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PREFACE

The volumes of the International Library of Technology are
made up of Instruction Papers, or Sections, comprising the
various courses of instruction for students of the International
Correspondence Schools. The original manuscripts are pre-
pared by persons thoroughly qualified both technically and by
experience to write with authority, and in many cases they are
regularly employed elsewhere in practical work as experts.
The manuscripts are then carefully edited to make them suit-
able for correspondence instruction. The Instruction Papers
are written clearly and in the simplest language possible, so as
to make them readily understood by all students. Necessary
technical expressions are clearly explained when introduced.

The great majority of our students wish to prepare them-
selves for advancement in their vocations or to qualify for
more congenial occupations. Usually they are employed and
able to devote only a few hours a day to study. Therefore
every effort must be made to give them practical and accurate
information in clear and concise form and to make this infor-
mation include all of the essentials but none of the non-
essentials. To make the text clear, illustrations are used
freely. These illustrations are especially made by our own
Illustrating Department in order to adapt them fully to the
requirements of the text.

In the table of contents that immediately follows are given
the titles of the Sections included in this volume, and under
each title are listed the main topics discussed. At the end of
the volume will be found a complete index, so that any subject
treated can be quickly found.

INTERNATIONAL TEXTBOOK COMPANY
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STENCIL AND BLOCK-PRINT
DESIGNING

PURPOSE

1. In the broad field of artistic designing, to be applied to
practical utilitarian purposes, there are two general classifica-
tions, handicrafts designing and industrial designing.

Handicrafts designing is that division of design work
where the designer is also the artisan or workman who will carry
out his own designs in the actual material. Many persons are
so situated, or so inclined, that they prefer to apply their
artistic training to the designing of handicrafts work. Such
work may be done for the designer and artisan’s own pleasure,
to decorate his home, etc., or for the purpose of preparing
specially designed handicrafts articles for sale to discerning
purchasers. The commercial side of the handicrafts art must
be left to each individual.

Industrial designing is the general term used to cover a
wide range of design work for commercial purposes, such as
designing for tiles, parquetry, linoleum, carpets, wallpapers,
stained glass, interior decorations, etc., where the designer,
either as salaried employe or as a free-lance artist, makes draw-
ings and designs for fabrics and objects that are manufactured
by other hands.

2. Cholce of Line of Handicrafts Work.—Some of the
lines of handicrafts work that may be engaged in are stencil
work and block printing, tooled metal and leather work, hand-
wrought and enameled jewelry, etc. Various considerations
and circumstances enter when the designer is endeavoring to

COPYRIGHTED BY INTERNATIONAL TEXTBOOK COMPANY. ALL RIGHTS RESERVED
§13
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2 STENCIL AND BLOCK-PRINT DESIGNING §13

choose a line of handicrafts work. Temperament and per-
sonal inclination are perhaps the most influencing elements.
Some persons’ nerves will not stand the filing, sawing, and ham-
mering of metal, and such persons therefore will not want to
choose wrought-metal work, and will do well to take up sten-
ciling and block-printing of fabrics. Other persons, although
well trained in design and color, may fcel that they are naturally
weak on color schemes, and such would do well to avoid stencil
work, and take up wrought metal and tooled leather.

Of course other considerations, also, enter; such as avail-
able time; money ; familiarity or lack of familiarity with certain
tools, materials, pigments, and fabrics; local conditions and
opportunitics, etc. A very practical method of making a choice
is to sclect the line that seems most suitable, to make a design
for some simple object or piece of handicrafts in that line, secure
the nccessary materials, and then carry out the work in that
material.

As lines of handicrafts work with which to make the start
there could hardly be more suitable ones than stencil and block
printing, which will be discussed in this Section.

3. Scope of Training in This Section.—The purpose
of these Sections on designing for various lines of handicrafts
work is to furnish a training that will enable a person to design
properly for various lines, rather than to train him step by step
to make the articles or objects of handicrafts work. It will,
however, be necessary to describe fully the actual operations
of hand decoration of fabrics, articles, ete., in order that the
technical limitations of pigments, fabrics, and other materials
will be known, so that it will be possible intclligently to design
decorative patterns that can be properly carried out in the
material for which they are intended. That such knowledge
of materials and processes is necessary will be developed as
the work proceceds.

It must be clearly understood, however, that the instruction
that will be furnished will be confined to the artistic designing
end of the art, rather than to the technical exccution. For
this reason, that which the student submits to the Schoois for
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criticism will be in the line of small-scale sketches in color of
the complete decorated fabric or article, and full-size working
drawings of the pattern used for the fabric or article being
decorated or made.

This present Section will give training in the processes of
making and using stencils and blocks for decorating fabrics,
wall surfaces, etc., and in making designs for such stencils and
block prints.

STENCILS AND STENCILING

MAKING AND USING STENCILS

THE STENCIL AND MATERIALS REQUIRED

4. The Principle of the Stencil.—The stencil in its
simplest form is simply a flat piece of thin metal, heavy card-
board, or paper, from which there has been cut out the shape
of the design or pattern to be painted on the fabric. The
stencil is placed over the proper portion of the fabric or surface
to be decorated and, by means of pigment and a brush or dyes
and an atomizer, paint or dye is spread or blown onto the sten-
cil, going through the cut-out openings onto the fabric and thus
forming the pattern. This simple principle and its working
out, however, require more detailed explanation.

5. Drawing and Cutting the Stencil.—After a satis-
factory design has been made for the stenciled decoration of
an article, fabric, or wall surface, the full-size drawing for the
section to be cut as a stencil should be made, preferably on
heavy tracing paper. It is then ready to transfer to the stencil
board, and be cut. The stencil “board” may be a thin sheet
of brass, but this material is rather expensive to cut in the desired
patterns. A cheaper and more convenient material to use is
thin cardboard or heavy paper, thoroughly oiled or waxed,
sn as to not absorb the paint or dye during the process of sten-
ciling. Sheet celluloid is sometimes used. The stencil board
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should be cut to a size 2 or 3 inches larger on all sides than the
space occupied by the design itself; this margin is needed for
proper handling of the stencil when doing the stenciling.

The design, the proper making of which will be described in
detail later, is transferred to the stencil board as follows: Lay
the picce of stencil board on a drawing board or table, place
over it a sheet of carbon transfer paper with the blackened
face downwards, and over this place the paper with the design
on it, and fasten all three sheets tightly together to the draw-
ing board by four thumbtacks. With a 6H pencil, or a pointed
stylus, go over the lines of the design, being sure that every one
is gone over carefully; lift the drawing paper and the carbon
paper, and the design will be found to be drawn in outline on
the stencil board.

The three stages of the stencil are shown in Figs. 1, 2, and 3,
which are drawn at about half size. In Fig. 1 is shown the
stencil design after it has been carefully drawn on the drawing
paper or tracing paper. In Fig. 2 is shown the sheet of stencil
board with the design or pattern transferred onto it in outline,
ready to cut, as described later. In Fig. 3 is shown the same
stencil board with the parts (that in the figure show white)
cut away, rcady for placing over the fabric and painting the
stencil.

Stencil knives, designed purposely for cutting stencils, can
be bought, but an ordinary pocket knife, with the blade ground
down as shown at about half size in Fig. 4, and well sharpened
to a point will do just as well.

To cut the stencil, the stencil board or paper, with the design
drawn upon it, is laid on a sheet of glass, and the indicated
parts are cut out with the knife point. | By the use of the glass
for a cutting board, the under side of the cut edges will be sharp
and clean cut. The surface of the glass, being very smooth
and polished, will not dull the point or edge of the knife if care
is taken to not press harder than is required merely to cut
through the paper or board. An oilstone or whetstone should
be kept close at hand so that the knife may be kept perfectly
sharp. It will also be of advantage to have at hand a pair of
small sharp scissors to cut out corners or small angles.
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The method of holding the knife when cutting the stencil
is clearly shown in Fig. 5, the knife being almost perpendicular

About 42—'.1.0179 —_— —’l

Fic. 4
to the stencil, and the cutting being done with the point of the
blade. The stencil is held in place by the left hand.

6. Ties.—From the nature of the cut-out pattern of a sten-
cil it is evident that certain portions of the design are of such
shape that, if cut out entirely, the intervening background
would fall away and thus ruin the stencil and the pattern. For

FiGc. 5

instance, in Fig. 3, if the long angular strokes to the left and
right of the central vertical line or stroke were cut out entirely
from the stencil board, part of the background would fall away.
To prevent this, and to make the cut-out picces of the design
of only such shape and sizc as can be conveniently worked
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with and as will not make the stencil insecure, parts of the stencil
board about % inch to } inch wide are left uncut, as shown in
Fig. 3, to serve as bridges, or ties, to connect the uncut portions.
Considerable skill is needed in arranging for these tics, so that
they will be strong enough to serve the purpose and at the same
time be so placed and drawn as not to interfere with the lines
of the design. However, as this is a feature that must be con-
sidered by the designer when planning the pattern, a dctailed
discussion of this point will be reserved until designing is
discussed. -

The chief point to be emphasized now is that, when cutting
the stencil, these ties must not be cut through, but only such
portions as are to form the pattern are to be cut out. When a
stencil has been cut from specially prcpared waxed or oiled
stencil board, no further preparation is needed, and it is ready
for use. If, however, it has been cut from ordinary heavy
paper or thin cardboard, it should then be coated with paraffin,
shellac, or oil. Small chips or shavings of paraffin may be
sprinkled over the surface of the stencil and melted by a hot
iron passed over the surface; the stencil is then allowed to cool.
A shellac coating may be applied with a flat brush; and if oil
is used it may be put on with a rag.

7. Paints and Dyes.—The general classes of mediums that
may be used for stenciling are water colors, oil colors, and dyes.
Water colors, while giving beautiful effects, cannot be perma-
nent; that is, the fabric so decorated will not stand washing;
so this medium may be eliminated. Of the remaining two
mediums, oil color and dyes, the one to be used in any special
case depends upon the character, weave, surface, etc. of the
fabric to which it is to be applied. Burlap, canvas, denim,
crash, linen, madras, muslin, cheese cloth, etc. can safely be
stenciled with either paints or dyes and good effects will result.
But since dyes do not cover and stiffen the surface of the mate-
rial being stenciled, it is best to use dyes for delicate materials
such as chiffon, satin, velvet, coze leather, etc. On extremely
heavy materials, or on the sides of walls, oil paint in the form
of ordinary house paint may be used.
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The oil paints used for the finer forms of stenciling come in
tubes, as shown about half-size by the one on the left in Fig. 6.
These oil colors may be thinned by turpentine or may be mixed
with a special stencil medium containing a ‘“size.” This
medium, as well as the Chinese white, is sold in tubes about
twice the size of those shown at the right in Fig. 6. When the
stencil liquid, or medium, is used with oil color, it is used in
the proportion of eight or nine parts of the color to one part of
the stencil liquid. A palette knife may be used to mix the paint
thoroughly, either on
a flat glass slab or
on a wooden palette.
The method of ap-
plying the oil colors
will be described
later.

The dyes used for
stenciling come in
jars, specially pre-
pared for the pur-
pose. These can be
obtained at any local
paint or wallpaper
store, or through
these dealers. If the
dyes or other mate-
rials cannot be so
obtained, the names of dealers will be recommended upon
inquiry to the Schools.

Fic. 6

8. Brushes.—For doing stenciling, special kinds of brushes
arc required in which the hairs are stiff and the handles fairly
stout, because the color is ‘“pounced” onto the stencil and
through the openings, rather than painted on in strokes, as is
usually done in regular oil painting. In Fig. 7 are shown
stencil brushes of various sizes and kinds. The heavy ones of
various sizes and with short handles are used for the larger
masses and forms of the stencil pattern, while thinner ones
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with long handles, like that on the right in the illustration, are
used for painting in smaller details.

9. A Specimen Equipment of Materials.—It is con-
venient to have all the materials in compact form, casily acces-

]

I {\‘
I

sible, as in the box form shown in Fig. 8. In the open lid is

shown a wooden palette for mixing the oil colors. In the back

P1G. 7



10 STENCIL AND BLOCK-PRINT DESIGNING §13

portion of the box, on the left, are shown fourteen tubes of
oil colors containing such pigments as vermilion, red, brown-
pink, burnt sienna, yellow lake, orange chrome, chrome yellow,
dark green, sap green, cobalt blue, Prussian blue, Egyptian
brown, and jet black. This is a very complete equipment
of colors; a much more limited range is quite sufficient for the
beginner, but the colors shown and listed will all be required

FiG. 8

when the stencil worker gets into high-grade practical work.
In the small compartment on the right at the rear, the large
tube on the left contains white, a body color much needed for
mixture and blending with other colors, and the other large
tube contains the stencil medium previously referred to. The
compartments in the front of the box contain stencil brushes
of various sizes, palette knife, and thumbtacks. Equipments
of this kind, some less elaborate and others more complete, can
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be obtained through any local dealer in paints, wallpapers,
etc., or from wholesale dealers in paints, varnishes, etc., whose
advertisements can be seen in current magazines or architec-
tural and building journals. These equipments are very
moderate in price, and each person engaging in stencil work
should provide himself with one that is suited to his needs.

STENCILING ON FABRICS

10. Suitable Fabrics and Surfaces for Stenciling.
Satisfactory stencil work can be done on any kind of fabric
or surface, from the very open-weave and absorbent surface of
cheese cloth, scrim, or spiderweb material to the hard, smooth,
unyielding surface of plaster, wood, or marble. However, the
medium employed must be adapted to the material to be used.
For instance, thick oil colors would be very unsuitable for cheese
cloth or serim, but would do very well for heavy materials or
the hard surface of walls; and dyes would not be suitable at all
for wall stenciling, but are just the thing for thin delicate
materials, if properly treated.

It is assumed that the student understands sufficiently well
the natures of the various materials to know what materials
are best suited to certain uses. But different materials take
certain classes of pigments with different degrees of success.
Cheese cloth, scrim, cotton, madras, etc. make very suitable
draperies for doors and windows, and if care is exercised in
the stenciling give excellent results. For such delicate fabrics,
and also for mull, China silk, chiffon, etc., the best results are
secured by using a little gum arabic dissolved in the dye, which
is then applied to the material while it is tightly stretched over
a white blotter.

Very suitable materials for draperies, table covers, etc., are
crash, at about 20 or 30 cents per yard, and so-called “monks’
cloth,” which is three or four times as expensive but which gives
excellent results when stenciled. Dyes may be used on these
materials, but a greater variety can be secured with oil colors.

For special purposes, such as table covers, mats, etc., leather,
silk, etc. may sometimes be employed. The effects of colors
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and dyes on these materials, however, are very uncertain and
it is best to make tests first to find how the colors work. This
recommendation applies also to all classes of materials.

11. Preparing the Fabric for Stenciling.—When a
fabric is to be stenciled, the material must be laid out in a
certain way to secure good results. A flat table top, large
drawing board, or whatever is used, should first be covered
with large white blotters, or at least with sheets of absorbent
paper, such as several layers of newspapers. Then the fabric
should be laid smoothly over these blotters. If the material
is quite heavy, such as crash or monks’ cloth, it will stay in
position without special adjustment; but if thin, such as scrim,
China silk, etc., the material should be tightly stretched and
fastened with thumbtacks at the edges.

If the design is to consist of a border that is a running repeat,
or of an all-over repeating pattern, its general placing must be
measured off and blocked out on the fabric, the center lines
and repeat lines being established and indicated with guide
lines of charcoal, if on light-colored material, and of tailors’
chalk, if on dark colored material. It is only by first marking
these guide lines that the stencil can be placed at the proper
positions.

"

12. Stenciling With Brush and Pigment.—If the
design is to be stenciled on the fabric with oil colors, the desired
colors should first be squeezed out in little piles on a glass slab
or on the wooden palette. If a simple color scheme is being
carried out, only a few colors will be needed; this matter, how-
ever, must be left to the judgment of the individual worker.
If the material to be stenciled is light in color, the oil colors
squeczed out must be thinned somewhat with turpentine or
with the special stencil medium; but if the material is darker
in color than the pigment that is to be applied, then the oil
color must be mixed with Chinese white or stencil white,
pigment to give it body, so that it will show distinctly on the
dark background.

It must be remembered that ordinary oil paint will not do
for the absorbent surface of the ordinary fabrics, for the oil
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in the pigment will cause it to run beyond the desired edges and
thus blur the outlines. The specially prepared stencil colors
must be employed and then mixed with the stencil medium
(which contains gum). The idea is that the oil must first be
evaporated from the ordinary oil paint and the resulting pigment
then be properly moistened and mixed with the stencil medium,
or gum size.

A mixture of 1 pint of turpentine, 1 ounce of acetic acid, and
1 ounce of oil of wintergreen makes a good preparation to use
with oil paint. Thus the paint can be made fairly thin and
not merely painted on the surface, but scrubbed in with the
brush, with the result that the color will be solid and pure but
the fabric will not be unduly stiffened.

As shown in Fig. 7, stencil brushes are short and round, with
stiff bristles. It is well to have one for each color used in the
design, so that there will be no delay, confusion, or mistakes.
Dip the brush into the color so as to get the bristles well charged
with the pigment. This thin color will have been mixed in a
china cup or dish, quite thin, and the surplus color can be wiped
off on the edge of the cup. Then test strokes should be made
on a piece of paper or a scrap of linen, etc., to see whether the
color is thick enough and of the proper hue. Such preliminary
stroke trials, as well as trials with the stencil itself, should be
made before work on the final fabric is begun. One method
of testing for the proper amount of color in the brush is to draw
the brush across the palm of the hand; then, if a mark of color
results, more surplus color should be removed from the brush
by means of an absorbent rag.

Having determined the proper thickness and amount of oil
color, place the stencil in the propar position, holding it down
with the left hand, and fasten loose portions down with pins
driven in vertically; then grasp the brush so that it is vertical,
holding it close to the bristles. Now work the color well into
the fabric that shows through the stencil holes by rubbing the
brush back and forth or with a circular motion. The idea is
to scrub the color in by rubbing, and not to paint it on in
strokes as one would paint on paper or canvas. It is important
that all edges of the stencil openings, especially parts of a finely
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detailed pattern, should be kept in close contact with the
fabric by means of pins driven in vertically wherever needed, as
previously described. The purpose is to keep the color from
running or soaking under the edges of the stencil and thus
spoiling the sharpness of the pattern. If the stencil has been
well coated on both sides with wax or shellac, such seeping of
color is not so liable to happen; but the edges should always be
secured with pins.

Little diamond-shaped holes should be cut on the vertical and
horizontal limiting lines of the stencil design, so that, when one

F1G. 9

section has been painted and the stencil is to be lifted and placed
in its next position, these holes may be made to register on the
vertical and horizontal guide lines previously marked in char-
coal or chalk on the fabric. If the design is to be in only one
solid color on a toned background, or if several colors have
been painted through the one stencil, the pins may be pulled
out and the stencil may now be carefully lifted from the fabric,
the bottom wiped free of any color that may have run under
the edges, and it can then be placed in its new position. How-
ever, if the stencil is to produce a multicolor design by means of
separate stencils these may now be put in place and stenciled.
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Fig. 9 shows in a graphic manner just how the brush is
held, how the stencil is kept in place, and the general method
of working when doing the stenciling.

The foregoing methods are followed also when stenciling
with dyes. These dyes come already prepared in bottles or
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jars, and can be used direct in that form, or mixed if directions
to that effect require it.

13. Stenciling With Atomizer and Dyes.—Another
method of stenciling with dyes, other than that of applying
them with a brush, is to blow the dye onto the stencil, and thus
through the holes onto the i.bric, by means of an atomizer.
An ordinary blowpipe atomizer such as is used for spraying
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fixatif onto a charcoal drawing may be used for the purpose,
but of course should be used carefully and cleaned often. The
safest method is to use an atomizer consisting of a glass jar or
bottle and rubber tube and bulb, such as is used for spraying
medicinal solutions, and that can be obtained in any drug store.

The glass jar or bottle is filled about half or two-thirds full
with the dye, which is then sprayed in the usual way onto the
stencil laid horizontally on the material, as shown in Fig. 10.
A strong advantage of this method is that colors may be graded
from light to dark, or the different colors may be blended.

If it is desired to have the design in dark colors on a light
background, the stencil is cut and placed on the fabric and the
dye is blown onto the stencil and through the holes onto the
fabric. Of course, trials or tests should first be made on sepa-
rate sheets of paper or on pieces of muslin, crash, etc., to see
how the dye works and how the colors look on the material.

But, frequently, a more effective stenciled design will result
if the design can be made in a light pattern on a dark back-
ground. The method by which this can be accomplished with
dyes is as follows: The cut stencil is laid upon the fabric as
before, and then a thin layer of library paste or flour paste is
painted over the open spaces and thus onto the fabric. If salt
is added to the flour when the flour paste is cooked, the best
results are secured. After covering all the spaces in the cut
stencil with the paste, the stencil is then lifted; and there will
then appear on the fabric a pattern consisting of a thin film of
paste. This paste acts as a resist, and is so called because it
resists the dye and prevents any sprayed-on color from touching
the fabric where the paste-film design coversit. The dye of the
desired color is then sprayed over the fabric, on which is the
pattern, in a flat tone, and the paste prevents the dye from
touching the fabric where it is laid. Then the fabric is made
wet with cold water and the paste is easily scraped or washed
off, the result being that a light design is shown on a dark
background.

A convenient plan is to have a number of glass atomizer
cups, one for each color, and when it is desired to change from
one color to another it is only necessary to remove the metal
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and rubber attachment from the top of one glass cup and fit
it onto the cup containing the desired color and spray that
color in the usual manner.

14. If there are to be several colors in the scheme, there
must be a separate stencil for each color used. In making
these several cut stencils there must be a preliminary drawing,
then a tracing, and then the several stencils traced off from
their respective portions of the original drawing. The full
tracing and the two, three, or four sheets of stencil board are
laid flat upon one another, and diamond-shaped guide holes
are cut at the four corners, as previously described. These
guide holes are cut right through the tracing and the sheets of
stencil board, and can then be made to fit over one another
as the tracings from the original design are successively made
on the stencil sheets. By keeping the holes properly registered
the stencils applying the different colors can be made to coin-
cide exactly and thus produce the desired color scheme.

In Figs. 11, 12, 13, and 14 are shown the separate cut stencils
that are necessary to produce a stencil print in several colors.
Fig. 11 represents a section of a border on a circular table cover,
this border being composed of brown stems, blue ribbons,
green leaves, purple grapes, and orange-colored fruit. Figs. 12,
13, and 14 represent the cut stencils used to produce the various
colors, the white open parts in each stencil being the cut-out
portions through which the painting is done. With Fig. 12
the green leaves are stenciled; with Fig. 13, the brown stems, the
blue ribbons, and the purple grapes; and with Fig. 14, the orange-
colored fruit. At the guide-line intersections in each stencil the
diamond-shaped slots are made, and if these arc always made
to come at the proper place on the guide lines on the fabric,
the stencils for the various colors will always register.

15. Stenciling With Acids.—The method, already
described, of stenciling a pattern so that the design shows light on
a dark background requires that the background of the small
portion covered by the design must be darkened, and the pattern
itself comes out no lighter than the body color of the fabric.
More artistic results are securcd, by stenciling with acids.
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The process of stenciling fabrics with acids is not a difficult
one. The fluid or mixturc that is used consists of 1 ounce
of tartaric acid, 40 grains of gum, and 1 ounce of water. This
may be secured at any drug store for 15 or 20 cents, and may
be mixed by the druggist or by the designer doing the work.
The stencil and the fabric, with blotting paper under it, are
laid in place as before. The liquid, which is colorless, resem-
bling water, may be applied to the stencil openings with the
brush, as before described, care being taken that there is not
too much fluid on the brush, so that it will not run under the
edges of the stencil. When the stencil is lifted there will be
no apparent difference in color at first; the fabric will appear
as before except that where the pattern was stenciled it will
look damp or wet. The fabric should then be hung up to dry.

After it is dry, the stenciled fabric should be placed in
a basin or tub containing a bleaching solution. A suitable
mixture for such a solution is 1 gallon of water in which there
has been dissolved 1 pound of chloride of lime, which should
not cost more than 15 or 20 cents per pound. The fabric needs
to be immersed only a few minutes in the solution; and when
lifted out the parts that were stenciled with the acid solution
will be found to have been bleached out to a paler hue of the
body color of the fabric. The longer the fabric is left in the
solution the paler become the blcached portions. Just how
much bleaching is done, that is, just how long the fabric is
to be left in the solution, must be determined by the personal
taste of the designer. Upon these varying degrees of bleaching
depend the artistic results that can be sccured.

While such a bleaching solution will not hurt one's hands,
the fabric may be handled with two short wooden sticks if
desired.

After removing the fabric from the bleaching solution, it
should be dipped in a bath of soap and water. If then boiled
the design will be more distinct. After the treated fabric is
thoroughly dry it should be pressed, on the back, with a warm
iron.

By experiments with various kinds and colors of fabrics
some surprising and beautiful cffects can be obtained. If the
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above process were tried on a piece of rough silk of a yellow-
green color, it would be found that the design would come
out in a rich cream color, and the body color of the silk itself
(the background) would become of a coppery hue. A dark
brown tapestry cloth, of a rough weave, brought out the acid-
stenciled pattern in a light écru on a coppery-brown back-
ground. On a green denim so stenciled, the design became a
cream color and the body of the fabric a blue-green. Many
other instances could be described; but the results that can be
secured with different materials and different amounts of blcach-
ing can best be discovered by actually making the experiments.

16. Stenciling in the Japanese Method.—The most
artistic stencil work is that done by the Japanese. In fact it is
thought by some that the Japancse were the originators of the
stencil form of decoration in its best effects, although the
stencil can be traced back to Grecce, Rome, and even to Egypt.

The characteristic of the Japanese stencil work is the absence
of crude stiff forms connected by awkward and glaring ties, or
bridges, the designs being of the non-repeat varicty, mostly
conventionally pictorial. Cherry blossom designs; trees with
filmy foliage, with a large moon showing through; fish and
wave effects with airy bubbles floating about; these and similar
schemes can all be arranged for stencil-work decoration.

The secret by which such filmy effects can be secured is that
the stencil is drawn with all the freedom desired and cut in
the usual manner, the connecting tics and bridges being allowed
to remain so as to hold the paper stencil together. Then the
stencil is laid face upward, and over its face is lightly pasted
some light-weight mosquito netting, or similar open-weave
fabric. (The Japanese used thin silk.) The ties, or bridges,
may then be cut away. This open-weave fabric then holds
the parts of the cut stencil in place without any ties, or bridges,
being necessary. The stencil with its pasted-on netting may
then be laid on the fabric, and the stenciling done as before
described, using oil paints or dyes, and applying them with
brushes or atomizer as desired. The paint or dye will not be
blocked or marred by the meshes of the netting, but will soak
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through or around the strands of the meshes and make a flat
solid tone wherever there are cut-out portions on the stencil
board.

17. Stenciling Combined With Embroidery.—Stencil-
ing on fabrics to be used for various purposes, such as curtains,
table covers, pillow tops, etc., is sometimes accented and given
an added richness and charm by combining with it embroidery
of various kinds. While it is not the purpose here to give a
training in embroidery, those who are already skilled in doing
embroidery work can produce artistic results by usmg embroi-
dery combined with stenciling.

For instance, a stenciled design in broad bold tones or colors
may first be made to decorate the fabric, and then, either in
outline or in appliqué, embroidery may be added to the forms
in the design. For instance, a design for a certain purpose,
such as a table cover, may be stenciled on white silk, repre-
senting a pine-cone motif, the leaves being green and the cones
in rich brown. Both the brown and grecn may be stenciled,
and then the brown parts of the pine cones may be emphasized
by embroidering them in rich brown embroidery silk. This
gives a contrast and snap to the color scheme that would be
otherwise impossible. Another cxample would be a brown
linen stenciled in a conventional oriental scheme of greens and
blues, both the green and blue being outlined and emphasized
by embroidery stitches.

In a treatise such as this only the gencral directions for doing
such work can be given. It is only by making experiments
with various kinds of stenciled patterns and then touching
them up with the proper kinds of embroidery stitches that
various effects can be secured.

STENCILING ON WOOD AND OTHER MATERIALS

18. Character of Stencils, Pigments, Dyes, Etc. for
Wood.—Stencil decoration may be applied to many other
materials in addition to woven fabrics. Aside from stenciling
on walls, which will be discussed separately, this system of
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decoration may be used for articles made of wood, leather,
metal, etc.

The cut stencil itself, the pigments, brushes, etc., and the
method of applying the pigment to form the pattern, differ in
no way from the materials and processes employed in stenciling
on woven fabrics. Judgment must be used, of course, in decid-
ing what kind of oil pigment or dye is best to use for woods of
various kinds, for leather, for metal, etc. For wood, almost
any of the pigments or dyes previously discussed may be used;
oil paints thinned with turpentine, dyes, water colors, etc., may
all be used successfully, depending on the hardness or softness
of the wood grain. On leather, the best effects are gotten by
the use of dyes, for they will least interfere with the texture or
grain of the leather. In the case of stenciling on metal, water
colors and dyes are useless, and specially prepared oil paints,
with a considerable amount of size and dryer in them, applied
thick, must be used to get the proper results.

19. Wood, Leather, Metal, and Other Articles for
Stenciling.—The decorative process of wood-burning, or
pyrography, has been used for so many years that one can
obtain in art stores, department stores, stationery stores, etc.
useful articles made of wood in the natural finish, ready for
pyrography decoration. These articles are sometimes stamped
with patterns, usually poorly designed, and all that is nccessary
is to remove this stamping by sandpapering, after which the
surface is ready for decorating with stenciled designs. Among
the articles suitable for such decorative work are scrving trays,
book ends, picture frames, glove boxes, jewel cases, clocks, etc.
If such articles are not sold by local stores, lists and catalogs
may be obtained from dealers in the larger cities; or in many
cases a person interested may be sufficiently skilled with the
saw, hammer, glue pot, and sandpaper to make such simple
articles himself.

The uses of leather, for articles to be stenciled, are manifold;
table covers, table mats, book covers, etc., made of light colored
ooze leather or even of heavier leather, can be stenciled very
effectively with dyes.
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In metal, brass or copper may be employed for cigar trays,
desk sets, plaques, etc., in which to get artistic results, oil
pigments or enamel paint stenciling may be combined with the
tooling of these matcrials, which will be discussed separately.

STENCILING DECORATIONS ON WALLS

20. Ilome Stencil-Decoration of Walls.—The stencil
method of decoration gives the home lover or housewife the
opportunity of having individual and distinctive decoration
in the home. There arc many people of discernment whose
purses will not allow them to purchase wallpapers beyond the
grade of such papers as are quite gaudy, covered by highly
colored all-over patterns. They prefer simple schemes of
wall decoration rclieved by touches of decorative motifs at
ceiling line, door and window trim, bascboards, etc.; but to
sccure this effect by using specially designed wallpapers, or
by having a professional painter or decorator do the work, is
usually beyond the purse of the average home owner or house-
wife. Here the stencil form of decoration comes in and offers
a solution.

21. Stencils and Other Materials, and Methods of
Working.—Perhaps the simplest plan is to begin by covering
the walls and ceiling with flat washes of distemper color. This
material can be obtained in powdered form by the pound from
any paint or wallpaper store, and when mixed with watecr,
according to directions that accompany the powdered colors, can
be applied easily with a wide brush. Perhaps one of the male
members of the houschold, or a painter friend, will coat the
walls and ceilings with oil colors of the desired tints. Whether
the walls have becn covered with water colors (distemper) or
oil colors, they can be readily stenciled upon in the appropriate
medium. Still another way to get the solid-color background
desired is to have the paper hanger cover the walls with a
solid-tone ingrain, oatmeal, cartridge, or grasscloth paper, in
brown, green, buff, écru, or whatever color is desired; and this
can then be stenciled on.
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The stencils for doing this work are made on the same prin-
ciple as stencils for fabrics, except that it is advisable to use
paper or cardboard of somewhat heavier quality than that used
for fabrics, because the sheets of stencil paper or board will
sometimes be quite large. The stencil should be coated with
wax or shellac, as before described, unless cut from a specially
prepared stencil board. Usually the designs may be stenciled
in distemper color, unless the body of the wall has been painted
in oil colors.

22. Preliminary Sketch Design.—Before the stencil
designs can be applied to the walls there should be a complete
layout in the form of a more or less detailed sketch design to
show how the decorative work will look. This sketch design
may be a perspective sketch showing the completed interior, or
may show simply flat elevations of walls to indicate where the
stenciling is to be placed, how large it is to be, what the color
scheme is to be, etc.

The designing of such a plan, and of the stencil itself, will be
taken up when Designing is discussed.

23. Professional Stencil Decoration of Walls.—Pro-
fessional stencil decoration in no wise differs in principle from
other stencil decoration. Such work is done by decorators when
frescoing and decorating churches, bank buildings, theaters, and
even private residences. Such decorative work with stencils
must of course be made on a much larger scale than the work
previously discussed, because the wall surfaces to be covered
are much larger and at a greater distance from the spectator
than in the case of fabric stenciling or home stencil decoration.
The stencil board is usually a heavy tough paper or board, or
even tar paper, ormetal. These stencils must be heavy, for they
are given very rough usage, and require to be used many times
in duplicating a pattern around the walls of a large auditorium.

The designer who associates himself with professional deco-
rators doing such work for churches, theaters, etc., will find that
the customs and little professional tricks of the trade differ
with each decorator or firm of decorators; and he must be ready
to adapt himself to these individual practices.
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His value as a worker in stencil decoration whether it be
for fabric stenciling, home wall decoration, or professional wall
decoration, will be governed largely by his ability to design
satisfactorily decorative schemes and to make the individual
cut stencils to carry them out, rather than by his ability to do
the actual painting on the walls, although the two must go
together. The important matter of designing for decorative
work with stencils will now be considered.

DESIGNING STENCILS

PLANNING THE DESIGN

24. Consideration of Purpose for Which Stencil Is
to be Used.—In designing for stencil decoration one does not
simply design ‘“‘a stencil,” either in motif or complete repeat, and
then expect it to fit in anywhere and upon any fabric or object.
He must first of all consider the particular fabric or object
upon which the stencil decoration is to be placed. It is evident
that a fincly dctailed, graceful stencil pattern suitable for the
border of a scrim window curtain would not be suitable at all
for the fresco decoration of a church wall, where the decoration
would be seen at a great distance. Likewise, the bold stencil
pattern suitable for the wall decoration of a bank or public
building would be wholly unsuitable for a table cover, sofa-
pillow top, etc.

25. Consideration of Medium and Method of Paint-
ing.—There must also be considered whether the stencil is
to be painted in oil colors with a stencil brush, whether it is to
be blown on by dyes from an atomizer, whether it is to be done
in the Japanese method, or perhaps by some other system of
stenciling.

If the stencil decoration is to be placed on a fabric of a coarse
wcave by means of oil pigments and stencil brushes, the pattern
must be bold, the forms simple, and the ties, or bridges, good and
strong. A delicate stencil consisting of intricate forms would
not stand the wear and tear of repeated usage on rough goads.
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In Fig. 15 is reproduced on a small scale a stencil that was
18 inches in diameter and of bold masses suitable for a rough
fabric. Even though the reproduction is greatly reduced from
the original, the boldness of treatment is evident.

If, however, the stencil is being made by means of dyes and
an atomizer, great delicacy of form may be allowed in the
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design, although this delicacy should not be carried to such
excess as to be inappropriate for stencil work.

In Fig. 16 is shown a stencil pattern of a more elaborate and
delicate character, such as could very well be used on a delicate
fabric by means of blowing it on with dyes and an atomizer.

26. Consideration of Necessity for Ties, or Bridges.
The designer of a stencil pattern must always bear in mind that
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the solid portions of the stencil board, that is, those portions
remaining uncut and surrounding the open spaces, must be
connected by ties, or bridges.

The best plan is first to make the design for the required
space without feeling any restrictions, just as if one were going
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to paint the design onto water color paper with all the freedom
that brushes and pigments will permit. When the design is
completed in that shape, it can then be translated into sections
or spaces representing the parts that are to be cut out, and the
breaks and tics, or bridges, can then be put in at the proper
spaces. Considerable skill is required in planning these breaks
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and ties, which comes only with experience. However, there
is a wrong or awkward way of doing this and there is a right way.

In Fig. 17, for instance, an example of the wrong or awkward
way, the breaks and the ties as shown are mechanically satis-
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factory, that is, they would keep the various portions of the
stencil from falling apart while it is being used; but they are
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crude and awkward, there being no reason why they should cut
the graceful stem and leaf forms so sharply at an angle. In
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Fig. 18, an example of the right way, this defect has been
corrected; and, while the breaks and ties would be just as
effective in preserving the unity of the stencil, the graceful
manner in which they have been made to follow and blend in
with the general directions of the leading lines of the design
causes them to appear as component parts of the design rather
than something that interferes with it.

This principle of breaks and ties should be studied carefully,
as it is an important consideration in making a design and
drawing for a stencil.

SOURCES OF IDEAS FOR DESIGNS

27. Necessity for Original Designs for Stencil Work.
There is a wide difference between artistic stenciling designed
and executed by the well-trained designer, and the child’s-play
stenciling that results when one secures stencil patterns put
out by paint manufacturers and other commercial concerns and
tries to do stencil decoration with them. It is well known that
the stiff and inartistic patterns of ‘“Noah’s Ark” trees, block
forms, etc., furnished to the undiscriminating by some cut-
stencil supply houses, are in large measure responsible for some
of the atrocities that are perpetrated as “art stencils.”” The
effect of these commercial patterns is not only to discourage
individual and original design on the part of the beginner in
stencil decoration, but also to lower the artistic standard of any
original patterns or motifs he may attempt to design. He at
once feels that there are certain limitations of design, of material,
and of color, beyond which he dare not go. The result, too
often, is that he produces table covers, pillow tops, and por-
tieres of heavy, rough, inappropriate gray crash or monks’
cloth, decorated with block-like forms or impossible floral
growths in cold blues or muddy, opaque greens, and appears to
be satisfied with these creations. Far too rarely is the attempt
made to use the subtle surfaces and textures of silk, of velvet,
or even of leather, and to grade and blend the colors in har-
monious schemes. Stencil work of this latter kind is perfectly
practicable, and just as easy of execution as the very crude and
childish efforts produced by stock stencils.
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The harmful effect
of these machine-
made stencil patterns
is far reaching, and
the plea is therefore
made for originality
in designing the sten-
cil pattern, instead of
blindly accepting
what some dealer may
force uponus. When
it comes to home
decoration, whether
for the walls or for the
furnishings, we can
get no better inspira-
tion than that fur-
nished by arbitrary
forms, by plant forms,
and by historic styles.

28. Designs
From Arbitrary
Motifs.—In the Sec-
tions on Design Mo-
tifs, Design Composi-
tion,and Space Filling,
the methods of devis-
ing and using arbi-
trary motifs, such as
triangles, squares,
diamonds, circles,
etc.,, were fully ex-
plained. To translate
such decorative mo-
tifs, in line or mass,
into stencil forms is
very simple.
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In Fig. 19 is shown
a collection of some
of these arbitrary
motifs, drawn in out-
line, while in Fig. 20
is shown a collection
of stencils made from
the same forms. A
careful comparative
inspection will reveal
that the transposing
into stencil form of
each arbitrary motif
does not require a
grcat deal of work.
Of course, the proper
placing of ties has to
be looked after; out-
lined shapes have to
be made into masses;
thin lines must be
transposed into heavy
strokes broken by ties,
etc. Otherwise, little
redrawing is required.

29, Designs
From Plant-Form
Motirs.—The prepa-
ration of decorative
motifs evolved from
plant forms and other
natural growths has
been discussed in a
previous Section.
When reducing these
to forms suitable for
stenciling it must be
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remembered that they must be used as masses rather than
lines, and the transpositions must be carcfully planned.

In Fig. 21 are shown a number of typical conventionalized
plant-form motifs; while in Fig. 22 these same motifs have
been transposed into stencil forms composed of black masses
separated by ties. A careful comparative study of the two sets
of motifs will reveal just how the transpositions into masscs
have been made. Such transpositions are not easy to make;
they require considerable thought and skill in drawing; and
one desiring to make original stencils will find it greatly to his
advantage to select some other conventionalized plant-form
motifs and practice making stencil forms therefrom.

30. Designs From Historic Motifs.—To avoid a quite
common modern tendency to use meaningless twisted and con-
torted forms for stencil work, it is well to consider what has
already been done by peoples of the past, and to select our deco-
rative motifs from historic and period styles. In speaking of a
historic style, as has already been pointed out, there is meant
that style of decoration that was characteristic of a nation or
people during the entire length of its existence; thus, the Egyp-
tian style or the Greek style is spoken of. By the term period
style there is meant that style of decoration that was dependent
upon the characteristics of the particular periods of a certain
historic style; thus, there is the Louis XIV period of the French
Renaissance style, and the Elizabethan period of the English
Renaissance style. The styles and periods are, of course, not
sharply divided like sections on a map, but blend into one
another like the hues of a water-color painting. There are
always transitional periods, and usually each period is strongly
influenced by the one that went before.

The characteristics of historic and period styles have been
quite fully treated in preceding Sections, and further details
can be obtained by visiting historical museums. But it will be
convenient for the stencil decorator to have, in concrete form,
illustrations of the typical decorative motifs in each of the
styles and periods of the past. In Figs. 23, 24, 25, and 26 are
shown illustrations of these typical motifs, and the stencil forms
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made from these motifs, from the time of the old Egyptian
decorators up to the present day. They are indicated with
sufficient clearness for any one to select what motif may be
wanted for a particular position or purpose, and to enlarge and
reduplicate this motif into an all-over pattern or running band
ornament, as will be described later.

31. Converting a Historic Motif Into a Stencil
Pattern.—To convert any historic motif into a pattern that
will make a successful working stencil will not be particularly
difficult if practice has been secured in making stencils from
arbitrary motifs and plant-form motifs.

The stencil forms in Figs. 24 and 26 show in graphic form, and
more clearly than can be rcvealed by words, just how each
historic motif shown in Figs. 23 and 25 is converted into a
pattern for a cut stencil.

These historic motifs and their corresponding stencil forms
are shown on a rather small scale in the illustrations, and to be
usable in a practical way they must be enlarged
to the desired size. The method by which this
is done is as follows: Take, for example, the
first stencil form in Fig. 26, the Gothic all-over
pattern. To enlarge this to serve as a stencil
for an all-over repeating pattern on the interior
walls of a church auditorium, for example, one
must first determine the size to which it is to
be enlarged. A suitable size for one of the repeats in this
casc would bc about 8 inches square. The small figure at
the top left corner of Fig. 26 should then be crossed by hori-
zontal lines and vertical lines so as to divide it into six squares
in height and six squares in width. One of the repeats; that
is, the portion covered by one complete ‘‘kite” formation and
its contents—as can readily be seen—will include only four
squares in height by four squares in width, and it is only this
one repeat that needs to be enlarged, as shown by the portion
ruled with cross lines, shown in Fig. 27. Since the repeat is
to be enlarged to 8 inches square, an 8-inch square should be
laid out as shown on reduced scale in Fig. 28 and divided, by
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horizontal lines and vertical lines, into four squares high and
four squares wide, as shown. The details of the decorative
forms for the stencil can then be drawn in freehand in the same
relation to the cross lines as the decorative fcatures on the
small-scale figure bear to the cross lines there.

For those interested in doing such ‘“‘converting” for them-
selves, the first thing to consider is that outlined patterns must
frequently be reduced to mass or silhouette patterns, as shown
in the case of the panels of Italian Renaissance ornament in
the illustration. In such a case the original design in lines
should be enlarged
as above described,
and then, with char-
coal or soft pencil,
the masses may be
blocked in. The
rest of the operation
becomes simply a
matter of proper
stencil cutting and
of leaving generous
allowances for strong
tics.

32. Suitability
of Historic Styles
to Certain Rooms.
Any one with a Fic. 28
knowledge of the historic motifs can convert them into stencil
patterns and decorate any or all of the rooms of his own
house in a style that is historically correct. The reading
of standard works on period decoration is helpful, it is true,
but these works unfortunately overwhelm the reader with
their richness of detail, and give the impression that period
decoration is only for those with large means, and that those
in modest homes might as well give up the ambition to have
certain rooms decorated as they want them, unless they have
plenty of money to spend. But thc abandonment of such
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desires is not necessary. If, for example, it is desired to have
the walls of a library or den decorated to conform to Crafts-
man or Mission furniture already bought for these rooms, this
can be done by selecting L'Art Nouveau, or Gothic stencil
motifs therefor, and then with the proper solid-color ingrain wall-
paper or wall tinting as a background, the frieze, all-over
pattern, or paneling, as may suit best, may be applied. And
such decoration—inexpensive and comparatively easy to supply
—will furnish the designer and owner with satisfaction because
it suits him.

The earlier historic styles—the Egyptian, the Roman, the
Pompeian, the Byzantine, the Romanesque, and the Saracenic
—furnished inspiration for the Gothic, the Renaissance, and
even the Modern styles; but these earlier styles can hardly be
transplanted bodily for home decoration. The styles partic-
ularly adapted for modern life may be said to be those prevailing
in Italy since 1500, in France since Louis XIV, and in England
since the Italian influence in that country. General suggestions,
therefore, as to styles appropriate for decorating in stencils
various rooms in the house may be offered as follows:

Hallway, Reception Room, Parlor—(a) The American
Colonial style of the Elizabethan period of the English Renais-
sance. (b) The Louis XIV or Louis X VI periods of the French
Renaissance.

Dining Room.—(a) English Gothic. (b) Jacobean period of
the English Renaissance. (¢) Craftsman or L’Art Nouvecau
styles of the Modern.

Library.—(a) Craftsman or L’Art Nouvcau styles of the
Modern. (b) English Gothic. (¢) Adaptation of the Greek.

Living Room.—(a) Modernized arrangement of French
Renaissance motifs. (b) Frece use of L'Art Nouveau motifs
of Modern.

Sleeping Room.—(a) Francis I or Louis XIV periods of the
French Renaissance. (b) American Colonial style of Eliza-
bethan period of the English Renaissance. (¢) Modernized
arrangement of Greek or Pompeian.

Bathroom.—(a) Motifs from the Greek. (b) Motifs from the
French Renaissance.
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There should be a conformity of the wall decoration to the
architectural style of the house. Thus, if the house be built
on classic lines, that is, Greek, or with Colonial suggestions, the
hallway would be appropriately decorated in the American
Colonial style, although this need not be considered a bind-
ing rule.

DRAWING THE DESIGN

33. Making the Scaled Sketch Design in Colors.
To secure the best results when designing stencil work, it is
well for the designer to make a small sketch, preferably scaled,
in colors, so as to give himself (or perhaps the person for whom
the article is being stenciled) an idea as to how the finished
stencil decoration is to look. If, for instance, a table cover is
to be stenciled with some carefully designed decoration, a little
perspective sketch may be made, showing the table with the
decorated cover on it, and the lamp, books, bric-a-brac, etc., in
their proper places, the sketch having the proper colors sug-
gested. If found necessary, another sketch may be made, also
in colors, showing the design “‘on the flat,” exactly as it would
look when completely stenciled, except very much smaller
than the table cover itself.

It is evident that, to make such a preliminary sketch in color,
the designer must have a clear idea of exactly what kind of a
design he wants to use. If he wants to stencil a rectangular
table cover he should arrange to have the ends that hang over
the table contain most of the decoration, in a band, or border,
with perhaps a narrow strip border along each long side. If
the table cover is square, the entire four sides may contain a
continuous running border with the corners of the field empha-
sized by additional ornament. If the square cover is to be used
on a round table so that the corners of the cover hang down, then
the corners are usually decorated.

If it is a sofa pillow that is to be decorated with stencil, the
same general principles apply as in the case of table covers,
with the addition that a central spot of ornament is often used.

In the case of window or door draperies, the stenciled design
is usually run, in the form of a border, down the inside edges of
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the two curtains, and along the bottom, the bottom border
usually being heavier than the side border.

For decorations of walls, the small border around wainscoting
and wood trim, and the wide border at the top of the side wall,
are generally used, although all-over patterns of spots and
other decorative motifs are suitable.

The small perspective sketch itself may be made on drawing
paper or on water color paper in pencil, pen-and-ink, or with
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water colors. Such a preliminary sketch, made in a broad
pencil treatment, is shown in Fig. 29, which shows the appear-
ance of the finished stenciled cover when placed on the table in
use. In Fig. 30 is shown the flat drawing showing how the
decoration is to be arranged within the available space on the
cover. Such a drawing is not intended to be a finished draw-
ing, but simply a layout, or a blocking out of the proposed
table cover. The margin lines, or limits of the goods, are
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laid out, to scale, the size that the cover is to be, then the
lines of the border are drawn in all around. Then horizontal
and vertical center lines divide the design into four corners.
The proposed treatment is roughly sketched in around most
of the margin, and one-fourth is finished in detailed drawing,
as shown.

34. Making the Full-Size Drawing.—Let it be assumed
that the sketch of the table cover as designed in Fig. 30 is
satisfactory, and is to be laid out full size. This size must of
course be influenced by the size of the table for which the cover
is made. If the cover is to be a table runner, it should be nar-
rower than the smaller width of the table, a considerable arca
of the table top being allowed to show on each side of the cover
asit crosses the table transversely. The length of the cover
should be such as to allow it to hang over the sides of
the table so as to come down about one-third to one-half the
distance to the floor. Let it be assumed that the size of
the cover is 30 inches long by 14 inches wide; this size should
then be laid out and the general design should be sketched in
roughly with charcoal or soft lcad pencil on a sheet of detail
paper (not necessarily stencil paper, for it will afterwards be
transferred to the stencil paper). The sketch, as shown in
Fig. 30, should be used as a guide. Then the details of the
ornament, such as that of a running border, should be platted
in accurately. In the case of the design in Fig. 30, only one-
fourth of it neced be drawn in carefully in the full-size outline
sketch; that is, one corner and the running decoration extending
halfway across one end and halfway up onc side as shown in
Fig. 31, which is a reduction of the full-size original drawing
on dctail paper. Next, calculation should be made as to the
exact number of repcats that will go accurately in the halves
of thz bottom border and the side border. When this is then
done all that need be drawn finally for the stencil board is the
corner ornament and several repcats of the running border.
These are shown in solid black on the reproduction of the original
drawing, Fig. 31, so that there can be readily scen just how much
cut-stencil work need be done.
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When the stenciling is done on the fabric, horizontal and
vertical guide lines are laid out in chalk on the fabric, corre-
sponding to the pencil guide lines on the original drawing.
Little diamond-shaped scctions are then cut out from the
stencil, at the intersections of these guide lines, to be after-
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wards placed at corresponding places on the chalk guide lines
on the fabric, thus sccuring proper register and correct repeats.

35. Tracing and Cutting the Stencil.—The portions
of the original drawing that are to be used for the stencil, that
is, those shown in solid black masses in Fig. 31, are then traced
off and transferred, by means of carbon paper, to the stencil
board; and the stencil is then cut as previously described.
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If the stencil is a simple one, it may be printed in two or
three colors without there being any necessity of cutting more
than the one stencil. However, when the forms are small and
intricote, and the pattern is to be stenciled in two or three
colors, it is well to cut a stencil for each color; for if it is
attempted to paint or blow all the colors through the same
stencil onto the fabric beneath, there is a tendency for the colors
to overlap, or run into one another, so as to interfere and make
a poor piece of work.

For example, to stencil such a design as shown in various
forms in Figs. 29, 30, and 31, where the stems are to be orange-
brown, the leaves and tendrils green,
and the grapes purple, two separate
cut stencils are advisable, as shown
(on a greatly reduced scale) in Figs. 32
and 33. The cut stencil shown in
Fig. 32 is used for painting the brown-
orange stems and tendrils and the

green leaves; for, if proper care is
" used, these separate details, in the
separate colors indicated, can be
painted from the same cut stencil
without the colors running. A sepa-
rate cut stencil, such as that shown
in Fig. 33, is required to paint the
purple grapes, since there will need to
be a blending of reds, blues, red- Fi. 33
purple, blue-purple, etc., in painting these grapes, in order to
express the proper variegated effect.

The cut stencil shown in Fig. 32 is the onc being used in
Figs. 9 and 10, where are shown the opcrations of stenciling
with brush and with atomizer.

36. Appearance of Completed Stencil-Print.—After
all the stenciling has been done, in the manner described, the
various repeats of the border having been accurately judged,
and guide lines laid out and stenciling done to conform to these
guide lines, the finished result will appear as shown in Fig. 34,
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which is a reproduction on a very small scale, the cover itself
being about 30 inches long by 14 inches wide.

Fig. 35, showing a small section of one corner of the com-
pletely stenciled fabric, is introduced to show the full size of the
stencil, and just how the details of a somewhat elaborate stencil
will appear. The white and black on the grapes represent
purple varying in values and hues; the dark value of the stems
represents orange-brown; and the somewhat lighter value on
the leaves represcnts green. The beginner, however, will not
want to attempt as his first work anything quite so elaborate
as this; but, rather, will start with a stencil such as those shown
in Figs. 3, 15, and 20.

BLOCK PRINTS AND PRINTING

MAKING AND USING PRINT BLOCKS

THE PRINT BLOCKS AND MATERIALS REQUIRED

37. The Principle of the Print Block.—In its final
result the effect of block printing is not unlike that of stenciling,
but the process is quite different. The printing or stamping
of the design or pattern is done by hand by means of wooden
blocks, upon which the design has been carved in raised relief.
The surface of the block is dipped into pigment or dye, and
then the block is pressed onto the desired place on the fabric.
The process is exactly the same, in principle, as that of printing
impressions from printers’ type onto a sheet of paper, except
that it is done by hand.

38. Designing and Cutting the Print Block.—When
once the design has been made, which will be discussed in detail
later, it is ready to trace and then transfer (by means of carbon
paper) to the surface of the wooden block.

The print block should be anywhere from 3 inch to 1} inches
thick, and made of wood having a close fine grain so that the
pigment used will not sink into the surface of the wood, but
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will remain on top as a suitable printing medium. Therefore,
an open-grain wood like pine is unsuitable. Oak, maple, bass-
wood, etc. are all excellent woods for print blocks. Boxwood
is perhaps the best of all, but hard to get sometimes. The
surface should be planed so as to be perfectly level.

When the design has been transferred to the surface, and has
been strengthened with pencil, it may be cut out with a sharp
pocket knife, or with carving tools. Some persons can accom-
plish marvelous results with a sharp pocket knife, but many
persons will find that a set of small carving tools will be an aid
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in producing satisfactory wood blocks. A set of six carving
tools consists of three chisels, one straight edged, one slant
edged, and one curved; and one straight gouge and two curved
ones. Such an outfit of carving tools can be procured from, or
through, one’s local hardware merchant, or from a supply
house specializing in tools for craftsmen, the names of which
concerns will be suggested upon request. A set of six tools
suitable for this work is shown in Fig. 36.

Before starting to carve the block it should be fastened
securely flat upon a table, so that both hands are free to do the
carving. This can be done by first fastening (with screws or
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brads) a cleat firmly upon the table, then pressing the wood
block tightly against it, and fastening another cleat against
the wood block, thus keeping it firmly in position, as shown in
Pigs. 37 and 38. If the carving is done simply with a sharp
pocket knife, as shown in Fig. 34, the long straight or curved
lines should be cut first by slanting the cutting edge of the knife
blade inwards toward and under the background; that is, the
surface that is going to be cut away. When all sides of such a
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section have been outlined with such inclined cuts, it can then
be gouged out by the edge or point of the knife blade.

If, however, the carving of the block is being done by carving
tools, as shown in Fig. 38, the straight-edged chisel is first
used to carve into the wood vertically along the lines of the
design, and then the background is cut out with a gouge of the
proper size and shape. Small chips should be cut away, and
no attempt should be made to work rapidly or to cut away
large chips. Let the design, the part that is to do the printing,
stand up about } inch in raised relief. In cutting out curved
lines in a design, the proper way is to first block them out
roughly with a straight chisel, and then to soften off the con-
tours with a chisel of the proper curve.
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39. The Jig-Saw Method of Making Blocks.—If it is
desired to produce print blocks somewhat more intricate and
claborate than those usually carved out of solid blocks, the jig-
saw method may be employed. By this method, the design is
traced on a }-inch board and then is sawed out on a scroll-saw
or jig saw. Hand jig saws can be obtained through any hard-
ware merchant, and are simple to operate; or the sawing may
be done at any planing mill, wood-working establishment, or
cabinet shop. After the parts of the design have been sawed
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out of the thin wood, another tracing of the design is madc on a
solid wood block and the parts of the sawed-out design arc then
glued thereon in their proper positions.

40. The Color Pad.—The print blocks for block printing
are supplied with pigment from a color pad upon which the
block is first pressed. Such a color pad is made of eight to
twelve thicknesses of coarse muslin or cheese cloth cut some-
what larger all around than the size of the print block, and
tacked around the edges to a small board easily handled.
The color is put upon this color pad in the manner to be
described later.
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41. Colors, Paints, and Dyes.—Almost any kind ot
pigment may be used for block printing; even house paint,
which has the advantage of being already mixed, is suitable.
However, for small articles where not a great quantity of
pigment is required, the tube oil colors and dyes, such as de-
scribed for stencils and stenciling, will best serve the purpose.
Experiments will have to be made to see just how much the
oil pigment will have to be thinned by turpentine to be suitable
for printing. Dyes may be used as they come in the tubes.

The pigment should be spread over the color pad by means
of a brush, sponge, or rag, but not so freely that it will flow
off or drip off if the pad is inverted. The muslin or cheecse
cloth must be allowed to receive just enough color so that part
of it may be transferred to the surface of the print block. The
condition of the pad must be repeatedly tested before the actual
printing operation is started. It is well, usually, to remove the
surplus pigment from the surface of the color pad by inverting
the pad and pressing it down lightly upon a picee of heavy cloth.

BLOCK PRINTING ON FABRICS

42, Suitable Fabrics for Block Printing.—The most
suitable fabrics for block printing can be found only by experi-
menting. In general, the best fabrics are those of open weave
without a dressed surface; linen, cheese cloth, muslin, crash,
burlap, cte. are the best.  The fabric should not be too coarse
in its weave, although sometimes this defect may be overcome
by extra pressure upon the block when it is applied.

43. Applying the Blocks to the Fabric.—The test as
to whether or not the block has been properly made and the
pigment properly spread upon the color pad comes when the
printing or stamping process is undertaken.

First of all, the fabric on which the design is to be printed
must be spread upon a smooth level surface. The gencral
layout of the main structural lines of the pattern or decoration
must first be blocked out, as in the case of stencil work, by means
of chalk or charcoal guide lines so that there will be no doubt
as to where the blocks are to be placed for printing.
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Next, the wood block is held in the palm of the hand, or
firmly by the finger tips, and pressed down on the color pad so
that the side of the block with the pattern in relief reccives a
thin coating of pigment. Sometimes, in the case of special
work, the pigment is applied to the printing block by mcans of
a camel’s-hair brush. The block is then carefully placed in
proper position on the fabric, by means of the chalk or charcoal
guide lines, and firmly pressed down upon the fabric. If the
weave of the fabric is unusually coarse, considerable extra pres-

Fic. 39

sure must be exerted; it may even be necessary to hammer on
the back of the block with a mallet. The block should then be
lifted, dipped again upon the color pad, and successive impres-
sions made at their proper places until the design is completed.

Fig. 39 shows the operation of doing the block printing; the
proper method of placing the block in position and exerting
the proper pressure. In this case a border formed of repeats of
a square design with a rosette pattern is being produced.
Parallel guide lines, and also repeat lines, should be laid off
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accurately on the fabric, so that the designer and craftsman
doing the work may know just where to place the block before
exerting the pressure for printing.

DESIGNING PRINT BLOCKS

PLANNING THE DESIGN

44. Consideration of Purpose for Which Print Is to
be Used.—Just as in the case of stencil designing, the designer
of block-printed articles must consider the particular purpose
for which the design is made. There must not be simply a
design for a block-printed pattern which may be repeated
indefinitely as a vagrant fancy may dictate; the first thought
must be, for what kind of an article is the block printing to be
done—for a heavy coarsc-fabric table cloth on which a bold
strong design may be used; or for a window curtain of delicate
material requiring a delicate pattern? Having decided this
point, the design of the proposed decoration of the entire article
(table cover, pillow top, curtain, etc.) must be sketched out;
after which are designed the individual blocks, which, by
repeated printings, are to compose the design.

45. Considerations of Limitations of Wood Cutting.
The design for the wood block must be frankly one that can
be freely executed in wood. Delicate tracery, fretwork,
tendrils, and finely detailed lines are even more out of place in
wood blocks than they are in stencil work. It is true these
delicate details could be carved by a skilled wood carver, but
such work would be simply an unsuccessful attempt to imitate
in a hard unyielding material what would most appropriately
be portrayed by the brush on paper or canvass. The patterns
on the carved wood blocks should therefore be kept simple
and bold.

The pattern to be block-printed may be composed of more
than one block; as a pattern composed of a conventionalized
red rose with a background of a few conventionalized greecn
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leaves and brown stems. There would thus be required three
separate wood blocks for this pattern, if the dipping-on-color-
pad process were used. However, the design may be printed
with a single block, if—instead of the color-pad process—the
colors are supplied to the pattern face of the block by painting
them onto the block with a brush.

SOURCES OF IDEAS FOR DESIGNS

46. Designs From Arbitrary, Plant-Form, and His-
toric Motifs.—Designs for printing blocks must of necessity
be original, for they are fortunately not supplied by commercial
houses.

Much of what has already been said concerning the transposing
of certain arbitrary, plant-form, and historic motifs into work-
able stencil patterns will apply to the designing of patterns for
print blocks. In case of the blocks, however, the matter of
bridges, or ties, need not be considered, but the effort may simply
be made to keep the design strong and bold in its masscs.

Great latitude is allowed the designer for the evolution of
interesting patterns for these blocks. The designer need not
feel that—because the limits of the design are the four sides of
a square—he must therefore produce a design that is stiffly
geometric, like the forms on cheap-grade oilcloth patterns.
There need be no such restrictions for one who has had the
practice in artistic conventionalization of floral forms that has
been given in foregoing Sections, for it should be sufficient to
enable him to get up interesting patterns.

DRAWING THE DESIGN

47. Making the Scaled Sketch Design in Colors.
The most successful work in block printing can be done if the
designer first makes a small-scale sketch in colors showing how
the entire block-printed article will look when completed. It
is not sufficient to design and cut a square block of convenient
size and apply it to the article at random, trusting to luck that
the finished article will be a success.



60  STENCIL AND BLOCK-PRINT DESIGNING §13

The small sketch may bein pictorial perspective form; if of a
curtain, the curtain may be shown hanging in place at a doorway
or window with its body color and the color of the block-printed
decoration fully portrayed, after the same manner as the pre-
liminary sketch for stencil work. Similarly, such a preliminary
sketch should be made if the proposed block-print decorated
article is a sofa pillow, a table cover, a shirtwaist front, etc.

48. Making, Tracing, and Transferring Full-Size
Design.—After the prcliminary sketch has been made it
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becomes a simple matter to draw the full-size design for the
individual block. It is made in outline on any kind of detail
paper, and is then traced onto tracing paper, and, by means of
carbon transfer paper, or by blocking over with soft lead pencil
the back of the tracing, the outlines of the design may then be
traced onto the wood. The block is then ready for carving in
the manner already described. It is not nccessary in this casc
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to show reproductions of preliminary or finished drawings for
the blocks; these would be comparatively siinple. In Fig. 40,
however, there is shown, full size, a reproduction of the wooden
block with which the border of rosette forms shown in Fig. 39
is being printed. When examining Fig. 40 it must be remem-
bered that the white lines are the high lights, the black lines
the shadows, the deep gray values the sunken parts (that do
not print), and the very light gray values the raised parts
(that do the printing). A careful inspection of Fig. 40 will
show clearly just how a wooden block is cut in relief.

FiG. 41

Fig. 41 is a reproduction, direct from the fabric itself, of a
print made on scrim or cheese cloth, from the block shown in
Fig. 40.
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STENCIL AND BLOCK-PRINT DESIGNING
EXERCISES

GENERAL INFORMATION

49. Required Work in Stencil and Block-Print
Designing.—As already stated, it must be clearly understood
that the training given in this Section is a training in designing
for stencil and block-print work. It is true that the text direc-
tions will enable any one to actually cut the stencils and the
wood blocks and produce decorative patterns with them, but
the required work to be prepared and submitted to the Schools
is work in designing the patterns and individual prints, and not
the final stenciled or block-printed article.

Therefore, the requircd drawings to be submitted will be in
the form of drawing plates, as before, all work consisting of
original designs for the purpose specified.

50. Character of the Drawing Plates.—There will be
four drawing plates, each about 10 inches wide and 15 inches
high, depending upon the kind of paper used. Ordinary
cold-pressed white drawing paper will be satisfactory, although
Whatman'’s paper, commonly known as water color paper, will
be most suitable because of the color work required on the
small-scale sketches.

These plates are to be sent to the Schools one by one for
examination; and, while the first platc is being examined and
returned, the student will be working on the following plate;
and so on throughout all the plates.

On each plate the sketch in the upper 10""X7%" rectangle
should be carefully drawn, and rendered in water colors. The
full-size detail of the stencil, or block print, in thc lower 10”
X 73" rectangle, may be colored if desired so as to show just how
the design would look on the material.
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PLATE 1

51. Exercise A, Plate 1.—In the upper 10" X7%" rec-
tangle of the plate arranged vertically make original drawings
or colored renderings of three sets of motifs suitable for stencils
or block prints; one set from arbitrary design motifs, another
set from plant-form design motifs; and a third set from historic
design motifs. The scale on which they are drawn must
depend on the number used, the size of space devoted to each
set, etc. The arrangement of these motifs within the 10"
X 73" rectangle is left to the taste and judgment of the student.

52. Exercise B, Plate 1.—In the lower 10”X73" rec-
tangle of the plate, make a full-size drawing in silhouette form
of any selected one of the plant-form motifs designed for Exer-
cise A. The drawing should be made as though it were going
to be traced and transferred direct to the stencil board or wood
block. If the design is intended for a stencil, all ties, or bridges,
must be carefully included in the drawing; or, if the design is for
a wood block, it must be so made that it can be properly cut.

53. Final Work on Plate 1.—Letter or write the title,
Plate 1: Stencil and Block-Print Designing, at the top of the
sheet, and on the back place class letters and number, name
and address, and date of completing the plate. Roll the plate,
place in the mailing tube, and send to the Schools for exami-
nation. Then proceed with Plate 2.

PLATE 2

54. Exercise A, Plate 2.—In the upper 10"’ X7%" rec-
tangle of the plate make a pictorial color sketch showing a sofa
pillow decorated by an original stencil design and properly
arranged on a couch or sofa. The sketch is to be as pictorial
as possible, showing clearly just how the proposed pillow will
appear when completely stenciled and in use.

55. Exercise B, Plate 2.—In the lower 10”X71" rec-
tangle of the plate make a full-size drawing in silhouette form
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of the stencil that, by means of repeated stencilings, would pro-
duce the stencil-pattern decoration designed for Exercise A.

56. Final Work on Plate 2.—Letter or write the title,
Plate 2: Stencil and Block-Print Designing, at the top of the
sheet, and on the back place class letters and number, name
and address, and date of completing the plate. Roll the plate,
place in the mailing tube, and send to the Schools for exami-
nation. Then proceed with Plate 3.

PLATE 2

57. Exercise A, Plate 3.—In the upper 10" X7%"” rec-
tangle of the plate make a color sketch showing a set of por-
tieres, or curtains, hanging in a double doorway (as between
living room and dining room), decorated by an original stencil
design. Make the sketch pictorial, showing how the curtains
will appear when fully decorated by the stencil designs or
patterns and hung in place in the doorway.

58. Exercise B, Plate 3.—In the lower 10" X7 rec-
tangle of the plate make a full-size drawing in silhouette form
of the stencil that, by means of repeated stencilings, would
produce the stencil-pattern decoration designed for Exercise A.

59. Final Work on Plate 3.—Letter or write the title,
Plate 3: Stencil and Block-Print Designing, at the top of the
sheet, and on the back place class letters and number, name and
address, and date of completing the plate. Roll the plate, place
in the mailing tube, and send to the Schools for examination.
If all uncompleted work on previous plates has been completed,
proceed next with Plate 4.

PLATE 4

60. Exercise A, Plate 4.—In the upper 10" X 74" rec-
tangle of the plate make a color sketch showing any selected
article (table cover, pillow top, canvas book cover, etc.),
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decorated by an original block-print design and placed in its
proper surroundings. Make the sketch pictorial, showing
exactly how the article will appear when fully decorated by
the block-print pattern.

61. Exercise B, Plate 4.—In the lower 10”X71" rcc-
tangle of the plate make a full-size drawing in silhouctte form
of the print-block pattern that, by mcans of repcated and
properly placed impressions would produce the block-print
decoration designed for Exercise A.

62. Final Work on Plate 4.—Letter or write the title,
Plate 4: Stencil and Block-Print Designing, at the top of the
sheet, and on the back place class letters and number, name
and address, and date of completing the plate. Roll the plate,
place in the mailing tube, and send to the Schools for exami-
nation.

If any redrawn work on any of the plates of this Section
has been called for, and has not yet been completed, it should
be satisfactorily finished at this time. After all the required
work on the plates of this Section has been completed, the
work of the next Section should be taken up at once.






LEATHER- AND METAL-WORK
DESIGNING

PURPOSE

1. Characteristics of Leather and Metal Handicrafts.
One whose efforts at designing for handicrafts work have been
confined to stenciling and block-printing on fabrics will find that
leather and metal work offer certain differences in manipulation
of materials, and therefore in design. In the case of stenciling
and block-printing on fabrics, etc., the decoration is simply
painted onto the surface; no manipulation of materials is required.
In working with leather and metal, however, the materials them-
selves must be altered—either pounded or cut—in such a manner
as to produce the decorated article. This feature introduces
new points in designing that require special consideration.

2. Scope of Training in This Section.—Emphasis must
be placed upon the fact that the training given in these Sec-
tions on handicrafts work is a training in designing for the
various lines of handicrafts work discussed, and not an actual
training in the making of the decorated article, such as might
be given in a manual training school. While the actual proc-
esses of manipulating the leather and the metal will of course
be described in order to enable one to design intelligently for
this work, the training furnished does not require the production
of leather or metal articles. The work to be done will consist of
designs drawn out on paper for the various purposes specified.

This present Section treats of the processes of decorating, by
hand, leather and metal so as to make artistic and useful articles
and of making designs. for such leather and metal work.
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LEATHER WORK

TOOLING, CUTTING, AND COLORING LEATHER

CLASSES OF LEATHER SUITABLE FOR TOOLING

8. Names of Leathers.—Leathers suitable for decora-
tive work in tooling, burning, or carving, may be had under
the following names: Russia calfskin, russet cowhide, horse
leather, shecpskin and goatskin (the latter two specially finished
or tanned for the purpose). There are other skins of finer
texture, such as lambskin, goose skin, vellum, etc., to be had,
but they need not now be discussed.

4. Leathers Suitable for Various Purposes.—Deci-
sion must first be made as to what article is going to be made,
before one can select a suitable kind of leather. For a large
article that will be subjected to much wcar, such as a large
table cover, a chair back, etc., a heavy leather must be selected;
such as cowhide or calfskin. For medium-sized articles, sheep-
skin or goatskin is the most appropriate leather. For still
smaller articles, and for delicately bound books, particularly
delicate leather is required, such as lambskin.

Leather can always be bought from a dealer who specializes
in leather for the trade. If therc is no such dealer at hand,
the leather may doubtless be purchased from the local shoe-
maker, or from some individual or firm that he may recom-
mend. Further, leathers, as also all other necessary supplies
for crafts workers, may be secured from firms that specialize
on craftsman’s materials, the names of which firms can be
obtained from the advertising pages of art magazines, or upon
request will be furnished by the Schools. The leathers may be
purchased by the whole hide, or even by the half hide or quarter
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hide. Frequently it is charged for by the foot, and the crafts
worker must be on the alert to see that he gets the quantity
for which he is paying. He must also reject hides or pieces
that have an excess quantity of holes or wrinkles. Leather
should not be folded, but should either be kept flat or rolled
around a wooden cylinder or a cardboard tube. When neces-
sary to cut the leather skin into smaller pieces, it should be
laid flat on a sheet of glass, marked with a lead pencil, and the
cutting done with a sharp knife.

TOOLS REQUIRED FOR LEATHER WORK

5. Simple Assortment of Tools.—Very satisfactory
decorative leather work for various purposes can be done with
a simple assortment of tools, some of them home-made. First
there must be a pointed tracer of metal or
hardwood to transfer the pattern of the de-
sign to the moist leather. An orange-wood
stick, such as used in manicure sets, and to
be secured for a few cents at a drug store,
will be suitable for this purpose. Then the
little knife for carving must be had. A &
pocket knife with a long thin blade sharp-
ened at an angle on the end will serve this
purpose. The tool used to open the leather .
along the cut lines and tomodel the leather,as |
described later, is made for that purpose and
must be purchased. A light hammer is also
part of the equipment. The little tools for
stamping backgrounds may be home-made,
being large nails with a shaft } inch in
diameter, the stamping head flat, and scored
with cross lines put on with a file, and
smoothed with emery. There should also
be a flat board for laying out the work at first, a sheet of
glass, and a marble slab for finally working the leather.

6. A Full Selection of Special Tools.—For those workers
who do not have the desire or ability to get up a home-made

FiG. 1 Fic.2 PiG.3
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set of tools, the following complete list of professional leather-
working tools is given, the illustrations thereof, in Figs. 1 to 8§,
being considerably reduced in size:

A shoemaker’s paring knife, for cutting the leather; shown
in Fig. 1.

A polished steel tracing tool with wooden handle, for trans-
ferring the design from the layout on the drawing paper onto
the leather; shown in Fig. 2.

A polished steel undercutting tool with wooden handle, for

()

FiG. 4 FiG. 5

turning back the edges of the cut leather and partly modeling;
shown in Fig. 3.

Double-ended steel modeling and burnishing tools with cork
or wooden handles, for pressing and modeling backgrounds and
ornaments on the leather; two of these are shown in Fig. 4 (a)
and (b).
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o7,

Special polished steel or bone modeling tools for finer work,
and of special shapes, as shown in Fig. 5 (a), (b), (¢), (d), and (e).

Steel chasing and pearling irons of
various patterns for stamping back-
grounds and details of small-scale deco-
rative devices, as shown in Fig. 6; a
complete tool is shown in (a), and eight
varieties of patterns for the tips of the
tools in (b).

A chiseling hammer, the use of which
will be described later, as shown in Fig. 7.

Roulette wheels, one of which is shown
in Fig. 8.

All necessary tools can be secured for a
few dollars at most.

There should also be the drawing board,
sheet of glass, marble slab, etc., as alrcady
described.

Complete outfits of leather-working
tools, colors, and other materials, put up
in boxes or cases, may be had all the way
from $20 or $25 per outfit down to $5 per outfit. If such outfits
of tools cannot be obtained from the local hardware dealer, the
names of firms supplying them can be gotten from the adver-
tising pages of art magazines, or will be given upon application
to the Schools

FiG. 7 Fi1G. 8

PLAIN TOOLED OR ENGRAVED LEATHER WORK

7. Classes of Decorative Leather Work.—There are
scores of ways in which leather may be manipulated with tools,
knives, and colors to secure various decorative effects, depend-
ing upon the purpose for which the picce of leather is to be used;
as for a chair back or seat, a table cover or mat, a book cover,
a desk set, etc. However, only the chief classes of such work
will be considered here; namely, those that are most frequently
employed and fairly simple to handle.

The principal forms of leather manipulation for decorative
purposes are plain tooled or engraved leather; repoussé, or



6<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>