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ABSTRACT 

This thesis investigates the dearth of scholarship on the subject of American 

men’s jewelry from the time of the Civil War. It is framed by a broad inquiry into the 

larger cultural history of men’s jewelry and anchored by a specific case study of 

Krementz & Company, one of the most significant manufacturers of men’s jewelry 

during the period. Until World War II, American men’s jewelry was expected to be 

two things: functional and “correct” in style. Cufflinks, shirt studs, vest buttons, tie 

pins, scarf pins, and collar buttons were all subject to judgment based on their 

adherence to culturally-constructed regulations. Due to this, men’s jewelry deserves to 

be examined separately from women’s, as it was held to a set of entirely different and 

very explicit standards that changed throughout the period.  

Using archival records, primary and secondary sources, jewelry, photographs, 

oral interviews, and material analyses, this study explores men’s jewelry through a 

variety of lenses, including: advertising, retail, manufacture, and its relationship with 

men’s dress. The case study presents an in-depth history of the men’s jewelry 

produced and disseminated by Krementz & Company, a prolific but understudied 

Newark, New Jersey manufacturing firm. Extensive analysis of the firm’s surviving 

business records in the archives of the Newark Museum of Art is bolstered by 

anecdotes shared by the Krementz family and former Krementz & Company 

employees. The author contextualizes men’s jewelry within the larger social, material, 

and technological constructs of the nineteenth and twentieth centuries, utilizing social 

history, material culture history, business history, and biography to achieve a deeper 
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understanding the significance that men’s jewelry had to those who wore it and those 

who designed and manufactured it. 



 1 

Chapter 1 

INTRODUCTION 

“Unfortunate is he who sallies forth in formal attire with an error glaring from 

his vest or bosom. Unconsciously he becomes the cynosure of cynical eyes. He is 

unaware that the only correct form is matched links, studs, and vest buttons.”1 Though 

men’s jewelry, which is defined for the purposes of this study as any male accessory 

created in a jewelry factory or by a jeweler, has received surprisingly little attention 

within the growing field of jewelry history, pervasive opinions like the preceding one, 

taken from a November 1928 Krementz & Company advertisement in the National 

Geographic, provide insight into the complex and structured world of American men’s 

jewelry in the late nineteenth and twentieth centuries. Women could use jewelry to 

showcase wealth, taste, and creativity; men were not permitted to do the same, at least 

according to prescriptive literature of the period. In the United States, men’s 

accessories were governed by a series of rules regarding the “correct” forms for each 

garment and occasion. For males in the late nineteenth and early twentieth centuries, 

jewelry that stood out could make one’s entire ensemble of dress “incorrect,” a fear 

capitalized upon by many advertisements of the day. A particularly telling attitude 

expressed in a 1914 issue of Vanity Fair reads, “it has been said that the perfectly 
                                                
 
1November 1928 National Geographic Advertisement, “Krementz CORRECT 
EVENING JEWELRY FOR MEN,” Box 56, Folder 1: Krementz Advertisements, 
Tear Sheets, ca 1910-1928, Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records.  
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dressed man is he whose clothes one does not notice,” and the same should be said of 

men’s jewelry.2 

While the study of women’s jewelry has enjoyed a recent surge in popularity, 

men’s jewelry has not been afforded the same treatment in publications—either for 

scholars or collectors. Men’s jewelry is addressed briefly in several important works, 

like Ulysses Grant Dietz’s The Glitter and the Gold: Fashioning American Jewelry, 

Alan Flusser’s Dressing The Man: Mastering the Art of Permanent Fashion, and 

Martha Gandy Fales’ Jewelry in America, 1600-1900, but there has been no distinct 

attempt by any one scholar to define and examine historic men’s jewelry in terms of 

what it can reveal about prevailing attitudes and practices throughout history. In some 

works, including Penny Proddow and Debra Healy’s American Jewelry: Glamour and 

Tradition, which is an otherwise nearly encyclopedic exploration of the history of 

jewelry (and jewelry firms) in America, men’s jewelry is disregarded entirely. 

Even publications dedicated to the history of men’s dress, such as the carefully 

compiled The Men’s Fashion Reader, Maria Costantino’s Men’s Fashion in the 

Twentieth Century: From Frock Coats to Intelligent Fibres, and Farid Chenoune’s A 

History of Men’s Fashion make no mention of the jewelry that men wore with their 

formal ensembles. Colin McDowell’s The Man of Fashion: Peacock Males and 

Perfect Gentlemen contains exactly one mention of jewelry, but no self-proclaimed 

comprehensive study of male attire has given men’s accessories the attention that they 

deserve. As editors Andrew Reilly and Sarah Cosbey point out in the opening to their 

Men’s Fashion Reader, perhaps this is a direct result of the acknowledged “…shortage 
                                                
 
2 “The Well-Dressed Man in London: He Tries to Avoid Being Conspicuous, and the 
Keynote of his Evening Dress is Simplicity,” Vanity Fair (September 1914): 71. 
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of literature...on the topic of men and dress” in general.3 Alternatively, Reilly and 

Cosbey’s assertion that a culturally prevalent view in which “’men’s fashion’ doesn’t 

really exist, at least not in the sense that women’s does” could provide another 

explanation for the lack of recent written texts about men’s jeweled accessories.4  

The few books that are dedicated to aspects of men’s jewelry, like Bertrand 

Pizzin and Jeane-Noël Liaut’s Cufflinks, tend to explore one person’s collection—in 

this case Pizzin’s—and generally focus on the aesthetics of the accessory rather than 

pursuing a more comprehensive social history of the object. The biggest hindrance to 

the scholarly exploration of American men’s jewelry is the broadly acknowledged 

feeling—even by those who write about men’s fashion—that all aspects of men’s 

dress, formal or informal, are dull and (for the most part) unchanging in stark contrast 

to the much more glamorous, fluctuating world of women’s fashion.5  

This is not to say that men’s jewelry has never received attention—on the 

contrary—it certainly did during the twentieth century. American periodicals of the 

time contain numerous articles, charts, and guides detailing the proper jewelry to be 

worn for each occasion. Etiquette manuals and advertisements completed the barrage 

of print sources that advised men about what “correct” jewelry consisted of, when it 

should be worn, and even where it should be purchased. Recent publications about 

other aspects of late nineteenth- and early twentieth-century men’s dress, like Michael 

                                                
 
3 Andrew Reilly and Sarah Cosbey, eds., The Men’s Fashion Reader (New York, NY: 
Fairchild Books, Inc., 2008), xi. 

4 Ibid., xiii. 

5 Ibid., 3.  
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John Murphy’s 2006 “White Collared: Fashioning Masculinity in American Visual 

Culture,” Kathleen Hunn’s 2008 “The Ubiquitous Necktie: Style, Symbolism, and 

Signification Through Transitions of Masculinity,” and Pizzin and Liaut’s 2002 

Cufflinks have begun to pave the way for the exploration of historic men’s dress, 

including accessories and jewelry.  

The recent interest in jewelry in general, as evidenced by the comparatively 

large number of jewelry publications released in the last 20 years and several 

important current and upcoming exhibitions, makes now the perfect time to open the 

discussion of men’s jewelry in America during the late 19th and early 20th centuries. 

This study will utilize oral interviews, newspaper and periodical databases, and 

unprecedented access to the Krementz & Company archives—both the extensive 

collection that was recently acquired by the Newark Museum and the ephemera still 

held by the Krementz family—to explore the social significance, materiality, history, 

and aesthetics of men’s jewelry from 1866-1940.  

The second chapter will provide an introduction to Krementz & Company, 

focusing on the company history and its place in Newark, New Jersey’s prolific 

jewelry industry. Next, this study will outline men’s fashion, focusing on formalwear, 

from ca 1840-the present. Due to the fact that most categories of men’s jewelry have 

an inherently functional aspect, an understanding of men’s fashion is necessary to 

contextualize the rise and fall in popularity of specific types of men’s jewelry. Chapter 

three will also introduce men’s jewelry, providing detailed descriptions along with 

intended use, public reception, and a discussion of the implications of men’s jewelry 

for several social groups. The next chapter will introduce jewelry manufacturing and 
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retail, providing context that will be necessary to fully understand and appreciate the 

case study contained in the fifth chapter.   

Krementz and Company has been selected as the lens through which to view 

men’s jewelry during this time in part because of the accessibility of its archives, 

currently held by the Newark Museum, and the cooperation of the family with the 

author, but also because the trajectory of the men’s jewelry created by the company 

closely mirrors the ebbing and flowing popularity of men’s jewelry in society at large. 

The case study, which forms the bulk of this thesis, will present a complete overview 

of Krementz & Company’s men’s designs, manufacturing processes, advertising and 

retail, and will explore the materiality of the jewelry produced by the company.  

This study will attempt to answer a variety of questions, including: what is 

men’s jewelry? Was men’s jewelry relegated to certain social classes, or was it 

available to everyone? What relationships did men have with their jewelry? What 

social implications does men’s jewelry signify? How are men’s fashion and jewelry 

linked, and by whom? How was the notion of “correct” jewelry for men established, 

and how did it evolve? Did men actually follow the advice presented in prescriptive 

literature of the nineteenth and twentieth centuries regarding “correct” jewelry? Did, 

as many current scholars believe, the established rules for men’s jewelry remain static 

throughout the period of this study? The newly accessible surviving records of 

Krementz & Company’s men’s jewelry, including advertisements, design books, and 

manufacturing records, open a previously closed door of scholarship. Through these 

records, it is possible to engage in an in-depth study of men’s jewelry in order to better 

understand how it mattered—and to whom.  
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Chapter 2 

KREMENTZ & COMPANY FOUNDERS’ HISTORY 

In order to understand why Krementz & Company is uniquely positioned to 

provide an illuminating case study for the design, manufacture, and retail of men’s 

jewelry in the late nineteenth and early twentieth centuries, there are two things which 

must first be introduced: the importance of Newark, New Jersey’s jewelry industry 

and the early history of the company and its founders. Though a contemporary visitor 

to Newark, New Jersey might not realize it, the city was once considered to be the 

center of gold jewelry production in America.6 The position of Newark and its many 

jewelry factories in the production of gold jewelry during the nineteenth and twentieth 

centuries is an immensely important factor in understanding the significance of 

Krementz & Company’s own relationship to men’s jewelry during the same period. 

By the time of Krementz & Company’s foundation, Newark was already well 

established as a source for gold jewelry.  

In fact, the 1861-1862 Newark City Directory lists nine manufacturing 

jewelers and that number would only increase over the next decades.7 As for how 

                                                
 
6 Ulysses Grant Dietz, ed., The Glitter and the Gold: Fashioning America’s Jewelry 
(Newark, NJ: Newark Museum, 1997), 11. 

7 Ancestry.com, Newark City Directory, 1861-62 (Pierson, B.T. Directory of the City 
of Newark for 1861-62, Twenty-Seventh Edition. Newark, NJ: A. Stephen Holbrook, 
1861, 488), [database online] (Provo, UT: Ancestry.com Operations, Inc., 2011), 
Accessed January 4, 2015. 
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Newark became the United States’ hub for manufacturing jewelers, Ulysses Dietz, 

editor of and contributor to The Glitter and The Gold, attributes this success to four 

things: Newark’s accessibility via rail, the rise and acceptance of jewelry machine 

technology by the city’s manufacturers, an 1842 tariff on imported silver, and the 1849 

discovery of large quantities of American gold.8 By 1872, only ten years after the 

1861-1862 city directory had listed only nine manufacturing jewelers in the city, 

“…there were reportedly thirty-nine jewelry factories in Newark.”9  

Though Newark’s rapidly growing jewelry industry was clearly prominent by 

the early 1870s, Dietz contends that its so-called “glory years” did not begin until 

1875.10 From that year until the stock market crash in 1929, the city would enjoy its 

second—and most successful—period of eminence within the world of jewelry 

manufacturing.11 It was during this time that Krementz & Company’s connection to 

the city of Newark and all of its resources helped the company rise in reputation and 

fortune.  

George Krementz, founder of Krementz & Company, was born in Wiesbaden, 

Germany on November 6, 1837 (Fig. 1).12 Krementz immigrated to America with his 

                                                
 
8 Dietz, 14. 

9 Ibid., 16. 

10 Ibid., 17. 

11 Ibid. 

12 Ancestry.com, “George Krementz Passport Application, 1878,” U.S. Passport 
Applications, 1795-1925 [database online] (Provo, UT, USA: Ancestry.com 
Operations, Inc., 2007), Accessed October 2, 2014. 
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family in 1850.13 By 1860, they had settled in New Albany, Indiana. In the 1860 

federal census, George Krementz was listed as a goldsmith—the same occupation as 

his father, Martin.14 Though George Krementz’s official address on the 1860 census 

may have been in Indiana, he was actually spending more of his time on the East 

Coast. In 1855, he had started work as an apprentice for Newark, New Jersey jewelry 

manufacturer Alling, Hall, and Dodd. About three years later, after the successful 

completion of his apprenticeship, George Krementz was employed by Smith and Ford, 

a New York City jewelry firm.15  

On August 30, 1864, George married Louisa Hendrick in New Albany, 

Indiana.16 Since he was working in New York at the time, it is likely that he simply 

returned to Indiana to wed Louisa, who was a resident of the state.17 After Lewis J. 

                                                
 
13 Ancestry.com, “George Krementz,” 1910 United States Federal Census [database 
online] (Provo, UT, USA: Ancestry.com Operations Inc., 2006), Accessed January 2, 
2015. 

14 Ancestry.com, “Martin Krementz,” 1860 United States Federal Census [database 
online] (Provo, UT, USA: Ancestry.com Operations, Inc., 2009), Accessed January 4, 
2015. 

15 “Newark Then and Now: Changes That 50 years Have Wrought in the Center of the 
Fine Gold Jewelry Manufacturing Industry,” The Jewelers’ Circular, With Which are 
Consolidated American Horological Journal, the Jewelers’ Weekly, and the Jewelers’ 
Review, Vol. 78, No. 1 (1919): 195. 

16 Ancestry.com, “George Krementz & Louisa Hendrick,” Indiana, Marriage 
Collection, 1800-1941 [database online] (Provo, UT, USA: Ancestry.com Operations 
Inc., 2005), Accessed October 27, 2014. 

17 Ancestry.com, “George Krementz,” 1910 United States Federal Census. 
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Mulford bought out W.P. Smith’s interest in Smith and Ford in 1866, Krementz 

worked briefly as an employee of the newly founded firm of Ford and Mulford.1819  

George Krementz soon returned to New Jersey, partnering with Alfred Van 

Cleve Genung to establish Genung & Krementz, jewelry manufacturers.202122 During 

his 8 years with Smith and Ford (later Ford and Mulford), Krementz had risen through 

the ranks, serving as factory foreman from 1862-1866, an experience that doubtless 

served him well as he began to manage his own firm.23 The Genung-Krementz 

partnership was short lived; it was terminated by 1871 at the latest. Although Genung 

& Krementz is not listed in Newark’s city directories until 1868 (indicating that it was 

founded in 1867), a commemorative document that belonged to George Krementz 

                                                
 
18  “Testimonial Luncheon to Lewis J. Mulford: President of the Jewelers’ Circular 
Publishing Company Honored by Veterans of the New York City Jewelry Trade and 
Presented with Loving Cup to Commemorate His 70 Years of Service in the Industry,” 
The Jewelers’ Circular, With Which are Consolidated American Horological Journal, 
the Jewelers’ Weekly, and the Jewelers’ Review, Vol. 82, No. 1 (1921): 99. 

19  “Obituary Notice,” Metal Record and Electroplater, Vol. 4, No. 3 (1918): 99. 

20 Ancestry.com, Newark City Directory, 1868 (Holbrook, A. Stephen. Holbrook’s 
Newark City Directory for the Year Ending March 31, 1868. Newark, NJ: A. Stephen 
Holbrook, 1867) [database online] (Provo, UT: Ancestry.com Operations Inc., 2011), 
Accessed January 4, 2015. 

21 It is worth noting that at least one source, “Newark Then and Now…,” p. 195, states 
that George Krementz and “…two other young men…” founded the company in 1866. 
Since this report is unsubstantiated by other reliable sources, this study will not 
speculate as to who this unnamed third man may have been. 

22 Dietz’s The Glitter and the Gold contends that George Krementz first went into 
business with Stephen Alling (Alling & Krementz), but as Newark’s city directories 
do not verify this claim; it has not been included in the body of this study. 

23 “Newark Then and Now…,” 195. 
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attests that the company was founded on April 1, 1866 (Fig. 2). The same document 

clarifies that though the company was initially called Genung and Krementz, George 

Krementz himself always considered April 1, 1866 to be the founding date of his 

company—the same firm that would later be known as Krementz & Company.  

After terminating his partnership with Genung, Krementz continued his 

jewelry manufacturing firm with a new—and this time long-term—partner: his cousin, 

Julius A. Lebkuecher (Fig. 3). Most sources for the company history, including 

George Krementz’s New York Tribune obituary, cite 1869 as the year of the 

dissolution of Genung and Krementz’s joint venture, but Holbrook’s Newark City 

Directory for the Year Ending April 1, 1870 states that Alfred Genung, George 

Krementz, and Julius Lebkuecher were all working together prior to April 1, 1870 and 

that their company was styled “Genung, Krementz & Co.”24 By April 1871, however, 

the partnership between Genung and Krementz had been decisively severed. In 

Holbrook’s directory for 1871, Julius Lebkuecher and George Krementz, jewelers, 

were listed as the owners of Krementz & Company.25 The newly re-named company 

retained the 14 Oliver Street location formerly occupied by Genung & Krementz,26 

while Alfred Genung established his own jewelry manufacturing company—Genung 
                                                
 
24 Ancestry.com, Newark City Directory, 1870 (Holbrook, A. Stephen. Holbrook’s 
Newark City Directory for the Year Ending April 1, 1870. Newark, NJ: A. Stephen 
Holbrook, 1869, 265, 379, 390.) [database online] (Provo, UT: Ancestry.com 
Operations, Inc., 2011), Accessed January 4, 2015. 

25 Ancestry.com, Newark City Directory, 1871 (Holbrook, A. Stephen. Holbrook’s 
Newark City Directory for the Year Ending April 1, 1871. Newark, NJ: A. Stephen 
Holbrook, 1870, 381.) [database online], Provo, UT: Ancestry.com Operations, Inc., 
2011, Accessed January 4, 2015. 

26 Ibid. 
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& Company—and moved to another location.27 It is likely, given George Krementz’s 

own view that 1866 was the foundation year of Krementz & Company, that his 

manufacturing firm retained not only the Oliver Street location, but also the tools, 

machinery, and intellectual property of the company formerly known as Genung & 

Krementz. This was not uncommon—The Jewelers’ Circular published similar stories 

throughout the late nineteenth and early twentieth centuries, including the following: 

“The firm of Condon & Volk, of Ocala, Fla., has been dissolved by mutual consent. 

W.W. Condon will continue the business.”28  

Julius Lebkuecher was born in Pforzheim, Baden, Germany on February 9, 

1844.29 The Lebkuecher family left Germany when young Julius was only four years 

old,30 and in 1850 the parents and their three children were residing in New Jersey.31 

Francis Lebkuecher, Julius’ father, is listed as a “jeweller” in the census of the same 

                                                
 
27 Ancestry.com, Newark City Directory, 1871, 269. 

28 “Trade Gossip,” The Jewelers’ Circular and Horological Review, Vol. 15, No. 5 
(1884): 162. 

29 Ancestry.com, “Julius Lebkuecher Passport Application, 1878,” U.S. Passport 
Applications, 1795-1925 [database online] (Provo, UT, USA: Ancestry.com 
Operations, Inc., 2007), Accessed October 27, 2014. 

30  “Julius A. Lebkuecher Dies: Head of Krementz & Co. and Ex-Mayor of Newark,” 
The Sun, May 14, 1913, 9, Accessed December 22, 2014, 
http://chroniclingamerica.loc.gov/lccn/sn83030272/1913-05-14/ed-1/seq-
9/#date1=1906&index=0&rows=20&words=JULIUS+LEBKUECHER&searchType=
basic&sequence=0&state=&date2=1915&proxtext=Julius+Lebkuecher&y=0&x=0&d
ateFilterType=yearRange&page=1. 

31 Ancestry.com, “Francis Lebkuecher,” 1850 United States Federal Census [database 
online] (Provo, UT: Ancestry.com Operations, Inc., 2009), Accessed December 27, 
2014. 
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year.32 As a young man, Julius Lebkuecher apprenticed with a Newark jewelry 

company,33 and then—much like his cousin George—moved to New York City to 

work for Smith and Ford.34 Unlike his cousin, Lebkuecher worked in Smith and 

Ford’s commercial division—not in the manufacturing department.35 Lebkuecher 

married twice—his first wife, Mary Hayden, died in 1893 after fifteen years of 

marriage,36 and he married Louisa Burger on August 4, 1894.37 From 1865-1869, 

Lebkuecher worked as one of Leonard Decker’s traveling salesmen, only leaving that 

position to join his cousin in business.38  

For Krementz & Company, jewelry really was a family business—in 1874, 

Julius Lebkuecher’s father, Francis, joined his son and nephew as a partner in the 

firm.39 During the previous year Lebkuecher had moved his jewelry business to the 
                                                
 
32 Ancestry.com, “Francis Lebkuecher.” 

33 Brad R. Tuttle, How Newark Became Newark: The Rise, Fall, and Rebirth of an 
American City (New Brunswick, NJ: Rivergate Books, 2009), 75. 

34 “Newark Then and Now…,” 195. 

35 Ibid. 

36 “Death of Julius A. Lebkuecher,” The Jewelers’ Circular [Vol. and No. obscured] 
(May 21, 1913): 65. 

37 Ancestry.com, “Julius A. Lebkuecher & Louisa Burger,” New York, New York, 
Marriage Index 1866-1937 [database online] (Provo, UT: Ancestry.com Operations, 
Inc., 2014), Accessed December 27, 2014. 

38 “Newark Then and Now…,” 195. 

39 Ancestry.com, Newark City Directory, 1874 (Holbrook, A. Stephen. Holbrook’s 
Newark City Directory for the Year Ending April 1, 1874. Newark, NJ: A. Stephen 
Holbrook, 1873, page 431.) [database online] (Provo, UT: Ancestry.com Operations, 
Inc., 2011), Accessed October 13, 2014. 
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rear of the 14 Oliver Street location, but it is not clear whether he was working with 

George and Julius at that time.40 Francis remained involved with Krementz & 

Company—at least according to the Newark city directories—until 1887, when he 

appears to have retired.41 George Krementz and Julius Lebkuecher were dedicated to 

the success of the small company that they had founded, and their abilities and 

interests provided for a natural division of labor: Krementz directed the manufacturing 

operations while Lebkuecher was responsible for sales.  

The hard work and commitment of Krementz & Company’s founders paid off. 

The Oliver Street factory soon became too small for the rapidly growing operation.42 

In 1876, the Krementz & Company factory moved to a building at the corner of 

Chestnut Street and Mulberry Street that had been purchased, expanded, and 

remodeled during the previous year.43 From 1866-1878, Krementz & Company was a 

“jobbing” company, which means that it was a wholesale jewelry manufacturer and 

distributor, selling only to others in the industry.44 During this time, most of the items 

produced by the company would have been sold under the name of other jewelers.   
                                                
 
40 Ancestry.com, Newark City Directory, 1873 (Holbrook, A. Stephen. Holbrook’s 
Newark City Directory for the Year Ending April 1, 1873. Newark, NJ: A. Stephen 
Holbrook, 1872, 440.) [database online] (Provo, UT: Ancestry.com Operation, Inc., 
2011), Accessed October 20, 2014. 

41 Ancestry.com, Newark City Directory, 1887 (Holbrook, A. Stephen. Holbrook’s 
Newark City and Business Directory for the Year Ending May 1, 1887. Newark, NJ: 
A. Stephen Holbrook, 1886, 626.)[database online] (Provo, UT: Ancestry.com 
Operations, Inc., 2011), Accessed November 12, 2014. 

42 “Newark Then and Now…,” 195. 

43 Ibid. 

44 Ibid. 
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By 1878, the company had become successful enough that it was able to open 

a sales office in New York—but this is not to say that Krementz & Company ever 

established a storefront.45 This simply means that after 1878, salesmen representing 

Krementz & Company traveled—with samples in hand—to retail jewelers, hoping to 

convince them to purchase or commission Krementz & Company products. This retail 

strategy was clearly successful, as the company continued to utilize traveling salesmen 

well into the twentieth century.46 An 1894 photograph shows the interior of the New 

York sales office, providing a glimpse into the workspace of its dapper salesmen (Fig. 

4).   

The 1887 retirement of Francis Lebkuecher left Krementz & Company with 

fewer partners, and after several years George Krementz and Julius Lebkuecher 

decided to offer a share in the company a few of its best employees: John N. Taylor, 

Thomas Krementz, and Frank Krementz.47 Taylor was the company’s most successful 

traveling salesman, and Thomas and Frank were brothers of George Krementz.48 The 

dates for Taylor and the Krementz brothers joining the company as shareholders 

differ—they are not listed as members in Newark’s city directories until 1896, but a 

1919 The Jewelers’ Circular article about the history of the company states that the 

change took place in 1893.49 Though the dates and reasons each man left the company 

                                                
 
45 Newark Then and Now…,” 195. 

46 Edgar “Ed” Jadwin, Oral Interview—via phone—with the author, October 15, 2014. 

47 “Newark Then and Now…,” 195. 

48 Ibid. 

49 Ibid. 
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differ, it is certain that none remained members of the firm at the time of George 

Krementz’s death.50  

Krementz & Company continued to prosper throughout the last decades of the 

nineteenth century, and in 1899 a T-shaped expansion was added to the Mulberry and 

Chestnut Street building.51 The addition extended along Chestnut Street for 75 feet, 

and the address for the company at this time was on Chestnut Street, where it would 

remain for nearly a century.52 The expansion left Krementz & Company with room for 

growth, so it temporarily rented out spaces to other jewelry manufacturers, including: 

Larter, Elcox & Co.; Joralemon & Co., Essex Watch Case Co.; Jones & Woodland; 

Eckfeldt & Ackley; and Van Houten Brothers.53  

Though Julius remained dedicated to the company for the remainder of his life, 

he had other business ventures—and even a brief political career. He served a two-

year term as mayor of Newark, beginning in 1894.54 Lebkuecher’s role in politics did 

not end there, as he also served for several years (1902-1910) as the Passaic Valley 

Sewer Commission’s chairman and commissioner. Additionally, he was an officer for 

                                                
 
50 “Death of George Krementz,” The Jewelers’ Circular, With Which are 
Consolidated American Horological Journal, the Jewelers’ Weekly, and the Jewelers’ 
Review, Vol. 76, No. 6 (1918): 59. 

51 Ibid. 

52 Ancestry.com, Newark City Directory, 1899 (A. Stephen Holbrook. Holbrook’s 
Newark City Directory Also Harrison and Kearny Directory for the Year Ending May 
1st, 1899. Newark, NJ: Holbrook Newark Directory Company, 1898, 680.) Accessed 
November 15, 2014. 

53 “Death of George Krementz,” 59. 

54 Tuttle, 79. 
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various banking institutions.55 Julius Lebkuecher died on May 13, 1913 after a five-

year-long battle with what his obituary called “…a complication of diseases.”56 He 

was survived by his wife and two sons, Frank and Carl.57 One son, Carl Lebkuecher, 

succeeded his interest in the firm.58 Presumably due to anti-German sentiment, Carl 

changed the family name to Lester in April of 1918, so he will be referred to in all 

other citations as “Carl Lester.”59 

George Krementz died at the age of 81 on March 5, 1918.60 In accordance with 

his December 27, 1917 will, each of his five children received equal shares of his 

estate.61 Krementz’s sons, Richard and Walter, were named executors of his estate and 

each received half of a one-fourth interest of Krementz & Company as part of their 

one-fifth share in the inheritance.62 As the one-fourth share bequeathed by the late 

George Krementz was valued at $300,000, the company’s assets were worth about 1.2 

million dollars in 1918.63  

                                                
 
55 Tuttle, 75. 

56 “J.A. Lebkuecher,” The Metal Industry, Vol. 11, No. 6 (1913): 275. 

57 Ibid. 

58“Newark Then and Now…,” 195. 

59 Ibid. 

60 “George Krementz Estate Divided Among Five Children,” Newark Evening News, 
March 19, 1918, 7. 

61 Ibid. 

62 Ibid. 

63 Ibid. 
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Carl H. Lester, Richard Krementz, and Walter M. Krementz took a big step for 

the company in the spring of 1922 by filing incorporation papers.64 Lester became the 

registered agent of Krementz & Co., Inc., the Newark, New Jersey jewelry 

manufacturing company with an authorized capital stock of $2,000,000.65 The 49 

Chestnut Street address was used as the legally registered office.66 By this time, 

Krementz & Company had already patented what are, irrefutably, its most important 

contributions to men’s jewelry. The company had gained both financial success and 

international recognition from its patents, which hold the key to its connection to 

men’s jewelry. The patents will be discussed further in chapter five.  

Krementz & Company continued to prosper during the twentieth century, 

though the company’s focus shifted from men’s jewelry to women’s after World War 

II.67 As mentioned earlier, Krementz & Company flourished due to several factors, 

including the entrepreneurial and innovative founders and the relationships and 

activity fostered by the surrounding jewelry industry in Newark. The company’s 

participation in the world of men’s fashion and dress, which the next chapter will 

explore, was seminal to its development.  

                                                
 
64 “Newark,” The Jewelers’ Circular, With Which are Consolidated American 
Horological Journal, the Jewelers’ Weekly, and the Jewelers’ Review, Vol. 84, No. 15 
(1922): 104. 

65 Ibid. 

66 Ibid. 

67 Krementz & Company History: Part Two can be found in Appendix B.  
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Figure 1 George Krementz. Image via “Death of George Krementz.” The 
Jewelers’ Circular, With Which are Consolidated American Horological 
Journal, the Jewelers’ Weekly, and the Jewelers’ Review, Vol. 76, No. 6 
(1918): 59. Image in the Public Domain. Hosted on hathitrust.org, 
original at the University of Michigan.  
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Figure 2 “Fiftieth Anniversary Book,” page 1. 1916. Courtesy of the Krementz 
Family Collection. Photograph by the author.   
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Figure 3 Julius Lebkuecher. May 21, 1913 The Jewelers’ Circular-Weekly 
Advertisement. “Death of Julius A. Lebkuecher.” Image via Box 57, 
Folder 4: Advertisement Book Number 3, Part 4. Collection of the 
Newark Museum, Library and Archives, Krementz & Co. Records. 
Photograph by the author.  
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Figure 4 “N.Y. Office, Krementz & Company.” January 20, 1894. Item on loan to 
the author courtesy of the Krementz Family Collection. Photograph by 
the author.  
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Chapter 3 

MEN’S JEWELRY, 1840-PRESENT 

Not only was Krementz & Company one of Newark’s foremost jewelry 

manufacturing facilities during the late nineteenth and early twentieth centuries, the 

history of its jewelry production also aligns with the changes in men’s dress during the 

same period. In fact, the company’s rise to prominence can, in large part, be attributed 

to the popularity of its earliest piece of patented men’s jewelry: the collar button. Due 

to the fact that, during the twentieth century, manufacturers of men’s jewelry had to 

design and adapt items intended to function best with specific articles of popular 

men’s formal and business wear, it is necessary to have a clear picture of the trends in 

men’s fashion at the time before one can fully understand the main types of men’s 

jewelry—or their public reception.  

A Brief Summary of Men’s Dress  

In terms of the difference between men’s fashion and women’s fashion, 

Andrew Reilly and Sarah Cosbey, editors of The Men’s Fashion Reader, contend that 

“whereas women search endlessly for clothes that flatter and are in step with fashion, 

men’s only problem in matters of dress seems to be whether the occasion calls for a 

suit….”68 The Men’s Fashion Reader poses a question that speaks volumes about how 

contemporary American culture perceives men’s fashion: “after all, how long has the 

basic suit been the prevailing costume for men?”69 Reilly and Cosbey make a valid 
                                                
 
68 Reilly and Cosbey, xiii. 

69 Ibid. 
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point—the suit, or at least variations upon it, has been the go-to outfit for men since its 

introduction in the 17th century.70 However, in relation to men’s jewelry, 

understanding some of the developments in men’s formal dress from the 1860s to 

1980s is integral to the comprehension and interpretation of the rise and fall in 

popularity of various accessories.  

The changes in both type and style of men’s formal and informal apparel from 

the mid-late nineteenth century to the late twentieth century are more nuanced and 

complex than many previous scholars have perceived. Recent fashion historians argue 

that the many modifications of suits from the 17th century to the 21st century were 

influenced by political, social, and economic factors, and thus can reveal ongoing 

negotiations by and for men regarding their own masculinity.71 One of the most basic 

of these changes was from the entirely bespoke, tailor-made suits of the pre-Civil War 

years to the rapidly accepted ready-made suits that became popular with the rise of the 

sewing machine and department stores.72 

It is not within the scope of this thesis to discuss each of the many alterations 

that men’s formal and informal clothing underwent from 1866-2015. Instead, this 

study will focus on the changes that directly to relate to the type of jewelry that men 

wore with said garments. In order to have a more complete grasp of the accepted 

fashions for men during the time at which Krementz & Company began developing 

men’s jewelry, it is necessary to step back a few decades to the 1840s.  
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The sewing machine was invented in 1846, and according to Marisa Morra, 

author of “Silent Informers: Men’s Coats from a 19th-Century Period of Transition,” it 

was one of the most important factors in the changes in men’s dress that would happen 

over the next century.73 At that time, the mainstay of men’s fashion was the frock coat 

(Fig. 5).74 By the end of the decade, men’s clothing had become more complex, with 

specific garments deemed appropriate for each disparate category of occasions.75 This 

would continue, though with some variation, through the 1920s. During the mid-

nineteenth century, the frock coat was considered to be formal afternoon wear.76 Over 

the next few decades, colorful frock coats ceased to be the norm as an era of Victorian 

black was ushered in and additional coat options were introduced.77 

During the latter half of the nineteenth century, daywear for men consisted of 

“frock coats, morning coats, and high buttoned jackets and vests [which] tended to 

hide shirts and leave only the collar showing.”78 In the evening men wore full dress, 

and their vests were often cut low to reveal the shirt front, which was important for 

one aspect of men’s jewelry: shirt studs.79 The frock coat reached its zenith in the 
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1880s, and was seen less often in twentieth-century America.80 In fact, by 1915, an 

etiquette manual had the following to say about the outmoded frock coat: 

 The frock coat today is an obsolescent if not actually an obsolete 
garment. The cutaway [tailcoat] has practically replaced it, though the 
frock still lingers in the affections of elderly men…. Its last stand will 
probably be its use at church, especially for funerals.81 

A History of Men’s Fashion speculates that the downfall of the male evening 

uniform of a “black dress coat, white vest, [and] wing collar” began when servants 

began wearing it as their evening uniform.82 This “evening” or “full dress” coat was a 

tailcoat cut in a more formal style than the day-appropriate frock coat—which did not 

have tails, but reached knee length on all sides.83 An illustration of the dress coat will 

show that it is most similar to what is now referred to as a “tailcoat,” which has not 

changed much since its introduction and popularization at the hands of Beau 

Brummell (Fig. 6).84 At the beginning of the twentieth century, confusion about who 

might be a servant and who might be a gentleman had become quite common due to 

their similar styles dress for evening events.85 In fact, mix-ups were so frequent that 
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“…jokes and caricatures abounded on the theme of confusing ‘he who drinks the 

punch with he who serves it.’”86 

The dress coat was eventually eclipsed by a newcomer to the social scene: the 

dinner jacket, known more commonly in America as the “tuxedo” jacket, which began 

to gain popularity in the 1890s (Fig. 7).87 The story of its arrival and acceptance is 

complex,88 but the American version—and its name—is derived from Griswold 

Gillard’s infamous appearance in a dinner jacket at a formal ball at the Tuxedo Park 

Club.89 As the jacket was then considered appropriate only for informal occasions, this 

behavior was reprehensible to those who hoped to abide strictly by the societal 

regulations of dress—but it soon won the vote of the court of popular opinion.90  

By 1893, the tuxedo was considered appropriate for certain, less formal events, 

and was to be worn with a tie, white vest, and braided trousers.91 At high society New 

York and London affairs, white tie and tails were still preferred, but the tuxedo had 

become a permanent fixture in the gentleman’s closet.92 While the tuxedo was 

appropriate for the theater and semi-formal dinners with friends and family, the high 
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society events mentioned above required the men in attendance to wear “evening 

dress,” which still consisted of a “…black tail coat [dress coat], black trousers, a black 

or white waistcoat, and a white tie.”93  

As the twentieth century began, even more stylistic choices were becoming 

standard players in the male wardrobe. The morning coat, which was considered 

“semi-formal,” gained acceptance for both morning and afternoon events, replacing 

the frock coat for nearly all occasions.94 At the same time, the lounge suit had gained 

almost ubiquitous popularity among the working classes.95  

The lounge, or “sack” suit is considered to be the direct ancestor of today’s 

business suit, and thus would be recognizable to almost every American man today.96 

Its jacket was short, did not have long tails, and was closed with four buttons that 

extended high up the front (Fig. 8).97 As the name indicates, it had once been 

restricted to the domestic sphere, but after its “…practical and multi-purpose 

nature…” was fully realized, it became “…the [preferred] wardrobe for white collar 

[sic] workers worldwide.”98 In contemporary America, the type of male garment that 

was referred to as a “lounge” or “sack” suit in the early twentieth century is simply 
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called a suit. Though there have been several variations of this garment, including 

double- and single-breasted suits, those changes are not directly relevant to this study 

as they do not affect the type of jewelry worn by men. In any case, even though “prior 

to World War II, single- and double-breasted suits sold in almost equal numbers,” 

“…servicemen [returning] from World War II…opted for the single-breasted suit, 

having become accustomed to its comfort and ease of wear during their military 

service” and the prominence of the single-breasted suit, has, for the most part, 

continued into the present day.99 

When thinking of male suits in relation to jewelry, the first thing to consider is 

how much of the shirtfront they reveal, and whether they should be worn with a vest. 

For example, the frock coat revealed almost nothing of the shirtfront, and thus is not 

appropriate for showcasing shirt studs or vest buttons. The dress coat (or tail coat), on 

the other hand, revealed shirt studs and the vest, which could be adorned with as many 

as four vest buttons. The tuxedo left enough room above the cummerbund or vest to 

display the currently popular or preferred number of shirt studs. It is necessary to 

mention that though many contemporary tuxedo shirts leave room for four shirt studs 

above the cummerbund, twentieth century shirt studs were traditionally sold in sets of 

three, and, according to GQ’s The Style Guy, “most better tux shirts [still] have but 

three stud orifices.”100101 Still, the number of visible shirt studs depended on several 
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factors, from the trends of the era to the size of the buttonholes, and ranged from one 

to three visible studs in the nineteenth and early twentieth centuries.102 Each suit 

described above, provided it was worn with the correct type of shirt, could display 

cufflinks or buttons.  

In the world of male jewelry, the type of suit to be worn is certainly of note, 

but the type of shirt—and its collar and cuffs—are even more significant.  The dispute 

about which type of collar to wear—stiff or soft—was “…one of the most fiercely-

debated issues of the 1920s.”103 Soft collars refer to those that were permanently 

attached to the shirt, whereas stiff collars, whether starched cloth, paper, or celluloid, 

were usually detachable.104 This debate would turn out to be one of the most 

important in terms of men’s jewelry, as only one of the two types of collars—the stiff, 

detachable collar—required the use of two collar buttons to fasten it to the shirt. 

Detachable collars are the subject of a charming myth of origin—said to have been 

created by a frustrated Troy, New York housewife—that was ultimately refuted in 

Michael John Murphy’s “White Collared: Fashioning Masculinity in American Visual 

Culture.” Murphy writes that surviving garments indicate the presence of detachable 

collars—and cuffs—in both America and Europe prior to the ca 1820 alleged date of 

invention.105   
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Eventually, the soft collar emerged victorious, and the collar button rapidly 

progressed from one of the foremost jewelry items worn by men to something that was 

quickly—and in most cases happily—removed from men’s jewelry boxes. By the 

1930s, it was even acceptable to wear the “soft double collar” with tuxedo jackets.106 

Another big change occurred when, during the first two decades of the twentieth 

century, detachable cuffs were thrown over in favor of softer cuffs that were 

permanently attached to one’s shirt, which simply meant that most men shifted from 

wearing cuff buttons to cuff links with their formal shirts. This style change did not 

provoke nearly as much deliberation as the soft versus stiff collar discussion, perhaps 

because the only conceivable benefit of separate cuffs was that they “…could be 

reversed when one edge was soiled.”107 

As the century progressed, informal clothing, like pullovers, gradually became 

more common.108 Though the pullover sweater was first considered to be “sporting” 

apparel, the stock market crash of 1929 and ensuing depression put men’s high fashion 

on the back burner and made it increasingly appropriate to wear previously informal 

garments, like the pullover, for other occasions.109 At the same time, changing social 

rituals and the economic depression in the United States came together to ensure that 

most men did not have the time or funds necessary for several outfit changes each 
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day.110 As men’s formal wear became less common, dress-down parties, sometimes 

called “poverty parties,” became increasingly widespread.111 Poverty parties not only 

allowed informal dress—they required it. These factors all came together to make 

three other mainstays of men’s jewelry: vest buttons, shirt studs, and cufflinks, 

progressively neglected. This is not to say that men stopped wearing “dress sets” that 

consisted of the three aforementioned jewelry items, it is just to contend that, for the 

moment, the sets of studs, links, and buttons were frequently left at home (Fig. 9).  

By 1935, under the leadership of American President Franklin Delano 

Roosevelt, there were signs of recovery—at least in terms of finance.112 By this time, 

however, even American socialites had accepted the tuxedo as proper dress for formal 

events, and “evening dress”—consisting of white tie and tails—was hardly seen 

except for at the fanciest of parties. In fact, Colin McDowell’s The Man of Fashion 

goes so far as to list “white tie and tails” with the men’s wardrobe “rejects” of the 

1920s and 1930s.113 McDowell may have a point, as by 1936, it was considered 

absolutely “correct” to wear a tuxedo to a formal event—even King Edward VIII was 

doing it!114  Though men still wore some jewelry with tuxedos, full dress sets became 

less common, and vest buttons were left out of the newly popular boxed “tuxedo sets.”  
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With the beginning of World War II only a few years later, men’s formal 

dress—and jewelry with it—was largely forgotten in the face of international crisis.115 

It was at this time that the changing of clothes for different times of day, even in the 

United Kingdom, definitively became a thing of the past.116 As survivors began to 

return from the war, some were reluctant to give up the comfort of their uniforms for 

the stiffer and more uncomfortable business suit, paving the way for the adoption of 

several articles of military clothing by the general population.117 Simultaneously, 

Americans began to accept previously blue-collar fabrics, like denim. This new, more 

casual approach to style was popularized—at least in part—by stars like Elvis 

Presley.118  

Men’s fashion over the next few decades swung like a pendulum from casual 

to formal. This was further complicated by the introduction of teenage fashions—first 

by the Teddy Boys in London,119 and then by the Mods, Rockers, and Hippies of 

America.120 By the 1960s, men’s jewelry had become something left to gather dust in 

a trinket box or be rented with a tuxedo—at least for most American men.  In the 

1980s, some items of men’s jewelry returned to vogue and a small group of men 
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became interested in collecting vintage items.121 Today, many young American males 

only wear jewelry for rare “special” occasions, like with the tuxedos that they rent for 

prom—arguably the most formal event for the teenage middle class. Generally, rented 

tuxedos come with plastic shirt studs, and most middle class American men do not 

own the more formal dress sets necessary to replace them. Though there are always 

exceptions, men’s opinions about the jewelry required by what is now the accepted 

formal dress, a tuxedo, are rarely heard. In fact, as evidenced by the confusion 

surrounding the 2014 Met Gala, few American men appear to know what clothing and 

accessories make up “white tie” evening dress.122 The collection of vintage men’s 

jewelry, however, is a trend that is continuing to climb, although it is difficult to 

ascertain whether men or women are buying the majority of the vintage dress sets, cuff 

links, and tie clasps available on internet sites like eBay and Etsy or through auction 

houses and antique jewelry retailers. It is even more difficult to know whether antique 

and vintage men’s jewelry is worn, displayed, or even melted for its value as scrap 

metal after it has been purchased.  

However interesting the opinions of the contemporary man regarding men’s 

jewelry may be, they are, for the most part, outside the scope and date of this thesis. 

Instead, this study aims to answer the questions: “what made up the most popular 

                                                
 
121 Flusser, 227.  

122 Marc Andrews, “Anna Wintour Proclaims Benedict Cumberbatch Was the Only 
One Who ‘Nailed’ the White Tie Theme at This Year’s Met Gala,” Daily Mail, May 
10, 2014, Accessed January 7, 2015, http://www.dailymail.co.uk/tvshowbiz/article-
2624413/Anna-Wintour-proclaims-Benedict-Cumberbatch-one-nailed-white-tie-
theme-years-Met-Gala.html. 



 34 

types of men’s jewelry between 1860 and 1940?” and “what opinions about jewelry, 

and especially dress sets, did the wearers hold?”   

Introduction to Men’s Jewelry  

In her 1997 publication Men’s Fashion in the Twentieth Century: From Frock 

Coats to Intelligent Fibres, Maria Costantino contends that “…what to wear [and] 

when to wear it…” were the two most important aspects of men’s dress in the early 

twentieth century, and the same statement should be applied to male accessories of the 

time.123 If men’s jewelry is included in publications on antique jewelry at all, it is 

usually limited to sections about “useful” jewelry, as in John Benjamin’s Starting to 

Collect Antique Jewellery. There has not been a comprehensive overview of what 

men’s jewelry from the late nineteenth to mid-twentieth centuries consisted of, though 

that is what this thesis aims to achieve. In the summary of men’s dress, this study 

made brief mention of several aspects of men’s jewelry, which will be explored 

further and expanded upon in this section.124  

It is possible that the omission of men’s jewelry from previous publications is 

because of the fact that many of the pieces have been emphasized—both in the period 

and in contemporary works that do mention them—as functional. While the inherent 

usefulness of men’s jewelry cannot be debated or diminished, such pieces still deserve 

to be categorized as jewelry—not accessories. Not only did etiquette guides and 
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articles of the period refer to the pieces as jewelry, but they also adhere to our modern 

definition through their creation by a jeweler or in a jewelry factory.125 However, the 

aforementioned differences between jewelry for women and men still exist. Why has 

women’s functional jewelry generally been categorized as “accessories,” while most 

men’s jewelry throughout recent history has been emphasized less as fashion and more 

for its role in the male wardrobe? Should men’s jewelry really be considered jewelry? 

An assessment of various types of men’s jewelry and the men who wore them will 

provide context for whether these items truly deserve their moniker.  

Today, one of the most familiar items of men’s jewelry is the cufflink. 

Cufflinks have been worn since the beginning of the eighteenth century, when stones 

joined together by simple settings became fashionable accessories.126 Cufflinks 

became increasingly popular in the nineteenth century, when they functioned as 

integral parts of men’s dress shirts. This leads to an important distinction in cuff 

adornments: cuff links versus cuff buttons. Though the general term for the jewelry is 

“cufflink,” there is a difference in design and in function. Cuff buttons were intended 

to fasten detachable cuffs to shirts, and can be best described as a ball- or bean-and-

post shape (Fig. 10). Another term for cuff buttons during the early twentieth century 

was “stiff bar buttons,” and a period book describes them as “…very strong [and] 

especially suitable for use in stiff cuffs.”127 
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Cufflinks,128 on the other hand, have two identical, generally decorative 

plaques joined by a flexible connection, or link (Fig. 11). Early cufflinks of this form 

were designed like 18th century “sleeve buttons.” Cufflinks are generally worn with 

French cuffs, and are much more common today—likely because of their versatility. 

In 1917, cufflinks were touted as acceptable to wear “…in all styles of cuffs…[but as] 

especially desirable for the soft styles.”129 Cuff buttons were more popular when 

detachable shirt cuffs were prevalent, and had become far less pervasive by the end of 

World War I—at about the same time the detachable collar disappeared.  Cuff buttons 

were designed specifically to simply and effectively fasten cuffs to shirts, but 

sometimes men—or those who did their laundry—used other fastening mechanisms. 

One of the most commonly used “quick fixes” was to pin the cuff to the shirt, which 

was “a disastrous habit that [ruined] the button holes….”130 While both types of 

cufflink could be worn with either type of cuff, the heavier cuff button truly works 

best with a stiff cuff. Cufflinks are, at their core, a functional accessory, but that does 

not mean that they have not been made in a variety of sometimes-whimsical designs 

throughout the centuries of their popularity.  

Two types of men’s jewelry that have often been associated with cufflinks are 

shirt studs and vest buttons. Both of these items (or, to be more precise, sets of items) 

were traditionally worn with men’s formal or evening dress. They were most popular 
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from the late nineteenth century through the 1920s, but do continue to be worn—in a 

modified form—today. As stated in the previous section, shirt studs were commonly 

sold in sets of three throughout the first half of the twentieth century and were used to 

fasten shirtfronts. Men, women, and children all wore shirt studs at various times 

throughout history. According to design sources, including a late nineteenth-century 

Carter, Hale & Co. design book, children’s shirt studs were generally smaller and 

connected by a series of two chains—presumably so that they would not be lost. An 

image labeled “Youth Studs 3 rings Plain Roman” from the Carter, Hale & Co. Design 

book depicts a ca 1880 example of children’s studs attached by chains (Fig. 12).  

Like cuff buttons, shirt studs were manufactured and sold in a variety of 

designs. As men’s jewelry was subject to a number of diverse rules of “correctness,” 

especially during the first quarter of the twentieth century, different types of shirt studs 

were considered appropriate for specific events, though this did change over time and 

was always subject to personal preference. Perhaps the most important aesthetic aspect 

of a set of shirt studs was that it had to perfectly match the vest buttons and cuff links 

that were to be worn with it.  

For some men, however, shirt studs appear to have been more trouble than they 

were worth. In a 1902 newspaper article, one man described his own ingenious 

substitution to a group of friends:  

I never use shirt studs. I buy brass paper fasteners. They cost 35 cents a 
gross and when new look like Roman gold. I insert them in my shirt 
bosom, and they would deceive the oldest inhabitant. I am not bothered 
about removing them. I let the laundryman attend to that.131  

                                                
 
131 “Handy Shirt Studs,” The Watchman and Southron, July 30, 1902, Image 7, 
Chronicling America: Historic American Newspapers, Library of Congress, Accessed 



 38 

The man, whose name was Oliver Herford, was wearing his makeshift studs at the 

time of the conversation, but they were evidently so convincing that his friends did not 

believe him until he pulled one out to show them.132 

Vest buttons were generally sold in sets of four, though they could also be 

purchased in sets of two or three. Like shirt studs, they were intended to fasten a 

specific male garment while also adding an aspect of sophistication and style to formal 

dress. Vest buttons were always worn with the most formal type of evening dress: 

white tie and tails. Just as with cufflinks and shirt studs, vest buttons were made in a 

variety of designs and materials—and were sold at many different price points.  

Shirt studs and vest buttons were made with many choices of “fasteners” or 

backs, which, if greatly simplified, can be divided into two types: rigid and flexible. In 

the early twentieth century, rigid studs and buttons were described as being “…like 

small collar buttons, the backs being smaller and the posts shorter than in the regular 

collar button.”133 Flexible studs and buttons, on the other hand, were “…small [faces] 

of gold or mother-of-pearl mounted on an adjustable back.”134 No matter the type, 

fasteners were used to make sure the stud stayed in the shirt and not all were made 

equally. A selection of these different fastening mechanisms will be discussed in 

chapter five of this thesis as part of the Krementz & Company case study. 
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In order to first create, and then to satisfy, the segment of the market that was 

looking for precisely matched sets, vest buttons, shirt studs, and cufflinks were 

frequently sold together. A Krementz & Company ad published in the November 1928 

National Geographic states “one style of stud and another style of vest button is 

almost pathetic to a lot of people in the know. Krementz Evening Jewelry for full 

dress and tuxedo is sold in sets that are socially correct. Studs, vest buttons and links 

are matched as they must be.” 135 (Fig. 13) This advertisement provides a prime 

example of one company’s capitalization on this conformity.  

Full dress sets included each item of jewelry that a man needed to wear with 

his evening dress: three shirt studs, four vest buttons, and two cufflinks. During the 

twentieth century, this would have been appropriate at most formal evening events, 

where men wore vests, dress shirts, tailcoats, and white ties (Fig. 9). Tuxedo sets 

differed slightly in content, holding only what would be needed with a tuxedo: three 

shirt studs and two cufflinks (Fig. 14).136 The vest buttons were omitted in the sets as 

men could wear cummerbunds with their tuxedos. However, if a man chose to wear a 

vest instead of a cummerbund, he could still wear a “full dress set” with his tuxedo.  

Though it was certainly convenient to purchase all of one’s evening jewelry as 

a matched set, the above items were also sold separately. A selection of three 

Krementz shirt studs, ca 1940, still displayed on their original card, show that pieces 
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could be purchased individually (Fig. 15). It would be imprudent to assume that men 

purchased all of their jewelry from a single company, as many manufacturers 

produced pieces of strikingly similar appearance in order to conform to the latest 

trends and “correct” fashions. Interestingly, it appears that establishments other than 

department stores or more traditional jewelry retailers occasionally carried shirt studs, 

as evidenced by one story published in the New York Tribune. The article tells the tale 

of a young New York resident who feels as if his out-of-town female guests are 

abusing his hospitality—and his wallet—on their frequent visits to the city. He relates 

an anecdote about one such visit, in which the money that he spends to take two young 

tourists around the city adds up much too quickly for his liking. One of the costs 

involves shirt studs, and the details are as follows:  

The dinner came to $7. As I was getting up from the table one of my 
shirt studs broke. One-half flew out of the window; the other half began 
to gravitate toward my shoes. I held myself together long enough to get 
to the clerk. I asked him in a side whisper if he could get a stud for me. 
He said he could, and handed me out an envelope. “We have them all 
ready for our guests,” he said with a wink. “You see, our cuisine is 
unsurpassed. Two dollars. They only come in a card of three.”137 

Yet another type of jewelry worn by men was the collar button. This often-

maligned accessory could be considered more utilitarian than decorative, but 

nevertheless deserves to be discussed. The trajectory of the collar button directly 

follows that of the stiff, detachable collar. Collar buttons were primarily used to fasten 

detachable collars to shirts, much like cuff buttons were used to attach cuffs to sleeves. 
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The buttons were manufactured in a variety of designs and sizes, but gold and gold 

plate appear to have been two of the most popular materials—at least according to 

advertisements and design books from ca 1880-1920. Collar buttons were also made in 

a range of organic materials, including bone.138An image of a Krementz rolled gold 

plate collar button from ca 1890-1920 in an Arrow stiff collar shows the collar button 

in action (Fig. 16).  

Collar buttons were sold in sets of at least two, and if used as collar fasteners, 

were meant to be worn two at a time: one in the front and one in the back. A 1917 

publication stated that, “collar buttons differ in the length of the post and the shape of 

the head” and further advised its reader that elongated buttons were useful in holding 

“…a necktie in place in the back.”139 Collar buttons were sold in several different 

lengths, with long stemmed buttons deemed most appropriate for the front of the neck, 

and short stemmed buttons for the back. They appear to have been a particularly 

troublesome piece of men’s jewelry, and the back buttons were especially disparaged.  

A letter to the editor, written by a man who styled himself “One Button Bill,” from the 

Krementz company records is particularly telling, reading:  

Sir: There is no doubt about it, it works. I am referring to the back 
collar button, the one that sticks in your spinal column and has been the 
cause of more profanity than any other inanimate object. Two weeks 
ago I dropped mine, and as usual it disappeared. In desperation I put on 
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my collar without it and it stuck. Ever since that blessed inspiration my 
emancipation has been complete.140  

The entirety of the letter is just as scathing as the above snippet (Fig. 17). Other men 

seem to have sought solutions to the discomfort brought on by the back collar button, 

as evidenced by inventions such as the Ralloc Retainer Company’s “collar retainer,” a 

small device that was meant to be a “revolutionizing substitute—banishing the back 

collar button….”141 It was advertised that the collar retainer would “…[lie] perfectly 

flat, thus relieving the neck from the unnatural pressure and the discomforts and 

annoyances caused by the protruding collar button.142  It was not just the back button 

that was loathed by American men throughout the duration of its use—a 1917 article 

in The Day Book reads, “the poor collar button, like the mother-in-law, has always 

been used as a goat by humorous writers, comedians and vaudeville actors to cook up 

a joke on.”143 

The complaints that men had about collar buttons were numerous, but one of 

the more frequent grievances was some version of the following story of loss, printed 

in a 1912 newspaper: 
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 A gentleman who was continually losing his collar-button while 
dressing complained to his wife about it. With an ingenuity born of the 
use of hairpins she told him to hold his collar-button in his mouth and 
he wouldn’t lose it. This worked for several days, when one morning 
she was startled by an unusual commotion. “What’s the matter?” asked 
the wife. “I’ve swallowed the collar-button,” said the man. “Well,” 
responded his better half, “for once in your life you know where it 
is.”144 

Of course, not all the men afflicted by this common problem swallowed the buttons, 

but a great many do seem to have regularly misplaced them. Countless jokes and 

cartoons show that collar buttons were not only lost, but also very often rolled under 

furniture. A joke published in the October 23, 1916 Chicago newspaper The Day Book 

jests about this particular issue, stating, “A New Jersey man has invented a dresser so 

that a collar button can’t roll under it. There’s no under to it.”145  

Not only were collar buttons apparently uncomfortable and liable to roll away, 

they were also often produced from inexpensive materials that led to other, more 

visible consequences.  A Krementz & Co. advertisement that ran in the May 17, 1917 

Saturday Evening Post aptly describes one such problem, reading:  

The mark of brass never shows on my neck [nor] will it show on yours 
when you wear a Krementz 14 Kt. rolled gold plate collar button. In 
Krementz collar buttons all exposed parts are 14 Kt. gold, and 14 Kt. 
gold will not discolor your skin. A dark, green stain on your neck is the 
sign of a cheap collar button. Of course, you would never intentionally 

                                                
 
144 “He Knew,” The Day Book, October 7, 1912, Image 8, Chronicling America: 
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buy a brass collar button. You can avoid such mistakes by specifying 
Krementz….146 

Another Krementz advertisement elaborates further on the positives of having a non-

corrosive metal encasing the outside of one’s collar button. It includes an illustration 

of two men examining a button as one of them boasts, “I’ve had the same collar button 

for over fifteen years and it has never discolored my neck.”147  

Tie pins and tie clasps are two additional types of men’s jewelry. Like all of 

the aforementioned jewelry, tie pins and clasps can be considered functional, as they 

are both intended to securely hold neckwear in place. Tie pins, which are also known 

as scarf or stick pins, are the older of the two types of jewelry and were worn by both 

men and women.148 They were most popular in the nineteenth and early twentieth 

centuries, and are long, straight pins with a decorative top portion (Fig. 18). Tie pins 

were also manufactured, although in smaller numbers and in more diminutive sizes, in 

the eighteenth century.149 During the time of their greatest use, tie pins were 

widespread and featured designs that reflected the popular styles or motifs of the day. 

Images of tie pins abound in the Newark Museum’s Krementz & Company archives, 

and range from feminine crescents or flowers to more masculine dogs or skulls. In 
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purely aesthetic terms, tie pins were intended to adorn ties or cravats.150 Tie pins 

continued to be made until the mid-late twentieth century, though they became much 

more simple and conventionally masculine (Fig. 19).  

Tie clasps have more parallels to the modern tie “clip” or “bar” than to the tie 

pin (Fig. 20). They became more widespread as the four-in-hand style of necktie 

became more common. The four-in-hand style is the proper name for our modern-day 

“tie.”151 Though a “...new fabrication method ushered in the tubular knit four-in-hand 

[tie] in 1906,”152 Krementz & Co. did not apply for its tie clasp patent until 1915.  

This may be due to the fact that the modern-day tie was not firmly established as the 

standard neckwear for men until the second decade of the twentieth century.153 After 

that time, though, four-in-hands continued to be the most common type of neckwear—

at least with informal dress—and the choice between a tie clasp and tie pin was merely 

a matter of personal preference.  

While tie pins had to be inserted through the tie itself, tie clasps (and clips, for 

that matter) merely closed around it. In general, tie clasps were thought to be less 

damaging to the tie and easier to manage—Krementz boasted that its tie clasp was 

identical on both sides so it could not ”…be put on wrong side out.”154 For men that 
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preferred the aesthetic of tie pins but disliked the holes they left in ties, there were 

some attempts at a solution. For example, a weaving process for silk ties designed by 

Baker, Jacobs & Company, of Buffalo, NY, claimed that it could “…guarantee [“Pin 

Proof”] silk not to show holes made by scarf pins.”155  

During the first quarter of the twentieth century, tie clasps and stick pins were 

often sold in matching sets.156 Although the tie clasp versus tie pin debate may have 

been important in the early twentieth century, it appears that there was far less 

vehemence directed toward either type of accessory than towards other categories of 

masculine jewelry—like collar buttons. The tie clasp remained fairly popular until the 

1960s, when the then-stylish wide tie was too broad to be neatly clipped to one’s 

shirt.157 Today, tie clasps—though they are now usually called tie bars—have returned 

to some level of esteem, and can be seen on men’s neckties at a variety of events.158 

Watches and fobs, though frequently worn by men during the period covered 

by this study, are outside the scope of this thesis. A thorough study of men’s watches 

from ca 1866-1940 would not be done justice as a few paragraphs or even a chapter 

within a larger work, but deserves its own in-depth study. As the United States 

Department of Labor considered watches to be separate from the jewelry industry 
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during the period covered by this thesis, this study will abide by the same 

categorization and will not discuss watches.159 This thesis will also not examine other 

accessories worn or carried by men, though jewelry stores or jewelry departments 

often sold them. These items included pencils and pens, knives, watch chains, fobs, 

cigar cutters, cigarette cases, matchboxes, and money clips.  

 The final type of jewelry commonly sported by males from the late nineteenth 

to the mid-twentieth century was the ring. As rings are a jewelry type with which most 

people are intimately familiar, a description is not necessary. Rings have been 

included in this outline of masculine jewelry simply because they were a type of 

accessory that was appropriate for male use from 1866 to 1940. In fact, while certain 

types of jewelry were considered off-limits for men, rings have nearly always been a 

respectable category of adornment. Even in the nineteenth century, which Diana De 

Marly contends was more hostile to men wearing jewelry than the preceding one, 

rings were acceptable. In Fashion for Men, De Marly states, “the eighteenth century 

had not objected to men wearing jewellery, but the [early] nineteenth century did. The 

example had been set by Beau Brummel, who wore one ring and a gold watch 

chain.”160 As with many of the kinds of men’s jewelry established above, it was the 

style of the ring that mattered most—and that changed with the times.  

 Interestingly, rings are one of the only categories of men’s jewelry that is not 

“…fathered by function…utilitarian first, decorative second.”161162 Men have worn 
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finger rings since ancient times, when they were used as seals by Greek and Roman 

men.163 Heraldic signet rings became exceedingly popular for males during the late 

Renaissance, and school, honor society, military, and fraternity rings have carried on 

the tradition.164 Though we often think of a wedding ring as one of the most common 

types of rings worn by men, the exchanging of rings only became ubiquitous in 

America in the mid-1950s.165 With finger jewelry, as with all types of men’s jewelry, 

certain rules have always been implied—and some of those are still endorsed today. 

Alan Flusser’s 2002 Dressing the Man advises, “As for finger jewelry, less is usually 

more, especially on younger men, who should stick with simple, understated 

adornment.”166  

Men Wearing Jewelry 

Not only were the types of jewelry worn by men regulated and restricted 

throughout the late nineteenth and early twentieth centuries, the styles of these 

“allowed” adornments were standardized as well.  Etiquette manuals, popular 

magazines, and a myriad of other sources put forth constantly shifting guidelines that 

were meant to instruct men on how to dress “properly.” This emphasis on the 
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correctness of dress was not limited to men’s jewelry, but extended to other areas of 

men’s fashion as well. In Kathleen Hunn’s “The Ubiquitous Necktie: Style, 

Symbolism, and Signification Through Transitions of Masculinity,” the author asserts 

that at the dawn of the twentieth century, “being ‘properly turned out’ was de rigueur 

for men as a manifestation of American manhood.”167 Hunn goes on to quote a 1906 

publication that stated of male dress, “no one can afford to be indifferent to the 

smallest detail of dress, or manner, or appearance, that will add to his chance of 

success.”168 Advertisements of the day played off this need of men to achieve success, 

and, one might argue, acceptance, through the conformity of their garments and 

accessories. To this end, they frequently emphasized the “correctness” of the object 

that they were marketing while simultaneously warning men that it was all too easy to 

make a mistake. With this emphasis, jewelry manufacturers and retailers were also 

defining the very correctness that helped them sell specific types of men’s jewelry. In 

1917, a book intended to help salespeople sell jewelry warned trainees that “men wish 

‘correct form’ in dress more than artistic effect…and a salesperson should keep in 

touch with the best in current fashions.”169 

Even if men followed all of the currently accepted standards for what jewelry 

to wear for each occasion, there was still a chance of running into someone who did 

not approve. A 1915 letter in The Day Book provides insight into one man’s opinion 

that men should wear no jewelry—functional or not.  
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The man who wears jewelry is a weak sister and if he wears a diamond 
ring he should be treated as a simple-minded person. The diamond ring 
or the diamond shirt stud or tie pin brands the wearer as having not yet 
completely emerged into adult life. As the psychology experts would 
say, he has the mind of a 10-year-old-boy.170  

The letter writer, who signs off “An Employer,” ends with a plea to his fellow men: 

“say, men let’s take off the rings and stick pins and shirt studs and noisy cuff buttons” 

but never states what precisely he thinks is wrong with them—other than his statement 

that “labor leaders are accustomed to wear rings.”171 This message is clearly political 

in nature, and may stem from the apparent feelings that many Americans at the time 

held towards labor leaders, who were often stereotyped as troublemakers.172  

 Although acceptable standards for men’s jewelry were nuanced and subject to 

change, a general outline of the prescribed fashions can be established. In 1860, the 

regimented nature of men’s jewelry had not yet been fully established, as evidenced 

by an advice manual, the Gentlemen’s Book of Etiquette. The first mention of jewelry 

made in the etiquette guide was the following:  

In a gentleman’s dress any attempt to be conspicuous is in excessively 
bad taste. If you are wealthy, let the luxury of your dress consist in the 
fine quality of each article, and in the spotless purity of gloves and 
linen, but never wear much jewelry or any article conspicuous on 
account of its money value.173  
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The manual moved on to reassure gentlemen that certain items of jewelry, 

including “a snuff box, watch, studs, sleeve buttons, and one ring…” were appropriate 

for the “…well-dressed man….”174 Already, though, etiquette manuals were warning 

men to be careful what jewelry they wore—and not to compete with women. The 

Gentlemen’s Book of Etiquette cautioned its reader that although “jewels are an 

ornament to women, [they are] but a blemish to men.”175 The author went on to argue 

that jewelry makes men appear effeminate or vain, as men should be “honored in 

working…and the hand that wears its riches on its fingers…has rarely worked 

honestly….”176 At this time, the question that could establish whether a piece of 

jewelry was appropriate for an honorable man seemed to be what it would remain for 

the foreseeable future: did it fulfill a purpose beyond ornamentation?177  

 By the 1880s, the highly regulated nature of men’s dress and jewelry that 

would continue for the next half-century had become the norm. The Etiquette of Men’s 

Dress, written for a general male audience in 1888, advertises its ability to help men 

understand this recently-imposed regimentation, stating, “the limitations as to correct 

style in dress, have of late years come to be very strongly drawn.”178 The fashion 

guide includes illustrations of many aspects of men’s dress. As would remain common 
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throughout the rest of the nineteenth century and into the twentieth, the 

aforementioned manual divided its advice into sections ranging from day and evening 

weddings and “for business” to “evening dress,” where it is conclusively stated that 

“…little jewelry is seen with the full dress suit.”179 The shirt studs had to be mother of 

pearl, plain gold, or white enamel; the link buttons had to match; and the watch chain 

should not be exposed.180 No mention of vest buttons was made, and as shirt studs 

could be purchased in sets of one, two, or three, it is clear that the “four-three-two” 

full dress sets had not yet emerged as the clear choice for full evening wear.181  

 In 1896, an etiquette book intended for African Americans instructs its male 

readers to avoid an “excess of jewelry” at evening parties, where only “…simple 

studs, gold solitaire sleeve-links…and a watch-chain…” were appropriate.182 The 

book further warns that, “the attire in which alone a gentleman can present himself in 

a ball-room is so rigorously defined...” that its brief definition encompasses the only 

acceptable clothing and jewelry for such an event.183 The book also states that when 

preparing for dinner parties, men should dress to be appropriate at any kind of evening 
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event that might follow—from the theater to a meeting.184 With the evening dress—

white tie—to be worn for such a variable event, men were permitted to wear more 

elaborate jewelry than in the morning or afternoon. When dressing for a dinner in the 

1890s, an African American gentleman could wear “a handsome chain…with a gold 

watch; a diamond ring…” and shirt studs of his own preference.185  

At about the same time, The Household Encyclopedia, a book that contains 

advice about all “business and social forms” and appears, based on its illustrations, to 

have been written for a Caucasian audience, imparts similar information to white men. 

In fact, the section that describes how a gentleman should dress for an evening party is 

identical to the same section in the African American manual. 186 Despite the fact that 

the two books share an author, this verbatim advice indicates that in terms of the 

visual appearance of men’s jewelry for formal affairs, the regimentation was so 

established that race was not a factor in jewelry selection.187 What did matter, 

however, for both African American and Caucasian men was that the jewelry be “…in 

proportion to the means of the wearer.”188 
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 Throughout the early twentieth century, The Clothier and Furnisher, a 

periodical filled with stylish clothing, jewelry, and novelties, frequently published the 

current “correct fashions” for men at every conceivable type of event. In February of 

1912, the chart included advice on what to wear for evening formal and informal 

events, and afternoon formal, informal, and business events or outings. At formal 

evening events, where white tie and tails were worn, men were instructed to wear 

“shirt-studs and link cuff-buttons of pearl or moonstone.”189 At informal evening 

events, the only specifications were for “gold shirt-studs and link cuff-buttons.”190 

Formal and informal afternoon events required less specific jewelry, with “gold, plain, 

or jeweled settings” allowed.191 For business, men need only wear gold shirt studs and 

cuff links, but they should be monogrammed, and only gold cufflinks were required 

for outings.192 In June of the same year, the rules for men’s jewelry had not changed. 

Though The Clothier and Furnisher left room for interpretation in all but the most 

formal evening events, other publications were not so generous.  

 In the nineteen-twenties, as detachable collars and cuffs continued to 

disappear, the collar button and cuff button fell from favor. The dress coat, too, was 

increasingly left hanging in the closet as it became more acceptable for men to wear 
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tuxedos to formal events.193 At this time, pearl or mother of pearl jewelry was still 

considered most appropriate for formal events, and men were warned not to purchase 

jewelry that would be “…too conspicuous.”194 A 1922 Vanity Fair article proclaimed,  

“Flashy” jewelry for men is never in good taste, but it is particularly 
bad for evening wear. It may be valuable but not noticeable in design or 
cost price. Shirt buttons and studs may be pearls of medium size, or 
neat designs in platinum and small diamonds, sapphires, or emeralds, if 
they are not conspicuous for their value, or it is absolutely in good taste 
to wear inexpensive mother of pearl buttons of the simplest type. One 
fair size pearl, or two small ones are the usual shirt studs for dress 
clothes. They are also right for dinner jacket wear, but buttons of such 
stones as black onyx and amethysts, are only to be worn with a dinner 
jacket.195 

Even as the rules of fashion had relaxed to allow men the freedom of wearing colored 

stones, like sapphires and emeralds, the guidelines of correct jewelry for formal dress 

were as comprehensive as ever.  

 In the late 1930s, an etiquette manual entitled Manners for Moderns instructs 

young men to take great care in their dress, since “…the first thing which strangers 

notice about an individual is how he dresses.”196 The manual, which is intended 

exclusively for males, goes on to warn against excessive jewelry, stating, “you want 

people to notice you as a person, not a signboard. So keep the trinkets, charms, fobs, 

and pins out of sight.”197 By this time, men—and especially young men—had 
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wholeheartedly embraced casual and sporty fashions, and rarely had the occasion to 

wear formal clothing or much jewelry. When they did dress for formal affairs, they 

were far more likely to select a tuxedo than a tailcoat, and the sales of full dress sets 

began to fall.  

Jewelry retailers and manufacturers, however, attempted to combat this 

through aggressive marketing campaigns. Krementz & Company released a 

“Gentleman’s Dress Chart” in ca 1940, hoping to show that jewelry was a necessity 

for the well-dressed man no matter what the occasion. The company called its chart 

“The Authoritative Krementz Gentleman’s Dress Chart: What the Well-Dressed Man 

Wears On Every Occasion,” and illustrated a variety of designs, including items 

specifically “for sports wear” and “for business wear,” likely because men were 

buying jewelry for formal occasions with less regularity.198 Still, the chart included 

categories ranging from “formal evening wear” to “spectator and country sports,” each 

of which had an itemized list of the appropriate jewelry for the occasion. Formal 

evening wear still required a white pearl dress set, while semi-formal evening wear 

called for dark pearl, black, or colored stone sets with a watch, and formal day wear 

should include white pearl or jeweled stickpins, colored stone studs and matching 

links, and a watch.199  Business wear required a collar bar, colored stone or patterned 

links, a tie holder, and a watch.200 The newest category, “spectator and country 

                                                
 
198 “The Authoritative Krementz Gentleman’s Dress Chart: What the Well-Dressed 
Man Wears On All Occasions,” for E.J. Scheer, Inc., Jewelers (Newark, NJ: Krementz 
& Co., ca 1940).   

199 Ibid.  

200 Ibid.  



 57 

sports,” necessitated a collar bar, tie holder, and links in “sports motifs.”201 The set 

illustrated in the brochure featured a horse head inside of a stirrup.202  

 All of the aforementioned sources do a wonderful job of informing the present-

day reader of what men were supposed to be wearing, but evidence left behind by 

those men show that, especially for men who had the means to purchase exactly what 

they wanted, personal preference could displayed through jewelry. Take, for example, 

the favorite dress set of American millionaire Henry Francis du Pont (Fig 21).203 In 

August of 1928, du Pont, who was nearing fifty, purchased a dress set—albeit in two 

pieces—from Cartier. As a set, he purchased a pair of onyx, emerald, and diamond 

cufflinks and four waistcoat buttons, priced at $1,190.00 (Fig. 22). He appears to have 

made a clear choice not to purchase the matching shirt studs, instead spending 

$1,175.00 for emerald and stick brilliant studs mounted in platinum. Not only did du 

Pont make a deliberate decision to buy complimentary—but not matching—studs, 

indicating that he trusted his own aesthetic taste above all, he also ever so slightly 

skirted the established rules of formal jewelry. Du Pont did not choose the safest 

choice for the decade—pearl or mother of pearl—but instead chose to feature the 

newly acceptable—but not without a few caveats—onyx, emerald, and diamond in his 

dress set. By doing so with such an expensive set, du Pont was making a statement. 

Although valuable jewelry was “allowed” according to etiquette manuals, it should not 
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be noticeably expensive, and the design should be as subtle as possible. By including 

so many different stones in an apparently Art Deco set, du Pont was acknowledging 

that his style and taste were such that even if his jewelry was conspicuous, he was the 

type of “exceptional man” who could pull it off.204  

 Though much of the literary evidence and material culture available today 

focuses on the jewelry worn by Caucasian males in the upper echelon of society, it 

would be a mistake to assume that they were the only men to wear jewelry. On the 

contrary: newspaper articles, photographs, cartoons, and etiquette manuals show that 

men of all races, ethnicities, and means likely owned some jewelry—after all, men’s 

jewelry emphasized function, so any man who wore a stiff collar, for example, needed 

two collar buttons.  

 Men who were employed as servants in wealthy households were often 

required to wear jewelry as part of their uniforms. One such example is outlined in a 

1915 etiquette guide that states that a butler’s “evening livery,” which should be worn 

after three o’clock in the afternoon, should consist of:  

…Black trousers and swallow-tail coat, with a black waistcoat cut like 
that worn by gentlemen in the evening. Immaculate white linen, with 
plain white studs in the shirt front, a standing collar, white tie, cuffs 
fastened with link buttons, and shoes of lusterless leather that emit no 
creaking sounds….205 

The above passage shows that, in the nineteen-teens, the highest-level male staff 

members of private American households would wear collar buttons, “plain white 

                                                
 
204 “For the Well Dressed Man: Properly Worn Clothes and Some Suggestions as to 
Their Accessories,” 85.  

205 Holt, 419.  



 59 

shirt studs”—probably in mother of pearl or pearl—and cufflinks for evening events. 

If an employer did not want to spend too much on furnishing his butler’s uniform, the 

functional jewelry worn with the evening dress could have been gold plated. It appears 

that male household staff could not wear non-functional jewelry, as the book goes on 

to state that valets were not permitted to wear watch chains, pins, or rings while in 

service.206  

 Though jewelry was retailed to and worn by men of varied classes and 

ethnicities, it was retailed in very different ways. While upper class men might wear 

jewelry from Tiffany or Cartier, and middle class men frequently shopped at 

department stores or small retail shops, men of lower income brackets were often 

plagued by “itinerant jewelers,” sometimes peddling low-quality wares. As one 1893 

article in The Jewelers’ Circular relates, however, the “…negros clad in motley 

garments and…po’ white trash’” accosted by one traveling “jeweler” were much more 

discerning than the peddler might have hoped.207 After finding no takers for the 

“solid” studs, cuff buttons, watch chains, and wedding rings that he was attempting to 

sell in an impoverished Alabama town, the persistent salesman made one last offer: 

“…two massive rings set with immense ‘solitaires’ each almost the size of wafer 

[sic].”208 Though he found one taker and got his dime, the peddler was disappointed 

when his African American purchaser promptly returned the rings, complaining, 
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“Gimme back my dime…them ain’t dimon’s.”209 Though this story, published in 

November of 1893, is doubtless meant to be a satirical description of the “flashy” 

jewelry thought to be preferred by certain “foppish” African American men at the 

time,210 it also shows that even poor men could be shrewd enough to avoid purchasing 

simulants.  

 In 1899, The Negro in Etiquette: A Novelty warned black men to avoid this 

foppish behavior, characterized by a man who was “…overnice about his dress.”211 

Many African American men relied on guidebooks like The Negro in Etiquette and 

The College of Life or Practical Self-Educator: A Manual of Self-Improvement for the 

Colored Race to project outward appearances that would act as “…a source of both 

individual and collective pride, an affirmation of dignity.”212 Others, however, 

purposefully ignored the advice manuals and their aesthetic of restrained 

gentlemanliness in favor of showy options better suited to their personal taste. To 

these men, “…flashiness spoke of freedom while restraint spoke of repression.”213 In 

this way, the type and quantity of jewelry worn by a black male during the late 

nineteenth and early twentieth centuries could act as a signifier of his thoughts on his 

relationship to the white American middle class.  
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Some black men, like Paul Laurence Dunbar, felt that expensive jewels and 

clothing, if worn correctly, could help them maintain their status as part of the middle 

class.  In 1897, Dunbar, though making what Eleanor Alexander calls “…a princely 

income for a man of color” was in debt, mainly due to his luxurious lifestyle.214  

Alexander asserts that this lifestyle, full of “…tailored clothes, gold watches, and 

diamond stick pins” was filled with material goods that Dunbar felt were “…necessary 

attire for his social position.”215  In a 1904 image of Dunbar, his ring and watch fob 

are visible, 216 suggesting that even though he had a proclivity for costly trinkets, he 

wore an acceptable number of jewels for a man in the early 20th century (Fig. 23).  

Jenna Weissman Joselit’s A Perfect Fit: Clothes, Character, and the Promise 

of America highlights another group of men who paid particular appearance to their 

dress—and jewelry—during the late nineteenth and early twentieth centuries: recent 

immigrants. Joselit introduces this fascinating subject by emphasizing the importance 

of clothing between ca 1890 and 1930, stating, “once upon a time, Americans placed 

their faith in clothing. […] Why, with the right outfit, one could even elude the 

restraints of class.”217 Immigrants, like other marginalized populations, sought to 
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solidify their new status as “Americans” through their outward appearance.218 For 

some men, it seems, this did not come naturally. David Levinsky, the Jewish 

protagonist of Abraham Cahan’s 1917 novel, struggled to “…dress more soberly, like 

a ‘genteel American.’”219 Levinksy’s biggest problem, it seems, was learning to 

differentiate “…between taste and vulgar ostentation….”220 The stereotype embodied 

by Levinsky seems to have been a common one in twentieth century America, as 

explored briefly in Dietz’s The Glitter and The Gold and evidenced by the following 

advice from The American Gentleman’s Guide to Politeness and Fashion: “…for 

those few young men who insist on ‘sporting’ a diamond or two, ‘never let their 

number induce in the minds of beholders the recollection of a travelling Jew….’”221  

Immigrants, like African Americans, had to choose between showy and 

expensive jewelry and fitting in with the decidedly subdued aesthetics of the white 

middle class. The jewelry that might have been appropriate—or even envied—in an 

immigrant’s country of origin could all too easily become a hindrance to American 

acceptance. In a rather ironic turn, many prominent jewelry factories were founded, 

managed, and/or staffed by immigrants—including Krementz & Company.  

Occasionally, one or more aspects of a piece of jewelry render it inappropriate 

for all but a few select members of the population, and men’s jewelry is no exception. 

Dr. Graham C. Boettcher, Chief Curator and the William Cary Hulsey Curator of 
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American Art at the Birmingham Museum of Art, notes that one example of this 

exclusive attire includes the “…rings, badges, and so-called ‘jewels’ pertaining to 

Prince Hall Freemasonry, the North American branch of Freemasonry whose 

membership is comprised primarily by African Americans.”222 A ca 1920-1930 

copper pin provides an excellent example of a piece of Prince Hall-affiliated men’s 

jewelry that has been identified by the inscription on the reverse of the pin (Figs. 24-

25). Though the provenance of the copper pin is not known, African American men 

are known to have owned similar jewelry. In a letter postmarked April 3, 1901, 

Dunbar wrote the following postscript to his wife, Alice, about his new masonry pin: 

“my pin is awful.”223  

As indicated by the survey of men’s jewelry and records of how they wore it 

included in this chapter, the categorization is not rendered simpler by a catalogue of 

the types of designs worn by men. Instead, it is made more complicated, as the widely 

differing opinions of men regarding what constituted jewelry appeared to vary from 

individual to individual. During the nearly 75 years included in this study, men’s 

jewelry moved fluidly from the categories of accessory to jewel, depending as much 

on the opinion of the man who wore it as the one who evaluated it. Men’s jewelry is at 

once more complex and straightforward than women’s, as the guidelines and etiquette 

manuals that outline the correct forms continually state exactly what is appropriate 

while also limiting the creative ability of men to self fashion. Through socially 
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imposed limitations, the previously discussed functional pieces became the only 

permissible jewelry for men. As dame fashion declared that flashy or elaborate jewelry 

would henceforth be “feminizing” to men, she effectively ensured that all men would 

follow certain rules; whereas women still used jewelry as a showcase of their unique 

assets and taste, men relied on theirs to fit in.  

As this investigation of primary and secondary sources evidences, one must 

consider the decorative and functional cufflinks, shirt studs, vest buttons, collar 

buttons, watches, etc. of men to be that jewelry, understanding that men’s accessories 

cannot and should not be evaluated by the same criteria as women’s. By limiting the 

jewelry worn by men to the functional—but still beautiful and sometimes costly—

precious metals and stones, fashion publications of all varieties ensured that men’s 

jewelry would at its core be different than that of women. Perhaps a 1917 publication 

says it best: “jewelry comprises various objects for personal adornment, rendered 

precious by their workmanship. …Jewelry may be merely decorative, or…it may be 

useful as well.”224 By this definition, then, men’s cufflinks, tie clasps, shirt studs, and 

etc. are undeniably jewelry.  
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Figure 5 Frock Coat. Image via Style Book: Fall and Winter 1905. Chicago, IL: 
Hart, Schaffner and Marx, 1905. Courtesy, The Winterthur Library: 
Printed Book and Periodical Collection. Image in the Public Domain. 
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Figure 6 “White Tie” Evening Dress. Image via “For the Well Dressed Man: 
Properly Worn Dress Clothes and Some Suggestions as to Their 
Accessories.” Vanity Fair (October 1922): 85. Image in the Public 
Domain. Hosted on hathitrust.org, original at the University of Michigan. 
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`  

Figure 7 “Black Tie” Tuxedo/Dinner Jacket. Image via “For the Well Dressed 
Man: Properly Worn Dress Clothes and Some Suggestions as to Their 
Accessories.” Vanity Fair (October 1922): 83. Image in the Public 
Domain. Hosted on hathitrust.org, original at the University of Michigan. 
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Figure 8 Lounge/Sack Suit. Image via Style Book: Fall and Winter 1905. Chicago, 
IL: Hart, Schaffner and Marx, 1905. Courtesy, The Winterthur Library: 
Printed Book and Periodical Collection. Image in the Public Domain.  
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Figure 9 Krementz & Company Dress Set, ca 1915-1930. Top row: vest buttons; 
middle row: shirt studs; bottom row: cufflinks. Courtesy of A. Brandt & 
Son. Photograph by A. Brandt and Son.  

 

Figure 10 Krementz & Company “One Piece” Cuff Buttons, ca 1890-1920. From 
the author’s personal collection. Photograph by the author.  
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Figure 11 Krementz & Company “Loose Link” Cufflinks, ca 1910-1930. From the 
author’s personal collection. Photograph by the author. 

 

Figure 12 Carter, Hale & Company Children’s Studs, ca 1880. Carter, Hale & 
Company Design Book, Box 1, Book 8. Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. Photograph 
by the author. 
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Figure 13 Krementz & Company Dress Set, ca 1920-1945. Courtesy of the Newark 
Museum, Gift of Mr. and Mrs. Irving Soloway, 1993 (93.185ak). 
Photograph by the Newark Museum.  
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Figure 14 Krementz & Company Tuxedo Set, ca 1920-1930. Advertisement Book 
3, Box 57, Part 4. Collection of the Newark Museum, Library and 
Archives, Krementz & Co. Records. Photograph by the author. 

 

Figure 15 Krementz & Company Shirt Studs, ca 1940. Courtesy of Berry & 
Company/Berry’s Gems. Image by Berry’s Gems.  
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Figure 16 Arrow Collar, ca 1900-1915 and Krementz Collar Buttons, ca 1890-1920. 
From the author’s personal collection. Photograph by the author. 
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Figure 17 “One Button Bill” Letter. Image via “Enjoying Life on One Collar 
Button,” The Sun, date unknown. Box 56, Folder 2: Advertisements, 
Continued, Collar Button Department Scrapbook, ca 1916-1919. 
Collection of the Newark Museum, Library and Archives, Krementz & 
Co. Records. Photograph by the author. 
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Figure 18 Scarf Pin, ca 1880. Carter, Hale & Company Design Book, Box 1, Book 
7. Collection of the Newark Museum, Library and Archives, Krementz & 
Co. Records. Photograph by the author. 

 

Figure 19 Krementz & Company Tie Pin, ca 1950. From the author’s personal 
collection. Photograph by the author. 
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Figure 20 Krementz & Company Tie Clasp, January-September 1915. From the 
author’s personal collection. Photograph by the author. 
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Figure 21 Henry Francis du Pont, ca 1910. Courtesy, The Winterthur Library: 
Winterthur Archives. Box P 48. Photograph by the author. 
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Figure 22 August 1928 Henry Francis du Pont Cartier Receipt. Courtesy, The 
Winterthur Library: Winterthur Archives. Box HF 203, “Cartier” Folder. 
Photograph by the author.  
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Figure 23 Paul Laurence Dunbar, February 1904. Courtesy of the Dolores Cameron 
Venable Collection (call number P. 86) and the Ohio History Connection. 
Image number AL00721. Photograph by the Ohio History Connection.  
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Figure 24 “50 Years A Mason” Pin, Obverse, ca 1920-1930. Courtesy of 
drexelantiques.com. Photograph by Drexel Antiques.  

 

Figure 25 “50 Years A Mason” Pin, Reverse, ca 1920-1930. Courtesy of 
drexelantiques.com. Photograph by Drexel Antiques. 
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Chapter 4 

MEN’S JEWELRY: MANUFACTURING AND RETAIL 

From the 1860s to the 1940s, men’s jewelry was manufactured and retailed by 

many different companies. Though some companies were able to both manufacture 

and retail their own lines of jewelry, others preferred to contract out. Unfortunately, it 

is not possible for this study to list and describe every manufacturer and/or retailer of 

men’s jewelry in the United States from the 1860s to the middle of the twentieth 

century. Instead, this thesis strives to outline some of the most important differences 

between retailers and manufacturers, setting the stage for a case study of the 

manufacturing and retail operations of Krementz & Company in chapter five.  

The Manufacture of Men’s Jewelry 

During the decades covered by this thesis, the use of machinery and 

technology in jewelry manufacturing advanced steadily, directly affecting the size of 

factories and their outputs. The influences of technological advances on the trade can 

be illustrated through the history of jewelry manufacturing in Newark, which is 

written about in more detail in The Glitter and the Gold. In 1801, when Epaphras 

Hinsdale established “…the first production shop for jewelry making in America” in 

Newark, New Jersey, machines were not yet such a large part of the manufacturing 

process.225 This is not to say that Hinsdale was the first person to manufacture jewelry 
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in America, as jewelry was worn by the indigenous peoples of the Americas226 and 

fashioned by goldsmiths during the colonial period.227 The importance of the 

establishment of Hinsdale’s small factory was that it had a “…new goal: to 

manufacture jewelry for quantity for sale beyond local customers,” a first for the 

industry.228  Although Hinsdale’s manufactory has been considered the first American 

jewelry factory, its beginnings were humble.229 The establishment began life with a 

staff of six people—not including Hinsdale—but soon attracted customers with a 

“good show” and state-of-the art building.230 In the next generation of Newark jewelry 

factories, Taylor and Baldwin made numerous improvements, including: the invention 

of machines that would increase manufacturing speed; the introduction of the traveling 

salesman; and perhaps most importantly, the creation of a market for American-made 

jewelry in large quantities.231 

By the time that George Krementz went into business in 1866, the jewelry 

industry in Newark had grown by leaps and bounds. In the mid-1850s, Newark-based 

firm Pennington, Carter & Doremus (later Carter, Howkins & Sloan) became “…one 

of the first American jewelry makers to use steam power.”232 This early investment in 
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steam-driven machinery paid off, as the factory was touted as the “…largest jewelry 

factory in the world…” by 1878.233 The long list of jewelry manufactories that existed 

in Newark by the end of the nineteenth century all had one thing in common: they 

were factories that produced jewelry for mass consumption. While this may seem 

obvious, the distinction between retailer and manufacturer is not always as clear as 

one might like, as the next chapter will show.  

Most of the companies that were manufacturing in large quantities during this 

time would have produced jewelry for men and women. Though some would have 

retailed the pieces made in their factories solely under the company name, others 

contracted their work out to retailers or larger manufacturing firms. Tiffany & 

Company, for example, had its own production facility but also maintained contracts 

with several Newark factories “…long after beginning in-house production.”234 Other 

large firms did the same, as their orders were simply too large to be filled by one 

factory. Further, the practice of contracting out jewelry production allowed large-scale 

retailers to offer a wider variety of materials and designs as they relied on the 

individual specializations of manufacturers. Traveling salesmen helped to promote the 

wares of the jobbing firms that they represented across the country. In the late 

nineteenth and early twentieth centuries, The Jewelers’ Circular, a trade publication, 

consistently included a feature called “Our Traveling Representatives” that tracked the 

location and name of all the representatives currently on the road. In November of 

1893, some of those representatives were: William Burton, representing Gorham 
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Manufacturing Company in the twin cities; Nat Prentiss, recently in Chicago on behalf 

of Alling & Co.; Mr. Marsh himself for Marsh and Bigney in Detroit; and many, many 

more.235 

In 1917, Beulah Kennard and Lillian Hutchinson wrote of contemporary 

jewelry manufactories that: “fine jewelry still requires many of the same tools for its 

manufacture as in the past, but great improvements have been made as a result of 

discoveries in chemistry concerning the treatment of metals and through 

improvements in machinery.”236 Kennard and Hutchinson’s book, The Jewelry 

Department, goes on to state that while “craftsman jewelry” was still produced by 

hand, most of the pieces sold at that time were “commercial jewelry,” made in large 

factories by machines.237 However, it would be a mistake to believe that handwork 

had disappeared in these large jewelry manufactories, as it was still frequently utilized, 

especially in the finishing stages.238 

 In terms of what exactly went on in jewelry factories, a 1920 book by George 

S. Overton, How to Make Jewelry, provides invaluable insight. Overton drew upon his 

professional experience as a foreman in several manufacturing facilities, and his book 

caused outrage in the jewelry industry as some felt that it had the potential to reveal 
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trade secrets.239 By 1929, Newark, New Jersey had been decisively established as the 

“…center of solid-gold jewelry production in America.”240 Overton’s book reveals 

that during the nineteen-teens and -twenties, most large jewelry manufacturers 

employed two or three designers, one of whom worked exclusively on “regular” 

goods—or pieces that were not bespoke.241 At about the same time, Kennard and 

Hutchinson’s publication stated that most sizable jewelry factories produced and 

alloyed their own metal, which Overton confirmed in his presentation of melting 

techniques that would help produce a “…good, clean, smooth ingot of gold or 

silver…[rather than] a bar…full of holes, grooves or blisters.”242 Overton detailed the 

proper techniques for the alloying of gold and other precious metals along with 

formulas for alloys and solders, including the newly popular green gold alloy.243 

 Successful jewelry factories were incredibly busy places, full of men and 

women working at many diverse tasks, some of which Overton described, including: 

wire drawing, soldering, alloying and casting metals, refining scrap metals, testing 

metals, stamping, raising, cutting, setting stones, complicated repairs, gilding, 

electroplating, rolling, acid coloring, filigree and other ornamental work, enameling, 

and finishing (including polishing and filing). Of course, this list of tasks is a 
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generalization—some factories did all of those tasks, some more, and some less. 

Complex machinery was used in many of the processes described in How to Make 

Jewelry. Nearly all of the work required employees to pay close attention, as mistakes 

could be costly—and dangerous. Overton warned that precautions were especially 

essential in the coloring rooms, where a draft was required to dissipate the fumes.244 

The same chapter provides antidotes for cyanide poisoning and poisoning caused by 

other acids, further indicating that jewelry manufactories could be dangerous places. 

 In order to render the aforementioned factory processes less abstract, Overton’s 

chapter entitled “Figuring Shop Cost” may be of use. The chapter is intended to help 

manufacturing jewelers understand all of the factors that must be considered when 

pricing a new design, and follows the steps a piece must take from conception to sale. 

Once the members of the firm approved a design, it was sent to the salesmen for their 

opinions. After developing a projection of sales, a sample or pattern was made by 

hand, and then given to the die and tool makers so that they could create all of the dies 

and or tools necessary for its production. Next, a small test order of about fifty pieces 

was given to the raiser, or stamper.245 After the piece was raised in the die, it was 

delivered to the tool maker who used cutters to trim the item. The term “raised in the 

die” refers to a process called die stamping, in which one person operates a heavy 

machine to produce extremely detailed metalwork from an interchangeable die.246 

Finally, the piece was sent to the jeweler, enameller, polisher, and finisher—repeating 
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or eliminating steps as needed. As the projected cost of a piece of jewelry was 

recorded in a “cost and design book,” all of the necessary steps had to be determined, 

priced individually, and then the cost of materials and 15-20 percent of the total were 

added to cover wages and other factory expenses.247  Clearly, large-scale jewelry 

manufacturing was a multifaceted operation that required complex machinery, 

meticulous planning and foresight, thorough record keeping, and precise and skilled 

handwork.  

 As the presence of technology and machinery in jewelry factories grew, many 

writers attempted to capture and publish what they considered to be ideal factory 

settings. In 1882, William Bagnall published a fascinating and detailed booklet on 

behalf of jewelry manufacturing firm Enos Richardson & Co. Illustrated by R.T. 

Sperry, the booklet, The Manufacture of Gold Jewelry, provides a thorough tour of 

Enos Richardson & Co., which employed about 400 men and women, making it one 

of Newark’s largest factories.248  Bagnall’s descriptions and Sperry’s illustrations 

have been aptly presented in Ulysses Dietz’s The Glitter and The Gold, and thus will 

only be summarized in this chapter.  

The Enos Richardson factory was four stories, and the dirtiest processes and 

equipment, including boilers, washrooms, and amalgamators, were confined to the 

bottom floor.249 The main floor was divided, with half of its space allocated “…to 

melting and alloying gold with other metals, to the production of steel dies and 
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tools…and to the coloring of gold.”250 The rest of the floor was filled with “…drop 

presses, rolling machines, and the supply and finishing rooms.”251 Workers visited the 

supply room at the beginning and end of each workday, to check in and check out the 

piece or pieces that they had worked on during the day.252 The top floors of the 

factory contained spaces dedicated to engraving, enameling, and polishing.253 The 

setting room, where gemstones were set into nearly complete pieces, was the last stop 

prior to the inspection and finishing room, which was located on the first floor.254 

Though Dietz asserts that little changed in the jewelry industry between 1882-1917, 

the number of articles and images of “ideal” factories for jewelry manufacturing 

published between those times indicates that while the essential processes remained 

the same, machinery and technology still needed to be kept up-to-date for a factory to 

be truly impressive. 

 An 1893 publication includes images of four departments of the Newark, New 

Jersey-based firm Day and Clark. The factory was described as “…spacious and 

commodious, comprising several departments…. They are admirably fitted up with all 

the latest improved machinery and appliances for…manufacturing purposes.”255 The 
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four Day and Clark departments photographed for inclusion in Newark, NJ, Illustrated 

are: the “Melting and Rolling Department,” which pictures an all male staff, rolling 

machines powered by a system of belts, and a furnace (Fig. 26); the “Main Jewelry 

Department,” which features three male workers in a well-lit workspace (Fig. 27); the 

“Process Department,” showing three male workers and belt-driven equipment (Fig. 

28); and the “Finishing Department,” depicting a mostly female staff seated at tables 

or benches and completing fine and detailed finishing work by the light of the 

windows (Fig 29). In the rolling department, machines efficiently turned out thin gold 

sheets that were often used in the production of middle-market jewelry.256 

 In 1915, a woman named C.M. Hoke submitted an article entitled “A Model 

Jewelry Factory” to The Metal Industry. In her article, Hoke held up the Traub 

Manufacturing Company, located in Detroit, as the epitome of a successful jewelry 

factory. Hoke commended the factory’s general manager for its technological 

innovations since, she said, the jewelry industry was an “…exceedingly conservative 

industry, slow to change its methods and machinery….”257 In the Traub factory, Hoke 

reported, workmen were treated much like “…a store deals with its credit 

customers.”258 When a worker needed raw material, he or she pressed a button to 

inform the stock keeper.259 The material was then weighed and delivered to the 
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workman’s station, either by messenger or in a basket traveling down a wire.260 The 

cost of the material was debited from the worker’s account until he could “repay” its 

cost in finished goods.261 

Hoke described the jewelers’ bench, where the handwork and finishing were 

completed by highly skilled jewelers, as a steel bench topped with a thick maple 

plank.262 Below the tabletop was a drawer for tools, which had a mesh bottom to 

allow any scrap metal or filings to fall into the trough below it.263 Hoke’s photo of the 

workbench shows an empty workman’s station equipped with an electric light, a 

blowtorch, an overhead motor for an electric engine arm, and the type of toolbox and 

trough described above (Fig. 30). The blowtorch was specially designed to be small 

enough for the fine work required for the finishing process, and engineered to have a 

flame hot enough to melt platinum wire.264 The engine arm was controlled by a foot 

pedal, and furnished with a multi-speed motor and a variety of attachments for tasks 

ranging from boring and hammering to polishing.265  

As in most factories, the Traub Manufacturing Company produced many of the 

necessary tools and dies used to create their jewelry on site. Hoke was impressed by 

the accuracy of its electric furnace, which was controlled by a rheostat and had a 
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pyrometer that eliminated the need for factory workers to estimate its temperature.266 

The factory also had a refinery room, a plating room, a laundry, and a metal recovery 

filter.267 Hoke closed her article with the hope that the “…spirit of progress that 

pervades the Traub plant…” would spread to less efficient factories across the United 

States.268 

Though many early publications about jewelry manufacturing use the terms 

“he” and “workman” exclusively, women also worked in jewelry factories. In a book 

about female wage workers, author Helen Campbell includes an example of a woman 

whose position as a polisher in a jewelry factory allowed her to live in a “…better 

class of tenement….”269 Throughout the global jewelry industry, some positions were 

considered more suitable for women—like enameling and enamel painting.270 At the 

Enos Richardson factory—at least during the late nineteenth century—the polishing 

department staff was entirely female.271 During World War I, most women kept their 

positions in the jewelry industry. The decrease in female workers was only 1.5 percent 
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of pre-war numbers, while the number of men working in the industry fell 36.8 

percent.272   

The manufacturing of jewelry has a long and complex history that became 

even more intriguing with the advent and popularization of mass manufacturing 

techniques. As the large-scale production of jewelry for both genders coincided with 

the growth of a substantial and varied body of consumers, many important questions 

came to the fore.273  What kind of jewelry was correct, or fashionable? Who was 

buying the jewelry—and what was the consumer looking for? How could 

manufacturers best reconcile the desired price points with popular styles? Today, the 

answers to those questions can be most clearly illuminated through the records of 

jewelry retail and advertising.  

Advertisement and Retail in the Jewelry Industry 

Just as men’s jewelry was manufactured by a wide variety of American 

manufacturers, it was also retailed in a myriad of locations during the late nineteenth 

and twentieth centuries, including: jewelry stores, department stores, and drug stores. 

In the twentieth century, people who earned their wages selling jewelry were expected 

to be well-versed in a variety of complex topics, such as: the properties and sources of 

metals used in jewelry, basic gemology, jewelry manufacturing techniques, stone 
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cutting and setting, enameling, properties of design, standard articles of jewelry, the 

history of jewelry, and, of course, marketing and sales strategies.274 

Retail stores that carried jewelry often divided their merchandise in very 

specific ways, such as by gender, type, or brand. During the late nineteenth century, a 

large, Boston-based department store called Macullar, Parker, and Company included 

men’s jewelry in its “gentlemen’s furnishing goods” department, which was located 

near the entrance of the store.275 The gentlemen’s furnishing goods were part of the 

retail clothing floor, and also included lingerie, hosiery, neckties, collars, and 

handkerchiefs.276 A South Carolina retailer claiming to be “20 stores in one” took a 

different approach, selling its jewelry and silverware in the same department, which 

was separate from both men’s and women’s clothing.277 In 1884, at the Gorham 

Manufacturing Company’s new retail location, the first floor cases were dedicated to 

the silver line, while the second floor was reserved for the wholesale trade—

presumably including Gorham’s jewelry.278 Smaller stores may not have had room for 

separate departments, but could choose to arrange their cases by category or by 
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aesthetics alone. At the Fisher Jewelry Company’s Pueblo, California store, the only 

subdivision of goods with a designated location in 1922 was the optical department, 

and that was merely because it had to be staffed by an optometrist.279  

By the twentieth century, certain enduring patterns of shopping had emerged, 

in part because of an increased capacity for the mass production of objects that “…met 

a wide variety of consumer needs beyond the most basic ones.”280 One of the 

occasions that became most quickly and irreversibly associated with the tradition of 

shopping, gift giving, and jewelry was Christmas. For the first time, gifts became 

“…symbols of relationships [which] heightened the anxieties of both parties to the 

exchange.”281 Despite this apparent apprehension, people were still attracted to the 

new and sometimes novel manufactured goods, and continued to purchase them as 

gifts.282 Shrewdly, advertisements played off this sense of unease regarding the 

perfect gift, offering reassurance that their designs would never be scoffed at on 

Christmas morning. In one such Krementz advertisement, the company proclaims, 

“Any Christmas gifts you select from this page, or from the Krementz case at your 

dealer’s, will inspire a hearty ‘Thank You!’ from the man or boy to whom they are 

given.” (Fig. 31)  
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While Krementz does appear to have pursued this kind of holiday advertising 

with a particular vigor, many manufacturers and retailers took advantage of the 

holiday season to sell men’s jewelry. Some, like Theodore A. Kohn & Son, Jewelers, 

took a simpler approach, directing “especial attention to [its] assortment of diamond 

link sleeve buttons” during the holiday season.283 Tiffany & Co. released its annual 

“Blue Book” just in time for the holiday season.284 Its 1908 catalogue, for example, 

presents an alphabetized selection of jewels and novelties, labeled either for men or 

for women where appropriate. The book contains an almost unimaginable number of 

meticulously worded entries—but no pictures—and offers a large selection of men’s 

jewelry, including elaborately jeweled sleeve and link sets.285 A Morris Vogel & Bro. 

advertisement aimed at retailers urged them to increase their stock of men’s jewelry 

for the holidays, emphasizing the availability of “vogue jewelry for men,” especially 

day and night gift sets.286  

Christmas has come to be inextricably linked with commercialization, 

shopping, and presents, but it was not the only occasion that caused a spike in 
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marketing and retail sales in the jewelry trade. Weddings, graduations, and other 

important life events also merited the gift of small trinkets or jewels, at least according 

to period advertisers. Jewelry gifted to commemorate weddings was almost always 

gendered, and was not simply for the bride and groom. In March of 1920, it was 

reported that many New York society weddings that had taken place earlier in the 

spring had involved gifts of jewelry. On one such occasion, the bride gave each of her 

bridesmaids a platinum ring set with a pink-tinted pearl.287 In another spring wedding, 

the groom presented each of his ushers with a scarf pin, and gifted the best man with 

cufflinks as well.288 As part of a more unusual wedding, the gifts were all variations of 

the same gem —the groom gave his bride a 40-inch rope of pearls, each of the 

bridesmaids received a pearl ring, the matron of honor was gifted a pair of pearl 

earrings, the best man got a pearl scarf pin, and each usher was given pearl-set 

cufflinks.289 Even more notable than the coordinated pearl gifts was the fact that each 

item had been made in a different design—no two were alike.290 Though the bespoke 

gifts in that particular instance may have been atypical, the practice of giving small 

gifts of jewelry to the male and female attendants as tokens of appreciation was not, 

and jewelry retailers and advertisements made sure to offer suggestions.    
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In The Jewelers’ Circular, sometimes-gendered advertisements promoted gifts 

appropriate for graduation. In the May 18, 1918 issue, La Tausca Pearls assured 

retailers that they should, “have the necklaces worn by [female] graduates in your city 

purchased at your store.”291 An April 19, 1916 Krementz & Company advertisement 

in the Boston Post promoted a variety of appropriate graduation gifts for men at 

affordable prices ranging from twenty-five cents to six dollars and fifty cents. Of the 

potential gifts, the advertisement assured prospective clients that they were worthy of 

such a momentous event, stating, “‘Some little thing’ may do nicely for his birthday 

gift—but not for his graduation gift. Make your gift worthy of the event. Give him 

Krementz 14 Kt. rolled gold plate jewelry.”292 In May of 1922, jeweler C.M. Hay 

described his recent advertisement intended for graduates, which read, in part, “the 

graduation gift has a sentimental value out of all proportion to its cost. A five hundred 

dollar watch received later in life would never mean so much as a fifty dollar present 

at commencement.”293 The Coshocton, Ohio retailer went on to assure uncertain 

prospective clients that “for the next few weeks our window will contain many 

suggestions.”294 
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During the late nineteenth and early twentieth centuries, before shoppers were 

inundated with a constant stream of product imagery from television and Internet 

sources, the window displays of jewelry retailers were of paramount importance in 

selling products. Retailers were advised to display and promote daily specials in their 

windows even if they could not afford to advertise the specials in the newspapers.295 

Window Display Advertising urged retailers to understand their audiences, providing a 

compelling description of a man’s stroll down an imaginary Main Street.  

Let us take one single individual and follow him down Main Street. We 
see him come into our picture three or four blocks away. Perhaps he is 
thinking of a bridge hand he played last night or of a new rose bush he 
plans to place on his lawn. He comes past a jewelry store with wedding 
presents shown in the window; no one in his family is going to get 
married; no impression is made and he keeps on. […] And so he goes 
on down the Main Street until he comes upon a store with some real 
display that compels his attention, first, by the attractiveness of the 
display, and second, by that priceless quality of an idea strong enough 
to momentarily switch his thought.296 

Carl Percy, author of Window Display Advertising, argued that it was, at least 

in 1928, an understudied area of advertising, and that it was full of untapped 

potential.297 Through his publication, Percy hoped to remedy the problem and help 
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business people—from traveling salesmen to retailers—make window displays work 

for them, stating:  

With few exceptions retailers…have not learned how to make better 
selling windows; how to create sales ideas; how long a trim should stay 
on display; when prices should be featured and when they should be 
omitted; what colors can best be used to express their 
merchandise…and a dozen and one other things which, if known and 
used, would make their financial statements show a better net profit at 
the end of the year.298 

 Percy was not the only one concerned with the underutilization of window 

space for advertising purposes—The Jewelers’ Circular regularly included articles 

that dispensed advice about window display, and numerous companies developed 

products specifically intended for use in shop windows. One such company, the Oscar 

Onken Co., located in Cincinnati, Ohio, designed and patented window display 

fixtures that were advertised to “make your show windows pay your rent.”299 In 

November of 1922, The Jewelers’ Circular published an article entitled “Just Before 

Christmas” that urged retailers to dedicate their window displays to gifts that male 

shoppers might want to purchase, asserting that “the fact that so many wait until the 

last makes it important that the last advertising appeals be made to men. This means 

that the advertising should call attention to the things the women want….”300  

The above article directed retail jewelers to formulate window displays 

specifically intended to appeal to masculine taste, and advocated strongly for the 
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displays to be priced because “Men are not shoppers. A woman may feel willing to 

enter a store and ask prices, but a man hates to ask a price and then not buy. He likes 

to know in advance what the price is….”301 Though this does appear to have been the 

case in regards to the jewelry-specific shopping patterns of men, the validity of this 

statement as a greater cultural truth should not be blindly accepted. In fact, in his 1998 

“Consuming Brotherhood: Men’s Culture, Style and Recreation as Consumer Culture, 

1880-1930,” Mark A. Swiencicki argues that because consumerism as a facet of the 

field of “men’s history” has been left largely unexplored by previous studies, it is a 

mistake to rely on scholarship that highlights women as the primary “purchasers” for 

the entire family unit prior to the Great Depression in all categories.302  Jewelry 

advertisements and trade literature from the period indicate that while both men and 

women purchased men’s jewelry and accessories throughout the first half of the 

twentieth century, they shopped in different ways. Swiencicki’s research shows that 

the ratio of male to female purchasers of jewelry in 1890 was 15:85, suggesting that 

women purchased far more jewelry than men during the period of this study.303 

Swiencicki does not address the fact that some women could have been buying 

jewelry intended for males, as it is outside the scope of his research.  

Advertising wares in newspapers or periodicals was one of the most important 

aspects of a successful sales operation. In 1922, jewelry store owners were advised 
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that, “there is no better vehicle…than newspaper advertising, assuming that some 

thought is put into the copy.”304 Newspaper advertisements consistently demonstrated 

an ability to do three very important things for retail jewelers: keep the store in the 

public eye, attract new customers, and create new material desires along with a 

convenient method to satisfy them.305 According to a talk given by Norman R. 

Williams at the 1917 Convention of the Iowa Retail Jewelers’ Association, there were 

two essential elements of newspaper advertisements: copy and display, or “…what the 

advertisement says, and how it looks.”306  Williams asserted that even well established 

stores needed to advertise regularly, because “there never comes a time when any 

store can rest on its reputation and stop advertising without losing money.”307  

As mentioned earlier in this study, advertisements for men’s jewelry during the 

late nineteenth and early twentieth centuries echoed contemporary etiquette manuals 

in their emphasis of “correct” accessories. Larter & Sons, a prolific Newark, New 

Jersey-based firm that specialized in men’s seals, rings, cuff buttons, and lockets,308 

styled itself “…pioneers in the making of dress jewelry for men” and reassured 

customers that its men’s department put forth “…a line of most varied styles—yet 
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every one correct.” 309  (Fig. 32) An advertising manual compiled in 1910 that 

provided suggestions of “selling phrases” intended to inspire retailers or 

manufacturers hoping to sell jewelry sheds additional light on the phrasing of 

successful advertisements for men’s jewelry.  One advertisement directly appealed to 

the sensibilities of its male readers, promising to outfit them properly to be called 

“well dressed” and using gender-exclusive phrasing:  

For Men Only—The most important part of a man’s dress are the little 
fixings as his tie-clips for holding his tie in position; his collar stud, his 
front stud, his scarf pin, his key chain, etc. If these are what they should 
be he is called a well-dressed man. We are properly equipped to place 
every man who wants to be in this enviable position.310  

Another advertisement took a different approach—humor: “the ‘—’ collar button, 50 

[cents], will save many a cuss word.”311 

Jewelry advertisements still have value today, long after the items that they 

featured have gone out of style and stopped being produced. Now, advertisements can 

give hints as to who was shopping for men’s jewelry, and what they were looking for 

in such a purchase. Unsurprisingly, advertisements suggesting holiday gifts are usually 

split by gender, indicating that women who are shopping for men might like to 
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purchase items ranging from belt buckles to cufflinks, while men shopping for women 

might prefer to purchase rings or hand bags.312  

As demonstrated by the above advertisements, the industry was definitely 

taking note of consumer habits, namely: men did not always purchase their own 

jewelry. A 1922 article demonstrates that many men were more likely to shop for gifts 

for the women in their lives than for themselves, stating, “Christmas is a time when 

many men who otherwise would not be your customers at all, will come in and make 

considerable purchases. …They want to buy something nice for a certain girl….”313 In 

1930, the National Jeweler “…pointed out that ‘one of the traditional problems of 

feminine shoppers’—what to buy for their husbands, boyfriends, and fathers—had 

finally been alleviated, thanks to a plethora of ‘mannish gifts’ in the marketplace.”314  

 It is impossible to provide a comprehensive overview of all the details of the 

changing industries of jewelry manufacturing and retail from ca 1866-1940, but the 

combination of the above information and the company case study contained in the 

next chapter will contextualize and clarify those worlds. A number of recent 

publications, including James G. Carrier’s Gifts and Commodities: Exchange and 

Western Capitalism Since 1700, Sharon Zukin’s Point of Purchase: How Shopping 

Changed American Culture, Richard Longstreth’s The American Department Store 

                                                
 
312 “XMAS Gifts He or She Will Appreciate,” Amarillo Daily News, December 23, 
1920, Page 4, Image 4, Chronicling America: Historic American Newspapers, Library 
of Congress, Accessed February 3, 2015, 
http://chroniclingamerica.loc.gov/lccn/sn85042551/1920-12-23/ed-1/seq-4/.  

313 “Just Before Christmas,” 145.  

314 Joselit, 96.  



 104 

Transformed, 1920-1960, Grant McCracken’s Culture and Consumption: New 

Approaches to the Symbolic Character of Consumer Goods and Activities, and Ann 

Satterthwaite’s Going Shopping: Consumer Choices and Community Consequences, 

can provide additional information about the history of shopping and advertising in 

America. Likewise, publications such as Charles L. Venable’s Silver in America, 

Overton’s How to Make Jewelry, Ulysses Grant Dietz’s The Glitter and the Gold and 

various articles presented in trade publications such as The Jewelers’ Circular and The 

Metal Industry contain further details about American manufacturing processes during 

the eighteenth through twentieth centuries. Jewelry manufacturing was filled with 

intricate and sometimes guarded processes, while retailing men’s jewelry included a 

myriad of subtopics, ranging from window display and advertising to sales technique 

and store layout. Through the in-depth Krementz & Company case study presented in 

the next chapter, this thesis will profile the ways in which a prolific and respected 

jewelry firm dealt with the above issues.  
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Figure 26 Day & Clark Melting and Rolling Department. Image via Leary, Peter J. 
Newark, N.J. Illustrated: A Souvenir of the City and Its Numerous 
Industries… (Newark, NJ: W.A. Baker, 1893), 117. Image in the Public 
Domain. Hosted on hathitrust.org, original at Harvard University.  
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Figure 27 Day & Clark Main Jewelry Department. Image via Leary, Peter J. 
Newark, N.J. Illustrated: A Souvenir of the City and Its Numerous 
Industries… (Newark, NJ: W.A. Baker, 1893), 117. Image in the Public 
Domain. Hosted on hathitrust.org, original at Harvard University. 
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Figure 28 Day & Clark Process Department. Image via Leary, Peter J. Newark, N.J. 
Illustrated: A Souvenir of the City and Its Numerous Industries… 
(Newark, NJ: W.A. Baker, 1893), 117. Image in the Public Domain. 
Hosted on hathitrust.org, original at Harvard University. 
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Figure 29 Day & Clark Finishing Department. Image via Leary, Peter J. Newark, 
N.J. Illustrated: A Souvenir of the City and Its Numerous Industries… 
(Newark, NJ: W.A. Baker, 1893), 117. Image in the Public Domain. 
Hosted on hathitrust.org, original at Harvard University. 
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Figure 30 Jewelers’ Bench, Traub Manufacturing Company. Image via Hoke, C.M. 
“A Model Jewelry Factory: A Description of the Plant of the Traub 
Manufacturing Company, Detroit, Mich.” The Metal Industry, Vol. 21, 
No. 9 (1915): 366. Image in the Public Domain. Hosted on hathitrust.org, 
original at the University of Michigan. 
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Figure 31 “Useful Christmas Gifts for Every Man and Boy.” November 13, 1916 
Literary Digest Advertisement. “Useful Christmas Gifts for Every Man 
and Boy.” Image via Box 56, Folder 2: Advertisements, Tear Sheets, ca 
1910-1928. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author. 
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Figure 32 “Pioneers.” Image via “Pioneers.” The Jewelers’ Circular, Vol. 83, No. 
13 (1921): 60. Image in the Public Domain. Hosted on hathitrust.org, 
original at the University of Michigan. 
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Chapter 5 

KREMENTZ & COMPANY: A CASE STUDY  

The unique combination of the alignment of the trajectory of Krementz & 

Company’s men’s jewelry designs with the reception of men’s jewelry in society at 

large, its patents, and the accessibility of the company’s archival records through the 

Newark Museum and the Krementz family make the company an ideal candidate for a 

case study intended to illuminate the ways in which one company dealt with the 

design, manufacturing, and retail of men’s jewelry. In addition, Krementz & Company 

is an understudied but prolific manufacturer, which allows this case study to bring new 

information about the Newark-based firm to the fore, rather than simply restating 

previously published facts. This chapter will provide an overview of Krementz & 

Company men’s jewelry from ca 1866-1940, highlighting its design, manufacturing, 

retail, and reception. It will also relate a discussion of the materials used by the 

company and the impact of these materials on the firm’s varied target audiences. It is 

contextualized by a two-part company history—the first part can be found in chapter 

two, and the second part can be found in Appendix B. 

Krementz & Company’s Correct Jewelry for Men 

Little evidence of the jewelry manufactured by Krementz & Company in the 

early days of its history exists. Records from the company’s foundation to 1880 are 

not part of the surviving archival material, and other sources from the period do not 

shed much light on the beginning of George Krementz and Julius Lebkuecher’s 

company, which is outlined in chapter two of this study. In 1872, Newark held its first 

Industrial Exhibition, but Krementz & Company does not appear to have exhibited—
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at least not according to Newark Industrial Exhibition: Report and Catalogue of the 

First Exhibition of Newark Industries, Exclusively, 1872, which was reprinted in 1882.  

In 1874, William F. Ford reported that the company made “…a general line of solid 

jewelry…the gold used being 14 karats fine.”315 The reason for this lack of evidence 

becomes clear after considering the fact that, as previously noted, from 1866-1878, 

Krementz & Company’s sales were “…confined to the jobbing trade.”316 This is to 

say that its products were sold wholesale to other manufacturers—and most probably 

did not bear the “Krementz & Company” name. It is no wonder, then, that textual and 

material evidence from this period is so limited. Though the company is known to 

have exhibited items in Philadelphia at the Centennial Exposition of 1876,317 its name 

is not included among the manufacturers listed in the official catalogue, indicating that 

it may have exhibited objects in conjunction with or even for one of the manufacturers 

that it supplied.318  

Beginning in the 1880s, surviving company advertisements can help fill in 

some of the gaps in archival material. They will be discussed in greater detail in the 

“An Ideal Gift for Any Man: Krementz & Company Advertising and Retail” section of 
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this chapter. One of the only extant archival collections from the period, a series of 

checks held by the family, can provide some evidence of the company’s dealings 

during the 1880s—and of its finances. In November of 1882, for example, the 

company spent almost $23,126.00 from its account at the German National Bank of 

the City of Newark. The amounts spent ranged from $4.00 for Dr. Max Küchler to 

$2500.00 made out to “Bearer.” In fact, 31% of Krementz & Company’s 35 

November 1882 checks were simply made out to the bearer of the check.319 The 

company’s checks to the Newark Gaslight Company and the Newark Aqueduct Board 

for $57.18 and $112.20, respectively speak to their utility bills (Figs. 33-34). Some of 

the legible and identifiable checks were written to Moses Bigelow & Co., varnish 

producers (Fig. 35),320 and Alfred H. Smith & Co., “…importers of precious 

stones….”321  (Fig. 36) Another precious stone importer that apparently supplied 

Krementz & Company was Victor Bishop & Co. (Fig. 37).322 As several of the legible 

and traceable checks appear to have been written to gem suppliers, the company was 

definitely producing jewelry set with gems—which would have been more appropriate 

for women. This may indicate that much of the company’s jewelry during this early 

period was intended for women.  
                                                
 
319 This may have been a way for the company to obtain cash in order to pay factory 
employees, many of who may not have had bank accounts. 

320 Samuel Fowler Bigelow, A Biographical Sketch of Moses Bigelow (Newark, NJ: 
[Publisher Unknown], 1890), 18. 

321 Albert Nelson Marquis, Ed., The Book of Chicagoans: A Biographical Dictionary 
of Leading Living Men of the City of Chicago (Chicago, IL: A.N. Marquis & 
Company, 1911), 280. 

322 “The Death of Charles Constant Cottier,” The Jewelers’ Circular and Horological 
Review, Vol. 29, No. 16 (1894): 20. 



 115 

By May of 1883, the company had obtained a set of “Office of Krementz & 

Company Jewelers” checks inscribed with the address of its New York City sales 

office. These checks suggest that another company that Krementz conducted business 

with through the 1880s was D. & M. Bruhl, a prominent New York diamond dealer 

whose company had been founded in 1849 (Fig. 38).323 In terms of machinists, the 

Krementz & Company checks include a $58.50 check from May of 1883, made out to 

Newark machinists and toolmakers Stillwell and Pierce (Fig. 39).324 It is difficult to 

ascertain who each of the checks are made out to, but it is possible that some are for 

high-level company employees, as there is a May 28, 1883 check made out to J.A. 

Lebkuecher in the amount of $72.15 (Figs. 40-41). These checks by no means provide 

a complete picture of the financial dealings of Krementz & Company—they are an 

incomplete record, and the fragile nature of the aged paper makes some of them 

impossible to examine—however, they do provide invaluable insight into some of the 

company’s early suppliers and expenditures.   

Just as the checks provide evidence of the company’s early financial 

transactions, surviving documents, like advertisements and historic texts, can provide 

some idea of the jewelry that Krementz & Company produced during the nineteenth 

century. The emphasis on men’s jewelry, and especially on patented men’s jewelry, 

began for Krementz & Company in the mid-1880s, as evidenced by period 

advertisements and other historic documents, including patents. On May 6, 1884, 
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George Krementz was granted a patent for a collar button.325 The patent, which can be 

viewed in full in Appendix A, proclaimed,326  

The object of my invention is to provide a new and improved collar-
button which is simple in construction, strong, and durable. The 
invention consists in a collar-button having a hollow head and stem, the 
said button being formed and shaped out of a single continuous plate of 
sheet metal. […] The collar-button is made of a single piece of metal, 
without soldering or joints, and the stem or shank as well as the head is 
hollow.327  

Krementz’s invention, which is defined as “a collar or sleeve button having a 

hollow head and stem, the said head, stem, and the base plate or back of the said 

button being shaped and made of a single continuous piece of sheet metal…”328 was 

an improvement on earlier collar buttons because none of the parts were soldered 

together, meaning that there was no danger of the collar button breaking, as no weak 

seam existed. Slightly less than one year later, on April 7, 1885, Krementz was 

granted another patent for his collar button, which states, “this invention relates to 

certain new and useful improvements in the collar-button for which the [May 6 patent] 

were issued to me….”329 The improved collar button is shown in figure two of the 

patent and the exact nature of the improvements are detailed in the patent—the two 

layers that form the button’s head are pressed together and its edges are bent and 
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curved down “...to prevent the edges of the head from cutting into the skin in case the 

button is tilted and laid…” against the skin.330  

 This patent is particularly important because it acknowledges one of George 

Krementz’s goals for his new, upgraded collar button: to give it “…the appearance of 

a hand-made button.”331 Prior to the technological advances of the late nineteenth 

century, all collar buttons were handmade.332 According to the Krementz family lore, 

which was passed down through the generations, George Krementz developed his 

collar button machine after seeing machines for manufacturing cartridges at the 

Philadelphia Centennial Exposition in 1876.333 This story is retold in Dietz’s The 

Glitter and the Gold, where Krementz’s invention is attributed to his hope of 

cornering the market with an unbreakable button: 

Knowing that breakage was a problem, and that sturdy buttons would 
give him a marketing edge, he developed a new machine for 
manufacturing collar buttons, inspired by a machine for making one-
piece brass gun cartridges that he had seen at the Centennial 
Exposition….334 

This story of origin was not kept within the family, but was also known by certain 

company employees. Edgar Jadwin, who worked for Krementz & Company for 31 
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years,335 acting mostly as executive vice president,336 still remembered the story in 

2015. In a series of oral interviews, Jadwin recalled,  

In about 1876 or so, [George Krementz] developed a machine [to 
produce collar buttons]. The core of that idea came from a Civil War 
cartridge. Dick’s337 grandfather saw a commonality with the collar 
button of the day in that tapered cartridge shape, and he developed his 
machine.338 

Another of Krementz’s chief concerns was price—handmade collar buttons 

had to be made in karat gold so that they could be soldered easily, and were therefore 

rather expensive.339 Krementz realized that if he developed a solderless collar button, 

he could eventually manufacture them in other materials, including overlay, which 

would drastically reduce the price of the buttons and increase his sales.340 To provide 

a better idea of what the collar buttons manufactured prior to Krementz’s invention 

looked like, image 6439 in a ca 1864-1888 Carter, Hale & Co. design book shows a 

collar button, clearly made in multiple pieces, with a seam visible at the place where 

the post and base meet (Fig. 42).  
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Before the collar button could become truly successful, however, Krementz & 

Company would have to go all the way to the Supreme Court to defend the first collar 

button patent. In “Krementz v. the S. Cottle Company,” the novelty of Krementz’s 

invention was called into question, as was the validity of its initial 1884 patent.341 

Ironically, this was due to a lawsuit brought by Krementz in an effort to stop S. Cottle 

Company from ignoring his 1884 patent, which Krementz felt made him the “first 

inventor and discoverer” of the one-piece button, by making and selling collar buttons 

in violation of the 1884 patent.342 In the first court case, Shubael Cottle successfully 

defended his button against Krementz, due in part to his April 16, 1878 patent, which 

was for “…an improvement in the construction of collar and sleeve buttons….”343 His 

invention was, like Krementz’s, intended to form a more durable collar and cuff 

button, which was manufactured by the following process:  

…[The construction of] the post in one piece with the back by striking 
up and drawing out the central portion of the latter to the required 
length, then severing the end of the post and soldering the head thereto. 
The post having no seam, the solder will not tend to attach itself to the 
side of the latter.344   

Cottle’s lawyers also brought up numerous previous patents for objects manufactured 

in a similar manner to Krementz’s collar button, hoping that the court would negate 
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his patent altogether.  In June of 1889, the Honorable William J. Wallace, circuit 

judge, handed down the initial decision: he found Krementz’s patent “…invalid for 

want of novelty” and dismissed the suit.345 

George Krementz appealed the decision in its entirety, and the case moved to 

the Supreme Court.346 The appellate brief prepared by his lawyers, C.E. Mitchell and 

Louis C. Raegener, was submitted to the Court on December 1, 1892.  On April 10, 

1893, a final decision was reached: the 1884 patent was “…examined and held to 

cover a patentable invention.”347 With the successful resolution of this case, Krementz 

& Company was free to continue as the sole manufacturer of the item that would make 

the company world-renowned—and to continue its foray into men’s jewelry.  

Though the court cases, which were time consuming, expensive, and no doubt 

frustrating to all involved parties, cannot be presented in full in this study, a transcript 

of the case proceedings has been set forth in Record, Case No. 13746: Supreme Court 

of the United States, October Term, 1892: George Krementz, Appellant vs. the S. 

Cottle Company, Appeal from the Circuit Court of the United States for the Southern 

District of New York. For the purposes of this thesis, the importance of the case lies 

first and foremost in the verdict, and second in several choice passages of verbatim 

testimony. One of those is the April 4, 1889 testimony of George Krementz, in which 

he describes the process of his collar button’s invention:  
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My first idea for this collar button was in 1876. I had a conversation 
with Mr. Lebkuecher at that time in reference to it. I also had some 
tools started, but as the man that made them348 did not get along very 
well I gave it up at this time. I made drawings of the button in 1876. I 
do not know when I sa-ted [sic] at the button again, but at times when I 
had time I worked on the tools. It was not until the fall of 1883 that I 
actually got a button finished. I then made applications for a patent.349 

The testimony of Krementz on this occasion is particularly telling, giving more 

information about the gap between his Centennial Exposition visit and the filing of a 

patent. Krementz stated that his idea in 1883 had not changed from his 1876 

drawings.350. Krementz also discussed the machine used to make the first button, 

describing it as a series of “…punches and drawing-in tools on the foot press.”351 

 The October 8, 1888 testimony of Julius Lebkuecher is also enlightening, as he 

estimated that Krementz & Company sold about 80,0000 collar buttons in 1887 

alone.352 A later statement by Lebkuecher, from May 21, 1889, confirms the origin 

story of the buttons:  

Mr. Krementz first spoke to me about [the collar button]…in 1876, at 
the time of the Centennial Exposition in Philadelphia. Our firm had 
some goods on exhibition there, and on that account we were 
frequently there, and being manufacturers we took great interest in the 
machinery department. During that time he told me he thought he could 
make a collar button of one piece of sheet metal, head, post, and back 
all hollow, and explained to me how he intended to go about it. He 
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thought by drawing up a tube with a closed end in the manner that he 
saw cartridges drawn up at that exhibition, and leaving a flanged end on 
it—from such a means he thought he could devise means to contract a 
part of it into a post which would make a collar button.353 

One week later, Lebkuecher was recalled to the stand where he testified that, at that 

time, collar buttons were the only item that Krementz & Company sold abroad, and 

that they had been exported since the fall of 1887. 354 This legal effort was the first 

step that Krementz and company had to take in order to protect their product in the 

market—but it would not be the last.  

In terms of what else was happening at the company in the 1890s, Peter J. 

Leary’s 1893 Newark, N.J., Illustrated: A Souvenir of the City and Its Numerous 

Industries, reported that Krementz & Company was already an “…extensive jewelry 

manufacturing business.”355 The Chestnut street building, which had been purchased 

in the mid-1870s,356 was reported to be 185 feet by 55 feet, leaving plenty of room for 

what was now a large operation (Fig. 43).357 Although Leary stated that Krementz & 

Company was primarily manufacturing jewelry intended for women, he also made 

note of the Krementz one-piece collar button, which had “…become the standard 

button of the country, and which [was] largely exported to Europe.”358 During this 
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period, Krementz & Company’s women’s jewelry included stud earrings with patented 

fasteners as well as pearl and diamond jewelry.359 Even though Krementz & Company 

may have been manufacturing a larger percentage of women’s jewelry, it is clear from 

the surviving documents and advertisements that it was becoming better known for its 

men’s designs—especially the collar button.  

In 1898, the company filed a registration for a label with the patent office, 

which gave it full control over the “Krementz ‘One Piece’” cuff and collar buttons in 

both patent and title (Fig. 44). By this time, its success with these two objects, both 

covered by the three patents described above, had grown exponentially—in fact, only 

four years later, the annual sale of collar buttons had jumped to 1.5 million per year 

(Figs. 45-46).360 Of course, such a successful product was bound to generate imitators, 

and Krementz & Company’s court cases regarding its world-renowned invention did 

not end in 1893. As the success of the “one piece collar and cuff buttons” grew, the 

company battled competition not only from imitators of their one-piece construction, 

but also those who attempted to capitalize off the company’s name recognition. In the 

early twentieth century, the United States District Court at New York granted 

Krementz & Company a permanent injunction again John S. Sampson & Son for 

“…unfair competition and copyright infringement of the trademark ‘Krementz’ on 

collar buttons.”361 Sampson & Son had been manufacturing and retailing a collar 
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button marked ‘Kremo’ in an effort to capture some of the power wielded by the 

Krementz name in the world of collar button retail.362 

Sampson & Son was not the only imitator of the Krementz buttons—another 

company with a similar goal had created and retailed buttons marked “EMENTZ” 

about six years earlier (Fig. 47). Then, the perpetrator was A.C. Messler & Co., of 

Providence, Rhode Island.363 Again, Krementz had taken the offender to court, and 

had been granted an injunction.364 After the court case, The Trade-Mark Bulletin 

remarked, “The trade value of this trade-mark, due to its long continued use and its 

wide advertising, makes it an especially tempting one to infringers.”365 Krementz & 

Company was very aware of the problem, and adjusted its marketing accordingly—

though it still needed to maintain the very name recognition that imitators were 

attempting to exploit. In 1911, a Krementz & Company advertisement seemed to take 

the knockoffs in stride, proclaiming, “every good thing is imitated, and the imitations 

are usually poor in quality and cheap in price. There are many cheap imitations of 

Krementz one-piece collar buttons.”366 At about the same time, a company ad in 
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Sunset Magazine urged consumers to use care while shopping, cautioning, “Look for 

the name ‘KREMENTZ’ on the back and be sure to get the genuine.”367 

Clearly, Krementz & Company had become well known by this time, 

especially for its patented collar button. This was a recognition that the company 

encouraged, through marketing and its new trademark. On May 23, 1896, the 

company applied to register a trademark with the United States Patent Office 

Registration Office (Figs. 48-50). The trademark, which was officially registered on 

September 29, 1896, was a profile view of its famed one-piece collar button (Fig. 

49).368 In the patent application, the company stated that it had been using the symbol 

since March 1 of the same year.369 Trademarks were considered to be of particular 

importance in the world of jewelry, and industry publications, especially The 

Jewelers’ Circular, encouraged those involved in the trade to be familiar with the 

trademarks of their collaborators and competitors. In the Jewelers’ Circular Publishing 

Company’s second edition of Trade-Marks of the Jewelry and Kindred Trades, 

published in 1904, the publishers proclaimed that the demand for such publications 

was high: “the numerous daily inquiries at our office for the identification of 

trademarks…form a striking manifestation of this demand.”370 The book, which 

contains 4,000 marks, is alphabetized and was likely of great use to those who 
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purchased it. The trademarks that Krementz & Company had registered in 1904 can be 

seen in image 51 (Fig. 51). The company’s collar button is prominently featured; its 

shape was used on many of the firm’s goods, and the collar buttons themselves 

featured a designation of their alloy or material and the uppercase “KREMENTZ” 

logo that would become more common as the century progressed.  

Although the one-piece collar and cuff buttons were undoubtedly the 

company’s most recognizable products, it began to branch out into other areas of 

men’s jewelry during the twentieth century. In 1902, Krementz & Company filed a 

patent for another type of cuff button. The patent, which was granted on October 30, 

1906, “…relates to cuff-buttons, more especially to those known as ‘dumb-bell’ or 

‘link’ buttons, in which two button-faces are joined together at the desired distance 

apart and at the desired angle by means of a rigid post secured to the inner face….”371 

The advantage of this cufflink, according to the patent, was that its “post and braces 

[were] integral, [so it was] especially strong and reliable….”372 In terms of design, the 

most advantageous point of this new patent was that it allowed for more elaborate 

decoration—or the inclusion of gems—on both faces of the cuff button. The patent 

states that since “the central portion of the button may be left free and raised away 

from the braces…so as to leave a space…to admit the setting of a stone…in the center 

of the button.”373 This type of cuff button was differentiated from the one-piece bean-

and-post buttons by the fact that two faces—of similar or different size—could be 
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embellished. In Krementz’s bean-and-post buttons, the decoration is confined to the 

single, larger face of the button. These cuff buttons do not appear to have been quite as 

numerous in production or retail as the one-piece buttons or later “loose link” cufflinks 

(Figs. 10-11).  

In September of 1903, Krementz & Company filed another patent, this time for 

the backs, or fasteners, of shirt studs and vest buttons.374 The patent was granted on 

February 16, 1904, and quickly became one of the company’s most widely advertised 

items.375 The button fastener, which would come to be known by the term “Bodkin” 

and “Bodkin-Clutch,” is described as relating to, “button-fasteners such as are adapted 

to be connected with the shank of a button and having a piercing end to pass through 

the fabric and serving to securely fasten the button thereto, while allowing for the 

ready removal of the same.”376 The mechanics of this type of button can perhaps be 

best understood through the advertising slogan associated with the bodkin-clutch back, 

“goes in like a needle, holds like an anchor.”377 (Fig. 52) As it can be difficult to 

imagine the mechanics of the patented bodkin backs if one has not worn buttons of 

this type, the images of the stud engaged—as when it is holding the shirt closed—and 

disengaged—as for entry or removal—may provide additional clarification (Figs. 53-

54).  
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In order to understand what differentiated the 1904 Krementz & Company 

fastener from other contemporary backs, it is necessary to look at studs produced by 

Krementz’s competitors. A Carter, Hale & Co. cost and design book, now part of the 

Krementz & Company archives, reveals one competing fastener type: the clayton back 

(Fig. 55). Two other types of fastening solutions manufactured by Carter, Hale & Co. 

included the spiral stud back (Fig. 56) and the lever-back (Fig. 57). Though the 

images cannot be precisely dated, the design book appears to have been used from the 

mid-1860s to ca 1889. Krementz & Company competitor Larter, Elcox & Co. was 

well known for its spring-loaded shirt studs, advertising them heavily throughout the 

early twentieth century (Fig. 58).378 

Each company that specialized in men’s jewelry persistently advertised its 

preferred or patented back, wanting to convince the public that its design was 

superior—but which shirt stud actually worked best? Larter was so confident that its 

fastener was unsurpassed in staying power that it adopted a profile view of its spring-

back stud as the company trademark.379 In The Glitter and the Gold, Dietz remarked 

that Larter, Elcox & Co. “…revolutionized the stud with its patent in 1898 of the 

spring-back stud,” though he seems to simply be referring to the fact that this 

innovation was not only an improvement, but paved the way for future inventions, like 

Krementz & Company’s.380 Of the many innovative designs for fasteners, Krementz 

& Company’s bodkin-clutch back and Larter’s spring-back stud achieved the most 
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success.381 Ultimately, a man’s choice in stud appears to have been based mostly on 

personal preference—and probably experience. The test, of course, was whether or not 

the stud could be inserted and removed easily, but also hold securely for the entire 

duration of wear.  

Men did demonstrate a clear interest in the fasteners that they used during this 

period, indicating that they made a difference. In October of 1928, Henry Francis du 

Pont returned to Cartier exactly two months after his initial dress set purchase (Fig. 

59). His only transaction was to request that Cartier supply new backs for his vest 

buttons, which cost him $19.00. Without additional information, it is impossible to do 

more than speculate on what types of backs du Pont preferred. It seems that the studs, 

which he purchased separately from the vest buttons, had backs that better suited his 

preference, and that even after a trial period, he felt it necessary to modify the 

apparently cumbersome or frustrating vest button fasteners.  

Regardless of the bodkin-clutch fastener’s ranking, it is clear that it must have 

worked well enough to generate sales and compete with Larter’s spring-back stud.  

Ultimately, it became one of Krementz & Company’s best selling and most 

recognizable men’s jewelry designs, second—for a time—only to the one-piece collar 

and cuff buttons. Additionally, there seem to have been requests from customers to 

have the backs of their old studs or vest buttons changed to bodkin-clutch studs, at 

least according to period advertisements (Fig. 60). Not only did a 1909 advertisement 

state that the bodkin back had been recognized as “…the most improved, simplest in 
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construction, strongest and most durable on the market,” it also signified that jewelers 

could assist their customers in updating their old dress sets with bodkin fasteners:  

Should any of your customers have a set of vest buttons or studs with 
any old-style fasteners which have for any reason proved 
unsatisfactory, we will gladly change them (where practicable to do so) 
to Krementz Bodkin Fasteners, making only a nominal charge for the 
same.382  

By this time, the Krementz name had become recognized as a trusted provider of 

men’s jewelry, though the company still produced a variety of designs for both men 

and women.  

In 1912, a profile of Krementz & Company was included in another 

publication, Newark, The City of Industry: Facts and Figures Concerning the 

Metropolis of New Jersey. This time, the main categories of around 40 different lines 

of jewelry manufactured by the company were listed: “ladies’ jewelry—brooch pins, 

veil pins, necklaces, bar and handy pins, bangles and bracelets, lorgnons, [and] 

soutoirs…” and “men’s jewelry—scarf pins, sleeve links, vest buttons, studs, chains, 

fobs, match boxes, [and] tie clasps.”383 Once again, collar buttons were considered 

important enough to merit their own paragraph, which reads, in part, “Krementz & Co. 

are also the manufacturers of Krementz collar buttons, which enjoy a national 

reputation; in fact, are known the world over….”384 The same paragraph also 
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mentions another of Krementz’s best-selling men’s designs: dress sets with the 

patented bodkin-clutch fastener.385 The book ascribes at least part of the line’s 

popularity to the newly patented backs, stating, “while…mother-of-pearl dress sets for 

gentlemen are much in vogue now and finding a very ready sale, this new bodkin 

attachment has given a very material impetus to the popularity of this line.”386 If more 

proof that the company was becoming best known for its various men’s patents is 

needed, the next paragraph provides it, reading, “…the very newest of its creation is 

the making of the bean and post of a gentleman’s cuff button of one single piece of 

metal. This feature has greatly increased the output of men’s cuff buttons.”387  

As stated earlier in this study, the increasing popularity of the bodkin-clutch 

studs and buttons during the twentieth century coincided with a decline in the sale of 

collar and cuff buttons. This was due in large part to the disappearance of detachable 

cuffs and collars in the 1920s. When this change took hold, the company adapted, 

beginning to market dress sets—with cufflinks, not cuff buttons—more aggressively 

to its American audience. Krementz & Company referred to this type of cufflink as 

“loose links,” the backs of which can be seen clearly in this 1916 image (Fig. 61).   

Krementz & Company also continued to develop and patent new products, 

including a “solderless” tie clasp patented in September of 1915.388 Though all of the 

previous patents for men’s jewelry were filed by George Krementz, it appears that his 
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son, Richard, had taken over this portion of the business—or at least was helping, as 

this patent is in his name.389 The tie clasp, which utilized a concealed spring to 

achieve the desired tension, was intended to “…provide a simple and economical 

construction free from soldered parts, and in which all un-plated surfaces or edges are 

concealed.”390 Portions of the tie clasp were stamped in order to eliminate more 

expensive processes and keep the cost low, and the tie clasps were made in several 

different designs (Fig. 62). 

As the sales of collar buttons began to fall, the company searched for 

something that might replace them, patenting a “collar fastener” in 1931 (Fig. 63).391 

This device was an “…ornamental design…” that could hold any type of collar 

together, and perhaps Krementz hoped that it would help the company hold on to a 

share of the collar market.392 Unfortunately for Krementz & Company, the collar 

fastener never achieved the same level of fame, popularity, or recognition afforded its 

predecessor.  

Even though Krementz & Company’s most iconic men’s designs can easily be 

listed, the amount of aesthetic variety in objects manufactured by the company is too 

extensive to be detailed in full in this study. The company worked hard to ensure that 

potential customers would have a wide selection to choose from, and many of its 

designs evolved significantly over time. Take, for example, the humble collar button. 
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When Krementz & Company first began to manufacture collar buttons, the company 

had not yet conceived of most of its other popular men’s designs, so the collar buttons 

had much more versatility during the first few decades of their production. In 1901, an 

opinion piece published in the Henderson Gold Leaf urged all of its readers to 

purchase the buttons, which they claimed were “best for ladies’ shirt waists and 

children’s dresses as well as for gentlemen.”393 Another advertisement to the same 

effect was published in Canada, reading: 

It’s a sign of antiquity to see a shirt, blouse, child’s dress, in fact any 
washable garment, with buttons sewed on. It’s an old-fashioned 
custom, this sewing on of buttons, but the modern manufacturer of 
garments and the modern housewife are casting the custom aside and 
using detachable buttons. […] …The most superior button that can be 
used for this purpose has also been recognized. This is it! This is it! It’s 
a Krementz solid one-piece button.394 (Fig. 64) 

Even the collar buttons specifically designed for use in men’s collars were 

incredibly diverse in shape and size, as shown in a Krementz advertising booklet (Fig. 

65).395 During the first decade of the twentieth century, the company manufactured the 

collar buttons in several lines, most of which came in more than one style: the 4-style 

6 m/m line, initially manufactured for export to Paris, was for those who preferred 

buttons with a small, round head, and the company suggested it for use as a collar 

button, cuff button, or as a shirt stud for those who preferred studs with large backs; 

                                                
 
393 July 25, 1901 Henderson Gold Leaf Opinion Piece, Advertising Scrapbook, ca 
1900-1911, Krementz & Company Family Collection, On Loan to the Author. 

394 Undated Advertisement, “It’s a Sign of Antiquity,” Advertising Scrapbook, ca 
1900-1911, Krementz & Company Family Collection, on Loan to the Author. 

395 Krementz & Company, “Krementz,” ca 1900-1910, p. 5, Loose Papers, Krementz 
& Company Family Collection, on Loan to the Author.  
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the 4-style 7 m/m line, medium-small collar buttons for the same purposes as the 6 

m/m line, except for the ones with extra long posts, which were advertised as 

“Krementz dress shirt collar buttons” and were called the “…perfection of collar 

button excellence” by the company; the 4-style 8 m/m line, for those who preferred a 

medium-sized button, with the short post styles to be worn at the back of the collar or 

as shirt studs; the 2-style 9 m/m line, a large button with a very extensive sale that was 

recommended for use with linen or summer shirts; the “tie” collar button, for use at 

the back of the collar to hold down a scarf; and the 3-size button back studs, intended 

for shirt fronts.396  

 Collar buttons were the most versatile of Krementz & Company’s men’s 

designs, but they were not the only items of men’s jewelry to display variation. The 

cufflinks produced by the firm were also diverse in design as well as embellishment. 

The one-piece bean-and-post cuff buttons were a staple of the company, and were 

covered by the same patents as the collar button (Fig. 66). Any embellishment was 

usually simple and confined to the flat faces of the buttons. The 4-point cuff button 

with bean and post was remarkably similar in decoration, though slightly different in 

design, as indicated by the photograph (Fig. 67).  It is extraordinarily difficult to locate 

a surviving example of the cuff button that Krementz & Company patented in 1906, 

but it may have looked more like the company’s designs prior to the invention of the 

one-piece bean-and-post button (Fig. 68). As detachable cuffs became less common, 

the company began to produce alternative styles, like the loose links and airway links 

                                                
 
396 Krementz & Company, “Trade Price List of Krementz Rolled Plate Collar 
Buttons,” Loose Papers, Krementz & Company Family Collection, on Loan to the 
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shown in a twentieth-century photograph from the company’s “Men’s Jewelry Book” 

(Fig. 69). 

  Throughout the first half of the twentieth century, the men’s department was 

the company’s largest, as the company’s primary focus was on designing men’s 

jewelry.397 In 1940, Krementz & Company worked hard to emphasize its specialty, 

publishing a broadside intended to help retailers sell “Krementz jewelry for 

gentlemen.”398  Even as the demand for men’s jewelry fell drastically after World War 

II, the company continued to produce it in large number. In the 1958 catalogue, the 

men’s designs, which still outnumber the women’s, include: tie tacks and clasps, a “ty-

grip”, snap bar cufflinks,399 “gift sets” made up of a tie clasp or tack and cufflinks, 

collar pins, holders, collar buttons, money holders, knives, and tuxedo sets (Fig. 

70).400  When Edgar Jadwin joined the firm in the early 1960s, he remembers that the 

majority of Krementz & Company’s production was still men’s jewelry.401 Jadwin 

realized that something needed to change, as “…after World War II, men just didn’t 

get dressed up like that anymore. We needed something that we could sell to Tiffany 

                                                
 
397 Edgar Jadwin, February 18, 2015. 

398 Krementz & Company, “Now! Comprehensive Advertising Helps You Sell—
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and to the little mom and pop stores that we preferred.”402 With Jadwin’s help, the 

company turned things around, changing its emphasis from men’s jewelry to 

women’s. Though the company continued to produce small numbers of still-saleable 

men’s designs throughout the twentieth century, the heyday for Krementz men’s 

jewelry was officially over.  

 Though the focus had shifted from men’s designs to ladies’ jewelry in the 

1960s, (Fig. 71) it was not until two decades later that the company produced its last 

collar button. Both Rick Krementz and Ed Jadwin remember the story behind the last 

Krementz collar buttons, which were produced for export to the Middle East where 

they could be used as removable garment buttons.403 Over the nearly 100 years of 

their production, not much had changed about the collar buttons. When asked about 

any modifications that may have occurred, Rick Krementz laughingly recalled, “Oh, 

nothing had changed since the twenties!”404 In 1981, the collar button machines, the 

very same ones that had been invented by George Krementz and used to produce all of 

the collar buttons between the mid-1880s and 1981, were turned off for the last 

time.405 The demand was simply not high enough to justify continued production. 

With that, the last symbol of the era of Krementz & Company’s jewelry for gentlemen 

was gone.  
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The Krementz Factory and Its Manufacturing Processes  

Krementz & Company was always considered to be a manufacturing jeweler—

never a retailer. As related in chapter two of this study, the factory was first located at 

14 Oliver Street—on the second floor.406 In 1874, the firm was reported to have 110 

employees who took home about $1,500.00 a week in total.407 Almost nothing else is 

known about this early period of manufacturing, except that, as previously noted, the 

company’s business was limited to the jobbing trade until 1878. Clearly, though, 

George Krementz had larger aspirations, experimenting with his own inventions and 

ideas from at least 1876.  

The earliest evidence of manufacturing processes in the Krementz & Company 

factory comes from the story of the collar button, and begins after the company had 

moved to the Chestnut Street facility. At the Circuit Court proceedings, George 

Krementz described the tools used to create the first collar button as a series of 

“…punches and drawing-in tools on the foot press.”408 This may sound simple, 

especially in comparison to the later machines, but creating the tools necessary to 

make the first one-piece collar button was a long and frustrating process. Although 

George Krementz had finalized the button’s design—and his idea for the 

manufacturing process and equipment—in 1876, the tools that he worked to create 

during that year were not successful.409 According to Krementz’s testimony in April 

                                                
 
406 Dietz, 174.  
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of 1889, the failure of these early tools was due in large part to the miscalculations of 

an employee, engineer and machinist John Lees, who left the firm in 1877.410  

Apparently, the plates and punches created to produce the cap of the button411 

were not “…perfect enough to work.”412 By 1883, an entirely different set of tools had 

been made—Krementz stated that he made them himself—and were used successfully 

in conjunction with a foot press.413 When asked to give more specific information 

about the tools that he used, Krementz said that a series of punches and plates were 

used to form figure two of the patent, shape the top of the button, and curl the base of 

the button, as seen in figure five of the patent. Though it took a long time to create the 

first set of tools, Krementz’s trial testimony related, that after much practice, he could 

make an entirely new set in a week.414 

In November 8, 1887, over a decade after George Krementz was inspired by 

the Centennial Exposition’s display, he was granted a patent for a machine for making 

collar buttons.415 This patent is much more complex and extensive than the two collar 

button patents that preceded it, and consisted of a “…series of dies for drawing in the 
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button-blanks, of rotating rods for rotating [them] during the time that they are being 

drawn and mechanism [sic] for shifting the button at regular intervals.”416   

Edgar Jadwin, who observed the collar button manufacturing process first hand 

during his time at the Krementz factory, provided additional clarification. The 

machine ran by itself, as long as a worker was present to “feed” it blanks.417 The 

collar button was advertised as “one piece,” but the rolled gold plate buttons were 

actually made in two parts. There was no soldering, and the shape of the button was all 

made from one continuous piece of metal, but the extra back, which formed the base, 

was added later for security and aesthetic purposes. When Jadwin worked at the 

company, from the 1960s-1990s, collar buttons were still made in the same way as 

they had been manufactured in the late nineteenth century—after the invention of 

Krementz’s collar button machine.418 Of the process, Jadwin recalled,  

One machine was used to make the collar button. It made the buttons in 
two pieces, which were curled together—not soldered. First, the 
machine stamped and hammered a piece of metal into a ball shaped 
head and a shaft that flared out at the bottom. Next, the separately 
created bottom section, or base, was punched into it and would curl 
over the flattened out section at the base. The top section was the really 
clever device, and we could make them quickly—about 30,000 to 
40,000 in two to three weeks.419 

Even the rolled gold plate buttons, which actually consisted of two parts, were 

still technically one-piece objects. The patent refers only to the shape of the collar 
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button, which was created—through Krementz’s patented machine—from one piece 

of metal. The exposed part of the base, where the words “Krementz Plate” were 

stamped on the plate buttons, should be thought of like a cap (Fig. 45). The cap is not 

discussed in any of Krementz’s patents, and should not be considered when thinking 

of the formation of the shape of the collar button. Additionally, it was not soldered on, 

meaning that no potentially weak seam was created during the Krementz 

manufacturing process.  

As valuable as the historic documents are, for those without engineering 

degrees, the diagrams and explanations included in Krementz’s patents and trial 

transcript still may not provide a clear idea of the process used, and the company knew 

that this might be a marketing problem. Advertising booklets and salesman samples 

can help turn the mechanical into the tangible, providing illustrations, descriptions, 

and three-dimensional examples designed to be suitable for comprehension by the 

average customer. An advertisement from the September 18, 1918 Jewelers’ Circular-

Weekly provides a wonderful depiction of the process in seven images (Fig. 72). First, 

a heavy bar of solid gold was strengthened by fusion—through pressure from 

rolling—with a base metal. The metal, called “Krementz plate,” was then rolled to a 

workable thickness, fed into a machine, and stamped into a disc. Next, it was stamped 

into a miniature hat shape, and then hammered at the top, drawing in the metal. The 

hammering continued, drawing the metal at the center, or what would become the 

post, tightly in. The edges of the base were then turned up, still by machine, and then 

rolled over. In the last step,420 an extra back was “swedged on” to provide extra 
                                                
 
420 According to Jadwin and an 1898 company publication, this extra back was only 
used on the rolled gold plate buttons, as it ensured that all exposed parts of the buttons 
were 14 karat gold.  
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security and ensure that all exposed parts were 14-karat gold—a Krementz 

guarantee.421 A 1907 advertisement provides an even more complete picture of the 

process, adding the shaping of the head and the final burnishing (Fig. 73). However, 

as this ad omits the capping of the base that was necessary to ensure that all visible 

metal of a rolled gold plate button was 14-karat gold, both advertisements must be 

viewed together to provide the most comprehensive overview of the process.422 

 When Krementz first introduced his idea to Lebkuecher, the latter was 

skeptical. He testified at trial that even with his personal background as a 

manufacturing jeweler and metalworker and the son of a manufacturer of jewelers’ 

tools, he was not sure how Krementz’s idea would work in practice.423 In particular, 

Lebkuecher worried that it would be difficult to form tools precise enough to contract 

the metal without causing it to split.424 Not only was Krementz able to manufacture 

tools to be used on a foot press, he was also able to invent a machine to perform all of 

the same processes in an automated fashion. A ca 1900 photograph of the collar button 

machine, included in a Canadian advertisement, features two of the patented machines 

in the background of the shot (Fig. 74). The man in the foreground appears to be 

                                                
 
421 Swedging refers to the process of driving metal into a more constricted shape using 
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operating the machine that cut strips of rolled gold plate into the circular discs, or 

blanks, used to create one-piece collar and cuff buttons.425   

 Records of factory inspections can serve to provide insight as to the workings 

and demographics of the factory, as well as to illuminate its violations. In 1891, an 

inspection of the factories in New Jersey’s sixth district revealed that Krementz & 

Company employed 100 men and 25 women.426 Though by no means the biggest 

factory in Newark, Krementz & Company was certainly on the larger side. Carter, 

Sloan & Co. employed 185 men and 65 women, Durand & Co. 65 men and 15 

women, and Day & Clark 78 men and 12 women.427 The percentage of women 

employed by each factory varied widely, as Enos Richardson & Co. employed 32 

women and 92 men, while other factories, like James W. Miller’s, did not employ any 

women.428 Apparently, Krementz & Co. did not employ any children who were less 

than sixteen years of age.429 In fact, only two jewelry factories admitted to utilizing 

child labor: Bippart & Co. and “Alsops” [sic] Jewelry Factory.430 The Krementz 

factory was ordered to make one change, to guard a belt, which it executed.431 
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Another jewelry factory, Carter, Sloan & Co., was ordered to erect a fire escape, 

revealing that Krementz’s violation was less serious than some other 

manufacturers’.432  

 Not all of Krementz’s patents had their own eponymous machines, however, 

the company did offer prospective customers examples of the manufacturing processes 

used to create some of its other popular men’s designs. One such example, published 

in ca 1905 and included in the company’s “Collar Button Department” scrapbook, 

depicted the steps necessary for the manufacture of a bodkin-clutch stud (Fig. 75). 

First, the head was stamped up from a flat disc of metal, much like the first step in the 

formation of a collar button, though the disc of metal was, presumably, much smaller. 

The post, which would eventually attach the head to the back, was then hammered and 

constricted. Next, the head was shaped. Finally, a hole was punched through the post. 

The bodkin-back was shaped from one piece of wire and capped with the arrow-like 

tip.  

 A series of privately owned albumen prints, produced ca 1885-1895, provide a 

rare glimpse into the interior of the Krementz factory.433 The photographs, which are 

quite large and in remarkably good condition, document daily life at the factory. In 

one large room, female workers, presumably completing fine work were seated on one 

half of the room, while male employees worked on the other side of the space (Fig. 

76). Another room was populated by tables full of male workers seated at Windsor 

chairs with their tools spread out in front of them and a row of ovens to their left (Fig. 
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77). While men and women do not appear to have worked side by side in the 

Krementz factory, they also do not seem to have been strictly segregated, as a third 

image features a room full of women working along a bench directly under the 

windows, with the remaining space filled with men seated or working at belt-driven 

machinery (Fig. 78). Overhead lights are evident in this photo. Though this may seem 

like an early date for overhead lights, the oral history passed down through the 

Krementz family suggests that the factory was electrified before the city—with DC 

power, which meant that many of the machines had to be converted after the city 

began to use AC power.434  There were more men than women employed at the 

Krementz factory during the late nineteenth century, so it makes sense that more male 

employees appear in the photo series. It is difficult to ascertain exactly what the 

employees are doing, although their positions can be described. The final spaces 

depicted through the series show a row of men working at a bench underneath the 

windows, with two other men completing tasks while standing, including one at an 

oven (Fig. 79) and four men working at a bench under the windows and a room full of 

belt driven machines—some of which appear to be lathes (Fig. 80). No information 

about the intended use of these large-scale photographs has been preserved, but it is 

possible that, given their size, they were used for presentation—possibly at an 

exhibition.435   

 In 1901, the Newark Sunday News visited the factory and reported its findings. 

The article presents a “tour” of the factory, while also describing several of the 
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processes used to manufacture specific items in detail. Kevin J. Smead called the 

factory “…notable for its descriptions of a mixture of newer and more traditional 

methods” in his review of the article.436 The first room described by the reporter was 

the designing and modeling room, which was also called the “art department.”437 This 

was the room where most new designs originated. After a company artist had created a 

new and promising design, it was modeled in wax and photographed for the 

catalogue.438 When a design had been modeled, Krementz factory employees 

manufactured the dies necessary for its production.439 The designs and accompanying 

dies were extremely valuable to the company, with each pattern “…with its dies and 

cutters…numbered and kept in a special box” inside a fireproof vault.440  

The article reported that in terms of “new methods,” employees of Krementz & 

Company no longer had to work up designs by hand.441 The factory was described as 

well lit, which is supported by the albumen print series.442 To polish the jewelry, the 

factory primarily utilized burnishing machines, which were lined up along the side of 

one room on a long wooden bench.443 In terms of finishing processes, the article 
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describes chemical baths, boiling, burnishing, and electroplating—but only if the 

object needed to be colored.444 All of the stone setting was done by hand in a different 

department. The stone setters were all men, and the article described them as “…the 

largest wage earners in the factory.”445 The enameling department, on the other hand, 

was entirely female: 

Each girl sits in front of a bench on the top of which is a glass case. The 
front of the case is open and all work is done beneath the glass 
covering, in order to prevent any dust lodging on the enamel…. As 
each piece is finished it is laid on a small…tray. When this tray is 
filled, it is placed in a baking oven and the enamel fired. 446 

Enameling was delicate work that required artistic skill, close attention, and great 

patience, as there were many opportunities for each piece to be ruined during the 

manufacturing process. Women also produced the majority of the factory’s watch 

chains, since most of the work was delicate and done by hand.447 

 The Newark Sunday News feature also described the one-piece collar button 

manufacturing process, writing, “…although each button passes through ten separate 

operations, the time required to turn out the button is greatly reduced.”448 The reporter 

described the collar button machine as “almost human.”449 The collar button 
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manufacturing process required many more steps than some others completed in the 

factory, like ring manufacturing:  

It takes about three processes to complete a ring. First, the shaping and 
sizing up; second, setting the stone; and finally, cleaning and giving it 
the required finish. There are five varieties of settings used…. There 
are also five finishes for rings in demand at present.450 

However, since the manufacture of rings consisted primarily of processes that had to 

be completed by hand, collar buttons could still be produced more rapidly and in 

greater number. In terms of men’s rings, the article confirmed that Krementz & 

Company did, in fact, manufacture fashionable signet rings. 451 The very last step in 

the process for each piece of jewelry took place in the packing department, where 

jewelry set in boxes filled with boxwood sawdust was prepared for delivery.452 

 Another series of photographs, sadly in relatively poor condition, was 

produced sometime in the first decade of the twentieth century. Even more so than in 

the first photograph series, the employees are not consistently segregated by gender. 

On the contrary, in one workspace, seven workers of mixed gender sit together in front 

of a row of windows and their tools (Fig. 81). In another room, a posed group is 

pictured, again of mixed gender (Fig. 82). As with the first series, however, more male 

employees are depicted overall. They are shown to be engaged in a variety of tasks, 

including: seated at worktables located near the windows and lit by overhead electric 

lights and working at ovens which may have beeen used for drying jewelry (Fig. 83). 
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Unfortunately, the fading of the silver gelatin photographs has obscured any tools in 

front of the workers, though each workstation appears to be illuminated by an electric 

light.  This photo series provides evidence to suggest that Krementz & Company’s 

bench jewelers were all men (Fig. 84). They were most likely photographed while 

doing handwork of some type. In terms of gender in the Krementz & Company 

workspace, a photograph of a belt-driven rolling machine, with a variety of 

unidentified belt-driven equipment behind it is perhaps the most revealing (Fig. 85). A 

female employee is seated at one of the machines, and although it would be unusual 

for a female to work with belt-driven machinery during the first decade of the 

nineteenth century, it is not impossible.  

 The photographic tour of the Krementz & Company factory continues with a 

group of male employees operating drop-presses (Fig. 2.6). While the previous photo 

series focused on the upper floors of the factory, the later images show the basement 

of the factory. The basement appears windowless, and all of the employees shown in 

the photograph are male (Fig. 87). One of the men is positioned in front a furnace and 

two crucibles, likely for alloying metal. The upper floors of the factory were more 

populated, especially in one manufacturing room crowded with male workers and belt-

driven machines (Fig. 88). There seem to have been work stations along the window 

as well, though it is difficult to tell for certain due to fading. Another upper story space 

was filled with men standing near belt-driven machines, but is so badly faded that it is 

impossible to ascertain exactly what is happening (Fig. 89). Likely on the same floor, 

the next image depicts a man who is drawing wire, while the men behind him pose 

with belt-driven machines (Fig. 90). The machine being used in the foreground has a 

partially legible label that reads “HENRY A. H_B_____/Newark, N.J.” This second 
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photo series may show one of the building’s office spaces, occupied by four men and 

one woman (Fig. 91). The far left wall displays a telephone. It is difficult to determine 

what activities might have taken place in the next room, which may be in the same 

“office” portion of the factory building (Fig. 92). Returning to the manufacturing 

facilities, a group of female workers was shown, mostly seated, along two rows of 

windows. Though it is not clear exactly what task these women were hired to 

complete, it likely was fine work that required a significant amount of light and 

attention to detail (Fig. 93). According to contemporary literary evidence, Krementz & 

Company’s enameling department was composed of an entirely female staff, which 

may be represented in the ca 1900-1910 photo series (Fig. 94).  

At about the same time that these photographs were taken, Newark, The City of 

Industry: Facts and Figures Concerning the Metropolis of New Jersey, reported that 

the factory employed about 300 people, suggesting that these photographs do not show 

the full scope of the factory.453   

 In 1914, Krementz & Company patented another machine, this time for a 

“method of closing tubular bodies.” The patent offers an in-depth analysis of another 

timesaving invention used exclusively by the Krementz factory. In the words of 

company assignor Frank Hegewald, “this invention relates to an improved method of 

closing a tubular structure, which is provided with a flange at one end. It has a 

particular value in the manufacture of jewelry, such as collar, cuff, shirt and stud 

buttons.”454 In order to close a tube with a flange at one end, a machine utilized a 
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rapidly spinning die, probably on a lathe. The tube was encased within the die, and the 

flange protruded. As the tube and flange rotated within the die, a tool with a rounded 

wheel was used to apply pressure to the outer periphery of the flange, gradually 

moving inward while pushing the metal toward the tubular center. The metal, which 

essentially plugged the hole at the center of the tube, was then “ironed” flat with the 

tool.455 While not as automated as the collar button machine, since this process 

required a human hand to guide the tool, it certainly saved the company time and 

money.  

 The Industrial Directories of New Jersey series provides another resource for 

Krementz & Company employment numbers. In 1912, the company employed about 

250 people.456 Three years later, the number had dropped slightly, with only around 

200 people employed at Krementz & Company.457 By 1918, the reported number of 

employees was back up to about 250.458 Throughout the next few decades, the 

factory’s employment numbers fluctuated widely, and by ca 1960 there were only 

about 90 people working for the company.459  
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 In 1946, a company booklet, “The Story of Gold in Modern Jewelry,” depicted 

some of its updated equipment along with a description of several processes used by 

Krementz & Company in the manufacture of rolled gold plate (Fig. 95). The top 

photograph depicts a man creating karat gold by alloying gold, silver, and copper in a 

crucible. He is shown standing at the same furnace depicted in the ca 1900-1910 

series. In the next photograph, “ingots are rolled down under tons of pressure into long 

strips.”460 The third photograph shows the updated and modernized jewelers’ 

workbenches. Each station, while still directly under a window, was also equipped 

with an adjustable electric light and other modern amenities. The next two 

photographs indicate that Krementz & Company was using photo-micrographic 

technology to monitor the thickness of its gold overlay by the mid-twentieth 

century.461  

 Krementz & Company’s factory also included an engine turning department, as 

evidenced by the engine-turned designs on their men’s jewelry, from cufflink and cuff 

button faces to stud and vest button faces and by the presence of an “Engine Turning 

Department” pattern book in the company archives. Engine turning is essentially 

“…another name for engraving by machinery [and] consists [of] cutting various 

designs or patterns…” into an object.462 During the nineteen-teens, which the pattern 

book dates from, electric engine-turning machines were powered through a series of 
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belts connected to a motor.463 Different types of engine-turning machines were 

necessary to complete each design, hence the pattern book. Krementz & Company’s 

engine-turning department seems to have included a brocade machine (Fig. 96),  

…a special class of engine turning resembling in appearance the 
regular work on currency bills, which is produced by a geometric lathe. 
[…] As an engine turning machine its possibilities are practically 
unlimited, and it is doing away with a large amount of the work 
previously accomplished by skilled engravers.464  

The pattern produced by a brocade machine could be controlled not only by changing 

the pattern plates—usually two of them—but also through the ratio of the gears, which 

impacted the percentage of “fill” of the pattern.465 

 Although the Krementz & Company pattern book does include several gear 

ratio formulas, these are outside the scope of the author’s expertise, and will not be 

interpreted in this study. The complexity of the instructions for each design vary; 

some, like a February 24, 1917 cuff button are simple, reading only “lay off as per 

photo. 20 teeth 110R.” (Fig. 97) Others, like the January 21, 1917 diagonally incised 

cuff button are more complex, with 12 lines of instruction (Fig. 98). Even small areas, 

like the bezel of a shirt stud or vest button, could be filled in with engine-turned 

embellishments (Fig. 99). Some patterns had descriptive names, like “barley corn.” 

(Fig. 100) Though the date of Krementz & Company’s initial use of engine turning is 

not known, the process of engine turning on a lathe was used as early as the mid-
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eighteenth century, at least for ceramic objects.466 By the early nineteenth century, 

engine turning was utilized to embellish gold and silver boxes in France, Switzerland, 

England, and the United States.467 

 In ca 1950, another set of photographs of the Krementz factory seems to have 

been taken. Of these, only two remain: one of a man rolling metal through a large 

machine, (Fig. 101) and one that appears to be the same basement furnace that was 

photographed in ca 1900-1910 (Fig. 102). This time, the man depicted by the furnace 

is using a long-handled rod to hold what is, presumably, a crucible in the furnace.  

 The Chestnut Street factory, the center of Krementz & Company’s 

manufacturing processes for over one hundred years, was torn down before the turn of 

the twenty-first century. Just as the equipment, manufacturing processes, and popular 

jewelry changed throughout the years, so did the factory. From the ca 1893 illustration 

published in Leary’s Newark, N.J. Illustrated, (Fig. 43) a ca 1905-1909 photograph 

from the family’s collection, (Fig. 103)468 and finally to a 1912 image that depicts an 

aerial view of the facility, (Fig. 104) one can see a few of those changes. The biggest, 

of course, was the 1899 addition of a “T-shaped” expansion to the building.469 Though 

the company expanded throughout the twentieth century, purchasing and maintaining 
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other manufacturing facilities, the Chestnut Street building was the primary home of 

the company, and thus deserves the majority of the attention in terms of this study.  

A Material Analysis of Krementz & Company Men’s Rolled Gold Plate 

Krementz & Company not only manufactured a wide range of products 

utilizing a variety of different processes, it also produced jewelry in a diverse array of 

materials. As shown by the factory photographs included in the previous section, 

Krementz & Company alloyed its own metal. In addition to sterling silver, 10-, 14-, 

and 18-karat gold, and platinum, the company also manufactured gold plate, which it 

called “Krementz Rolled Gold Plate.” In 1898, an advertisement confirmed that the 

rolled gold plate was the company’s “own make.”470 Though it is difficult to know 

exactly when the company first conceived of this metal, it was widely advertised by 

the mid-1890s. Initially, it seems been intended only for the company’s one-piece 

collar buttons, though it eventually became an option for all of Krementz & 

Company’s men’s designs. A handwritten note referring to the new, “cheaper plated” 

button demonstrates that the company’s expansion into plated goods stemmed from a 

need to fill a gap in the middle market (Fig. 105).  

In 1901, the Newark Sunday News reported that the gold used in Krementz & 

Company alloys was derived from mint bars and from coins.471 Gold coins were 

preferable because their “…fineness and quality [was] absolutely known….”472 
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Additionally, “mint bars [had] to be rolled out and cut up, whereas the coin [was] 

already in small pieces.”473 As in most jewelry factories, utilizing all scraps of gold 

was a priority: Krementz & Company closed two times a year, once in the winter and 

once in the summer, to clean the factory and recover any scraps of precious metal that 

had been lost during manufacturing.474 

An analysis of the various materials used in Krementz & Company’s popular 

one-piece collar button provides an example of the ways in which materials used by 

the company changed over time. Advertisements from the mid-1880s show that 

initially, decorative collar buttons, adorned with diamond, ruby, pearl, or turquoise 

were available for purchase.475 These early collar buttons were offered in either 

polished or matte—then called Roman—gold.476 As the buttons gained popularity, the 

variety of the regularly advertised designs was reduced. In the fall of 1890, an 

advertisement for the company’s collar buttons lists 10-, 14-, and 18-karat examples 

for sale at a retail jewelry store (Fig. 106). By the twentieth century, the company 

manufactured—and had trademarked—four varieties of collar button: 10- and 14-karat 

gold, sterling silver, and Krementz plate (Fig. 107). By October of 1910, Krementz & 

Company had discontinued its sterling silver buttons. An advertisement published in 

The Manufacturing Jeweler on October 27, 1910 attributed this change to 
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“…objections made to them by the trade, on account of tarnishing in the show case 

and causing dissatisfaction to purchasers.”477 

Krementz & Company was always careful to present its alloying as a reputable 

and accurate process. In its 1898 ”The Story of a Collar Button” booklet, the company 

promised that, “the quality stamped on the button is an absolute indication of the 

proportion of gold in the metal. [Krementz & Company] will…furnish one dozen 

[buttons] for every one which falls below the standard….”478 In June of 1910, a 

company advertisement stated:  

When the United States Government puts it’s [sic] stamp on a gold 
dollar, it is a fine guarantee that the metal is 900 fine. The Krementz 
stamp on the back of a gold collar button is an equal guarantee that it 
will assay up to the quality indicated. To avoid all possibility of error, a 
slightly greater percentage of gold is added than the quality calls for.479 

Krementz & Company seems to have taken particular pride in its rolled gold 

plate, consistently explaining its manufacturing process and upholding its value in 

numerous company publications throughout the nineteenth and twentieth centuries. In 

1898, the company claimed that its collar button had more gold than any of the 

competitors’.480 Krementz & Company provided an example of a “…recent imitation, 
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almost exact in appearance…” that contained less than one-tenth of the total amount of 

gold in a Krementz rolled gold plate button.481 In July of 1910, the company published 

an advertisement contrasting Krementz & Company rolled gold plate with other 

“imitations.” The advertisement used a diagram entitled, “The Reason Why the 

Krementz Rolled Plate Collar Buttons Outwear All Others,”482 to illustrate the 

difference with two pyramids—a large one for Krementz plate and a very small one 

for the “imitators.” (Fig. 108)  

Soon after the bodkin-clutch fastener was patented, Krementz men’s dress sets 

began to be offered in rolled gold plate. In a 1909 advertisement, Krementz & 

Company included a brief explanation of how its gold plate manufacturing process 

actually resulted in more durable jewelry: 

Krementz rolled plated collar buttons and studs are made with regular 
Krementz 14-Kt. stock; which is sweated, not soldered on composition 
base. Exhaustive tests show Krementz plate is much heavier than is 
used on any other rolled-plate jewelry. Their great popularity in hot 
countries…is largely owing to [their] thickness and quality….483  

An advertisement from the following year described another alleged advantage of this 

technique, stating, “…it is gold really rolled on the metal from which the button is 
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made. The thin wash or dip on the surface of the ordinary plated button…soon wears 

off—but the gold remains on the Krementz button….”484 

 Krementz & Company manufactured its rolled gold plate through a modified 

Sheffield process. The technique was described and illustrated in several mid-century 

publications, including a ca 1946-1950 advertising pamphlet (Fig. 109). First, heat and 

pressure were used to bond a heavy overlay of 14-karat gold to an unspecified 

foundation metal through a process called hard soldering. Next, the composite bar of 

metal was rolled and compressed into thinner strips with a “…substantial layer of 14-

karat gold on the surface.” This technique is nearly identical to the process used to 

created gold-filled jewelry, which the company addressed in a later publication. 

Though gold filled and gold overlay jewelry were created by “…essentially the same 

process, the standard set by Krementz & Company [was] much more exacting.”485 

Due to the fact that the standards for gold filled did not dictate a required thickness, 

Krementz argued that the lack of regulation would lead to extremely thin gold surfaces 

that were susceptible to wear.486 

 In the same catalogue, Krementz outlined the differences between 14 karat, 

Krementz gold plate, and electroplated jewelry. Of 14-karat gold, the company wrote, 

“the article is 14 kt. gold throughout and it should wear practically forever. 14 kt. gold 

is made by melting 14 parts pure gold with 10 parts of alloying metals, such as copper, 
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silver, and zinc.”487 Krementz gold plate488 “means that an article is made with a layer 

of 14 kt. gold on the surface. Krementz jewelry is made from stock with a gold layer 

about 400 microinches thick….”489 Electroplated gold refers to “…[gold] applied in a 

gilding bath as a color of almost infinitesimal thickness…seldom over 10 

microinches.”490 Krementz & Company manufactured large quantities of both 14 

karat and rolled gold plate jewelry, but it did not produce many electroplated items.  

 Though Krementz & Company was remarkably frank about its manufacturing 

processes and use of rolled gold plate, the company’s promotional materials leave 

some major questions unanswered. In an attempt to resolve some of the most pressing 

questions, the author consulted with Dr. Jennifer Mass to perform a series of analytical 

tests on a collection of surviving Krementz & Company objects at the Winterthur 

Museum, Garden, and Library’s Scientific Research and Analysis Laboratory. The 

testing had five major goals: first, to identify the components of the 14-karat gold and 

base metal alloys produced by Krementz & Company; second, to ascertain whether 

Krementz & Company’s rolled gold plate buttons actually had thicker layers of gold 

than competing plated buttons; third, to confirm the oral history accounts of both Rick 

Krementz and Ed Jadwin regarding the manufacturing process of the plated collar 

buttons; fourth, to identify the components of the Krementz and Company “platinum 
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plate” or white mental; and fifth, to identify the organic materials utilized in the 

company’s men’s dress sets.  

 In order to identify the components of Krementz & Company’s 14-karat gold 

and base metal alloys, Dr. Mass utilized X-Ray Fluorescence Spectroscopy. X-Ray 

Fluorescence Spectroscopy utilizes the principles of spectroscopy, or the study of how 

electromagnetic radiation interacts with matter, to identify the elements of a 

sample.491  X-Ray Fluorescence Spectroscopy, which will be referred to as XRF 

throughout the remainder of this study, is a “non-destructive surface analysis 

technique that allows identification of most elements in a sample.”492 Testing a 

sample size of 75 microns, or about the width of a human hair, the X-Ray beam 

penetrated several layers of each object in order to reveal their compositions.493 In 

light of the fact that several of the objects tested were plated objects, the results had to 

be carefully interpreted.494  

In October of 2014, several objects, including a 14-karat gold Krementz collar 

button, were analyzed using XRF. The results revealed the presence of significant 

quantities of gold, copper, and zinc (Fig. 110).  A Krementz plate collar button was 

also tested, revealing the same elements and indicating that the X-Ray beams did not 

penetrate the gold plate layer (Fig. 111). Based on the test results, the primary 
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ingredients in Krementz & Company’s 14-karat alloy appear to have been copper, 

zinc, and gold.    

In order to begin to ascertain the composition of the base, or foundation, metal 

used in Krementz & Company rolled gold plate, XRF technology was used on the 

worn area of a cuff button. Interestingly, the results indicated the presence of copper, 

zinc, tin, and lead. This suggests that the company utilized a brass substrate, at least in 

the late nineteenth and early twentieth centuries, which is the likely date of this cuff 

button. Though the presence of lead and tin in a brass alloy is not unheard of, it is 

atypical after 1850, especially when using electrolytically refined copper.495 A 

didactic salesman sample that illustrated each step of the collar button process with a 

partially finished button blank provided access to a portion of substrate that had never 

been covered by gold for further testing. A December 2014 test of the underside of the 

button blank’s foundation metal substrate revealed copper, zinc, tin, and a small 

amount of iron, thus confirming the earlier results (Fig. 112). The base metal substrate 

appears to be a brass alloy—primarily copper and zinc—but containing smaller 

amounts of both tin and iron.  

The collar button testing revealed the majority of Krementz’s alloy 

components, but another test of the worn cuff button—though in an area of plating—

raised additional questions. Results revealed a small amount of silver in addition to the 

gold, copper, and zinc, but did not pinpoint the location of the silver. The silver could 

have been an additional element included in the company’s 14-karat gold alloy, or an 

entirely separate layer between the gold and the brass substrate.496  
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 Although company advertisements and other published ephemera did not yield 

any information about a third layer of metal in Krementz rolled gold plate, Rick 

Krementz & Ed Jadwin were able to provide additional information from a Krementz 

& Company perspective. Neither man worked at the company during the time that the 

jewelry examined through XRF analysis was produced, but both recalled that the 

company used three layers of metal during the second half of the twentieth century. Of 

the process, Rick Krementz stated:  

We developed a lot of variations on it. Most gold filled or rolled gold is 
gold over brass, and the problem with that is that even though there is 
gold on top, it’s somewhat porous and sweat will go through it, and the 
brass will corrode and eventually delaminate. And so when we made 
[rolled gold plate], we developed several different processes. In one, we 
used a nickel substrate instead of brass and we would bond it with a 
layer of silver and then the layer of gold, so you’d have another layer of 
metal to protect the substrate.497498 

While this did confirm that the company experimented with its rolled gold plate 

process into the twentieth century, it did not prove whether or not the earlier plated 

goods might have also had a third layer of metal.  

 Prior to proceeding with testing, the salesman sample was examined to ensure 

that it could deliver an accurate comparison to the other objects. As its date could not 

be established through visual examination, since the collar buttons did not change 

aesthetically during the twentieth century, it was subjected to XRF. The gold plated 

side of the sample blank was compared that with the October test of the plated collar 
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buttons. The lack of significant deviation in the results allowed for the examination of 

the salesman samples to continue (Fig. 113). 

 The Scientific Research and Analysis Laboratory’s Scanning Electron 

Microscope was employed in an examination of a collar button cross section. Since 

the salesman sample already contained a halved button, the analysis did not harm any 

surviving objects. A photograph of the cross section at extremely high magnification 

isolated its disparate structural elements. The layer of silver could not be confirmed by 

the black and white view of the cross section, due in part to the fact that either gold or 

silver had been smeared into the base metal as the button was cut in half (Fig. 114). In 

other images, however, it is immediately evident. In an image that isolates only the 

silver and copper, a thin layer can clearly be seen at the right side of the image, which 

would be directly beneath the gold layer (Fig. 115). Another photograph, which shows 

only the copper and the gold, provides a good idea of the placement of the silver layer 

(Fig. 116).  The strongest evidence, however, is provided in the photograph that 

isolates copper, silver, and gold (Fig. 117). As evidenced by the image, the silver was 

smeared into the layer of base metal when the button was halved. With this, the 

presence of a very thin layer of silver between the gold plate and brass substrate on at 

least a portion of Krementz & Company’s early rolled gold plate jewelry can be 

verified.499  

The next test aimed to substantiate the Krementz & Company analysis that led 

to its claims that Krementz rolled gold plate was “x” times thicker than the competitor. 

This study focused on the confirmation, not calculation, of said thickness. First, a 

                                                
 
499 Dr. Jennifer Mass, in a conversation with the author, December 16, 2014.  



 164 

Milligan plate collar button was tested with XRF. The scientific analysis revealed that 

its primary components were copper, zinc, gold, and iron, while a visual analysis 

showed that its layer of gold plate appeared more worn than any of the Krementz 

collar buttons collected for this study (Fig. 118). A comparison of the two collar 

buttons, where Krementz is in green and Milligan is in red, shows a substantial 

difference in the amount of gold present, corroborating Krementz & Company’s 

claims (Fig. 119).500    

 As Krementz & Company expanded its men’s jewelry line throughout the 

twentieth century, it continued to create options intended for the middle market. When 

platinum became more popular, the company began to advertise and manufacture a 

plated option—at least for dress set components—in white metal. The white metal was 

never used for the bodkin clutch on studs or vest buttons—they were always gold. In 

an undated photograph from the Krementz & Company Archives, the white metal is 

simply described as “P.P.” (Fig. 120) An advertisement from the nineteen-teens, 

however, labeled dress set 1063 K, describes a “blue leatherette gift box containing 

full evening dress set, platinum plate engine turned centers, gold plate rims….”501 

Through XRF analysis, the white metal rims of a pair of cufflinks provided more 

information: they are composed of nickel, copper, zinc, and iron (Fig. 121).502 This 

composition points towards either nickel-plated brass or German silver.503 
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 While Krementz & Company produced men’s cufflinks, shirt studs, and vest 

buttons with faces in a variety of materials and designs, those materials were rarely 

labeled. It is only in a few rare cases, generally for the more expensive designs, like a 

1915 $230.00 platinum, crystal, and diamond set, that complete descriptions exist 

(Fig. 122). A company men’s jewelry book provides further information about 

frequently utilized centers, including mother of pearl, enamel, onyx, hematite, pearl, 

sapphire, and diamond. Although the more expensive sets largely featured easily 

identifiable materials, some of the plated sets proved puzzling. In advertisements, the 

smooth, black or white faces were generally referred to as “mother of pearl” and 

“smoked pearl,” respectively. As smoked pearl is more descriptive than scientific or 

precise, Raman Spectroscopy and XRF were used to analyze a few of the middle-

market pieces. First, two “smoked pearl” designs, one cufflink and one shirt stud, were 

tested with XRF (Figs. 123-124). Both results indicated a high concentration of 

calcium. Next, XRF testing was used on a “mother of pearl” cufflink, and again, 

calcium appeared to be the main component (Fig. 125). The third item tested was a 

shirt stud with gold bezel and glossy, light blue face set with a small, half round pearl 

in the center (Fig. 126). This time, the results indicated the presence of both calcium 

and strontium in the face (Fig. 127), while the half-pearl center had a high lead 

presence (Fig. 128).  
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 Since the information that XRF analysis can provide about organic materials is 

limited, Dr. Mass utilized a different technique: Raman Spectroscopy.504 Raman 

Spectroscopy is a type of vibrational spectroscopy that uses laser light scattering to 

“…measure the frequency shift of the inelastically scattered light.”505 In essence, the 

technique is able to identify molecules based on their vibrational energy levels using a 

laser that is near infrared on the light spectrum.506 In order to interpret the “peaks” on 

the readings reported by the Raman Spectroscopy equipment, one has to employ either 

personal experience or a database, and this study relied on both. As such, the results 

will be interpreted and images of the peaks will be included, but the database entries 

will not be in the appendices of this study.  

 In the test of the “mother of pearl” cufflinks, a comparison of the peaks on the 

reading with both calcite and aragonite in two different databases suggested that the 

cufflinks were made of aragonite, as calcite does not have a peak at or near 702, and 

this substance did (Fig. 129).507 An examination of the cufflinks under magnification 

confirmed the organic nature of the material through the presence of the striations 

typical of nacreous pearly shells (Fig. 130).508 Since nacreous layers—or “thin layers 
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composed of overlapping plates made from mostly…aragonite”—are made up of 

about 80 percent aragonite, this verified that the cufflink faces contained shell.509  

 Raman Spectroscopy could not reveal any significant details regarding the 

“smoked pearl” cufflink due to dark color of the material and its incompatibility with 

Raman Spectroscopy.510 When viewed under magnification, striations similar to those 

described were visible, identifying the “smoked pearl” as shell.511 This identification 

is supported by the cufflink’s high calcium content.  

 Dr. Mass tested two areas of shirt studs with half-pearl centers: the pearl and 

the face. Raman spectroscopy indicated that the face of the cufflink was a match, at 

least compositionally, to the mother-of-pearl cufflink—also aragonite (Fig. 131).  

However, magnification did not reveal any striations on the surface of the face, and 

Dr. Mass posited that it could be a type of reconstituted shell, formed from powdered 

aragonite mixed with a binder, though there is no way to know for certain.512 The test 

of the half-pearl center was somewhat surprising, as it showed that the “pearl” was 

actually likely composed primarily of leaded glass (Fig. 132).  

This material analysis provides a perfect opportunity to discuss the definition 

of what exactly constitutes “costume” jewelry. Would Krementz & Company men’s 

rolled gold plate line have been considered costume during the period in which it was 

created? Do collectors and historians consider it costume today? Establishing a precise 
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definition of costume jewelry is fairly complex. In her 1997 Costume Jewellery, 

Deanna Farneti Cera defines costume jewelry as a term that is “…understood to mean 

personal ornaments…created from a wide range of ordinary and semiprecious 

materials. They are decorative elements that…have an ephemeral function, designed 

to fade away when fashion changes.”513 Using only this definition, the categorization 

of Krementz & Company’s men’s rolled gold plate line is still difficult—the pieces 

were not made exclusively of precious metals, but neither were they intended to fade 

away with changing fashions—on the contrary: Krementz guaranteed that its pieces 

would last a lifetime or be replaced for free.   

The confusion that comes from the attempted application of such a modern 

phrase (costume jewelry) to historic jewelry does not only apply to Krementz & 

Company objects. In fact, even the renowned silver manufacturing firm, Gorham 

Manufacturing Company, designed jewelry that, like Krementz & Company’s rolled 

gold plate, walks the line between costume and fine. Though period distinctions were 

different than those set forth by Farneti Cera, Gorham was already aware of the need 

to properly market its unique jewelry line in about 1898. Of its jewelry collection, the 

company wrote:  

The Gorham Company have constantly employed special talent of a 
high order, whose only concern is to design and produce the interesting 
objects comprised under this classification, and constant study and 
experiment results in eclecticism which considers the artistic quality of 
the work rather than the intrinsic value of the materials employed.514 

                                                
 
513 Deanna Farneti Cera, Costume Jewellery ([Woodbridge, Suffolk, England]: 
Antique Collectors’ Club, 1997), 10.  

514 Gorham Suggestions (New York, NY: Gorham Manufacturing Company, ca 
1898), 44.  



 169 

The jewelry line touted as artistically valuable by the company was sterling silver that 

could be set with stones or gilded according to the preference of the customer. 515 

Today, because of the gilding, this might be considered costume jewelry, especially if 

it was mass produced516—but what would lines like it and Krementz rolled gold plate 

have been considered in the time at which they were produced? According to the very 

next page of the Gorham “suggestions” book, probably not costume jewelry, as it goes 

on to state that “…the silver-worker [is] the true jeweler of to-day.”517  

 Though the modern concept of “costume” jewelry did not exist in the 

nineteenth century when Krementz & Company began to manufacture its extremely 

popular men’s rolled gold plate line, another important distinction did exist: “real” 

jewelry versus “false” jewelry. In 1860, Cecil B. Hartley warned men against false 

jewelry, stating, “let everything be real and good. False jewelry is not only a practical 

lie, but an absolute vulgarity, since its use arises from an attempt to appear richer or 

grander than its wearer is.”518 Unfortunately, Hartley does not go on to explain exactly 

what this “false” jewelry is, although he does state that men should not wear precious 

stones and says plain jewelry is preferable.519 The 1896 publication, Sayings of Uncle 

Eben, conclusively states one African American man’s opinion about other men who 

wore what would today be considered costume jewelry: “Er glass diamon’ shirt stud 
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ain’t got no magnifyin’ powers. On de contrary, hit’s effeck am ter mek de man behin’ 

it look mighty small.”520 In 1920, a book containing articles reprinted from The 

Manufacturing Jeweler stated that “real” jewelry was made entirely of precious 

metals, excluding rolled gold plate from that category and establishing the opinion of 

the manufacturers on the subject.521 However, this exclusion of rolled gold plate from 

purely precious metals by manufacturers is to be expected, and does little to establish 

the opinion of the men and women who wore such pieces. In reality, the plated jewelry 

in question comprised a thoroughly modern and innovative hybrid category of both 

precious and non-precious materials.  

 Krementz & Company certainly did not consider its rolled gold plate to be 

costume jewelry. If anything, the company appeared to acclaim the durable nature of 

rolled gold plate, which was hardened by hammering and reinforced with a base metal 

foundation as appropriate for men, who might break or damage other types of jewelry. 

Countless company advertisements and other marketing materials upheld rolled gold 

plate as something to be proud of. In fact, on one occasion, the company described its 

plated jewelry as “…better made, and [longer wearing] than most of the 10 kt. so 

called ‘solid gold’ jewelry.”522 This emphasis on permanence attempted to facilitate a 

connection to a desired quality of precious metals and gems in the minds of 

                                                
 
520 Philander Chase Johnson, Sayings of Uncle Eben (Washington, DC: The Bauble 
Publishing Co., 1896), 73.  

521 Overton, x.  

522 Krementz & Company, “Why Krementz?” Collar Button Department Scrapbook, 
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consumers. Additionally, Krementz & Company maintained that its workmanship, 

even on the less expensive lines, was always superior, stating: 

Every box of Krementz & Company engine-turned dress sets in rolled 
18 kt. white gold plate, or rolled platinum plate, contains Krementz & 
Company’s printed statement: “This represents the finest construction 
and finish known to the jewelry art.”523 

From all surviving records, it appears that rather than creating “cheap” 

costume jewelry that would look like “real” gold, Krementz was simply striving to 

make its extremely popular men’s designs available to men of “…every taste and 

pocketbook” in high-quality materials and through excellent craftsmanship.524 Though 

rolled gold plate was the company’s lowest quality line, it was still “Krementz 

quality,” and was absolutely not intended to be a disposable fashion statement. On the 

contrary: Krementz’s advertisements and guarantees ensured that it would “…wear a 

lifetime.”525In fact, the company considered its jewelry to be so well made that 

“without the words ‘Krementz plate’ stamped on the back of each piece…neither 

dealers nor wearers would be able to distinguish it from solid gold and platinum 

jewelry. Years of wear would not show the difference….”526 The Krementz & 
                                                
 
523 “Why Krementz?”  

524 March 29, 1911 The Jewelers’ Circular-Weekly Advertisement, “Men Who 
Know,” Collar Button Department Scrapbook, Krementz & Company Family 
Collection, On Loan to the Author. 

525 May 31, 1911 The Jewelers’ Circular-Weekly Advertisement, “Krementz Bodkin-
Clutch Studs and Vest Buttons,” Collar Button Department Scrapbook, Krementz & 
Company Family Collection, On Loan to the Author. 

526 August 17, 1916 Saturday Evening Post Advertisement,  “Krementz Plate—A 
Necessary Identification,” Box 56, Folder 2: Collar Button Department Scrapbook, 
Collection of the Newark Museum, Library and Archives, Krementz & Co. Records. 
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Company rolled gold plate jewelry assembled for this study varies widely in terms of 

condition—some of the objects are extremely worn while others are in pristine 

condition, which neither supports nor weakens the company’s claim.  

An Ideal Gift for Any Man: Krementz & Company Advertising and Retail 

Company advertisements, dating to the mid-1880s, can help in the analysis of 

the company’s marketing techniques and intended audience throughout the period 

covered by this study. The collar button was clearly very important to the company, as 

it was featured in advertisements beginning almost immediately after the first patent. 

One of these early collar button advertisements, from July of 1884, reads, “The best! 

The strongest! Collar button, made from one piece of gold without solder. Three sizes, 

polished or Roman gold, long or short posts, set with diamond, ruby, pearl, or 

turquoise.”527 In the nineteenth century, the advertisements were simple and to the 

point. An 1892 company advertisement in The Jeweler’s Circular and Horological 

Review illustrates this, stating only that Krementz & Company manufactured “…gold 

jewelry, 14-K. bead necklaces, and Krementz one-piece collar buttons.528 Two months 

later, the advertisement placed by the company in the weekly publication had changed 

to one dedicated exclusively to the collar button, holding it up as the “best button 

made.”529 This clear emphasis on the collar button in early advertisements indicates 

                                                
 
527 “The Best! The Strongest! Collar Button….” 

528 “Krementz & Co.,” The Jewelers’ Circular and Horological Review, Vol. 25, 
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that Krementz & Company had found a ready market—and intended to make the most 

of it.  

Krementz & Company’s advertisements can also provide an idea of the 

company’s attitude about important events, including the Krementz vs. Cottle court 

cases. On May 3, 1893, the company posted the following warning notice to the trade:  

New York, April 17th, 1893. All persons manufacturing, buying or 
selling collar buttons, are hereby notified that the patent on the 
Krementz One Piece Collar Button, lately in controversy, has been 
fully sustained and declared valid, by The Supreme Court of the United 
States, and all parties are warned against making, selling or using 
infringing buttons.530  

 In 1893, a few months after the successful conclusion of the Supreme Court case, the 

company’s Jewelers’ Circular and Horological Review advertisement proclaimed that 

“…the original one piece collar button…[was] still the best and unsurpassed.”531 In 

1898, the company was still publicizing its victory, as an advertisement described the 

Krementz “Dress Shirt Collar Button” as “…patented. Patent sustained by the U.S. 

Supreme Court.”532 

In the same year, Krementz & Company began to expand its collar button 

marketing techniques to include in-depth pamphlets about the history and merits of the 

collar button. According to a handwritten notation written on the back of one “The 

Story of a Collar Button, with Illustrations” booklet in the company archives, the 
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“original booklet [was] issued [in] 1898 (Fig. 133). The booklet, which was 15 pages 

long, contained much more information than any of the company’s previous 

advertisements, including: an explanation of why the booklet was necessary; a detailed 

description of the manufacturing process—with illustrations; advice about avoiding 

imitation buttons; a comparison of Krementz collar buttons to competing buttons; and 

a catalogue of all the collar button types available for sale. Not only were these 

booklets available via mail order—for the price of a two-cent stamp,533 they were also 

ideal for use in retail stores. Krementz & Company’s new advertising campaign was 

well received, at least according to an 1898 Printers’ Ink article. On November 23, 

1898, Printers’ Ink published the following glowing review:  

The Little Schoolmaster now suggests, to every pupil in his class, to 
send a two-cent stamp to Krementz & Co., 49 Chestnut Street, Newark, 
N.J., and ask to be favored with a copy of their leaflet, “The Story of a 
Collar Button.” Afterward, if any pupil will send to Printers’ Ink 
another leaflet, old or new, that is half as good as this one, or that 
approaches it in excellence, the deserving student will be rewarded with 
one of Printers’ Ink’s souvenir spoons as acknowledgement of his 
discovery…. “The Story of a Collar Button” is the best piece of 
advertisement construction that has come to Printers’ Ink’s attention in 
the year of our Lord 1898.534  

One of the most interesting sections of the collar button book was entitled “An 

Experiment Suggested.” The company appears to have intended for salesmen and 

retailers to attempt this—though it was doubtless also appealing to the schoolboys 

who purchased the booklet at the urging of Printers’ Ink. The text of the section reads:  

                                                
 
533 “The Giant of Collar Buttons.”  

534 Ibid. 



 175 

Saw one of the Krementz One Piece Rolled Gold Plate Buttons in two 
pieces, and put them into a glass which you have partly filled with a 
mixture of acid and water; two parts nitric acid, one part water. The 
composition backing will be eaten away, and a perfect though thin shell 
of fourteen karat gold will be left. Try the same experiment with any 
other rolled plate collar button; you will have but a few formless 
morsels of a brownish metal. There is so little gold in their composition 
that no metallic gold will be left. This is why the Krementz Rolled 
Plate Buttons wear so much longer than ordinary rolled plate buttons. 
We will furnish two new Krementz One Piece Collar Buttons for the 
two buttons which you destroy in making this experiment.535 

The intended audience for this demonstration is best indicated by the fact that the 

advertisements that described the experiment were primarily run by trade publications. 

Its inclusion in a leaflet intended for the general public is slightly confusing, as the 

experiment requires access to dangerous chemicals, though perhaps that was less of a 

concern at the time. In any case, the advertisement remained popular for at least a 

decade, as indicated by a 1908 version published in the Manufacturing Jeweler (Fig. 

134).   

In the twentieth century, Krementz began to market all of its men’s designs in 

both periodicals and through booklets like the above. Similar pamphlets were 

developed for the one-piece bean-and-post cuff buttons and the bodkin clutch. 

Providing a rare glimpse into Krementz & Company’s marketing strategies, the 

presumably original, handwritten text of an advertisement has survived in the family’s 

papers. It is undated, but entitled “A new ‘Krementz’ production: the ‘Bodkin’ back,” 

and thus was likely written in ca 1904 (Fig. 135). The patented men’s designs appear 

to have been the most aggressively marketed line, though the company did 
                                                
 
535 Krementz & Company, “The Story of a Collar Button, with Illustrations,” ca 1898, 
Box 57, Folder 3: Advertisement Scrapbook Number 3, Part 3, Collection of the 
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occasionally run advertisements for women’s jewelry (Fig. 136) and “other” men’s 

lines (Fig. 137). Nearly all of the advertisements that have survived, both in the 

family’s collection and in the Newark Museum’s archives, are for men’s jewelry. 

 During World War I, Krementz & Company advertisements began to feature a 

number of new items of jewelry. The jewelry was specialized, and clearly intended to 

appeal to an audience preoccupied with war. The first, primarily advertised in the 

Infantry Journal, was called the “Krementz Bodkin Clutch Military Button” and used 

existing technology—the bodkin-clutch fastener, to provide men serving in the 

military with simple, safe, and strong buttons (Fig. 138).536 Similarly, the bodkin-

clutch buttons were also modified slightly to be adapted for use by nurses. Unlike the 

military buttons, the nurses’ buttons do not appear to have been decorated with any 

special insignia, just white mother of pearl (Fig. 139). They were advertised to both 

nurses and uniform manufacturers as a device that promised to save fingers, temper, 

time, and prevent lost buttons. A May 1917 advertisement in The Nurse even includes 

a review: “one nurse wrote, ‘I’ve sewed my fingers to the bone. Thank you for this 

God-send.’”537 The last major addition to the Krementz advertisements was a pin, 

marked “U.S. ROLL OF HONOR,” which was designed specifically for family 

members of the men serving abroad, and was intended to allow them to “…proudly 
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proclaim the glory of [their] brave boy.”538 (Figs. 140-141) This pin, officially 

patented on December 24, 1918, seems to have been created at the tail end of the 

fighting, and could have been worn by either gender.539 The pin is unique not only 

because it is one of the few Krementz & Company objects designed and marketed 

specifically for a wartime audience, but also because it can be identified in the 

company’s design books, as a patent, and in an advertisement.  

 In 1932, in the throes of the Great Depression, the United States government 

passed an additional ten percent tax on jewelry and anything set with precious stones 

or ivory.540 Again, Krementz & Company adapted its advertising slightly in an effort 

to survive in a world in which purchasing new jewelry was the last thing on the 

average American’s mind. “Affection Knows No Depression,” a company advertising 

booklet produced and disseminated during the depression, was clearly intended to 

provide an optimistic view to the retailers who stocked Krementz goods. “Dear Sirs,” 

begins the booklet, “Times are hard, but— […] affection knows no depression. That’s 

why the gift end of your business has suffered least and offers you the greatest 

opportunity.”541 The booklet, signed by president Carl Lester, ends with a promise 
                                                
 
538 November 20, 1918 The Jewelers’ Circular-Weekly Advertisement, “Nor Shall 
Your Glory Be Forgot While Fame Her Record Keeps,” Box 56, Folder 3: 
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539 United States Patent number D52780 S. 
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that Krementz & Company would launch “…a nation-wide advertising campaign 

featuring the desirability of Krementz men’s jewelry for gifts,” just in time to help 

jewelers capitalize on the Krementz line during the Christmas season.542  

 This is not to say that the company escaped from the depression unscathed, as 

a 1932 letter indicates that demand for many Krementz products had dropped and that 

the company was forced to slash prices on the few items that were still selling well. 

The letter, aimed towards retailers, begins with a statement of hope, as “the average 

man will put off getting what he wants only so long.”543 The company continued, 

stating that its “Kremaloy watch bands” were still selling, and indicating that the 

company would drop the retail price of the bands from $5.00 to $3.00 in order to 

generate additional sales.544 As retailers could purchase the bands for $18.00 per 

dozen, they stood to make $1.50 for every one sold—and Krementz made sure to 

reassure them that they were selling.545  

 It was not just catastrophic events like world war and economic distress that 

sparked specific Krementz & Company advertisements and new jewelry designs. The 

company expended a great deal of time and energy to ensure that its men’s jewelry—

especially in gold plate—would be connected with gift giving in the minds of all who 

happened across one of its well-timed advertisements. In a twentieth-century 
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advertising booklet, the company reinforced this connection between its men’s jewelry 

and gift giving, writing,  

Jewelry is the most appropriate gift for a man. But a gift of jewelry 
means more to him when he knows it is high in quality, stylish in 
design and finely finished. […] You may be sure that a gift of 
Krementz jewelry will mean more to him than any other jewelry you 
might select.546  

In ca 1931, the company produced an advertising booklet entitled, “His Day, June 

18th. Are You Ready for It?”547 The booklet suggested several “appropriate” gifts for 

fathers, like a tuxedo link and stud set with smoked mother of pearl centers and 

matching collar buttons (Fig. 142).   

 As stated above, many of Krementz & Company’s advertisements for men’s 

jewelry mention gift giving or revolve around holidays associated with gift giving, so 

it is no surprise that the company created and disseminated a large number of 

marketing materials during the Christmas season. A December 1910 advertisement 

assured prospective buyers that “any man, every man, all men would appreciate the 

Krementz Gift Box.”548 (Fig. 143) Another popular item was retailed in a box 

intended to serve as “two gifts in one.” A December 1916 advertisement described it 

as:  
                                                
 
546 Krementz & Company, “Krementz Correct Jewelry for Men,” booklet, undated, ca 
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 180 

Krementz 14 Kt. rolled gold plate jewelry in a beautiful Parisian Ivory, 
plush lined gift box.549 Initials can be engraved on the lid. Remove the 
jewelry, reverse the box—he has a jewel box—a handy receptacle for 
collar buttons, studs and trinkets—a gift in itself. Lucky is he if his 
wife or sister does not appropriate this box for her own use. Its 
attractiveness is as appealing to women as its utility is to men.550 (Fig. 
144) 

This advertisement is especially noteworthy due to its classification of the gift box as 

useful and aesthetically pleasing, just like “correct” men’s jewelry. It is also indicative 

of the company’s commitment to branding its men’s designs as appropriate gifts, even 

creating a variety of “gift boxes” for sale during certain seasons. In ca 1934, a 

company booklet promised to provide “his best Christmas.”551 In the booklet, the 

company suggested a variety of gifts in at a range of price points, from “one dollar 

[collar button] gift sets” to a $17.50 set of “complete evening jewelry.”552 All of the 

items suggested were part of the Krementz & Company rolled gold plate line.  

 Krementz & Company not only produced advertisements intended to 

encourage the purchase of its men’s jewelry for special occasions, it also urged 
                                                
 
549 The gift box was an ivory composite, made up of an organic resin and an inorganic 
material, according to the cites.org ivory guide’s definition. The varieties of ivory 
composites manufactured during the early twentieth century were numerous, and 
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http://www.cites.org/sites/default/files/eng/resources/pub/E-Ivory-guide.pdf, page 30). 
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Folder 2: Collar Button Department Scrapbook, Collection of the Newark Museum, 
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551 Krementz & Company, “His Best Christmas,” booklet, ca 1934, Krementz & 
Company, “His Day, June 18th. Are You Ready for It?” booklet, ca 1931, Collar 
Button Department Scrapbook, Krementz & Company Family Collection, on Loan to 
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552 Ibid.  
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retailers to create displays with the same goal in mind. A ca 1940 company 

photograph provides an example of a display of jewelry that the company believed 

would sell well during the graduation season, and contains items for both men and 

women (Fig. 145). For male graduates, the company suggested the purchase of dress 

sets and cufflinks.  

 Above all else, Krementz & Company worked to convince its potential 

customers, through various marketing strategies, that all of the men’s jewelry 

produced by the company was “correct” and appropriate in every way for any 

sophisticated gentleman.  As a jewelry manufacturer, the company would have been 

acutely aware of the regulated nature of men’s fashion. Krementz & Company knew 

that, in order to be successful, it needed to produce designs that clearly followed all of 

the established rules while still appealing to men in both aesthetics and utility. The 

company chose to address this in a straightforward fashion: by assuring its customers 

that all Krementz men’s jewelry was correct. In an undated but ca 1915-1925 booklet 

published by the company, it provided an apt summary of the impact that choosing the 

right clothing and accessories could have on the way a man was viewed by his peers:  

A long time ago a cynical observer remarked that it takes three 
generations to make a gentleman. But that was in the days when the 
caste system prevailed. Nowadays, any man who sincerely wishes to be 
a gentleman may be one. Polite society accepts the man who observes 
the conventions and courtesies and who dresses accordingly. While 
correct attire does not make the man, it is at least an indication of 
gentlemanly instincts. In business and social life the correctly dressed 
man inspires confidence and respect. This not only applies to clothing, 
but to all the minor details such as linen and jewelry. And in this item 
of jewelry for men Krementz & Company long ago established definite 
standards of correctness. The use of Krementz jewelry stamps the 
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wearer as one who gives intelligent thought to those little things in life 
which have a distinct bearing on the making of a gentleman.553 

The message is clear: buying Krementz & Company jewelry is not dangerous—on the 

contrary—it is absolutely appropriate. The company continued, proclaiming that 

because every piece of jewelry manufactured by the company was correct, “you can’t 

go wrong with Krementz. You cater to your own taste in the selection of the pattern—

that’s all.”554 (Fig. 146) 

Recently, some of the twentieth-century advertising techniques employed by 

the company were condemned as overly simplified. William Waits, author of The 

Modern Christmas in America: A Cultural History of Gift Giving, includes Krementz 

& Company in a category of advertisers that he claims relied on sweeping 

generalizations of potential gift recipients in order to reassure buyers that that 

Krementz jewelry was right for them.555 Waits argues that through the 

overgeneralizations included in its advertisements, the company “…simply ignored 

individual differences and preferences which invariably exist among members of any 

large group” because “it only mattered that gift givers were reassured that their gifts 

would meet the expectations of their recipients.”556 Though this is certainly true of 

Christmas advertisements, where gift givers unfamiliar with their intended recipients’ 

personal preference in jewelry would not be able to cater to individual tastes, Waits 
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does not take the complex “rules” of male adornment into account when analyzing the 

company’s advertisements.  

Though, like any advertiser, Krementz & Company intended to entice potential 

purchasers into choosing its brand, the company certainly also felt that it was 

performing a service for female gift-givers who might not understand—or wish to 

learn about—what constituted “appropriate” men’s jewelry. Waits is correct in stating 

that personal preference should be considered in advertisements, but he also 

overestimates the degree to which men’s individual tastes were allowed to guide their 

jewelry selection during the first half of the twentieth century. Krementz & Company 

advertisements aimed towards male purchasers do emphasize personal preference, 

while also providing reassurance that all of its designs are correct, so there is no need 

to worry. In 1919, a Krementz & Company advertisement in Vanity Fair proclaimed:  

Wherever you find well-dressed men—you find Krementz 14 Kt. rolled 
gold plate jewelry. The two are inseparable. A man is not well-dressed 
unless every detail is right and Krementz jewelry is always correct. The 
spirit of style has been caught by our artists and is embodied in every 
piece of jewelry that we produce. The result is a permanent beauty that 
time does not destroy…. Individual tastes, even of the most exacting, 
can be satisfied to the utmost in our extensive assortment of patterns 
and designs.557 

Krementz & Company clearly took pride in its broad range of men’s jewelry—

and in its meticulously planned advertising campaigns, which it hoped would entice 

retailers to stock its jewelry. In June of 1910, the company appealed to the directly to 

potential retailers, writing,  
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Advertising won’t create a permanently increasing trade unless the 
goods are right. […] Constant advertising, combined with quality that 
is recognized as the best, has brought about a demand for Krementz 
Collar Buttons that wide-awake retailers find it profitable to cater to. 
Are you in line to profit by the advertising and the quality reputation of 
Krementz Collar Buttons?558  

In order to ensure that its commitment to marketing would pay off in sales to the trade, 

the company attempted to assist jewelers’ in selling Krementz designs in every 

possible way. Throughout the first quarter of the twentieth century, the company 

mailed its advertising booklets to retail jewelers across the country, as indicated by an 

October 18, 1913 letter to that effect. Enclosing one copy of the book, Krementz & 

Company wrote to its retailers:  

We have a quantity of booklets like the enclosed, designed to help the 
jewelers sell Krementz Bodkin-Clutch studs and Vest buttons. We will 
be glad to furnish you with as many copies as you can effectively use 
with your name and address printed on the last page for distribution to 
your customers. […] Trusting that we may be able to help you do a big 
Christmas business in Krementz Bodkin-Clutch Studs and Vest 
Buttons….559 

The company advertised extensively, and in a range of publications, including: 

The Saturday Evening Post, National Geographic, The Jewelers’ Circular, Vogue, 

Vanity Fair, The Clothier and Furnisher, Cosmopolitan, Good Housekeeping, Life, 

Metropolitan Magazine, and many more. The advertising budget must have been quite 
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large, as a single Saturday Evening Post ad, run in 1915, cost $2,500.00.560 The 

company worked hard to write the best copy and combine it with a compelling photo 

or illustration, as evidenced by a handwritten notation at the bottom of a 1916 proof 

that reads, “If this won’t sell evening jewelry, I don’t know what will.”561 (Fig. 147) 

In addition, Krementz & Company claimed to have “…the only high grade line…of 

rolled gold plate jewelry and dress sets that is nationally advertised and therefore well 

known to the public.”562 

 Advertising not only functioned to publicize the company’s best-selling 

designs, but also to alert the trade of its growth and actions in other markets. In 1919, 

Krementz & Company publicized its plans to expand its foreign trade from Europe 

and South America to incorporate the “Far East.”563 The company archives include 

advertisements in several languages, such as Dutch, Spanish, and Portuguese. 

Company advertisements were published in newspapers in many locations, from Rio 

de Janeiro to Calcutta.  In 1918, the company described its gold-plated jewelry as “an 

                                                
 
560 Krementz & Company, November 24, 1915 Letter, Box 57, Folder 4: 
Advertisement Book Number 3, Part 4, Collection of the Newark Museum, Library 
and Archives, Krementz & Co. Records. 

561 Proof of October 6, 1916 Life Magazine Advertisement, “Correct for Evening 
Wear,” Box 56, Folder 2: Collar Button Department Scrapbook, Collection of the 
Newark Museum, Library and Archives, Krementz & Co. Records. 

562 Krementz & Company, “Why Krementz?” booklet, undated, Collar Button 
Department Scrapbook, Krementz & Company Family Collection, on Loan to the 
Author. 

563 July 1919 Commercial American Advertisement, Box 56, Folder 1: Advertisement 
Book, ca 1914-1918, Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. 
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inveterate traveler,” standard in hot countries because “it does not discolor the skin 

and is the only plate jewelry that withstands…excessive perspiration…” and 

“…standard in every other country because of the excellent quality, the many 

exquisite patterns, and above all… [the] perpetual guarantee….”564 

Krementz & Company men’s jewelry was not just sold all over the world; it 

was also sold in many different types of stores during the period covered by this study. 

In a 1914 advertisement published in the Chicago Apparel Gazette, Krementz & 

Company urged retailers of men’s apparel, including “…good shirts, fine neckties, 

socks, etc.” to stock one-piece cuff buttons so that their customers were not forced to 

go elsewhere to purchase them.565 The advertisement assured potential retailers that 

the profit margin from each collar button sale would be liberal.  

The list of stores, including department stores and both small and large retail 

jewelry stores, that carried Krementz & Company jewelry is so extensive that they 

cannot possibly all be named and described in this study, so only a few of the largest 

and best-known retailers will be highlighted. By the early twentieth century, the 

company had an office in the Shreve building in San Francisco, suggesting that its 

designs could be purchased through Shreve & Co. Boston-based Shreve, Crump & 

Low Company is also known to have carried Krementz & Company patented men’s 

jewelry. In Canada, Toronto jeweler and silversmith P.W. Ellis & Co. carried 

                                                
 
564 May 1, 1918 Jewelers’ Circular—Weekly Advertisement, “Longitude, Latitude—
and Krementz Plate,” Box 56, Folder 3: Advertising Book, ca 1914-1918, Collection 
of the Newark Museum, Library and Archives, Krementz & Co. Records. 

565 October 7, 1914 Chicago Apparel Gazette Advertisement, “Keep Your 
Customers,” Box 56, Folder 4, Collection of the Newark Museum, Library and 
Archives, Krementz & Co. Records. 
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Krementz designs. Though early twentieth century advertisements make numerous 

references to so-called department stores that carried Krementz jewelry, the company 

was careful to clarify that only “better jewelers” stocked its products.566 

During the first quarter of the twentieth century, a company pamphlet 

proclaimed that Krementz jewelry was well represented in “…the smart, exclusive 

shops of [New York City]….”567 In fact, the company had so much business in New 

York city that it purchased an electric car to make deliveries in the first decade of the 

twentieth century (Fig. 148).568 The car, a ca 1906-1908 “Lansden Electrette,” was 

built in Newark, New Jersey and featured a “KC” for “Krementz & Company” on the 

front.569 It is likely that the company eventually owned more than one car, as a 1911 

financial statement indicates that George Krementz “dispersed” $2,260.21 of company 

money for car repairs during the year (Fig. 149). By 1913, the amount spent on car 

repairs was nearly twice that amount (Fig. 150).  

One of the best-known retailers that Krementz is known to have supplied is 

Tiffany & Co.570 It is important to note that the designs supplied to Tiffany & Co. 

would not have been stamped with the company trademark or “KREMENTZ” mark, 

                                                
 
566 December 4, 1916 Metropolitan Opera House Advertisement, “Krementz Evening 
Jewelry,” Box 56, Folder 2: Collar Button Department Scrapbook, Collection of the 
Newark Museum, Library and Archives, Krementz & Co. Records. 

567 Krementz & Company, “Krementz Correct Jewelry for Men,” booklet, ca 1915-
1925.  

568 Richard Krementz III, October 3, 2014.  

569 Gregory Landry and Walter Higgins, in an email to the author, December 17, 2014.  

570 Oral interviews with Richard Krementz III and Edgar Jadwin.  
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but instead would have borne the “TIFFANY & CO.” mark.571 As Tiffany & Co. did 

not retail plated jewelry, Krementz & Company only provided jewelry that was 14 

karat or above to the retailer. Rick Krementz & Ed Jadwin both remember hearing that 

Krementz & Company had been supplying Tiffany & Company with large orders 

since at least the early twentieth century. In addition, a ca 1887 photograph of Charles 

Lewis Tiffany & Charles T. Cook in the Union Square store that has been carefully 

preserved in the Krementz & Company archives hints at the connection between 

Krementz & Tiffany (Fig. 151).572 It is possible that Tiffany & Company presented 

copies of the image to its best and or largest suppliers, like Krementz & Company.573 

Though Krementz & Company never had a retail store, it did occasionally sell 

goods directly to customers. When customers wrote to the company requesting more 

information about its designs, Krementz & Company first sent them a booklet or two 

and directed them to all of the Krementz dealers in their geographic location. If the 

customer was unsuccessful in obtaining the desired design from a local dealer—or if 

there were no dealers nearby—Krementz would supply the item directly via mail.574 

Through Krementz & Company advertisements, a few of the more unique—

and apparently successful—retail strategies implemented by the company are 
                                                
 
571 When Krementz & Company began to produce their own goods in ca 1878, they 
did not stop fulfilling orders for large retailers, including Tiffany & Co. 

572 Clare Phillips, Ed., Bejewelled by Tiffany, 1837-1987 (New Haven, CT: Yale 
University Press, 2006), 121. 

573 Ulysses Grant Dietz, in an email to the author, January 28, 2015.  

574 Krementz & Company, October 20, 1915 Letter, Box 57, Folder 4: Advertisement 
Book Number 3, Part 4, Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. 



 189 

revealed. First, the company designed a variety of men’s jewelry cases, which it then 

sold, fully stocked, to interested retailers. In 1915, the company advertised its “1K” 

case, which was intended to display Krementz collar buttons in a way that would 

“…make a good selling article sell still better….”575 (Fig. 152) An upright case, called 

the “16K Case” was “…placed in the front of every store where its sales possibilities 

have been tested. In six months it has become the star salesman of every jeweler who 

has put it to the test.”576 The Krementz 16K and 75K cases were both intended to 

display men’s rolled gold plate jewelry in the most convenient fashion. A 1916 

advertisement in The Keystone Weekly assured retailers that “the practical arrangement 

of the jewelry shows your customer at a glance just what he needs” while also enticing 

men to purchase additional Krementz items (Fig. 153).577 In an ingenious business 

move, Krementz & Company began to advertise a patented collar button display card 

to drug stores. “The Emergency Sale,” an advertisement published in The 

Pharmaceutical Era, states that: 

Sundays, holidays, early mornings and late at night are the times when 
most men either lose or break their collar buttons—the time when all 
stores are closed except drug stores. This patented display, holding one 

                                                
 
575 February 10, 1915, [Periodical Unknown] Advertisement, “Make a Good Thing 
Better,” Box 56, Folder 2: Collar Button Department Scrapbook, Collection of the 
Newark Museum, Library and Archives, Krementz & Co. Records. 

576 Undated Jewelers’ Circular Advertisement, “Tie Clips,” ca 1916, Box 56, Folder 
2: Collar Button Department Scrapbook, Collection of the Newark Museum, Library 
and Archives, Krementz & Co. Records. 

577 August 29, 1916 The Keystone Weekly Advertisement, “One of These Krementz 
Cases Should Be in Your Store,” Box 56, Folder 2: Collar Button Department 
Scrapbook, Collection of the Newark Museum, Library and Archives, Krementz & 
Co. Records. 
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dozen Krementz 14 Kt. rolled gold plate collar buttons...displayed on 
your counter, will bring you many new customers.578    

The display card, which was granted a patent in September of 1917, was advertised as 

a sales tool that would provide drug stores with “a trade monopoly.”579 (Fig. 154) 

Krementz & Company advertisements indicates that its designs were correct in 

style and available at a range of price points that would allow them to be worn by 

anyone, but who actually wore them? Provenanced jewelry by a particular maker is 

difficult to find, but it is evident from the surviving company archives and 

advertisements that Krementz & Company jewelry was worn by men of all different 

means who lived in a multitude of different geographic locations. By 1889, Krementz 

collar buttons were being exported across the globe—to England, France, Germany 

and Australia.580 In the same year, Julius Lebkuecher testified at trial that he wore a 

pair of collar buttons in his sleeves for 10-12 years prior to the invention of the 

Krementz one-piece collar button, and further stated that he had made the pair himself 

at the factory.581 

In late November of 1905, a young Henry Francis du Pont purchased a “bodkin 

set” from Shreve, Crump & Low Co. in Boston (Fig. 155). As Krementz & Company 

was the only producer of bodkin-clutch dress sets, du Pont was buying something that 

                                                
 
578 June 1916 The Pharmaceutical Era Advertisement, “The Emergency Sale,” Box 
56, Folder 2: Collar Button Department Scrapbook, Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. 

579 United States Patent number 1,239,235.  

580 Record, Case No. 13746: Supreme Court of the United States, October Term, 
1892: George Krementz, Appellant vs. the S. Cottle Company, 63.  

581 Ibid., 66.  
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had been manufactured in Krementz & Company’s Newark, New Jersey factory. The 

$1.75 price of the set indicates that it was rolled gold plate, demonstrating that even 

men who were considered “upper class” purchased inexpensive jewelry on occasion. 

This is in stark contrast to du Pont’s extremely expensive emerald and diamond dress 

set purchase nearly a quarter-century later. 

Another example of Krementz & Company jewelry that has survived with 

limited provenance attests to the difficulty of categorizing the men who purchased 

Krementz & Company men’s rolled gold plate jewelry as mainly “upper,” “lower,” or 

“middle” class. Julius Brown, a Prussian-born merchant who lived in South Carolina 

during the nineteenth century, owned a pair of Krementz rolled gold plate cufflinks 

(Fig. 156).582 As a merchant, Brown amassed a significant amount of wealth—he had 

$12,000.00 invested in real estate and personal effects in 1870.583 This, however, does 

not mean that he had thousands of dollars to spend on jewelry. He had a large family 

to support, and many of his assets may have been tied up in real estate and other 

property.584 Since Brown died in 1894, he must have purchased or been gifted the 

                                                
 
582 Ancestry.com, “Julius Brown,” 1870 United States Federal Census [database 
online] (Provo, UT, USA: Ancestry.com Operations, Inc., 2009), Accessed March 26, 
2015. 

583 Ibid. 

584 Ibid. 



 192 

Krementz cufflinks shortly before his death585—if the Charleston Museum’s records 

are correct in stating that Julius, and not one of his sons, was the original owner.586 

The company recognized the variation in its audience, marketing to individual 

customers of all means and to the trade. Though, as expected, the cost and “grade” of 

jewelry advertised changed slightly depending on its target audience, Krementz & 

Company seems to have intended that the type of jewelry purchased depend on the 

occasion, not simply the means of the wearer. In a 1913 Vogue advertisement, 

Krementz & Company stated that it manufactured designs ranging from the “…finest 

quality gold or platinum mounted mother-of pearl—some styles set with precious 

stones…” to the “…less expensive mountings of Krementz quality 14 K. rolled gold 

plate…” which were recommended for travel.587 In another Vogue advertisement from 

the same year, Krementz suggested its “less expensive styles for ordinary wear.”588 By 

1915, Krementz & Company was manufacturing and advertising men’s dress sets that 

ranged from $5.25—for rolled gold plate589—to $1,000—for elaborate designs set 

                                                
 
585 Ancestry.com, “Julius Brown,” South Carolina Death Records, 1821-1960 
[database online] (Provo, UT, USA: Ancestry.com Operations, Inc., 2008), Accessed 
March 26, 2015. 

586 Grahame Long, in an email to the author, August 22, 2014. 

587 “Going Away?” Vogue, Vol. 42, No. 1 (1913): 79.  

588 “The Well Groomed Man,” Vogue, Vol. 42, No. 9 (1913): 110.  

589 November 28, 1914 Saturday Evening Post Advertisement, “He Needs Evening 
Jewelry,” Box 56, Folder 4: Advertising Scrapbook, Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. 
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with jewels.590 This extreme variation in cost made was part of what, the company 

argued, made its jewelry an ideal gift for any man.  

By creating a link between Krementz & Company men’s jewelry and gift 

giving through various marketing strategies, the company ensured that at least a 

portion of the people buying its jewelry would not be male. Krementz & Company 

realized that many women might not be totally familiar with the nuanced world of 

“correct” men’s jewelry, and worked to reassure them that there was no way to go 

wrong—at least stylistically—with a gift of Krementz jewelry. In a 1916 Vogue 

advertisement, the company reassured its presumably female customers, writing, 

“‘Just what I would have selected’ is his verdict when you give him Krementz evening 

jewelry.”591 The advertisement includes an illustration of a fashionable, heterosexual 

couple, depicting the moment when the man—who is dressed in white tie—opens his 

occasion-appropriate gift (Fig. 157). In November of 1916, another Christmas ad 

reassured Krementz & Company’s customers that they had made a wise choice: 

Any Christmas gift you select from this page, or from the Krementz 
Case at your dealer’s, will inspire a hearty “Thank you!” from the man 
or boy to whom they are given. They are Krementz made, which means 
highest quality, superb finish, and absolutely correct style. [Our] 
remarkable guarantee insures permanent satisfaction….”592 

                                                
 
590 “Gifts for the Bridegroom’s Attendants,” Vogue, Vol. 45, No. 9 (1915): 95.  

591 December 1916 Vogue Advertisement, Box 56, Folder 2: Collar Button 
Department Scrapbook, Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. 

592 November 13, 1916 Literary Digest Advertisement, “Useful Christmas Gifts for 
Every Man and Boy,” Box 56, Folder 2: Collar Button Department Scrapbook, 
Collection of the Newark Museum, Library and Archives, Krementz & Co. Records. 
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A 1914 advertisement took a slightly different approach, asserting that men not only 

appreciate the functional nature of Krementz jewelry, but also that the pieces last long 

enough to ensure that the gift recipient would be “…wearing his Krementz collar and 

cuff buttons and thinking of the giver” for “many Christmases to come….”593 

However, it does seem that some men purchased their own jewelry, as the company 

indicated to potential retailers that stocking Krementz & Company men’s jewelry 

would bring more male customer into the store in several early twentieth century 

advertisements.  

Clearly, Krementz & Company advertised extensively throughout the twentieth 

century. The company also made a number of unique claims in its advertisements. One 

of those, the thickness of the gold in its rolled gold plate line, has been confirmed with 

XRF analysis. Another of Krementz & Company’s most consistent and well-

publicized advertising techniques was its “insurance policy,” which was first 

published in conjunction with the one-piece collar buttons. In “The Story of a Collar 

Button,” the guarantee was set forth, promising: 

If one of the Krementz one-piece collar buttons is broken or damaged 
from any cause whatsoever take it to any dealer, no matter whether you 
bought it from him or not. Without a word of question he will exchange 
the damaged button for a new one of the same style and quality.594  
 

                                                
 
593 December 12, 1914 Advertisement, Literary Digest, Box 56, Folder 4, Collection 
of the Newark Museum, Library and Archives, Krementz & Co. Records. 

594 May 10, 1903 New York World Article, “The Story of a Collar Button,” Collar 
Button Department Scrapbook, , Krementz & Company Family Collection, on Loan to 
the Author.  
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Various iterations of this guarantee appear to have accompanied most pieces of 

Krementz & Company jewelry throughout the entire twentieth century—but was it 

honored? A 1916 letter published in the New York Tribune provides compelling 

evidence that it was: 

Eleven years ago I purchased a set of the well known Krementz collar 
buttons. After continuous use for that length of time one of the of the 
neckband buttons, as the result of wear, came apart, at the base of the 
edge being worn through and separating into two pieces. I was on the 
point of throwing away the useless collar button when I recalled the 
Gibraltar-like guarantee that accompanies the firm’s wares, and I 
decided to learn just what there was in it. Accordingly I mailed the 
damaged button to the Krementz people, with a brief request for a new 
one. Instead of sending me a sheet of questions to be filled in and 
sworn to before a notary public, they sent me a new collar button 
without question, delay, correspondence or red tape. Now, that’s what I 
call a guarantee that guarantees.595  

The company was aware that many were skeptical of its guarantee, and 

attempted to combat that skepticism through a variety of means, including a 1918 

Vanity Fair advertisement. The advertisement, entitled “What Happened?” relates the 

tale of a man, who, in order to test the Krementz guarantee, requests a new collar 

button without including a damaged one in his letter to the company (Fig. 158). 

Without question, the company forwarded him a new button, and he was so impressed 

that he wrote to Krementz & Company with the entire story of his “test.” The 

advertisement ends with an explanation of the guarantee, which was apparently 

unbelievable to a number of people: “we have such a belief in Krementz 14 kt. rolled 

                                                
 
595 September 14, 1916 [New York] Tribune Advertisement, Box 56, Folder 2: Collar 
Button Department Scrapbook, Collection of the Newark Museum, Library and 
Archives, Krementz & Co. Records.  
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gold plate—and in the general fairness of human nature—we have never regretted the 

adoption of the ‘absolute, perpetual guarantee.’”596  

 Krementz & Company appeared to place a strong emphasis on honesty—even 

in advertising. In a company scrapbook, the typewritten copy for an early twentieth 

century advertisement proclaimed, “after all, honesty is the best policy. The jeweler 

who is square in his dealing and sells only honest goods, in the end wins out, and his 

business prospers,” a statement that could be said to sum up the company’s own 

thoughts about both honesty and transparency.597 During the first quarter of the 

twentieth century, Krementz & Company described many of its manufacturing 

processes in ways that would be accessible to its varied audiences. Though it did make 

some attention-grabbing claims in its advertisements, they seem to have been based on 

fact—and tested, where applicable. The illustrations of jewelry included in company 

advertisements and booklets were accurate and can, in many cases, be easily identified 

in the design stage, in advertisements, and as surviving examples of Krementz men’s 

jewelry (Figs. 159-161). This combination of a commitment to authenticity and 

transparency with a vast and wide-ranging body of advertisements is what allows for 

Krementz & Company’s surviving marketing ephemera to be used as one way to gain 

insight into the company’s view of its own products.  
                                                
 
596 November 1918 Vanity Fair Advertisement, “What Happened?” Box 56, Folder 3: 
Advertising Book, ca 1914-1918, Collection of the Newark Museum, Library and 
Archives, Krementz & Co. Records. . 

597 [Undated Advertisement Copy], “Whenever You See the Name Krementz,” Collar 
Button Department Scrapbook, Krementz & Company Family Collection, On Loan to 
the Author. 
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As is made abundantly clear through the combination of the Krementz & 

Company design books, advertisements, and surviving designs, the men’s jewelry 

produced by the company spanned many styles—Edwardian, Art Nouveau, Art Deco, 

and Mid-Century—for every price range (Figs. 162-165). Though Krementz & 

Company’s men’s jewelry—and men’s jewelry in general—may have faded from 

memory in recent years, the addition of the Krementz & Company archives to the 

Newark Museum’s collection means that the Krementz men’s jewelry truly may, as 

was the company guarantee, “last a lifetime.” (Fig. 166) 

 

 

 

 

 

 

 

 

 

 



 198 

 

Figure 33 Krementz & Company Check, Newark Gaslight Co., November 3, 1882. 
Item on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author.   

 

 

Figure 34 Krementz & Company Check, Newark Aqueduct Board, November 1, 
1882. Item on loan to the author courtesy of the Krementz Family 
Collection. Photograph by the author.   
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Figure 35 Krementz & Company Check, Moses Bigelow & Co., November 7, 
1882. Item on loan to the author courtesy of the Krementz Family 
Collection. Photograph by the author.   

 

 

Figure 36 Krementz & Company Check, Alfred H. Smith & Co., November 11, 
1882. Item on loan to the author courtesy of the Krementz Family 
Collection. Photograph by the author.   
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Figure 37 Krementz & Company Check, Victor Bishop & Co., November 2, 1882. 
Item on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author.  

 

 

Figure 38 Krementz & Company Check, D & M Bruhl, May 29, 1883. Item on loan 
to the author courtesy of the Krementz Family Collection. Photograph by 
the author. 
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Figure 39 Krementz & Company Check, Stillwell & Pierce, May 26, 1883. Item on 
loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 

 

 

Figure 40 Krementz & Company Check, J.A. Lebkuecher, Front, May 28, 1883. 
Item on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 41 Krementz & Company Check, J.A. Lebkuecher, Back, May 28, 1883. 
Item on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 42 “Long Post Gents Collar Button,” ca 1880. Carter, Hale & Company 
Design Book, Box 1, Number 6439. Collection of the Newark Museum, 
Library and Archives, Krementz & Co. Records. Photograph by the 
author.  

 

Figure 43 Krementz & Company Factory, ca 1893. Image via Leary, Peter J. 
Newark, N.J., Illustrated: A Souvenir of the City and Its Numerous 
Industries…. (Newark, NJ: W.A. Baker, 1893) 117. Image in the Public 
Domain. Hosted on hathitrust.org, original at Harvard University. 
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Figure 44 “The Krementz ‘One Piece’” Cuff and Collar Button Label Registration, 
July 26, 1898. Item on loan to the author courtesy of the Krementz 
Family Collection. Photograph by the author. 
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Figure 45 Krementz & Company Collar Button, ca 1890-1920. Back View. From 
the author’s personal collection. Photograph by the author. 

 

Figure 46 Krementz & Company Collar Button, ca 1890-1980. Front View. From 
the author’s personal collection. Photograph by the author. 
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Figure 47 “EMENTZ” Collar Button, ca 1906. Item on loan to the author courtesy 
of the Krementz Family Collection. Photograph by the author. 



 207 

 

Figure 48 Krementz & Company Trademark Registration, May 23, 1896, page 1. 
Item on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 49 Krementz & Company Trademark Registration, May 23, 1896, page 2. 
Item on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 50 Krementz & Company Trademark Registration, May 23, 1896, page 3. 
Item on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 51 Krementz & Company Trademarks, 1904. Image via Trade-Marks of 
the Jewelry and Kindred Trades, Second Edition (New York, NY: The Jewelers’ 
Circular Publishing Co., 1904), 23. Item on loan to the author courtesy of the 
Krementz Family Collection. Photograph by the author.  
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Figure 52 “He Needs Evening Jewelry.” December 1, 1914 Chicago Tribune 
Advertisement, “He Needs Evening Jewelry.” Image via Box 56, Folder 
4: Advertisement Scrapbook. Collection of the Newark Museum, Library 
and Archives, Krementz & Co. Records. Photograph by the author.  
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Figure 53 Krementz & Company Shirt Stud, ca 1916. Engaged to “hold like an 
anchor.” From the author’s personal collection. Photograph by the author. 

 

Figure 54 Krementz & Company Shirt Stud, ca 1916. Disengaged to “go in like a 
needle.” From the author’s personal collection. Photograph by the author. 
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Figure 55 “Clayton” Back Shirt Stud, ca 1890-1895. Carter, Hale & Company 
Design Book, Box 1, Number 88A. Collection of the Newark Museum, 
Library and Archives, Krementz & Co. Records. Photograph by the 
author.   

 

Figure 56 Spiral Back Stud, ca 1885. Carter, Hale & Company Design Book. Box 
1, Book 7. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author.   
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Figure 57 Lever Back Stud, ca 1890. Carter, Hale & Company Design Book. Box 
1, Book 8. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author.   
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Figure 58 Spring Back Shirt Stud. “Larter Shirt Studs.” The Jewelers’ Circular-
Weekly, Vol. 74, No. 8 (1917): 46. Image in the Public Domain. Hosted 
on hathitrust.org, original at the University of Michigan. 
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Figure 59 October 1928 Henry Francis du Pont Cartier Receipt. Courtesy, The 
Winterthur Library: Winterthur Archives. Box HF 203, “Cartier” Folder. 
Photograph by the author.  
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Figure 60 “Krementz Bodkin-Back Studs and Vest Buttons, Krementz Bodkin-
Back Dress Sets.” Image via April 28, 1909 The Jewelers’ Circular 
Weekly Advertisement. “Krementz Bodkin-Back Studs and Vest Buttons, 
Krementz Bodkin-Back Dress Sets.” Collar Button Scrapbook, page 43. 
Item on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author.  
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Figure 61 Krementz & Company “Loose Link” Cufflinks. Image via Box 19: 
Engine Turning Department Pattern Book. Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. Photograph 
by the author.   
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Figure 62 “Two Gifts in One.” December 1916 Good Housekeeping Advertisement. 
“Two Gifts in One.” Image via Box 56, Folder 2: Collar Button 
Department Scrapbook. Collection of the Newark Museum, Library and 
Archives, Krementz & Co. Records. Photograph by the author.  
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Figure 63 Krementz & Company Collar Fastener, ca 1931. From the author’s 
personal collection. Photograph by the author. 
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Figure 64 “It’s a Sign of Antiquity.” Image via Undated Advertisement, ca 1900-
1905. Advertising Scrapbook, ca 1900-1911. Item on loan to the author 
courtesy of the Krementz Family Collection. Photograph by the author.  
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Figure 65 Collar Buttons, ca 1900-1910. Image via Krementz & Company, 
“Krementz,” ca 1900-1910, page 5. Loose Papers. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 66 Krementz & Company “One Piece” Cuff Button, ca 1890-1920. From the 
author’s personal collection. Photograph by the author. 

 

Figure 67 4-Point Cuff Button. Image via Box 56, Folder 3: Advertisement Book, 
ca 1914-1918. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author. 
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Figure 68 Krementz & Company Cufflink, ca 1880-1890. Image via Box 2: Large 
Photo Book. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author. 
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Figure 69 Krementz & Company Dress Set, Choice of “Loose” or “Airway” 
Cufflinks (top left and top right, respectively). Image via Box 7, Folder 8: 
Men’s Jewelry Book. Collection of the Newark Museum, Library and 
Archives, Krementz & Co. Records. Photograph by the author. 
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Figure 70 “Gift Sets.” Image via Krementz & Company, “Krementz, Fine Quality 
Jewelry Since 1866, 1958 Catalogue.” Loose Papers. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 

 

Figure 71 Krementz & Company Rose Pin, ca 1970-80. Item on loan to the author 
courtesy of Ann Bitner, Lingenfelter Jewelers. Photograph by the author.  
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Figure 72 “The World Wide Reputation of Krementz Rolled Gold Plate Stands 
Upon the Superiority of Construction.” September 18, 1918 The 
Jewelers’ Circular-Weekly Advertisement. “The World Wide Reputation 
of Krementz Rolled Gold Plate Stands Upon the Superiority of 
Construction.” Image via Box 56, Folder 3: Advertisement Book, 1914-
1918. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author. 
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Figure 73 “Krementz One Piece Collar Buttons and Studs.” Image via 1907 
Keystone Advertisement. Collar Button Department Scrapbook. Item on 
loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 



 229 

 

Figure 74 Collar Button Machines, ca 1900. Image via ca 1900 P.W. Ellis 
Advertisement. “Krementz Collar Button!” Advertising Scrapbook. Item 
on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 75 “The ‘Krementz-Bodkin Back’ Stud and Vest Button.” Image via 
Undated Keystone Advertisement. “The ‘Krementz-Bodkin Back’ Stud 
and Vest Button.” Advertising Scrapbook. Item on loan to the author 
courtesy of the Krementz Family Collection. Photograph by the author. 
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Figure 76 Krementz & Company Factory, Seated Female Employees, ca 1885-
1895. Albumen Print. Item on loan to the author courtesy of the 
Krementz Family Collection. Photograph by the author. 
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Figure 77 Krementz & Company Factory, Seated Male Employees and Ovens, ca 
1885-1895. Albumen Print. Item on loan to the author courtesy of the 
Krementz Family Collection. Photograph by the author. 
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Figure 78 Krementz & Company Factory, Male and Female Employees and Belt 
Driven Machinery, ca 1885-1895. Albumen Print. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 79 Krementz & Company Factory, Male Employees and Ovens, ca 1885-
1895. Albumen Print. Item on loan to the author courtesy of the 
Krementz Family Collection. Photograph by the author. 
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Figure 80 Krementz & Company Factory, Male Employees and Belt Driven 
Machinery, Including Lathes, ca 1885-1895. Albumen Print. Item on loan 
to the author courtesy of the Krementz Family Collection. Photograph by 
the author. 
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Figure 81 Krementz & Company Factory, Male and Female Employees, Seated at 
Bench, ca 1900-1910. POP Silver Gelatin Print. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 82 Krementz & Company Factory, Male and Female Employees, Posed at 
Bench, ca 1900-1910. POP Silver Gelatin Print. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 83 Krementz & Company Factory, Male Employees at Work Tables, ca 
1900-1910. POP Silver Gelatin Print. Item on loan to the author courtesy 
of the Krementz Family Collection. Photograph by the author. 
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Figure 84 Krementz & Company Factory, Male Bench Jewelers, ca 1900-1910. 
POP Silver Gelatin Print. Item on loan to the author courtesy of the 
Krementz Family Collection. Photograph by the author. 
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Figure 85 Krementz & Company Factory, Male and Female Employees, Belt 
Driven Machinery, ca 1900-1910. POP Silver Gelatin Print. Item on loan 
to the author courtesy of the Krementz Family Collection. Photograph by 
the author. 
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Figure 86 Krementz & Company Factory, Male Employees and Drop Presses, ca 
1900-1910. POP Silver Gelatin Print. Item on loan to the author courtesy 
of the Krementz Family Collection. Photograph by the author. 
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Figure 87 Krementz & Company Factory, Male Employees in Basement, ca 1900-
1910. POP Silver Gelatin Print. Item on loan to the author courtesy of the 
Krementz Family Collection. Photograph by the author. 
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Figure 88 Krementz & Company Factory, Male Employees and Belt Driven 
Machinery, ca 1900-1910. POP Silver Gelatin Print. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 89 Krementz & Company Factory, Male Employees and Belt Driven 
Machinery, ca 1900-1910. POP Silver Gelatin Print. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 90 Krementz & Company Factory, Male Employees—One of Whom May 
be Drawing Wire—and Partially Labeled Machine, ca 1900-1910. POP 
Silver Gelatin Print. Item on loan to the author courtesy of the Krementz 
Family Collection. Photograph by the author. 
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Figure 91 Krementz & Company Factory, Male and Female Employees in “Office” 
Space, ca 1900-1910. POP Silver Gelatin Print. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 92 Krementz & Company Factory, Three Female Employees and One Male 
Employee in “Office” Space, ca 1900-1910. POP Silver Gelatin Print. 
Item on loan to the author courtesy of the Krementz Family Collection. 
Image by the author. 
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Figure 93 Krementz & Company Factory, Female Employees, ca 1900-1910. POP 
Silver Gelatin Print. Item on loan to the author courtesy of the Krementz 
Family Collection. Photograph by the author. 
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Figure 94 Krementz & Company Factory, Female Employees (and One Male 
Employee) Posed by Hood, ca 1900-1910. POP Silver Gelatin Print. Item 
on loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 95 Rolled Gold Plate Process, ca 1946. Image via “The Story of Gold in 
Modern Jewelry,” 1946. Loose Papers.  Item on loan to the author 
courtesy of the Krementz Family Collection. Photograph by the author. 
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Figure 96 Brocade Machine, ca 1916-1917. Image via Box 19: Engine Turning 
Department Pattern Book. Collection of the Newark Museum, Library 
and Archives, Krementz & Co. Records. Photograph by the author.   
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Figure 97 Krementz & Company, Engine-Turned Cuff Buttons, February 24, 1917. 
Image via Box 19: Engine Turning Department Pattern Book. Collection 
of the Newark Museum, Library and Archives, Krementz & Co. Records. 
Photograph by the author.   
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Figure 98 Krementz & Company, Engine-Turned Cuff Buttons, January 31, 1917. 
Image via Box 19: Engine Turning Department Pattern Book. Collection 
of the Newark Museum, Library and Archives, Krementz & Co. Records. 
Photograph by the author.   
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Figure 99 Krementz & Company, Engine-Turned Vest Button, November 11, 1916. 
Image via Box 19: Engine Turning Department Pattern Book. Collection 
of the Newark Museum, Library and Archives, Krementz & Co. Records. 
Photograph by the author.   
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Figure 100 Krementz & Company, Engine-Turned Cuff Buttons, December 23, 
1916. Image via Box 19: Engine Turning Department Pattern Book. 
Collection of the Newark Museum, Library and Archives, Krementz & 
Co. Records. Photograph by the author.   
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Figure 101 Krementz & Company Factory, Man Rolling Metal, ca 1950. DOP Silver 
Gelatin Print. Item on loan to the author courtesy of the Krementz Family 
Collection. Photograph by the author. 

 

Figure 102 Krementz & Company Factory, Man Alloying Metal, ca 1950. DOP 
Silver Gelatin Print. Item on loan to the author courtesy of the Krementz 
Family Collection. Photograph by the author. 
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Figure 103 Krementz & Company, Chestnut Street Factory, ca 1905-1909. POP 
Silver Gelatin Print. Item on loan to the author courtesy of the Krementz 
Family Collection. Photograph by the author. 
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Figure 104 Krementz & Company, Chestnut Street Factory, ca 1912. Image via 
Newark, The City of Industry: Facts and Figures Concerning the 
Metropolis of New Jersey (Newark, NJ: Baker Printing Company, 1912), 
110. Image in the Public Domain. Hosted on hathitrust.org, original at 
Harvard University. 

 

Figure 105 Name Suggestions for Krementz & Company Rolled Gold Plate Button, 
ca 1895-1900. Collar Button Department Scrapbook. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 106 September 11, 1890 Krementz & Company Collar Button Advertisement. 
Collar Button Department Scrapbook. Item on loan to the author courtesy 
of the Krementz Family Collection. Photograph by the author. 

 

Figure 107 “If You Wear Collar Buttons,” ca 1900. Collar Button Department 
Scrapbook. Item on loan to the author courtesy of the Krementz Family 
Collection. Photograph by the author. 
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Figure 108 “When a Customer Says Collar Button…,” July 1910 Haberdasher 
Advertisement. Collar Button Department Scrapbook. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 109 “This is Why the Beauty of Krementz Jewelry Endures,” ca 1946-1950. 
Loose Papers. Item on loan to the author courtesy of the Krementz 
Family Collection. Photograph by the author. 
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Figure 110 X-Ray Fluorescence, Test of 14 Karat Collar Button. October 2013. 
Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph by Dr. 
Jennifer Mass.  
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Figure 111 X-Ray Fluorescence, Test of Krementz Plate Collar Button. October 
2014. Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph 
by Dr. Jennifer Mass.  
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Figure 112 X-Ray Fluorescence, Test of Sample Blank—Base Metal Underside. 
December 2014. Conducted by Dr. Jennifer Mass and Emily Rebmann. 
Photograph by Dr. Jennifer Mass.  
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Figure 113 X-Ray Fluorescence, Comparison of Gold Plate Layers on Sample Blank 
and Collar Button. December 2014. Conducted by Dr. Jennifer Mass and 
Emily Rebmann. Photograph by Dr. Jennifer Mass.  
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Figure 114 Scanning Electron Microscope, Sample Button Cross Section, Smeared 
Metal. December 2014. Conducted by Dr. Jennifer Mass and Emily 
Rebmann. Photograph by Dr. Jennifer Mass.  

 

Figure 115 Scanning Electron Microscope, Sample Button Cross Section, Isolated 
Ag and Cu. December 2014. Conducted by Dr. Jennifer Mass and Emily 
Rebmann. Photograph by Dr. Jennifer Mass.  
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Figure 116 Scanning Electron Microscope, Sample Button Cross Section, Isolated 
Au and Cu. December 2014. Conducted by Dr. Jennifer Mass and Emily 
Rebmann. Photograph by Dr. Jennifer Mass.  

 

Figure 117 Scanning Electron Microscope, Sample Button Cross Section, Isolated 
Ag, Au, and Cu. December 2014. Conducted by Dr. Jennifer Mass and 
Emily Rebmann. Photograph by Dr. Jennifer Mass.  
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Figure 118 X-Ray Fluorescence, Test of Milligan Plate Collar Button. October 2014. 
Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph by Dr. 
Jennifer Mass.  
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Figure 119 X-Ray Fluorescence, Comparison of Gold Plate Layers on Milligan 
Collar Button and Krementz Collar Button. October 2014. Conducted by 
Dr. Jennifer Mass and Emily Rebmann. Photograph by Dr. Jennifer 
Mass.  
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Figure 120 “P.P. Bezel” Cufflinks. Image via Box 7, Folder 8: Men’s Jewelry Book. 
Collection of the Newark Museum, Library and Archives, Krementz & 
Co. Records. Photograph by the author.   
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Figure 121 X-Ray Fluorescence, Test of White Metal Cufflink Bezel. October 2014. 
Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph by Dr. 
Jennifer Mass.  
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Figure 122 Polished Platinum, Engine Turned Border, Crystal, Diamond Center 
Dress Set, $230.00. May 1, 1915 Vogue Advertisement. Image via Box 
56, Folder 4: Advertisement Scrapbook. Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. Photograph 
by the author.   
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Figure 123 X-Ray Fluorescence, Test of “Smoked Pearl” Cufflink Face. October 
2014. Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph 
by Dr. Jennifer Mass.  
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Figure 124 X-Ray Fluorescence, Test of “Smoked Pearl” Shirt Stud Face. October 
2014. Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph 
by Dr. Jennifer Mass.  
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Figure 125 X-Ray Fluorescence, Test of Mother-of-Pearl Cufflink Face. October 
2014. Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph 
by Dr. Jennifer Mass.  
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Figure 126 Set of Three Krementz & Company Shirt Studs on Original Card, ca 
1916. From the author’s personal collection. Photograph by the author. 
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Figure 127 X-Ray Fluorescence, Test of Shirt Stud Face. October 2014. Conducted 
by Dr. Jennifer Mass and Emily Rebmann. Photograph by Dr. Jennifer 
Mass.  
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Figure 128 X-Ray Fluorescence, Test of Shirt Stud “Pearl.” October 2014. 
Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph by Dr. 
Jennifer Mass.  
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Figure 129 Raman Spectroscopy, Test of Mother-of-Pearl Cufflink Face. October 
2014. Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph 
by Dr. Jennifer Mass. 

 

Figure 130 Mother-of-Pearl Cufflink Face, Magnified in Order to Examine 
Striations. October 2014. Photograph by Dr. Jennifer Mass.  
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Figure 131 Raman Spectroscopy, Test of Shirt Stud Face. October 2014. Conducted 
by Dr. Jennifer Mass and Emily Rebmann. Photograph by Dr. Jennifer 
Mass. 
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Figure 132 Raman Spectroscopy, Test of Shirt Stud “Pearl.” October 2014. 
Conducted by Dr. Jennifer Mass and Emily Rebmann. Photograph by Dr. 
Jennifer Mass. 
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Figure 133 Notation on Back of “The Story of a Collar Button, with Illustrations” 
Booklet, ca 1898. Image via Box 57, Folder 1: Advertisement Book 
Number 3, Part 1. Collection of the Newark Museum, Library and 
Archives, Krementz & Co. Records. Photograph by the author.   
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Figure 134 “The Acid Test…,” February 1908 Manufacturing Jeweler 
Advertisement. Collar Button Department Scrapbook. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 135 “A new ‘Krementz’ production,” ca 1904. Collar Button Department 
Scrapbook. Item on loan to the author courtesy of the Krementz Family 
Collection. Photograph by the author. 
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Figure 136 “The Krementz Line of Snake Jewelry,” February 5, 1908 The Jewelers’ 
Circular Advertisement. Collar Button Department Scrapbook. Item on 
loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 137 Krementz & Company Sword Scarf Pins, ca 1910 Pacific Goldsmith 
Advertisement. Collar Button Department Scrapbook. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 138 “Krementz Bodkin Clutch Military Button,” May 1918 Infantry Journal 
Advertisement. Image via Box 56, Folder 3: Advertisement Book, ca 
1914-1918. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author.   

 

Figure 139 “Krementz Removable Buttons,” December 1918 Advertisement. Image 
via Box 56, Folder 3: Advertisement Book, ca 1914-1918. Collection of 
the Newark Museum, Library and Archives, Krementz & Co. Records.  
Photograph by the author.   
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Figure 140 Krementz & Company Roll of Honor Pin Design. Image via Box 7, 
Folder 5: Krementz & Company Cost & Design Book, ca 1900-1920. 
Collection of the Newark Museum, Library and Archives, Krementz & 
Co. Records. Photograph by the author.   
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Figure 141 Krementz & Company Roll of Honor Pin Advertisement. November 20, 
1918 The Jewelers’ Circular-Weekly Advertisement, “Nor Shall Your 
Glory Be Forgot While Fame Her Record Keeps.” Image via Box 56, 
Folder 3: Advertisement Book, ca 1914-1918. Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. Photograph 
by the author.   
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Figure 142 Father’s Day Tuxedo Link and Stud Set. Image via “His Day, June 18th. 
Are you Ready for It?” booklet, ca 1931. Collar Button Department 
Scrapbook. Item on loan to the author courtesy of the Krementz Family 
Collection. Photograph by the author. 

 

Figure 143 Krementz & Company Gift Box. December 1910 McClure’s 
Advertisement, “Krementz Gift Box.” Image via Box 56, Folder 1: 
Advertisements, Tear Sheets, 1910-1928. Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records.  Photograph 
by the author.   
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Figure 144 Krementz & Company Parisian Ivory Gift Box Advertisement. December 
1916 Good Housekeeping Advertisement “Two Gifts in One.” Image via 
Box 56, Folder 2: Collar Button Department Scrapbook. Collection of the 
Newark Museum, Library and Archives, Krementz & Co. Records. 
Photograph by the author.   
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Figure 145 Krementz & Company Jewelry Display, ca 1940. Loose Papers. Item on 
loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 146 Krementz & Company Men’s Jewelry for Formal Occasions, “Krementz 
Correct Jewelry for Men” booklet, ca 1915-1925, page 3. Collar Button 
Department Scrapbook. Item on loan to the author courtesy of the 
Krementz Family Collection. Photograph by the author. 
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Figure 147 “If this won’t sell evening jewelry I don’t know what will.” Proof of 
October 6, 1916 Life Magazine Advertisement, “Correct for Evening 
Wear.” Image via Box 56, Folder 2: Collar Button Department 
Scrapbook. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author.   
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Figure 148 Krementz Delivery Car, Lansden Electrette, ca 1906-1908. POP Silver 
Gelatin Print. Item on loan to the author courtesy of the Krementz Family 
Collection. Photograph by the author. 
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Figure 149 1911 Krementz & Company Financial Statement. Loose Papers. Item on 
loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 150 1913 Krementz & Company Financial Statement. Loose Papers. Item on 
loan to the author courtesy of the Krementz Family Collection. 
Photograph by the author. 
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Figure 151 Charles Lewis Tiffany and Charles T. Cook, Union Square Tiffany & 
Company Store, ca 1887. Matte-Collodion Print. Item on loan to the 
author courtesy of the Krementz Family Collection. Photograph by the 
author. 
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Figure 152 1K Case. February 10, 1915, [Periodical Unknown] Advertisement, 
“Make a Good Thing Better.” Image via Box 56, Folder 2: Collar Button 
Department Scrapbook. Collection of the Newark Museum, Library and 
Archives, Krementz & Co. Records. Photograph by the author.   
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Figure 153 75K and 16K Cases. August 29, 1916 The Keystone Weekly 
Advertisement, “One of These Krementz Cases Should Be in Your 
Store.” Image via Box 56, Folder 2: Collar Button Department 
Scrapbook. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author.   
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Figure 154 United States Patent Number 1,239,235. June 1916 The Pharmaceutical 
Era Advertisement, “The Emergency Sale.” Image via Box 56, Folder 2: 
Collar Button Department Scrapbook. Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. Photograph 
by the author.   
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Figure 155 December 1905 Henry Francis du Pont Shreve, Crump & Low Company 
Receipt. The Winterthur Library: Winterthur Archives. Box HF 228, 
“Shreve, Crump & Low Co.” Folder. Photograph by the author.  

 

Figure 156 Julius Brown’s Cufflinks, ca 1890-1900. Krementz & Company. 
Courtesy of the collections of the Charleston Museum. Accession 
Number 1994.31.13. Photograph by the Charleston Museum.  
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Figure 157 Krementz Men’s Evening Jewelry Advertisement. December 1916 Vogue 
Advertisement, “Krementz Evening Jewelry.” Image via Box 56, Folder 
2: Collar Button Department Scrapbook. Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. Photograph 
by the author.   
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Figure 158 “What Happened?” November 1918 Vanity Fair Advertisement, “What 
Happened?” Image via Box 56, Folder 3: Advertising Book, ca 1914-
1918. Collection of the Newark Museum, Library and Archives, 
Krementz & Co. Records. Photograph by the author.   
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Figure 159 Design Sketch of Enamel Loose Link Cufflinks, ca 1914. Image via Box 
7, Folder 5, Book 7: Cost and Design Book. Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. Photograph of 
the author.  

 

Figure 160 Enamel Loose Link Cufflinks in 1918 Advertisement. October 1918 
Vanity Fair Advertisement, “Never Grow Out-of-Date.” Image via Box 
56, Folder 3: Advertising Book, ca 1914-1918. Collection of the Newark 
Museum, Library and Archives, Krementz & Co. Records. Photograph 
by the author.  
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Figure 161 Krementz & Company Enamel Loose Link Cufflinks, ca 1915-1930. 
Courtesy of The Butler’s Cottage. Photograph by Judith Butler.  

 

Figure 162 Krementz & Company “One Piece” Cuff Buttons, ca 1890-1920. In the 
Edwardian Style. From the author’s personal collection. Photograph by 
the author. 
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Figure 163 Krementz & Company Cufflinks, ca 1900-1910. In the Art Nouveau 
Style. Courtesy of the Newark Museum, Purchase 1995 Membership 
Endowment Fund (95.105.6ab). Photograph by the Newark Museum. 

 

Figure 164 Krementz & Company “Smoked Pearl” “Loose Link” Cufflinks, ca 1910-
1930. From the author’s personal collection. Photograph by the author. 
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Figure 165 Krementz & Company “Snap Bar” Cufflinks, ca 1950-1965. Loose 
Papers. Item on loan to the author courtesy of the Krementz Family 
Collection. Photograph by the author. 
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Figure 166 Gentleman in White Tie with Krementz & Company Men’s “Correct” 
Rolled Gold Plate Shirt Studs and Vest Buttons. Illustration by Lee Ann 
Seymour.  
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Chapter 6 

CONCLUSION 

The unfaltering emphasis on correctness of style in men’s jewelry, as well as 

the regulated nature of what should be worn and when to wear it during the first half 

of the twentieth century is evident in popular periodicals, etiquette manuals, dress 

charts, and advertisements from the period. This aspect of regulation has been 

explored in previous studies of men’s fashion—but rarely in relation to jewelry. One 

notable exception is a 14-page sub-section in The Glitter and the Gold, which 

acknowledges that fact that “…an accepted standard of decorum restricted what men 

could wear.” Though this marked an important acknowledgement of the significance 

of jewelry in a man’s wardrobe, it is impossible to provide a summary of all the 

nuances of men’s fashion during the late nineteenth and twentieth centuries in such a 

short section. In addition, an understanding of men’s fashion during the period is 

necessary to provide context for the changes that did occur in men’s jewelry during 

that time.   

It is all too easy to write nineteenth and twentieth century men’s jewelry off as 

“uninteresting” or “static,” which has lead to a surprising lack of publication on the 

topic. Many scholars appear to be under the impression that men’s jewelry was simply 

not worth noticing, but a myriad of “letters to the editor” and warnings in fashion 

magazines provide compelling evidence to the contrary. The importance of wearing 

jewelry that would “fit in” was imparted to men at every turn, and was imperative to 

social success—especially at evening or other formal events:  

What is essential when a man appears in evening clothes? Correctness! 
That above everything else. Particularly this is true of his jewelry. 
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Although small, it is conspicuous. Any deviation from a strict 
conformity to the rules of convention is immediately apparent to those 
who know. 598 

In addition, men’s jewelry not only served—when correct—as a symbol of social 

aptitude; it was also required to be innovative and reliable in terms of its functionality. 

This dual standard by which all men’s jewelry was judged triggered a long line of 

patented clasps, fasteners, and other components of men’s jewelry that deserve to be 

explored.  

 Through archival research, material analysis, oral interviews, and a company 

case study, this thesis has begun the process of filling the above gaps. In order to 

understand the role of men’s jewelry during the period covered by this study, it is first 

necessary to have a basic understanding of men’s fashion. Men’s jewelry and men’s 

clothing from the mid-nineteenth to the mid-twentieth centuries are inextricably linked 

in that both have been largely dismissed by scholars and in the fact that a man’s dress 

often dictated the type of jewelry that was necessary—often quite literally—to 

complete his outfit. Shirt studs, vest buttons, collar buttons, and cufflinks are all 

examples of types of functional men’s jewelry that had to be worn with white tie 

during the late nineteenth and early twentieth centuries. Because men’s fashion during 

this period was event-specific, men’s accessories, including jewelry, were also 

regulated by occasion.  

 This study has set forth a succinct but comprehensive overview of many of the 

main types of men’s jewelry, including: collar buttons, shirt studs, vest buttons, 

                                                
 
598 Krementz & Company, “Correct Evening Jewelry,” in “Krementz Correct Evening 
Jewelry for Men,” [undated booklet], ca 1915-1925, Collar Button Department 
Scrapbook,  Krementz & Company Family Collection, On Loan to the Author. 
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cufflinks, cuff buttons, tie clasps, and rings. The function of each piece of jewelry has 

been described, as has the trajectory of its popularity and public reception. Although it 

is difficult to find surviving examples of jewelry in cases where the wearer or wearers 

are known, Henry Francis du Pont’s jewelry provides a compelling example of the 

ways in which some men both complied with and bent the “rules” of correctness. As 

an upper class American-born male, however, correct jewelry may not have had the 

same meaning to du Pont as it did to those attempting to achieve a higher level of 

social status or to blend in at a formal event. Due to the fact that du Pont had been 

raised in a family that hosted and attended a variety of formal social events, he knew 

correct jewelry. He was allowed to let personal preference dictate his selection, and he 

had the means to do so. Other men, like Paul Laurence Dunbar, felt compelled to use 

accessories as a symbol of the social status that they wished to achieve or maintain, 

even if it drove them into debt.  

 Although it may be difficult to believe today, men’s jewelry was hotly 

contested during the twentieth century, as some men, like the Day Book letter writer 

cited in chapter three of this study, believed that any man who wore jewelry was “…a 

weak sister.”599 Collar buttons were disparaged in any number of cartoons and opinion 

articles, and men appeared to have very clear preferences about the type of shirt stud 

that would hold the best. Some men came up with inventive solutions to fulfill their 

“correct” jewelry needs, like using readily available office supplies as shirt studs. If a 

woman’s necklace clasp malfunctioned during a party, her main concern might be 

catching it before it fell to the ground or finding a safe place to keep it for the rest of 

the evening. If a man lost a single shirt stud, he was at risk for a wardrobe malfunction 
                                                
 
599 “Rings.”  
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and needed to find a replacement immediately, making the emphasis on men’s jewelry 

that would perform well all the more important.  

 While women could select jewelry based on personal preference, men were 

only supposed to exercise aesthetic judgments within a range of previously approved 

styles. Women’s jewelry was meant to help a lady stand out by symbolizing her 

impeccable taste and, perhaps, her wealth. Men’s jewelry could, if one was careful, 

help a man fit in—to be conspicuous in dress meant only that a man was not properly 

turned out. For men who already stood out for other reasons, like class, race, or even 

an accent, this correctness in every detail of dress was even more imperative.  

 The discussion of the impact of technology on jewelry manufacturing and on 

the popular methods of advertising and retail during the period of this study primarily 

serves to provide context for the case study.  Men’s jewelry was manufactured and 

retailed by a wide variety of companies during the late nineteenth and twentieth 

centuries. Due to the fact that it is impossible to provide an adequate overview of all of 

them, Krementz & Company was selected as a case study. Krementz & Company was 

chosen due to the availability of its archives, its emphasis on men’s jewelry during the 

period of this study, and the fact that the company has received comparatively little 

prior attention. In addition, Krementz & Company was acutely aware of the regulated 

nature of men’s jewelry, and of the complaints that men voiced about certain aspects 

of that jewelry. Clippings saved in the various advertising and collar button 

department scrapbooks indicate this awareness, and the many innovative designs and 

patents put forth by the company show its clear emphasis on creating jewelry that was, 

first and foremost, easy and convenient to use. In 1902, an advertisement assured 
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prospective buyers that Krementz collar buttons were simple, comfortable, and 

convenient:  

Don’t Swear! Buy a Krementz one-piece collar button and you won’t 
have to. No lever to break, no soldered joints to come apart, no flat 
bottoms to the head to keep you from unbuttoning it in the dark, no 
hump on the back to make your neck sore. In fact, it is the correct thing 
for collar comfort.600 

 Krementz & Company’s focus on men’s jewelry appears to have been sparked 

by the George Krementz’s time at the 1876 Centennial Exhibition in Philadelphia. As 

he observed a cartridge machine on display at the Exhibition, he was inspired to create 

a one-piece collar button through similar processes. The collar button that Krementz 

created and patented brought the company fame and success, and was the impetus for 

its rolled gold plate men’s jewelry line. Eventually, the line expanded to include one-

piece cuff buttons, loose link cufflinks, bodkin-back dress sets, and more. Krementz & 

company emphasized, above all, both functionality and correctness, which likely 

contributed to the reception and sale of its men’s designs.   

 As a large portion of the Krementz & Company archives has only recently 

been acquired by the Newark Museum, the company has not received much attention 

from previous scholars. The Glitter and the Gold does contain several mentions of the 

company, its factory, and even some of its men’s jewelry, the most notable of which is 

a brief but important history by Janet Zapata. However, this is the first time that oral 

interviews, archival sources in both the family and Newark Museum’s collections, and 

primary source documents have been combined to produce a detailed overview of the 
                                                
 
600 February 20, 1902 The Warren Tidings Advertisement, “Don’t Swear!” 
Advertising Scrapbook, , ca 1900-1911, Krementz & Company Family Collection, On 
Loan to the Author. 
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company history, designs, manufacturing processes, and advertising strategies. In 

addition, no previous study has attempted a material analysis of men’s jewelry 

produced by a specific company in order to verify claims made in advertisements and 

facilitate a discussion about the unique nature of what constituted costume jewelry for 

men during the period covered by this study.   

 The jewelry worn by men is a nuanced and interesting topic that is deserving 

of further study. Though this thesis provides an overview of men’s jewelry from ca 

1860-1940, men’s jewelry existed in other periods—and continues to exist today. In 

addition, the varying attitudes towards men’s jewelry during the nineteenth and 

twentieth centuries cannot be summarized in one work. The implications of the 

regulated nature of men’s jewelry on male self-fashioning also merit additional 

research.  

 Men’s jewelry from the late nineteenth to the mid-twentieth centuries was not 

static, dull, or even predictable. From the numerous and repeated “dress charts” and 

guides, one can assume that though “correctness” in jewelry was paramount to many 

men, others seem to have deliberately ignored these accepted standards. Even in the 

case of categories of jewelry that were worn throughout the entirety of the period 

discussed in this study, like cufflinks, numerous stylistic and functional changes 

occurred. 

 The relationship of men to their jewelry during the late nineteenth and early 

twentieth centuries was complex. They were frustrated by collar buttons, concerned 

about deviating from the accepted standards of correctness, and eager to find jewelry 

that would perform its necessary functions with the least amount of hassle. Most men 

who regularly attended formal events had a preferred type of shirt stud back. Some 
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men ignored the rules, using jewelry to symbolize freedom, while others clung to them 

in an effort to blend in with a social class or group that they aspired to join. Men’s 

jewelry could symbolize membership in a club, graduation from a prestigious college, 

or military service. Although historians have largely ignored men’s jewelry, it was 

important to men: hardly a twentieth-century men’s fashion article or book was 

published without a section on jewelry. As indicated by the following statement from 

a 1909 men’s fashion article in Vogue: “good form in the matter of jewelry is perhaps 

no more an essential of correct dress than good form in other things, but it is of more 

importance, because [it is] more obvious,” the significance of men’s jewelry during 

the period of this study cannot be overestimated.601   

 

                                                
 
601 “Fashion: the Well Dressed Man,” Vogue, Vol. 34, No. 22 (1909): 922.  
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S. COTTLE._ 
Button. 

No. 202,412. Patented Apri'l16,1878. 

2 124.4 

ray. ,2 

Téy. a July.) 
' A .' A‘ 

.L AL; B 01/ ‘1/ l3’ 

WITNESSES : INVENTOR: - 

2742242 
> BY. 

W ‘ _ ATTORNEYS- 2 I 

N4 PEI'EHS, PHUTO-LITHOGRAPHER, WASHINGTON. D C. 



 338 



 339 

United States Patent Number 834,815:  
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United States Patent Number 752,293: 
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United States Patent Number 372,683: 
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United States Patent Number 1,089,339: 
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United States Patent Number 1,239,235: 

 

 

E. UNDERwooD. 
DISPLAY CARD. 

APPLICATION FILED «hiv/12,1916` 

ïlßâgßßö‘, ‘ Patentedßept. 4,191?. y 

. El?! l 



 365 

 



 366 

 

 
 
 
 



 367 

United States Patent Number D52780 S: 

 
 

BESEGN. 
A. C. BROWN. 
BROOCH PIN‘ 

APPLICATION HLED SEPT. 5. 19I8. 

52,780. ‘ R?enied Bee, 2%, 1918. 

W ELM. 6w?“ 
/¢we7_ lgmlwqvmc/de 

A’ TTORNE VS 



 368 

  



 369 

 
 
Appendix A Notes:   

All patents are in the Public Domain via www.google.com/patents.  
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Appendix B 

KREMENTZ & COMPANY HISTORY: PART TWO 

 Not long after the company’s 1922 incorporation, Krementz and Company had 

already become one of the world’s largest manufacturers of karat gold jewelry.602 

After the company weathered the Great Depression, it began to focus even more on 

rolled gold plate jewelry—for men and for women.603 The company remained in the 

hands of the Krementz family for the entirety of its operation, with Walter Krementz 

Jr. joining the firm in 1935.604 Carl Lester left to form his own company, Lester & 

Co., in the following year.605 Initially, Lester & Co. manufactured karat gold jewelry 

while Krementz & Co. focused on gold plate, but after Lester & Co. moved away from 

the 49 Chestnut Street building in 1946, Lester began an ultimately unsuccessful 

campaign to complete with Krementz middle-market lines.606 

                                                
 
602 Stacey King, “Krementz & Co.: An American Story,” JCK Magazine, August 
1997, Accessed February 22, 2015, http://www.jckonline.com/1997/08/01/krementz-
coan-american-story.  

603 Ibid.  

604 “Walter Krementz, 81, Chief of Jewelry Factory,” The New York Times, October 
28, 1992, Accessed February 22, 2015, 
http://www.nytimes.com/1992/10/28/obituaries/walter-krementz-81-chief-of-jewelry-
firm.html.  

605 Dietz, 176.  

606 Ibid. 
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 It was during the 1930s that the company began to expand further into the 

women’s market, through the development of its own lines and through the acquisition 

of a number of other firms.607  Perhaps the most significant of these in terms of 

company history was the acquisition of Jones & Woodland, which helped the 

company to expand back out into the high-end market after the Great Depression.608  

 In the late 1940s, when Richard Krementz, Jr.609 joined the firm, Walter 

Krementz and his brother, Robert, each owned a fifty percent share.610  After Carl 

Lester’s death in 1966, Krementz & Company purchased Lester & Co., eventually re-

integrating it into the firm.611 At this time, Krementz & Company began to expand 

further, acquiring a number of other manufacturers and starting a new and improved 

process of ring manufacturing under the management of Ed Jadwin, which helped to 

revive the company’s contracts with larger firms, like Tiffany & Co., as well as what 

Jadwin calls “mom & pop stores.”612 By this time, however, the heyday of men’s 

jewelry was over, and the company began to make a conscious effort to move away 

from its production.613 By the mid-1960s, Lingenfelter Jewelers, a small, family-

owned jewelry store that retailed Krementz & Company products, reported that sales 
                                                
 
607 Dietz, 174.  

608 King.  

609 Father of Richard Krementz III.  

610 Ibid.  

611 Dietz, 174.   

612 Edgar Jadwin, October 15, 2014.  

613 Ibid.  
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of Krementz men’s jewelry were almost nonexistent, though it retailed “tons” of ladies 

jewelry, which had become so popular that it “…practically sold [itself].”614 About 7 

years before Krementz & Company moved to a new factory, the last collar button was 

produced.615 

 Although the company definitively distanced itself from the production of 

men’s jewelry in the last decades of its existence,616 the innovative men’s designs 

patented in the late nineteenth and early twentieth centuries not only made the 

Krementz name famous, but also, when combined with the rolled gold plate, allowed 

the firm to survive, among other things, economic downturn and world war. The men 

who ran the company believed in its products, something which was made clear both 

through advertising and in life; as Rick Krementz remembers, his grandfather would 

not wear dress sets that were not Krementz.617  

 

 

 

 

 

 

                                                
 
614 Ann Bitner, in an email conversation with the author, February 5, 2015.  

615 Rick Krementz, October 3, 2014.  

616 The company was sold beginning in the 1990s.  

617Rick Krementz, October 3, 2014.  
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HUMAN SUBJECTS REVIEW EXEMPTION 

 

 

- 1 - Generated on IRBNet

 

RESEARCH OFFICE

 

210 Hullihen Hall
University of Delaware

   Newark, Delaware 19716-1551
Ph: 302/831-2136
Fax: 302/831-2828

 
DATE: September 4, 2014
  
  
TO: Emily Rebmann, MA
FROM: University of Delaware IRB
  
STUDY TITLE: [650495-1] "Jewelry for Gentlemen": Krementz & Company's Men's Rolled

Gold Plate Jewelry
  
SUBMISSION TYPE: New Project
  
ACTION: DETERMINATION OF EXEMPT STATUS
DECISION DATE: September 4, 2014
  
REVIEW CATEGORY: Exemption category # (2)

 

Thank you for your submission of New Project materials for this research study. The University of
Delaware IRB has determined this project is EXEMPT FROM IRB REVIEW according to federal
regulations.

We will put a copy of this correspondence on file in our office. Please remember to notify us if you make
any substantial changes to the project.

If you have any questions, please contact Nicole Farnese-McFarlane at (302) 831-1119 or
nicolefm@udel.edu. Please include your study title and reference number in all correspondence with this
office.
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Appendix D 

IMAGE PERMISSION LETTERS 

With the exception of those noted in this appendix, the photographs and images used 
in this thesis did not require special permissions. Those that required permissions 
and/or fees have been recorded below.  

Permission for use of the photographs of the cufflinks and dress set from the 

collection of the Newark Museum: 
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Permission for use of the photograph of the bodkin-clutch studs from Berry’s 

Gems:  
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Permission for use of the photograph of the enamel cufflinks from the Butler’s 

Cottage:  
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Permission for use of the photograph of the cufflinks from the collection of the 

Charleston Museum:  
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Permission for use of the portrait of Paul Laurence Dunbar from the Ohio 

History Connection:  
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Permission for use of the photographs of results of the analysis performed by Dr. 

Jennifer Mass:  
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Permission for the use of all photographs from the collection of the Newark 

Museum Library and Archives Krementz & Co. Records:  
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Permission for the use of the illustration by Lee Ann Seymour:  
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Permission for the use of the photograph of the pin on loan to the author from 

the collection of Ann Bitner:  
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Permission for the use of the photographs of the “50 Years a Mason Pin” from 

drexelantiques.com:  
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Permission for the use of the photograph of the dress set from A. Brandt & Son:  
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