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NOTE.

THIS, the second volume issued in " THE DECORATOR"

series of practical handbooks, deals with a subject of
great importance to painters and decorators, and is of
considerable interest to that growing, section- of the
public which is appreciative of beauty in interior
decoration.
The author writes from a close practical knowledge of his subject, extending over many. years.
The illustrations include designs suitable for the
ornamentation of both public and private buildings,
and range from very simple to somewhat elaborate
designs, which in the hands of a decorator of skill,
and taste in the selection of colours, could be made
very beautiful. Many of the designs have already
been published in the columns of THE DECORATOR,

L

and due acknowledgment is given to the various
artists by whom they were originally contributed.
The author's book " PRACTICAL GILDING " proved

very successful, and it is, confidently hoped that the
present volpme will be equally so.
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PREFACE.

PROBABLY no branch of decorative art has made
greater progress in recent years than stencilling. The
simplicity, beauty and effectiveness of ornament
executed by means of stencils, and the unlimited
scope which is given for a variety of effects, added
to the fact that such work is comparatively cheap,
have doubtless, all contributed to its growing
popularity.
The greatly increased use of plain wall surfaces,
whether of paper, distemper, or water paint, has also
been an important element in the increased use of
stencilling, for it must be admitted that few simple
schemes of interior decoration are more pleasing, or
are safer for adoption tin cases ,of doubt, than a rich
plain colour on the wall with a boldly drawn and
handsomely stencilled frieze above.
Indeed, stencilled ornament is employed so
extensively that. many of the largest wall paper
manufacturers have now a staff of skilful artists
who design and execute by hand stencilled friezes
on paper, fabrics and other materials, and these are
sold by the yard ready to stick in position on the
walls. Very frequently the design is adapted to the
requirements as to size of the particular room it is
to occupy.
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Young decorators often find a difficulty in
carrying out stencilled work, and it is hoped that
this. handbook will be of considerable service to them.
Every operation has been described step by step,
from the actual designing or choosing a design, to
the cutting of the stencil itself, the preparation .of
the paper, and the execution of the stencil in one or
more colours upon the wall, ceiling, or other surface
it is intended to occupy. These descriptions are all
the outcome of actual experience, and if they at times
lack a literary polish they at least possess the merit
of being thoroughly practical.
FREDERICK SCOTT-MITCHELL.

October, go6.
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I.

DESIGNING AND ADAPTATION
STENCIL WORK.

FOR

GENERAL PRINCIPLES.-The stencil in decorative art has of late years reached a high standard of
development.
From a beginning, which confined their use
to the mechanical repetition of even more mechanical
designs, having little or no artistic merit, stencil
work has grown into a speciality worthy of the
attention of well known artists, some of whom
confine themselves to this branch of art entirely.
In former days any design, however unsuitable
in character, form, or style, was used to fill a panel,
dado band, frieze, or other position,- merely because
it happened to fit or would pass without the trouble
of cutting a special stencil plate for the work. Offhand excuses sometimes heard for such incongruities
were: " merely for ornament," or " just to fill
up "-as though any kind of bad attempt at design
would do for stencil work.
In decorative art, beauty exists only when
harmony is maintained. Plain spaces, bands, and
simple lines, well proportioned and in good colourharmony usually produce better results than haphazard embellishment of more elaborate kind.
MODERN ORNAMENT.-With the growth and
extension of the Modern Art style, known sometimes
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as " l'art nouveau," came a demand for reproduction of Nature in ornament, on less conventional
lines than formerly.
Free flowing eccentric lines with scarcity of
exact symmetry and repetition do duty to. fill a
given space; figures, foliage, fruits, flowers, etc.,

FIG.

I.

FIG.

2.

being arranged in groupings that may be called
clusters, and spaces being emphasised by the
eccentric and apparently whimsical way in which
they are made to form part of the design (see Fig. i).
So near to natural treatment of design and
colouring has the new art approached that there
is a danger of overdoing these features. In certain
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work, such as the decoration of architectural structures, either indoors or out, ornament should be
sufficiently conventional to maintain the feeling

FIG. 3.--AN

OUTLINE STENCIL FOR DISPLAY
COLOURING.

of firmness and rigidity.

PANEL IN RICH

In Classic and Medieval

styles, this point was never overlooked.
" Picture panels" in modern art work may

16
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be designed almost on Nature's own lines, with just
sufficient conventionality of line and colour to
distinguish them, as part of an architectural structure, enclosed by lines of more rigid conventional
design. A frieze of conventional design may enclose
panels where natural landscapes are portrayed.
Portraits of celebrities find place in old style designs,
enclosed in panels or medallions. Natural flowers,
fruits, figures, etc.., may be similarly introduced to
represent the seasons, the passions, art, music, and
many other popular sentiments (see Fig. 16).
Classic and Medieval Styles.-Among the
historic styles of ornament, those which lend themselves readily to stencil work are : Egyptian, Greek,
Byzantine, Roman, Italian Renaissance, The Adams',
Georgian and Japanese. Next to these come
Moresque, Gothic, Pompeian, French Renaissance,
and Early English. Of all these the Grecian,
Roman, and 'Italian Renaissance lend themselves
particularly well to the stencil plate.
Limitations.-More florid styles such as Pompeian and, the French Renaissance, with their
intricate fine detail in almost natural treatment and
frequent introduction of natural figures, animals, and
vegetable life, call for talent of a different kind to
that of the stencil cutter.
Stencilling need not be designed with a view
to imitate any other method of applying ornament.
The art of stencilling is fully recognised as occupying a distinct place among arts and crafts, and we
should therefore let our efforts display the fitness
of design to stencilled application, the care and
perfection of cutting out, and the unlimited possi-
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bilities of the various methods of execution and
application of stencilling.
Imitative Painting, such as graining and
marbling, is sometimes executed by the aid of the
stencil in-imitation of inlaid woods or marbles of
ornamental design, which is quite admissible as
true decorative art, above the level of machine
made shams such as imitation mosaics, imitation
stained glass, etc. The grainer's art has the honesty
of being handwork requiring a high degree of individual talent for its proper expression. Methods
of imitating inlaid design in woods and marbles
will, therefore, be found in a later chapter on
stencilling.
The general scheme of decorative ornament
should first be made to accord with the " fitness "
of the object to be decorated for its ultimate purpose.
DESIGNS FOR TEXTILE FABRICS. Whenintended
to be used as wall hangings or in other adornment
of architectural structure, design for textile fabrics
should be governed by the principles laid down for
architectural ornament.
When to be used as
draperies, or in upholstery, designs may be more
free from restrictions, at the will of the designer,
and natural forms, either in natural or conventional
colouring, are not out of place except for covers
fixed to furniture, where conventional colouring
with natural design would be the better taste.
SOME

RULES

FOR

DESIGNERS.

The following few leading points in the laws
of decorative art apply specially to stencil
ornamentation :
13
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(I) Ornameit construction, do not construct
ornament.
(2) The more frequently repeated the more
strictly conventional should be the design.
(3) Semi-natural treatment will not bear frequent repetition within the range of vision.
(4) Conventional design is imperative where
the same detail is frequently repeated within the
immediate range of vision, as in diapers, powderings,
borders, corner pieces, etc.
(5) Purely natural treatment should be used no
more than once on the same job, and should be
reserved for special features such as display panels,
supported by rigid or conventional framework,
especially in decoration of architectural structures.
(6) Allegorical, historic, poetic, and Biblical
subjects are most suitable for special panels in
natural treatment.
(7) Plain spaces alternating with decorated
surfaces give refinement.
(8) Elaborate stencils are often cut for one
impression only in order to secure special effects
with accuracy and precision.
Selection.--Whenever possible let a design be
prepared specially to fit the space it has to occupy.
This often makes all the difference between a
finished work of art and a mere display of unsuitable
ornamental work. In case of a design being merely
unsuitable in dimensions, a copy judiciously drawn
within suitable measurements and cut out as a
fresh stencil will repay its cost in advertisement
of the skill of the artist, while incongruous application of the original-because it could be just got in
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CROWDED
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WORK.

DESIGN SUITABLY SUPPORTED
SPACE.

19

BY

PLAIN
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-would
probably cause unfavourable comment,
to the disadvantage of the decorator.
SPACE AND ORNAMENT.--In deciding how far
to cover a space with ornament, let it be a rule to

I'-"

drmii

II

FIc. 5.-A CROWDED DESIGN.

ietain about half, or at least one-third -of the space
in one way or another as plain surface. When a
busy design fills up the whole space, adopt such
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dimensions as will leave a good plain margin all
round the ornamental work (see Fig. 4). In case
of a .design with a cluster of foliage, etc., at
the top of a panel, and a similarly busy base with
a centre stem supporting the former, as in many
modern art designs (see Fig. 2), the plain spaces
on either side of the centre stem give relief without
the necessity of a plain margin.
CUT-OUT PATTERNS are those stencil plates in
which the cut-out or perforated parts represent the
ornamental design. The large majority of stencil
-plates come under this heading (see Fig. 6)

FIG. 6.-A CUT-OUT PATTERN.

BACKGROUND STENCILS are those in which
the pattern or ornamental design constitutes the
stencil plate, while the parts cut out represent
the background. In this class of stencil plate there
is little scope for variety of treatment. The paint
used is generally all one colour, and the stencilling
forms the groundwork of the design which is thereby
left in the original colour of the surface under
treatment (see Fig. 7).
* These patterns are usually incomplete until a
line of contrasting colour has been applied a little

22
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distance from the edges of stencil work, leaving a
boundary line of the surface colour.
There is a considerable advantage in using
background stencils for such work as dado bands.
By this means the effect of an extra colour in the

I "

IV

+

FIG.

II

I

I

.44

P4k

7

.-

A BACKGROUND

STENCIL.

grounding can be obtained, and the original surface
becomes one of the decorating colours, both effects
at once aiding in the general harmony and securing
an ecohomical saving of time.
Sometimes patterns are designed with alternate
use of these two kinds of work, making the ultimate

FIG.

8.-COUNTERCHANGE,

BACKGROUND,

AND CUT-OUT.

effect appear to have much more labour involved
than would actually be the case (see Fig. 8).
WINGS.-A danger of stencil designing is the
likelihood of leaving inconvenient " wings " of the
stencil plate projecting into the cut-out parts.

PRACTICAL

STENCIL

WORK.

23

These are likely to curl up and to lead to faulty
work.
Such wings may sometimes be extended when
designing, so as to bring a point into contact with

FIG.

aSHOWING
.

"WINGS.".

the other side of the cut-out space, and thus secure
it from danger while avoiding the need for touching
up which would occur if a meaningless " tie " were

left as a band across the space (see Fig. 9).
Another method of dealing with " wings " is
to design a scroll or other detail from a neighbouring

FIG. Io.-THE DIAPER METHOD OF TYING WINGS.

stem, apparently passing underneath the wing and
finishing its course at the opposite side, so forming
an ornamental " tie " where the shape of the wing
does not admit of alteration (see Fig. 9).

24

PRACTICAL

STENCIL

WORK.

A subordinate under pattern may be designed
as a background diaper, to fill up the whole of the
background, and so be made the means of " tying"
Au
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I I.-ANOTHER. BACKGROUND .DESIGN.

the most extraordinary " wings " of the design
proper (see Fig. io).
Another method of a similar character is to fix
strong, large-mesh cotton netting over the whole

FIG. I2.-A

PICTURE STENCIL.

NEGATIVE IMPRESSION.

design after cutting out. A stencilling over this
gives a finely grained pattern, though it involves
slower progress with the work to avoid smearing
under the network.

PRACTICAL

STENCIL

WORK.

25

Some stencil users, notably Japanese artists,
use horse hair, and human hair, as ties to hold
these wings down, securing them at each extremity
between two layers of paper with strong cement
or glue. They form very strong ties and need
not be visible in the finished work as the stencil
brushes can easily be made to spread under these
very fine ties while working.
OUTLINE STENCILS.

A modern development

of the stencil is found in its use for defining the
outlines of a design for special panels, friezes, etc.,
neatly and precisely, while the rest of the detail
may be put in freehand, or otherwise varying the
colour treatment at will.
The design is cut out entirely, leaving only
the outlines of the pattern to constitute the stencil
plate (see Fig.

12).

The stencil plate is then used as a mask to
cover these outlines, while the design is stencilled
or otherwise painted in a variety of colours. Each
repeat may be differently treated, the outlines
alone being repeated exactly.
Negative impressions.-A further development
of outline stencils is to use the stencil plate as a
printing block, by painting over the reverse side
of the plate, and while wet securing it carefully
in position and passing a roller .over the face side
with sufficient pressure to transfer the paint to the
surface under treatment. When this is dry the
plate is used again in the ordinary way to fill in
other details of the design. The outline may be
made into the chief feature of the design, and is
sometimes the only impression made where extreme
simplicity of colour is desired.

26
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TIES.
In a well designed stencil the ties should appear
quite as necessary to the design as to the stencil plate.
The importance of " ties " which bind the
various parts of the stencil plate together cannot
be overstated. Something of that importance has
already: been described under the heading of
"wings."
The first object of the ties is to prevent
the various parts of the design from becoming
detached, and from curling, twisting, or tearing
when in use.
There are good and bad kinds of these ties.
The old fashioned stencil cutter would appear to
have drawn his design independently of ties and
then put them in promiscuously before cutting.
Afterwards he would go over his work again " filling
in " these blanks with a sable or camel hair pencil,
freehand, or would in some cases cut a separate
stencil plate to cover those ties and thereby obliterate
all trace of ties if he could do so, apparently to hide
the fact that he had used stencils at all. All that
is now reversed. The kind of ties that require
" filling in" are the wrong kind. The majority
of stencilled work now remains untouched after the
stencil plate is removed from the work.
NATURAL TIES.-To be up to date in drawing
a design for a stencil plate the artist must be constantly designing ties, and while developing his
details of pattern he must prefer those lines and
subordinate extensions which will give him
" NATURAL TIES."
Minor details may be made to
cross main lines, calling for breaks on each side
(see Fig. 13), thus forming strong ties, securing a
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projection of some important detail firmly to the
opposite side of the space without apparent effort,
and leaving nothing to require " filling in."
Such
ties are called "natural " ties, and should always

FIG.

13.-GOOD
BAD TIES.

AND

FIG. 14.--PANEL

FIG. I5.-EXAMPLES

OF STENCILLED

DESIGN.

" LINING."

be aimed at. It is seldom necessary to use ties
that require to be afterwards filled up. Plain lines
may be made in stencilling with ties in the form
of slightly ornamental breaks, such as beads,
sheaths, etc. (see Fig. 15) which need no filling in

28
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to leave the lines effective for their purpose. Likewise stems, in modern art work, are designed with
numerous breaks showing the notches and irregularities of natural growth, at the same time creating
natural ties (see Fig., 14).
The beginner in stencil designing will do well
to sketch out his design in light lead pencil first,
regardless of ties, and then go over it again with a
darker pencil marking where he can introduce
" natural" ties. These complete, he may go over
the design with a red or blue crayon, filling with
solid colour all those parts it is intended to cut out.
A careful scrutiny will then show if there are any
dangerous "wings " of paper being left untied.
If so he should so alter or extend the details as to
connect with the other sides of adjacent cutt-out
spaces.
Good and Bad Ties.-The importance of ties
may be described as the keynote of the stencil.
In art schools and technical classes where decorative
design is taught much of a student's success
may depend on his proper construction of a design
suitable for stencil work. In applied art branches,
such as the decorator's classes, the actual cutting
and use of the stencil may be necessary to the
success desired. In such cases the first point to be
considered in deciding the merits of a design would
probably be the arrangement and utility of the ties.
Where bad ties may appear unavoidable a
little manipulation will generally transform a bad
tie into a good one (see Figs. io and 13) which will
then appear as necessary to the design as to the
stencil plate.
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Ties need not necessarily have rigidly parallel
sides, though in Classic styles such will often be
found to conform best to the correctness of the
design. In the more modern style of design, as
already explained, Nature's own forms are more
accurately adopted, the freedom and even the
eccentricities of natural outline may be emphasised
in the variation of form and shape in the ties.
In outline designing this freedom is made use
of with excellent effect. The ties which describe
outlines of the drawing may be quite irregular in

Designfora
FIG.
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DESIGN FOR SPECIAL

n

PURPOSES.

thickness as well as being sometimes of extraordinary
shapes and length, requiring careful handling in
use. This peculiarity adds much to the artistic
effect in modern art styles, as will be noted from
the illustration, given in the form of a " negative
impression " (see Fig. 12).
DESIGNS FOR SPECIAL PURPOSES.-Besides the

well known fact that church decoration requires
special knowledge of historic church ornament,
and that theatrical and other public buildings call
for designs of special character, differing from
those required in domestic decorations, there are

PRACTICAL
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many features worth special comment to the
designer of stencils that apply universally, and
should always be remembered if a successful piece
of work is to be free from glaring inconsistencies.
Structural and architectural work must conform
to the rules of good construction. Therefore in
decorating walls or woodwork the following brief
notes will be useful.
(I) The base of a design should always appear
stronger than the superstructure, which may be
of less rigid design and lighter colour treatment
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A 1O FT. DADO PANEL IN THREE SECTIONS.

as it proceeds further from the base. This applies
equally as well to a whole apartment or entire
building, as to a single design.
(2) Those parts of woodwork, plaster, or other
building material, which actually form the strongest
parts of the structure, should be so treated as to
emphasise their stability and purpose.
The following leading points will explain the
meaning of these remarks:
DADOS should be designed so that vertical
lines be dominant, and geometric forms in evidence,
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to give the appearance of vertical supporting power
for the bearing of filling, frieze, and ceiling or roof,
all of which have to be supported by the dado at
fhe base (see Figs. I7 and 18).

FIG.

i8.-A

CORRECTLY DESIGNED STENCIL FOR DADO WORK.

DADO-RAIL BORDERS.-These may well be of

moderate and simple detail as to design and colour,
both however giving the appearance of bound up
resisting power as a "capping " to the dado, and
a receiver of the direct weight of all above it.
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Foliage and stems crossing, as though winding
round the dado-band and containing some horizontal
lines are very suitable, also are interlacing patterns
such as the guilloche, Greciafik fret pattern, etc.,
which give the appearance of compressed resisting
power.
FINIAL BORDERS.-Where a plain filling surmounts the dado-band, a " finial " border may be
used. with good effect over the dado-band, and
this may be of lighter character, to be treated in
subdued colouring as its importance is limited
to the softening effect given to the somewhat hard
line of the rail top. If designed specially, see that
its repeats are measured to fit over the repeats of
the dado-band. These designs can be so made
that they may be applied over any repeat singly
and joined by lines to accommodate various sized
repeats (see Figs. 19 to 2I).

DROPS.-A similar style of pattern, but reversed, forming a " drop " design, may be used at
the top of the filling next to frieze or cornice. In
both these cases a fair space should be allowed
between the stencils and the adjacent 'lines
(Fig. 20).
FILLINGS.
The " filling " is that space of a
wall between the base or dado, and the cornice
or frieze. A design of contrasting character to
that of dado, but similar in style, would be used.
Thus, if the upright lines of support in dado are
rigid and assertive, an " all over " or a " spot "

(powdering) pattern would be very suitable. If
the dado pattern be loud in detail and colour the
filling would be best in subdued quiet treatment,

STENCIL
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and a plain filling would be in many cases the
better taste.
Where the dado treatment is not so assrtive,
and where there i3 1no dado adopted, a design of

vertical stripes, at least eighteen inche3 a)part,

FIG. 21.

A Cur-oUT DESIGN.

would be appropriate. This. gives a feeling of
support to the frieze and ceiling, while allowing
ample plain space.
A diaper pattern all over the filling is used in
church and other. decoration at times, and- would
-.

FIG. 22.-BAY

f

LEAF

DADO-BAND.

be governed by the notes given for the " all over
pattern (see Fig. 23).

Powdering, or ' spotty " treatment of a filling
is also popular in church decoration, and should be
governed by the remarks given above for stripes,
to which the treatment is allied (see Figs. 24 to 26).
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FRIEZES.-All borderings immediately below
the cornice or ceiling are termed friezes. Their

FIG. 23.-A

DIAPER DESIGN.

usual position in decorator's work is between a
picture moulding and the ceiling.
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The structural position of a frieze suggests
broad treatment in decoration such as will emphasise stability of long length by narrower depth.
This feeling is conveyed by either panelled
work, continuous scrolls, picturesque landscape,

FIG. 24.-"

POWDERING "

DESIGN.

and other modern art treatment, providing that the
design of each side or section is made complete in
itself. Sometimes that is difficult on account of the
nature of design selected, But there is always
the possibility of forming a panel of each section,

38

PR ACTICAL

bounded by suitable

STENCIL

WORK

conventional framing

(see

Figs. 27 to 32).

Ceilings.-It is well to remember that ceilings
are designed to support an upper ficor as well as to
cover an apartment ad that designs that suit a
ceiling should he firm and geometric in leading lines,

A

FIG.

2 5 -"
.

POWDR9RING.

to form or to suggest interwoven texture, giving the
impression of strength with lightness.
Luxettes.-These may be treated as distinct
panels, either as picture decorations or plainer
ornament, at discretion.
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Spandrils.-Ornament in spandrils should
always conform to the shape of the space and
suggest firm support (see Figs. 43 and 56).
Pilasterscaid Columnns. The treatment of these
should be such as will emphasise their purposepillars of strength. Therefore vertical rigid lines,

FI-. 26,-ANOT IER FORM OF " POWDERING."

with equally rigid girth lines, should be dominant
features, with ornament suggestive of bound up
support. Geometric patterns, especially at the base,
are desirable.
Rosettes, Paterce, etc.-Small and large dots,
bosses, and similar detached items are suitable
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SUITABLE (WHEN MUCH
PUBLIC BUILDING.

FIG. 3T.-A

ENLA GED)

SHIP FRIEZE.

FIG. 32.-THISTLE FRIEZE.
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for stencilled ornament, sometimes suggesting nail
heads or studs on a fillet, on an architrave,
cornice, or rail. A succession of these at moderate
intervals will often make a neat unobtrusive border
where other more pretentious designs would be
unsuitable.

FIG. 36.-A STENCILLED CORNER.

Shields, Cartouches,etc.-In decoration of panels,
signboards, memorial tablets, etc., these are very
useful, and to give effect to them with a stencil
plate is not so easy as some other kinds of design.
But with care in designing all the outlines, scrolls,
and serrations can be made clear by stencilling
alone.
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Heraldic Stencils. The use of stencils for
display of heraldic devices, crests and the like has
become an important feature of decorative art, and
one may do well to take up the interesting study of
heraldry as a hobby, to bring it into profitable
service when occasion' requires.
Heraldic treatment of animals, birds, flowers,
etc., is generally quite conventional, though sometimes painted in natural (proper) colours, and forms.

5TANDAD

SIf

FIG.

37.-

HERALDIC

PENNON:

STENCIL.

The latter need not concern us here. The former
can be easily and very suitably executed by stencilling, and though every coat of arms must be studied
separately for exact representation of various
detail, it may be desirable to give broad representations in decoration of public buildings which can
be done by stencilled work entirely, aided merely in
leading features by exact copy or competent adviser.
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Shields and escutcheons will form a part of
this subject, and it is well to learn the black and
white details which give proper key to the coloured
treatment vertical lines mean red; horizontal
lines mean blue; transverse lines mean green in
one direction, purple in the other; dotted spacc
means gold; white means silver, and so on.

LIT E.QC V R.:
FIG.

38.-EMBLEAl

STENCILS.

The heraldic animals lend themselves to good
stencil designs, and from the several illustrations
given on pages 48 and 49 it will be seen how the
ties are made to form the limbs and other details.
giving activity or repose as occasion requires.
Emblems, crests, and the like come under the
same limitations and restrictions as heraldic
devices.
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SIGN BoARDs.-Designs suitable for signboard
decoration are necessarily to be of attractive and
assertive character, but must not be made more
assertive than lettering which may be required
on the same signboard. Diaper backgrounds are
often used to give distinction to a sign, and occasionally a signboard may be designed giving a floral or
figure subject as the leading attraction with a
P

',

DR~AGON

FIG.

41.-TERALDIC.

panel, a cartouche or shield as a part of the design
to carry a name or other announcement.
If the designed ornament is intended to attract
first notice do not overburden the panel with
wording, or it may be more or less ignored in favour
of the more attractive decoration.
In signboards which are pre-eminently dignified
by the nature of the business announced, any orna-
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ment used should be of a plain and Classic style,
(see Fig. 42), while those for business depending
upon impressions in advertising, the more assertive
ornament proves more valuable.
DESIGNS FOR DECORATING FURNITURE.-These

should be confined to conventional treatment, and
to such designs as may not interfere with the utility,
or be liable to damage in the ordinary use of the
article. Highly artistic panelling may be executed
on the high backs of sideboards, overmantels, and

FIG. 42.-A

STENCI.L.ED DESIGN.

screens, and on some fancy table tops, used only for
display. These are very suitable positions for
stencilling in " stains " rather than in solid pigments.
On chairs, desks, and other furniture in regular
use, ornament should partake of a simple character,
and is better of -inlaid woods than any painted
ornament, therefore confined to more simple design.
The decoration of furniture in a way to unfit it for
its prime object should be avoided. Elaborate
decoration should be reserved for positions apart
from regular wear and tear.
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ADAPTATION OF DESIGNS.-Stencil plates, as
already pointed out, must be so designed that when
the ornament is formed by the perforations cut out,
no loose pieces of plate or paper are left behind,
but the whole stencil plate forms one continuous
fretwork without dangerous wings.
There is frequently need to transform a design
already existing, such as one drawn for book illustration, printing, lithography, etc., which is required
as a stencil plate. In such a case, the instructions
already given to the beginner in design for stencil
plates will be useful. Mark with a coloured pencil
all the places where it is thought necessary to make
ties (natural ties, even by extensions and additions
to the details) and then fill in with coloured crayon
the spaces intended to be cut out. Finally, go
over all again with a different coloured pencil or
crayon and mark any further alterations or defects
before cutting out. Then transfer or trace the
design on to the stencil paper, look over all again
for possible faults, then the plate is ready for
cutting.
An important feature of this department is
the adaptation of a design to suit the different
positions it is to occupy in various parts of the
work. The different sizes of panels on a door is
a simple illustration of this, and more difficult the
adaptation of the same design to spandrils, horizontal panels, and other spaces of different proportions, retaining the same main features of the
design and filling each panel to similar extent, by
extending or condensing, curtailing or adding to
minor .details, elongating or contracting the whole
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FIG. 44.-USFUL SUGGESTIONS FOR ADAPTATION.
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design, or by omitting unimportant details and
utilising only leading features to form another
panel that may be used consistently without appearing in any way a distortion of the original.
This kind of work is very interesting, and will
repay the time given to special practice, as it is
a most valuable aid to original designing, and by
those without initiative for original design it may
be turned to profitable account in many ways.
Books of suitable designs are numerous, and
trade periodicals contain many useful suggestions
which can by this means be adapted to the requirements of the stencil worker
A few examples of adaptation to be done in
this way are illustrated in Figs. 43 and 44.
ENLARGING STENCILS.-The need for enlarging
a design from the small sizes found in books such
as this work and in periodicals may present difficulties. The old system which still appeals to
most craftsmen is to enclose the design by rectangular lines and divide the square or oblong thus
formed into a number of smaller squares by dividing
each side into any equal number of parts and
joining by lines, the centre lines becoming the
vertical and horizontal axes, intersecting at the
centre of the design, other lines across the design
forming the chequered appearance seen in Fig. 46.
The space to be covered by the enlargement must
be enclosed by a rectangular figure and similarly
divided, taking special care that the sub-divisions
are of the same proportions as those drawn over
the copy. This will ensure the same number of subdivisions and in the same proportion enclosed in each.
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Begin the enlarging by putting in the main
features of the design, noting particularly that the
points on centre lines are placed in the relative
positions they occupy in the original. Then proceed by freehand, first marking the various lines by
dots where the lines of the design are to intersect
them, making necessary compromise for any variation in general proportions. Such variation would
exist if the original were 2 inches by I inch, and
the enlargement were to be 30 inches by to inches,
thus being narrower by comparison with length
than the original. In the manner described all
ordinary variations may be met, but a fair knowledge of drawing is essential to good results.
Another method of enlarging is by means of
the instrument called the " Pantograph," an ingenious mechanical contrivance which operates
automatically at one end simultaneously with the
movements of the other end. The hand of the
workman traces the guiding needle over the outlines
of the design, and the pencil fixed to the " business "
end of the machine is thereby caused to draw the
same design to larger scale. The proportions must,
of course, be precisely the same as in the original,
though the enlargement may be regulated to any
size within the limits of the instrument.
A more useful method of mechanical enlargement is by photographic apparatus.
First take a tracing of the design on to thin
tracing paper, to be fixed on a square of glass made
to fit in the focussing screen of the camera.
When
convenient the original design may be fixed instead
of a tracing, but the paper on which the design is
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printed may be too opaque for the transmission
of sufficient light to project the design distinctly
on to the receiving screen. In that case fix with
glue all over, placing the face of the design against
the glass, and when quite dry, slightly moisten the
back of the paper with turpentine, gently rubbing
with the tips of the fingers until a considerable
part of the paper is removed evenly, securing
transparency while leaving the design unimpaired.
The design being by one of these methods
transferred to the focussing screen of a cameraor slide of a magic lantern-it may be projected
on to a screen of drawing paper fixed on an easel,
regulating the size by the distance of the receiving
screen from the camera, the clearness of outline being secured by the focussing of the lens.
The workman may then, with pencil or crayon,
trace the outlines of the enlarged design on receiving
screen.
The process just described is easier than would
appear to those not familiar with photographic
apparatus. A half-plate camera is the most useful.
size for this purpose, and if a window be covered
by a board made to keep out the light, excepting a
square aperture at convenient height for the back
of the camera to fit closely into, with a shelf below
on which the camera may rest, any ordinary room
may be used for the purpose.
The camera must be reversed, its open back
(containing the design) presented to the light outside and the lens projecting into the room. A
moveable screen, such as an easel, will be most
u'seful, as the size of enlargement is increased or
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reduced by increasing or reducing the distance of
the screen from the camera. The screen may be a
large drawing board so fixed on the easel as to stand
quite perpendicular, or otherwise one part of the
design may be indistinct.
Other methods of enlarging by artificial light
nay be adopted, but as these require technical
knowledge of special photographic apparatus they
need only be mentioned as alternatives for those
who can avail themselves of their aid.
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CHAPTER 11.
SURFACES

FOR STENCILLED

ORNAMENT.

NEw WOOD. Both in furniture and in architectural woodwork, as well as for special picture
panels, new wood, either stained, polished, or of
natural surface, is frequently ornamented by stencilled work. Decorative friezes, fitments, sideboard backs, overmantels, cupboard and wardrobe
panels, table tops, caskets, church panelling, and
the like, all present opportunities for stencilled
ornament.
The most suitable way of ornamenting bare
wood is by using coloured stains or dyes rather than
opaque pigments, though the latter may be added
in parts, such as flowers and figure work. Gilding
and bronzing may also be used with excellent effect
for backgrounds, or suitable details, especially in
church decoration. New wood will require a coat
of isinglass size before applying goldsize for gilding,
bronzing, or metalling.
STAINED
WOODS.--In case of ornamenting
stained woods, the background should be stained
after the ornamental stained work is done, otherwise the ground colour would affect the decorative
colouring when done in stains. Decorations in
opaque paints would not be affected.
Opaque pigments may be used where desired,
though the contrast with bare wood lacks the
feeling of consistency conveyed by stained decoration. Liquid media should contain little or no
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added oil, but varnish or japanner's gold size may
take its place when oil paints are used.
In all decorative stencilling on bare woodwork, an outline of black, white, or other suitable
contrasting colour enhances the value of the work.
FRENCH POLISHED WOOD may be treated as
-painted surfaces, but quick drying paints for stencilling are best.
PAINTED
SURFACES.-All kinds of painted
surfaces are suitable for stencil work, with the
exercise of usual judgment as to suitability of ornament, and proper materials from the painters'
point of view, such as the avoidance of a hard drying
pigment stencilled on an elastic or soft ground,
which might lead to cracking. Ordinary oil paints
are best for use on painted grounds.
DISTEMPERED SURFACES.-Stencilling on distemper may be executed in any kind of paint free
from oil or containing no more than io per cent.
of its total weight of linseed oil, such as the usual
percentage contained in paste white lead. All
paints of the oil-paint character should be those
known as quick drying, or sharp colour, the liquid
used for thinning being a mixture of turpentine
and japanner's gold size or turpentine and varnish.
Distemper colours may be freely used, but for
good results they are somewhat dangerous from
their tendency to work up the ground colour. To
avoid this, the distemper for ground colour should
be well bound with strong size, and the distemper
for stencilling should be mixed with chilled size
well broken up into a pulp-jelly before adding
(cold) to the decorating colours.
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Washable distempers may be treated as painted
grounds after the lapse of time (a few weeks as a
rule) required for their becoming petrified, but
prior to that time they must be treated as common
distempers.
NEW PLASTER.-For all practical purposes,
new plaster may be treated as recommended for
new woodwork, using either stains or opaque
colours for stencilling. Well selected stains and
dyes may be used to execute permanent " Frescoes "
in stencilled work in large halls and other important
establishments, for which walls are sometimes
specially panelled.
Colours detrimentally affected by lime or
alkaline- matter should be avoided. The most
notable of these are Prussian blue, pale chromes,
Brunswick blue, Brunswick greens, bright analine
reds, lakes, and their admixtures, for which proper
substitutes can be found in ultramarine blues,
vermilion, Venetian reds, raw and burnt siennas,
ultramarine greens, and all " earth " colours, besides
the several ready made distemper stainers supplied
by several makers, guaranteed suitable for new
plaster.
PAPERS.-The suitability of stencilling for
wall paper decoration is much in evidence from
the popularity of hand stencilled friezes supplied
by all wall paper manufacturers. Very artistic
effects are obtained by the various methods of
using the stencil plates explained in a later chapter.
For all particular purposes the limitations of
wall paper stencilling are as described for distempered surfaces, as they are generally grounded
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with distemper. Some are grounded in oil-paint
and are then treated as described for pairn.ted
surfaces.
Other -Papers, such as for shop window show
cards, fancy boxes, picture post cards, and the like
may be stencilled in any medium which contains
little or no oil. Note that the colour of the paper
will generally affect the colour stencilled over it.
RELIEF
MATERIALS. -Anaglypta,
Japanese
leathers, Cameoid, and other hollow relief materials
may be profitably decorated by making a stencil
plate of a length of the material and using this
as an ordinary stencil, laid over the fixed material
-a good plan for backgrounds.
CANVAS,

VELVETS, SILK, AND
TEXTILE FABRICS.

OTHER

For wall decoration, furniture panelling, draperies, and many other purposes, textile fabrics
are suitable and popular grounds for stencilled
ornament, and may be treated by various methods
described in later chapters. Upon bare fabrics
avoid the use of oil and the application of too
much paint.. As a rule the thinner the coat of
paint of sufficient staining power, the more
satisfactory the result.
Prepared canvas, Burlaps, and other special
decorative materials such as Fabrikona, Decotex,
etc., may be obtained with prepared surfaces ready
to be decorated with brilliant stains, with pigments
in oil or any other medium. These are specially
suitable for stencilled friezes and display panels
in fitments, furniture, etc. They may be made
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richly decorative by being gilded, metalled, or
bronzed all over and ornamented with stencil
work afterwards, in rich variety of colouring.
Soft goods, such as curtain fabrics, bed hangings,
and other draperies, should be stretched over a
flat surface such as a table top or drawing board,
and to maintain natural pliancy only stains, dyes,
or -very thin paints should be used as sparsely
as possible. The spraying machines, described in a
later chapter, will be found especially suitable to
these surfaces. When pigments are used for stencilling upon soft textile fabrics those ground in
turpentine, thinned down with japanner's gold size
or terebine should .be used, as oil would be likely to
spread out into the cloth, causing a permanent stain.
Spirit stains are very useful for this class of
work, and are obtainable in extensive variety of
colours, easily intermixed or reduced by spirits
of wine to obtain further shades and gradations.
The use of ordinary aniline dyes in water is also
recommendable, but not where the material may
be required to wash. If any difficulty be experienced with the spirit stains in this add a little
shellac to them, shaking until dissolved. This
will render them more permanent.
Velvets are suitable for similar treatment.
LEATHER may be decorated with all the materials
recommended for soft goods, also with quick drying
paints, but oil must be avoided, as it would spread
in the leather, causing a permanent stain. Fancy
leather goods ornamented by stencilled work in
bright colours and gold may thus be made very
attractive.
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GLASS.-Decorations on glass are sometimes
stencilled, though with less durability in this as
compared with pencil work. In some cases pencil
work follows the stencilled application to sharpen
the edges and to level the surface in order to prevent
lodgment of moisture which tends to cause " peeling." Here again the use of oil is better avoided,
as the quicker drying gold size paint adheres more
tenaciously to the glass.
Very beautiful effects can be got by stencilling
in semi-transparent glaze colours on glass, blending
and shading by using several pots of colour and
separate brushes, softening one into another, at
one application, and securing durability by a coat
of varnish over all when dry. Oil paint may be
used in these cases to assist the gradation of
blended colouring, and the subsequent varnishing
gives protection.
A useful application of stencil work is by
stencilling with varnish upon ground glass. This
produces a semi-transparent ornament upon an
opaque surface, while maintaining the obscurity of
the glass.
Stencilling of Brunswick black for embossing
on glass cannot be recommended excepting as a
first coat to be coated again by freehand brush work,
as the stippled surface and edges allow the embossing acid to pass underneath.
For gilding on, glass, the use of stencils to fasten
down the gold may be relied on, if the mixtures
and processes recommended in the author's work on
" Gilding " be employed.
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METAL.-Practically any media or paint can
be used on metal.
It is notable that all kinds
and colours of metalling, bronzing and gilding are
specially suitable for stencilled decorations on
metal surfaces.
STONE AND MARBLE. Stencilled ornament
is occasionally called for on stone surfaces, though
somewhat open to question as an inconsistency.
The plainest of treatment such as plain black,
brown deep reds, neutral blues, and other unassertive
colouring, with rigid, even heavy looking, designs
would be suitable, and it may be noted again that
paint only of the quick drying kind without added
oil should be used. Oil would certainly spread
into the surrounding stonework.
UNPAINTED

SURFACES.-On

all surfaces where

stencilling is applied directly on to the texture
of the material without painted ground, an outline
of a suitably contrasting colour adds very much
to the finished appearance of the work. This is
usually done in pencil work, though a method of
double stencilling, described in a later chapter,
makes a good substitute where pencil work would
be too expensive.

FIG. 48.-STENCILLED

WATERSCAPE.
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CHAPTER
MATERIALS,
DRAWING

TOOLS,

III.
AND

INSTRUMENTS.-The

APPLIANCES.
usual

drawing

instruments, such as drawing board, T-square,
set squares, rule, compasses, pencils, chalk, charcoal
sticks, drawing paper, drawing pins, tracing paper,
carbonised paper, etc., will be required to execute
the preliminary sketches and final drawings to be
cut out of the paper, metal or other material which
is to form the actual stencil plate.
THE STENCIL PLATE.-By this term is known a
thin sheet of any material in which a pattern has
been formed by perforations, made usually by
cutting out, and through which the pattern may
be imprinted on the surface under treatment. The
most popular material for the making of stencil
plates is stout, tough paper, of which several kinds
are described below ; but for some purposes sheet
metal plates must be used, the most popular being
thin zinc and copper. These are often employed
for work that can be laid horizontally and for rough
work such as lettering packing cases,because of their
superior durability, though their lack of pliancy and
their weight render them unsuitable for wall or
ceiling work, for which paper stencils are invariably
used.
METAL PLATES.-The chief metals used are thin
sheets of zinc, brass and copper. Other metals are
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occasionally used, but present difficulties of hardness
or tendency to corrosion.
Various grades or thickness of metal are in use
for various purposes. When all the work to be done
with the plate may be executed in a horizontal
position, then a heavy metal is a distinct advantage,
For work
as its weight keeps it steady while in use.
that may have to be executed in an upright position
the lighter gauge metals are used.
STENCIL PAPERS.-Some makers supply papers
of various qualities under the name of " stencil
papers," but unless of well known qualities the
name is no guarantee that they are suitable for the
purpose. Papers described below are to be preferred as a rule.
""WHATMAN " PAPERS.
The most suitable of
all papers for general purposes of stencil making are
those known as " Whatman's " hot pressed (thick)
drawing papers. They are the most durable, the
toughest, and most reliable in use, but being hand
made they are somewhat expensive. The hot
pressed varieties have a smooth surface which renders
the cutting easier and the stencilling cleaner.
These papers are sold only in sheets of definite
sizes and various weights, the most useful of which
are named below. When ordering these carefully
note the zeeight per ream, as upon this depends the
strength of the paper.

Imperial size, 30o

in. by 22 in. (90 lbs. to the

ream). This size and weight suits all ordinary
requirements for small panels, borders, etc. Usual
price, 8d. per sheet.
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Double Elephant size, 40 in. by 27 in. (133 lbs.
to the ream), suits large panels, friezes, corner
pieces, deep borders, etc. Usual price, Iod. per
sheet.
Double Elephan size (235 lbs. to the ream), suitable for special panels, dados, and friezes, where
long or irregular ties may fort necessary features in
a design, and require to be extra strong to retain
their firmness.
Stencils described herein as " display " panels
would come under this heading, as also would those
for use in giving " negative " impressions already
described. In such stencils the cut out parts often
occupy the largest part of the plate, leaving barely
the outline of a design represented by ties. The
usual price is 4s. per sheet.
These papers are well worth their high cost
for stencils of high artistic value where cost of paper
is of minor importance.
" WILLESDEN " PAPER.-A good paper for very

large stencil plates such as are often required in the
decoration of churches and public buildings, sometimes reaching five or six feet in length, is that
known as the " Willesden " 2 ply, L.G. 8o. This is
a patent paper of waterproof quality, extra stout
and tough, and though somewhat hard in.cutting
it is very rigid and durable when in use, fully repaying the extra labour involved in cutting. Its
waterproof quality renders it specially useful for
distemper stencilling, for show-card work, and the
like. This : quality is made only in one width,
58 inches, in continuous rolls, and sold at Is. 6d.
per yard run.

PRACTICAL

STENCIL

WORK.

73

Of the same paper there is a thinner quality
known as I ply, L.G. 80, suitable for smaller sizes of

FIG.

50.-Two SIMPLE DESIGNS.

stencil plates. This grade is supplied in continuous
rolls of widths varying from 29 inches to
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59 inches, at prices ranging from 3d. to 8d. per
yard run.
An advantage attaching to the use of Willesden
paper is that the waterproofing process to which
the paper is subjected in manufacture dispenses with
the necessity of oiling or " knotting

'

the paper in

emergency, and where the use of the stencil plate
may be confined to a limited number of applications.
BRISTOL BOARDS combine extra stiffness with
the fineness and toughness of Whatman papers.
They are very expensive, but are ideal for small
panels of artistic design where price is no object.
They can be had of varying thickness, from that
suitable for small card decorations up to stout
boards suitable for applying paste relief compounds as in " gesso " work.
The various thicknesses are known as " two
sheet," " three sheet," " four sheet," and " six sheet,"
the first being about equal to thickest cartridge
paper and the six sheet being three times that
thickness. Each quality is supplied in five sizes,
viz., Foolscap, 154 in. by 121 in. (2d., 3d., 4d. and
6d. per sheet) ; Demy, 18- in. by I4- in. (3d., 5d.,
6d. and 9 d. per sheet) ; Medium, 21 in. by I6( in.
(4d., 6d.,- 8d. and Is. per sheet) ; Royal, 222 in. by
18 in. (6d., 8d., Is. and Is. 4d. per sheet) ; and
Imperial, 282 in. by 21 in. (iod., Is. 3d., is. 8d., and
2s. 6d. per sheet), prices being quoted in order of
thickness.
STRAWBOARDS.

Common strawboards are used

for some special purposes, such as the application
of relief materials, where the stencil design is
intended to project from the groundwork.,
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CARTRIDGE PAPERS.-By far the greatest number of stencil plates are made of stout cartridge
paper, chiefly because of its comparative cheapness,
with sufficient durability to fulfil the average re-

quirements of a stencil plate.

" Superfine " hot

pressed cartridge paper is supplied in sheets, Imperial
size, at 3d. per sheet.
The quality known as " Continuous Cartoon "
paper (THICK), is the most generally useful. It has
a smooth surface, white, and is extra durable. It is
made in continuous rolls, 54 inches wide, and is
sold at is. 2d. per yard run, length of rolls 12, 25,
50 and 100 yards. The same paper is made also
30 inches wide at 7d. per yard.
LINSEED OIL.-With the one exception named,
stencil papers should be soaked in linseed oil and
this allowed a few weeks to harden, prior to their
use for making stencil plates. This adds to their
durability, renders them waterproof, and in some
cases quite transparent, facilitating the tracing of
designs from the preliminary drawings directly on
to the stencil plate.
PATENT KNOTTING.-When time does not allow
the soaking and drying of linseed oil, the paper may
be coated with a quick drying shellac varnish
known as "patent knotting " which will dry in a
few minutes. A second coat of this knotting after
finishing the cutting adds to the strength of the
stencil plate. It is a waterproof coating, and does
not assimilate with any of the usual media used in
paints, therefore it facilitates the cleaning of the
stencil plates after use. Though not so durable as
the last named process, these advantages are of
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sufficient importance to bring the use of knotting
into popular favour, as a handy preparation for
ordinary use.
KNIvEs.-Sharp pen knives with short blades
of good quality with tapering points are the author's
favourite instruments for cutting paper stencils.
Several attempts have been made to introduce
knives of special form, with finger plates on the
back edge of the blade and other peculiarities, but
the regular stencil cutter finds nothing over which
he can acquire such complete control as an ordinary
pen knife. Mount cutters' knives may be employed
with advantage when cutting thick Bristol boards
and extra stout papers. Some artists use shoemakers' knives for this purpose.
Pen knives should have long handles. To prevent hurting the palm of the hand by constant
pressure the handle should project between the
base -of the thumb and first finger. The short
blade prevents bending of the steel when under
pressure, which would interfere with the accuracy
of the work. A two bladed knife is an advantage,
but both blades should be short. It is worth while
to order one to be specially set up for the work, when
much is done.
GRAVERS' TOOLS of similar pattern to those
used by engravers are used for cutting zinc and
other. thin metal plates.
WHETSTONES should always be kept at hand, as
the knife will require sharpening every few minutes
while in use.
PUNCHEs.-For dots and round lobes of leaves,
etc., a set of punches, the same as used for leather

PRACTICAL

STENCIL

WORK.

77

work, are very useful, saving a deal of time, and
assuring accurate roundness. The sizes will range
from a s in. hole up to about s in. comprising half a
dozen. Many artists prefer to cut all dots, slight
irregularity of curve being considered an advantage
rather than the mechanical exactness of punched
holes. They are, however, a considerable saving of
time, which is often of great importance.
PUNCHING BLOCKS.-To use a punch conveniently, a block of lead about 2 in. thick and about
6 in. square is placed underneath the stencil to
receive the sharp edge of the punch without, damaging it.
CHISELS are used in cutting metal plates,
especially of the heavier kind. They must be of
the best chilled steel, or they would not resist the
hard wear.
NITRIC ACID is sometimes used to dissolve out
the pattern in metallic plates, and must be of concentrated strength retained in glass-stoppered bottles
with wax around the lip to prevent escape of fumes
when out of use. The kind known as " commercial "
concentrated suits the purpose, and is not so expensive as the " chemically pure " variety. It is dangerous material, and should be handled with great
care. It is reduced by ten or fifteen times its
weight of water prior to use.
STENCILLING BRUSHES.-Several varieties of
brushes are used for stencilling, and all should have
flat ends so that if stood up on the ends of their
bristles they would not fall. This is necessary for
the stippling method employed when using them.
Any brush may, with care, be used in emergency.
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The special stencil brushes issued by G. B. Kent
and Co., and Hamilton and Co., are most suitable.
Some with shaped handles similar to fancy shaving
brushes and called by one maker the " Ensign "
brand, are convenient to handle for small work.
A separate stencil brush should be used for
each separate colour, and sizes selected to suit their
parts of the work. Very large stencilling brushes
are used in paperhangings,manufacture for stencilled
friezes, and other wall hangings. These are as large
as a man can handle, because of the extensive
quantity of work they have to accomplish, and the
convenience of laying it down on a bench to be
done.
SOFTENERS.-Badger brushes and hog hair
softeners are used for finest quality of work,
especially in " display " panels, landscapes, etc., for

blending one colour into another immediately after
application.
SPoNGEs.-These are handy for cleaning stencils,
and old sponges may be used with unique effects
for applying the stencil colourings in irregular
manner referred to later as " broken colour " effects.

ROLLERS.-Paperhangers' rollers are used occasionally to press a stencil plate to the surface of
the work in obtaining " negative " impressions, first
painting the back of the plate.
SPRAY DIFFUSERS.-For small work such as
post card and window ticket work the ordinary scent
spray with liquid dyes or stains in place of scent
will be found capable of producing unique and
pretty effects. Several bottles will be needed for
variety of colours, but the same spray diffuser may
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be removed from bottle to bottle in use. Very fine
gradations of shading can thus be obtained.
The A erograph.-Thisis practically a large sized
spray diffuser, and is worked by compressed air
from machine air pumps. The colour is placed in
specially designed receptacles near the nozzle, and
can be changed at will. A perfectly regulated valve
ensures easy control of the spray, which may be
N
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increased or decreased to the utmost fineness at will
without stoppage of work.
For stencilling friezes and many kinds of decorative fabrics, this machine has now become very
largely used, and a special chapter devoted to its
description and uses will be found herein.
STENCIL PINS.-To secure the stencil plate in
its proper position special stencil pins, made of
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needle points fixed in short handles will be found
handier in use and less likely to cause serious damage
to surfaces under operation than drawing pins.
PAINT POTs.-Shallow vessels are best for
stencil paints, as the quantity of paint used is small
and the handles of brushes are short.
PALLETS.-So little paint should be carried in
the stencil brushes for fear of being scraped underneath the stencil during application that the brush
should always be dabbed a few times on a pallet
after being dipped, before carrying it to the stencil,
otherwise smearing, difficult of removal, may result
in the work. In the absence of the more orthodox
pallet a piece of stout paper may serve this purpose.
SUNDRIES.-Seccotine or other strong adhesive
cement for repairs, common soap for washing out
stencil brushes every night, two stout boards large
enough to carry the stencil plates without risk of
damage, and a few sheets of stout paper to place
between one plate and another should be found in
the stenciller's outfit of tools for all kinds of ordinary
stencilling.
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ALMOST any paint, ink or dye may be usedi for
stencilling ornamental work, provided that the suitability of the material for the groundwork be assured.
OIL PAINTS.-Oil paints may be used on all
kinds of oil painted surfaces, and should be used
when the surfaces have been painted with slow
drying oil paints, varnishes or enamels, because the
use of any hard drying or quick drying paint upon
the elastic oil paint already there will be likely to
cause cracking in a few weeks or months.
For stencil work oil paints are required considerably stouter or " rounder " as painters say, than
for ordinary painting. This is assured by adding
,the thinners (linseed oil and turpentine) a little at a
;time when mixing, ceasing when the paint has
reached the consistency of very thick cream or thin
paste. Quick dryers should not be added to oil
paint thus made, or the work may become soft
again after hardening. Only patent dryers or stgar
of lead should be used in the small proportion of
I oz. to the lb. of paint for patent dryers, or rather
less than one-third that proportion of sugar of lead.
If desired to have a gloss when dry, let the oil
be pale " boiled " oil and use it in excess of turpen-

tine-a little varnish added increases the gloss.
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If desired to dry dead or flat, leave out the oil
or add a very small quantity, Io per cent. of that
of the turpentine, where necessary as a binder.
The use of paste colours ground in oil usually supplies
sufficient binding quality when stencilling over
newly painted surfaces. But for old work and other
hard grounds a little boiled oil added as a binder
improves the durability.
Semi-gloss may be secured by using boiled oil
with double its bulk of turpentine to mix the paint
to a working consistency.
QUICK DRYING PAINTS.-For the majority of

work on all surfaces other than those newly painted,
the quick drying paint made by replacing linseed
oil entirely with japanner's gold size or terebine, is
the most useful. There is no spreading of the oil
into surrounding surface, which occurs when oil is
used on absorbent materials. The result is usually
of a semi-gloss finish. When a high gloss is desired,
very little turpentine is used, and some good oak
varnish may be added. The proportion mostly
adopted is equal parts of japanner's gold size and
turpentine. Less gold size will make the colour
work easier, but it will not be so firm when dry.
For textile fabrics less of the gold size is used
because the penetration of the paint into the cloth
secures that firmness, while a thinner coating of the
paint will be possible, and this is an advantage to
the pliancy of the material.
When terebine is used in place of gold size, less
durability of the paint can be looked for, but its
thinner consistency is an advantage for some kinds
of work. Less turpentine is needed with terebine on
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this account. A glossy surface is hardly obtainable
by using terebine. Unique effects may be obtained
by using glossy, medium, and dead finishes systematically on the same surface, as the " shot " silk

effect of silk tapestries may thus be obtained.
STAINS.-For new woodwork, for textile fabrics,
and some plasterwork, stencilling with transparent
stains of various colours in place of paints is very
suitable, permanent and much employed.
The aniline dyes now used very largely in
making stains are all suitable. The older dye stuffs,
such as dragon's blood, gamboge, quercitron, cochineal, logwood, saffron, Bismarck brown, indigo, etc.,
are equally effective though less penetrating.
Ordinary staining pigments such ,as Prussian
blue, burnt sienna, raw sienna, vandyke brown,
burnt umber, crimson lake, Bfunswick green, may
be used either in water, spirit or oil media for
staining by stencil work.
Ready made stains in either water, spirit, spirit
varnish, or linseed oil are obtainable in all shades
of colour, intermixable, and reduceable. They are
usually sufficiently well bound to require no further
adjustment. But for articles that may have to be
occasionally washed, such as covers, bedspreads, and
the like, fast dyes, or the stains in turpentine spirit
bound with japanner's gold size are the best.
Stains are only suitable for raw materials unpainted, and cannot be successfully employed to
decorate surfaces that have been painted. Various
materials give different effects of colour to the
stains employed, and preliminary trials are therefore
advisable. Some woods will vary with the kind of
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grain on one panel, and though unavoidable it
should be noted that some stains will be less affected
in this way than others. Greens are especially liable
to variation, browns and reds less so.
Gesso relief work done in Alabastine lends itself
well to decoration by stains in spirit or water.
WATER COLOURS. The nature of water colours
partakes of the nature of stains in
stencilling
for
many instances. But being extra finely ground
pigment they may be with some success employed
on occasion over oil paints if slightly bound with
weak size, such as that of the white of egg, beaten
up in ten times its weight of water. The work so
done will not stand washing unless varnished over
with an oil varnish.
Water colours for stencilling on show cards,
picture cards, Christmas cards, canvas and other
cloth for small ornamental purposes may be used as
a stain would be used, sparingly.
DYEs.-These may be obtained in the powder
or liquid form. Some dissolve in either water,
spirits of wine, turpentine and almost any kind of
medium, others will only dissolve in one or two
liquids, according to directions given. Some are fast
to light and air. Many are fugitive, and fade sooner
or later, others are fairly permanent, and some quite
permanent. Some will stand washing without
running or being dissolved away ; others would give
trouble of this kind the first time they are moistened.
The great variety of dye stuffs now on the
market is capable of meeting all requirements, but
the user should state those requirements when
buying.
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Dyes are most suitable for use on textile fabrics
of light substances, as so very thin a coating has
the desired effect. They are also most suitable for
use with the " Aerograph " (spraying machine), for
the fine gradations of tint and shade now so largely
produced by spraying the dye through the stencil
plate, on to fabrics such as velvet, silk and cotton,
and on to cards as described in a later chapter.
INKS partake of the nature of dyes-of the
cheaper class. They are used in stencil work chiefly
for stencilled lettering, trade marks, etc., on packing
cases.

VARNISHE.-The use of varnishes for stencilling
is rather in the nature of an auxiliary as a rule,
though in some work it may be the sole medium
employed, as in stencilled ornament on ground glass,
or self-coloured glossy ornament on a dead ground
to be effective in certain lights, while in others
unassertive.
Varnishes are used for " stopping " certain parts
in wood staining, i.e., rendering the wood nonabsorbent in the parts so protected, and the stains
(water stains) may then be freely applied all over,
subsequently washing off the varnished parts with
turpentine without danger to the absorbed stains
that have penetrated the surrounding wood. -This
is further described in chapter on stencilling.
DISTEMPERS.-Distemper paints are successful
as stencilling materials, where the work may be laid
.horizontally as in wall paper manufacture, and
where metal plates can be employed. They are
used, however, for all kinds of stencilling on occasion, and in work other than that mentioned care
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must be taken to avoid " sagging " of the stencil
paper, due to its gradually becoming saturated with
water from the distemper, aided by the weight of
pigment which collects on the stencil plate. If this
be repeatedly cleaned and occasionally laid straight
until dry the use of distemper may be successful,
even in ceiling decoration (see directions in Chapter
VII. for distemper stencilling).
RELIEF COMPOUNDS.-Mixtures of materials of
a putty-like consistency, which set hard like plaster,
cements, Alabastine, etc., may be applied through
a stencil plate of metal or stout board, forming a
pattern of the material projecting in relief from
the groundwork.
A surface to be fit to receive
this treatment should be one of non-contractile
nature, such as stone, plaster, or cement. Woodwork is not fit for it, as the inevitable contraction
by variations of temperature would cause the relief
compound to loosen and fall away.
A mixture of plaster of Paris with strong size
and some whiting makes a good compound for this
process.
Alabastine is an ideal material for the purpose.
It has the hard setting quality of plaster of Paris,
without the inconvenient quick setting of that
material and the additional advantage of a smoothness of surface not found with other mixtures. It
allows freedom of working for nearly two hours,
and may be applied with either brushes or trowels,
or can be forced from a collapsable rubber vessel
through pipes of different patterns, forming ornamental detail automatically, at the control of the
user. It may be used also as a distemper, by
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thinning down (with water only) to the usual consistency of distemper. It is supplied in small
packages of 5 lbs. weight, in several stock tints and
white, all intermixable to an unlimited number of
blended tints. The quality specially adapted for
relief stencilling is called Alabastine Opalia. Methods
of application are described in a later chapter. It

I

FIG. 52.-AN ORNAMENTAL CORNER.

is obtainable from all paint and colour dealers, or
direct from the manufacturers.
A granulated surface may be made by coating
the ground with Alabastine and then while still soft
stippling over with a dry brush, sponge, pad of rough
cloth or Brussels carpet, or other systematic
method.
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Stencilling in smooth faced relief on such a
ground, when dry, produces a pleasing effect, very
useful for special frieze decorations, lettered fascias
and wall panelling. Such work with the background metalled and the stencilled work finished in
rich colouring, or vice versd, is brilliant and effective
for places of public entertainment.
Another useful application of this granulated
treatment is to stencil moderately thick Alabastine
with a coarse brush forming an ornamental pattern
in low relief with rough surface upon a smooth
groundwork, and afterwards gild or metal the whole
surface, ornament and ground alike, the former
displaying the ornament by virtue of its granulated
face. Sand, sago, sawdust,, and other acquired
rough-casting on wet Alabastine or tacky oil varnish
may be used for the same purpose.
SEccOTINE.-Stencil plates sometimes have their
ties broken during use, and gummed paper is of little
use for repairs, neither oiled nor knotting coated
Seccotine
surfaces adhering well to the gum.
and similar cements are handy to carry for this
purpose, and adhere to all papers satisfactorily.
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CHAPTER
STENCIL
PAPER

V.

CUTTING.
STENCILS.

PREPARATION OF THE PAPER. Whatever paper
is selected the size of the sheet or section used
should be well gauged to allow a few inches plain
margin around the cut out part. This is necessary
for the strength of the finished plate, and is advisable
for the protection of the groundwork from accidental
smearing during the stencilling process.
Before using paper material for stencil plate
cutting, it should be saturated with linseed oil and
allowed a few weeks to dry throughout. This gives
additional toughness to the paper while retaining its
pliancy, and adds a waterproof quality which resists
the damaging action of moisture described in the
last chapter, for a lengthy period. The oil gives to
some papers a transparency which enables the
pattern to be traced from .the original drawing
directly on to the stencil paper. Other papers too
opaque for this will be laid on the drawing board
and the pattern then traced in the manner described
below.
KNOTTING THE PAPER.-As already mentioned,
the use of patent knotting takes the place of linseed
oil in emergency. It gives .a surface of a resistant
character, and has the advantage of drying thoroughly in about ten minutes. It follows that this
coating does not thoroughly saturate the paper. If
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it did there would be no advantage as when dry
knotting is brittle and would render the stencil plate
less durable, ties likely to crack and break, and would
interfere with the pliancy of the plate.
A second coat of knotting may be given after
the stencil is cut, in order to seal the cut edges,
thereby protecting the paper when subsequently
cleaning.
Special papers such as the Willesden waterproof
paper may be used without any such preparation
in an emergency, and for special work where the
plate will be used only a limited number of times.
Such papers undergo a waterproofing process in
course of manufacture, and especially in the extra
stout (2 ply) varieties are better in most cases
without the added coating to add to their weight.
For extra large stencil plates such as used for long
deep friezes, large sized wall panels, etc., the heavy
thick papers required are sufficiently tough and
durable for their purpose without soaking in oil,
and need only a surface waterproofing treatment to
facilitate cleaning. A coat of knotting serves this
purpose well.
Knotted surfaces do not hold gummed paper
very well when .making the inevitable repairs of
broken ties, but seccotine and similar preparations
hold well. Some workers make an adhesive cement
by pouring out a teaspoonful of knotting and leaving
it exposed to the air for half an hour when it becomes
viscid, and makes an excellent adhesive for repairs
to " knotted " paper.
It is seldom that artists
TRACING THE DESIGN.
elect to draw the design direct on the stencil paper,
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as the occasional rubbing out and alterations weaken
the paper, and roughen the surface which hinders
clean cutting.
The drawing having been completed upon thin
drawing paper is laid on the stencil paper with a
sheet of carbonised paper between, and with a hard
lead pencil or an agate stylus every line is systematically gone over with sufficient pressure to leave
an exact reproduction on the stencil paper. Care
must be taken to have the design in correct position
over the stencil paper before the tracing is commenced. Centre lines both ways drawn across the
paper will facilitate this, similar lines over the
drawing being placed over them, and guides in the
form of holes being made near the extremes of these
lines.
When tracing it is wise to pin down the drawing
only at the top edge, so that the drawing paper and
carbon may be raised when required to ascertain
how the work is progressing without danger of
moving their position. Sometimes the original
drawing is unfit for use for tracing, then a copy is
taken on ordinary tracing paper, and that is used
in the manner just described to transfer the accurate
lines to the stencil paper.
An alternative method of transferring is to discard the carbon paper and to rub over the back of
the drawing with black chalk, black lead, coloured
crayons, or Venetian red powder, and this makes
the desired copy when traced over with the pencil
or stylus as described above.
CUTTING THE STENCIL.-A large slab of sheet

glass embedded in a frame bevelled off directly from
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the edges and corners of the glass to prevent damage
to the stencil as the work proceeds must be laid on
a table large enough to accommodate the whole
design twice in each direction, because the paper
has to be turned about in all directions constantly
while cutting, and should not have to hang over the
edge of a table, or the cut out parts may be
damaged. For the same reason nothing else should
rest on the table while stencil cutting is being done,
even the whetstone should rest on a chair, or
separate table within reach to be brought into use
every few minutes as required to sharpen the
knife.
Before commencing to cut it is well for the
beginner to go over the tracing, filling in roughly
with a blue pencil such parts as are to be cut out.
This prevents mistakes. Any mistakes in stencil
cutting may mean the entire destruction of the work
already done, some being beyond successful repair.
Lay the prepared stencil paper on the glass and
commence cutting out with the point of a sharp
pen knife or other selected knife, keeping the point
of the forefinger constantly pressed upon the back
of the blade. Be watchful that the glass slab is
always under the paper where the knife is operating.
This ensures sharp cut edges and- allows perfect
freedom of the knife in cutting curved lines.
The glass will, of course, blunt the knife every
few minutes, but that cannot be avoided. The
operator soon knows by the difference in the cutting
power when to use the indispensable whetstone at
his elbow, and in a few seconds his knife is at work
again.
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In cutting out it is well to finish as you go
along, though some prefer to cut out all the small
parts first, and all the curves or straight lines, of
a similar trend, at one time, and other peculiarities
which are, individually excusable but not recommended here. Commence at the top left hand
corner of the design, and if there is small work such
as background detail, small foliage or other detail
in company with larger work, such as flowers, leaves
or stems, it is well to tackle the small work first
because this work is more difficult when adjacent

FIG.

53.-GRAVER,

CUTTING KNIFE AND PINS.

larger detail has been cut out, on account of the
comparative weakness thereby created.
Do not attempt to cut a stencil by fixing the
paper down over the glass and moving your own
position to meet the constantly changing direction
of the knife, but with the left hand control the loose
paper, turning it in various directions in sympathy
with the movements of the knife, sometimes holding
the knife almost stationery while the paper is
firmly moved under its sharp edge in a variety of
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directions. This system will come naturally to
the practised stencil cutter.
Practice Work.-As often as possible the beginner should take any kind of paper and practise
the cutting of details at random, designing various
shapes and sizes of straight lines, curves, leaves,
fruits, flowers, etc., with the knife, just as they
occur to the mind or as the movement of the hand
may suggest.
The knife must be kept constantly keen. Too
much importance cannot be attached to this point.
If it is used too long without re-sharpening, even'
for two or three cuts, the edge of the blade will
become " furred" and is liable to tear its way
through instead of making sharp clean cuts, and
the knife requires much more labour to re-sharpen
than if attended to earlier. The knife has as much
to do with good work as the man behind it. Good
steel is essential and when a good blade has been
found it should be carefully reserved for this purpose
only. In case of buying a new knife, the writer
prefers to rely on the name of a high class maker
such as Joseph Rodgers and Sons, rather than
risk an unknown make. The differenrce may not
be worth notice for ordinary purposes, but for
stencil cutting it may mean half the time in getting
through a piece of work with far better results than
would be the case with poor quality of steel.
Mount cutters' knives may be used for extra
stout papers, such as required for large stencil plates.
These can be gripped dagger-like and greater force
be used for long cuts in large details, while the
smaller knife may be used for the smaller details.
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Some of these stout papers are so tough as to need
such variation, but the stability of the finished
plate is well worth the extra trouble.

/ Ir

FIG. 54.-CHURCH DESIGN.

OVERLAPS AND GUIDE MARKS, FOR REPEA TING.
-Continuous
designs, such as friezes, borders,
dados, diapers, etc., which have to be repeated,
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must have exactly corresponding parts at each end.
It is not sufficient that the pattern be designed to
" butt " exactly against the adjoining parts in the
previous length of work. Unless some of the pattern
already executed is to be seen through perforations
cut for the purpose at the opposite end of the stencil
plate, the operation of the brush in starting the
fresh length would press the margin of the stencil
plate against the wet paint immediately adjoining,
causing damage to the work and smearing the back
of the stencil plates, beside depriving the workman
of a valuable aid to accuracy.
To secure exactness leave the overlapping
repeat until the last and then take a stencilled
impression of the other end (already cut) upon a
sheet of thin paper ; cut this out, and adjust over
the other end in the correct position ; pin it down
and stencil with any kind of water colour on to the
plate, which by this means will match exactly.
The necessary breadth for this overlap must be
allowed for when deciding the size of the paper,
allowing extra for the plain margin.
Principal lines, such as centre lines, should
be marked strongly in pencil across the paper before
cutting, and small holes cut diamond shape, on
the margin with pointed ends exactly on these lines
should be made to guide the operator in placing
the stencil plate in proper position-chalk lines
being struck on the surface of the work beforehand,
on which these guide marks may be set.
Notches cut in the edge of the paper may
serve the same purpose as the holes in the margin.
Other suitable positions may be adopted, etc.
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In cutting straight lines do not attempt to use
any mechanical guide for the stencil knife. A
straight edge may be used in the pencil drawing,
but much better results are likely from the regular
use of the knife by freehand manipulation.
Whenever possible cut towards yourself in such
a way as to keep the line of the knife's progress
well in view. This is facilitated by turning the
stencil plate with one hand while cutting with the
other. At first it will be wise to stop cutting rather
before the end of a line or curve is reached, and
turn the paper round to cut from that point back
to where you left off. This because the least cut
too far may cause a " tie " to be destroyed.

After

a little practice the stencil cutter will be able to
gauge each cut to finish exactly at the desired
point without a second cut on that line at all.
When that proficiency is reached the principal
difficulty has been overcome.
Circular Cuts.-It is open to question whether
dots and circles should be mechanically perfect or
otherwise. Some authorities prefer to see the
moderate irregularities natural to freehand drawing
of these forms. So it rests with the artist whether
or not to use circular punches in place of the knife
in the case of small dots, or compasses for accurate
delineation of larger circular forms; and it is a
comfort to the cutter who may have no punches
or compasses at hand, that he may claim the support
of leading artists for less perfect forms drawn freehand.
When a number of small dots, such as those of
half-inch diameter or less, have to be included in a
G
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stencil plate, it is economical to use punches,
sharpened steel tubes used by leather workers for
driving holes through leather, of which several sizes
may be .kept in the tool chest for this purpose alone.
To punch these holes with clean sharp edges,
it is necessary to select the punches with care,

II
FIG.

55.-CUTTERS,

T

5.S.I

PUNCH AND STENCIL BRUSHES.

keep them in a dry place to prevent rusting, and
occasionally renew the lead block which, by receiving
the sharp edge of the punch, becomes by degrees
cut up in all directions. Lead readily melts and
the surface may be easily renewed by melting the
lead and running it into a small flat tray from which
it will come out when cold fresh and smooth.
When punching, place the leaden block under
the part, carefully press the punch over the spot
and with an ordinary nail hammer give the top of
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the punch a smart rap. For satisfactory work one
rap should cut clean through the paper, making
a hole without furred edges.
It is important to make sure of the accurate
position of the punch before driv ing it through
the paper. When there are rows of dots note the
size of your punches, select a suitable one, measure
its diameter and then draw parallel lines on either
side of the row of dots, distances apart will then
be marked and the punch placed to touch each of
these three guiding marks assures perfect accuracy.
The time occupied in making these marks will be
saved in the punching. Badly placed dots stamp
the work as third rate.
Straight lines, such as those around a panel or
above and below a border, may be formed entirely
of stencilled ornament with breaks of ornamental
character, specially designed (as illustrated in first
chapter), or they may be required quite plain,
involving a separate process with fitch and straightedge. In the latter case it is sometimes an advantage to indicate the position of these lines by cuts
in the stencil plate. Cut out a small section of the
line, say half an inch long, in the stencil plate, and
apply a very thin stipple of the stencil brush over
this at every shift of the stencil, as a guide to the
straight-edge and fitch later on.
Whenever practicable, let the plain margin oin
the stencil plate represent the distance between
the stencilled ornament and some fixed line, such as
a moulding over a dado, picture rail, cornice, etc.,
the edge of a pilaster, panel mouldings or other
guide to correct position of the stencil work.
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In applying stencilled ornament to moulded
panels the margin cut away in small squares at the
corners and then bent forwards forming box-like
shape all round to fit exactly between the surrounding moulds will facilitate the fixing of the plate-a
couple of pins being then sufficient-this forms a
protection from possible damage to the mouldings.
If the margin be so prepared before cutting the
stencil, and then straightened out again for convenience 'of cutting, there will be no difficulty or
danger in adjusting the margin for operating after
the pattern is cut out. To do this lay a straightedge over the cut-out part and bend. up the margins
against the straight-edge.
DOUBLE
STENCIL
PLATES.-The foregoing
instructions are for single stencil designs, i.e., those
which require only one stencil plate for the execution of the work, though perhaps to be done in
several colours.
The same general instructions apply in the
case of double stencilling, i.e., where two or more
stencil plates have to be used for the final effect.
But the following additional points must be noted.
On the original drawing each colour should be
suggested by using separate coloured crayons to
fill in the parts to be cut out. Each colour must
be traced separately on to separate sheets of stencil
paper. The second and each additional colour
must have a part of the first colour traced and cut
out at each end of the plate to ensure accurate
adjustments.
By separate stencil plates distinct background
colours may be stencilled in advance for certain
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parts of the design with considerable effect very
useful in diaper work and panelling.
MASKs.-Sometimes the necessity for a second
stencil plate may be avoided by using masks of
stencil paper cut to the various shapes necessary
to cover the parts that require protecting while
applying a distinct colour to parts adjoining. These
masks are easily used by holding in one hand against
the fixed stencil plate while stencilling with the
other. They can be cut to shape by stencilling
the parts on separate pieces of stencil paper and
cutting out a little more paper than the part to be
stencilled in the second colour, Where time is an
object this process is a good substitute for double
stencil plates of the simpler kinds.
Multiple plate work is capable of unlimited
manipulation with effects otherwise unattainable.
STENCIL

PLATES

OF

STOUT

BOARDS.-For

relief material application extra stout boards such
as six-sheet Bristol board or straw boards may have
to be cut. These may be prepared in the same
way as already described, for transference of
pattern from the drawing paper. They must then
be cut by degrees, being content at first to make a
clean sharp cut partly through the board but correct
to shape, afterwards following the same cut with
the mount cutter's knife, using more pressure until
cut right through. Such stout boards may have
tabs of tape fixed in such a way as to facilitate the
careful lifting away of the plate in order to leave
the relief material sharply outlined to the pattern
of the stencil design and projecting from the ground
at a regular angle.
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FRET CUTTING.
For stencilled relief material
desired to project in higher relief than obtainable
with stout cardboards, panels of wood, from oneeighth of an inch thick upwards, may be formed
into stencil plates by " fret-sawing." The wood is
finely glass papered on the sawn edges and is then
given two coats of patent knotting. This facilitates
the application of the gesso materials used and
the final withdrawal of the stencil plate. By the
use of fret-sawn plates any height of relief may be
uniformly maintained. Well seasoned wood should
be exclusively employed, or warping may totally
ruin the plate for its particular purpose.
CUTTING SEVERAL PLATES AT

ONCE.--In large

jobs where several operatives may be required to
be working at different points with the same design
it is necessary to make several stencil plates exactly
alike. To cut each plate separately would mean
considerable cost in time which may be avoided
in the case of stencils of ordinary thickness, such
as cartridge paper, by fastening papers together
before cutting, and tracing the design on the top
one.
There are several ways of doing this. One is
by securing them at each corner with ordinary
paper fasteners. Another is to stitch them together
all round their edges by the loose stitching known
to the seamstress as " tacking " with cotton thread.
And another method is to paste them together
around their edges with seccotine or other strong
cement. In all such methods an extra inch or so
of margin must be allowed for the purpose, as the
neatest and best way of detaching the several
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stencil plates when completed is to cut off sufficient
of the margin to leave no trace of the
attachment.
Another method, more troublesome to begin
with but less likely to give trouble in the cutting,
is to cement the whole of each plate to its neighbour
in the following manner, afterwards detaching as
directed.
First give each plate a coat of thin knotting
on both sides. Let this dry for half an hour.
Then use thick knotting and coat the two sides
that are to come into contact. Place them together
while wet and lay them under light pressure for
an hour-a stout cardboard with a few books or
other weight upon it will do. Repeat the process
with two more and afterwards cement the first
and second pairs together in the same manner.
If thin cartridge paper is employed (as may be
for small stencil plates such as for borders, powderings, etc.), three pairs may be cemented in this
manner, but four plates are as many as can be
cut through without undue strain in the ordinary
way. Trace the pattern on the top sheet and cut
through, all at once, using a strong blade. It
may be found necessary to make two cuts over
each line to get right through without danger of
ragged work, but if the blade of the knife be ground
thin at the point, and kept well sharpened difficulties
will not be likely to arise after a little practice.
When the cutting is finished the plates may
be separated by soaking in methylated spirit.
The grinding of a knife blade very thin at
the point (only) right across to the back edge,
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will be found an advantage in all stencil cutting,
but must be regarded as a necessity in the multiple
plate cutting just described.
SPECIAL STENCIL PLATES.-Stencils intended

for " negative " impressions, picture panels, elaborate colour treatment and for distemper stencilling
should always be cut in extra stout paper, such
as Willesden, 2-ply, or Bristol board, as their
purpose requires special freedom from tendency to
sagging.
METAL STENCIL PLATEs.-Sheet zinc, brass or
copper is more difficult .to cut than paper, though
not so laborious as might be supposed. In the thin
gauges (Nos. 5 or 6) used for ordinary work, the
use of a good pocket knife or graver, by hand
power, will accomplish the work, but the 'short
pointed knives used for leather cutting are sometimes preferred. Extra thin sheet metal used for
light work, such as linen marking plates, may be
cut by hand with almost the freedom of paper
stencil cutting.
Heavier gauges of metal used for rough work,
such as packing case stencils, require engravers'
tools and a mallet for cutting out the perforations.
The plate is first cut to size-with due allowance for overlap and a fair margin. Then the
pattern is traced in a similar manner to that described for paper, and the cutting is done without,
further preparation. An engraving tool calleda
" graver " (see illustration) is the chief tool'in use,
and in place of a sheet of glass under the plate
as in paper cutting, a block of hard wood is used
as a bed for the plate while cutting. Pegs are
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driven in this to keep the plate steady. Some
blocks are mounted on a pivot so as to revolve

-1

FIG.

56.-HALF OF AN EXTENDING

PANEL.I

at thejwill of thelworkman, bringing all lines into
the position most convenient for cutting.
Gravers are used in the reverse direction to
that of knife cutting. They are pushed by hand
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or driven along by a mallet, point forwards. Hand
graving is done by holding the pear-shaped short
handle against the palm of the hand, the fingers
gripping the tool and the thumb pressing against
the blade to control the direction of the point.
It is best to go lightly over any design in this
way first, making a shallow cut in the metal for
the sake of accuracy, and as a guide for the tool
in the perforating cut. The metals being soft and
the tool specially hard, all curves can be perfectly
made in this way.
When using the mallet for cutting through
the plate the tool is used in precisely the same
direction but held chisel-like in the left hand for
guidance, while being rapidly, smartly, but not
too heavily hammered by the mallet at the butt
end.
It must be noted that the graving tool is held
as nearly parallel with the plate as possible while
operating, also that frequent sharpening of the
point is necessary, as in the case of the paper cutting
knife.
Specially heavy plates are used for stencilling
on drapery goods and on paperhangings that can
be laid horizontally on benches for decoration,
their weight being an adt..ntage in keeping the
plate in correct position while in use. For these
specially strong and heavy graving tools or chisels
are employed.
Sometimes heavy metal plates are perforated
by the action of nitric acid. The parts not to be
perforated are first coated with Brunswick black
as an acid resister), likewise all over the back of
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57.-THREE USEFUL DESTGNS.
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the plate is coated. Then the edge of the plate
is walled up with wax or tallow, forming the plate
into a tray or shallow dish, an inch deep, which
is then filled with the acid and covered to prevent
the escape of dangerous fumes. According to the
strength of the acid more or less time will be necessary for the entire dissolving of the parts to be
removed. This should be determined by experiment before attempting the work when unknown
qualities are in hand.
A machine called the American " Router " is

occasionally used in place of the graving tools
named, but does not meet with general favour.
METAI.

MASKS.--For

erograph

and

other

spray stencilling, metal masks are largely used as
stencil plates. These are practically the cut-out
parts of stencil plates, laid against the surface of
the work while the spray or stencil brush is made
to apply colour around these details, forming a
background, while the ornament is displayed in
the original surface colour.
Very considerable development in mask stencilling has been of late years employed in decoration
of wall papers, window show-cards, velvet and other
textile materials, aided by the remarkable facilities
of the erograph for giving unique effects to this
class of work. Designs are made entirely, in mask
form held together by connecting wires when
necessary in order to effect decorations in gradations
of colour in background treatment, with or without
subsequent embellishment of the parts covered by
the mask in the process. The wiring together of
parts otherwise detached is done by arched wires
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in order that the sprayed colours may pass underneath and show no trace of these obstacles.
Script type and other lettering is much used
in this kind of work, for producing advertising
matter, the letters being first .cut out in metal
or stout cardboard and attached by wires to a
prescribed design, around which the colour is
sprayed in various ways to throw out the lettering
in a manner both artistic and attractive. Shields,
cartouches, scrolls, and other ornamental background devices are frequently made either as masks
or cut out borderings for lettering of this kind.
Landscape panels, friezes, and other picture
stencil plates are sometimes executed partly or
entirely by mask plates.

FIG.
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CHAPTER
STENCILLING

IN

VI.
OIL

PAINTS.

BY the term "stencilling" is understood the
application of ornamental design or device to any
surface by passing the paint, stain or dye through
the perforations in a stencil plate, by whatever means
or media employed.
There are many methods by which the work is
accomplished, and the many effects produced are
even more varied, ranging from the marking of a
packing case with its place of destination, to the
elaborate picture panels, often of high value, already
referred to herein.
SIMPLE STENCILLING.-By beginning practical

study with the most simple methods and the most
common medium--oil paint-one may better understand the working of more elaborate methods in due
course.

The most simple use of the stencil is perhaps that
of lettering on packing cases, through metal stencil
plates. But as that comes under the separate heading
of " Lettering," the use of a simple device in the
centre of a panel is perhaps our most useful subject
for a start.
FIXING

THE

STENCIL

PLATE.-Presuming

we

have the cut stencil plate of the ornament represented
by Fig. 60, and this has to be applied in one colour
on each panel of a painted door, the points to be
noted first are as follows:-
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(I)
The stencil plate must have a centre line
drawn across it each way, vertical and horizontal,
as a guide to correct position.

FIG.

59.-OUTLINE STENCILLING.

Each of these lines may terminate in a V
shaped notch in the edge of the stencil plate, as
shown in the sketch (Fig. 6o), accurately defining
(2)
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the position of these lines, and allowing easy adjustment over similar lines on the panels.
(3) Chalk lines, white on dark paint, and red
or brown on light painted grounds, should be struck
across the centre of the panel both vertically and
horizontally, and the stencil plate be placed exactly
in the centre, guided by these chalk lines, which
will run through the apex of each notch when fixed
correctly. The chalk lines will easily rub off after
The red and brown
the stencilled work is dry.
chalk is that known as " ruddle," or " Venetian red,"
in lump form, which also is easy to remove after
the work is finished.
To strike a chalk line without assistance on
long lines requires the use of one needle point (stencil
pin) if not two, to hold the cord while striking.
But for short lines up to 4 ft. 6 in., it is usual to
avoid the damage to the paint done by the pin,
and to hold the line firmly at each end by hand,
using the lips to lift and sharply let go the cord,
for which a loop is previously made, making a mark
the full length of the line, by means of the chalk
previously rubbed into it for the purpose.
(4) For securing the stencil plate in close contact with the surface of the panel, to ensure clean
sharp work, it should be fastened down with a
couple of stencil pins. Larger plates would need
three or four.
Obviously these should not be
used in conspicuous places, as the small holes
made by them cannot be conveniently stopped or
hidden afterwards. Therefore the size of the stencil
plate should be large enough or extended by additions for the pins to be used as near the edges of
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the panel as possible. The sketch shows the plate
with wings added for this purpose, and the pins
fixed where the small holes they leave will not be
noticeable.
APPLY1NG THE PAINT.-Having secured the plate

in its proper position, the application of the paint is

/

FIG. 60.--S1owING

EXTENSION

FOR PINNING.

the next matter, in which the points to be noted are:
(I) The paint must be mixed fairly thick and
well stained through wire gauze or muslin.
(2) A. pallet will be required for rubbing the
brush upon after dipping sparingly into the paint,
in order to distribute the paint evenly among the
bristles. This prevents the paint from getting under
the edges of the stencil.
(3) The stencil brush must be clean and dry to
begin with. On putting into paint it should be
H
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dipped lightly and rubbed on the pallet two or
three times, before starting to use it on the stencil.
(4) Apply the brush so charged to the largest
parts of the design first. This gives the operator a
little practice before reaching the smaller parts, which
may give trouble from a brush too full of paint.
(5) Hold the brush between the thumb and
middle finger of the right hand, with the first finger
resting on the top of the butt end. This gives the
most perfect control and the sense of touch is
thereby so keen that a workman can tell without
other indication when he is working with too much
or too little paint in his brusn, even without looking
at results.
(6) Apply the paint by a gentle "hammering"
movement of the brush, known as " stippling." Do
not commence rubbing the paint on by a movement
like ordinary plain surface painting, or the edges of
the cut out parts of the design will scrape the paint
from the brush, and carry it to the under side of the
stencil plate with a result of smeared or " woolly "
edges, if not actual "runs ' of paint where it is not
wanted, to the ruin ,of the job.
Rubbing with a fairly dry'brush will be practised later for other reasons, but not until perfect
control of the brush by the operator has been
acquired by the stippling method.
(7) Start the stippling at an opening large
enough to receive the whole brush. If none exist so
large, start on the edge of the largest opening. Work
from the edges towards the centre of all openings,
as far as practicable, and keep the edge of the opening under the brush. Do not brush towards the edges
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if avoidable, as it is from that movement that most
of the trouble in stencilling arises.
(8) Finish with a very moderately charged brush
on the smaller details of the design.
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Re

FIG. 61.-DROPS

AND BORDER.

(g) Look round for probable oversight in the
sharp angles and corners of all openings, as they
are very apt to be neglectect. This makes a great
difference to the finished appearance of the work.
Though easily overlooked while the plate is on the
work, faults of this kind are readily noticed when
the plate is removed.
A careful scrutiny is advisable on all occasions
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before removing the stencil plate, because it is not
advisable to risk replacing the plate over wet paint
(Io) To remove the plate safely, lay down the
brush where it will not pick up any foreign matter,
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and, lifting the plate by a loose corner, in the left
hand remove the stencil pins with the right, taking

FIG. 63.-Two PANEL DESIGNS.

care to lift the plate away at the same time as removing the last pin, so avoiding a possible sliding
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64.-Two BOLD CORNERS.
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of the plate over the stencilled work with probable
smearing of the wet paint.
With the last movement the work should be
finished.
MULTI-COLOUR WORK.-If the ornament is
required in two or more colours, or in double stencilling, the directions just given for " applying the
paint," will be followed in every case, but with these
additions :(I) Execute when possible all colours with one
application of the stencil plate. This is both neater
and more economical than the use of two plates or
more, if one can be made to serve the purpose, by
the use of " masks." These are small pieces of stencil
paper cut to required shapes to cover surrounding
details when putting in the extra colour. They are
held by the left hand close against the plate while
stencilling with the right.
(2) Apply the colour most in evidence first, and
others in order, using the masks as required to ensure
cleanliness of each colour.
Blending.-In multi-coloured work there is
generally an improved richness given by gradually
merging one colour into another in certain parts of
the work. For instance, leaves may be brown at the
base. green in the centre, and rich yellow at the tips,
each blending imperceptibly into the other. To do
this most successfully, apply the darker colours first,
gradually using lighter and fewer stipples with the
stencil brush. Follow with the medium colour, starting in the centre and blending in both directions.
Finish with the lightest colours, as these carry
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farthest in blending. All the blending may be done
by stippling.
Light and Shade.-A further development of
blended colouring may be made to give pretty effects
of light and shade to throw up work that seems to
want more than flat treatment. Careful notice of the
position of source of light in the room and the
adjustment of all light colours to the stems, leaves,
and other deta;l, on the edges which face the source
of light, with dark colours used on the other edges
and mediurr colouring in the main parts, will result
in a successful imitation of relief ornament.
It is, however, very questionable taste to imitate
one art by the distortion of another, and in the
author's opinion this kind of multi-colour work in
stencilling should be tabooed. Superior effects may
be obtained by a systematic distribution and blending of the same colours without aiming at deception
or shams.
Double Stencilling.-On a ground of medium
or subdued colour, stencil a design in white or any
light bright tint that may suit the object in view.
Next, when this, is dry, fix the stencil again over the
same work but slightly " out of register "-about onesixteenth to one-eighth of an inch, higher or lower,
and the same distance to the right or left of the
original position. Then over the light colour, already
dry, stencil in semi-transparent colouring such as
burnt sienna, Vandyke brown, Prussian blue, crimson
lake, raw sienna, etc., as may best suit the surroundThis gives
ings, the whole of the design again.
virtually three-coloured work, with two applications.
The altered position of the second application leaves
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an ,edge of lighter colour on. one side and projects
the glaze colour to a similar extent on to the ground
colour at. the opposite side,, thereby assuming a much
deeper tone than the adjoining parts with an underThe general effect of this
ccat of lighter colour.
simple process is that of outlined work in rich
colourings.
A further and very beautiful development of this
style of work is the use of several colours in the
glazing and blending them by soft gradation. Rich
deep chrome green, crimson lake, and burnt. sienna,
used in this way over a first colour of pale chrome
or raw sienna tint with a ground of light" neutral
blue, will produce a panel that for richness may be
hard to surpass.
Broken Colour.-If the first colour in the above
process be'glossy, and the glazing colours flatting
paint (i.e. oil paint thinned with chiefly turpentine;
with very little japanners' gold size and boiled oil as
binders), a pleasing mottled effect may be obtained
by gently dabbing the work with a sponge moistened
with turpentine, in about fifteen minutes after glazing.
This causes the glaze colours to run slightly into
ring-like shapes of all sizes with quaint blending of
the colours, and to. settle down in this form permaneitly. It is obvious that the stencil plate. must
remain on the work until this process is completed,.
or the groundwork would suffer.
Wiping Out.-The effect of an extra colour with
a. pleasing deviation from the beaten track, and with
little labour, can be made by partly wiping out the
colour 'from selected parts after stencilling them in
the usual way. This is done.by using. a soft cotton
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rag over the thumb, while the stencil plate remains on
the work. No attempt need be made to wipe off

i

1,1

FIG. 65.
SUITABLE FOR AQUARIt 'M.

FIG. 66.
A CENTRE PIECE.

-clean. The paint should remain in corners and
around the edges to define the pattern, and may
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remain in the indented parts of the surface with an
additional effect.
Such details as flowers, fruits,
and the tips of leaves, are suitable for this treatment,

FIc. 6 7 .- AN ALL-OVER

FILLING.

which may likewise be. used all over a design with
good result in 'ome cases.
The directions given above for simple stencilling
in one or more colours by means of a single stencil
plate may form the basis of all other stencil work.
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FIG. 68.-STENCILLED ORGAN PIPES.
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Two-PLATE WORK.--More elaborate designs will
call for the use of two or more stencil plates, as
explained in the chapter on stencil cutting.
Generally speaking, the colour of which most is
used will be the first to be applied.
The plate for the first colour will have all the
guides and notches to provide and utilise, as
explained at the opening .of this chapter. All subsequent plates will have portions of the first plate
details cut out as guide marks.
If applying second and further colourings while
previous colours are wet care must be taken that the
stencil brush and the hands be kept from pressing
the stencil plates against the work already executed.
It is better, when time permits, that the application
of a second colour be postponed until the first colour
is dry.
CONTINUOUS DESIGNS.-Under this heading
comes all stencil work designed to be executed by
repeated applications of the stencil plate, forming a
continuous ornament of length or breadth, too extensive to be completed by one application.
Borders, friezes, fillings, dados, diapers, powderings, and the like are the chief classes of ornament
which answer this description.
All that has been said in the present chapter, as
applying to a simple panel or other complete design,
will equally apply to the stencilling of a border or
diaper, dado, or powdering, but there are special
points concerning the " repeats" which require careful
notice. These may be usefully tabulated as follows:
(A) If possible work from left to right.
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(B) Before commencing the work notice if there
be any distinct figure of the design which ought to
occupy the central position, say in a frieze, or filling.
If so, the space should be so planned out that the
desirable centre piece shall come in its proper place.

FIG. 69.--FURTHER

SUGGESTIONS

FOR CORNERS.

Sometimes it may be advisable to commence stencilling at this point and work both ways in turn to
complete the length.
(c) If it be found on preliminary calculation
that there may be at an angle of the room an unsuitable bend of an object, such as a ship or an animal
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in the design, this should be avoided either by rearrangement of the plan intended, or by designing
.a special piece to turn the corner, merging into the
original design at the earliest convenient moment,
but replacing the object in question; the same subject
may sometimes be re-drawn, and at other times an
entirely different subject, perhaps the elaboration of
adjacent ornament, or maybe the insertion of an
independent corner piece to be repeated uniformly on
both sides of every angle in the room, will be found
preferable. Foliage and flowers, either conventional
or otherwise, may on occasion be carried round a
sharp angle, but animals and other subjects of which
the originals-real or imaginary-could not consistently be so treated, should not be thus deformed in
decorative ornament.
(D) See that guide notches on stencil plates and
the corresponding chalk lines 'on the surface of the
work are in order before commencing, as a slight
deviation unnoticed at the commencement may throw
a border out of true line, perhaps giving it a hump"
here and there where it has been brought into position
by sudden deviation from its errant course on discovery of its upward or downward tendency, due,
perhaps, to the notches being inaccurately placed in
relation to the design.
In adjusting the stencil plate for the " follow
on" or repeats, the portion cut out for matching,--called the " overlap,"-will oe found most useful
accurately drawn as directed in the chapter on stencil
cutting. It forms an easy guide to correct position,
and prevents the stencilling 'of the new length from
damaging the covered portion of the previous length,

"
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as might happen were it covered by the plain margin
only.
OBLITERATING TIES.-In some cases it may be
found necessary to use ties that require to be oblitrated afterwards. The best way of doing this is to
cut small stencils for the purpose beforehand, made
larger than the ties they may have to cover, and conforming to the shape of the opening in which they
occur. The stencil brush is then used at once, after
removal of the plate, with these small covers held by
hand, to fill in the tie with the same effect as already
given by the same brush. An old fashioned way of
filling in the ties is to go over them all later with a
pencil and paint, but the same colour looks quite
different when applied in so different a manner, on
account of the thickness of paint applied. For the
same reason it is not advisable to allow the work to
dry before filling in the ties with the small stencils, as
the joints would show from their having two coats
on either side -of the ties.
Touching up stencilled work is sometimes necgs
sary from one cause or another, and the explanation
just given will be useful to assure the necessary
thinness of paint that may be applied.
TEXTILE

FABRICS, ETC.--Stencil

work on new

plaster, bare wood, paper and textile fabrics, may
not be done in oil paint unless the surface be first
rendered non-absorbent by a coating of size. For
fine textile fabrics isinglass or gelatine size should
be used.
STENCILLING

WITH

QUICK-DRYING

PAINT.-

When desired to stencil ornament in paint on such
surfaces without sizing, it is recommended that quick-
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drying gold size paint be used as directed in a
previous chapter. Likewise on stained and polished
woods, etc., as there also named.
Excepting that textile fabrics should be stretched
taut against a flat surface for the work, all directions
for this class of work would oe identical with those
given for quick drying oil paint.
There would be an advantage in frequent cleaning of the stencil plates while in use with these quickdrying paints, as they soon become heavy with
accumulated paint, which also drags the brush, preventing free working. For s:milar reasons the brush
should be frequently washed out. A ready way of
doing both is to lay the plate over a sheet of clean
paper on a bench, and dipping the brush in turpentine
clean off by rubbing carefully over the stencil, going
over it a second time with the brush nearly dry, and
finally turning over the stencil plate and dabbing the
back with a cloth, t-o remove danger of smearing the
surface of the work when renewing operations.
Further directions will be found in Chapter VIII.
for stencilling on these surfaces with stains and dyes,
and in the following chapter on " Spray" stencilling.
Stencilling on Metal Work in either paint or
gilding processes should be done with quick-drying
paint as a rule.
Stencil brushes should be washed out clean
every night, or immediately after use, as they work
better if brought into use clean and dry each day.

CHAPTER VII.
STENCILLING

IN DISTEMPER.

MUCH might be said of the sanitary value of
distemper as a covering for walls, ceilings, and
plastered surfaces generally. But it is not within
the scope of the present work to deal with that
side of the subject.
Stencilling in distemper presents difficulty to the
workman, but it gives highly satisfactory results
when properly managed, and is less likely to offend
one's sense of good taste than oil painted work in
the hands of an incompetent workman, because of
the native softness and beauty of distemper colours
and their remarkable quality of general harmony,
especially in the blended colours issued by leading
makers, which call for no special skill on the part of
the operative, beyond the application of the material
to its destined position.
DIFFICULTIES.-The difficulties that have to be

faced and surmounted by the stencil operator are the
probable " sagging " of a stencil plate on its becoming saturated with water by gradual absorption
from the distemper, and the tendency of the stencil
colour to soften and intermix with the distemper
ground colour on which it is applied, thus risking
their drying " shady," with an effect very different
from that intended.
The first difficulty cannot be entirely overcome
except by using metal stencil plates, the useful help
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of which is confined to " bench " work as the metal is
too heavy for pinning to a wall or ceiling, and does

FIG.

70.-DESIGN

FOR

A

FRIEZE.

not accommodate itself to the slight irregularities of
surface like a paper stencil plate ; but a proper selection and preparation of the paper most suitable
for the work, and subsequent careful watching

FIG. 7I1.-A BIRD DESIGN.

of the plate while in use, ceasing to use the same
plate at the first sign of special " sagging "

or

PRACTICAL

STENCIL

WORK.

I31

bulging of the paper, will obviate serious trouble
from this cause Where much work has to be
done, such as the ornamental decorations in a

FIG.

72.--HERALDIC

FRIEZE.

church or large hall, it may be advisable to use two
or more stencil plates of the same design.
The writer has found most suitable paper for
distemper stencilling to be " Willesden 2-ply 80."
Being extra stout this stands more soaking before
sagging than does a thinner paper. Being waterproofed in the manufacture, it offers a long resistance

FIG.

73. -- BORDER OR FRIEZE.

to the hammering of the wet stencil brush. If this
paper is soaked in oil or coated with knotting, a
further protection from the searching effects of moisture is added. It is possible, therefore, to produce -a
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stencil plate that will give little or no trouble in
careful operation of distemper stencilling.
The second difficulty mentioned is the lesser of
the two, and is generally avoidable by the exercise
of forethought. Taking ordinary distemper (whiting, size, and coloured pigments), it only needs to be
assured that the distemper ground contains size of
.sufficient strength, added hot, fo bind the material
extra firmly upon surfaces to be stencilled over with
distemper. Afterwards mix the colours for stencilling with weaker size, added cold (the weak jelly
being beaten to a pulp for the purpose), which makes
the colour work more freely, lest rapidly absorbed,
allowing the workman time to complete before
affecting the ground colour.
Washable Distempers.-In case of washable dis-_
tempers, such as Hall's and Duresco, most of which
require two or three weeks at least after application
before becoming really washable, there is no special
difficulty in following up with stencilling in a day
or two after grounding, but until the specified time
for entire hardening has expired, the possibility of
working up the ground colour is similar to that
already described for ordinary distemper. The
workman under those condi-tions must therefore
apply his stencil brush expeditiously with confidence,
and there will be no difficulty encountered.
The same make of distemper for grounding and
stencilling is always to be recommended in order to
avoid chemical re-actions between the ingredients
of one make and another, which may cause colours
to Efade or. change.
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75.-A 9 INCH FRIEZE.

-FIG. 7 6.-A
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12 INCH. FRIEZE.
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12 INCH FRIEZE.

FIG. 79.-A 16 INCH FRIEZE.

FIG. 80.-A 15 INCH "FRIEZE.
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18 INCH FRIEZE.

FIG. 82.-AN 18 INCH FRIEZE.

FIG. 8 3 .- A 21 INCH FRIEZE.
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That known as " Hall's Distemper " has proved
to be one of the most accommodating for adaptability to stencilled decorations. The extensive
range of stock tints in which the material is supplied
is of inestimable value to the decorator, seldom
requiring alteration or intermixture, as they are
artistically blended colours of the highest quality
in good taste, from which a full selection can generally be made to complete the entire colouring of the
largest job in perfect harmony.

The manufacturers of this distemper,recognising
the special qualities of their product for the purpose
of stencilled decoration, have opened a department
for the supply of stencil plates cut ready for work,
and as these are of special merit, I give a few illustrations of them herein, by kind permission of Messrs.
Sissons Brothers and Co., Limited, the proprietors.
All the designs on pages

133, 134,

135 and 137

are the property of Messrs. Sissons Brothers and Co.,
and cut stencils will be supplied by them at very
moderate prices.
Washable distemper stencilling on bare or
stained wood has been used with some unique effects,
and it is found to accommodate itself to the ground
without drawbacks attaching to oil paint under
similar conditions.
Other washable distempers. largely used in
stencil work are Olsina, Zingessol, Mayresco,
Petresco, etc.
Distemper stencilling on oil painted grounds
may not be used with success, though oil paint may
be used on a ground of washable distemper after due
time for the hardening of the latter. Quick-drying
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HANDSOME DESIGN.

FIG. 8 5 .-

A USEFUL PATTERN

FIG.
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A
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paint, such as described in an earlier chapter, may be
used on all distempers as soon as they are dry.
PRACTICAL WARNINGS.---In pinning a stencil
plate to a.distempered wall or ceiling, more care is
needed than if the surface were oil painted, as the
plaster may be damaged more easily. Use as few
pins as can be made to serve their purpose, especially
near the eye. Don't use stencil pins that have
become slightly rusted. Turn the stencil pin screw
fashion both when inserting and extracting---the
same directioneach time will prevent dangerous friction
that might cause a bit of the plaster to become
detached from the wall.

This warning applies to

all stencil pinning on plastered surfaces, and though
a small matter, it isof importance enough to affect
th- appearance of the whole work, and may cause
considerable trouble and expense if neglected.
When. mixing colours for distemper stencilling,
add chilled size, pulped in the manner described
above, to ordinary distemper just before using,
thoroughly mixing and using in the consistency of
thick cream, or thin paste.
When applying the stencil colours use ordinary
stencilling brlushes, carrying just sufficient colour to
allow quick working, but not enough to cause any
" rhnning " of the colour under the edges of the
stencil. A " palette " made of stout card or strawboard is most suitable for dabbing the brush after
dipping in distemper colour, to avoid taking too
rfuch colour.
Do not attempt to rub the distemper colour. It
must be stippled quickly and then left alone to dry if
it is to look at its best. When applying two or more
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colours with one stencil plate, use separate brushes
for each colour. Blend two colours, when required,
by stippling of each overlapping the other.
Stencilling in darker colours on a light ground
is much easier than the reverse order. White or
light tints over a dark ground may require two
coats before a passable result is obtained.
Avoid using white or very light tints over the
bright scarlets and crimsons now much in vogue,
unless assured by the makers of the bright reds that
they will not affect white supercoats by the fault
known as " bleeding," i.e., the staining of the supercoat by the colouring principle of the red undercoat.
In emergency such contact may be made less dangerous by mixing the light colour as a quick paint (the
medium being japanners' gold size and turpentine) ;
and the difference in the nature of the two paints
will then interrupt the progress of re-action.
If a stencil plate begins to sag in parts while in
use lay it flat on a bench, clean off all accumulated
paint, and place a piece of stout board over the
stencil plate, weighted by a book until the plate is
dry, when the sagging parts will have resumed their
normal flatness; tnd the plate will receive a new
lease of life by a coat of knotting.
Before commencing to stencil the work see that
the stencil plate has guide notches cut in its edges or
margin to enable the worker to keep straight in continued patterns, by setting these on a chalk line
struck for the purpose or by other guides that may
be convenient. Do not trust to the eve alone, or, in
a long reach of work, a slightly zig-zag appearance
may be noticeable.
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Also, before commencing, note if
contains a central feature which should
central position on the wall or surface
which case start from the centre and
way to the ends of the wall.
STENCILLING

the design
occupy the
treated, in
work each

WALL-PAPERS.-The use of the

stencil has become very extensive in producing
artistic wall coverings, both for fillings and friezes,
though chiefly for the latter.
The rolls of wall-paper are laid out to their full
i

r

•A

FIG. 86.-SUITAELE

Ak

FOR CHURCH DECORATION.

length on long work benches, and the stencil plates
are laid on them for the decorating process. Metal
stencil plates are generally favoured because of their
rigidity and weight.
The paper is grounded in distemper (ordinary),
well bound, unless the pattern is to be made on the
'native surface, such as in the case of " in-grains,"
" silk fibres," and other high qualities of wall-paper
not intended to be covered with any surface grounding .colour.
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So much work has to be done with each pattern
that the operatives attain a high speed and adroit
methods in obtaining the beautiful, blended and
shaded effects noticeable in the many stencilled
friezes everywhere exhibited. The work being laid

FIG. 8

7

.-

A

SIMPLE BORDER.

horizontally largely assists both in effects and the
speed with which the workmeh accomplish them.
Stencilling brushes specially made as large as a
man's head are used, and they are used with a motion
constantly varying from circular rubbing to stippling
and with so light a pressure that no marks of the
brush can afterwards be seen. These brushes are not

\

larshDEPQIIO(L
F/R
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FIG. 88.-A

SPANDRIL

DESIGN.

dipped in the pots but rubbed on pads saturated
with the colours in use, and kept supplied with colour
by the colour boy, a separate brush being used for
each colour. A dry stencilling brush of large size
is reserved for " softening " and blending.

142

PRACTICAL

STENCIL

WORK.

Some of the best friezes are stencilled by workmen of artistic ability, who vary the detailed treatment constantly while inaintaining a general uniformity of tone.
In stencilling fillings for walls there is less scope
for deviation from uniform treatment, and where the
pattern extends to the edges of the roll such care is
necessary to be mechanically accurate in measurements, in order that the matchings may present no
difficulty, that fillings cannot convey the individual

FIG. 89.-A BDRDER OR FRIEZE.

artistic value which attaches to a very large number
of the friezes at present popular. Ready madi wallpaper stencilled fillings are therefore not so popular
nor recommendable as friezes. In wall-paper fillings,
therefore, the decorator here ha1s scope for local treatment. When a plain filling is not desirable, and a
frieze has been selected, he may obtain the in-grain
or other plain filling made to match all good friezes,
hang it and apply the stencilled ornament, stripe,
diaper, or powdering, or other selected style, in
colourings t.o support but not to compete with those
in the frieze.

PRACTICAL

STENCIL

WORK.

143

Light and Shade Effects are obtained by double
stencilling, i.e., using the same plate twice over, first
in a light colour, and then in a darker, semi-transparent colour, leaving the light colour where desired
and blending the darker softly into it. A variation
is sometimes made by shifting the position of the
plate about an eighth of an inch or less, to the right
or the left on the second application, thus leaving
a light edge sharp and clear on one side and making
a darker edge on the opposite side. This gives the
pattern a raised appearance.
Powderings and Stripes with an occasional spot
pattern at intervals are very popular styles for
fillings, and if in low tones of colour they add richness to pictures and other furnishings of a room.
Spray Stencilling by means of the Aerograph is
now largely employed in wall-paper stencilling in
place of the use of brushes on account of the many
gradations of tint and shade rapidly obtainable, and
the uniformly thin coat of colour applied.
For further particulars of this process see
special chapter on spray stencilling.

CHAPTER VIII.
STENCILLING IN STAINS, DYES AND INKS.
STAINS. The use of stains for stencil work has
not yet received the attention it deserves from the
decorative artist. Unique effects are obtainable
that are worth special trial, by staining new wood,
plaster, and textile fabrics, with the aid of stencil
plates for ornamental decoration.
Of stains there are five varieties, viz., oil, spirit,
varnish, water, and chemical stains. The first four
are suitable in various ways for stencilling purposes
but the last named, which colour the wood by
chemical re-action, are unsuitable-they would soon
destroy the stencil plates.
Stains are transparent, and though they have
colouring power they allow the grain, or texture of
the material, to be seen distinctly. In this lies their
particular advantage. Very rich colouring can be
applied and yet the original nature of the material
conveys the impression of truth and beauty.
New wood is best for this purpose, adding
brightness to the colour of the stains. Plaster and
textile fabrics are next in order. Old wood gives
the stain a somewhat dull appearance, and wood that
has become dirty with age will not display the true
colour of the stain at all.
Wood with soft and hard grain will display
different colours varying with the grain. Sometimes
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this difference will show very plainly where there is a
portion of soft sap next to a portion of harder growth

FIG. 90.-SKETCH SHOWING STENCILLED

PANELS.

on the same panel. This peculiarity can be partly
counteracted by a preparatory coat of size.
K
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STENCILLING WITH OIL STAINS.--The medium

used is linseed oil, and the stains are those described
already as semi-transparent pigments. The oil would
spreadinto the surrounding texture if not intercepted,
Therefore, those parts not to be stained are first

FIG. 91.-A COAT OF ARMS

STENCIL.

protected by a coating of size, such as weak glue
size or paperhangers' paste. The most effectual way
of doing this is to cut out a special stencil in thin
lining paper, and paste this on to the panel in correct
position. When dry, go over the pattern in usual
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way with the oil stain. It will not penetrate the
paste under the paper. Leave until dry, and then
soak off the paper with warm water, washing off the
paste from the bare wood at the same time. The
pattern will be found clean and dry in the dried oil
stains. The whole may then be varnished. It may

&
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92.-A CREST STENCIL.

be desired to stain the background of the pattern a
different colour. This can be done with another oil
stain after removing the paper, rubbing the stain
all over the panel, and then with a dry cloth wiping
off all that will come off. It will be found that the
stain penetrates the bare wood at once, and the
wiping brings it off the parts already decorated.
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Various coloured stains may be used in the
ornamental work to produce decoration of a more
elaborate kind. All can be applied while the paper
stencil mask remains on the work--the ground, subsequently laid bare as named above, may be then
treated as desired or left bare. Water stains are
better than oil stains for staining this ground,
because there is no danger of their mixing with the
oil stains already on the work.

M

FIG. 93.-A FRET, ETC.

This kind of staining is suitable for furniture,
oak fitments, wood friezes, and other woodwork,
also for Alabastine relief decoration, and for display panels on plastered walls.
A more highly finished effect for best class work
is added by painting fine outlines in suitably contrasting colourings around details of the design.
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If stain appears too light, further coats of the
same will deepen the shade. If too dark, it is
difficult-if not impossible-to reduce the shade
when once dry. In particular cases, therefore,
proceed by degrees to the required depth.
Effects, rivalling the soft rich colours of silk
velvet, can be got by this means. Outline stencils
treated in this manner on oak panels with rich
greens, deep neutral blues, claret or chocolate
browns, with gold outlining, are very suitable for
display panels in overmantels, friezes, etc.
STENCILLING WITH SPIRIT STAINs.-This pro-

cess resembles water staining, but it is more penetrating, and richer colourings are obtainable, than
in a water medium. The spirits of wine used
dissolve dye stuffs which will not dissolve in water.
There is no binding medium in these stains, and
yet the fineness of the solution and the perfect
penetration render it difficult to remove them from
any material oh which they are used. They are the
favourite stains with furniture decorators, spraying
machine workers, and French polishers.
Before stencilling in spirit stains the wood should
be weak sized to prevent spreading of the stains.
Ordinary stencil plates (of oiled cartridge or
Whatman paper) should be used, and the spirit stain
must be laid on very sparingly. So little stain needs
to be in the stencil brush that-the beginner is almost
sure to apply too much at first and to cause spreading. As soon as dry these stains: may be varnished
or elaborated in the manner described above.
If light wood is desired to show as fine outlines
around the coloured details of the design these out-
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lines must first be coated with Brunswick black (over
the sizing). Then, after the staining is finished,
wash off the Brunswick black with a sponge moistened with turpentine. Warm water will next remove the size, when the bare wood will be restored.
The chapter on " Spray " stencilling

deals

further with spirit stains.
WATER STAINS.-To stop out portions before
water staining, Brunswick black or oil varnish may
be laid on the parts to be protected. These when
dry will resist the water stains and may be removed
afterwards with a sponge and turpentine as described
in last paragraph. Stencilling first in varnish and
then staining all over with water stain, later removing the varnish with turps, leaves a light coloured
ornament displayed on a dark ground.
In a similar manner white, hard spirit varnish or
patent knotting may be used as stencilling material.
Water stain is subsequently applied all over the
panel, and is absorbed by.the ground, but fails to
adhere to the knotting from which a damp sponge
will remove it without affecting the stain where
absorbed.

GRAINING, ETc.-The nature of water stains
being that of pigments rather than dyes, they may
be used over new oil paint with success, if no size or
hard drying media be used. Hence graining and
marbling are done in water colours on an oil painted
ground. This also applies to stencilling when
imitating woods and marbles, sometimes executed
in oils, but more often in distemper when imitating
inlaid woods. Bind with weak stale beer.
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This is done by the usual methods through the
openings in the stencil plate, or may be grained
broadly all over the panel, each wood in its turn,
using the stencil plate after each to apply a coating
of gold size and turps to fasten down the work where
required in the design, and when this is dry, washing
off the superfluous graining with a damp sponge or
chamois leather. This latter is much the cleanest
method, and the work is ready for varnishing without further preparation.

FIG. 9,.-A

NOVEL BORDER.

In selecting patterns for inlaid wood treatment
choose only those which could be consistently carried
out in real inlaid work, i.e., broad strap work in
principal details, and with little or no intricate
fine detail. Such designs as that illustrating the
"- checker" system of enlargement in Chapter I. are

suitable for inlay work of this kind.
Water stains are also suitable for book illustrations, Christmas cards, post cards, and the like, for
which small sized stencil plates can be cut to il1lu5-
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trate picturesque or humorous subjects, and executed
either with brushes, sponges, or spray diffusers.
Sponges may be used in applying water stains
with artistic mottled effects, in one or more colours.
Spray diffusers are described in the next chapter.

OT4TV 9

FIG.

qS.-

A

TWO-PLATE

STENCIL.
BACKGROUND
ORNAMENTAL' NEXT.

FIRST.

In all stencilling with stains there is a special
opportunity for blending rich colourings with
superior effect, and with less trouble than similar
results obtained in any other way,
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Picture panels for special " display " in portions
of decorative furnishing are worth the special attention of the decorator to this class of stencil work.
STENCILLING WITH DYES.-There is but little
difference between some of the stains just described
and the colouring matters known as dyes. The
latter form the colouring principle of many stains,
and as dyes are merely stronger preparations of the
same ingredients. Textile goods, such as cotton
jute, silk, and woollen fabrics are often ornamented
by stencilled ornaments, forming borders, lines, and
corner-pieces, centre flowers, or entirely covering the
fabric in the form of stripes, diapers, powderings,
and flowing designs.

Curtain fabrics, bedspreads, cushion covers
antimacassars, table covers, and even carpets are
ornamented in this way, selecting colour and designs
that rhay best suit the purpose of the finished article,
and applying colours thinly or in heavier body as the
article may be in light or heavy wear-curtains, bedspreads, and covers for ornamental purposes being
best with a very thin coating of colour, while carpets
should be stained deeply to stand the heavier wear,
All texile fabrics shoud be laid flat upon a
table or bench for stencilling, when possible, as the
colours then most.successfully penetrate the material.
"Fabrikona,"
"Decotex," and other mural
decorations of a textile character are successfully
decorated by stencilling with stains or dyes, and their
rough texture softens the effect of brilliant colours,
giving richness to bright reds, blues, greens, and
yellows, which on smooth surfaces would look gaudy.
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Styles of pattern should be selected with due regard
to their ultimate position as architectural decoration.
Before stencilling on silk or other valuable fabrics
•itis wise to experiment with a small sample to note
the effect, as different materials take stains or dyes
with widely different results. Sometimes a mordant
is needed for preparing the material to receive the
dyes, but for stencilled decoration quite sufficient
range of colours can be had to meet all requirements
without the complications involved by the mordants
necessary to the dying industries.
STENCILLING IN INKs.-The remarks just made
with reference to dyes may be taken to apply to inks,
which are common kinds of dye, and are supplied
chiefly for coarse stencil work such as lettering, etc.,
on packing cases wrappers and boxes.
They may be used in spraying diffusers for
stencilling Christmas cards, show cards, etc.

//:
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CHAPTER
SPRAY

IX.

STENCILLING.

THERE can be no doubt that the recent introduction of the spraying machine known as " The
Aerograph," has added very largely to the scope of
the stencil as a means of ornamental- decoration.
Before its invention, the well known spray diffusers
used for toilet purposes were occasionally called
into service for spraying coloured stains, dyes or
inks, through stencil plates, in ornamenting book
covers, show cards, and small work generally. But
it remained for the invention named to put the
system on a commercial footing.
Small spraying bottles with rubber bulbs and
tubes such as those used as scent sprays, may be
used by the amateur in decorating Christmas cards
and other occasional pastime work. In this he may
have two or three bottles supplied with each spray
diffuser so that he may use several colours on the
one stencil plate for artistic effect without the
expense of a separate diffuser with each. He would
then lift the diffuser top from one bottle to another
as required.
'In all cases it must be noted that sprayed colour
penetrates the texture of the material however thin a
coat is applied, and for most purposes a more artistic
effect is obtained by a finely divided spray than by
the reverse. The gradual softening away to nothing
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on the one hand, and to deep shading on the other,
requires a little practice, but these effects can be got
by the distance or proximity of the diffuser
Christmas Cards, Post Cards, etc.-Suitable
subjects for this class of work are landscapes, figure

FIG.

99.-DECORATIONS

FOR A

CARD-ROOM.

Work, classic or modern, grave or humorous pictures
that may be used as picture post cards or Christmas
cards. Some of the landscapes and pictorial designs
illustrating this book may be taken as suggestions for
these purposes. Original drawings, sometimes of a

158

PRACTICAL, STENCIL

WORK.

humorous character, such as appreciated in season,
may be made into stencil plates suitable for Christmas cards and the like.
Book covers of paper or linen form suitable
positions for this kind of work, and likewise book
plates, toilet covers, d'oyleys, etc., which suggest
employment for ladies and young people as an
interesting and useful pastime for winter evenings.
THE AEROGRAPH.-It is obvious that the above
named small spraying machines could not be profitably employed on larger work, or for large quantities
of small articles.
The process has been perfected on a larger scale
in the Aerograph, an American invention where the
supply of compressed air is obtained from a cylinder
provided with an air pump for re-charging and a
long flexible tube to attach to the instrument which
discharges the spray.
The last named instrument is the Aerograph
proper, and is in all cases small enough -to hold
freely in one hand, though made in several sizes and
shapes to suit a variety of purposes. In this instrument, near the nozzle, is a small receptacle for the
coloured stain, dye, or ink, of which so small a quantity accomplishes such a large amount of work that in
the smallest size this receptacle is contained within
the pencil case like instrument. The " business end "
of the instrument contains a finely tempered valve
governed by a fine needle point attached to a lever
which is controlled by the forefinger of the operator.
A downward pressure of this lever opens the air valve,
and a backward movement increases the amount of
colour allowed to pass the nozzle on to the work.
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Both these movements are easily and simultaneously
controlled, and the fine spray supplied is made to
form either a fine line of colour by holding the nozzle
close to the work, or a widely distributed stipple of
perfectly even grades finer and paler as the spraying
machine is removed further from the work. The

FIG. IOo.-Two OUTLINES CAPABLE OF BEING USED AS STENCILS.

colour receptacle is made as an additional small cup
shaped attachment for table or bench work so as
to avoid spilling of the colour.
The larger sizes of the instrument have colour

cups of larger capacity with covers that fit tight
and close so that these may be used in any position,
such as decorating ceilings and the like.

16o

PRACTICAL

STENCIL

WORK.

Water stains, spirit stains, or dyes are the
most suitable materials for use with the Aerograph.
Oil paints can be used, but require special apparatus.
The Aerograph adapted for oil paint is called the
" Spray Painter," and is a little more complicated in
appearance, necessary in order that the parts that
deal with the paint may be separated easily and kept
clean from accumulated paint that might gradually
dry on the parts and interfere with the delivery.
The author of this work has used these instruments without difficulty from the first trial of them.
Suitable work for the Aerograph is wall paper
stencilling (distemper grounding included), pottery
painting (including ground laying in which its work
surpasses all former achievements), window ticket
and show card making, picture card and Christmas
card stencilling, on extensive scale, decorating all
classes of textile fabrics, in which there is no other
process so free from objection, and for poster
makings for advertising purposes. The " Spray
Painter " may be employed wherever oil paints have
to be used, and stencilling in sufficient quantity, such
as in decorating public buildings, may be in hand.
In obtaining unique effects with beautiful
gradations of shade in any medium, on any surface,
there is nothing else that can equal this, instrument,
all sizes of which are small enough to be carried in
the pocket, while the air compressor and tubes are of
suitable sizes for easy transit to, and convenient
handling on, the scene of operations.
Letters cut out and artistically arranged on a
surface may be used as masks while spraying
machines are employed to lay in a background of
varied colouring and depth around them.

CHAPTER

X.

STENCILLING IN
RELIEF AND
SPECIAL EFFECTS.

OTHER

RELIEF STENCILLING.-As already described,
the usual plastic relief materials applied in " gesso''
decoration may be applied through stout stencil
plates on to any surface of a rigid and non-contractile character.
Plaster and size, with a little
whiting, china.. clay, or fine rice powder, to give
smoothness, may be trowelled on or stippled in stiff
paste form through stencils of strawboard or fretsawn wood, arid the stencil plate lifted adroitly towards the operator when completed so as to leave the
edges of the ornament sharply defined.
The effect may be varied by additional " modelling" with either sculptors' mrnodelling tools, hog
hair brushes (frequently moistened with water),
grainers' combs, wire loops, and other contrivances
that may prove useful to shape the plastic material
as desired.
When dry the work will be hard and imm,ovable as though part of and carved from the ground
work, and may be decorated in colours or gold to
the fancy of the decorator.
STENCILLING WITH ALABASTINE.---Of all materials for relief decoration by hand nothing at present
is equal to the composition known as "Alabastine."
This is supplied in the dry powder form, white or
tinted, and needs only the addition of water to make
1.
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it ready for use. The kind known as "Alabastine
Opalia" is specially made for decorations in relief,
and gives a beautifully smooth or a roughened surface at the discretion of the workman. It may be
handled freely for modelling or elaboration of detail
for quite two hours after application, while common
mixtures of plaster are unworkable in half an hour.
On old well seasoned wood fixed in stationary
positions, such as pilasters, dado panelling, friezes,
etc., this material may be used in low or medium
relief, without tendency to chip off by the contraction .of the wood. But no
of the kind may
be safely used on doors or nriew woodwork, as any
shrinkage of. the wood or rough usage such as the
occasional slamming of a door may cause damage
to the relief work.
On plastered or-cement surfaces the process may
be at all times safely used. A coat or two of paint
dried hard does not usually affect the material, but,
excepting for the first coat on bare wood, to stop
suction, paint is superfluous. A thin coat of Alabastine reduced to the consistency of ordinary distemper forms a :good groundwork for :the relief
either on wood or plaster.

-material

TRANSPARENCY STENCILLING ON GLASS.-It is a

custom to obscure windows with a very thin coat of
grey paint finely stippled, giving the appearance of
frosting or ground glass, fbr certain purposes.
A stencil may be made to effect a transparent
pattern upon this in the following manner. Mix the
paint with three-fourths' turps -and one-fourth raw
linseed oil, white lead, and a little dryers. As soon
as dry apply the stencilling with a mixture of turps

PRACTICAL

STENCIL

WORK.

163

and whiting only, made to a stiffish paint.
Leave
this on the work for an hour and then brush off with
a dry stencil brush, which will remove the paints
down to the glass where stencilled, leaving the rest
of the paint intact. If any difficulty, due to too
much dryers or ,oil in first coat, stencil again with
turps alone, and with a cloth moistened in turpentine
dab ,over the stencil plate to loosen the paint forming
the design; it will then either brush off when dry, or
with care may be removed by the cloth just named.
Varnishing over this will make the decoration
very permanent and will partially obscure the transparent parts.
Ground glass surfaces may be decorated with
transparent designs by stencilling the ornament with
gold size or varnish.
SILKY EFFECTS.-The painting of a ground in
two or three graduallyi merged tints or shades of
one colour, one part dead and other parts glossy,
and afterwards stencilling ornament in the came
colours, reversed in order, so that dead stencilling
comes on to glossy ground and vce versd, the rich
effects of brocaded silk tapestries may be obtained.
This treatment is very suitable for wall panelling in large rooms, and should be suriounded with
plain margins with an ornamental bordering .end
corner piece between. The latter may be in relief
work with distinct advantage.
GILDED

STENCILLING.-This

may

be accom-

plished by first stencilling with oil gold size, and
laying gold leaf in the usual way, likewise aluminium leaf.
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SILVERING, BRONZING, AND METALLING.-This
may be done by stencilling in japanners' gold size,
and laying the silver and metal leaf or powders as
usual, but covering them with a protective lacquer to
prevent tarnishing (see the author's work on " Practical Gilding.")
NEGATIVE IMPRESSIONS.-These are got by
painting the back of paper stencil plates, then by
carefully fixing them in correct position and passing
a roller over it, making a print of the stencil itself
on the surface being decorated.
This may subsequently be elaborated by further use of the stencil
plate in the usual way when the negative impression
is dry.

CHAPTER

XI.

LETTERING AND THE
CLEANING AND CARE OF STENCILS.
STENCILLED lettering is not so much in vogue as it
ought to be. As a speciality it is capable of very
considerable extension, and instead of the stereotyped block or newspaper Roman type cut out of
metal plates for packing case work being virtually
the only stencilled lettering to be seen, there ought
to be special lettering designed far more suitable to
stencil work for many other purposes.
Some fancy types, makes better stencils than
the styles now in vogue, and the ties then may become part of the lettering as necessary -to the letter
as to the stencil plate. Curves, scrolls, and other
embellishments become then the beauty and the
strength of the letter, and so long as they do not
prevent the letter froms being read at a glance there
is everything to be said in favour of attractive ornamental lettering.
The example ,of a stencil plate (" Brush Holder,"
etc.), illustrated, is one cut in paper by the writer, and
has been in constant use for several months.
Four examples. -of stencilled alphabets are given
herewith, three of which are reproduced from Clark's
Alphabet Book, published at is., by John Heywood,
Ltd., Deansgate, Manchester, and Lamb's Conduit
Street, London.
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breaking the ties of paper stencil
is considerable, and must be
flat down on a clean sheet of
first with the stencil brush, using
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10(). NEWWMN ST, LONDON, W.
FIG.

IO2.-STENCILLED

LETTERING.

either turpentine or water according to the medium
used in stencilling, rubbing with care, and afterwards drying by " dabbing" (not rubbing) with a
cloth.
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FIG.

I03.--STENCILLED LETTERS.

Lay by with a sheet of stout paper on each side
either in a drawer large enough to receive its full
length and width, or securely pinned against a wall
out of danger.
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The method of packing cut stencils for forwarding from one place to another has been described
(see end of chapter on stencil cutting).
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FIG. Io4.-A NEAT DESIGN.

Prints of stencils should always be taken while
new on to fresh cartridge or stout lining paper, and
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retained in reserve for future ref-erence and copying
if necessary.
PACKING CUT STENcILS.-When stencil plates
are cut they should be retained in a flat position
at all times if possible. When found necessary to
roll them for despatch to distant places they should
be rolled round a rigid tube of sufficient diameter
to prevent breaking of ties or curling of the ornamental parts beyond easy recovery by re-rolling
in the opposite direction when unpacked. In all
cases packed stencil plates should have a sheet of
strong paper on either side to prevent damage
when unpacking, and should be enclosed finally in
stout waterproof covering.

FIG. I05.-A

PLEASING FINISH.
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ADVERTISEMENTS.

A COMPLETE
SCHEME OF DECORATION.
This illustration shows a complete
scheme of. decoration carried out with
Hall's Distemper. This Distemper overcomes the difficulty of obtaining a uniform
tint on plain walls, and is the most easily
manipulated material for stencilling friezes,
dados, panels, etc., where the softness and
delicacy of its tints are seen to great
advantage.
Stencils for artistic friezes suitable for
halls, drawing, dining, billiard-rooms, etc.,
are now obtainable from the manufacturers.
Decorators will find these designs, which
are specially prepared for Hall's Distemper,
a great aid to artistic effect.
Full particulars can be obtained from
SISSONS BROS. & CO., Ltd., HULL.
London Office: 199b, Boro' High St., S.E.
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ADVURTISEMENTS.

rhe ferograph Spray 7ainter
FOR

Stencil and General

Decorative Work.

This apparatus is especially designed for decorators
and painters, and the perfect control of the colour which
is possible will open to decorators a new field of design,
and make possible many new and beautiful effects in
mural decoration.

.

.The

Sthe

possibilities in
way of graduated tints, and the
perfect blending of
colours, must be seen
to be fully appreciated.
Either oil or distemper colours may
be used, and the work
may be done on any
surface.

i

It is possible to put
one tint over another
without waiting for
the first to thoroughly
dry; no washing up
or muddy tints art'

Y:

'

produced.

FULL PARTICULARS OF

THE AE ROG RAPH CO., Ltd.,
43, HOLBORN VIADUCT,
Contractors to H.M. Government.

LONDON,. E.C.

ADVERTISEMENTS.

PRACTICAL

BOOKS
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for

Painters, Decorators, Designers, etc.
Petzendorfer's

Letter Book.

Price 23,'- carriage paid.
This superb work consists of no less than 141 plates, printed on pages
measuring 131 ins. x 9.jins., and comprises several hundred different
styles of alphabets and letters. It is by far the finest and most comprehensive work of the kind ever issued, and a Sign Painter or Designer
will find it invaluable in suggesting new ideas.

The Painter's Pocket Book.
By PETER MATTHEWS. Price 3]- net, post free.
It oonsists of 156 pages, strongly bound, and includt s Painters'
Prices; complete list of prices of all kinds of Painters' Work, including
Plain Painting, Paper Hanging, Distempering, Gilding, Graining, Sign
Writing, etc., etc. Many useful Tables; Complete Rules for Painters'
Measurements; 400 different Colour Mixtures; Defects in Painting and
How to Remedy them; How to Set out Work; Concise Dictionary of
Terms, etc., etc.

Practical Arts of Craining and Marbling.
BxY JAMES PETRIE. Issued in 11 parts. Price 3/6 each part.
Parts 1 to 8 now ready. Each part consists of handsome coloured plates,
measuring 17j ins. x 11j ins, showing the work in its various stages.
Sample plate, 7d.

Popular Handbook of House Painting.
BY HERBERT ARNOLD.
Price 1/,-.
Contains 13 chapters, giving the Process of Painting in great detail,
including the underlying principles.

Paint and

Colour Mixing.

BY A. S. JENNINGS. Price 5/4 post free.
Practical Handbook for Painters and all who have to mix colours;
containing 500 different colour mixtures.

Lee's

Priceless Recipes.

Price 2,'6 post free.
A valuable collection of some 3000 tried formula and simple methods
for Painters, Paper Hangers, Wood Workers, Renovators, etc.
Descriptive Circulars sent free on application.

Gg

THE TRADE PAPERS PUBLISHING CO., Ltd.,
365, Birkbeck Bank Chambers, High Holborn, London, W.C.
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NTS'S

ADVERTISEMI

W illesden

Paper..

and &anvas Works.

WILLESDEN WATERPROOF
PAPER.
From

6d.

per

yard

of

60

inches

run.

Can be used over and over again.

FOR DAMP WALLS.

FOR DAMP FLOORS.

FOR ROOFIN

Splendid effects for decorations-as it takes paint and finishes
to look like enamel-obtained by using the Willesden Paper.
Telephone68 Harlesden.

Telegrams"Impermeable, London."

WILLESDEN

JUNCTION,

LONDON,

N.W.

F. SCOTT-MITCHELL
10,

Newman

Street,

London, W.,

DECORATIVE ARTIST TO THE TRADE

Stencil Cutting and
Designing
For Churches, Theatres and other Public Building
a Speciality.
Colour Schemes and Working Drawings supplied.
Expert Advice given.
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