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Abstract
This article contributes to the story of Gaudy Welsh china, a domestic ware manufactured in Britain (1820 –1860).  My primary sources of information are

reference books and journal articles on Gaudy Welsh (1954 – 2002) as well as general and scholarly texts on ceramic production, and museum, gallery and private collections of Gaudy Welsh pieces.  Drawing on the textual and visual evidence contained in these sources, the article explores aspects of history, technology, design and decoration. The result is an updated account that contributes to an understanding of this distinctive and beautiful ware.  More recent ways of looking at and interpreting the significance of ceramics in the domestic sphere are also discussed.
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Introduction

My involvement with Gaudy Welsh china began as a child in the 1950s in Mountain Ash, a mining town in the South Wales valleys.  In this place coal mining is now an historical feature, but in those days it was a large part of peoples’ everyday lives.  A Gaudy Welsh tea service was displayed in the front room of our family home.  Made in about 1860, it had been given to my great grandmother as a wedding present.  She handed it down to her son’s first wife, and it later passed to his second wife (my grandmother), and then to my mother.

My mother called the tea service ‘Swansea Cottage’ not ‘Gaudy Welsh’ and said it was ‘worth something’.  In saying this she did not mean that it had great monetary value, but that it was distinctive and remarkable in its own way.  The service is a very cheerful thing, made up of cups, saucers, small plates, serving plates, a teapot, sugar bowl, slop bowl and jug.  It is in the ‘Tulip’ pattern, hand painted in brilliant colours of cobalt blue, copper lustre, yellow, burnt orange and green.  I admired it as a child because of these colours, bright and joyful.  One day, it was said, the tea service would come to me.

While unpacking the tea service in my Australian home in 2007, I thought about its journey, passing through the hands of five generations of women. I began my own journey to find out more about Gaudy Welsh. This journey has uncovered important as well as thought-provoking information.
I found that the tea service I had admired in our small domestic space is part of the huge output of British ceramics in the nineteenth century. Gaudy Welsh, in effect, marks the transition between hand-crafted and mass produced china. It emerged that the service is more than an aspect of Welsh identity and visual tradition. It has international connections. Its pattern and design reflect a Japanese influence and its significance links to its popularity in North America. Gaudy Welsh started off as ‘cheap and cheerful’ and remains so. Pieces that sold for pennies at fairs and market stalls in the 1860s may still be bought for a relatively modest price on eBay.

One of the most interesting aspects of Gaudy Welsh is the place it has occupied in the lives of ordinary people.  The women in my family recognised its intrinsic value and assigned meaning to individual pieces.  It seems likely that this viewpoint was common, as well as the practice of identifying a young girl in the family to be the next custodian.
This article contributes to the story of Gaudy Welsh china. It comprises four sections:  annotated bibliography; historical context; technology; design and decoration. 
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Section One:  Annotated bibliography

This section presents detail of major categories of information relating to Gaudy Welsh china.  It is beyond the scope of the article to attempt a comprehensive literature review as this would require substantial research into contemporary and primary source materials.
Little has been written on the topic of Gaudy Welsh china.  As a comparatively cheap, unmarked household ware, it sits outside the points of reference of fine quality porcelain.  Scholarly publications seldom mention everyday china.  They are, however, relevant to a study of Gaudy Welsh because they describe the larger context of ceramic manufacture and technology.   Important contributions to understanding Gaudy Welsh have been made by Howard Williams (1978), Monica South (1997 and 2002), Sam Laidacker (1954) and John Shuman (1991).

Additionally, there is a range of more popular writing that has been important in maintaining focus within the collecting community.

The visual impact of Gaudy Welsh china and its important cultural and social roles are discussed in later sections of this article. This first section refers to museum collections as well as some alternative critical frameworks for discussing everyday domestic objects.

Major reference books
Howard Williams’ Gaudy Welsh China, published in 1978, is the nearest we have to a definitive text on Gaudy Welsh. This reference book, based on extensive research and access to major collections in Wales, is an important contribution to the literature.

Gaudy Welsh China is a scholarly approach to the topic, based on original research by an American academic of Welsh descent.
  Williams explains his methodology and his writing is measured and substantiated with footnotes and bibliography.  Williams’ perspective on Gaudy Welsh is straightforward.  He describes himself as an enthusiast and collector and claims that china is most interesting when approached in terms of its fabricators, consumers and their environment.
  His book is an historical narrative around these themes.

In contrast, the strength of Monica South’s Gaudy Welsh Visual Reference Books, two volumes published in 1997 and 2002, lies in the extensive illustrative evidence presented.  Her books are almost totally comprised of colour plates of Gaudy Welsh pieces.  Over 200 patterns are illustrated in Volume One, and 160 in Volume Two.  South’s emphasis on visual references relates to her lifetime’s work as an antique dealer and collector.
 The collecting community is interested in identifying and labelling; in patterns with their associated names and numbers. She is, above all, a great enthusiast and promoter of Gaudy Welsh, writing that the vast array of patterns and shapes never fail to excite the imagination.

The reference books by Williams and South draw on co-operation from
museum curators, mentors and other enthusiasts.  Many of the items illustrated in the books are from major museums and private collections.
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Scholarly publications
A network of international ceramic circles and ceramic societies are responsible for a range of authoritative publications that contribute to an understanding of ceramic production.
 Of these, the English Ceramic Circle (ECC) has been at the forefront in documenting the work of British potteries, production methods, craftsmen and artists, beautiful and unusual items.
In addition to publishing scholarly publications, the ECC also sponsor seminars and publish the resultant proceedings.  A fine example of this contribution is Welsh Ceramics in Context edited by Jonathan Gray and published in two volumes in 2003 and 2005.
  Welsh Ceramics in Context includes Robert Copeland’s paper Pottery manufacturing processes of the eighteenth and nineteenth century.
 This paper is based on early accounts of visits to Welsh potteries and is of value in understanding where Gaudy Welsh sits on a technological/production timeline in comparison with other china.

 A further type of scholarly publication focuses on the accomplishments of individual Welsh factories.
  Some of these studies are outstanding publications.  A case in point is the most famous study of Welsh ceramics, Edward Morton Nance’s definitive work, The Pottery and Porcelain of Swansea and Nantgarw, published in 1942.
 This work was the result of a lifetime of collecting and extensive research on the history and the production methods of the Welsh factories.

Some of the more serious publications give historical overviews or general summaries of a range of factories.
  Robert Pugh in his 1995 publication Welsh Pottery is one of few writers to mention Gaudy Welsh, and this is in order to clarify confusion surrounding the name, its early manufacture and great popularity in Wales.

There is a strong connection between a scholarly approach and museum/gallery collections.
  A growing number of on-line publications contain selected highlights of ceramic collections with images of items, descriptions and interpretation. From a Gaudy Welsh perspective the most useful ones are Gathering the Jewels and Swansea Heritage Net.   

American contribution
One of the interesting aspects of Gaudy Welsh is that it is better known in North America, where much of it was exported and sold, than in Britain, its country of manufacture.  The name ‘Gaudy Welsh’ was introduced by Americans and American dealers, traders and collectors have been influential in popularising the ware.
The earliest efforts to categorise and establish the origins of Gaudy Welsh started with Sam Laidacker and his pioneering Anglo-American China series published from 1938 – 1954.
  His books were aimed at a growing number of china collectors for which identifying and observing different characteristics were important considerations in buying and trading items.
Another author who has contributed to the growth of interest in Gaudy Welsh is John Shuman.  Shuman takes up the identification debate in his Collector’s Encyclopedia of Gaudy Dutch and Welsh published in 1991.
  This work is about recognising the similarities and differences between the two wares and includes a study of the shapes, patterns and colours of Gaudy Welsh. Shuman’s textual descriptions of various patterns are particularly useful for identification.

Popular writing

Laidacker founded the ‘American Antiques Collector’ in 1939 and published twenty-nine issues of this journal in the period 1939–1956.
  The journal contains information on hand decorated wares including Gaudy Welsh.  Schuman contributed over a thousand articles to other antique journals including pieces on the ‘two Gaudies’.

Gaudy Welsh continues to be a regular topic of interest for an extensive range of journals and trade guides.
  The antiques and collectables industry includes fairs, show circuits, collectors clubs, television programmes and expos.  EBay has opened the door to online purchasing.  Information on Gaudy Welsh china is available through an array of web based tools.
  

Never before in the history of ceramics collecting has it been possible to connect so effectively with a chosen pastime.  The more popular writing on Gaudy Welsh is not necessarily based on independent study. Descriptions rely heavily on the work of Laidacker, Williams and Shuman. However, in describing the attractiveness and intrinsic appeal of Gaudy ware, these publications are critical to keeping interest and trading alive.
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Textual and visual sources
Some of the words that have been used to describe Gaudy Welsh pieces are ‘colourful’, ‘cheerful’, ‘gorgeous’, ‘rustic’, ‘exuberant’ and ‘blaze of colour’. These words provide good clues to the richness of the design and decoration of the pieces.  Textual descriptions of the actual patterns may be used as a means of identification and association.  Shuman’s description of the ‘Tulip’ pattern, for example reads,


Three blue lobed pyramidal panels with luster radiating from the edge. 
Interspersed are tiny green and rust-colored leaves on russet stems. Ragged-
edged tulips in yellow are outlined in burnt orange.

Moving beyond textual descriptions, photographs and sketches provided in the literature, particularly in South’s Visual Reference Books, give a good ‘feeling’ for the shapes, designs and intensity of colours.

The experience of looking at actual pieces is more immediate.  In South Wales, important Gaudy Welsh collections may be found in the National Museum of Wales Cardiff; St Fagans National History Museum; the Swansea Museum; the Glynn Vivian Art Gallery Swansea; and Cyfarthfa Castle Museum and Art Gallery Merthyr Tydfil.
In the world of museums, the meaning and significance of objects may be determined by the context of displays.  There are two key ways that exhibitions and displays contribute to an understanding of Gaudy Welsh.  Glass cabinet exhibitions such as those in the National Museum of Wales, the Glynn Vivian Art Gallery and the Swansea Museum display early Gaudy Welsh pieces made in Wales, thus documenting their essential ‘Welshness’. These pieces are marked ‘Dillwyn, Swansea’, a mark used by the Cambrian factory in the period 1831- 1850.
  

At St Fagans, the Swansea Museum and Cyfarthfa Castle, a number of Gaudy Welsh pieces are exhibited as part of period recreations of typical Welsh homes.  They are arranged on mantelpieces, Welsh dressers and corner cupboards, along with dinner services and souvenir china.  This interpretative device acknowledges the special place Gaudy Welsh china occupies within Welsh visual culture.
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New ways of interpreting
With the changes that have occurred in institutions and the practice of art and cultural history over the last years, new ways of looking at objects have developed. These new ways of interpreting include feminist and structuralist approaches.
  

The work of Moira Vincentelli (1992, 1993, 1994 and 2000)
 has opened up the study of ceramics to include questions about gender relations, meaning and identity. Her publications, as well as those of Jo Dahn (2000)
 and Penelope Collet (2008)
, offer fresh insights into the collection and arrangement of popular ceramics and women’s creative expression. Popular ceramics displayed in a domestic setting convey a blending of layers of association and meaning.  The pieces may be aesthetically and functionally pleasing, but it is also likely that they carry personal associations, memories or symbolic meaning.

In summary, Gaudy Welsh is a topic for which there is little contemporary information.  The focus of traditional scholarship has been in the field of prestigious ceramics not the cheaper everyday ware.  Important contributions to understanding Gaudy Welsh have been made by Laidacker (pioneering), Williams (textual), South (visual), and Shuman (identification). The strong efforts of international enthusiasts and the community of collectors have been essential in keeping interest alive. Website information provides new opportunities for accessing images of museum collection.  New ways of looking at objects in a domestic setting offer an approach that may contribute to a fuller appreciation of Gaudy Welsh.
Section Two:  Historical context

Gaudy Welsh china is a cottage ware; a product that was made for sale in Britain (1820 -1860).
  It was produced across a broad geographical area during a period of great change and innovation within the pottery industry. Gaudy Welsh is of varied quality and workmanship, hand painted in floral and abstract designs with vibrant colours.  
The distinguishing features of manufacture, design and decoration are discussed in sections three and four of this article.  Apart from these features what makes this ordinary household ware distinctive and remarkable?  First, there are the distinct ‘tangible’ aspects of name, origins and enduring popularity in Wales and North America.  Second, there aremore ‘intangible’ aspects to Gaudy Welsh, related to its social and cultural context.
Named by Americans
The name ‘Gaudy Welsh’ is misleading in appearing to link the ware with the country in which it was made.  In fact the name was introduced by Americans due to its popularity with Welsh people who migrated to North America as well as its bright decorative colours.  As Moira Vincentelli points out, the word ‘gaudy’ as an adjective may be seen as having negative implications, suggesting something over bright, primitive or pleasing to popular taste.
 
For many years this name was not familiar in Britain except amongst individuals

and families who had American connections.  In Wales, ‘Gaudy Welsh’ was generally known as ‘Swansea Cottage’ and is still referred to by this name by an older generation.
It is closely related to Gaudy Dutch, and John Shuman’s The Collector’s Encyclopedia of Gaudy Dutch and Welsh is based on the two wares sharing a loosely knit connection.  Shuman writes that both Gaudy wares were manufactured in Britain, exported to America for a poor class of people, use similar colours and in some cases exhibit many complementary motifs.
 

Popularity


According to Howard Williams, Gaudy Welsh was among the ‘first people’s pottery’, colourful, free flowing and unpretentious.
  It was manufactured cheaply and sold to working class people, usually at fairs, markets and from door-to-door.  From research undertaken by Williams, we know that two communities, the Welsh and the ‘Welsh in exile’, found Gaudy Welsh china very appealing.  Thus the ware is linked to these people’s ways of critical selection and how they viewed themselves.
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Gaudy Welsh in Wales
In the nineteenth century Wales was a mixture of small family farms and expanding industrial areas based on the export trades of coal, slate, iron and steel.
It was predominantly a working class culture with little disposable income and with women working mostly in the home.  Gaudy Welsh china was inexpensive and within the reach of ordinary people.
As Vincentelli describes, the market for ceramics in Wales was complemented by a fine woodworking tradition and dressers and cupboards made by local carpenters were designed to be both useful and decorative.
  Right up to the present time, Gaudy Welsh jugs, plates and tea services have occupied pride of place on Welsh dressers. There is a particular association with tea services in the ‘Tulip’ pattern.  The ware has retained its popularity in Wales and this continuing visibility provides its present Welsh connection.

Gaudy Welsh in North America
Gaudy Welsh is closely associated with Welsh people in North America. The States where it was initially popular are those of Pennsylvania, New York, Illinois and Ohio, where the majority of Welsh migrants (miners, steelworkers and farmers) settled.  ‘The real devotees of Gaudy Welsh are American’, writes Williams adding that these tend to be people with common Welsh surnames such as Jones, Evans, Hughes, Roberts and Davis.

Williams’ explanation for this popularity is that the migrant Welsh were a ‘visible people’ who tended to establish their own communities and maintain their customs
.  It is likely that migrants carried the ware with them in their household effects and also bought exported pieces once they arrived in America. 
Sam Laidacker reported that British pottery and porcelain ‘holds a charm for American collectors far greater than the ceramic work of any other country’, adding that there was hardly a type that did not appeal to a number of collectors over a wide area.
 Large quantities of Gaudy Welsh were produced for the North American market.  The most persuasive evidence of its enduring popularity is that the ware is now widely scattered throughout the United States. 
Social/cultural settings
Returning briefly to my own connection with Gaudy Welsh, I remember the interior of my family home as being very dark, and the tea service on display as one of its few bright and lively aspects.  The service was valued by the women in my family and this was manifested in a range of repetitive tasks such as dusting, washing and re-arranging pieces on shelves. These tasks had a distinctly meditative aspect and took place alongside rituals of spring cleaning and the changeover of winter and summer curtains.

In my family, the tea service was traced back to four generations of women, their origins, the relationships between them, and their likes and dislikes. It was not like telling a family history; looking at the pieces facilitated spontaneous reflection on these women, reminiscing and story telling. The tea set uncovered their vitality, their daily lives and something of their individual identities.

The work of Vincentelli has been influential in contributing to new ways of looking at objects in domestic settings.  Her work on ceramics and gender reveals objects as a form of creative expression and bearers of meaning.  It is not just that pride in the home may be expressed through the contents of the home.  The collecting of china for display has become interwoven with a female identity and the place of display a signifier of both ‘Welshness’ and female domestic prowess.

Vincentelli describes how objects, even those that are taken for granted, may become ‘bearers of meaning’.  With different uses and associations, meaning can also change over time and a ceramic object may become ‘a rare messenger from a past age’.

Other authors such as Jo Dahn and Penelope Collet deal with related aspects of emotional and sentimental attachment and women’s creative expression.  Dahn describes how everyday experiences may be interpreted through ‘objectscapes’; the organisation of sets of domestic objects.  The framework of an ‘objectscape’ may represent social contexts and signify family and social relationships. 
  Collet makes a point, not often acknowledged when discussing feminine ‘taste’ and decorative ware. The ‘bottom of the range’ ceramic was all that ordinary working people could afford so it was an obvious choice in their efforts to create their own visual identity.

These ways of interpreting the personal and family significance of ceramics in the domestic sphere resonate with my own involvement with Gaudy Welsh.  If we accept that objects can be ‘messengers from a past time’ we may see something profound in a tea service first acquired in 1860, passed down through generations of women and the meaning it conveys in the present.  It provides a connection to memories of the past and a link between past, present and future.
Section Three: Technology

The bulk of Gaudy Welsh china was manufactured 1820 - 1860, a period of economic expansion and increasing mechanisation in the pottery industry. The period was an exciting time with many new factories springing up as others closed down, with a corresponding mobility of owners, potters, technicians and designers.

Much of the development within the British pottery industry has been attributed to business and technical innovations pioneered by Josiah Wedgwood in Staffordshire.  This region became the centre for British potteries and a distinct Staffordshire style emerged.  By the end of the Gaudy Welsh period the Staffordshire potteries workforce numbered close to 28,000.

The making of Gaudy Welsh china sits along a production timeline that was moving from ‘small family workshop’ to ‘factory production’. Change occurred at each stage of production and overall the result was cheaper manufacture, less individuality and economies of scale. In common with other household wares, Gaudy Welsh pieces gradually moved closer to mass production in terms of form, function, design and decoration.
There are several aspects of Gaudy Welsh production about which we know very little. It is extremely difficult, for instance, to determine the date and attribution of individual pieces.  Also little is known about the practice of assigning pattern names.  It appears that they were not given at the time of production, but were developed later and over a considerable period of time.
 This section, while not providing new information on these questions, gives an updated summary of these aspects.

Production process
The following discussion of production processes draws heavily on the work of Howard Williams.  Williams’ sources are general ceramic texts and information from his discussions and correspondence with museum curators and other experts.
Different combinations of ingredients were used to produce Gaudy Welsh.  Finished pieces were called earthenware, cream-ware, ironstone or bone china.  Bottom of the range was earthenware; top of the range was bone china.  Earthenware, used for much Gaudy Welsh production, was the relatively cheap, durable and serviceable option.
There were three stages in the production process.  First came the preliminary processing of clay mixtures.  This included removing impurities (blunging), sieving (plugging) and mixing of ingredients (wedging).
Second the clay was formed into ‘bodies’. Gaudy Welsh body shapes are quite numerous and a combination of the methods of throwing, jiggering and jollying, casting and pressing were used to make them.  Generally the pieces were hand thrown on the potter’s wheel and moulds and pattern tools were used to shape cups and jugs.  Handles, finials (ornamental tops) and feet were attached separately.

There are several indications that the pieces were intended to be used. Teapots, for example, have working spouts: that is, pierced areas for straining tea.  Slop bowls, intended as receptacles for tea leaves, are a generous size.
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The third step in production was firing.  In the case of Gaudy Welsh, three firings occurred, each at different temperatures.  The first firing fused the bodies, and following this any roughness was removed from what was then known as biscuit ware.

Biscuit ware provided the ‘canvases’ for decoration.  Underglaze cobalt blue was applied and the pieces were dipped in glaze before the second firing or ‘fixing’. The glaze provided a glassy surface which was then painted with copper lustre and enamel colours.  The third firing set the lustre and colours.

Differences and imperfections
Even a superficial awareness of steps in the production process helps explain differences in the quality of body, shape and decoration in surviving Gaudy Welsh pieces. For the enthusiast, the various imperfections such as sagging, paint runs, pitting and handles applied askew add to their charm.
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Depending on the sourcing of clay and different recipes used, Gaudy ‘bodies’ have different thickness and weight, and can vary from opaque to translucent.  The differences in firing processes explains the contrast between cobalt blue application which is ‘fixed’ and the other enamel colours (yellow, orange, green) which may be flaked in surviving pieces.  Sometimes in one piece there is different quality body and decoration.  Williams notes that on some jugs, probably made in Wales during the 1820s and 1830s, the bodies are faulty while the standard of decoration is excellent.

Hand painting posed particular technical challenges.  Cobalt blue was a dirty brown when applied before the second firing which brought out its blue/purple colour. Enamels and lustre were almost translucent when applied before the final firing.  Williams comments that the standard of decoration is testimony to the skill of the workforce, most of whom were women and children working in small factories or their own homes.
  
In the transition from ‘handicraft’ to ‘industry’, commercial pressure to produce cheaper goods especially affected the standard of decoration. To minimise the number of firings, enamel colours requiring the same temperature were used. That is, within the range of green, orange/rust and yellow.  Also there was a gradual reduction of hand processes with simpler designs and economy in use of colours.  Small leaves or complex flowers, for example, took longer to paint. The ‘Tulip’ was one of the few designs made over the entire period (1820 – 1860) and pattern economies may be observed in later pieces.
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Dating and attribution
Gaudy Welsh pieces were hardly ever marked despite availability of copyright protection from 1839 and this makes dating and attribution very difficult.
  Knowledge of differing body shapes, style and decoration helps in identification but as Monica South points out care needs to be taken because factories exchanged moulds and freely copied from each other.
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The limited nature of the literature on Gaudy Welsh does not answer key identification questions.  However, Williams has completed basic research and analysis on production dates, places of production and the role of Welsh factories.  He cautions that his work is an interim report and that he adopted multiple investigative strategies and often ‘the best answer is an educated guess’.

Dates and places of manufacture
Following Williams, the main period of production is considered to be 1820 - 1860.  Some authors take the period up to 1890.
  Reproductions manufactured from about 1900 up to the 1930s were generally marked, these being produced by the Staffordshire potteries of Allerton, Blair and Kent.  There is a difference of opinion in the literature as to whether reproductions may be regarded as Gaudy Welsh.

Fig. 10
Gaudy Welsh was produced in several pottery making regions of Britain including South Wales, the North East (Sunderland, Newcastle and Middlesbrough), the South West (Bristol) and in the Staffordshire Potteries.  The majority of the ware was produced in Staffordshire. Williams’ estimate of Gaudy Welsh production is 15% Welsh, 80% Staffordshire and 5% other regions.

Role of Welsh factories
The story of the South Wales factories is complex with overlapping changes of owners, family dynasties, rivalries and cross fertilisation of ideas.
  There are no clear answers to questions about the contribution of these factories to Gaudy Welsh production, as may be seen in relation to jugs and tea services, both of which have particular association with Wales and are favourites for display on Welsh dressers.

Many Gaudy jugs were made in the 1820s and 1830s and the suggestion is that they were made in Wales for the local market.
  These jugs generally include the earliest patterns.  The most common tea service pattern is ‘Tulip’ which has eight variations.  The ‘Tulip’ pattern is the best known in Wales, and is closely associated with Welsh dressers. However, most tea services were manufactured in the Staffordshire potteries.

The existence of a small number of marked pieces is most important in terms of the likely role of Welsh factories.  Early dated pieces show that Gaudy Welsh was definitely produced in the Cambrian Pottery Swansea between 1831 and 1850 and in the South Wales Pottery in Llanelli from about 1840.
The Cambrian Pottery under the direction of Lewis Llewellyn Dillwyn produced a large variety of wares for everyday use.  Plates decorated with the Gaudy Welsh ‘Pot de Fleurs’ pattern are displayed in the Swansea Museum and also in the National Museum of Wales.  As noted in Section One, these plates are impressed with the mark 'Dillwyn, Swansea' and were produced 1831 - 1850. ‘Pot de Fleurs’ spill vases and jugs are also displayed in Swansea Museum.  These vases and jugs are unmarked, but are attributed by Monica South to the Cambrian Pottery.
 

Fig. 11 
Octagonal (base or shaped) jugs, some patterned in the Gaudy Welsh colours

of underglaze blue and overglaze colours, are also displayed in the Swansea Museum where they are attributed to the Cambrian Pottery 1831-50.

The ‘Poppy’ pattern is also recognised as being in the early Gaudy Welsh style. The South Wales Pottery (Llanelli) produced pouch shaped ‘Poppy’ jugs under the direction of William Chambers between 1840 and 1855.  South includes images of poppy patterned pieces in her Gaudy Welsh Visual Reference Books attributed to the ‘South Wales Pottery’.

In summary, the quality and cost of Gaudy Welsh china was determined by the clay, the forming processes and the type of decoration. The survival of ‘Pot de Fleurs’ and ‘Poppy’ pieces, and early octagonal jugs give an intriguing snapshot of early Welsh contribution. With the exception of Williams’ work, documentation establishing the role of Welsh factories is minimal and patchy. From his account, it appears likely that production started in Wales and was later copied, mass produced and promoted by the Staffordshire Potteries for a developing export market.
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Section Four:  Design and decoration.

The category of ‘the aesthetic’ is a complex question that has become controversial on a number of levels. Discussion on what is aesthetically pleasing and how artworks give people pleasure tends to be more broadly evaluated in current times.
  Though Gaudy Welsh has less sophisticated drafting and workmanship than fine china, the ware is visually appealing because of its decorative style and colourful hand-painted decoration.  Some time ago Laidacker wrote that in terms of value, it is the decoration of pieces that is important, not the maker or even the article itself.

Decorative style
‘Chinoiserie’ is the term coined in the nineteenth century for a decorative style that takes its inspiration from Asian art and design. The Chinoiserie style contributed an array of decorative motifs and a new visual vocabulary to the British ceramics industry.
  British porcelain manufacturers copied ‘oriental’ designs extensively and factories, such as Royal Worcester, were well known for producing Chinoiserie decorated china.
  Mason and Ridgeway factories produced tableware in similar designs.  Decoration imitating Asian styles was considered particularly appropriate for tea wares because of the East Asian origins of both tea and porcelain.

Gaudy Welsh design, patterns and colour is part of this fashion. Specifically it is related to Japanese ‘Imari’, a highly decorated and brightly coloured ware. The term ‘Imari’ derives from the seaport located near the porcelain factories at Arita in Japan from which porcelain was exported.  ‘Imari’ was largely an export ware and had limited consumption in Japan.

Imari designs were often based on textile patterns, becoming especially sumptuous when transferred to ceramics as a bold decorative scheme.
  Imari colours, underglaze blue in combination with iron red and gold overglaze and green, yellow and brown/black enamels are very similar to Gaudy Welsh.
Gaudy Welsh designs are vivid and predominantly resemble ‘oriental’ depictions of flowers such as anemones, poppies, tulips, roses, peonies and cherry blossom.  Some designs are abstract with vertical stripes or lattices. Within designs there are a number of decoration similarities. Panels, cartouches, fences, grape leaves and flower petals are common.
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Patterns

Gaudy Welsh is notable for its large number of patterns and variation of design within patterns.  In 1978, Howard Williams estimated the number of patterns as being ‘maybe as many as 300’
  Twenty-five years later, Monica South gives an estimate of 460.
 This may appear to be a large number, but many individual patterns were short lived.  Also, some patterns – ‘Grape’, ‘Hexagon’, ‘Tulip’ and ‘Vine’ - had more than one design, and ‘Tulip’, one of the most common patterns, has eight variations of design. Different executions of the one pattern are not identical as they were individually outlined and hand painted.

Pattern names
Gaudy Welsh pattern names are an aspect of production that has caused considerable confusion.  According to Robert Pugh patterns were not given names at the time of manufacture and the naming of patterns has accelerated in contemporary times, particularly in the United States, to enable the ware to fit more easily into a collectors market.
  Many patterns have been named after what the design represents, such as particular flowers.  Other patterns have been named after villages and towns in Wales.

Therefore the link between pattern names and whoever named them may be quite arbitrary and cannot inform on matters such as design trends.  It appears that Williams, author of Gaudy Welsh China was partially responsible for some of this ‘cataloguing’ and the influence of his North Welsh connections is reflected in the names of patterns such as ‘Bethesda’, ‘Snowdonia’, ‘Deiniolen’, ‘Llanrug’, ‘Capel Curig’ and ‘Caernarfon’.

Pattern numbers placed on the underside of pieces are a different matter altogether.  It may be that patterns were initially known by numbers that were placed on the bottom of cups and saucers, ranging from 2 to 4011.
  It is not likely that different manufacturers shared the same numbers for their versions of the same or similar patterns. 
Colours
A major characteristic of Gaudy Welsh is the colour palette which consists of cobalt blue, copper lustre and various shades of green, yellow, orange and pink. As South points out there is a cohesive quality about the ware in that the kaleidoscope of colours is very consistent.
  The major colours always appear and usually dominate the design.  Gaudy Welsh stands out in the crowded world of collectables and this is largely because of its vibrant colours. Shuman provides an excellent description of colouration,

Yellow was used sparingly or not at all on Gaudy Welsh patterns shading from a light to lemon yellow hue…Gaudy Welsh greens covered the colour spectrum from pale yellow green to a dark green… Russet or burnt orange on Gaudy Welsh ranges from a vibrant hue to a very subtle shading. Incorporated with blue, where the white colour of the object is allowed to show in some patterns, reveals a very attractive

contrast…Cobalt blue as an underglaze colour was incorporated over wide surface areas of Gaudy Welsh borders as leaves, panels, vines and stems, for motifs, and as scrolling…Pink was employed by Gaudy Welsh decorators on a limited basis.

In summary, for an appreciation of Gaudy Welsh decorative style, patterns and colours, words are not adequate.  Take, for example, Shuman’s description of the ‘Drape’ pattern,


Four blue drapes on the edge are spaced between orange serrated 
shapes.  There is a triangular and veined three lobed centre leaf plus 
ornate and shaded pinwheel flowers in orange.

The vivid, bold and balanced qualities of the ‘Drape’ pattern are better appreciated in the following image.

Fig. 14
It comes as no surprise that Shuman, summing up the appeal of Gaudy Welsh, writes that it holds a hypnotic trance over the collector,

The blending of colors and shapes enthral the viewer so that he tries to memorise the patterns, but finds that it is an almost impossible undertaking.

Conclusion

This article is firstly about the literature of Gaudy Welsh, secondly about the characteristics of the ware itself and thirdly about its social and cultural contexts. The significance of Gaudy Welsh rests mainly within the social/cultural and the distinctive quality of its design and decoration.

The idea for the article grew out of my response to unpacking a tea service in my home in Australia, defining moments experienced as cups and saucers were revealed from bubble wrap and tissue paper.  So began my search for information. During the search it became clear that, apart from some basic reference texts and museum displays, there was little documentation available.  An immediate discovery was that the china my family had known as ‘Swansea Cottage’ is now called ‘Gaudy Welsh’.  Further exploration may uncover more information on the earliest uses of these names. 

This article is heavily reliant on Williams’ Gaudy Welsh China for aspects of technology and manufacture.  The questions around accurate dating, attribution and the role of Welsh factories, in particular, are intriguing. Clearly Welsh factories were significant in producing early Gaudy Welsh pieces.  A more extensive search of contemporary and primary sources may retrieve further information on this aspect and also on marketing, exporting and consumption patterns.

Cheap and comparatively simple to make, Gaudy Welsh answered the need for something bright and cheerful in the lives of ordinary people.  The ware is also interesting because it is likely that pieces were painted in people’s homes or in small factories scattered throughout Britain. Further research may reveal details about the decorators and the painstaking task of hand painting.

There is a continuing interest in Gaudy Welsh by collectors and enthusiasts. It is prominently displayed in Welsh museums and many more pieces are conserved in museum storage.  In Welsh and American homes it retains its place on display along with other items of china collected by families generations ago.
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� Howard Y. Williams, Gaudy Welsh China, Des Moines Iowa, Wallace Homestead Book Company, 1978; Monica A. South, Gaudy Welsh: a Visual Reference Book, Abergavenny, Monica South, 1997;  Monica A. South, Gaudy Welsh, a Visual Reference Book, volume 2, Abergavenny, Monica South, 2002; Sam Laidacker, Anglo-American China Part 1, second edition, Bristol Pennsylvania, Sam  Laidacker, 1954; John Shuman, III, The Collector’s Encyclopedia of Gaudy Dutch and Welsh, Paducah KY, Collector Books, 1991.


� Williams spent a year in Wales researching and writing about Gaudy Welsh China. He is a descendent of Welsh emigrants to the United States in the late nineteenth century and has strong social ties to Wales. See Williams, Gaudy Welsh China.


� Williams, Gaudy Welsh China, p.6.


� Monica South lives in Wales; the foreword to her work is bilingual and she has well developed connections with American collectors and antique dealers. See South, Gaudy Welsh, a Visual Reference Book.


� South, Gaudy Welsh, a Visual Reference Book, volume 2, p.13.


� Some of these are English Ceramic Circle (founded in 1927, and the oldest of this group), the American Ceramic Circle, as well as various Ceramic Societies such as the Northern Ceramic Society. These Ceramic Circles and Societies are usually affiliated to major museums and galleries.  Also worth noting are the publications of the Antique Collectors’ Club, which over a number of decades have produced a series of substantial volumes on many aspects of British ceramics, a number of which make reference to ‘Gaudy Welsh’ and other ‘Gaudy’ wares in the context of broader ceramic types eg Geoffrey A. Godden, Godden’s Guide to Ironstone, Stone and Granite Wares, Woodbridge, ACC, 1999.


� Jonathan Gray (ed), Welsh Ceramics in Context, Part 1, Swansea, Royal Institution of South Wales, 2003;  Jonathan Gray (ed), Welsh Ceramics in Context, Part 2, Swansea, Royal Institution of South Wales, 2005.   This major publication examines and updates information on early Welsh ceramics and related English wares.


� Robert Copeland, Pottery Manufacturing Processes of the Eighteenth and Nineteenth Century, in Jonathan Gray, (ed) Welsh ceramics in Context, Part 1, Swansea, Royal Institution of South Wales, 2003, pp. 39-52.


� Several quality potteries were established in South Wales during the eighteenth and nineteenth centuries.  The major ones were Nantgarw (1813-1823), Swansea (1814-1826) Cambrian (1764-1870), Glamorgan (1813-1839), South Wales Pottery, Llanelly (1839-1922) and Ynysmeudwy (1845-1875).


� Ernest Morton Nance, The Pottery and Porcelain of Swansea and Nantgarw, London, Batsford, 1942.  Nance collated his life's study into this publication, which is nearly 600 pages long and has at least 1,000 illustrations. (facsimile copy available)


� See for example, Peter Hughes, Welsh China. An Illustrated Handbook, Cardiff, National Museum of Wales, 1972 and Robert Pugh, Welsh Pottery, Bath UK, Towy Publishing, 1995 


� See Robert Pugh, Welsh Pottery.


� Nance, for example, bequeathed his collection of ceramics around which his work is based, to the National Museum Cardiff.  See ‘The Morton Nance collection of Welsh pottery and porcelain’ www.museumwales.ac.uk


� ‘Gathering the Jewels’  www.gtj.org.uk/  and ‘Swansea Heritage Net’


� HYPERLINK http://www.swanseaheritage.net/ ��www.swanseaheritage.net�/


� Sam Laidacker is best known for his work compiling, classifying and cataloguing the many varieties of Staffordshire wares manufactured for the North American market.  The first edition of Anglo-American China Part 1, was published in 1938 and the second edition in 1954.  Anglo-American China Part II was published in1951.   


� See Shuman, The Collector’s Encyclopedia.


The book is a two-part study that brings together ‘Gaudy Dutch’ and ‘Gaudy Welsh’ into a loosely knit kinship.  Gaudy Dutch china was made in Britain from the late eighteenth century until the 1820s. It has sixteen patterns and while sharing many of the characteristics of Gaudy Welsh is of a higher quality. 


� David Arman, ‘Let Me Introduce You to Sam Laidacker’, China and Glass Quarterly’, Jan/Feb 1997, pp. 41-44.


�‘Meet the Authors’, John Shuman III  � HYPERLINK http://www.collectorbooks.com ��www.collectorbooks.com� (accessed 23 March 2010)


� Articles include Gloria Dale, ‘Gaudy Welsh and Gaudy Dutch’, The Antique Collector, September 1984, pp. 89 – 91; Rosemary Sparks, ‘Gaudy Welsh’, Antiques and Collecting Magazine, February 1995, pp. 40-41 and 56-57.


� See for example Glamorgan Antiques, ‘Introduction to Gaudy Welsh’ � HYPERLINK "http://www.glamorganantiques.co.uk" ��www.glamorganantiques.co.uk�  (accessed 5 November 2009) and Proudlove, Christopher.  ‘Antique Welsh pottery, gorgeous Gaudy relics of a lost art’,


www.� HYPERLINK http://writeantiques2.blogspot.com/ ��writeantiques2.blogspot.com�  (accessed 5 November 2009)


� Shuman, The Collector’s Encyclopedia, p. 137.


� South, Gaudy Welsh, a Visual Reference Book; South, Gaudy Welsh, a Visual Reference Book, volume 2, 


� www.swanseaheritage.net/article/gat.asp?ARTICLE_ID-94 (accessed 23 March 2010)


� For a general discussion of the development of a cultural/social approach see Jonathan Harris, The New Art History, a Critical Introduction, London, Routledge, 2001.


� Moira Vincentelli, Talking Pots, Aberystwyth, University College of Wales, 1992; Moira Vincentelli, ‘Welsh Dressers and Ceramic Display’, Planet, the Welsh Internationalist: 100 August/Sept 1993, pp. 32–37; Moira Vincentelli, ‘Artefact and Identity: the Welsh Dresser as Domestic Display and Cultural Symbol’ in Our Sisters’ Land, edited by J. Aaron, S. Betts, T. Rees and M. Vincentelli, Cardiff, University of Wales Press, 1994, pp. 228-241;  Moira Vincentelli, ‘The Welsh Dresser: a Case Study’, Interpreting Ceramics, Issue 1, 2000. (accessed 27 October 2009)


� Jo Dahn,  ‘Mrs Delany and Ceramics in the ‘Objectscape’, Interpreting Ceramics,


 Issue 1, 2000.  � HYPERLINK "http://www.uwic.ac.uk/issue001/archives.html" ��www.uwic.ac.uk/issue001/archives.html�.  (accessed 27 October 2009)


� Penelope Collet, ‘A Commentary on Women Creating Spaces in Welsh Visual Culture’, Visual Culture & Gender, vol 3. 2008: 90-99.


� Williams, Gaudy Welsh China. 


�  See Vincentelli ‘Artefact and Identity’, p. 231.


� Shuman, The Collector’s Encyclopedia, p. 97.


� Williams, Gaudy Welsh China, p. 122.


� Vincentelli, Talking Pots, p.19.  


� Williams, Gaudy Welsh China, p. 13.


� Williams had personal knowledge of this through his own family tradition.  Ieuan Williams writes that it was customary for ‘Yolen’ to be given as the middle name in the American branch of their family.  ‘Llys Yolan’ was the name of the family’s farm in North Wales.


See Ieuan Williams, ‘My Loose Connection with Gaudy Welsh’, 2/55 Gwynedd Roots, Autumn/Winter, 2008, p. 31.


� Laidacker, Anglo-American China Part 1, Second edition, p. 67.


� Vincentelli, ‘The Welsh Dresser: a Case Study’, p. 2.


� Vincentelli, ‘The Welsh Dresser: a Case Study’, pp.2-3.


� Dahn, ‘Mrs Delany and Ceramics’, p. 1.


� Collet, ‘A Commentary on Women Creating Spaces’, p. 91.


� Shuman, The Collector’s Encyclopedia, p. 143.


� Pugh, Welsh Pottery, p. 57.  


� Some authors consider that lustre and enamels would have required firing at different temperatures, and that what is seen as ‘lustre’ may in fact be thin inexpensive gilding. See Godden, Godden’s Guide to Ironstone, Stone and Granite Wares, p. 246.


� South, Gaudy Welsh a Visual Reference Book, p. 12.


� Williams, Gaudy Welsh China, p. 114.


� Williams, Gaudy Welsh China, pp. 59 -73.


� For suggestions of why there is no manufacturer mark on Gaudy Welsh see Williams, Gaudy Welsh China, p. 39-40.


� South, Gaudy Welsh, a Visual Reference Book, volume 2, p. 11.


� Williams, Gaudy Welsh China, p. 6.


� South, Gaudy Welsh a Visual Reference Book, p. 6.  


� Williams, Gaudy Welsh China, p. 50.


� Lynne Bebb, Welsh Pottery, Risborough, Shire Publications, 2004; Hughes, Welsh China;


Pugh, Welsh Pottery.


� Williams, Gaudy Welsh China, p. 114.


� South, Gaudy Welsh a Visual Reference Book: p. 13.


� South, Gaudy Welsh a Visual Reference Book, pp. 38, 44 and 220.


� See www.swanseaheritage.net/ for various articles and fact files on Cambrian pottery jugs.


� South, Gaudy Welsh a Visual Reference Book, p.38; South, Gaudy Welsh, a Visual Reference Book, volume 2, p.103


� Williams, Gaudy Welsh China, p, 48.


� For a full discussion see Harris, The New Art History.


� Laidacker, Anglo-American China Part II, p .x.


� Cains, Carol and Martin, Matthew, Chinoiserie:  Asia in Europe 1620 – 1840, Melbourne, National Gallery of Victoria, 2009, p. 15.


� According to Shuman, Royal Worcester was the first manufacturer of Gaudy Dutch. Shuman, The Collector’s Encyclopedia, p.13.


� Cairns and Martin, Chinoiserie, p.13.


The great rise in tea drinking in the nineteenth century, and its connection with aspirational values, created the need for tea services – teapots, cups and saucers, sugar bowls, slop bowls and milk jugs.  For an introduction to this topic see Vincentelli, Talking Pots, p18 and Caroline Prosser ‘Breakfast China’ Cyfarthfa Castle display notes, 1994.


� Japan Patterns, www.keele.ac.uk accessed 6 April 2010.  


� Williams, Gaudy Welsh China, p. 114.


� South, Gaudy Welsh, a Visual Reference Book, volume 2, p. 10.


� Pugh, Welsh Pottery, p. 57.


� Williams. Ieuan, ‘My loose connection with Gaudy Welsh’, p. 32.


� See South, Gaudy Welsh, a Visual Reference Book, volume 2, p.10. South recommends caution as numbers may have been incorrectly transcribed, may be workman’s tally mark and numbers painted on underside of jugs may refer to mould of the jug rather than pattern number.


�  South, Gaudy Welsh, a Visual Reference Book, p. 12.


� Shuman, The Collector’s Encyclopedia, pp. 97-8.  Yellow, however, is used on the earliest and most popular pattern the ‘Tulip’.


� Shuman, The Collector’s Encyclopedia, p. 134.  


� Shuman, The Collector’s Encyclopedia, p. 98.  
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