar, in \lr. \ll'ers' jud!.!-
ment, he had used th~ an(}til'll,-OUS SDII'ER E,'\IlDI de"ice, con
sisting of an arch supportel'! on columns enclosing a rose and 
crown, and disp!a"ing the first word of the motto in the frame of 
the arch, the second ,\'()rd in the base, The arl!;llmcnt seems lo!!i
cal, particularl~' in ,'ie'I' of the fa~-t that the -BOSTO:\ stamp ~il 
SE~)I'E\( F .. IIlDI items is identical in e,'en' resped with that 
discOl'erable in conjunction \I'ith Badgcr's later mark, in which 
his name is dispo~e;1 alH)I'e and bel 0 \1:- an eagle motil 'e , 

That the faithful morto Sell//'c)' i':ar/"III (a lll'al's the same) did 
not originate as a pewter trade emblem with Badger was malk 
clear in a note Ill' the late Ho\\'ard 11. Cotterell, published in 
:\:\TI'.!L'ES for June I <)lb- :\s earh' as 1713 it \I'as bral'ell' dis
pla,'ed in the touch of John Osborne of I,ondon, The accompan,'
ing eiemenrs of the Osborne mark, h()\I'en!r, differ so \\'idel~' from 
those associated \I'ith the motto in the much later touch ascribed 
to Badger as to forhid attempts to conned the two makers, So 
the opinion orig inalh' alh'anced h~' \lr. I\.erfoot and later sub
stantiated Ill' \Ir, \hers has seemed to be fortified be,'ond 
danger of dispute, ' , 

This hlissful situation might, no doubt, ha, 'e indefiniteh' en
dured except for the inten'e,;tion of I:rancis :\Iason of \:ew 'york 
Cit~" who, some time since, sent the :\ttic a number of pertinent 
photographs with acc(lmpan"ing comment as f"llows: 

.. In the sale of I.ouis :\ I, Ream's pewter at the :\ndcrson 
Galleries in Februan- l<pN, there appeared a plate with the 
familiar gatewa,' touch of SDII'ER F .. IDDI, below which, in 
place of tile exp~ded BOSTO:-; mark, was spread the word 1,0:-;

\)0:\ in a serrated redanL(le, \\'hether th is throws light, or further 
shado\l', on the histon--of '\Ir, Eadem' I I~a\'e ;0 those more 
intimateh' acquainted'with him," 

The :\ttic, alas' percei\'es onl,- shadow. This disturbing piece 
from the Ream colledion is without question genuine, Its English 
source is atte~ted not onll' Ill' the London mark, but b,- the shape 
of the rim: flat, and plain on the olll'erse, with a reinforcing reed 
on the back - a treatment common to English plates fmm 1,50 

on, but, sa,'e in the plates 01 

the Boston ian John Skinner , 
seldom encou n tered in :\ meri 
can ware of correspondin~ 
period, T he crowned X on thL 
bottom of the plate \I'ou ld be 
a less reliahle indication o r 
Fnglish OrigIn were it nor 
acc711llpanieli b!' the crownt" 
initials of the owners, Rand 

S B, The recorded diameter of the piece, 9 ~ inches, finds n< 
counterpart in \Ir. I,erfoot's list of :\merican plare sizes, 

:\dmitting the soundness of this reasoning, how mal' \Ie 
reconcile th~ fact that the accompalll'ing archw;~' with its r~lGtt" 
is, or in the photographs appears to be, line for line an exal't 
dupl ica te of t he arc h wa,' on t he Boston pi a tes ascri bed to Badger' 
The problem might be less baffling were it not compli cated h~ ' 
tI"O coi ncidences, t he one afli rma ti ve, in the iden ti ty of touc hes; 
the other negati"e, in the pervasi,'e absence of any identifying 
name or initials. Are these coincidences due to pure accident or 
ma,' they be tentati\ ' el~' viewed as e\'idence of consistent pur
pose? Furthermore, how comes it to pass that the only SOII'ER 
FADOI mark mentioned in i\Ir. CottereJl's magnUi/J OpllS on 
English pe\l'ter is that of Oshorne, a mark not only earlier than 
the one now in question but in no significant degree resemblin!! 
it? The :\ttic I-entures no answer. :'.Ir , :'Ilason has prO\'ided the 
hat for whose casting into the ring the _J,ttic has herewith sup
plied the moti\'e power and the appropriate arena, Further 

, :~~.~~~nsibilitl, for its disposition must de\'oh-e upon students of 
eter in America and abroad. 

All :A'!J.lCllt-:5rCiJl(/cri Terl")' 

HERE is an interesting sidelight on Samuel Terry, c1ockmaker, 
of l3ristol, Connecticut -(177-1-'1853), Samuel, it n;ay be remem 
bered, was a ,'ounger hrother of the renowned Fli Tern', who 
was tirst to a'ttempt the quantit" production and distri'bution 
of wooden clockworks, and, incidentalh', made a fortune from 
his undertaking_ If Samuel's career was less spdbcular than 
that of Fli, his inventi\'e genius was fertile and his reputation 
widespread and su bstan tial. 

The sidelight referred to is supplied by a letter written b\' 
Samuel in IK" to Judge Fiia! Foote of Jamestown, ~-ew York, 
in response t~ the latte;'s enquiry regarding the cost of installing 
a clock in one of the Jamestown churches, Judge Foore, it should 


