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P'REF ACE. 

A GREAT deal of uncertainty pervades the minds of most people when, in the course of events, it 
becomes necessary for them to decide upon thecolo~s they shall use in painting their houses. There 
are few persons who can render an intelligent decision upon; this point. Even though one's gener.al 

taste for what is good in color may be developed to an advanced standpoint, it does not follow that the 
best colors for house painting will be' obtained. It is not alone the question as to what colors will 
best harmOliize; other and more trying questions are to be answered, such as, for instance, ·what colors 
are the most suitable for house painting, both in respect to the color itself, and as to its physical prop
erties. If there are few who can even distinguish between harmqny an)d discord of color; how many are 
there who can give\ an intelligent answer as to what are the most suitable colors for painting? Even 
among the painters themselves, whom most people entrust with solving the problem, strange to say, one 
does not usually find the necessary knowledge and intelligence. It is not the purpose of the authors in 
this work to supply this deficiency. That would be too great an undertaking. Something, however, has 
been att~mpted by way of partial enlightenment, in the hope that it will lead to further study and edu
cation. 

As the book now goes to press, and with the finished proofs of the colored plates before them, the 
authors are conscious of numerous shortcomings. Colors that were intended to be more subdued in tone, 
appear as decided and intense, as if no effort had been put forth to have them otherwise. Tones that 
were meant to harmonize fall short of the best effect, notwithstanding repeated printings, involving great 
expense. In the descriptions of the plates, some of these mistakes have been pointed out and the remedies 
noted. The authors hope that an indulgent public will overlook what errors of this kind may appear, and 
grant them at least what merit they may be rightfully entitled to for supplying suggestions, the want of 
which has long been felt. 
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CHAPTER I. 
INTRODUCTORY. 

I N all departures from generally accepted standards, and in all 
innovations that embody anything of a startling nature, the radi
cals are the prime movers, and usually come to the front as the 

men of action, who inaugurate, and set in motion, the machinery 
designed to carry out the new idea. This, naturally~ often results in 
extreme measures at first; but, afterwards there comes the inevitable 
conservative reaction which tends to moderation and temperance. 
That which the reform embodies of good is carefully garnered up, 
while that which is fanatical and meretricious is gradually sifted out 
and rejected. The final working out of the new ideas may be said to 
result in neither the one extreme of radical innovation, nor in the other 
of conservative inaction; but in the golden mean between the two, 
which is tolerance within reasonable and well defined limits. 

Some such process as this is at the present time being worked 
out in architecture. The present architectural renaissance of the so
called Queen Anne, Free Classic, and English Domestic styles, repre
sents an important movement in the right direction, which has all the 
characteristics of a true reform. The renaissance of the architectural 
styles prevalent over a century ago is marked by efforts of a new and 
origInal nature, resulting in elaborate complexity, and wild vagaries, 
not strictly warranted by ancient authority. The movemeN.t is now 
fairly inaugurated, with all its inconsistencies, absurdities, oddities, 
and extreme fanatical tendencies, brought prominently to the fore
ground, in full accordance with the general law we have not.ed. The 
reaction has not yet set in, but already have been heard the mutter
ings 'vhich presage its coming, in the protests entered here and there 
against some of the more especially indefensible examples, and in the 
growing tendency to reject features which will not adapt themselves 
to modern exigencies and practical requireme~ts. Some of the 
good features of the new sty Ie-features that· ~ave stood the 
crucial test of adaptability and utility-have also been recognized 

by this time, an~ have been unhesitatingly adopted as among 
the architectural ideas that will live. There has grown up with 
the present style, as Indeed an integral part of it, an ever inrceas
ing demand for and lov~ of color. The 'broken surfaces and pictur
esque outlines of the modern Queen Anne country house offer many 
advantages for almost endless artistic color treatment, not possessed 
by former types, and it is very gratifying to find that this is seen and 
appreciated. This is in itself one of the most important of the good 
results of the revival. Color bears such an intimate relation to it that, 
at"therisk of having it considered somewhat out of place, we cannot 
refrain from broadly analyzing the new style. 

This is the more necessary because of the very widespread ignor
ance as to what is, and what is not, real Queen Anne work. Any 
piece of modern work in which some old and quaint effect has been 
introduced, or in which some ancient detail has been copied, has been 
unblushingly christened Queen Anne. The name has been made to 
do duty for classifying any departure from ordinary and well accepted 
standards. Not infrequently we see two buildings whose character
istic features are diametrically opposed, classed as Queen Anne, 
when the truth is that neither of them" partakes in any degree of what 
can strictly speaking be so designated. Modern Queen Anne, or Free 
Classic, is based upon English examples of domestic buildings erected 
during the reigns of William and Mary, Queen Anne, and the first two 
Georges, and also upon buildings of a later date of a nondescript 
character, which resulted from an exceedingly lively effort of an 
eclectic school of designers to break away from English Domestic 
Gothic. Drawing its features from so many sources, it is not easy to 
clearly define them. Generally speaking, however, they are such as 
result from the application of classical details to Gothic forms and 
mediceval principles of construction. The general form and arrange
ment of these btiildings was after the Gothic manner: £. e. they were 
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designed from the inside; the plan was the first consideration, and 
was made to meet the practical requirements of the times, while the 
exterior was left in a great measure to take care of and adapt itself to 
the plan. Breaking away from the bad precedents established by the 
Renaissance, especially the practice of subordinating the convenience 
of plan and interior effects to the requirements of a classical exterior, 
symmetry began to be considered as no longer the all essential char
acteristic of good architecture. Picturesqueness was aimed at and, 
wfuile the claims of convenience and utility may have been often sac
ri~ficed to whims and quaint conceits, yet, in general the result was an 
ad vance beyond the elaborate baldness of the Palladian class of 
renaissance buildings which were at one time becomingv very numer
ous. The new school of designers was, and is now, eclectic, claim
ing the right to use the special features and details of any and every 
style, which can be bent to harmonize with the requirements of their 
buildings. The tendency is to substitute for the heavy and clumsy 
Gothic detail, the more delicate, graceful, and refined features which 
characterize the renaissance of the Grecian and Roman sty lese There 
are strictly speaking but two great styles of architecture, the underly
ing principles of which are based upon the construction. One is the 
classical style, based upon the lintel as its chief constructive feature, 
and the other the medireval Gothic In which the arch is used to span 
openings. Modern styles are chiefly the result of a compromise 
between these two great systems. They are transitions from one to 
the other in which characteristic features of both are blended. 

The prototypes of the present style in England were generally 
executed in brick or stone, and for real Queen Anne these are the 
materials required. Our country houses are for the most part of 
wood, and in working out the problem of keeping to the essential 
features of the style while the material is different, many modifica
tions of old, and new features have resulted. Colonial architecture 
affords many examples in wood which take the place of brick proto
types. The differences between colonial work and contemporaneous 
Queen Anne are such as arise chiefly from their being worked out in 
different materials. In the better class of Colonial houses these differ
ences are more marked. In some of these examples the symmetrical 
planning is evident, and they partake of the classical idea more than 
of the Gothic. They are very valuable for the detail which they con-

tain, and much of the best in modern wo"'fk is drawn from this source. 
I Modern Queen Anne, using the term to cover in a general way 

all the present reigning styles, is founded upon these various ex~ 

am pies in our own land and abroad, and thus partakes of the charac
teristics of many local styles. In its better phases, however, it is very 
different from its prototypes, being marked by greater freedom of 
treatment, and being broken up more in outline and form. The de
tail has also undergone considerable change. Greater refinement, 
richness, and- delicacy of expression, has been 'attempted, than in the 
old examples, and the result is, perhaps, a more harmonious whole. 
A modern 'style must reflect modern tastes and modern ways of life, 
and it must fail where it attempts to copy the old without regard to 
adaptability or fitness. It is in this respect that the extreme of un
reasonable fanaticism is reached. 

Modern styles cover a wider range, and embrace a larger school 
of purely eclectic designers than ever before. They have not yet 
crystalized into any very definite forms. They are respectively called 
Queen Anne, English Domestic, Colonial, or Free Classic, as the differ
ent supposed characteristics of these various styles are thought to pro
dominate, but they all elude any definite architectural analysis. Things 
are in a state of transition, for the most part. Buildings that are recog
nizably definable in any distinct style are rare. It is, perhaps, well 
that it should be so. There is no good reason why we should not 
learn all that we can from the past, and recall from oblivion all that is 
good and adaptable to modern life. This is what is now taking place, 
and it cannot be denied that our houses are, in consequence, gradually 
assuming a more homelike and picturesque character much to be 
preferred to the manufactured style .so monotonously prevalent at 
one period. " 

If for nothing else, 'let us be thankful for the opportunity offered 
for better color treatment. Exterior house decoration has been 
obliged to keep pace with the new ideas, and effects .which do not ad. 
mit of commonplaceness in coloration. The old puritanical hatred of 
color, which found its natural outcome in white houses with green 
blinds, has had to give way; at first, to a compromise, in which 
neutral and sickly drab tints played a prominent part and, later, to 
more advanced notions, in which the more positive colors find a 
chance of expression. The old rule, which only allowed two colors 
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to be used on the exterior of a house, one for body color and the 
other, a shade darker, for the trimmings and blinds, is undergoing 
modification, and numerous exceptions are being taken to it. The 
present sty Ie of architecture does not oblige its enforcement, but 
rat.her tempts to the use of more colors and a diversified treatment. 
Where the lines and surfaces are so much broken up as they are now, 
the old ideas are, indeed, out of place, and cannot rigorously apply. 
The use of shingles for covering wall spaces, exterior paneling, and 
the treatment of gables, offer many advantages for coloring never 
given before. But behind the opportunities thus afforded lies an 
awakened love for color itself, the sense of which has only lain dor
mant. Much has been written that has tended to stifle this sense. 
Real positive colors have been thought to be inharmonious with 
the quiet and subdued tones of northern landscape, and hence con
demned. Cold, grey, neutral tints and light drabs have been urged 
as the only kind of colors that go well with surrounding landscape. 
The result has been that violence has been done to nature by glaring 
effects and contrasts that are hideous. There is no good reason why 
a house, no matter w hat its surroundings, should not be gratifying to 
one's sense of color. It is well that a certain fitness of things should 
obtain, but this is not incompatible with the use of af, much real color 
as individual taste may desire. Positive colors, if not too harsh, but 
mellowed and softened down in hue, or dulled in tone, will be found 
to harmonize with natural objects as well as anythi:lg ciistinctly arti
ficial can, or ought. 

There are a great many attempts of the new school, which, in 
coloring and combination of colors, are miserable in the extreme. 
This is only natural, and to be looked for. Yet already, notwith .. 
standing repeated failures and absurdities, good is being felt, and we 
find that real progress has been made, such that at no distant day we 
are lead to believe that our villages and towns will be dotted with 
attractively painted hQuses-houses which are gratifying to our 

sense of color, and which will always convey a certain pleasure when 
looked at. 

There seems to be an earnest desire on the part of the people at 
large to fall in with the new ideas, and improve the coloring of their 
homes. This is noticeable in the widespread inquiry in relation to 
new methods of house decoration, and the reception accorded every 
publication on the subject. The few isolated examples of parti
colored painting in some of the seaboard towns, that a few years ago 
were looked upon as startling innovations, are no longer considered 
as such, and people are now, with more or less success, engaged in 
copying what has been done, or in trying to get something of like 
character. Many who want to do what will be considered in good 
taste are puzzled to know what colors to use, and how to direct their 
painter so as to give him a tolerably clear idea of what they want. 
For all such our colored plates will, perchance, be found of use. It is, 
believed that there is a demand for a book of this kind, and that even 
if the results set forth by the plates may not be exactly what each in
dividual reader would choose, it will be of benefit to both the painter 
and the house owner as a partial guide. It is put forth, not as con
taining things which should be directly imitated, but as pointing out 
some of the methods of the new school, and as illustrating, as well 
as the art of chromo-lithography will permit, some of the newer w'ays 
in which a house may be decorated. 

It may be well to note that the colors obtained after the plates 
had passed through the hands of the printer, varied considerably from 
the original designs, and in few cases are they just what the authors 
had in particular view. The difficulties in the way of getting the 
colors right in the printing are as great as getting the colors right on 
the house. Even with the colors placed before his eyes, the printer 
as well as the painter often fails to match the desired tones. The re
sults, however, are sufficiently near the originals to convey the 
meaning intended, and will answer, at any rate, as practical sugges
tions to all who choose to avail themselves of them. 



CHAPTER I I . 

COLOR. 

T HE limit and scope of this work forbid any extended treatment 
of the subject of color, a subject, be it said, that has suffered 
too much already from incompetent handling to be lightly un

dertaken. Those of our readers who expect to find lists cQmprising all 
the various scales of color, giving definite information as to what par-I 
ticular color should be used to harmonize with this or that shade, and 
telling just what combinations are allowable, and just what are to 
be condemned, will, therefore, be disappointed. Something of this 
sort will be attempted in outline, but it is not intended to lay down 
definite rules for the guidance of the novice; such rules would be apt 
to prove as confusing as they are sometimes misleading, for the subject 
does not admit of exact prescription. It is best that the element of 
individual taste should have plenty of room for exercise, governed only 
by that sense of the fitness of things which limits all originality and 
prevents violence being done. to well accepted canons. Weare more 
concerned that the results themselves should be plainly set forth, with 
simple explanation of the. means and a few of the underlying prin
ciples, than that a treatise should be presented with complex investi. 
gation as to why certain combinations are pleasing, and what are the 
scientific relations of one color to another. 

Weare far from asserting, however, that study in this direction is 
useless. It has undoubted value in determining many points, but it 
can never quite supply the lack of a natural taste, or "good eye for 
color." An investigation of this kind,.leading to formulas applicable 
to every case, may prove of benefit in educating the taste to a certain 
extent; but, after all, it is the fine, innate perception of color, con
ceived without reference to any particular rule that reaches the most 
satisfactory results. The great difficulty in the way of furnishing a for
rpal set of rules that will be of value lies in the fact that no two persons 
have precisely the same idea of the same color, and that there is no 
ab.~olute standard to which appeal can be conveniently taken. The 

variations of hue, tint and shade are indefinite for each color and all its 
combinations. How difficult, then, must it be to satisfactorily write 
an alphabet of color, that will enable the uncultivated eye to grow 
into a knowledge of the fullness and richness of the language! 

It is just as difficult to deal with the practical side of the question 
as it is with the theoretical. A rule prescribing the various quantities 
of pigments that enter into the composition of a given tone, must, of 
necessity, presuppose pure materials; but pure materials are not to be 
uniformly obtained. In fact, they are the exception and not the rule. 
Perhaps,four times out of five, the material will be highly adulterated, 
and a formula for mixing, which is based on the pure article, would, of 
course, give far different results with adulterated pigments. The pro
portions must be altered to suit the special impurity, and nothing but 
a trained eye to perceive the right degree and intensity of the color 
sought will answer. For these reasons, it will, perhaps, be better for 
us not to attempt what, from the nature of the case, must lead to 
uncertain results; but to confine ourselves to a discussion of general 
principles, pointing out the path that leads in thl- right direction, 
trusting to the general good taste of the individual reader to follow it 
to good ad vantage. At the outset, it may be well to glance at the 
generally accepted classification of colors, with incidental comment 
and definition. 

The primary colors are Red, Yellow and Blue. They are called 
primary because, in theory, all other colors can be obtained by com~ 
binations of these three, while they themselves are impossible to com
pound by mixture of any other colors. There seems to be some doubt 
about Yellow, some maintaining that it is a compound of Red 
and Bluish Green. It is certain that Yellow could never be com
pounded of Red and Bluish Green pt'gments. Maxwell, in his cele
brated theory of color, gives Red, Green and Blue as the primaries, 
and Helmholtz asserts that Red, Green, Blue, Yellow and Violet 
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should be so considered; but these theories treat of' colored rays of 
light by spectrum analysis, and not especially of the mixed pig
ments that we have to deal with. The Red.Blue-and.Yellow theory 
is the common and popular one, and more nearly correct as regards 
colored pigments. 

Secondary colors are so called because they can be theoretically 
obtained by mixing any two primaries. There are three secondaries, 
Green, Orange and Purple. The following table will show how the 
primaries combine to form them: 

Yellow added to Blue 
Yellow " Red " 

Green. 
Orange. 
Purple. Blue " Red " 

As to the relative quantities of the combination, no rule can be 
given. Yellow in 3 parts will perhaps combine best with 5 parts of 
Red and 8 or 9 parts of Blue. 

The Tertiary colors comprise all the other colors that can be ob· 
tained by combination. They practically include almost every color 
in use. They are called tertiary because, from a theoretical standpoint, 
they are obtained by mixing any two secondaries. Hence there can 
be but three Tertiaries. They are Russet, Olive and Citrine, obtained 
as per the following table: 

Orange added to Purple gives Russet. ~ 
Green " Purple " Olive. 
Green " Orange " Citrine. 

Just what proportions of the secondaries should be used, in order 
to produce the tertiaries, cannot be given. There is a good deal of 
uncertainty about Russet, Olive and Citrine, as, indeed, about all ter
tiary colors. The primaries and secondaries can be fixed more easily, 
and agreed upon; but few people will be found who can unite upon 
one Olive, for example, as the representative Olive. Some writers 
say there are six tertiaries, viz.: Olive, Russet, C£trine, Buff, Plum and 
Sage, on the theory that tertiary colors ought to . be considered as 
nothing more than the dulled tones of the primary and secondary 
colors. Others, on the ground that all colors must be classed as ter
tiary which are neither primary or secondary, hold to, and proceed to 
define, a still larger number of colors of the third class. This theoret. 

ical disagreement is of little practical importance. It is best to adhere 
to the simpler classification. W e sh~ll then have nine namable colors 
in all; three in each class, viz.: Red, Yellow and Blue in the 1st Class; 
Green, Orange and Purple in the 2d Class; and Russet, Olive and 
Citrine in the 3d Class. These may be,for convenience~ termed the 
positive or normal colors. 

White and Black ought not, strictly speaking, to he regarded 
as colors. Mixed together they give Grey, and these three are 
sometimes called the neutral colors. White and black are also 
known as extreme colors, as, according to optical analysis, all other 
colors lie between, and approach them in their various tones 
from light tints to dark shades. It will be simpler not to consider 
them as real colors, but to assign to them their office of pro. 
ducing the different scales, of which every color may be said to 
have three, obtained by modifying it with. White, Black and Gray, 
respecti vely. 

In order to better understand what is meant by a scale of color, 
some preliminary definitions are in order: 

A Tone of color is obtained by mixing any normal color with 
either White or Black in infinite variety of proportion. A tone 
comprises both a tint and a shade, tints being the result when 
the normal color is mixed with White, and shades when mixed 
with Black. It is important that the difference between a tint and a 
shade should be clearly understood. A hue of color is produced by 
modifying one normal color with another. It will be seen that each 
color, in its various compounds of shade and tint, is capable of almost 
infinite variation between the two extremes of Black and White, 
When the shade is very dark, the color approaches Black, and when 
very light, White. The variation of hue for each color is limited only 
by the number of colors. 

A Scale is a regular series of tones. Each color admits of three 
scales, viz.: 1. The Reduced Scale, consisting of the various tints of the 
normal color, obtained by mixing it with white. 2. The Darkened 
Scale, consisting of the various shades of the normal color obtained by 
mixing it with Black. 3. The Dulled Scale, consisting of the various 
shades of the normal color obtained by mixing it with Grey. Grey 
is defined as a combination of Black and White. 

Besides the classes of colors above mentioned, viz.: Neutral, 
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Primary, Secondary and Tertiary, reference is sometimes made to a 
fifth class, called semi-neutral colors, of which Brown and Grey may 
be taken as examples. The classification into neutral and serni
n~utral is of no especial importance, save that it is sometimes con
venient to so designate them. 

This may conclude the outline of the subject of color classification. 
It contains. what every man who paints should know concerning the 
theory of colors .. It w9u1d be weli if everyone, both of the profession 
and laity, knew this much of the subject. For those who may wish to 
learn more, we would mention the following books, which treat of the 
various theories,and much other related matter: 

"Grammar of Ornament.·' By Owen Jones. An expensive work; perhaps the best 
book on the subject. Of more use to the decorative painter than others; but cobtaining much 
on color, and fine colored plates which in themselves are an education. 

"Grammar of Coloring." By G. Field. An important work, and perhaps of more special 
value to painters than the" Grammar of Ornament." 

" Color." By i\. H. Church. A small, inexpensive work, with concise statement of the 
various theories, morQ especially relating, however, to colored rays of light than to pigments. 

"A Manual of House Painting," etc. By.Ellis A. Davidson. Containing, besides the 
theory, much of practical importance on every question that a house painter is interested in, such 
as the properties and uses of colors, and how they should be prepared, mixed and ::.pplied. . 

" House Painting," etc. By J. W. Masury. A small book, containing advanced ideas on 
the subject of painting which every painter should be aware of. 

" Haney's Painters' Manual." A very useful little compendium of everything connected 
with the trade. 

"How to Paint." By F. B. Gardner. Contains much useful information that is intended 
to make" every man his own painter." 

Other works going into the subject at great length, in a purely 
scientific way, are: 

"The Laws of the Contrast of Color," by M. Chevreul; Dr. E. Briicke's Treatise on 
" Colors;" papers on the subject by Dr. George Wilson, II elmholtz, and Professor Clerk 
Maxwell; and two works by W. Benson, entitled" The Principles of the Science of Color" 
and" A Manual of Color." 

Other works might be mentioned, but these will amply' suffice to 
choose from. To the professional painter such a work as Davidson's, 
for instance, which treats specifically, and at some length, of the 
technical part of his work, is almost as necessary a part of his stock 
in trade as his brushes and pots. 

Every painter, who makes any claim to be abreast of the times, 
owes it to himself and to his patrons to be well jnformed as to the 
properties of· the various colors, and how to mix them to secure a 

certain desired result. He should know all about the various pro
cesses of painting, and the principles which govern them; all about 
the special treatment suited to each particular case; and all about 
the physical properties of every material he has to deal with. He 
should know what colors are best in respect to lasting powers, what 
colors fade out quickest, and what colors will. withstand the fierce rays 
of the sun; and, generally, he should be posted on everything that is 
known concerning the special preparation and use of color. We have 
a right to expect this much; but, as a matter of fact, our expectations 
are rarely realized. Very few of the craft have an intelligent knowl
edge of that which it is their business to know. The study of the 
'subject, from its theoretical side, is almost entirely neglected when 
the practical part is so easy to acquire, and the consequence is endless 
disappointment at the hands of those on w hom most people depend 
for the coloration 'of their houses. Special directions are of little 
value when there is no theoretical knowledge of the primaries which 
enter into the composition of any desired color. Without this 
knowledge the painter's work is nothing but a matter of experiment, 
and liable to result in something far different from the color desired. 

Returning now to our summary of color classification and combina
tion, let us note what use can be made of it. First, however, it will 
be necessary to deal with the terms" complementary," "contrast," 
and" harmony." 

A complementary color is defined to be the color which, with the 
color of which it is the complement, makes up the three primaries. 
Given, any color or colors, their complement or complements consist 
of the remaining color, or colors, that constitute the primaries, or 
equivalent proportions of them. A few exampfes will enable us to 
understand this better. The complementary of any primary color is 
a combination of the other two primaries ... For instance-

The complementary of Red = Yellow + Blue = Green. 
" " Blue = Red + YeHow = Orange. 
" " Yellow = Blue + Red = purple. 

Note that the secondary colors are the complements of the primary 
colors, and vice versa. The complements of tertiary colors are not so 
easy to determine. The best way to do so is to consider them as 
merely dulled tones of the primaries. The complementaries will then 
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be dulled tones of the secondaries. For instance, Citrine'may be con
sidered as nothing more than the primary Yellow, dulled with 
Grey = a Yellowish-Grey. The missing primaries here are Blue and 
Red = Purple, and Purple-Grey (known as Plum Color). is the 
complementary sought. In the same way, considering, Russet as 
nothing more than Reddish-Grey, and Olive as Bluish-Grey, the com
plementaries are, respectively, a Greenish-Grey (known as Sage) and 
an Orange-Grey (known as Buff). As for the complementaries of 
other tones and hues, they can be found in the same way; but it is 
not easy to determine them by rule. A very good and simple way of 
finding the complementary of any color whatever, is to take a piece 
of paper about two inches square, tinted with the color whose com
plementary it is desired to find; lay it down on a piece of ,,,hite 
paper and look fixedly at it for a moment or so; then withdra~v the 
colored piece, still continuing to look at the place where it lay, and 
the complementary color will appear on the white paper, either as a 
fringe of color around the edges of the square where the color lay or 
as a solid square of color, occupying the same position on the white 
that the original color had. This simple method may be found of use 
in determining those colors which cannot easily be analyzed. ,With 
some people it does not work as well as with others, and with all it 
requires a quick and observant eye to accurately note the comple
mentary, because it vanishes in a second. This experiment, it may be 
well to note, is a good practical illustration of the intimate relations of 
colors to each other, and of the way they mutually affect one another. 

A cOntrast of color is siinple or compound. Each of the 
primaries forms a simple contrast to the other two. Thus, Red forms 
a simple contrast to Blue and to Yellow. A compound contra>'t to Red 
would be Blue and Yellow mixed, which is Green-in otner words, 
the compound contrast of any color is the complementary of the 
color. This is the strongest kind of harmonious contrast that can 
be made. Simple and compound contrasts are contrasts of color and 
hue. Another kind of contrast is that of tO~1e, every variation of 
which forms a contrast with the normal color/and every other varia
tion. This is the more important kind in relation·· to house painting. 
The laws of c0ntrast, and the way that colors mutually affect one 
another when placed in juxtaposition, to be satisfactorily treated, 
would require more space than the size of the present work allows. " 

We shall allude to them hereafter, and incidentally touch on the 
subject again in the plate descriptions. 

Harmony of color consists in the preservation of the same charac
ter throughout. The various hues and tones used must have a subtle 
relation to each other-a relation that is seen and felt, but which is 
not easily described or predicated. We shall refer to this part of the 
subject elsewhere, and in connection with the plates. 

What can be learned from the theory we have outlined is relative 
rather than absolu'te. The theoretical combination is very rarely the 
actual. But, notwithstanding these drawbacks, a knowledge of the 
theory cannot fail to be of advantage to everyone. It shows at least 
in what direction our efforts should tend, though it leaves much to 
individual taste and caprice. The choice of color, indeed, should 
reflect a certain amount of originality of taste, where there is an 
almost infinite number of colors to choose from. Choice is only lim
ited by questions of durability, cost, and facility of mixing and com
bining. When we come to speak of the colors by their com mercial 
names we shall have something to say concerning the colors which 
will last longest. 

The general principles that relate to the theoretical outline we 
have been considering are few, and may be mentioned briefly, to con
clude our chapter on color. 

Avoid using any of the priJ1.lary colors in the pure state. They 
are all too positive and intense. If used at all, they should be used as 
sparingly as they are exhibited in nature-only to pick out and empha
size certain kinds of ornamentation. This holds true of almost all the 
normal colors. They are best when toned down and modified in hue. 

The" darkened" or "dulled" scales of color are to be preferred to 
the" reduced" scale. For house painting, as a general rule, pure tints, 
unless they have considerable depth of color, should be avoided. The 
tones of any color produced by combination with White alone, are apt 
to be weak and sickly in expression, as well as glaring in contrast with 
the landscape. Modern improvement in painting houses began with 
tints of a pale and delicate tone, which took the place of the almost 
universal white house and green blinds. Another step in advance is 
marked by the present taste, which inclines to stronger and more 
robust tones-tones that contain as much real color as may be craved; 
but never of a positive kind-always dulled and softened down to 
v v 
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reasonable harmony, so that the eye seeks them with pleasure, and 
does not weary of them. These rich, and sometimes sombre, colors 
give a house a certain character and dignity, which the washed-out 
looking light drabs and lavenders generally fail to produce. Modern 
taste of the best kind does not seek for exciting" effects, for decided 
hues, for glare, and for obtrusiveness; but for results which will he 
restful; for softness of color, and for that subdued and quiet expres
sion which should characterize the exterior of every house in which 
rofinement is supposed to lodge. 

A knowledge of the color complementaries is a great help in the 
choice of color, where any wide departure from monotone painting 
is undertaken. In looking at any color, the eye naturally seeks the 
harmonious contrast of its complementary. Great care must be taken 
that the complementary shall be of the same tone as the color, as 
otherwise discord will follow. 

Harmony of color is said to result when the three primaries, 
either in the pure state, dulled, or in their various com binations of 
secondary or tertiary colors, are equally distributed. This does not 
mean that, for instance, Red, Yellow, and Blue should be present in 
equal quant£ty, but rather that the qual£ty of the whole shall partake of 
the three in proper proportion. This is a principle that is true within 
such a very wide latitude, that it scarcely admits of practical applica
tion. One application would lead to the use of complementary colors 
to a greater extent than is perhaps desirable. As a matter of fact it 
is the trained eye which alone can best determine whether there is 
balance, or equal distribution of color in any composition. Harmony 
is something which transcends the power of any rule to define. The 
best general direction for securing it is, perhaps, as follows: 

In general it may be said, that if a number of colors in combina
tion contain a common ingredient, and are sufficiently influenced by 
it to be drawn to one another, a certain harmony is sure to follow. 
For example: a shade of Red may be placed by the side of a shade of 
Yellow, without the least resultant harmony; but, if some Yellow be 
introduced in the Red, or some Red be introduced in the Yellow,
which amounts to the sa,me thing-the Red and Yellow will immedi
ately have a certain affinity for each other. This is the principle 
which may be said to govern the production of harmonies of tone and 
hue,-harmonies that are much easier to obtain, and perhaps nlore 

suitable for exterior house painting than the powerful contrasts of com
plementaries. Treatment on this principle may often result in both 
harmony of tone and harmony of contrast, which is, of course, very 
desirable. For instance, take the complementaries Red and Green. 
They may be so toned down with Grey that the complementary effect 
is not lost, while the Grey is present in sufficient quantity to be notice~ 
able in its office of modifyer. Any number of colors can be subjected 
to this principle. Frequently, a number of colors, which are exceed
ingly discordant, when looked at through a colored glass will be 
found to harmonize perfectly. This may be taken as a practical ex
periment, going to prove the desirability of a common color entering 
into, and running through the whole, in order to bring about a unison 
of effect. The binding of colors together in this way is nothing more 
than giving them tone, and when colors tone well with each other, the 
result is harmonious. It is so with musical notes. They must accord, 
or tone, with one another or there is no harmony. Music and color 
are intimately related, in that they both depend on harmon~ous com· 
bination to produce a good effect. If they fail of this, the result is 
discordant. Just here note the difficulty of prescribing rules that will 
answer. Color taste is like musical taste, a matter of education and 
slow growth to most people, and as with music, so with color, the 
taste for the highest kind is formed, by hearing in the one case, and 
seeing in the other, the best examples afforded. 

It may be well before closing to allude to the terms "cold" 
colors and" warm" colors. Colors are called cold or warm oecause 
of the corresponding sensations they are supposed to excite. Of the 
primarie~, Yellow is classed as a warm color, and Blue as a cold color. 
Red is not so warm as Yellow, and by some is held to be neither 
warm or cold, but a happy medium between the two extremes. Gen. 
erally speaking, ~-Owever, those tones in which Yellow and Red 
predominate, are known as warm tones, and those tones in which 
Blue takes any prominence, as cool tones. Contrast of tone is always 
the strongest when a cool color is contrasted with a warm one, and 
when strength is sought, this is the way to get it. 

If what has been said on the subject of color is sufficient to awaken 
an intelligent interest in the mind of the reader, the purpose of the 
authors will have been fulfilled. In subsequent short chapters we 
~hall touch on the more practical side of the question, 



CHAPTER I I I. 

PREPARATION, USE AND APPLICATION OF COLORS. 

W ITHOUT going into minute detail, we propose to jot down in 
this chapter, under general heads, points that relate to the 
more practical side of the question. Bear in mind that the 

information thus to be given is intended for all classes,-not for paint
ers alone. Also it is intended to apply to the exterior, unless other
wise mentio~ed. We shall not appear as ad vacates of any new tech
nical manipulations, or trench upon things that lie within the painter's 
own peculiar province. The experience of practical men, upon many 
points of technique and handling is, and ·from the nature of the case 
must be, the only safe guide. We shall speak from the architect's 
standpoint, and in general try to give just such information as we 
would judge to be of value to any of our clients should they ask our 
advice. 

PREPARATIoN.-The fresh wood should be thoroughly dry and 
free from dust. Our preparatory application, to be of real service as a 
preservative, must enter into all the pores and interstices of the wood. 
It is obvious that it cannot do this if the pores are full of dampness. 
The oils, which are the vehicles by which paint is applied, cannot mix 
with water and cannot displace it. Any moisture in the wood will 
surely act as a disintegrating force to any paint that may be applied. 
Another source of disintegration is the sap or gum resin. New pine 
al ways contains more or less of this, even after considerable seasoning. 
The sap 'in solution will certainly destroy the paint. How to prevent 
this, is an important question. There is no available remedy. It has 
been recommended that the wood to be painted be exposed to the 
action of the weather forces for one season,-i. e. through one summer 
and winter-before being touched. This would cure the evil un-' 
doubtedly. The action of the weather would bring out of the wood 
the substances injurious to paint, and besides it would roughen and 
harden the surface so that the paint would have something to cling to. 
But this is not ~n available remedy. \Ve cannot expect people to live 

in unpainted houses for a year, even when it would lead to their final 
benefit. The usual pract.ice is for the painter to follow the carpenter, 
and it must be submitted to notwithstanding its attendant evils. We 
can only look to it that our wood is tolerably seasoned and tolerably 
free from sap and knots. If the wood be then fairly dry, and certainly 
free from moisture and dust, we shall get the best results that the cir
cumstances admit of. There are always more or less knots to deal 
with. Here is where the most trouble is experienced; on account of 
the sap which will sooner or later exude in spite of any known pre
ventive. In the interior; where the powerful rays of the sun have 
no chance to act, the difficulty of sap and knots is not so great. The 
usual course to pursue in regard to knots is to gi ve them a coating of 
shellac varnish. This is the best thing that can be done. There 
should be two coats, one applied after the other is dry. This should 
be done before the priming is applied. 

PREPARATORY COAT.-Crude petroleum is one 'of the best wood 
preservatives known. It has been tried conclusively and found very 
beneficial. Its use has been endorsed by the Government .. We would 
recommend its application as a preparation for the ·priming. To a 
certain extent it can even take the place of priming. Wood, when 
treated with petroleum, will take the paint better and cause it to ad
here longer. Being very thin, it penetrates into the wood deeply. It 
fills up the pores and interstices, and in every way serves a good 
purpose. It is very cheap; a barrel of it costs something less than five 
dollars, and will cover all the exterior and interior wood work of a 
moderate-sized house. It ~an be applied with a cloth or large brush, 
and rapidly put on. Painters generally do not concur in what we 
have. said concerning the ad visability of preparing by a coat of crude 
petroleum. 

PRIMING COAT.-This is the ordinary first coat of paint; usually 
composed of white lead and viI. The special purpose of the priming 
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coat, when there is no other preparatory coat, is to fill the pores of the 
wood and in· general to prevent the absorption Qf moisture and the 
consequent shrinkage. To a certain extent it does prevent subsequent 
shrinkage, but not altogether. There is nothing that will wholly ar
rest this. In regard to the priming coat we beg to offer the following 
ad vice: It should be thin, and well rubbed in. Do not use white lead 
alone unless the final color is to be white; let the base be something that 
will give a darker color than the final color desired. It is always best 

. to work from a dark color up to lighter ones. The color of the prim
ing should be very nearly that of the finishing coat. The priming coat 
is best considered as a stain, composed of linseed oil and turpentine 
with the color used instead of a base. 

PUTTYING.-After the priming is dry, all nail holes, cracks and de
'fects should be filled up with putty composed of linseed oil and whit
ing. The putty should be colored when there is to be but two coats. 
It should be applied with a knife-never with the fingers. 

FINAL COATS.-Good work requires at least two coats besides the 
pnmmg. When a preparatory coat of crude petroleum is 'laid on, 
two coats, one of which is the priming coat, will answer. The third 
coat can be put on after the house has stood for one season. This is a 
very good plan. If the colors should prove unsatisfactory, they can 
then be changed. Each coat of paint should be thoroughly dry before 
its successor is applied. The paint should be laid smoothly, be uni
form in color, and even in thickness. 

STAINING.-The difference between a stain and a paint proper 
lies in the absence or presence of a base. Paint is composed of a base 
consisting usually ot white lead, red lead, .or zinc white, mixed with a 
vehicle which is usually linseed oil or spirits of turpentine, and the col
orilzg pigment. In some cases the coloring pigment answers as a base, 
but generally speaking the colors are too expensive to be so used, and 
all coloring pigm.ents are not adapted for· such use. A stain has no 
base. It is simply the coloring pigment applied to the wood by means 
of any vellicle which will hold the color in solution. A stain has not 
the body that paint has, owing to the absence of a base, which is what 
gives paint its body and covering-up property. A paint covers and 
lies on top of the surface of the wood. A stain goes into the wood 
and does not hide the grain. The wood remains the same as it was 
before, only darkened and colored. 

The large use of shingles for covering the walls of modern houses 
has led to the adoption of staining the exterior when so treated. 
Formerly it was only the wood of the interior that was stained, it be
ing thought that stains on the exterior would· not stand the exposure 
to the weather. This is true, and constitutes at once their greatest 
merit and defect. The weather acts on a stain to wash out the color. 
All colors are more fugitive when used as a. stain than when they are 
employed as paint, and for this reason it is best to use more of the 
color. It will fade into lighter tones. This is the objection to stain
ing on the exterior. It is also a merit, for this weathering process re
sults in new tones and softening effects that it is impossible to get with 
ordinary paint. The stain does not fade out enti rely. In, some places 
the color will be darker than others, and the result is a diversity of 
shades that as a rule harmonize well with each other and go a great 
ways towards relieving the monotony that usually obtains with a 
painted surface. For exterior work the best way to apply a stain is 
through the medium of turpentine and linseed oil. The mixture of 
the color and oil should be thinned with considerable turpentine, so 
that it will strike in the wood. The turpentine aids the color to pene
trate, and the oil serves to hold it. The surface should then receive 
two coats of oil. It is thought best by some to apply the stain with 
turpentine only, and then add the oil in separate coats; others hold 
that no turpentine should be used. The important part is to get the 
color well into the wood and then provide to keep it tbere. If this result 
can be brought about by using other mediums than oil and turpentine, 
as the individual experience of the painter may cer.tify, the conditions 
of a good stain will have beep fulfilled. Vinegar is sometimes used as 
a vehicle for staining, and gives good results. The mistake usually 
made is in the non-application of after-coats of oil. Thoroughly gOOG 
work requires at least two coats of oil on top of the stain. Frequently 
when it is not desired to change the natural color of the shingles, two 
coats of oil with the color mixed in will suffice. Sometimes the shin
gles are dipped in oil before they are put on the house. This answers 
very well with shingles of California red wood, when it is only desired 
to bring out the natural oolor, but even with these shingles it is best 
to give them an additional coat of oil after they are up. We have 
seen shingles that have been stained and oiled, treated with a final 
finish of varnish, with the idea of holding the color. This it will do, 
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but aside from the expense of such treatment, the gloss. that varnish 
gives is not desirable, and it takes away from the soft graded coloring 
that is the pec\lliar charm of stained shingles. 

It. should be noted that there is more or less uncertainty in vol ved 
in staining or painting shingles. The·final effect, with inexperienced 
hands, is generally different from what was intended. It depends a 
great deal on the manner in which the shingles are laid. The same 
paint or stain gives different effects, according as the shingles are laid 
in straight courses with square ends, or .with the utmost irregularity. 
Shingles are now laid on so as to break \JP the surface very thor
oughly with touches of shadow, as, for instance, when shingles of 
different lengths are used, or \vhen the ends are cut in differentshapes, or 
when they are laid in wavy lines. On the same house all of these 
different kinds may be employed. The result is a great diversity of 
color effect, which is greatly to be commended. The use of shingles 
which have a very rough surface-ordinary sawed shingles-gives 
effective and artistic results, as some parts of the shingles with the 
roughest surface will catch more of the color than other parts, and 
great diversity of color is thus obtained. The uncertainty of the 
result need deter no one from staining. If the stain is properly 
applied and well oiled, the final effect will be found soft and agreea
ble, even though it be different from what was intended. 

greater than if the painter should buy the dry colors and grind them 
himself. On the whole, our ad vice to the painters would be to get 
the very best materials; avoid adulterations; the best is the cheapest. 

ESSENTIAL QUALITIES OF A GOOD PAINT.-It should have a good 
body, or the property of covering up. It should be such thatit will 
flow on easily with a brush, adhere to the surface withOl t running, 
and leave coats of equal thickness when the surfaces are inclined ,or 
even vertical. After it is applied it must become hard; that is, it 
must dry out and harden. After hardening, it must be capable of 
adhering to the surface firmly. And, lastly, it must bedurable. It is 
seldom that any paint combines all these good qualities, and a paint 
cannot approach them unless the materials are pure and unadulter
ated. 

DURABLE COLORS.-A very important question to be answered 
with reference to every color, either when used alone or in combina
tion with other colors is, how will ~t stand the rays oJ the sun and th~ 
severe weather of winter? Many colors, when used singly, are un
changing, but when ~ombined with other colors they cause the 
resultant color to fade or turn dark. Generally speaking, the manu
factured chemical colors will not answer for outside work, and chrome 
yellows, chrome greens, Prussian blues and American vermilions are· 

i fugitive either singly or in combination. The ochres, stone-yellow, 
READy-MIXED PAINTS AND COLoRs.-From an architect's stand- Indian and Venetian reds, burnt and raw umbers, and burnt and raw 

point, the objection to ready-mixed paints is that the colors are not siennas are good and reliable colors. It may be well to gO' into the 
what he would in most instances choose. Some of the p'aints' manu- subject of fugitive and non-fugitive colors more in detail, and also to 
factured by responsible houses are all that they claim to be-pure incidentally note other properties of the various colors of commerce. 
lead and oil; but a ready-mixed paint should be avoided, unless from For trade purposes the coloring pigments may be grouped under the 
a responsible house. One's choice is limited to comparatively few following heads: 
colors, and often undesirable ones, although there are houses that Wh't R d Y 11 Bl 

d 1 . 1 d h d' I e, e , e ow, ue, compoun co ors on specla or ers to matc any eSlred shade. In I BI k B 
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ket is flooded, it is enough to say that few of them are fit to be used All tInts, shades and hues may be obtallled from the above by admix-
for exterior work. There is nothing better than linseed oil and pure ture. 
white lead for painting, and the introduction of lime, soap and water Wh£tes.- White lead is the body color for all tints, and should 
certainly cannot add to their good qualities. As to colors ground in enter,to some extent into all paints to give them body. The common 
oil which come ready for use, they are probably better ground, and, adulterations are barytes, whiting and silicate of potash. Zinc white 
generally speaking, the chances of getting an adulterated article are no has less body than white lead, but it is more durable. Especially is 
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this true on the sea shore, where zinc white should always be used in 
place of white lead. The salt air acts injuriously on white lead. Zinc 
white is more delicate and whiter than any other white that can be 
used for exterior work. These are the only whites that should be 
used on the exterior. 

Blacks.-Lampblack and vegetable black. Both durable. 

Yellows.-Chrome yellow, King's yellow, and Chinese yellow 
are fugitive. Yellow ochre, stone ochre and Naples yellow have a 
good body and are durable. 

Reds.-Venetian red, light red, Indian red and madder lake can 
be depended upon, but carmine, lake, vermilion and chrome reds are 
best avoided on the exterior, if permanent results are desired·. 

Blues.-The only blue that will stand is ultra-marine, and this is 
too expensive for· house-painting purposes. Some of the imitations 

are said to answer very well. Prussian blue, cobalt, Antwerp blue and 
indigo will fade either singly or in combination. 

Browns.-Raw and burnt umber, raw and burnt sienna, bur:lt 
ochre, purple brown and Van Dyke brown are all permanent colors. 
Raw and burnt sienna are sometimes classed as yellow. 

In the chapter on color we ad vocated the use of hues and shades 
in preference to tints. White lead and zinc white should, in following 
out this idea, be used sparingly. The color itself should form the 
principal body or base. This is a most important thing in connec
tion with modern house-painting, where it is desired to obtain real 
color in all its richness and transparency. The thing of most im
portance in any paint is the oil, and most of the essential qualities of 
a good paint lie in it and not in the bases themselves. Dryers, and 
solvents, and bases we must have, as well as proper manipulation, but, 
after all, it is raw and boiled linseed oil that accomplishes the result 
of preserving the wood and holding the color. 





PLATE I. 

AGATE lodge such as here shown may be taken as a type for a large number of small cot
tages which are now being erected in all parts of the country. In buildings of this class 
much more can be attempted in the way of decided coloring than in the ordinary house. 

Effects, which upon other houses would be ~ooked upon as too startling in contrast, are more in 
place here. We do not think, however, that the yellow as exhibited in this plate is quite as it 
ought to be. Yellow is the most positive and advancing color that can be used on the exterior 
of a house, and hence great care should be taken to have it as subuded as the nature of the case 
admits of. The yello\;V as shown is too brilliant, and should be toned down with red anq. black 
so as to bring it in greater harmony with the dark red below. There is a slate roof which 
would be perhaps darker than represented here. The scheme for the painting of this house 
was to paint the first story body a dark rich red, to stain or paint the shingles of second story 
a yellowish dulled orange, and to paint the trimmings a dulled shade of bluish green, which 
would have the effect of a complementary to the other two colors. The red can be obtained 
by mixing Indian red with burnt umber, very little of the latter, with the addition of a little 
black to. shade it down. The orange can be obtained by a repeated stain of burnt sienna, 
with a little Indian red and black in it. The trimming color is a mixture of blue-black and 
yellow ochre, with th.,e addition of a trifle of Indian red. (In this description and all that follow, 
the predominating color of the compound is mentioned first). 

The chimney which is here printed with the body red, would not really be of the same 
shade. If of ordinary brick and treated with two good coats of raw linseed oil a fine rich red 
will be obtained. 

In regard to the accessories of stone wall, grass, road and foliage, they are here made sub
ordinate, and are of no moment save to show the relation of the design. 

Outside blinds may be painted the same as the body color of first story, or the color of 
the trimmings. . 
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PLATE II. 

ADESIGN for a small country house costing about $3500, suitable for suburban towns and 
villages. An attempt has been made to embody some picturesque effects in the 
design, which may be greatly enhanced by the coloring, such as, for instance, the carved 

braces in the gable, and the bay window under the gable. 
The roofs are covered with metallic shingles painted a dark red composed of Venetian red, 

burnt umber and lampblack. 
Although shingles are used in the upper story walls, they are not to be stained. The colors 

here shown are tints and can only be obtained by using considerable white lead. The shingles 
between the curved braces and the gable peaks are painted a tint of Indian red. The shingles of 
second story are tinted with a little yellow, red and black. (Indian red to give related harmony 
to light red above.) The trimmings of the upper stories are painted a purple grey, in partial 
complementary contrast to the yellow-grey. Blue-black with a little Indian red will give this 
color. In the first story there is an entire change of colors. The harmonious relation of the 
upper colors to the lower does not appear in the plate as well as it might. The scheme of color 
contemplated a body color for the first story, closely related in tone to the body color of the 
second story. This body should be a tint of Vandyke brown with a little Indian red. The 
trimmings could have been made the same as those of second story with excellent result, as the 
warm tones used from water-table to peak would have then been bound together by a related 
cool grey. We would recommend that the trimmings be painted one color throughout, and 
that this color be the purple grey above described. For those who may wish to adhere to the 
arrangement shown, we would say that the color for first story trimmings can be obtained by a 
mixture of blue-black, yellow ochre and Venetian red, which will give an olive green. The 
underpinning and the chimney are colored red to represent brick that have been stained 
and oiled. 

Outside blinds same color as trimmings, or same as body color of first story. The sashes 
may be painted dark red with good effect. 

In regard to the architectural design of this and the other plates, while the idea was to 
select those which would best lend themselves to the end in view, at the same time no little 
attention has been given to present new and attractive architectural Ideas, representative in 
some measure of modern styles. 
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PLATE III. 

T HIS is an attractive combination of colors, and cannot fail to be pleasing if 
satisfactorily executed. The trimmings approach' the tertiary color citrine
£. e., a normal green, toned down with black and white. The white is assumed 

to be present in all these mixtures in the shape of white lead or zinc white. The 
green, like all other greens to be used ®n the exterior, can be obtained from blue
black, yellow and red. The exact proportion of course cannot be given. Nothing 
but actual experiment will suffice to determine the color. This is merely one shade 
out of an infinite number that can be obtained by various proportions of blue, black, 
yellow and red. The panels in the gable pediment and those along side of the hall 
windows of first story are painted a shade of Venetian red. (Venetian red, black and 
white.) The pine shingles of second story are to be stained, two coats of burnt 
sienna, with burnt umber in it, the resultant color being a rich yellowish brown of a 
very pleasing nature. The body color of first story may be considered as a darker 
shade of the second story color, approximating closely to the tertiary' russet, with the 
red in predominance. The colors used to compound it are Indian red and burnt 
umber. It should be dulled with but very little black and white. It will be noticed 
that the scale of color is what we have elsewhere spoken of as the dulled scale. It 
is necessary that the darkened or dulled scales be used where the normal colors are 
brought into play, as they are here. The roof is not shown in color. If it is a shin
gled roof, it can be painted red or stained a reddish brown. In most localities, at the 
present time, it is almost as cheap to slate a roof as to cover it with shingles. We 
have hence assumed that in all the larger houses the roof would be covered with 
slate. . 

Outside blinds would appear best if painted the same shade of dulled Venetian 
red used in the gable. They may also be painted the russet of first story with good 
effect. 
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PLATE IV. 

T HIS design is presented as a fair example of a modern Queen Anne wooden house. It 
. may stand as a type for houses of a more expensive nature than the designs given in 

the foregoing plates, and, as far as the painting is concerned, it will answer as a guide for 
all houses where there is a large use of shingles. The decorative idea underlying the painting 
as shown in the plate, consists in grading the colors from heavy rich shades at the bottom, up 
through a middle harmony to the lighter tones of the gable peaks. The tones used for this 
purpose are warm and rich. The trimmings on the c<;;>ntraryare painted a cooler color, giving 
great strength of contrast, and emphasizing the body colors. The roof would perhaps be of 
slate. If it was covered with red tiles, the effect 0.£ the whole would 'be improved. The blue
grey of the trimmings would bind the other colors better if it contained more red than it does. 
Blue-black and Indian red will give it. The yellow of the gables is nothing but a dulled stone 
yellow, mixed with very little black and white. The middle tone is very nearly like that 
shown in plate III. It is really a lighter tint, brought about by using less of the burnt 
umber. Referring to plate III., it will be seen that this color is obtained by a repeated stain 
of burnt sienna with burnt umber in it. The gables (stone yellow) are ,also to be stained, two" 
coats to insure the color. The gable peaks of the porches of first story give good opportunity in 
this design to break up the color effect, by bringing the three graded tones in close juxtaposition. 
The body color of first story is painted. Colors used are Vandyke brown and yellow ochre 
with a trifle of Indian red, and dulled with a little black and white. A building of this class 
ought not to have outside blinds. The arrangement of the windows is such that outside blinds 
cannot open without shutting against other windows. The ordinary inside blind would be 
better, and best of all the Venetian blind. If outside blinds should be used they had best be 
painted a color that closely approaches the middle tint, and also the body color of first story. In 
other words the color should be a darker shade than the middle tint, and lighter than the body 
color. This color may be obtained by using burnt sienna and Vandyke brown, dulled with 
white and black. 

In regard to the appearance of this plate, the authors are confident that those who love 
richness and warmth of color will not go wrong to take it as it stands for a guide in painting 
designs of a. similar character. 
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PLATE V. 

T HIS is the same design shown in Plate I., with a different combination of colors. 
. I t has been thought that the same pesign, painted in two or three different 

ways, would be of more value to those who wish to make a choice of colors, 
than if each plate should present different designs. The same designs can thus be 
compared with each other, and the effects that result from painting can be 'clearly 
noticed. 

The shingle roof is here stained or painted with a dull Venetian red and burnt 
urn ber. A shingle roof, more than shingled walls, will get very dark in course of 
time from the weathering. Hence, it is just as well that the coloring be not applied 
so deeply as would otherwise be necessary. The trimmings, as here shown, are too 
light to gi ve the best effect. The color is a mixture of blue-black,> Indian red and 
white. More of the red should be used. The shingles are colored a near approach 
to what is known as "old gold." The color can be obtained with Indian yellow and 
blue-black, and can be applied as a stain or paint. The panels are painted a brighter 
yellow, burnt sienna alone being used to give it. The body color of first story is a 
compound of sepia and blue-black. The addition of a little Indian red would prove 
beneficial. 

Blinds may be painted the color shown on stone wall, or a more pronounced red 
obtained by mixture of Venetian red and blue-black. 
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PLATE: VI. 

T HIS plate needs considerable modification before it can be offered as a guide. 
The green shown on the roof and the monotone brown are unfortunate com
binations, more especially the green, which by its persistence completely spoils 

the other effects. The idea was to stain the roof shingles a dull green, composed of 
blue-black and yellow ochre, that would grow darker and mottled by age. As it now 
appears, it is a green that can only result from an admixture of Prussian blue' and 
chrome yellow. The scheme of color for the remainder of the house contemplated a 
single color that would harmonize ·in tone with the California red wood shingles of 
the second story and gable. As it now stands, owing to the strength of the green the 
color does not fairly represent California red wood. Supposing that the second story 
should be covered with red wood shingles, treated to two good coats of oil-one coat 
by dipping the shIngles in oil before they are put on the house, and the other applied 
afterwards-the monotone color for the remainder of the house should be compounded 
of Van Dyke brown and Indian red with a little yellow ochre. The blinds may be 
painted a dulled Indian red with good effect. 

The design is the same as shown in Plate II. 
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PLATE VII. 

T HIS design may be compared with that shown in Plate III., if it is desired to 
note the different effect, due to the painting, that the same building has when 
treated with different colors. 'Ihis is an example of grading in different 

shades o'f the same color, all of which are contrasted with a complementary color. 
There are three shades of green, the deepest being at the bottom in conformity to . 
the general principle that should obtain in all decorative compositions. The light 
shade of green in the gable can best be obtained by mixing mineral green with blue
black and yellow ochre or stone ochre. The middle tone should contain less of the 
mineral green, and more of the blue-black and yellow, while the deeper shade of the 
first story body can be obtained with blue-black and mineral green, with but very 
little of the yellow. The complementary dulled red of the trimmings can be obtained 
with Indian red, blue-black and yellow, with some white for a base. The foundation 
wall is colored a blue grey to represent stone. It would be much better with a brick 
foundation, oiled to give a deep rich orange. The grey is too light in color to be in 
keeping with the graded treatment of the superstructure. 

Blinds might be painted the light shade of green, or a deeper shade of red than 
the trimmings. 

If the roof is of shingles, it would look well in reddish brown, Indian red and 
burnt umber, mixed. 
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PLATE VIII. 

I T may be that the painter will prefer to obtain the colors we have shown in these various 
plates by compounding with different colors from what we have mentioned. The same 
color can be had as the result of different mixing. Care only should be taken to exclude 

those colors from the combination which are of a fugitive nature. If this is done, and the 
painter is sure that he can match the colors by other mixings, there can be no objection to his 
doing so. 

This plate is another example, like plate IV. of the same design, of a treatment in which 
the colors are massed and graded. The authors do nQt believe in the practice, which obtains 
to a great extent lately, of picking out small members in a brighter color than the rest, in order 
to enliven the whole. This gives a building a choppy and mincing effect, and instead of 
bringing out and helping the architectural design in a subordinate way as color should, it is 
apt to result in undue emphasis of features which ought to be kept back, and to give other 
parts a relative importance that is far from desirable. Let it be borne in mind that color is 
chiefly important in architecture as an adjunct of form, and that it can never quite take the 
place of form. On the exterior color can properly play the part of emphasizing it, but it 
should never be used so that it interferes with the effect due to good and refined form and 
detail. We refer more particularly to the custom of painting champferings, and mouldings, 
and ornament a positive color-frequently a bright red. These features are the ones which 
most of all give the effect of light and shade so necessary to bring out the form in detail

j 
and 

the emphasis of shadow is quite sufficient without recourse to other methods. 
The body color of first ~tory is a dull sepia green, from sepia, blue-black and yellow ochre. 

The lighter green of second story can be had from mineral green and blue-black. The yellow 
of gable peaks can be obtained by a repeated stain of raw sienna, and the trimmings are painted 
a mixture of brown madder dulled with black and white. Outside blinds in light green, and 
roof of red tiles or slate. 
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PLATE IX. 

T HE orange color of the shingles shown in this plate is altogether too 
positive and needs to be toned down with grey. The lighter 
shade in the peaks can be obtained by a stain of raw sienna and 

black; very little "of the black. This stain may be applied to all the 
shingles, and the deeper shade obtained by a second over stain of burnt 
sienna. Thepr9jecting windows under the left hand gable peak had best 
be painted to match the lighter stain. As now shown, the side 
of the projection and the supporting brackets are in the deeper color. 
The gable of the entrance porch would look better with the panels in the 
darker color and the stiles in the lighter, instead of all being in one color 
as shown. The body of first story is a dulled green of blue-black, 
yellow ochre and mineral green. The trimmings are painted with Indian 
red and blue-black. Blinds should be same color as the body of first 
story. 
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PLATE XI. 

T HE trimmings painted a blue-grey composed of blue-black and Indian red. 
Body color of first story, burnt umber toned down with burnt sienna-just 
enough to give it the effect of a deeper shade than the shingles of second 

story which are stained with burnt sienna. The panels of gable and first story are 
painted a lighter shade of burnt sienna. Blinds a light sienna. 

In this example the effect of contrasting a cool color to warm tones of another 
color is shown. This gives as strong a contrast a~ it is desirable to have. It will be 
noted that none of the colors are very positive in themselves, but by opposing the 
warm tones of the body of the house to the cool tone of the trimmings, the colors are 
all intensified. The grey is decidedly greyer and the three shades of orange are made 
to appear warmer and richer. Note also that a certain harmony of complementaries 
is preserved throughout. The blue grey is complementary to the middle shade of 
the shingles, and a related complementary to other colors. 

We should prefer to see the grey toned down with more Indian red than i's shown 
in the plate. If this was done the whole effect would be more a harmony of tone, but 
there would not be as much strength of contrast. The addition of a little Indian red 
to the burnt umber would give a russet tone, not at all out of place. 

This example shows also the effect of grading the colors from the dark body of 
first story to the lightest shade in the gable peak. The roof had best be slate, as the 
slate grey can harmonize with Hie trimmings. If a shingle roof, it should be painted 
or stained a dark neutral color. 



Modcpn HousE Paintin{J . PLATE~ 

L II 
oJ .. 







PLATE XII. 

T HIS is a very good example of the harmony of tone elsewhere spoken of. The 
same color enters as an ingredient in all the colors, and the result is that they 
all have an affinity for, and are naturally drawn to each other. The gable 

peaks are treated with brown madder and blue-black mixed with white. It will be 
best to add a little Indian red. The fine, rich hue of the second story can be obtained 
by staining the shingles two coats of brown l'hadder and burnt sienna. It may also 
be obtained in painting by adding a little white and black to the madder and sienna. 
The body color of first story is obtained by mixing Vandyke brown and burnt umber 
with a little brown madder. The trimmings are here painted in harmony of tone 
with the other colors. In plate IV, this same design was shown with similar warm, 
rich body tones in strong contrast to the cool color of the trimmings. In this plate 
there is a different treatment, the trimming$ being as warm as the body colors, and 
the contrast throughout is the contrast of tone, than which nothing can be more 
pleasing. The color of the trimmings can be obtained by mixing sepia and Indian 
red with white, the result being a tint. It would be a pity to have outside blinds 
enter into this composition, for it is very well balanced as it now stands, and the 
addition of large masses of another color, involved in the blinds, would not help it 
and might be detrimental to the general effect. I f, however, they are a necessity, 
they had best be painted a color that will grade between the body colors of first and 
second stories. The addition of some Vandyke brown or burnt umber to the second 
story color would give the proper color. 
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PLATE XIII. 

SO far, we have been considering the painting of new houses, or, at least, houses 
that are modern in style. To give our book as wide a value as possible, we have 
introduced a few examples of houses of an older and, at one time, very numerous 

class. Houses such as these have to be repainted now and then, and in many parts 
of the country they are still being built. How to paint, is just as important a question 
in relation to them as it is in more modern houses, and there is need that they should, 
as far as possible, be painted in good taste. Two designs are shown; one, the typical 
French roof house, and the other a story and ohe-half gabled cottage, also typical of 
a very large classs. Only a portion of each house is shown; just enough to properly 
indicate the painting. Designs like these do not lend themselves so readily to rich 
coloring. There are no shingles that can receive stains, and soinbre colorings that are 
in place on other designs would here produce a heavy and unwieldy effect. Especially 
is this true of the French roof design. The cottage can receive freer treatment. 

On this plate we have used tints of a medium depth. The body color of the French 
root" and the upper story of the cottage can be obtained by mixing burnt umber and 
Indian red with white lead, and is a neutral tint of considerable warmth. The trim
mings of the French roof design and the body color of the cottage can be obtained by 
the same mixing, more of the umber and red being used, and less of the white. The 
blinds and sash are painted a compound of Indian red, blue-black and burnt umber. 
The colors for the body and trimmings might with advantage be deeper than is ex
hibited in the plate. This could be done by using large proportionate quantities of 
the umber and red. 
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PLATE XIV. 

T HE trimmings here shown on the French roof house are too light. The color 
is obtained by tinting white with blue-black. If some sepia and Indian red 
were added, the contrast would not be so striking, and the effect would be 

better. These trimmings might also be painted the same color as the first story 
body color of the cottage with excellent effect. The body color of the French roof 
and second story of the cottage are painted a compound of Indian red and sepia, 
mixed with white and a little black. The body color of the first story on the cottage 
is a dulled green, composed of blue-black, yellow ochre, mineral green and sepia. 
The second story trimmings are the same. A different green is shown in the gable 
trimmings, but it should be the same as the other. The blinds are dulled green for 
the French roof house, and dulled yellowish brown for the other. The water table of 
the cottage, by. mistake, is shown unpainted. It should of course be the same color as 
the trimmings. The combination of colors on the cottage is an unsually good one, 
and will be found very effective on this class of building. 
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PLATE XV. 

HERE again we shall have to take exception to the painting shown on the. French 
roof house. The first story body color is an unfortunate one in combination 
with the others. It was meant to be a deeper shade of the body color of the 

second story, and if it was made so, the effect would be excellent. The trimmings 
are painted a tint .of blue-black with a little Indian red. The second story body 
color is also a tint obtained by mixing blue-black and sepia with Indian red. These 
two colors go very well with each other, and the whole house could be painted with 
them to advantage. The body color has as much neutral warmth as the trimmings 
have of neutral coolness, and the resulting contrast is pleasing, and not too strong. 
The body color of first story should be a deeper tone of the second story color, 
obtained by adding sepia and burnt sienna. Blinds should be same color as second 
story body. 

The coloring on the cottage is an attractive combination of complementary 
colors, dulled red and dulled green. The red may be obtained from burnt sienna, 
Van Dyke brown and Indian red or brown madder. The green is a combination of 
blue-black, mineral green, yellow ochre and white. Blinds in both colors, as shown. 
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PLATE XVI. 

I T has been thought best to introduce a few plates by way of illustrating the interior 
application of paint upon wood-work and wall surfaces. The subject is one that demands 
more attention than we can here give it, but as the object of the work is to treat more par

ticularly of exterior painting, we may be excused from dealing with the matter in any other 
than in an incidental way. Interior house painting, of course, calls for the solution of the same 
problems that are 'to be met with in outside work. The exercise of good taste seems, how
ever, to be even of more importance, from the fact that all interior painting assumes a more 
decorative character than that which is done on the outside. When we come to treating the 
inside of our d weIlings, we do so with almost a new feeling of color, for we must be governed 
by our surroundings, and a sense of fitness much more here than on the exterior. Paint when 
used, should be applied with reference to what is likely to go with it, i. e., the wood-work, 
doors, etc., should all" be treated in connection with the wall and ceiling· surfaces, so that a 
harmony of color will prevail throughout. The various rooms of a house should be painted, 
papered or kalsomined in such a way as to give each a distinctive character. The scheme of 
color used for the living-room should differ essentially from that at the bed chambers, bou
doirs, etc., and while a richness and quietness of effect should be sought in one, a cheerful and 
sunny appearance should be aimed at in the other, 

In the example before us we have endeavored to represent the mantel in old mahogany; 
the color is given, but without the transparency or lustre found in the natural wood. The 
dado is painted what is termed a "pea-cock blue," a mixture of black, Prussian blue and 
yellow ochre. The wall surface is treated with a cool grey, which would be improved by 
adding a little Prussian blue to give it a greenish cast, or some Indian red to make it appear 
warmer. Blue enameled brick are used for lining the fireplace. The frieze is the same color 
as the dado, and the picture moulding and cornice in mahogany color. This color may be 
obtained by staining white pine. . 
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PLATE XVII. 

T HIS plate and plate XVI may serve as color schemes for selecting paper, as well 
as guides for painting or kalsomining. The decorative principle, as far as 
color is concerned, that should not be lost sight of, is this: darker colors should 

prevail at the bottom, lighter one.s at the top. This is true of any wall surface, 
outside or inside. It is evident that the reverse would tend to produce a top-heavy 
appearance. Hence a dado should always be in deeper color than the wall surface. 
The coloring of the mantel pieces is not what the authors had in view. It was meant 
to represent pine stained a yellowish red~ The dado is a dark, rich green, and the wall 
surface a drab green. The color of the dado is repeated in the frieze. In regard to 
selecting papers afte"r the colors here given, it may be well to note that the color 
shown should represent the background of the paper and not the figure. A great 
many wall papers are designed in which there is dark background and the figure or 
design is shown on it in a lighter tone of the same color. A very good and harmoni
ous result will always be obtained when such a paper is used, by having the back
ground of the wall paper the same color as the figure of the dado. 

The colors to be used for painting are as follows: Dado, Prussian blue, yellow 
ochre, blue-black and burnt sienna; wall surface, blue-black, yellow ochre, burnt 
sienna and white; mantel, brown madder, burnt sienna and white, with the panels a 
shade darker by addition of umber. 
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PLATE XVIII. 

T HERE are many inexpensive and tasteful ways of painting a hall, and an effort 
. should be made to render this portion of the house as attractive as possible. 

It is the part that one sees first upon entering a house and the last to be seen as 
one leaves it, therefore the importance of creating a favorable impression. The walls 
may be treated in an infinite variety of ways-may be either painted in cool colors or 
in warm ones, but a richness of effect should be aimed at. This can only be obtained 
by employing colors of considerable body and brilliancy. We have, in this plate, illus
trated an inexpensive method of wainscoting in which the whole credit of effect is due 
to paint. Narrow strips of pine about one inch and a half in width and seven-eighths 
of an inch thick are framed and planted on the wall. A cove moulding added forms 
a regular panel effect. The plaster panels thus formed are painted a Pompeian red
a mixture of yellow ochre, Venetian red and vermilion-and the panel frames, door 
and window trim a greenish drab, formed by mixing Vandyke brown, yellow ochre 
and a little blue-black together. There is a slight greenish tinge given to the wall 
which might with advantage be increased in depth. These colorings may serve as a 
guide for papering, which, if done, will greatly enhance the effectiveness of the 
decoration. The same colors are used in the cornice as in the wainscoting. 
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PLATE XIX. 

T HIS plate shows another treatment of the same Hall design. The 
. result is not as satisfactory as we would wish, but with a slight 

modification in the ingredients of the paints used, an effect more 
pleasing would readily be obtained. We would suggest that the green, 
in which there has been used some Prussian blue, be dulled with a little 
brown so as to give it more of a grey look, or, Vandyke brown might be 
used without any other color, with a decided improvement upon what is 
presented. The salmon wall tint should not be so decided as shown, the 
introduction of more white would improve it. The panels are painted a 
light shade of Pompeian red, obtained by adding more of yellow ochre 
to the Venetian red and vermilion than in the preceding example. The 
door frame is in a lighter shade of the green. 
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PLATE XX. 

T HE painting of ceilings is a branch that stands somewhat apart from what is termed 
house painting. The subject is pursued in the main by specialists and calls for a different 
class of work from what house painters attempt. It is moreover done in a different 

manner, and with different materials, though oil colors are frequntly used; yet, in the greatest 
amount of work, kalsomine and water-color fresco are given the preference on account of their 
cheapness and variety of tints. There is a softness and mellowness about work done in water
color fresco, that oil paint, even when flatted with turpentine cannot give, hence its very extensive 
use. Ceilings as now designed, offer an excellent opportunity for color treatment. In general, 
the largest surface should be treated with the lightest color, which may be of blue, buff, grey, or 
broken with any color that".is thought desirable. The shades should be delicate and airy in tone, 
and the darker colors should arrange themselves in successive gradations of strength, the dark
est and strongest color of all being in the cove of the cornice. The center piece may repeat 
the cornice colors, but should be less rich, as its isolated position would tend to render it too 
conspicuous. The ceilings in this plate have the appearance of being somewhat too sombre 
-this is due to the fact that they are seen entirely by themselves, and not with their proper 
surroundings. The furniture, carpets, window hangings, etc., would all have a tendency to 
relieve and lighten them, which they much need .. Cobalt, black, and yellow ochre will form 
the grey that is used, and sepia, black and white, with yellow ochre, the buff. Vandyke brown 
with Indian red is used for the outer member. 
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F. w. DEVOE & CO., 
COB. FULTON & WILLIAM. STREETS, NEW YORK, 

Manufacturers and Importers of 

COL o Fl.S;-DRY, IN OIL, IN JAPAN· AND IN DISTEMPER; 

WHITE LEAD, ZINC WHITE, VARNISHES AND JAPANS, AND 

DIA.NUFACTURERS OF 

"PARK LAWN GREEN," 
(In Oil, for Window Blinds,) 

Light, Medium and Dark Shades. · 

"SUPERIOR WOOD COATING," 
(For Finishing Natural Woods.) 

"ARTISAN GRAINING COLORS," 
(In Oil.) . 

Light Oak, Dark Oak, Walnut and Chestnut. 

"WAX FINISHt" 
(For Hard, Grained or Stained Woods.) 

ARTISTS' MATERIALS. 

l' AlNT WORKS: Horatio ana Jane Streets, !'O ew York. 

MANUF ACTU RERS OF 

lUA.NUF A.CTU HERS OF 

"FLORENTINE FRESCO COLO,RS," 
(In Pulp.) 

In Rottles-over 40 Colors. 

"BR(CK RED." 
(Flat-for Brick Fronts.) 

"ARTISTS' OIL COLORS," In Tubes. 
Fine Brushes, Canvas, &c. 

"PASTE WOOD FILLER," 
(For Filling Pores of Wood.) 

PAINTERS' COLORS, FINELY CROUND IN OIL, 

PAIN'I' F AC'I'ORIES : 

100 to II2 Horatio Street and 

99 to II I Jane Street, 

NEW YORK. 

AND GRAINING AND FRESCO COLORS. 

MA:\ UF ACTURERS OF 

P.A..I~TB, 
DIFFERENT SHADES AND READY FOR USE. 

ASK ANY DEALER FOR OURMANUF ACTURES. 

VARNISH WOBlS: 

2 1 3 to 219 New Jersey R. R. Av 

NEWARK, N. J. 



MINTON'S TILES, 
--FOR--

VESTIBLTLES, HALLS, CORRIDORS, HEARTHS, CONSERVATORIES, &c., 
£n pwell£ngs and Pub/£c Buzld£ngs, 

A.s laid by us in the Capitols at vVashington and Albany, and in numerous Churches, Banks, &c., and the best dwellings 
in every part of the country. 

RICHLY COLORED AND GLAZED TILES for Mantels,Wainscoting Furniture, etc., and Hand-painted Art 
Tiles for same purposes. 

GLAZED & UNGLAZED TILES IN BANDS AND PANELS FOR EXTERIOR DECORATION. 
Plain white and tinted Glazed Tiles for Walls of KITCHEN~, SCULLERIES, LAUNDRIES, BATH ROOMS, WATER CLOSETS, 

DAIRIES, Stables, &c. Also, Plumbers' Materials of every description, including the New Alexander Water Closet. 

MILLER & COATES, 
27U PEARL STREET. betweeIl Fulton & Beekman Sts . ., NE\\T YORK. 

THE P AINrrERS' MAG.LAZINE. 
Subscription Price, $1.50 per 'tlear .. Single number, 15 ce1~ts. 

Devoted to the interests of House Painters, Decorators and Sign Writers, Car and Furniture Painters, 
Fresco and Mural Decorators. 

--============= EST A..:E3I....:IS:::EI:ED EIG-:::EI: T' YEA..:E=tS =============---
RECOGNIZED AS THE ORGAN OF THE VARIOUS BRANCHES OF THE ABOVE INDUSTRIAL ARTS. 

This Magazine is the organ of the various branches of industrial painting and decoration. Its usefulness ar d practical value as a technical journal is every
where recognized by the best known and most skillful painters and decorators of the country, who are subscribers, and many of whom are contributors to its 
columns. We frequently receive such commendations as the following: .. The Magazine is just the publication I have long wished for ,. "With forty years' 
experience in the business I find the Magazine instructive and suggestive, and would not do without it for many times its price." " Every issue is worth the price 
of a year's subscription." ., I like the Magazine because it is not published in the interest of any manufacturer, but is independent and fearless in its criticisms 
and commendations." " Its tone has a tendency to elevate the standard of excellence among members of the craft and raise the profession to its proper place in 
popular esteem." Every painter ought to have it, as it is the Magazine of the trade. Car Painting ;md decoration. House and Sign Painting, Mural decoration 
and other branches of industrial painting receive special attention. Materials and methods are carefully discussed. Each number is illustrated with from three to 
five pages of decorative designs, and lettering. both original and selected from the best art and technical journals. Call on your newsdealer, or address, 

N. C. WHITE, Editor and Publisher, 72 William Street, New York. 



EDWIN A. JACKSON & BRO., 
Otfice, 77 Beekman St., 3 blocks E'ast of Post Office, N, Y" 

The cut on the right 
shows the construction 
of the Grate, the outer 
shell being in part bro
ken away. Pure air 
from out-doors is ad
mitted through the cir
cular opening shown 
in base of the cut, and 
after circulating be
tween the inner and 

FRONT VIBW. outer shells, passes be- REAR VIEW. 

tween the smoke fiues, and thence through the openwork fr~eze (shown at the top of the cut 
on the left) into the room. 

The Grate will keep the room filled with pure warm air, changing constantly, and more or 
less rapidly according to the amount of fire required. It is a perfect automatic ventilator, and 
it equals three ordinary grates in heating power. 

The Heat-Saving and Ventilating Grate is constructed for uniformly heating and ventila
ting large rooms, and those that are in exposed situations, as are those in mo1t country or 
village .houses, and which the common form of grate, with an equal consumption of fuel, 
would be entirely inadequate to heat. It is adapted for burning hard or soft coal, or wood. 
It has the full open front or fire-place, and the beauty, cheerful effect and full radiating power 
of the ordinary grate, combined with three-fold the heating capacity of the common grate. 

The construction of the Grate is such that it is .a constant ventilator in all seasons. In 
winter, with a full fire and with the doors and windows effectually closed, the whole atmos
pheric contents of large rooms are replaced by pure warm air every twenty to thirty minutes 
without any cold drafts or perceptible currents. For bedrooms, or for room.s communicating 
with bedrooms, these Grates provide the most perfect automatic ventilation, m3i " taining a 
purity of atmosphere in them not sensibly less than that of the open air. 

The above cut shows a section of a form of the Grate in which 
the conserved heat may be, at pleasure, in whole or in part, directed 
to a room on the floor above, passing from the upper heat-saving 
chamber through a pipe shown in the cut, and entering the room on 
the floor above through a register, also shown. By this arrangement, 
all the advantages of the cheerful open fire are afford~d to the room 
below, with the addition of a largely increased heating capacity there, 
while with a part of the conserved heat directed above, a room on 
an upper floor can be comfortably heated with pure, warm air. 



HOW ACQUIRED, AND HOW, PROCURED. 
WITH DESCRIPTION OF COLORS, AND THEIR APPLICATION. 

With Forty-two Lithographic Illuslrations of the various Woods used in Interior Finishing 
in Natural Colors. 

By ORAS. PIOKERT and A. METOALF. 

COlSrTElSTTS. 

How TO MIX AND ApPLY COLORS ILLUSTRATED BY 

17 Colored Plates representing the various kinds of Oak. 
I'I Colored Plates representing the various kinds of Black Walnut. 

3 Colored Plates representing the various kind!:. of Rosewood. 
3 Colored Plates representing the various kinds of Maple. 

4 Colored Plates representing the various kinds of Ash. 
4 Colored Plates representing the various kinds of Chestnut. 

One Quarto Volume, Cloth. Price, $10.00. 

We regard thio; the most complete and practical work of its kind published. A limited 

T::H:EJ 

Daniels Paint Mills. 
" I • 

The cut repre~ents three IS-inch mills cooled 
with water ' for fine color in' Japan and Varnish. 

The only Patent for applying water at and 
around the edge of the stones near the grinding 
surface, where heat is generated. 

I have also a variety of common mills, i. e., 
no cooling, for Lead, common Oil Colors, Liquid 
Paints, Water and Dry Colors. 

Patentee and Sole Manufacturer, 

55 Atlantic Avenue. Brooklvn, L I. 

A PRACTICAL MANUAL OF 

CONTAINING 

Full information on the Processes of House-Painting in Oil and Distemper, the Formation of 

Letters , and Practice of Sign-Writing; the Principles of Decorative Art; a Course 

of Elementary Drawing for House-Painters, W riters,etc., and a 

Collection of Useful Receipts. With nine colored 

Illustrations of Woods and Marbles. and 

numerous wood engravings. 

By ELLIS A. DAVIDSON: 

number of copies only can be supplied. 12mo, C,loth, $3.00. 

For Sale by WM. T. COMSTOOK, No. 6 Ast.or Place, New York. 



T~EJ ST.A..N"DA:R..D FO:::8J QU.A.LITY". 

VALE TI E & GOMPANY, 
NEW YORK, 

CHICAGO, BOSTO,N, 

FINISHINC. Sealed Cans. 

WEARING BODY VARNISH. 
(For finishing-coats only.) 

This Varnish is very: pale, and excels in freedom and saf~ty ?f 
workin~ as well as in bnlliancy and durability. Though a long tIme m 
'hardemng, it dries out of the way of dust in ten or twelve hours, and 
sets so slowly that ample time is allowed to accomplish a perfect job on 

' the largest panels. One coat of it is sufficient when used over the 
HARD DRYING BODY or QUICK LaVELING. 

MEDIUM DRYING BODY VARNISH. 
(For linishing-coats only.) 

This varnish dries out of the way of dust in eight or ten hours, and 
is the same as the WEARING BODY, with the single exception of ha~d
dening more quickly, thus rendering it more desirable for ~se dunng 
hot weather and in ·tropical climates. One coat of it is suffiCIent when 
used over the HARD DRYING BODY or QUICK LEVELING. 

ELASTIC GEAR VARNISH. 
(For finishing/he whuls and under parts of Carriages.) 

Though not so durable as the WEARING BODY. it is similar in color, 
lustre and working. When flowed over a surface made with the QUICK 
LEVELING VARNISH, it dries out of the way of dust in eight hours and 
hardens quickly. 

ONE COAT COACH VARNISH. 
. (For finishing-coats 01: ordi"ary work. ) 

This Varnish is heavier-bodied and more durable than the HARD 
DRYING BODY, and. it is especially ad.apt~d for finishing work ~hen but a 
single coat is practIcable. It dnes m eIght to ten .hours wIth fullness 
and brilliancy, and wears as well as a one-coat varmsh can. 

RUBBINC. 

HARD DRYING BODY VARNISH. 
(A 4-day rubbing' /01' under-coats 01: best wor k.) 

This Varnish dries in eight or ten hours, and hardens so as to r~b 
well in about four days. It is fully equal to the WEARING BODY In 

paleness, fullness and lustre, and is much used for finishing over a level 
liurface on hurried work not requiring the greates_.durability. 

PARIS. 

ELASTIC LEVELING VARNISH. 
(A 3-day rubbing /01' under-coats on bodies (If Coach'ls.) 

This is a medium between the HARD DRYING ' BODY and QUICK 
LEVELING Varnishes. It hardens so as to rub well in three days, and is 
sufficiently pale for any light colors. From one to three coats should 
be used. according to the class of the wOl"k, and be protected by the 
WEARING BODY. 

QUICK LEVELING VARNISH. 
(A 2-da;I rubbing /01' u"dercoats on gears or on 60die,s 

requiring dispatch.) 
This Varnish dries quicker and harder than the HARD DRYING BODY. In good weather, it wdl harden so as to rub well in two days without 

sweating out. It is sufficiently pale for any light work. It should be 
protected with the ELASTIC GHAR VARl'iISH, w.hen used on carriage 
parts, and with the WEARING BODY, when used on bodies. 

BLACK JAPAN. 
(For producing a fet-black sur/ace on Coaches.) 

This is a Jet-black Leveling Varnish, which flows and rubs well. 
Two or three coats should be applied over a black ground, and be pro
tected by the' WEARING BODY. 

BLACK COLOR-AND-VARNISH. 
(A ready-made mixture 0/ drop-black and Varnish/or 

use on. Coach-7uork.) 
This Black, made of the purest drop-black and the best of Varnish, 

is superior to all mixtures of the kind prepared in the shop. on account 
of its great uniformity, and being ready for instant u~e, it will be found 
a great convenience. Thou~h not so black as the BLACK JAPAN, it is 
more durable, and rubs wellm two days without sweating out. N. B . 
It should be w ell shaken or stirred bl'/ore usinE. 

MISCELLANEOUS. 
ENAMELED LEATHER VARNISH. 

(For renovating the black enameled leather 0/ carriage to./>s.) 
Clean the leather thoroughly with soap and water, and if it be soft 

and pliable, put on a thin coating of this Dressing, using a medium 
size bristle brush. If the leather be very hard, and stiff, apply a coat
ing of our DARK PERMANENT WOOD FILLING with a brUSh or sponge and 

wipe well 'With rags so as to leave no P. W. F. on the surface. Let 
stand over night to dry. then apply a coat of this Dressing, which 
will dry in an hour or so ready for use. 

QUICK BLACK LACQUER. 
(For touchinr up, repairing iron-work 0/ gears. etc.) 

This is a Jet-black and very quick-drying Lacquer (or Japan), for 
hastily repairing the iron work of gears. etc. It dries in an hour, and 
requires to be varnished over. The BLACK JAPAN is preferable because 
more durable. 

JAPAN GOLD SIZE. 
(For binding, drying and hardening colors.) 

This is a superior oil-drier. of light color, and strength nearly double 
that of ordinary Japan. On account of its paleness and the less quan
tity required, it IS especially valuable for use with light paints; and 
bemg an oil-drier. it is much less hurtful to the work than Japan. 
Once known •. it is indispensable to Coach, Car and House Painters for 
b~nding colors, mixing roughstuffs, and facilitating their drying and hard
deriing through. 

CROWN COACH JAPAN. 
(For drying ana hardening paints.) 

This is a light-colored strong drying shellac Japan, for hardening 
colors, and is well adapted to the use of the coach painte~. 

DARK PERMANENT WOOD FILLING. 
(A patent article for priming outside 7uork, and permanently fillin<; 

and darkening natural woods.) 

This article bein~ a very penetrating and non-evaporating anti-damp, 
of extreme durabihty, is a perfect and permanent filling for the pores of 
wood. Experience has proved that it will not only support the color 
and varnish better and longer than the old method of lead priming, but 
that, on account of its permanent elasticity, it will neither crack nor 
flake off ; besides which, it saves time, labor and cost, and is more con
venient, cleanly and healthy. 

LIGHT PERMANENT WOOD FILLING. 
(Precisely the same article as aboz·e. but being ligkt colored. it fills 

without staining the 1zatural wood. and is especially adapted 
. . to pri mingt:ars.) 



~T::HE~ 

T H ,ESE shingles are all sta,mped of one 
size and in the same manner, so that 

the corrugations of the first course, when 
property laid, will correspond and fit. over 
those of the second course, and so on until 
the side or roof is entirely covered) and thus 
rendered storm-proof and water-tight. 

They make the most ORNAMENTAL 
roof that can be laid, and are less than 
one-fourth the weight of ordinary slates. 
rhis Hem of weight admits of a large saving 
ih the construction of roof timbers, as com
pared with slate. Our Shingles are also more 
perfectly Fire-Proof than , any other Toofing 
material. They are easily laid in courses like , 
ordinary wood shingles, and call be laid on 

slats or lath instead of 
close board. sheathing . . 
Their peculiar design 
in pattern brings them 
in perfect harmony for church edifices and ·the now prevailing styles in architecture, such as Queen 
Anne,' Eastlake, Renaissance, Louis XIV., Early English, etc., etc. 

Send for full descriptive circular, containing prices, of the Shingles, Gorrugated Iron for Siding, 
&c., to' 

ANGLO-AMERICAN ROOFING CO., 
London Office, 158 LEADENHALLSTR'EET. ~2 CLIFF STREET, N. Y. 

130 LAKE STREET, CHICAGO, ILL. 112 POYDRAS STREET, NEW ORLEANS, LA. 

~ Aft (xample of these Shingles, treatt'd in 'col(Jr, may be'seen (In Plate II., 0./ litis ~Vork. 



DIXON'S 
Silico-Graphite 

ROOF PAINT. 
Graphite and Silica will stand 2,000 0 F. heat. 
Graphite.and Silica will statler a,ny degree of cold. 
Graphite and Silica will s{and"salt water. 
Graphite and Silica will !?tand';3.cids. 
Graphite' Paint coversdoubre't'he surface of ordinary paints. 
Graphite Paint is durable,. covers well, is easily laid on, is econo~ical. 
Architects, Builders and Contractors are invited to send us a postal for a complete circular 

explaining this paint at length, "s}:;lowingcolors, quoting prices, &c. It is the most durable Roof 
Paint known. ",.",,';JOS.l;)IXON CRUCIBLE CO., Jersey Oity. N. J. 

DIXON"S",:r.A.MERIOAN PE' NeILS '. '.' .•... ·.·"GRAPHITE • 

DESCRIPTIVE LIST. 
Stamped in gold, "'DIXON'S ~rfI~A~~~ S,Mn'&o. 

IN FIVE GRADES OF HARDNESS OF LEADS, VIZ: 
S-Soft ................ ; ..... (Old Style, NO., I.,' '/ H:-Hard .................. (Old Style, NO.4·) 

S M-Soft Medium, ........... (" NO.2.) V H-Very Hard .............. (" No .• 5.) 
M-Medium .............. (" NO.3·) 

The above 5 grades are prepared in wood, finished in several beautiful colors, and in two shapes, viz:' Round 
shape and Hexagon shape. ' 

BOSTON, May 3d, 1880. 
I have used Faber's Pencils (being noted as the best), for a great many ye:'l;rs, i~ bothyrance and. Americ.a. 

I was very much surprised at the superiority of the samples of every grade of Dixon S American Graphite Pencils 

you lif~e~~~mend them all for the purity of the lead and strength of point, especially your soft grades, which 
have a smoothness and solidity unknown to me up to date. . . . 

They are s~lrprisingly g?od for tracin&,s on vegetal paper, f~omwhlch I can make Just double the amount of 
transfers than with any penCil I ever used m my 25 years, experience. . J. HENRI SAUER, JR , 

Designer for Oriental Print Works, Apponaug, R. 1. 

TEN GRADES OF LEADS IN ARTISTS' PENCILS. 
Stamped in gold, "DIXON'S ~rfI~A~~~ ARTISTS'S M" &0. 

In Heooagon shape., and eooquisitely jinished in the natuTal coloT of the cedaT wood only. 

OUR COMPLETE GRADE STAMPS ARE AS FOLLOWS, VIZ: 
Trade Similar grade to the Trade Similar grade to the 
No. European Stamp of No. European Stamp of 
210 V V S-Very, very soft ...... (B B B) 215, M-Medium ........... (H & NO.3.) 
211 V S-Very soft ............ (B B) 216 M H-Medium Hard .... (H H) 
.212 S-Soft ................ (B & No. I.) ~1'" H-Hard .............. (H H H & NO.4.) 
213 S M-Soft Medium, ....... (H B & NO.2.) 21 S V H-Very hard .... (H H H H & No. S.) 
214 M B-Medium black ....... (F __ ) _____ 2_1_9_V_V H-Very, very hard .. (H H H H H H) 

OFFICE OF THE AMERICAN BANK NOTE CO.-ART DEPARTMENT, 
. ., NEW YORK, July 5, 1876. 

I was mduced to try your Dixon pencils (though very much wedded to [he Faber), and from"a careful tria 
now of several months, I am perfectly satisfied they far exceed anyfhing I have ever used. 

WILLIAM MAIN SMILLIE; 

Ask your Dealer for DIXON'S AMILRICAN 
GRAPHITE PENCILS, 

bu..t i:f tb.ey are Ilot sold by a:n..y dealer iIl you..r V'iciIlity, vvrite to us :for saDlples, sendi:n.g 9 
Ce.:nts

7 
i1::1 postage staDlps-

JOSEPH DIXON CRUCIBLE CO., Jersey City, N. J. 



1t~IIOl\l.S l\IOBT~OR, 
-MANUFACTURER OF-

C~DDer, Steel and Ir~n Sa~h Chain~, 
W'ITJD P .£TJDlNTJ ATJT'£(OIDMENTJS, 

65 ELIZABETH STREET, NEW YORK. 

For suspend£ng W£ndow Sashes, Doors, 
Gates, and machinery purposes / streng-th 
from 251bs. up to 5,000Ibs. These" Chaz'ns 
are made from Copper, Iron and Steel, and 
for strength and durabz'l£ty have no superz'or 

~ in the market, and are sold as low as any 
~ others at all tz'mes / when used as dz'rected are 
~ warranted to gz've satz'sfactzon z'n every z'n-

stance. The attachments to these chaz'ns are c 
very sz'mple and strong. Samples ./urnz'shed ~ 

(,) 

free to architects upon applzcatzon. They are .~ 

now bez'ng used in the Metropol£tan Concert ~ 
Hall, D. 0. · Mz'lls Buz'ldz'ng, Guernsey Buz'ld- <> 

ing, Coal and Iron Exchange, Stock Ex-
change, Sa1nuel J. Tzlden's new mansz'on, A. T 
Stewart's Cathedral School, Garden C·£ty, . Wz'lliam H. Vander
bilt's new houses, Belvedere Hotel, Post Buildz'ng, Smith Buz'lding, 
and many others. 

. SEND FOR PRICE LIST AND ' CIRCULAR. 

A collection of Examp~ es and Studies for the use of Designers, ' embracing from five 
to six hundred different items of Design, carefully prepared and drawn with a view to 
practical availability in the present style of work. A feature of this collection is an 
abundance of useful Borders and Edgings. 

The accompanying Specimens have been reduced from the pages of the work, and 
fairly represent the general character of its contents. 

24: Folio Plates, (uniform with '~Modern Surface 
Ornament.") 

Price, in portfolio. $6.00 

For Sale by WILLIAM T. COMSTOCK, 6 Astor Place, New York. 



H 0 LBR 00 KBR OTHERS, 
8t89 Beekman Street and 53-55 Cliff Street, 

NEW YORK. 

Polished Plate Glass, 

French Windo-w Glass, 

Ca thedral Glass, 

Colored Glass, 

Enameled Glass, 

Ground Glass, 

Beveled Glass, 

Floor Glass, 

Skylight Glass, 
Embossed Glass, 

Sand Blast Glass, 

Bent Glass, 

Glass of all kz"nds sold z"n quantz"tzes to SUZl, and cut to any sz"ze and 
. shape. 

SAMPL.ES AND ESTIMATES FURNISHED ON APPLICATION . 

. 
Sale Agents for Sharratt & Newth's Oelebrated ENOLISH OLAZIERS' DIAMONDS. 



PRACTICAL BOOKS 
ON 

FRESCO DECORA. TION, ORNAMENTATION, PAINTING; 
INTERIOR 

AND 

Arrowsmith. Paper-Hanger's Companion. A 
Treatise in which the Practical Operations of the 
Trade are Systematically laid down; with Co
pious Directions Preparatory to Papering; Pre
ventives against the Effect of Damp on Walls 
etc ..................................... $1.25 

Book of Scrolls and Ornaments. For Car, 
C<lrriage, Fresco and other Painters. This book 
is now used in many prominent Car Shops, and 
for Ornamental Work generally ........... '.$I.oo 

Benson. Principles of the Science of Color con
cisely stated to Aid and Promote their U s~f111 
Application in the Decorative Arts. By William 
Benson. Illustrated by diagrams and colored 
plates. Quarto, .......................... $7.50 

Boyce. Modern Ornamenter and Interior Decor
ator. By A. P. Boyce. 22 plates, oblong .. $3'50 

Boyce. The Art ot Lettering and Sign-Painter's 
Manual. Illustrated with numerous Styles of 
Letters, and valuable information for practical 
use. Oblong .............................. $3.50 

Boyce. A Collection of Scrolls and Ornaments, 
suitable for Painters, OrnamenteITi, Designers, 
Engravers, Lithographers, etc., etc. Oblong. 
20 plates.. . . . . . . . . . .. ......... . ......... $r:oo 

C. Boetticher. Bookof Ornaments for the prac
tic:?l use of Architects, Decorators, Painters and 
Paper Manufacturers, and Silk and Woolen 
Weavers. Consisting of S parts, each part con
taining 4 to 6 plates. Oblong. Price per part. $2.20 

Chapman. American Drawing-Book. A Manual 
for the Amateur and Basis of Study for the Pro
fessional Artist. By J. G. Chapman. Illustrated. 
4to ........••................•........... $6.00 

Chevreul. The Principles of Harmony and Con
trast of Colors, and their Application to the Arts. 
By M. E. Chevreul. Illustrated with colored 
plates. 3d edition. r2mo., ........... , ... $3.75 

Cupids. By Meyer. Size,12}2xIS. A large num-
ber of plates. Each plate .................. $0.45 

Davies. A Treatise on Shades and Shadows, and 
Linear Perspective. By C. Davies. 1 vol. 8vo,$3'75 

Deutsches Maler Journal. A Practical Work on 
Interior Decoration, containing contributions 

from celebrated Fre$C(i) Painters of Europe. Ceil
ings, Walls, Vestibules, Steps, etc., in Fresco. 
Chromo-Litho. Plates; with Stencils and Pounce 
Patterns in natural size. 20 parts, Each part.$2.20 

Field. Chromotography. A Treatise on Colors 
and Pigments. Illustrated. 8vo " ... , ... $10.00 

Field. A Grammar of Coloring Applied to Dec
. orative Painting and the Arts. 12mo. .. ,., $1.25 

Free Hand Drawing. A Gl1ide to Ornamental 
Figure and Landscape Drawing. By an Art Stu-
dent. Profusely illustrated. r8mo ........ $0.50 

Furniture and Cabinet Finisher. A Guide to 
Polishing, Staining, Dyeing, and other prepara-
tions of hard and soft woods .......... , ... $0.50 

French Polisher's Manual.... "" 25 

Fresco Stencil Decoration. 
SERIES I. Each part consists of 3 Chromo-Litho. 

Plates, with accompanying Stencils and Pounce 
Patterns in naturaksize. 8 parts; size 1 , x16, 
in folio. By Ernst Schurth. Each part. .$I.50 

SERIES:.! 8 parts; size IlXI6. By Oscar Schurth. 
Each part...... . . . •• . ........•......... $2.20 

SERIES 3. 8 parts; size IIXI6. By Oscar Schurth. 
Each part .............................. $I.8S 

Fromberg. Art of Painting on Glass. rzmo. $0.50 

Gardner. How to Paint. A Complete Compen
dium of the Art. By F. B. Gardner. r6mo .. $I.OO 

Gardner. The Carriage Painter's Illustrated 
.Manual. 16mo. .• ........... . ........... $I.oo 

Gessert. Glass-Staining; or the, Art of Painting 
on Glass. 12mo........ ............ • ..... $0.50 

Gilder's Manual. A Practical Guide to the Dif
ferent Ways of Gilding and Silvering Wood in 
the different trades, etc ..... " .. . .......... $0.50 

Gothic Ornament-Colored. 5 parts. 3 plates 
e3ch. Size IlXI5. By Schreiber. Each part $1.25 

H. Gruz. Sketches of Fresco Painting in Mod
ern Buildings. 12 parts, executed in colors. 
Price per pan .............................. $5.90 
Containing the following styles: Louis XV!., 7 

plates and 2 plates text; Louis XV., IO plates and 
2 plates text; Louis XIV., 6 plates and 3 plates 
text; Louis XII!., 10 plates and I l='late text. Re
naissance Style. 19 plates and 5 plates text. New 
Greek Style, 7 plates and 2 plates text. 

DECORA TION. 

E. Haendel. Fresco Stencil Painting in the Old 
German Style. Pounce patterns in llaturaJ size, 
for ceilings, walls, etc., and for decorating 
churches, etc., in old style of the :12th to 16th 
century. 25 plates, folio, cover. '" ...... $,.85 

Ludw. Haeveinayer. Wall Patterns for Fresco 
and Decorative Painters. Also useful for paper 
and carpet factories. Complete in 4 parts of 6 
plates each, executed in colors. Price per 
part ............... " ...... , .. . ...... ' $:1. ro 

- The latest in Decorative Painting for Walls in 
variou,; styles. 6 parts of 6 plates each. Price 
per part ..... ' .... " .... .. ... $:1.10 
- 2d Part contains 3, parts of 6 plates each. 

Price perpart.. . . . . .. . .............. ' ... $2.20 
~ 3d Part, Interior Decoration, 3 plates. Price 

per plate. . . .. ..'............ ....... . .. $2.20 
Hand-Book of Oil Painting for Young Artists 

and Amateurs. 12mo ...................... $2.00 

Hulme. Principles of Ornamental Art. By F. 
Edward Hulme, F. L. S. 431 designs. 4to .. $r2.50 

Owen Jones. Grammar of Ornament. Illustrated 
by examples from various styles of ornaments. 
List !of plates: I to ~, Ornament of Savage 
Tribes. 4 te) II, EgyptIan ornament. 12 to 14, 
Assyrian and Persian ornament. IS to 22, Greek 
ornament. 23 to 25, Pompeian ornament. 26 to 
27, Roman ornament. 28 to 30, Byzantine orna~ 
ment. 31 to 35. Arabian ornament. 36 to 38, 
Turkish ornament. 39 to 43, Moresque ornament 
from the Alhambra. 44 to 48, Persian ornament. 
49 to 55, Indian ornament. 56 to 5H, Hindoo or' 
nament. 59 to 62, Chinese ornament. 63 to 65', 
Celtic ornament. 61) to 73, Medireval ornam«;nt. 
74 to 82, Renai3sance ornament. 83 to 85. Eliza
bethan ornament. 86 to 90, Italian or. ament. 
91 to 100, Leaves and flowers from nature, 28 
parts, 4to. Each part contains 4 plates. executed 
III colors in the best style of chromo· lithography , 

'with descriptive text. Price per part, $r.10; 
Complete, bound ... ,..... . . . . . . .. . ...... $35.00 

Lienard. Specimens of Decorations and Orna· 
ments in the 19th Century. 125 plates. Folio, 
cover. ... . ................. ; ............. $35.20 

Modern Decorative Painting. A Series of Ex. 
amples for Fresco and Mural Painting, in Chro
mo-Litho .• with Stencils and Pounce Patterns in 
natural size. 8 parts; size IIxr6, in folio. Each 
part ......... ; . . . . . . . .. . .................. $2.50 

Monograms. By Klimsch. . Decorated Initials 
in all combinations of the alphabet .. 13 numbers 
of plates each, size IOX 12%, per number ... $0,40 

Newbery. Gleanings, from Ornamental Art of 
Every Style; Drawn from Examples in the Brit
ish, South Kensington, Indian, Crystal Palace and 
other Museums. Exhibitions of I85' and 1862, 
and the best EnS"li~h and Foreign works. In a 
series of IOO exqUIsitely drawn Plates. Containing 

many hundred examples. By Robert N ewbery. 
4to ..... ' . . . . .. .... .." ...... - . . . . . .. $12·5° 

Pattern Book of Ornamental Design. For 
Fresco Painters, DeSigners, &c. 30 parts, 6 plates 
each. Size IOxr2. By Steinhauser. Each 
part ........... , .......... , .............. $1.00 

Painter's Manual. A Practical Guide to House 
and Sign Painting, Graining, Varnishing, PQl!sh
in~. Kalsomining, Papering, Lettering, Stainlllg, 
Gilding, Glazing. Silvering, Analysis of Colors, 
Harmony, Contrast, &c ....... , ............ $0.50 

Penley. Sketching from Nature in Water Colors. 
By Aaron Penley. Beautjfully illustrated. 
4to ..................... ' ...... , ........ $7·5° 

Prang. New Alphabets, Plain; Ornamental and 
Illuminated. Most elaborate work of the 
kind, ...... ~ ................... , ....... $5.00 

M. A. Raccinet. 100 plates, ex.ecuted i.n gold, 
silver and colors·. 2,000 styles III Renaissance, 
Middle Age, Oriental, etc. Price, compJete.$44.00 

H. Schenk. Different Ideas, for the 'practical 
use of Ornamental painters and architects. 6 
parts,- folio, cover ...... , . . . . . . . . . . . . . .. '" $5.50 

Anton Seder. Journal for Decora~ive ~ainters 
Containing Paintings an~ DecoratIOns m every 
style. 4 parts, 6 plates m each part, 4 III color 
and 2 plain. Price per part. ................ $2.20 

Standard Scroll Book. A Collection of Favorite 
Scrolls, with man~ Designs ~or "Shaded" Scrolls, 
Sign OrnamentatIOn, Omlllbus Sides, and gen-
eral ornamentation ........................ $ I. 00 

Snell. Instructions in Enamel Painting on Glass, 
China, Tiles, etc. Illustrated. 8vo, ...... $1 25 

Stevens. The Art of House-Painting. 16mo.$0.75 

Stokes. The Cabinet-Maker's and Upholsterer's 
Companion. . .................... , ••••.... $1.25 

The Fresco ManuaL 30 plates, lOX 13%; about 
500' designs of Ornaments, Bordt;rs, Corners, 
Centers, Ceilings, Rosettes, &c. Price ..... $4.00 

The Standard- Sign Writer. One oblong vol-
ume. Plates.......... . ................. $2.00 

Whiteford. A Guide to Porcelain Painting. Il-
lustrated. 12mo ........ , ................. $:1.25 

Woodward. Ornamental and Fancy Alphabets, 
Monograms and Titles, &c ................ $6.00 

Workshop. A Journal on Furniture and Dec
oration. Per month, 50 cents; per annum. $6.00 

Weissbacher & Lottermoser. Architectural 
Decorations for Buildings in the Renaissance 
Style. 6 parts. Each part 3 plates colored, and 3 
plates plain. Price per part ... , .......... $I.I0 

For Sale by WILLIAM T. COMSTOCK, 6 Astor Place, New York. 



IIHA T we .,e mpidly developing into an a.t.lo,ing people goes I , without saying. On aU( sides evidence is accumulating of this 

~~ fact. I~ can be seen in the importation of pictures of the very 

JL ,highest grade" and the largely-increasing attendance at art 

sales and annual exhibitions. ,It ca.n be seen in the growing knowledge of 

many arts and their accessories with whiCh we were unfamiliar a few years 

ago. It can be seen in dress and in !un~iture and house decoration, until 

it would seem thatthe ingenuity of man had been taxed to its utmost to 

produce new and effective designs in the latter goods to please the eye. 

It is but a few years ago that hair-cloth and rep-covered furniture were 

considered quite in keeping with most persons of wealth. Cradually satin 

coverings took~~eir place, carpets had to be in keeping, and the acme ,of 

house adornmentwas to be able to have a satin-finished paper on the wall ; 

ceiling decoration wasconfin~d toa few shades prepared by that man 

of genius, the kalsominer. The times have veritably changed, and to-day household decora

tion is as great a study and as high an art as the most finished work of a Diaz, Corot, or 

Meissonier. Thelabor and genius employed may not command so high a remuneration as 

one of the great artists would demand for similar time employed; but that it does require a 

high orderof talent is beyond question,and the verification of thIS needs only a visit to the 

establishment of Messrs. Fr. Beck & Co., manufacturers of wall papers, corner of 

Seventh Avenue and Twenty-ninth Street, to witness its convincing proof. As the tastes 

of the people , have improved , so has this firm kept pace with the demand; in tact, it has, to 

a great extent, led the taste and fostered the desire for a higher education in house decoration. 

All ~hat improved machinery could do has been employed by them, the best talent 

attainable has been secured, and the most ' commodious factory and warerooms built for their 

business and cus'tomers. Their latest designs are simply marvels of wall and ceiling decora-

tion,-tapestry and velvets, the latter not an imitation, but a, nat ve!ve~, in most exquisite 

figures and !::hades attached to a paper 1 ack, and hung with as much facility as ordinary wall 

paper. They h:lVe also succeeded in reproducing the effects of the old Venetian or Dutch 

leathers in exceedingly odd designs, harmonizing where the s~rrounding accessories are dark. 

Another novelty is the reproduction of patterns in imitation of oxidized metals, steel, 

iron, bronze and brass, appearing at a little distance to be the heavy metals they but repre

sent. It is marvelous how real they seem. ' With their unexcelled facilities they can repro

duce any pattern made abroad, and often at half the price asked for imported goods Our 

galleries are daily thronged by those 'interested in art and its advancement, but a greater and 

far more interesting study can be seen at Messrs. Beck & Co.'s warerooms, where courte

ous attendants are always glad to show visitors through their factory and explain what they 

are doing to advan'ce the taste for house decoration.-New York Evening Express. 



JOHNSTON'S . 
PATENT STANDARD 

·DRY SEZED KAEtaOHERE ~HD B"RESCO PAERT~S~ 
+3IC READY FOR USE. ~ 

::a:: A VEl T .A~:EJ:t'J ElIG-::a::T FIR...ST-OLASS .A"""'\l\T AR...DS . 

. ~. 
Orand Medal 

AND 

Diploma. 

~. 

Centennial 

Exposi tion, 

~ 1 8 76.iI" 
: 

FOR WHITENING AND DECOR,ATING WALLS AND CEILINGS. 

They are carefully prepared from the finest selected materials, and are offered for sale in a finely pulverized condition, simply requiring the addition of water to fit them for use. 

THEY POSSESS STRONG DISINFECTING .. PROPERTIES, and can bet effectually used in cleansing and rendering healthfuL apartments, the walls of which are 
impregnated wilh germs of disease. 

They will KEEP FOR YEARS, without change in color or quality, and, after being mixed with water, will keep for months. 

They are the original and only reliable preparations for the purposeev~r offered to the public, as proven by a test of over seven years, and thousands of testimonials from the 
largest and most respectable dealers and practical men in the country, as well as from the opinio~ls of Judges of various Exhibitions. 

To people who wish to BEAUTIFY THEIR HOMES AT SMALL COST, our Kalsomine and Fresco Paints are especially adapted. 

~ CAUTION.-The wide-spread popularity of my PATENT KALSOMINE and Fresco Paints having induced unscrupulous parties to foist upon the market worthless 
preparations, under various names, purporfng to be for the same purposes, I caution the public to, guard against such frauds, by seeing that my NAME and TRADEMARK are on 
eve'ry package. H. M. .JOHNSTON, Pa-tent;ee. 

Ask any reliable Paint, Drug or Hardware Dealer for it, or write for sample card and testimo.ials to 

DRY KALSOMINE AND FRESCO PAINTWORK.S, 
~(!)6 WAtel' St~@~t, Bow To~.~ 







Kodak Color Control Patches @ Kodak. 2007 TM: Kodak 

Blue Cyan Green Yellow Red Magenta White 3/Color Black 

-J,.~:~ 
-,:;~ 

'i:-'-'-"~.'.i:..-' .• c. '_i __ ~ 

Kodak Gray Scale 

A 1 2 3 4 5 6 M 8 9 10 11 12 13 14 15 B 
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