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refaces

HERE is no book on Illumin-
ating, so far as the writer

knows, that enters fully into

such things as the putting-
on of opaque colour, gum-
ming up, &c., in such a way as to leave the student
with distinct ideas as to what is “ professional ” and
what is not. This treatise is, therefore, designed by
the author to meet a need of which many amateurs
and beginners have complained, and which he himself
encountered when he began to illuminate.

The subject is immense enough to constitute a
life-study. But, unfortunately, professional illumin-
ators, having no time for artistic research, are apt
to become enslaved to the perfection of their own
“execution,” and isolated in the taste of their own

time; while, on the other hand, the amateur, although

W, aniguepoiternlibrary.org 2024. 10



Creative Commons 4.0 NC SA BY FREE DISTRIBUTION ONLY - NOT FOR SALE

iv PREFACE.

he may have some knowledge of the traditional
forms of art, has never had to meet the necessity
of producing work that would sell.

It is hoped that from this short and practical
treatise many a beginner will learn something of the
tradition of the art, and something of the robust-
ness and the self-control, the playfulness and the
love of nature of the old illuminators, to whom our

debt is so great.
P. M. W,
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[[luminatmg and Missal Pamgmg.

—_—————

CHAPTER 1.

The Materfals Wsed in FHlumination.

PARCHMENT.

ARCHMENT or “vellum” is
the material generally used
to take the decoration in
high-class illumination.
Vellum (calf’s skin) is not
a usual trade commodity,
but Messrs H. Band & Co.,
Kelmscott House, Somer-
set Road, Brentford, sell
the following : Artists’ vel-
lum for illuminated ad-
dresses ; Kelmscott vellum, not so heavy as artists’ (specially
prepared for printing the Kelmscott Chaucer), and Roman
vellum, a lighter substitute, both for writing and illuminating,
as well as for printing. Roman vellum is a fine quality of
sheep or lamb skin, an imitation of the vellum used in the
Vatican. “Prepared vellums” are stiff, and are used for
framed addresses, &c. They are sold by the artists’ colour-
men at about 2s. the square foot. A fine quality vellum of
this nature can be obtained of Messrs Partridge & Cooper,
Fleet Street. The smallest piece kept is one 16 by 13 in.,
price 3s. 6d. Plain parchments can be bought at a law
stationer’s, They are of “good quality” and “best
A
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2 ILLUMINATING AND MISSAL PAINTING.

quality.” The following are prices: good quality, 10 by
16 in.,, 8d.; 12 by 18 in., 10d.; 18 by 22 in,, 1s. 6d.; 26
by 29 in., 2s. gd. Best quality, 10 by 16 in., 10d.; 12 by
18 in,, 1s. 1d.; 18 by 22 in,, 2s. 1d.; 26 by 29 in., 3s. 6d.
A superior quality of parchment (unsquared lambs’ skins)
can be had from Messrs Stallard & Co., Havant, Hants.

PAPERS AND BOARDS.

In practice, the author has found that Whatman’s O. W.
Drawing Board (hot-pressed) has perhaps the best obtainable
surface for illumination on paper. Whatman’s Water-colour
Sketching Boards (hot-pressed) should also be tried. In the
case of these latter, much disturbance of the surface, before
colouring, results in the presence of loose hairs. The same
firm supplies, also, Water-colour Sketching Board “ special
surface,” No. 1, smooth; No. 2, extra smooth. Bristol
boards have an excellent surface, but their lack of per-
meability is apt to be disconcerting in an attempt to obtain
quite level washes of colour. The old-fashioned * Bristol
board ” is no longer procurable. Some heraldic artists use
hot-pressed Whatman paper stretched upon a frame; but,
setting aside the inconvenience of transferring some elaborate
drawing correctly to a surface not well placed, it is doubtful
if hot-pressed paper, even when it has not been damped,
has ever the smoothness of hot-pressed board. Artists’
colourmen supply paper ready-mounted on frames, or will
mount it to order.

COLOURS.
Pan Colours.

Pan colours are easy to rub off, but the danger of fouling
one colour with a brush that has been used for another is
obvious. They are, also, great collectors of fluff (the
illuminator’s bane), and the practice of keeping them
covered when working should be adhered to as much as
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possible. A box of pan colours carelessly left open for a
night is likely to give trouble.

Here a warning may be given to those using gum-water
and ox-gall. Unless care is taken, the colour in a pan may
come to hold too much of either of these; and at best, the
unheedful artist, taking from the bottom of a pan, may be
working with what is practically a different colour to that
which he took from the top. He may, for instance, add
gum or gall to colour already holding enough for his purpose.
Some pans of colour, when sold, appear to have too much
gall in them. This is seen when some is rubbed off, and
the brush then dipped in water by the ripple of colour that
flies out.

Taking your colour from the pan with a knife is, if
extravagant, an obvious saving of trouble in some ways.

Cake Colours.

Colours in cake, except for some few drawbacks, are
perhaps the most pleasing to use in illumination. A
necessary disadvantage connected with them is the time
taken in rubbing them down. They also shed small par-
ticles into the receiving water, especially those of makers
who indulge in elaborate patterns in relief and fillet borders.
Cakes lightly stamped with the maker’s name in intaglio
would save trouble. As to these chips, the illuminator
should possess a small glass pestle with which to grind them
down; one with a round and a flat end can be obtained
from a chemist. This grinding down should be done
thoroughly, or chalky-looking patches will be seen in the
coats of colour. Another disadvantage of cakes is the
presence of sparkling particles in some, probably through
excess of gummy substance. These particles can never be
got rid of by any grinding or dissolving. It is best to throw
such colours away at once.

In rubbing the colour off a cake, the danger of grease
leaving the hand can be obviated by holding the cake in a
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4 TLLUMINATING AND MISSAL PAINTING.

piece of paper, but care should be taken lest the cake
become wet and the paper dry on.

The author always uses his white (Chinese) from cakes,
except when mixing his own, and has never yet found any
of the above-mentioned particles in either Messrs Rowney’s
or those of Messrs Winsor & Newton.

Tube Colours.

Water-colours in tube have the great disadvantage of
drying in the tube, which must then be cut open, and the
colour taken away with a knife. It is best to buy half-tubes.
Tube Chinese white is convenient when a little white 1s
wanted for touching up in a hurry. Some artists squeeze
their tubes out into a china receptacle, for tube colours
work better when they have once been dry.

Powder Colours.

Fine ground powder colours can be obtained of the
artists’ colourmen. They are applied to the material by
being mixed with water, gum-water, and a little ox-gall.
The use of them, however, i1s rather of the nature of a
hobby. Powder colour white is useful when a strong white
is wanted for linings.

Colour in Bottles, &c.

The colour most often used in bottle is Chinese white.
Though, owing to the fact that it can be used thick, it is
very convenient for the finishings just referred to, the
author confesses that he has been able to do little with it in
obtaining level coats of colour. He has seen it suggested
that if it is diluted with distilled water and left to evaporate
and thicken, and then diluted again, it is improved for
working, and that white that has been out of the bottle for
several daysis best. There would, of course, be the chances
of dust getting into it.

Vermilion in bottle can be made use of as an ink.
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INKS.

Under this head will come the mixtures of colours used
for writing.

For black writing, the author uses a little of the best
Indian ink with much lamp black (never ivory black).
Gum-water is added to this to give brilliancy and viscidity,
and if this mixture is too viscid, as is generally the case, ox-
gall will make it flow. The gum should be well mixed in,
or some letters will be “mat” and some brilliant.

For red lettering vermilion is the best, either pure or
with a very little white. Unless gum-water is added this
lettering is liable to smudge, but too much gum-water seems
to obscure the red.

Blue “ink” is best made from Prussian blue (or
ultramarine), Chinese white, and gum-water. The unmixed
colours are, of course, too dark.

BRUSHES.

Of the brushes used by illuminators little need be said.
Most illumination can be executed with a No. 1, No. 2,
and No. 3 red sable (round). The ex#reme tips of these
brushes should be removed by a razor or sharp knife.
They then have a rectilinear end, and are fit to be used
for washes, especially Nos. 2 and 3. No. 1, which can
hardly be described as a wash brush, should, however,
have any awkward ends at the tip removed. The red
sables of some makers are a little too thick for the
illuminator’s purpose, and will not give the colour out
freely. When this i1s the case it is best to cut off some
outside hairs, round, against the ferrule. For fine free-
hand lines a crow and a miniature can be used, though
the latter i1s not perhaps essential. For outlining—so
important a feature of illumination—a duck is commended
by its pliancy ; and every illuminator should perfect himself
in the use of a rigger, with which, held slantwise, elaborate
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6 ILLUMINATING AND MISSAL PAINTING.

curves and isolated curving lines can be drawn. The
smaller a rigger is, the more it can be laid on its side, and
more truly dragged along.

PENS.

For illuminators who use steel pens, those of Gillott are
perhaps the best. Writing done with a steel pen, however,
bears very little resemblance to the finely executed
caligraphy of the manuscripts with its regularity and
softness. Steel pens, moreover, are made in definite sizes ;
quills can be cut to any size. The making of a quill pen
for medieval writing requires a little practice, and the
quill used must be a good one. Quills should be stiff, if
not stout. They can either be bought (but bought quills
are sometimes very weak) or obtained from a poulterer at
Christmastide or Michaelmas. They should come from
the end, or towards the end of a goose’s #:g/h# wing, and
the goose should be a heavy one. As suggested by
allusions in literature, the quills of a grey goose are the
best. Turkeys’ quills go sodden sooner than goose quills,
but are very strong, and are, therefore, to be recommended.
To prepare a quill for cutting, first take off any loose skin.
Take some sand or ash from under a grate. Moisten the
left hand well, and take a pinch of either; then, with the
right hand, rub the quill between the thumb and two first
fingers of the left till the wet sand or ash has nicely scoured
it. Soak the quill for a short while in water. Next take a
very sharp knife without a feather edge; turn the quill
underside up, and, marking well the way the quill runs,
cut with the knife and halve it lengthwise for some distance.
Don’t turn it over, but put your knife in at your left and
twist the quill over against it in using the knife towards
making a point. Then trim up the other side till you
have a rough point. To split your quill, lay it on its back
on some hard wood or bone, cut the rough point off square,
and make the incision (not too long, and take care it is
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straight) with a thin-bladed knife. Now sharpen the quill
to a very finc point, and note to cut it away till the split is
much shorter than that of a quill for modern writing.
The shortest split that will let the ink flow is the desidera-
tum in a firm-pointed pen. And now as to cutting off
the tip. The tip of a medieval pen was shaped like a
plane iron, and the forms of the medieval letters were
derived from this fact. A plane iron dipped in ink and
moved diagonally, side first, would make a line as thin as
its edge ; drawn diagonally, face first, it would make a line
as broad as its face. If tipped over, it could draw a fine-
lined circle with its right-hand point. To get this tip to
your quill, take it, right side up, between the first and
second fingers of the left hand; lay the end upon your
thumb-nail and cut the point off slantwise, with the back of
your knife depressed. If the two fingers of your left hand
pull the quill somewhat, this will assist the cutting. A
point that comes off with a click generally leaves a good
pen. If the end of your quill is not broad enough, more
can be cut away; and in very tough quills, or in making
. broad-ended pens, it may be necessary to cut away gradually.
The point must not be cut off dquite squarely, but along a
line running away slightly towards the left so that, in use,
the square end of the pen comes true upon the paper. It
requires some trouble to get a pen exactly right.

METALS.

The metal used in illumination is gold, in leaf or powder.
Gold leaf is, of course, necessary for burnished gold on
gesso ; but, as far as the writer knows, the art of laying on
burnished gold is not commonly understood. Gold leaf is
sold in books by the artists’ colourmen. The price of one
of these books i1s 1s. 6d. The gold, however, most
commonly used is gold * paint,” or rather powder, ready
for use. This should be of the best quality that can be
afforded, and for the best work, as pure as possible.
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8 ILLUMINATING AND MISSAL PAINTING.

Silver and the substitutes for it are probably never used
in high-class illumination.

In buying gold “ paint,” it should be remembered that a
retail artists’ colourman seldom keeps the best qualities in
stock.

Various.

It is perhaps unnecessary in writing of materials to refer
to such things as the drawing board and T-square, set-
square, &c., or to mathematical instruments. The bur-
nisher, however, is important. This should be of the
““claw ” shape and as small as can be got. A very large
burnisher is awkward to use. Besides claw-shaped bur-
nishers, pencil-shaped burnishers are made. Gum-water
can be bought in bottles, or the illuminator can dissolve
gum arabic in hot water, making it of a consistency to suit
himself. In glazing up with gum (a practice on which
modern heraldic painting relies for a great deal of its effect),
it is important that the gum used should be of a right
consistency. Too weak, it will lift the colour or soak in;
too thick, it will not dry out flat.

Ox-gall can be obtainéd liquid, in which state it is useful
for taking, or perhaps attempting to take, stains out of
parchment, though the economical illuminator may procure
his gall in a pot.

Of tracing papers the clearest are, of course, the best.

The black lead used by illuminators is ordinary stove
black lead.
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CHAPTER Il

Setting to Tllotrk.
PREFACE.

> N author writing on illumination,
and under the title of “ Setting
to Work,” must crave the for-
giveness of some of his readers
if, from time to time, he explains
things that are already well
known to them. It will perhaps
be easiest for the present writer
to assume that these pages will
be read by some who, though they have learnt to draw
effectively, take up illumination as beginners. That being
so, he can proceed to give what is, virtually, the history of
an illuminator’s experiences.

First of all, what is one going to do, and why is one
going to do it, and what are one’s capacities? We will pre-
sume that a draughtsman of average capacity wishes to
illuminate artistically and sell his work.

Perhaps the surest step towards becoming professional is
to see what professionals have done and are doing. Here,
those who live in London or can come to it fairly often,
have a great advantage. A look at the illumination, heraldic
or other, displayed by such firms as Moring’s or Culleton’s
will give the observer some idea of what is London work.
The names of other herald painters and illuminators can be
found in the London Directory. For the work of the past,
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the manuscripts in the British Museum—those in the glass
cases—can be inspected by all. This series commences
with the old Hiberno-Saxon work, with innumerable inter-
lacements, and comes down to late times. Perhaps the
examples of the fifteenth and sixteenth century styles are
those that are nearest to modern illumination. No objec-
tion is made by the British Museum officials to persons
using paper and pencil to make notes and sketches.

Talking of the sources of inspiration, the author had
better state, in some kind of order, the various ways in
which a novice can educate himself. ZEx nikilo nikil fit ;
and it is presumed that no one will try to become an illu-
minator, relying too much on amateur knowledge of form
and technique. An inspection of the best work referred to
above will show how much must be found out, if that is to
be imitated.

First, as to form : It is of little use to copy bad examples
or to attempt to combine incongruous bits of knowledge into
something pleasing. Illumination, to be worth anything,
must rest on some tradition. Some of the forms in modern
herald painting are derived from fifteenth century foliage.

For form in illumination, we have books and manu-
scripts. To take books as more accessible. Many books
have been published with excellent facsimiles of pages of the
old MSS. Unfortunately, most of these books are more
than a little expensive, and some are out of print. Of
course, such can be consulted in the library of the British
Museum, the manner of gaining access to which the author
will presently describe. Still, consulting a book in a library
is not so satisfactory as possessing it oneself. The following
are good books of facsimiles, at very moderate price :—

““Lessons in the Art of Illuminating,” W. J. Loftie:
Blackie & Son (Vere Foster’s Drawing Books). The book
is in four parts, price 1s. each. This book has explanatory
text and some notes on technique. The latter, however, do
not go very far,
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Vere Foster’'s Water-Colour Books : Illuminating. Four
parts, 9d. each; or cloth, 4s. (Blackie & Son.)

“Ornementation des Manuscrits au Moyen-Age.” Librarie
Renouard. H. Laurens, Editeur, Paris. These books can
be obtained of Batsford, of Holborn. Their price is 2s. 6d.
each. The volume of thirteenth century examples is
exceedingly good. Unfortunately, the other volumes
hardly approach it in quality. The examples in the
fifteenth century volume seem not quite typical of the
period. |

There are many books of facsimiles in the public libraries
of I.ondon, such as the Guildhall Library and that of South
Kensington. The place of resort of those wishing to con-
sult any book 1is, of course, the library of the British
Museum. Admission to this is obtained by ticket. It is
necessary for those applying for a ‘ Reader’s Ticket” to
refer to some person of standing who can be found in some
official list—clergy list, army list, &c.—to a member of any
guild, corporation, &c. To those newly admitted to the
reading-room of the British Museum, the attendants readily
supply all information asked for. There is one catalogue
book that I might mention, however—the ‘ Subject Index.”
This the new-comer may not have heard of, but under the
heads of Illumination, Heraldry, Missals, &c., he may find
many books he wants. For those who have found their
way to the reading-room of the British Museum, and for
those who have access to any other large library, I supply
the names of the following books dealing with our subject
of form :—

Westwood, J. O.—¢ Paleographia Sacra Pictoria.”

Westwood, J. O.—* Facsimiles of Miniatures of Saxon
MSS.” This book, though intercsting archzologically,
would be of little use to the modern illuminator. The
period is too remote.

Humphreys, H. Noel—* The Art of Illuminating and
Missal Painting.” A book well worth looking at.
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Humphreys, H. Noel—*¢ The Illuminated Books of the
Middle Ages.” This is a splendid book of facsimiles, with
typical examples of all styles. It is worthy of special
attention.

Shaw, Henry—* The Art of Illuminating.” Contains
many useful hints as to technical processes.

Shaw, Henry—* Alphabets.” A useful book of typical
alphabets. |

Strange, E. F.— ¢ Alphabets.” A good book with
alphabets (not in colour). In this book there are very
accurate directions as to how to cut a quill pen. At the
end 1s a good list of authorities on the author’s subject.

Tymns—¢ The Art of Illuminating.”

Jones, Owen—* The Grammar of Ornament.” A folio,
with fine examples of various styles of ornament from the
Egyptian. Two fine pages of thirteenth century work.

Delamotte, F. G.—‘ Medizval Alphabets and Initials”
(Crosby Lockwood & Son), net ss. A comprehensive
book of coloured alphabets, ninth to fifteenth centuries.

Delamotte, F. G.—*“The Book of Ornamental Alphabets,
Ancient and Medieval ¥ (Crosby Lockwood & Son), 2s. 6d.
This book has the medieval numerals at the end.

HERALDIC.

Fox-Davies—* The Art of Heraldry.” A very complete
and lucid book on the subject, with fine examples of ancient
work, and many reproductions of modern heraldic painting,
bookplates, &c.

Stodart, R. R.—“Scottish Arms.” Some very good
Jacsimiles of old work.

Gatfield, G.—*“ Guide to Heraldic Books and MSS.”
The searcher will find this book an invaluable guide.

Note. — Tracing is allowed in the British Museum,
though tracing from valuable books is seldom granted.
The reader must apply at the centre desk for a “tracing
ticket.”
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In the case of manuscripts, the students’ room is
free to any reader. Gatfield’s Guide will, of course, be
useful in helping the student to determine what MSS. to
consult.

Anybody who has consulted the above-mentioned works,
and made sketches and tracings, will have some basis of
knowledge which will help him to invention. He should
not be afraid of what is known as ¢ cribbing.” - The ancient
illuminators steadily kept to ‘the fashion,” and if they
altered forms they altered them no more than a good dress-
maker dares to produce variants of a prevalent style of
dress. What they never did was to mix styles. Hiberno-
Saxon interlacements were never revived and put in sixteenth
century capitals. The styles grew one from the other
gradually, as a variant was accepted or dropped. And
having said this much of form, the writer passes on to
technique.

Those who have looked in shop windows and seen the
best of the old manuscripts, will be struck by the extreme
smoothness and enamel-like surfaces of good work, so
different from the appearance of an every-day water-colour
“sketch.” Though one of the objects of these notes is to
explain, as far as the author can, how these colours are got,
he might mention here, generally, that much of the beauty
of illumination is derived from the use of what are known as
opaque colours—colours naturally opaque (as ultramarine),
or dye colours (the colores infectivi of the old illuminators)
mixed with white. Crimson lake is, for example, a dye
colour. It cannot be put on smoothly and thickly without
the use of white. A little experience is worth much elo-
quence, and the beginner would do well, before referring to
manuals, to look carefully at, and, if possible, hold in his
hand, some good specimen of modern work (preferably on
paper). It is almost worth while to have a coat-of-arms
executed by a good herald painter and see how the colours
lie, what colours were used, &c. Manuscripts on old vellum
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14 ILLUMINATING AND AMISSAL PAINTING.

are not much test. The old vellum was very easy to paint
on ; it assisted the illuminator in every way.

There are hardly any works on the technique of illu-
mination—a fact which led, in a great measure, to the
publication of these notes, and what manuals exist show, in
very many places, a lack of practical knowledge, or, perhaps,
one ought to say, professional knowledge. It would seem
that most professionals have either lacked skill in writing or
preferred to guard their secrets. The author can only quote
the following books as likely to be any use in matters of
pure workmanship :—

Delamotte, F. G.—‘“A Primer of the Art of Illumina-
tion” (Crosby Lockwood & Son), 6s. Fine examples, in
colour, of Hiberno-Saxon work.

J. W. Bradley and T. G. Goodwin—* A Manual of
Illumination ” (Winsor & Newton). There is much useful
information in this book. It, however, does not treat of
the materials and processes of illumination in a way to make
it indispensable to a professional. There 1s no chapter deal-
ing with modern heraldic illumination. The chapter on
gilding consists of extracts apt to mislead those who aspire
to the use of burnished gold.

Middleton, J. H.—* Illuminated Manuscripts in Classical
and Medizval Times.” A learned book by a great authority.
This book is more than a manual ; but it is the work of a
craftsman as well as a scholar. The descriptions and
instructions are all the result of experience, e.g., the author
not only writes of papyrus, but was able to make his own.

There was, besides, 2 manual on illumination published
by Messrs Rowney. It is now out of print.

DESIGNING.

Having acquired some knowledge to work on, the illu-
minator can attempt, say, a testimonial or a manuscript
page with ornamentation. As already stated, it is far best
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to fix on a definite style in which to execute the work, and
to keep to the forms of this style. The exigencies of the
designing will lead to a great many variations, without the
designer hatching originalities. Of course, he is greatly
helped if he has time and leisure to note and sketch, and
become thoroughly conversant with forms of the style he
has chosen. It is as well, too, if possible, to adopt the
script of the style. This helps afterwards in spacing,
especially if small capitals are used.

The first requisites for designing are, of course, a drawing-
board, a T-square, and a set-square. The drawing-board
should be a good one (clamped), though if the draughtsman
possesses a bench and can true up a board with a trying
plane, the cheap poplar ones can be kept in order. T-squares
should be ebony-edged. The cheaper pear ones soon get
worn concave. This can be tested with a tight piece of
cotton held beside the edge. The set-square can be a
vulcanite 45 degrees, and it is advisable to use the same
set-square throughout a job. Some set-squares are not
mathematically true. Some cartridge paper, pencils (HB,
F, and H), some indiarubber, and blacklead are what are
next wanted.

Architects get their paper tight by first putting in a
drawing-pin at the top left-hand corner. Drawing-pins
should be put in very slightly inclined, so that the inside
arc bites the paper. If they are put straight in, the shaft
makes a hole that is apt to get enlarged and allow the paper
to move. In any case, the novice should keep his drawing-
pins down tight. Don’t, however, put your first pin in
tight at once. Put it in so that the paper can pivot on it.
Then take your T-square, and get the edge of your paper
parallel to the edge of your board. Hold it thus, and press
in the right-hand bottom pin. Press the left-hand top one
home. All that is needed then is, while slightly pulling the
paper, to insert the right-hand top and left-hand bottom
pins.
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And, now, don’t forget to take a very sharp, hard pencil,
and, holding it at a definite slant, to draw a line across your
paper somewhere, with the T-square. It is advisable to
draw a set-square line as well. These are the putting-down
lines, to guide you when you take your paper up and put it
down again. The lines you make later, in the hurry of
designing, may not all be parallel, or may be too short to
trust to.

And here a caution may be given. Even the best
drawing-board, T-square, and set-square may not all be
absolutely correct. Therefore, do not draw your upright
lines at one time with the T-square applied to the bottom
of the board, at another with the set-square.

Your piece of cartridge paper down, you can take an
HB pencil and proceed to puzzle out your design. Then,
if things shape themselves well, the firmer F can be used.
If you feel you are getting on, but, in doing so, have cut
your paper or obscured your design with smears and lines,
you can transfer to another piece. To do this, take the
paper up, let some blacklead scrapings fall upon the back
of it, and rolling up a ball of paper, rub the blacklead over
the surface so that it is everywhere at the back of your
design. Shake off the superfluous blacklead. Put down a
piece of paper on your board, and on that your worked-on
piece, using the putting-down lines to get this latter placed
correctly. If then you trace over your design with some
hard pencil, you will have an adumbration of it on a clean
sheet of paper. This you pencil in. To remove the black-
lead, flick it off with a handkerchief or cloth. If any then
adheres, take it off with bread. Indiarubber can be used
instead of bread on sketches; but beware of using india-
rubber on paper or board you mean to seriously paint on.
It is apt to rub the blacklead in and make a smear you
cannot remove.

Thus you can create your design, from your first nebu-
lous pencillings up to your last corrected copy, which had
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better be on hot-pressed Whatman. (On this copy you can,
afterwards, work out your scheme of colour.) Suppose you
have pleased yourself, and yet made your design too small.
The mode of enlarging drawings is such a commonplace
that it is, perhaps, superfluous to explain it. To those,
however, who don’t know how to enlarge and diminish, the
following figures will make matters clear at once :—

The diagonal cB in Fig. 2 must make the same angle
with the base cD as it does in Fig. 1. To get this diagonal,
you use an ivory rule (a carpenter’s wooden rule will do)
with one joint. By means of the smaller rectangles, and
observing how your lines come in them, you can make an
approximate enlargement of any drawing. Diminution is,
of course, got by the reverse process.

a b

de

Qo

Fig.1.

PAPER OR VELLUM?

The draft design finished, the next question is, to what
shall it be transferred? The best illumination is done on
“vellum.” The author has already mentioned this sub-
stance in speaking of the materials used in illumination,

B
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18 ILLUMINATING AND MISS4AL PAINTING.

and must now amplify what he has previously said. Roughly
speaking, there are now two sorts of *vellum ”—Prepared
Vellum and ordinary parchment.

Parchment if uncreased can be put down as paper; but
it is not unwise, if you are going to damp it much in
colouring, to use more drawing-pins. Creased parchment
must be damped, and can be put down on the board with
an edging of strong glue. Give it till the next day to dry.
When the parchment is down, it must be pounced. There
are, roughly speaking, three sorts of pounce—(1) powdered
pumice-stone, (2) lawyers’ pounce, which can be represented
by the homely receipt of a teaspoonful of powdered resin toa
tea-cupful of whiting, well mixed together, though, of course,
the law stationers have their own mixtures ; the third pounce
is powdered chalk or powdered whiting (levigated chalk),
which is lawyers’ pounce with the resin left out. Different
skins require a different amount of pouncing, and the test
of a skin being properly pounced is—can you write on it
well? This can be tried on a margin. It is as well not to
pounce skins too violently. Powdered whiting in a silk
receptacle represents the first degree of pouncing. Powdered
whiting rubbed over the surface of the skin with a roil of
flannel or lint, and then rubbed off with a clean cloth is
perhaps the simplest and best method of pouncing. Resin
and whiting mixed as described is a good pounce, but resin
cannot be used when gold leaf is to be employed. Pow-
dered pumice is a drastic pounce, as can be gathered from
the fact that the ancients used this substance as an eraser
for palimpsests. It is as well to know the character of the
skin used. Paint running on a skin may be caused, not by
the pouncing, but may be from the nature of the parchment.

When the skin is pounced and wiped, the drawing must
be transferred to it. This is done in the way described as
for ordinary transferring, that is to say, by rubbing the
back of the drawing with blacklead and then tracing; but
the greatest care should be taken not to incise the surface,
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especially of not-‘ prepared” skins. The drawing is now
lifted and the blacklead copy lightly marked in,the same care
being taken against incising. A sharp HB pencil can be
used. Then flick off the blacklead lightly, and remove what
remains with bread. Those working in a private house
should be cautioned against bread from which a servant has
been cutting bread and butter. Take care your bread is
clean, and not too hard. Indiarubber will remove refrac-
tory bits of blacklead, but should be used with great care,
and always rubbed on paper before use. If your drawing
is too faint to suit you, let it be outlined Zg/#/y with the
best Indian ink. If too heavily used, the Indian ink may
lift and spoil some colour.

In cases where you have occasion to add to a design—
say, from some addition to the original—such can be got
on tracing-paper, with a clearly visible outline, the tracing-
paper then being blackleaded and the addition transferred
to the parchment.

Prepared vellums are parchment or * vellum ” treated, it
may be, with some composition of plaster and chalk. Pre-
pared vellums are stiff and cannot be rolled. They do not
require to be damped and stretched, nor to be pounced.
They are whiter than unprepared skins, and are sometimes
a little rough, that is to say, they have not a glazed surface.
The method of transferring to prepared vellum is the same
as that of transferring to ordinary parchment. Incision of
the vellum should be guarded against; but, while proper
care should be taken, it is not difficult to erase on prepared
vellum. Stains, pencil marks, and even colour can be
scraped away, and, by the aid of the burnisher, little or no
traces of them are left. Prepared vellums are difficult to
write on ; the liquid used is inclined to run, and the fine
lines of the writing are not clear.

In transferring your drawing to paper or board, the pro-
cedure mentioned above is essentially followed. One is not
often called upon to illuminate on paper by itself. Still, a
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finished painting might be wanted on such. Paper stretched
on a frame with tacks has been referred to previously.
Creased paper can be put down in the manner described as
for parchment, or if it is not necessary that it should leave
the drawing-board absolutely flat, can be fastened down with
drawing-pins, say, three to a side. In putting down with
glue, the less hot-pressed paper is soaked the better. Of
course, hot-pressed paper and board are easier to draw on
than parchment; but even when using these, incising the
surface should be guarded against. There is the same
danger of blacklead smearing. After it has been flicked off,
the remainder should be removed with bread, not rubber.
The drawing once traced in blacklead, the pencilling-in can
be done, first with an HB pencil ; that can, then, be partly
removed with bread, and improvements made with an H or,
better, an F. In using these harder pencils on board, the .
points should be got as domical as possible, for if hard
pencils are very sharp, they run astray on the surface.
Though, provided the pencil has not cut the surface, a good
deal of correction can be done on a paper surface, it is
advisable not to disturb such too much, or the smoothness
of the colour will be interfered with.
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CHAPTER 1l

Colouring.

: HE manner of putting on
B colour in illumination is,
o of course, a matter requir-
ing special  attention.
Some colours are very in-
tractable ; some mix badly
with others; and a list of
tints set out in a manual
may sometimes call up
x visions to the eye that
could be realised in thin
washes, but which, when one came to the level coats of
herald painting, would be found unattainable. The mix-
ture, cobalt and gamboge, for example, would be very hard
to work with as an opaque colour mixed with white.

Before speaking of the actual painting of the work that
is to be the finished magnum opus, it would be well, per-
haps, to take up the process of illumination from where the
author left off. He spoke of *the last corrected copy” on
which the scheme of colour could be worked out. The
mention of a scheme of colour opens up, it seems, the
whole question of periods. It is sufficient here to sdy that
people, tired of the greens of Nature, have a tendency, in
art, to crave for red and blue. The psychological reasons
for artistic appreciation have been explained in several
books on the subject. Whatever colour scheme is fixed on
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can at first be fzought out, then put on in wash on the last
corrected copy. As this copy will not be painted on heavily
with coats of opaque colour, it is rather hard to revise on it.
Therefore put your washes in as faint as possible, so that, if
a certain piece of colour does not look well, you won’t have
great trouble in washing it off. This can be done with
water containing ox-gall, a camel-hair brush, and a piece of
clean blotting-paper. It takes some scrubbing to remove a
wash, but Whatman paper, if it has not to be used for a
finished painting, will stand a good deal. The blotting- -
paper is, of course, employed to mop up the washed-out
colour. Wash the colour out as well as you can, because
if you leave, say, too much blue, a substituted red will give
you a purple. You can, as well, get colour off by using
indiarubber when the paper is slightly damp, but this
method should be employed with care. Possibly you may
wish to trace again from the draft, and it is not desirable to
strain it too much or make holes in it. Recollect, when
you may want to refer to it, that it has blacklead on the
back, and keep it away from a knife-stone that has grease
on it. In fact, it is a good general rule to be careful what
you do with drafts that you may bring on to your table
again.

You have now settled everything ready for the illumina-
tion of the drawing you have ready on paper, board, or
vellum. It is as well for us to begin with the practice of
painting on board, for this is the hardest. Vellum, from
its intrinsic value, may give onc a greater sense of responsi-
bility, but, as said before, it takes colour well. In all cases
it is advisable to wash in your colours first of all. This
shows you where the opaque colours must go, and prevents
you leaving out a little piece, a thing it is easy to do when
copying from a draft on to untinted surfaces, and you
might, by chance, have thrown that colour away, and be
forced ‘‘to match,” a thing always to be avoided. Re-
member, when washing in, that very dark washes have a
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tendency to work up from underneath and affect the tone of
superimposed colour. Wash in, therefore, with light tones.
It is not necessary to get these washes exactly level in
appearance. -

It was the old practice, and this had better be adhered
to, to do the writing before illumination. In cases where
burnished gold is used, this must be done before the
writing ; but of this hereafter. Our next paragraph, there-
fore, is logically Writing. However, as the matter of cali-
graphy is one that requires very great attention, and as
the /Zeraldic illuminator, at any rate, is not troubled by
this question, it is best perhaps to continue upon the
subject of colouring, and leave that of writing to be dealt
with later in a separate chapter. Let us mention, however,
to those who want to do writing at the present, the danger
of ever leaving writing damp. When work with the writing
finished is taken up in the morning by the painter, let him
dry it a little before a fire, or otherwise take great care.
Damp writing means a smudge, and nothing is harder to
‘ doctor ” than a spoilt black letter.

PAINTING ON BOARD.

Painting on board, as stated before, is difficult, and
therefore in dealing with it one can cover generally the
whole question of colouring. Perhaps one’s first attempt
at illumination has been on Bristol board. The colours,
unmixed with white, were laid on with a camel-hair brush,
and an attempt was made to get them perfectly smooth.
The finished work may have pleased the operator, but he
must have known there were better things to be bought.

Now, as far as the basis of colouring in illumination
goes, all colours, as mentioned above, are mixed with white,
and the illuminator paints with these ‘opaque colours.”
A colour mixed with white will, if laid on well, have a
surface very different from that of a plain colour, but even
a mixed colour laid on well may not have an appearance as
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good as the one desired. The experimenter will soon find
how rapidly he improves. The permeability of the surface
painted on, the thickness of the colour, and the manner of
laying it on, comprising the questions of—in how many
coats? and whether one shall be left to dry completely
before another is superimposed, &c., all make a difference ;
and though practices, of course, differ, the author hopes
that the experience gained from some of his own failures
may be of use to others.

The lack of permeability of Whatman board has been
spoken of. In water-colour sketching, absorption is obtained
by damping the paper with water; with board this plan, so
the present writer has found, does not seem successful. On
the contrary, the damped board, incapable, it would seem,
of receiving further moisture, leaves the wash of colour
lying on the surface, the one thing to be avoided; for a
wash of opaque colour—especially one not thick enough—
left floating, dries out unevenly or gets a glazed surface,
and, moreover, the white and colour, with some colours
especially, are only too prone to disintegrate, the colour
forming spots. Damping the board with water containing
ox-gall has been recommended; but then, in the case of
the colour hanging, the ox-gall only assists the disintegration
mentioned. Dark spots will appear later, months after-
wards, on a coat of colour, which seem due to the use of
ox-gall. In fact, ox-gall, though used by architects for
colouring on paper, which may have been much about, is
in this case merely used as a time-saving convenience. It
is useful, too, as an assistant in painting on greasy parch-
ment, but, in the author’s experience, had better be dis-
pensed with as much as possible. This has been before
stated, but the fact seems worthy of repetition here. The
result of the present writer’s experience is that, for painting
on board, a wash of pure colour makes the best base,
especially when the coats of opaque colour put on afterwards
are not very thick. This is to say that, if you wash in your
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scheme of colour on the finished drawing and let these
washes get perfectly dry, they make a good base for the
colours to follow, in most cases.

It might perhaps be suggested that an author could
state generally his method of painting on board, and let
the matter rest. In a skof treatise all opaque colouring
might be treated alike. Let us, however, take a single
example, and speak of the use of vermilion (opaque), that is
to say, pink. A vermilion bought of Messrs A. & B. is
not the same as a vermilion bought from Messrs C. & D., not
even when they are called vermilion, and not one vermilion
and the other scarlet vermilion. Even when these two
vermilions are mixed with the same Chinese white they do
not behave in the same way. Vermilion of an orange hue
will mix well with Chinese white, and though in the
saucer the two colours will move apart a little, by constant
stirring they can be kept together, and a properly level
coat is the result. A heavy blood-red vermilion, on the other
hand, sinks, and even with the thickest mixture, the white
of the pink, laid on a surface, will appear In patches on the
face of the coat. The only way to get such a mixture on
is by a kind of house-painter’s method ; that is to say, you
mix your colour thickly, and work it in with the brush as
you go along, never letting it hang very wet. And this
brings us to the fact that there are various ways of getting
colour on, and that the manner of painting with one colour
may not succeed with another. Chancing on an intractable
vermilion may mean to the illuminator the spoiling and
lifting of a coat and the loss of two days’ work. Moreover,
a blood-red vermilion mixed with Chinese white gives a
cherry pink, which is not at all the gwles of heraldry.
Messrs Winsor & Newton’s vermilion of the present date
(1908) is the correct colour, and works well. This refers
to cakes. The author has not used the pan or tube colour,
so cannot speak of them.

Reference has just been made to the different ways of
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getting colour on. These are practically three—(1) floating
on a series of milky washes ; (2) working the colour in as
you go along, leaving meanwhile behind you enough floating
colour for the whole to dry down smoothly. This might be
described differently as a method in which you damp the
paper in front of you while putting on a coat. The third
method of painting is using your colour as thick as possible,
your mixture somewhat resembling the oil colour ready for
painting a door with. Of course, you can have your colour
too thick. If this has been the case, you will discover the
fact by your colour drying out with little crater-like holes in
it where, owing to its consistency, it could not flow together.
These three methods of putting on colour having been
stated, they can be left for future reference, and it can be
added that sometimes one and sometimes another can be
employed, and a feature of one and of another can be
combined as the exigencies of colouring occur. But it
must be remembered that #Zese are not three hard and fast
rules. After he has spoken of mixing, the author will state
the exact way in which he puts on certain colours.

MIXING THE COLOURS.

There is not much to be said about mixing colours.
Taking cake colours first, you commence by rubbing
down what you think is sufficient white in a saucer, with
some clean water. Some people say that the water should
be distilled, but this, of course, would be a tax in practice.
When your white is about as thick as milk you can rub
down some of the colour that is to go with it in another
saucer, and add from this to the white with a brush, and
stir it. Let us say we are making opaque Prussian blue.
All colours, and this especially, differ greatly in tone (and
hue as well¥) in respect of their appearance as a liquid and

* Zone is generally accepted as explaining the lightness or darkness
of a definite tint ; that is to say, a lighter tone of A is A with more

white added. Auwe implies difference of colour. For example, if A is
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their appearance as a dried-out coat. They dry out light.
Therefore, unless your illumination is to be somewhat faint
in tone, it is probable that, so far from your not baving to
add the whole of the blue to the white, you will have to
make the mixture bluer. It is as well to make up your
mind that you will have, some time or other, to rub down
more plain colour in an opaque blue. So keep one end
of the cake for this, while the other remains clean.
You should experiment with opaque colours. Here a
pitfall may be pointed out. Don’t mix and then test by
putting some of the mixture on the substance to be painted
on, imagining that the drying-out will give you a final tone
only a little lower than that of this zee# piece of experimental
colour. This piece of wet laid-on colour may be much
darker than the colour in the saucer. The dried-out colour
will be fainter than the colour in the saucer. When you
have rubbed in more blue your opaque colour should be
fairly thick. Beware of watery colours! 1t is a good
dictum that you are doing better in imitating the house-
painter than in imitating the landscape artist. When your
opaque colour suits you get the glass pestle spoken of in
“ The Materials used in Illumination,” and grind the whole
together with the flat end. You can’t mix colour too well.
If there are any chips in the mixture, these must disappear
entirely. The whole colour must be liquid and well mixed,
and to sum things up once more, it must be muck darker
than the colour that you wish it to dry out to—the colour, that
is to say, that will be the colour you ultimately get. Tube,
pan, and bottle colours are mixed much in the same way.
It is best to have a knife and take from the pan with it.
When colour from pan, bottle, or tube is lying in lumps,
don’t waste time and damage a brush by rubbing the colour
down with it. Use the pestle, even if a little colour is
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a purple, the addition of red makes it a redder purple, 7.¢c., a purple
of a different hue,
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wasted. The author has given up putting gum-water in
his opaque colours, and, except when the pounce has worn
off parchment, doesn’t use gall. Gum-water, it is true, does
brighten a colour, but it no doubt makes the colour “tacky.”
When gall is used to correct this it seems to make the gum
conglomerate. However, if gum-water is used, it must be
very little of it, just a drop, and this must be mixed in.
Ox-gall from the pot is added to colour by taking a little
bit at the end of a knife and resting it in the colour. Let
about three ripples fly out. Mix the gall up well with
the colour. White from the bottle has been spoken of.
Its viscidity is its great drawback. If it is used, grind it
well, and give it time to dissolve. But don’t attempt to
paint the argent of heraldry with bottle white. N.B.—
Argent, except on parchment, is generally the material left
alone and shaded.

THE OPERATION OF PAINTING.

We have now finished with general rules and with
preparations, and come to the actual painting, colour by
colour. It is best, perhaps, to take a set of colours, the
heraldic colours, and a set of “artists’ colours ” to represent
these, not necessarily the most effective, e.g., ultramarine is
the best heraldic blue, but many people may find it too
expensive.

To begin with gw/es (red), and let vermilion stand for it.
Opaque vermilion is, of course, pink. Messrs Winsor &
Newton’s colours in cake can be used. Vermilion dries out
rather light, so make your mixture more red than pink,
especially if you are using heraldic gw/es. There is, one
may say, an exact point at which to stop adding red.
Recollect that, if you get your mixture too red, you will not
be able to shade it effectively with darker colour. One way
of putting on vermilion is this: Mix your colour not very
thick. (V.B.—This does zof imply that it should be watery.)
Float this colour over the bed of dry plain colour. The way
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to do this is to mix the colour in your saucer well with a
brush, and put some of it in a smaller saucer, one that has
contained gold, for instance (Messrs Winsor & Newton’s
sevenpenny gold is in such saucers). Put the big saucer
away, with a piece of paper over it. Now you are ready to
paint. Floating the colour on means laying the drawing
Jat and leading the colour, sb to speak, with the tip of, say,
a No. 3 sable, cut as described before, till the whole of the
surface to be painted is covered. You do not want to paint
heavily and leave, as it were, a pool of colour to dry out.
You want to keep your colour just wet enough for it to
advance in a regular tide. Take care to paint as well up to
edges as you can, consistent with the coat going on properly ;
and recollect, while painting, to sometimes stir the colour in
the saucer. You have now a first thin coat of opaque colour
on. For the very reason that it is thin you can paint on it
before it is perfectly dry. Were it thick there would be
a danger of your lifting a mass of colour in putting on
another coat. In half an hour, an hour, or later, next day
if you wish—for the coat, if you like, may be dry—you can
float on your second coat. Lead it over as described, and
try not to touch the under-coat with your brush. You have
now two coats on, and the colour is fairly thick. You had
better let it dry perfectly, for twelve hours at least. Next
day, with a rather thick coat, you ought to be able to finish
the colour ; but if you then think it too transparent, you can
put on a fourth the day after. Dont be discouraged if,
before your colour has quite dried out, its appearance is not
superlative. If you look at one of your old paintings, you
will see how the colour has improved (and lightened too—-
remember that) since the day when you pronounced it
finished. All the time you were painting, you ought to
have had a clean sheet of paper under your hand. The
writer uses wrapping paper for this, and throws away a sheet
when it has got greasy, or when any colour has got on it.
This sheet of paper is a constant source of danger, so always
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look at it before you lay it down to paint. It may have
touched a saucer or a spot of colour on the table. Keep all
your materials, except your water and the saucer you are
using, out of your way, on the left hand. Water and saucer
should be on the same side, for if your colour gets too
thick, the “loaded ” brush that dilutes it shouldn’t cross
your painting. Cover up any part of your drawing that you
are not going to touch for some time with a sheet of paper
fixed with two drawing-pins. For instance, in heraldic paint-
ing, the crest may have none of the colours of the coat, and
you can start on that first. Don’t drag the paper you've
used for your hand across dry colour ; it polishesit. Beware
of your moustache on frosty or foggy days.

If you are sure you have spoilt a coat of colour, then
you can wash it off. It hurts the board somewhat to do
so. Washing off is done, as described, with water and
blotting-paper. You can add a little ox-gall to the water.
Some of the fibres of the blotting-paper are almost certain
to stick. Never try and lift these off with a knife when the
board is damp. Let the whole dry, and next day use india-
rubber. But before you lift bad colour, see if you can’t
float a thick coat of colour over, or even two or three, the
bad colour being quite dry. It is wonderful how piled-up
colour will dry out, and even when colour seems to be stand-
ing out from the surface painted on it will dry down quite
flat and level.

“THE BEST WAY OF PUTTING ON COLOUR.”

Vermilion put on as described above may have a some-
what enamel-like surface and lack the rich mat d/om that is
so desirable. The best way of putting on this, or perhaps any
colour, is to put it on as thick as you can; but recollect
that, if you have mixed your colour too thick, it will dry out
with the little crater-shaped holes spoken of, and the coat
will be spoilt ; so that, unless you are sure of yourself, you
had better build your colour up or experiment with the thick
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colour. If the colour is mixed properly, you can put on a
first coating of it, working it in as though painting a door.
Then, while this is damp or dry—dry for preference—float
on a very thick coat of the thick colour. This seems some-
what a house-painting method, but it is expeditious, and the
colour dries out rich and level. The first coat need not look
very smooth when finished. One thing should be recollected
about this method—that 1t’s better for herald painting than
for delicate picture work. Where tones (of letters or flowers)
have to be graduated together, it does not do to use so thick
colour. In a picture helmet in herald painting, as well,
some artists use almost the ordinary ‘ water colour ” washes
to get the relief and roundness ; but for the “ fields ” of the
coat-of-arms itself, this method (using thick colour) is very
good.

Azure (blue) may be represented by Prussian blue.
There is not much to say about the method of using this
colour that has not been said of the method of using ver-
milion. Prussian blue, however, does not go on very well
when used at all washy, so mix your colour rather thickly.
It dries out very light. Therefore, mix it much darker than
you want it. And, talking of blue, one can refer to com-
posite colours. It is best not to use composite colours
unless you are forced to. Sometimes one colour reacts on
another. Prussian blue, for instance, must not be mixed
with vermilion, cadmium or Mars yellow, if you wish the
resultant colour to be permanent. Again, in a mixture of
two colours, these may not always amalgamate and go on
smoothly. Hereisan example: Cobalt blue is very cerulean
in hue ; French ultramarine inclines to purple. Cobalt is
rather heavy; French ultramarine is not so heavy. You
can make a very good blue of these two, which is neither
too faint nor too purple. But you will find, in using this as
an opaque colour, that the thicker you’ve mixed the colour,
the better you get it on. This is well worth remembering
in using composite colours. You may have painted well
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with a colour once and then fail with it entirely, through
having it too watery.

Vert (green) can be represented by ferra verde (an earth).
All earths are easy to deal wigh, so use them when you can.
But take another green, emerald green. A good flat coat
of emerald green as an opaque colour is a practical impossi-
bility. The same applies to green oxide of chromium. This
shows the limitations of the artist in respect of his palette.
You must pick out the tractable colours. Take a composite
green, Prussian blue and gamboge. Here what was said
above of composite colours applies. Also gamboge is a
gum-resin, and does not dry out at the same rate as the
Prussian blue (cyanide of iron) with which it has been
mixed. A coat, therefore, of this composite green has a
mottled appearance for some time after it has been put on,
which only goes away with complete dryness. Here is an
example of a case where you may think you have failed,
while the colour, after all, may turn out well.

Sable (black) is represented by lamp black. This colour
in cake, so the writer has experienced, seems to get some-
what mottled if allowed to lie long wet as an opaque colour.
The more white the mixture contains the less evenly it
dries. He therefore uses it fairly dark, and not as a definite
grey. He puts it on as thin as possible consistent with its
being not transparent, either in two or three thin coats, or
by working it into the board first and then floating colour
on that. Ivory black is hardly a black, but a brown. It
makes a good opaque colour, however.

Zenne (orange). Orange vermilion and cadmium can
stand for this. Mixtures of red and yellow are not success-
ful. They turn out muddy in most cases. Cadmium
yellow tempering a good vermilion is an exampple of the
contrary, however. Orange effects can be got by using a
yellow, say cadmium or even gamboge, and adding the red
as a glaze of pure colour. “This will be dealt with later.

Purpure (purple). Permanent violet makes a good

W, aniguepoiternlibrary.org 2024. 10



Creative Commons 4.0 NC SA BY FREE DISTRIBUTION ONLY - NOT FOR SALE

HERALDIC COLOURS. 33

opaque colour. There are various mixtures to represent
purple. But purple is a colour not much used in illumina-
tion, and the question of the permanency of composite
purples is a special subject. Crimson lake, which is not an
heraldic colour, might be dealt with here. This colour
used opaquely should be a definite pink. The writer floats
a thin coat of fairly thickly-mixed colour on, and, without
waiting for that to dry completely, a thick coat of the same.
The more crimson lake that is added to the opaque colour
the harder it is to colour with. Attempt a level coat of
crimson lake by itself to prove this. Crimson lake is said
to be very fugitive, especially under sunlight. Messrs Win-
sor & Newton’s crimson lake, as an opaque colour, will
stand a great deal of sunlight, much more than opaque
Prussian blue.

The heraldic metals o7 (gold or yellow) and argent
(silver or white) do not concern us here. Gold will be
spoken of later in a special chapter, and azgent, as white,
in a chapter on heraldic painting.

So much for coats of colour generally. The author’s
object has been to explain the way of putting on opaque
colour and nothing more. Later, in talking of the picture
and using a palette, as it were, he can be more precise.
For the present, he has tried to make it clear that, in paint-
ing on board, it is better to have a dry wash for a base;
that opaque colours are mixed thickly and put on thickly ;
that they dry out lighter than they look in the saucer ; and
that it is not necessary to call in the aid of gum-water and
ox-gall. ~ Finally, that there is no peculiar sec7eZ known to
illuminators—no medium unheard of by the amateur, no
peculiar heraldic colours (though Messrs Rowney & Co.
once sold such). It might almost be said of any secret of
illumination, as was said of ‘“the secret of Freemasonry,”
that the secrecy has been well kept because there was no
secret to keep.
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CHAPTER 1V,

Painting tbhe Picture.

OING the plain work of
getting on your colour
well has been spoken
of in the last chapter,
that is to say, of ob-
taining a surface gene-
rally, even in tint
throughout. An ob-
ject can be painted in
flat colour and an
object can be painted
in relief, and in
modern heraldic paint-

ing the two processes are employed (for the most part),

the fields being flat, the charges, helmets, mantles, &c.,

in relief. In tracing the history of illumination, on the

other hand, one sees a general tendency from painting quite
flat to painting resembling that of modern herald painters ;
so that if we follow the styles somewhat, we can pick out
for description various processes, from, say, the way to
obtain a clear, black regular outline, to the way to suggest
the rotundity of a sphere, all, we will presume, to be done
on board.

The simplest form of illumination is to paint an object
in one colour flat. But even here, as might have been
expected, something may go wrong. Suppose the object
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to be painted is very small, a letter, say. Here, though
using the greatest care, the artist can hardly hope to cover
the surface to be painted so exactly that the edges are not
weak. In painting in one coat this is the case especially,
and as this coat would be a thick one, an attempt to remedy
the defect may result in a noticeable ridge along the edges.
It is, therefore, a good rule to remedy thin edges along
thick colour by using a thinnish wash. In building up
your colour in several coats, one coat may help to remedy
the defects in another. Besides painting in one colour
simply, thc old illuminators, in addition, outlined the
simple colour. As far as the writer knows, this was always
done in black. The way of making an aframentum or ink
of black paint has been described in “The Materials used
in Illumination.” This ink outlining is very hard. If ink
is too fluid it runs; if too thick, it clogs, leaving a jagged
outline. It is, morcover, absolutely necessary that the black,
Indian ink, and gum-water be very well mixed, and that the
Indian ink (this seems to “assist ” the fluid, but can be left
out), in cases where the stick throws off lumps, is well
ground in with the pestle. If these lumps are allowed to
remain, they continually bother you, and will choke up the
mouth of a ruling-pen and cause a serious blot in an other-
wise perfectly regular line. Besides this, in outlining, the
evaporation of the fluid leaves you never working with
the same material. This ¢vaporation occurs in the brush
as well, and baulks you. Consequently, you must some-
times wash your brushes and always “keep an eye ” on your
ink. Brushes are used for going round curves, ruling pens
for doing straight lines. Much can be said of both. To
take brushes first. A very stiff brush, especm ly one with a
“spring ” 1n it, will never outline well. It will give a jerk
at the most inconvenient moments, and will not turn a
corner. Any brush inclined to drop colour is also a nuis-
ance, or one with an irregular tip, especially a very old one.
The 1deal brush is a thin one, of gentle pliancy if short, and
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greater pliancy if longer. This question of pliancy can be
enlarged on. For short, plain lines, a “duck” brush is the
best. Even a good sable can be used (a No. 1 or 2).
There are some lines, however, that scem to demand the
rigger, a most difficult brush to manage. In black outlining
great steadiness of hand is required. It is, therefore, wisc
to begin work with short lines. When one is “set” and un-
conscious action comes, the harder curves will not be found
difficult. In some cases where the line is a very difficult
one, the cautious artist will use a thin brush, making a line
finer than the one he wishes for ultimately. On this he can
work, so to speak, following his first thin leading line with
a brush holding sufficient colour to produce the thickness
he desires. Of course, the breadth of a line depends partly
on the pressure put on your brush. The keeping of one
breadth throughout a line is consequently a matter of abso-
lute tact. One thing should be remembered in outlining, that
the colour to be outlined must be perfectly dry. The use of
the ruling-pen on colour or along its edges is also very diffi-
cult. First of all, the pen should be a good one, that is to
say, a pen of stiff steel, for some cheap pens close when
pressed against the T-square or the set-square, and a line of
irregular thickness is the result. The pen, of course, must
be absolutely clean at starting. The rule is to wipe your
pens after work, but this is seldom done. In practice the
pen is cleaned as best may be before the new work. One
caution may be given here: the pen once set for lines of a
definite thickness may clog. To unloose the screw and
clean is a great temptation, but this, of course, means read-
justing the pen. One should wash the pen out, and pass a
slip of paper between the points. In drawing lines with the
ruling-pen on colour, that is to say, when you have painted
over your pencil outline, and your black line must pass over
the field, the line made by the ruling-pen should be drawn
lightly and once for all. If it is ““ doctored ” you are apt to
plough up the colour. So much for a plain piece of colour
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outlined in black. The next step is to have a white line
inside the black one. White lining with our oxide of zinc
(Chinesc white) may give some trouble. ‘The white is very
apt to sink into the under-colour, especially into blues and
crimson lake. To do away with this, the home-mixed
Chinese white the writer recommended can be employed.
Bottle white (Rowney’s, for instance), before it dissolves
completely, will also lie on a surface well ; but most other
whites annoy the artist much. A little gum-water had better
be added to white from the cake, pan, or tube where white
comes on colour.

SOME GENERAL REMARKS ON PAINTING.

The following are some general rules that may be useful
to one who wishes to undertake either a page of illuminated
manuscript or a testimonial. First as to arrangement. You
should have studied arrangement from MSS., &c., and noted
by what means the whole effect of the page is got. For
example, in fifteenth century work, the principal object in
the page is often a large capital. The foliage flowing from
this capital sometimes makes a frame, as it were, in which
the writing, in two columns, is contained. But note that
though it does so, it is not necessary that the growth of the
frame from the capital be carried out logically throughout.
According to modern convention it should be so, but the
old illuminators never feared a slight infringement of
sequence if they thereby got effect. There is in all their
work a certain childishness that is charming. Again, the
custom of what is known as cribbing can be well indulged
in in illumination ; but though the illuminator of a page
may have cribbed largely, he would, perhaps, be puzzled to
discover the exact objects he adapted. The exigencies of
composition change everything. In painting a page, paint,
if possible, things at the top first ; but try and leave large
plain surfaces till late, as they are apt to polish. Dark-toned
colours polish inore readily than light-toned ones. Where
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colours are graduated from onc tone to another, as in the
case of foliage in rclief, heavy painting at the first is not
advisable. You cannot wash on the top of thick colour,
especially if that colour contains gum. Gum lifts very easily.
That i1s why the writer avoids it. Gall does not seem to
make two washes containing much gum flow together, but,
on the contrary, to lift the under-colour. It is advisable,
when painting with any colour, and some blues especially,
to make mental notes of the way the colour dries out. So
to speak, one paints in the dark. A colour of one day is
not the colour of the next, nor the colour of the day after,
nor are all his colours in the same state of dryness as the
illuminator continues painting. Here, again, arrangement
and forethought will help the artist. He must note the
behaviour of his colours both as to their change of tone and
the time they take respectively in changing. The later coats
of colour will naturally not dry out so quickly as the first
washes which were put on when the material painted on
was dry. Graduation of colour, as stated, is best got by a
series of thin washes. It is not possible to get it by paint-
ing In one wash and using darker colour as required, as
landscape artists do when painting skies, &c. The features
of illumination are generally too small for this method.
Some compound colours can be got by putting one colour
over another. Orange, for instance, can be rcpresented by
opaque cadmium yellow allowed to get perfectly dry. On
that, opaque crimson lake or madder carmine is floated.
A red shading to a yellow, where an orange effect is desired,
can be put on fairly thickly. When the opaque crimson is
on, the pure colour can be used to give further relief. It is
rather hard to put pure colour on the top of opaque colour,
and this can never be done in one wash. Let your first
wash of pure colour get perfectly dry, then deepen the
colour on that. When all your body colour is on, and
those colours by which you get relief, you take up the vein-
ing of leaves, &c. It requires some skill to vein leaves well,
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and much that was stated as to black outlining applies here
too. Reccollect to keep an even distance between the veins
on a leaf. When painting a vein on a leaf, you should
always have an eye for the vein next it. Nothing looks
worse than a leaf the veins of which are, as it were, inde-
pendent of each other. Putting on gold * paint” should be
left till after colouring. Even the very best gold powder is
inclined to come off a little before it is absolutely dry.
Some illuminators put a little gum-water to their gold, but
it is doubtful if this ends by their getting as good a surface
as would have resulted had they used their gold as supplied
by the maker. The use of gold paint is difficult, as one
coat cannot be placed on another with satisfactory results,
nor can defective bits be well mended. The gold should
be put on once and for all. The writer, first of all, damps
slightly the surface on which his gold will come. He then
puts his gold on in one coat and at his leisure. Care
should be taken that not too many places where gold is to
lie are damped at the same time, for this may mean that
some of them will dry. It is very important to keep all
fluent. A warning can be given here to those using gold
from the shell or the saucer. Such gold is, of course, in
lump, and disintegrates somewhat slowly. Therefore see
that, before you lay it on a surface, it has broken up
properly. You cannot gild smoothly if you are putting on
gold in little blocks. After the gold is on, the writer does
his black outlining. The black outlining should be done
before the white lining of a painting, and the white line,
coming inside, will often correct faults in the black. Out-
lining has been spoken of. It is best to keep a painting by
one for a little, to see how much the white sinks in.
Defective bits of white can then be renewed. A curious
convention of medizval work can here be mentioned : white
lining was never used on green. A pale yellow was always
employed, and certainly it gives a good effect. Another
practice of the old illuminators was that of crossing their
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hair lines diagonally. It is impossible to exactly reproduce
this in facszmile. The student is, therefore, referred to
original MSS., in which he will note the various subtleties
of the hair-lining and the careful way in which the appear-
ance of light is given to the edges of leaves and other
objects. In fact, the artist’s note-book could be crowded
with examples of this art. In some fifteenth century work,
much of the beauty of the foliage is owing to the clever way
in which the twists and recesses of the leaves are emphasised
by the thin white lining. In modern illumination white line
is not employed to this extent, and flatness is the result ; or
if white is put on, it is put on in patches, as though the artist
had in mind the painting of an ordinary picture. The thinness
or thickness of a line naturally affects its value, and attention
can be drawn to objects by the lining with which they are sur-
rounded. It is a common mistake to make in illumination,
this of unwittingly drawing attention to some minor object
by making the line round it too thick. If you have made
too thick a black line, you can either paint some of it out
with colour, or can, if you put a white line next to it, let
that encroach on it. |

Be careful as to painted lettering on a coloured ground,
if such lettering is in lines. The line of painted lettering is
rather hard to keep, and the T-square has occasionally to be
taken up. As the pencil lines between which such lettering
runs have to ultimately disappear from your painting, record
of how they ran must be kept on your material to the left
hand. From this you can correct your writing, if you find
that it has got uneven. To paint lettering on colour with
no guide to correct by is very likely to result in one line of
lettering being taller than another. Naturally, care must be
taken that the painting doesn’t shift at all, and, therefore, in
putting board down, it is wise to have two of your drawing-
pins driven #zrough the board. If board is merely held
down by four pins, none of which go through it, it is almost
certain to move a little if the drawing-board is carried about
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much, and a line may be made that upsets the parallelism
of the painting as a whole. So much for the actual painting
of the page. The next opcration is to do the gumming-up.
But before that is taken in hand the illumination should, if
possible, be put away for a while for the colours to dry out.
Once gum is on, colour cannot be corrected, for setting aside
the fact that even when gum is perfectly dry it has a tendency
to lift, gum invariably cracks a little (generally in lines
parallel to each other), and if the artist should find any
portion of his painting too weak in tone he had better leave
it alone, if he has gummed up, than correct on the top of
the gum. Some portion of the superimposed colour is
almost certain to be bad.

GUMMING-UP.

The use of gumm as a glaze or varnish has been spoken
of, and it was especially noted that modern heraldic painters
rely much on this glaze. The gum sinks into the colour
slightly and deepens its tone. It also softens the colour
beneath it, and, what is very useful to the artist, it does
away with any crudity in the graduation of tints that may
have been obvious before the gum was added. It is won-
derful how gumming-up will improve even bad work. Gum-
water is sold by the artists’ colourmen, or you can make
your own in the manner described before. In putting on
gum one thing must be recollected, that it is not the thick-
ness of the gum that produces a good glaze, but the thinness.
Gum-water put on too heavily obscures colours, or may lift
them if the gum is at all weak, or if you have allowed much
ox-gall to get in the water you are using, a thing always to
be guarded against. The proper way to put on gum 1is to
smear it on, so to speak, with a soft brush. This seems
impossible to do without lifting the colour, but such is not
the case. The drier and thinner you use your gum, the less
chance there is of lifting colour.
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CHAPTER V.

Painting tbhe Picture—mMo. 2.

S the description of how to paint,
given in the last chapter, by
no means exhausts the sub-
ject, the writer now had better
add further -statements con-
nected with colouring gene-
rally, hoping that, from time
to time, he may state some-
@9 thing that will give a useful

hint or do away with a diffi-
culty. The graduation of opaque colours has
been spoken of, and how transparent colours can
be put upon opaque ones. But besides graduat-
ing colours by washes and putting washes of
pure colour on opaque colour, one can do both
by line—one can, as it were, shade. The differ-
ence between the two processes is this: in one
case the object is to make all the tints flow
and grow together; in the other, shading of
definite outline is put on the top of colour. In even the
flattest thirteenth century work a little shading was done,
especially in the case of animals, heads, &c. One thing to
remember about shading is that it must be regular and
sensible ; so to speak, it should be a broader form of lining
(only, of course, it is done in colour). Figs. 1 and 2 are
examples of bad shading and good shading.
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Notice that in Fig. 1 there is no system in the lines, and
no logical suggestion of the way the curves of the bird’s body
come.  Nor is the feathering of the wing of the bird correct.
In one case, two pen-feathers spring from one upper feather ;
in another case, only one. Nor are the feathers of the down
and neck properly ¢ imbricated.” In Fig. 2, on the other
hand, the two ends of a lower feather-curve or -triangle
spring from two tips of the feathers just above it. This
illogical shading will affect the appearance of any painting,

especially an heraldic one with charges; but it is equally
objectionable in flower and leaf work. Therefore, if you
shade, you can first use thin, dry colour and a pliant brush.
Afterwards, you can correct and deepen that with wash;
but don’t wash untidily first of all and forget that there
must be a system. In some heraldic paintings, where the
feathers of the neck of a large bird are very difficult, and
must grow from small to big gradually and keep a proper
direction, these feathers can be made good on the draft,
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then taken off—and, if needs be, amended in the process—
on tracing paper. This tracing paper can then be laid on
the flat opaque colour, and with a hardish pencil guiding
lines can be incised through it on the paint. These will
not show, as the colour that follows will obliterate the
incisions. Take care to have enough of the outline traced
carefully to guide you in putting down your tracing paper.
The forms of mediaeval shading should be studied from
MSS. Recollect that your shading need not be of necessity
in pure colour; it can be of darker opaque colour than
“the field.” But what constitutes it shading, in contradis-
tinction to graduation, is that it has a definite outline and
shows as separate work. On the opaque shading you can
shade again with pure colour. Where the ancient illu-
minators painted an absolute picture—a scene from country
life in a calendar, or the siege of a town in a chronicle, &c.,
or, in the case of the late illuminators, when they did flower
work—then they shaded-up as much as any modern painter.
Much of the weakness of modern illumination comes from
the fear of getting proper relief. Shade heavily and gum-up
on that if you wish your figures to stand out.

HEIGHTENING AND LOWERING.

Akin to the operation of shading is that of lowering
colour, the opposite of which is, of course, heightening.
Most colours are heightened, z.e., lightened with white ; but
vermilion, which is a somewhat obscure colour, can be
treated with an orange or a yellow if a clearer effect is
required. This was a habit of the old illuminators, who
heightened their vermilion with orpiment. They lowered,
7.e., darkened, it with a brown or with dragon’s blood.
Nowadays any of the cadmiums, yellow or orange, can be
used to heighten vermilion, and the shade or lowering can
be got in various ways. A rich effect can be got by making
the heightened colour opaque, and then shading first in the
pure colour, after that in a scarlet, say, alizarin (though
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scarlet alizarin is not a very clear colour), crimson lake, or,
better, rose madder. Deeper shade can be then got with a
brown. As this darkening of colour is not done in very
large washes, as a rule, colours that would be intractable in
large fields of opaque colour can be used ; but great care
should be taken in getting them on. As said before, when
you are shading with pure colour, each coat must be allowed
to dry before another is put on. The first coat holds the
opaque colour down, and on that you must add coat after
coat of the pure colour, letting each get dry, till the colour
is no longer transparent, but a homogeneous whole. But
the reader will say that mere shading already spoken of 1s
being again described, and not lowering of colour. That is
so. You can, however, lower as you shade. You can add
a little of the opaque colour to the pure vermilion, and then
shade with that ; you can add a little of this mixture to the
alizarin, crimson lake, or rose madder, and shade with that ;
you can add a little of this last to your brown, and shade
again. By this method of lowering your colour as you pro-
ceed, you can give it all the softness of gradation. But
what the painter should know is how best to lower his
various colours. He can then, with each descending series,
either get plain gradation (in opaque colours), do plain
shading, or graduate and shade at the same time. The
following are some suggestions :—

LOWERING THE TONE OF VARIOUS OPAQUE
COLOURS.

Blues.

Ultramarine, French ultramarine, Prussian blue, and
smalt.—Add the pure colour, and black to that. If any
harshness is found between a blue and blue-black (used
opaquely or otherwise), the gap can be bridged with indigo.
Beware, however, of indigo too opaque. It will have lost
its blueness and have become a grey.

Cobalt.—This colour can run through smalt, ultramarine,
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or indigo to a blue-black. The result, however, is not very
medizval in appearance. Ultramarine, smalt, and indigo
are the old blues.

Reds.

Vermilion.—As stated, this colour can be hcightened
with an orange or a yellow. Beware of lemon yellow, how-
ever—a very intractable colour. When vermilion is thus
heightened, it should not be too opaque or a muddy tone
is the result. Vermilion should be lowered, through crim-
son, to a brown or brownish crimson. Any of the following
series will do—vermilion, rose madder, raw sienna or Van-
dyke brown; vermilion, madder carmine, burnt carmine ;
vermilion, scarlet alizarin, Indian red.

Crimsons.
These can start with opaque crimson, and be lowered as
for red.
Yellows.
" Yellows must be lowered through orange to brown.
Ty :—

Cadmium yellow (pale), cadmium yellow, cadmium
orange, cadmium orange (deep), burnt sienna (or the
“pale” colours can be omitted); cadmium yellow, ver-
milion, raw sienna, Vandyke brown or sepia (more per-
manent).

Mars yelloie, Mars orange, Indian red, Vandyke brown
or sepia.

Greens.

Greens can be brightened by yellows and lowered to
blue and blue-black. Try :—

Terra verde, or Hooker’s green. Heighten with cadmium
yellow, and lower through ultramarine, smalt, or Prussian
blue, to a blue-black if required ; or use green oxide of
chromium for the first darkening of terra verde. For
small figures emerald green can be used, but it is a very
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intractable colour. It can be darkened by green oxide of
chromium, and a blue darkening that.

Terra verde, or Hooker’s green, and a red, an earth for
preference—light red or Venetian red—will give an olive
green that can be lowered by indigo.

Oranges.

Plain oranges can be treated as in the case of the lower-
ing of yellows.

Purples.

As a rule the lowering of purples is attained by deepen-
ing from the opaque to the pure colour. One can then go
on to a dark blue, like pure Prussian blue (which is very
dark), or to a blue-black. Purples can also be lowered from
the clear red hue to the obscurer blue hue. This 1s what
happens in Nature, and can well be imitated in art. The
flowers of the lilac are an example. Though it has been
stated that in illumination purple is a rare colour, this
applies more to such illumination as would be in evidence
in testimonial work than to illumination as a whole. Where
absolute pictures were painted in the pages of old manu-
scripts, purple was much employed for garments. The
following lowered purples can be suggested :—

Permanent violet. 1.ower from the opaque to the pure
colour, and then go on with smalt, ultramarine, or indigo,
in fact, with almost any rich-toned blue.

Rose madder or pink madder. With these pinks for the
high tones of opaque and pure colour, you can lower with
permanent violet, and deepen still more with blue. Alizarin
and purple madder can also be employed to deepen. But
recollect, in experimenting with purples, that you are on
dangerous ground. Strictly speaking, the facts are these:
that carmine, properly so-called, is prepared from cochineal,
and is fugitive ; madder is a compound of alumina and the
tincture of madder root, and is permanent, though trade
custom and convention may, in some cases, obscure this
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distinction. The purple of the Roman and Byzantine illu-
minators was, of course, the murex. The Gothic Gospel of
Upsal, known as the Codex Argenteus, has its pages stained
with this Tyrian purple. The letters are gold and silver.
These pages are pink, not what we now call purple or violet.
In the deeper tones, this Tyrian purple is an obscure red,
and certainly not worth the trouble of reviving. It is doubt-
ful, indeed, if the Roman illuminators ever used it except for
the staining of parchment referred to.

Browns.

Browns, in ancient illumination, generally made the
deepening of some other colour., Leafage was not often
brown, but sometimes architectural features were, and
animals or parts of animals. The lights of browns were
often yellow. The following are suggestions :—

Naples yellow or yellow ockre. Deepen with burnt
sienna, then sepal (warm or cold) or Vandyke brown.

Burnt sienna, Vandyke brown, indigo.

The above will form some sort of palette for the illu-
minator, and the author has taken care only to mention
such colours as have a fair reputation of being reliable. To
have taken the palette of the ancients, century by century,
would have been interesting; but then, even if we knew
precisely what it was, they had their failures. One does
not want to employ the Byzantine crimson that has gone
nearly black, nor that of some of the fifteenth century herald
painters that has gone quite black. An example of this
latter can be seen in a grant of arms (femp. Ed. IV.) in the
British Museum. The gu/es has the appearance of a deep
blue-black ink. This may not have been a crimson, how-
ever, but red lead (minium). Avoid leads, that is to say,
besides red lead, all the chrome yellows (chromate of lead)
and chrome green. The Naples yellow (antimoniate of
lead), however, which was much used by the early artists,
seems to have stood the test of time. But their Naples
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yellow was native. Our Naples yellow is generally cadmium
and white. The reader should consult Field’s * Chromato-
graphy ” and the works of Charles Martel.

LIGHTS AND SHADOWS.

The direction in which your light falls in illumination
should be a matter of consideration. In heraldic painting,
where, in addition to the sZades of charges, mantling, helmet,
&c., there are definite skadows shown of these charges on
the “ fields ” and, maybe, of the mantling, helmet, &c., on
the surface painted on, there seems a settled convention
that the light should come, more or less, from the top left-

- hand of a square enclosing the painting. As far as it appears
to shine dozwn upon the plane upon which you are working,
this can be taken, for theory’s sake, as at an angle of 45
degrees, an angle commonly employed in projecting shadows.
In ordinary illumination, such as testimonial work, &c.,
follows, no shadows are ever thrown by the ornamentation
upon the surface painted on, although portions of this orna-
mentation are allowed to cast a shadow upon other parts
(in late work). Nor is light from the top left-hand corner
emphasised. Look at any old specimen of illumination
painted in relief, and you will see that the artist has empha-
sised what is known as a top light, though here and there
suggestions of the natural and convenient top left-hand
corner light come in. The reasons for the difference in
light-rendering seem to be these, that a modern coat of
arms, with helm, crest, and flowing mantle above it, is in-
tended to convey some idea that all belongs to some invisible
knight, on horseback and in motion, at a jousting, who casts
his shadow on an upright surface. This applies to where
the helm, crest, and mantling are seen sideways. Where
the helm and crest face you, and the mantling is arranged,
not flowing, then the suggestion is of a carved coat-of-arms.
Of course, in both these cases, the light could come from
the top or top right-hand corner, but the shadows convenient

D
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to paint are those of a light from the left hand. Perhaps
where the crest and helmet face towards the right the
shadow should be to the left, or where there is a great sug-
gestion of carving on a wall or panel, it could come as from
overhead (in plane). In book illumination, on the other
hand, there is no suggestion that the letters are standing up.
Illumination is simply decoration, and if it is painted in
relief, the idea, if anything, is of the embossed cover of a
volume lying flat in open daylight. To get a violent side-
light would suggest perpetual setting-sun light on the page,
or that the decoration (say, of flowers) was hung up on a
white wall, in both of which cases decoration in relief would
be entitled to cast a shadow on the surface painted on.
Therefore, illuminate, as it were, with a top light, and,
above all, don’t first shade a portion of your work to the
right and then a portion to the left. Sometimes when a
piece of very correct work seems to lack unity in some way,
this is the reason of its want of repose. This is not to say
that the old illuminators did not occasionally allow them-
selves what is known in literature as a #on sequifur. They
shaded as they felt. Take, for example, a grotesque animal
climbing up foliage in fifteenth century work. An animal
so climbing, calls for the light above him. In terminal
flowers, too, especially where the plant work is not much
conventionalised, an overhead sun is suggested, and a top
and side light can come on any finial figure, like a gargoyle,
or on any little picture, like a man spearing a boar amid
fohage. When such a picture was very realistic, and the
figures stood, say, on a mound resting on the base line of
the illumination, they were allowed to cast their shadows on
that mound. But a bird upon a bough should not cast his
shadow on that bough, and break the flow of the foliage.
In late work, figures and foliage oz colour or gold were
allowed to have shadows on that colour or gold, but the
foliage in these cases was generally rather natural foliage,
not conventionalised pattern foliage. To conclude, in
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studying old examples, besides noting the forms, take notice
of the shading and shadows, and try to discover any rule
that governed the use of them either in a work consulted or
in its style and period.

PAINTING ON BRISTOL BOARD.

Whatman board finished with, we can now refer to
Bristol board. Bristol board is very hard to colour on,
owing to its being so little absorbent. It has, however, the
advantage of being very smooth, not quite smooth, for in
colouring on it one discovers a grain. Very smooth colour
can be got on Bristol board in the following manner. Mix
your opaque colour not very thick, and first of all scour the
board with it, so to speak, that is to say, put on a thin
coat, working it into the board as you go along, destroying
the hot-pressed surface, as it were, by force. When this
first coat is on, a single coat of the opaque colour will give
you a very good surface. However, this, when dry, shows
the grain of the paper very slightly, and another coat on this
dry one will not be amiss. It requires some practice to get
these level coats on Bristol board, and they only turn out
well with colours that assist you—vermilion, ultramarine,
terra verde, &c. Therefore, Bristol board should not be
employed for large paintings, especially if there are any
washes required, like those for a picture helmet ; but the
author has seen it used advantageously for small and simple
coats-of-arms, in the case of which its smoothness assists the
black outlining and the lettering of the motto. Also gold
““ paint” goes on it well. Put this on in the manner sug-
gested for Whatman board. Recollect that any scour of
hard indiarubber or any drop of moisture shows plainly on
the substance in question.

PAINTING ON PARCHMENT.

This comprises painting on prepared ‘vellum” and
painting on the plain skin. The nature of prepared parch-
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ments and the ease with which erasures can be made on
them have been spoken of, and it was stated that they were
difficult to write on on account of the atramentum employed
running. This is the case with the colour, too, so avoid
gall above everything, if you don’t wish to go over your out-
side line, when trying to paint correctly. If you are putting
on thin washes, and the prepared vellum you are using is
very absorbent, you must have recourse to gum-water, but
add very little of it—a dew-drop to a fair-sized saucer of
colour. In painting on prepared vellum, a base of plain
colour is unnecessary, unless you want it there to guide you.
In general, two washes of fairly thick opaque colour, the first
allowed to dry somewhat, or to get quite dry, before the
second is put on, will give a good level coat. Recollect
that prepared vellum, though it assists the painter greatly,
cannot be used anyhow. That is to say, that intractable
colours will not dry out in level coats even on the substance
in question. A composite green of gamboge and Prussian
blue is as difficult to deal with here as elsewhere.

As to plain parchment, colouring on it is a very different
matter from colouring on a prepared skin, though in both
cases the principal substance is the same. What differs is
the dressing. In the first case, you are virtually colouring on
a gesso, that is to say, a plaster or lime (possibly with white
lead added) p/us an agglutinant, with which compound the
parchment has been treated. In the second case, if you
have pounced with whiting, you are colouring on a lime
rubbed into the surface only. This lime, being loose, will
not all of it remain there. It has a great tendency to work
out under the hand of the painter, so that at times you
have so little pounce left that, unless the loss occurs at a
place where you can repounce without hurting the work,
you are forced to use ox-gall to overcome the greasiness of
the skin. In the matter of erasures, too, the difference
between painting on fixed and unfixed dressings is apparent.
As stated before, you can scrape off a portion of anything in
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the nature of a gesso, and the colour on that along with it ;
but beware of scraping away till you come to the skin itself,
for that is not of the same colour as the dressing, and,
moreover, it will, if disturbed, leave you with a woolly sur-
face to deal with, your “vellum ” having a nasty disfigure-
ment, especially if, in scraping away some stain or blot, you
have been operating on the white where no colour is to
come. An artist might think that when he has made the
disfigurement above mentioned there was no remedy, that
he had disturbed the prepared surface of the bought stuff,
and that his painting was “marked for life.” There is a
remedy, and that consists in imitating, in a way, those who
prepared the parchment—you can re-dress. This is how to
do it : First take some gesso sofile. This useful substance
has been referred to before, but the exact way of making it
had better now be explained.

TO MAKE GESSO SOTILE.

Get some clean plaster of Paris from a chemist (a quarter
of a pound, say). Put half of this in a jam-pot, and cover
it well with water, and stir it well. The plaster of Paris
swells greatly as the water slakes it, so take care that the
vessel used is big enough to allow for this. As the object
of stirring is to prevent the plaster of Paris ever setting, you
must be assiduous, especially at first. So make your mix-
ture on a “free ” day, after breakfast, and stir it every hour
of the morning and every two or three hours of the after-
noon. Give it a good stir the last thing at night, and put it
away with a piece of paper over it. It is important to keep
it clean. The next day, and for at least a fortnight after-
wards, you ought to try and stir it at least four times a day,
especially the last thing at night. The plaster of Paris will
now have quite, or almost, lost its power of setting. It can
then be allowed to dry—don’t dry it before a fire—and when
dry can be taken out of the jam-pot and put in lumps in an
air-tight tin. The ancients wetted their dry gesso sofile and
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made it up into cakes, and perhaps their plan was far the
best, as gesso sotile degenerates if left as a powder and
allowed to get damp. Maybe that changes of atmosphere
make it entirely lose its power of setting, and that it should
not do so.

To resume: Take some (dry) gesso sofile and grind it to
a fine powder on any flat surface, with the pestle. Then
Prepare a little very thin but strong glue. Take the pestle
and grind this up when hot with the gesso sotile. 1f the
mixture coagulates, hold the surface you mix on in front of
the fire. Then, while the mixture is hot, paint the defective
part of your prepared parchment with it. Paint heavily.
Then, if you have mixed your glue and gesso properly, they
will dry out quite white, and will adhere to the surface. It
Is impossible to explain exactly how much and how thick
gluc you must use, but if there is too little glue in the mix-
ture it will not adhere ; if too much, it will dry out yellow
and be very hard. How long it takes to dry, as well, is a
matter of how much you put on. It should be dry in an
hour or two if fairly thin. Don’t dry it before a fire ; that
only bakes the outside. ‘When your composition is dry,
take a very sharp knife and scrape it down to the level of
the surrounding surface, and your defective place is mended.
On no account burnish it. When you scrape, the mixture
should come away easily in a powder and leave a perfectly
level surface, the powder just mentioned having been flicked
off. If the mixture is very hard and shows the marks of the
feather edge of a knife, either there is too much glue or, in
making your gesso, you did not let your plaster of Paris
sufficiently lose its power of setting. The mixture described
i1s hard to paint on ; therefore, though it does excellently for
mending holes on the parts of your “vellum” to be left
white, when you have made a hole and want to colour on
the ¢ doctored ” place, you had better mix some white lead
paint with your gesso. Try half gesso sotile and half fine-
ground white lead, well ground together dry; then mix in
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the glue as described. This gives you, as it were, an opaque
white to paint on, or something of the nature of such. We
can now go on to erasures on plain parchment, which we
were contrasting with those on the prepared substance.
There should be no erasures on not-* prepared ” parchment.
However sharp the knife used to erase with is, some woolli-
ness is bound to be the result of trying to scrape out on skin.
When a stain or mistake has been made, the only thing to
do is to wash out. Washing out can be done with clean
water and blotting-paper, the colour (dry or wet) to be lifted
being first subjected to successive wettings and moppings-
up by the blotting paper, while, if any remains, you must
try and scrub it out with a hard sable. Ox-gall used in the
water seems to assist these processes, and as skin is always
somewhat yellow, there is no danger of it staining, as is the
case when much gall is put on white paper. What was said
as to touching board, on which washing-out has just taken
place, with the knife applies here too. You must not
touch the damp parchment with anything likely to affect its
surface. But when it is guize dry, you can rub over, first,
with bread, and then, if you like, with rubber. If, then,
your place is not quite clean, and you can do it safely,
pounce. The white pounce will correct any little staining
left. It is comparatively easy to lift a bit of colour in a
place where other colour is to supersede it, for the first
colour need not be entirely eradicated, but where you have
made a stain on parchment to be left uncoloured, you must
be very careful. Be guite sure, before you apply bread or
rubber there, that the surface is perfectly dry. Dry it before
a fire, if you can, just before you use the bread. Once you
have lifted the glossy surface of the parchment and left it
woolly, you have made an almost hopeless blemish, one,
morcover, in a place where you have no hope of ‘ doctor-
ing,” by putting on thick opaque colour. Not that you
should trust to this elsewhere. The only chance of
ameliorating a woolly place on parchment is, when it is
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quite dry, to rub it as smooth as you can with powdered
pumice-stone.

COLOURING ON NOT-“PREPARED” SKIN.

In the matter of how to put on colour on not-
“prepared” parchments there seems no doubt that what
has been alluded to as “the house-painting method ” is
the best. Well-pounced parchment takes colour very
easily provided that colour is thick enough. With any
tractable colour a very level coat can be got as follows :—
Have your colour as thick as you dare mix it. Then, with
some of this make a good base on the parchment where the
colour is to go by working the colour well in thinly, acting as
if you were trying to fill up all the pores of the skin, and yet
to leave no colour absolutely floating. When this has soaked
in, put on a thick coat of the thick colour and let it dry till
next day. On the top of that carefully float another thick
coat. You will find that there is not the risk of lifting the
thick undercoat that there might be if you were painting on
a board. Parchment absorbs the colour too readily for
that. But beware that you must not have a lot of gum in
your bottom coat (if you are accustomed to use gum).
Gold “paint” can be put on skin with far better results
than those obtained when it is put on a paper surface, for
the surface of skin is much smoother than that of paper.
If one looks at gold “paint” in an old MS. one is struck
by its good appearance, though, of course, the gold used
was probably very good, if not absolutely pure. It is best
to first damp the surface, as in the case of Whatman board,
and then put the gold on leisurely, keeping all fluent. The
writer has left the question of putting gold paint on pre-
pared parchment till now for the sake of contrast. As said
previously, the surface of such “vellum” is somewhat far from
smooth. Here damping, therefore, and gilding, unless you
gild heavily, will emphasise this fact. You had better do
what was recommended as part of the operation of re-dress-

Wi, antiquepatternlibrary.org 2024, 10



Creative Commons 4.0 NC SA BY FREE DISTRIBUTION ONLY - NOT FOR SALE

NOZ-“ PREPARED® SKIN. 57

ing prepared parchment—you had better scrape (*engross-
ing” is the correct term; *engrossing,” writing in a law
hand, is of different derivation). Take a very sharp knife
and lightly scrape or engross the prepared surface away till
it is absolutely level, then burnish. You must take care
not to engross until you come to the bare skin. Some firms
of law stationers do not use gold paint for testimonial work
on ‘“vellum,” but lay leaf on /4of¢ glue. Such processes,
however, have nothing to do with colouring, and will be
dealt with later in a chapter on gilding.
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CHAPTER VI

Drofessional ZHrt.

ROFESSIONAL art may be
somewhat a contradiction in
terms, as all real art is, as it
were, professional, that is to
say, it rests on tradition and,
iIn some measure, on the
fashion of the hour. This
fashion may be modified by
individual genius, but when
one reflects that the work of so many great
picture painters and miniaturists (illuminators)
has found a market, one recognises that the
quality of being saleable, even when obtained
by concessions to public taste, does not carry
with it so great a necessity of reproach as such
expressions as ‘“ Art for Art’s sake” seem to
imply. If anything, it is the isolated and
entirely original artist who produces bad art.
Whether the artist or the artistic public made
the canons of art does not concern us here.
The fact remains that certain forms and methods
have been always handed down from one
generation to another, and that certain forms
and methods are now used, and that it i1s worth
the while of any illuminator to know much about
them. The mere knowledge of his business and display
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of erudition, that is to say, the evidence of an illuminator’s
familiarity with what is being done and what has been done,
if they do nothing else, impress a public. It is the work
that anybody might have done that is not remarked. If it
were a matter of selling, an illuminator who had founded
his style on bits out of illustrated papers would have no
chance against one who had made a careful study of manu-
scripts at the British Museum, and had considered modern
trade forms. The author will therefore mention some
peculiarities of form and colour in medizeval art, and later,
when speaking of modern testimonial work- and heraldic
painting, will attempt to show what is peculiar to these.

THE ARRANGEMENT OF BORDERS, PICTURES,
SCRIPT, &ec.

Nothing is easier than to look at an old manuscript, a
testimonial, or an heraldic painting, to come away with the
idea that one could reproduce it in essence, and then to
find one’s self hopelessly searching one’s memory for the
way in which certain features were arranged. Was the
initial joined on to the border or isolated ? Was the writ-
ing in two columns or in mass? Was everything in the
painting black outlined or not? How exactly did the
mantle fall, and how, where one streamer of it fell across
another, did the artist so arrange that the turned-up white
lining of the first streamer came upon the red of the second ?
Thus it is seen that, in addition to noting small features,
one should come away with, as it were, a map of the piece
of illumination as a whole. In cases where one cannot
sketch, or has not time to do so, one is forced to rely on
memory. This memory for art detail is a special gift, and
there are those who can draw a portrait from memory, while
it was said of a famous American general that he could look
at a map and remember every feature of it. Such a memory
for unconsciously absorbing detail, so to speak, would be
invaluable to an illuminator. However, most persons have
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to cultivate a memory for artistic arrangement as a whole
and for detail. It may help some to use unspoken words,
saying to themselves, for instance, “ All (the) border spring-
ing from top of initial D only; writing (in) two columns;
foliage not overlying (meaning that there is no interlacing
of foliage),” &c. Mention of the means of recollecting
such matters implies that it is worth one’s while to do so.

c&m COSTRISS
TeS CRewIc ex
XOORTY COASTRA

Unless one knows the established methods of arranging, it
means loss of time in designing. To take borders first,
the simplest form of border is, of course, a plain black or
coloured line round the script, but this is, naturally, too
simple to be much more than a theoretical arrangement.
Then we have the rectangular border with one or more
lines of colour bounding it and ornamentation enclosed.
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Such borders occur in Hiberno-Saxon work, where within,
say, red and yellow lines, grotesques are interlaced with
secondary interlacements of very fine lines. Rectangular
borders occur, too, in some of the later styles. They
are found in thirteenth century work, where one would
hardly expect them. Of course, all initials accompany-
ing a rectangular border are for the most part isolated.
They can either be simple initial letters or can themselves
be enclosed in a regular figure bordered by one or more
coloured lines. However, there was another arrangement
sometimes used—the figures containing the letters are shown
as adhering to the border. The figure containing a big initial
letter at the top of the script did not fit into the top left-hand

angle of the border; this would have been inelegant. It was
sunk a little. Smaller letters, also adhering to the border,
came below it. The whole arrangement was this :—

Note that the letters are made part of the border by
their giving up their left-hand containing lines and using
that of the border. This joining letters on to rectangular
borders, and, what was more elegant, the joining of letters
in regular figures on to straight portions of borders, should
be remarked. It is especially useful to you in getting your
initials out of the way when your piece of illumination is
narrow and you are cramped for writing space. Above
are some examples from thirteenth century and fifteenth
century work.
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Making the border and joining the letter on to it is,
of course, the opposite to making the border proceed from
the letter. To go through all the arrangements by which
the latter is brought about would be to write a special
treatise on borders. It is sufficient to point out that this
is a thing that must always be noticed. To one studying
a page of illumination nothing is more tempting than to
make sketches of small and beautiful details from it. They
do not individually demand much time in the copying, and
when taken home can be redrawn and prettily coloured.
Detail, of course, should be attended to, but when one is
confronted with the designing of a page one may have reason
to regret that one’s stock of sketches as to arrangement is
not a bigger one. Many weak and unimpressive designs,
especially in the case of testimonials, are the result of the
fact that the illuminator had a good knowledge of the forms
of initial letters, but a mind very vacuous as to the arrange-
ment of a page as a whole. To make sketches of the
arrangement of pages as a whole may be uninteresting,
and even a long spell of work may not give you time to
get in enough detail to make the sketch worth colouring
owing to the absence of definite outline, but sketches of
arrangements should certainly be collected, especially as,
in the less expensive books of jfacsimiles, dismembered
details only are, as a rule, given, while even in the more
expensive books, though the ornamentation of a whole
page may be shown, the writing that accompanied it,
together with the initials, large and small, is generally left
out. Note how the writing comes in a page, whether it
is in one or two columns (a most.important point, for
writing in two columns may be elegant where a mass of
writing would be squat). Note also the proportions of the
margins that separate the writing from the border and the
border from the edges of the page, for a border of rect-
angular character is by no means always designed with
an equal breadth of margin all round it. It is very often
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lifted, making the bottom margin wider than the top one.
You get an air of lightness by lifting paintings a little.
You can especially notice this in the case of coats-of-arms,
where an equal distance from the top of the crest to top of
material painted on and from bottom of motto to bottom
of material would be very inelegant. Why two-column
writing is not commonly employed in testimonials the
author does not know. There should be no difficulty
about the signatures, especially if the signatories would let
the illuminator carry out his scheme and put their names
on his parchment for them. This is very elegantly done
at the end of the second column in some Saxon grants,
notably in elaborate ones where land was granted to a
monastery and the monastic scribe illuminated the grant.
A perpendicular line of beautiful crosses was made,
coloured, say, alternately red and blue. Opposite to
these, Signum manus Ealhstani episcopi (the sign of the
hand of Ealhstan, bishop), Signum manus Burkeard, prefects
(the sign of the hand of Burheard, the alderman), &c., was
written, the colours of the signatures and crosses being
“ countercharged.” We moderns could put * Signed, John
Elston ” and “Signed, James Burrard” opposite our crosses,
and such an arrangement would be more congruous than
untidy and irregular signatures at the bottom of good formal
writing,

To pursue the subject of the arrangement of script further
would be to encroach on the matter to be dealt with in a
chapter on writing, and the author will now refer to pictures in
a page. Pictures were largely introduced into old illumina-
tion, and perhaps only the time required to execute them is
the cause of their being banished to so great an extent from
modeyn work. The writer is referring to absolute pictures,
that is to say, pictures which, although they may have been
inserted as portions of a border, a letter, or a groundwork,
are naturalistic to the extent of having, say, figures, a land-
scape, and plausible representation of the sky. There are
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other pictures that are not natural (e.g., in the initial to
Chapter IV. of this work, a knightly horseman is represented
as careering in front of a diaper pattern, and one of the
horse’s hoofs is on a letter). But the point at which con-
ventional pictures end and natural pictures begin would be
very hard to place, and even in natural pictures conventions
creep in, and it was only in comparatively late times, both
in illuminating and picture-painting, that we find representa-
tions of scenes in which very noticeable and, to our twentieth
century minds, somewhat absurd conventions are not present.
Illumination fell into decay not long after the introduction
of printing, and, therefore, we do not find in it such modern
“ photographic ” pictures as we are accustomed to from the
brush of a Marcus Stone or a Landseer. Such things as a
life-like representation of a silver birch would not be often
found in an old master or in a vignette in a missal. The
repetition of natural details was sacrificed to general outline
and tidiness. A willow-tree like a cabbage was perfectly
admissible, nor were stars visible by daylight objected to;
but this, however, is not so absurd as it may seem. Such
stars, though there is no doubt that they are shining in the
mid-day sky, represent, to some extent, a background of the
nature of a diapered one. They are often placed in regular
order, so that five of them make what is known as a quin-
cunx. There are also skies of which the stars are irregular ;
but in such skies there will be found a tendency to make use
of lighter gradations of blue towards the horizon. In skies
with their stars in regular order, one is much more likely to
find a level coat of darkish blue. These are, for the most
part, the skies of the older illumination.

It will be seen from the above that there are two sorts
of pictures, so to speak, made use of in illumination, viz.,
pictures that are an integral part of the decoration, and
vignettes that are inserted in the decoration. There are
also pictures that are neither made part and parcel of
borders, &c., nor are inserted in them, but stand in the page
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more or less isolated. Tt is the first and last that we have to
do with in speaking of the arrangement of borders ; vignettes
standing, as they do, alone, can be dealt with separately
when one comes to speak of the conventions of art. As
might be expected, an orderly transition from isolated pic-
tures, through pictures part of the border, &c., to vignettes,
iIs not to be found. True, in some (early) Saxon manu-
scripts simple figures are met with, merely outlined or
coloured in places and outlined, and standing on the un-
touched parchment ; but the employment of such figures
does not stop with Saxon work. In a fourteenth century
MS. in the British Museum (a Purgatoria of Italian work-
manship) some of the pages are finished up by tailpieces—
figures standing on a base (meant to represent turf, it may
be), with no indication of a sky. Such tailpieces are of the
nature of a border. The writer does not remember ever
having seen them employed in modern testimonial work,
but there is no reason why they should not be so employed,
and, if the figures were well drawn, they would not be in-
effectual. One good large capital and a picture tailpiece
would go well with a page of bold writing, would be con-
venient for simple work, and would be a change from the
hackneyed border more or less of rectangular form, that
often only owes its effect to profusion and breaks down in
simple work. Of course the designer of such tailpieces
must know how to draw figures, and figure-drawing is an art
which the modern illuminator appears to shirk. Drawing
figures naturally takes time, and that is perhaps why so few
occur in the work of the present day. Still, they are effec-
tive. Akin to the isolated tailpiece with figures in it is the
decoration of a “tail” bv figures. This was common in
thirteenth century, and more common in fourteenth century,
work. Say the illuminator had designed an A. The long
tail of the A was carried down, looped, and carried across
the page as a tailpiece, as it were. On this “tailpiece ” (part
of the initial A) the o'd illuminators sometimes represented
E
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““a mound,” Ze., a stretch of grass, on which they seated
their figures, who played at chess, kayles, fought, or made
love, as the case might be.

Thus the isolated tailpiece and the tail decoration, by
figures set on the tail of the big initial, come together. To
mention such details of construction may seem pedantic ;
still, it is not *“art for art’s sake” which the author wishes
to write about, but the necessity of learning the various
dodges (let us call them) of men who have designed. Say
you have designed your big initial first, carried its tail down
the side and then across your parchment at the bottom.
Then, if you have miscalculated as to the space your letter-
ing will take and it stops too high up, what are you to do?
It is better to introduce grotesques upon your bottom
bordering than to make use of meaningless flourishes and
incongruous adjuncts to fill up.

DIAPERS.

To use a contradiction, the simplest form of diaper is
the one that is no diaper at all, that is to say, a plain coat
of colour. Then there is what one may call the wall-paper
diaper, a plain coat of colour with a regular pattern designed
on it, either in another colour, in white or gold ; gold was
commonly employed. In fifteenth century work some of
this gold tracery was very beautiful. But the best of all
diapers are the mathematical ones, and they were made use
of ubiquitously in medizval art. They were even used in
the “fields” of coats-of-arms. See Boutell’s * Heraldry”
(the edition of 1898), where, on page 52, the quarterly shield
of De Vere is elaborately diapered, while the shield next it,
of Foubert de Dovre, is a curious example. The ¢ charge”
is a fish, and alternate squares of the checky field are
decorated with fish scales, imbricated as in Nature. The
following six figures are diapers from good MSS. |

No. 1 is a very fine example. In the original the
ground was a medium-toned blue, probably smalt. The
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horizontal and perpendicular lines were of much darker
blue, and though not extremely wide were appreciably wide,
that is to say, they were by no means hair-lines. The circles
were of vermilion, the dots inside them white. The out-
lined inner squares, with their dots and the diagonal lines,
were all white. These white lines, though not exactly hair-
lines, were rather thin. One variant of this diaper can be
made by increasing the width of the horizontal and perpen-
dicular lines, and placing a dot at the intersections, a white
or a yellow one, like the dots in Fig. 4. Another variant

O o

-

Ro.4 Ros Ro6

would be a purplish ground with horizontal and diagonal
lines of a madder crimson, white outlined circles and dots,
light blue outlined inner squares with white dots, light blue
diagonal lines, and, if you like, light blue dots at the inter-
sections.

No. 2.—You could use any “ tincture” or “ metal” here
(white representing argenf), but this diaper, founded no
doubt on the French arms, is usually of gold and blue, as it
were, countercharged, with gold fleurs-de-lis on blue. The
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¢ diamonds ” should be black outlined, and, as a rule, they
are more elongated, more like the heraldic *““lozenge,” even
more elongated than the lozenges in Fig. 3. Notice the
peculiar shape of a medi®val fleur-de-lis. These heraldic
diapers are very common in old work, and very effective.
A square-divided diaper with the arms of France and
England quarterly was much employed. In modern work
fine effects could be got with the quartered arms of persons.

No. 3 is very effective in black and gold, the lozenges
black outlined. It was used as a diaper for floors, and was
sometimes drawn in perspective. As a floor diaper, it was
often in light and dark green.

No. 4 was, in the original, of a light greenish-umber
ground. The horizontal and perpendicular lines were notice-
ably broad and of a very dark umber green. Their breadth
allowed for the yellow dots at the intersections being rather
large. The crosses were white, of broad lines. Though, in
the figure, there seem to be diagonal lines, this is only due
to the fact that the crosses are drawn in black ink; in
white they stand isolated, their ends parted by the dark
green lines.

No. 5 is a very curious and beautiful pattern, and makes
the “field” known in heraldry as paly-bendy. Had the
heads of the lozenges pointed to the top and left, it would
have been paly-bendy sinister. Turn the rectangle side up,
and the pattern is barry-bendy sinister. Then, if the lozenges
pointed to the left, it would be barry-bendy. Notice the
subtle way in which this pattern is designed. Divide each
side into four. Draw a perpendicular line in the middle of
the square. To get the slope of your diagonals, take your
jointed rule and draw a line from the right-hand bottom
corner to the first division point of the top line, counting
from the left. To get the width apart of your perpendicular
lines, notice where a diagonal drawn from the middle of the
top line cuts a horizontal line (afterwards rubbed out) drawn
from the first division point of the left-hand line, counting
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from the top. Patterns of this nature look well in gold and
black, gold and blue, red and white, &c.

No. 6.—This is a variant of No. 1. The rectangles,
however, are oblongs and not squares, owing to one side of
the containing square having been divided into four, another
into five parts. Note that the interior oblongs are not con-
structed on the diagonals of the external ones, that is to
say, that these interior figures are more elongated than the
external oblongs. This being so, though corners of two
oblongs are joined by a line passing through an intersection
of the horizontal and perpendicular lines, such connecting
lines, if continued, would not join two other corners. This
means that you must set your rule specially to join the
oblongs, and not, by an oversight, use a diagonal you may
have employed to find the centres of the bigger oblongs.
This warning may seem superfluous in the present case, but
it draws attention to the fact that you can saddle yourself
with a great deal of extra work by not fully understanding
the anatomy of a pattern when you are drawing it out or
colouring it. The diaper in question had a ruddy purple
ground, the horizontal and perpendicular lines were of umber
green, the diagonal lines and interior oblongs drawn in out-
line only were of vermilion, the dots were small white ones,
the circles were solid white with a black dot on that. This
diaper can be varied by having different gradations of ruddy
purple checkwise, or by making it checky of red purple and
blue purple. White or red dots can also be introduced on
the intersections. All these diapers mentioned do excellently
inside a letter and elsewhere about a letter or border.
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Gilding.

A N various forms of decoration,
¢ M the use of gold has been
made a matter of special study
from very early times. It
must have been obvious, from
the first, that there were two
ways of getting gold on to
a flat surface—to make the
gold into a plaque or leaf
and, bhaving covered the sur-
face with some adhesive sub.-
8 stance, to stick it on, or to
grind the gold to powder, and,
having mixed it with some
adhesive substance, to paint it on.

These two methods of gilding have both been freely
used in the illumination of books. They have been used
separately and they have been used together. The one
process is usually described under the heading, ‘Gold
Ieaf,” the other under that of ‘“Gold Paint” or “Gold
Powder.” In the best illumination, the use of gold leaf
was the commoner. It was thoroughly understood by the
medieval artists. Then there came a time when it was
abandoned. Then the good methods by which gold could
be laid on, in the illumination of books, were forgotten, and
if any traditions of these remained, they were to be found
in the possession of the sign-writer and the picture-frame
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maker, where they now still linger. At present, the usual
custom of illuminators is to put gold powder on well, or, on
the rare occasions where gold leaf is employed, to put it on
not well, that is to say, in comparison with how it would
have been put on by a medieval illuminator. Several
authorities have written upon this subject of the putting on
of gold leaf, and authorities on the subject, and no doubt
private persons besides, have made experiments in reviving
the ancient processes. However, as stated, present-day
illuminators, whether doing testimonial work or heraldic
work, seem always to use gold powder. This can there-
fore be called the trade method of gilding. But as there
seems a tendency towards the revival of the use of gold
leaf, notably in its employment in what is known as
burnished gold, the author will leave the subject of gold
powder, of which there is not a great deal to be said, till
later, and will first speak of gold leaf, and especially of
burnished gold leaf, of which there is a great deal to be
mentioned.
BURNISHED GOLD.

It is best not to begin by speaking of the gold, for
though this is the most important substance, it is that which
comes on the top, and is, therefore, last applied. The
substance gilded on and the adhesive substance come
logically first. Let us call one the base and the other the
assise. To call the last the size, because I refer to ‘it
as “the adhesive substance,” and the word size i1s looked
on as denoting something adhesive, might lead later to
confusion ; for we shall want to distinguish between an assise,
or bed (not necessarily very adhesive) put on the base,
to receive the gold, and a size, or sticky substance, by which
the gold adheres to that assise.

THE BASE.

The base or substance gilded on is, in our case, paper
or parchment. To this the assise, of course, must stick
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firmly. In the case of paper, with its flying fibres (so in-
convenient to the colourist), almost any assise and almost
any size will stick well. To wet the paper to make a “key”
might be thought of; but this would only weaken the
substance put upon it, and, in the case of assise or size put
on hot, would tend to cool this hurriedly, leaving it lying
unattached, by reason of its cooling before it took hold of
the paper. The cooling assise or size might lose its hold,
as well, by quick contraction. It might move its feet so to
speak. Also, by cooling both against the paper and on its
outside surface, it might crack badly. The behaviour of an
assise and a size on parchment is not so satisfactory as that
of these on paper. Parchment is greasy, and the capacity
of pounce to drop off has been spoken of. Of course,
if you pounce with pumice, this roughens the parchment
and affords a key. Pounce with resin in it would also do
this, but it is very little resin (far better none) you should
venture to make use of if your gold leaf isn’t to stick
to it. A pounce of plain whiting the author has suggested
is the best, and the best way to deal with this is to pounce
heavily with intent to roughen the parchment where assise
or size is to come (you can incise the lines of your drawing -
somewhat so as not to lose them). Then wipe the pounce
well off. Even in the best MSS., assise sometimes chipped,
so, If you wish to be on the safe side, pounce with
pumice or roughen the parchment by scraping with a knife in
these places. However, the writer thinks that the chipping
of assises and sizes is generally due to defective composition
of these or improper manipulation. And here a point must
be mentioned. Some authorities (see ‘“A Manual of
Illumination” (Winsor & Newton), J. W. Bradley, pre-
viously referred to, and * Writing, Illuminating, and
Lettering ” (Edward Johnston), John Hogg, Artistic Craft
Series) are of opinion that, in medieval illumination, the
gilding was done after the colouring. This seems hardly
possible, for the slightest moistening of the gum in a coat
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of colour would have made the gold leaf adhere to it and
have ruined the coat, while the use of perforated shields
to gild through and guard the colour would have been
very awkward, and the shields might bhave injured the
colour. In the first of the works quoted above, the fact
that finished black lining is sometimes found smeared over
with gold or gold leaf is mentioned as evidence of the
gilding being done last. This smearing is probably the
result of ze-burnishing when the whole painting was dry,
while minute *“skewings,” or loose pieces of the gold, could
also get on the colour of a manuscript by use. As for the
ability of the gold to stick, one knows only too well how
easily any moisture of the breath or atmosphere will render
colour or writing tacky. At present the writer sees no
reason why the order burnished gold, writing, colouring,
should not be the best. Once burnished gold is dry—and
it dries quickly—it ought to defy injury from those working
over it. If you do injure it and have to doctor it, then
you will get skewings on your colour. Be extremely care-
ful that your atramentum (paini-ink, with gwm in it) is
absolutely dry—dry it before the fire or in the sun, if you
can—before you have gold leaf near it.

THE ASSISE.

We now come to the most important thing in the
making of burnished gold, the assiso or bed. As our word
size 1s only another form of the word assiso, but as our
substance size is generally a highly sticky substance, where-
as an assitso needn’t be, we can agree for the future to use
the word assise for the bed, or what might now be called the
gesso, part of our composition for gilding on, and to use the
modern word s:ze, expressing a sticky substance, for the
glue or other viscous matter to which the gold leaf actually
adheres. e can then speak of three ways of leaf
gilding :—
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I. Gilding with size only.
I1. Gilding on an assise with a size on that.

ITI. Gilding upon an assise and size together.

These three processes having been stated, they can be
left for future reference, when we come to explain the
methods by which the medievals obtained the level surface
of burnished gold, and to point out the slight but all-
important differences of procedure in the gilding with leaf
referred to and leaf-gilding in ancient times. It would be,
perbaps, more convenient to the reader if we continued
with this at once ; but as the quality of the gold is a rather
important subject, and as the tools employed in gilding will
be mentioned from the first, something should be said of
these, as follows :—

THE GOLD.

Without arguing nicely as to what gold should go on
what assise, one can broadly state that the thickness and
the purity of the gold leaf employed in burnished gilding
is a matter for consideration. Roughly speaking, gold leaf
has been used, historically, thinner and thinner, and alloy
was added to it late. This is not to state that you cannot
burnish gold with alloy in it, nor that, if you put pure gold
leaf on badly and do wrong things, you can burnish it well ;
but the use of pure gold does help you, and if you can
afford it, you had better use it. To those who wish to
know ‘“exactly what happened,” the following notes will be
interesting and useful. The English illuminators of the
thirteenth and fourteenth centuries obtained their leaf from
the gold florins of Florence, I.ucca, and Pisa, which were
reputed to be, and in all probability were, of absolutely
pure gold. Our illuminators of the fourteenth century used
also the gold nobles of Edward III. Not more than fifty
leaves of three inches by four inches each were obtained
from a gold ducat of Italy, which weighed more than a
modern sovereign (Middleton). Cennino Cennini, an
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Italian, who wrote “ A Treatise on Painting,” which he
finished in the year 1437 (see Mrs M. P. Merrifield’s
translation of it), recommends gold leaf of about one
hundred leaves from the ducat, but not more than a
hundred and forty-five. If some enterprising gold beater
who prepares leaf for illuminators would weigh specimens of
the coins in question and produce the adequate amount
of leaf from the right amount of pure gold, he would be
deserving of gratitude. As for what pure gold is like, it is
rather like lead in softness, and something might be said of
this. It can be noticed, especially in early manuscripts,
that though the burnished gold is very &right, it is not
absolutely /evel/. Now this, perhaps, was due to the fact
that the leaf employed was rather thick, and the gilder
trusted more to polishing it with his burnisher, spreading
it as though it were butter on bread, so to speak, than
to getting his assise beneath it absolutely level. In fact,
one ancient writer, speaking of burnished gold, tells you
to burnish till the sweat runs down your forehead. But
note, that what applies to thick, pure gold, more or less of
the softness of lead, by no means applies to the use of thin
modern gold leaf hard with alloy. It is this taking of an
isolated part of one receipt and following it when working
after another that no doubt leads to modern failures. As
said before, you must know the why and wherefore of
everything, if you wish to be good at burnished gold.
Even if you could use (the author does not say you
can) thick, pure gold on roughish assise, for thin gold with
alloy your assise must be superlative. And this brings us
to our modern gold leaf of ordinary use. Books of this
(price 1s. 6d.) can be obtained of the artists’ colourmen.
The same book, perhaps containing gold of somewhat
inferior quality, can be got at an oil and colourman’s, price
1s. 6d. or 1s. 4d. The latter people also sell what is
known as transferred gold leaf, that is to say gold leaf
adhering on one side to the paper of the book. Of course
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this, though convenient for rough gilding, could not be
used for burnished gold, for when you had laid your leaf
on the size and pulled away your paper from it, you would
have some of the greasy substance by which it adhered to
the paper to interfere with your burnishing. You must use
‘“ untransferred leaf.” As far as the gilder with burnished
gold is concerned, there is one great oversight of the artists’
colourman. To prevent the leaf sticking to the pages of
the book, he uses a red powdery substance, which is
probably Armenian bole (red ochre). Now, in dealing with
burnished gold, the slightest dust or grit has to be guarded
against. The presence of this substance is, therefore, a
disadvantage, especially on the face of the gold you burnish.
The bole on the under part of the leaf does not matter so
much, but it may stop the gold adhering somewhat. For
a gold of good quality go to G. M. Whiley, gold beater,
58 Whitfield Street, Tottenham Court Road, W., who keeps
leaf put up in books especially made for illuminators. The
prices are 2s. 9d. and 4s. 6d. Moreover, by going to a gold
beater, you can get any gold you want. For.instance, if you
want gold powder certified absolutely pure at headquarters,
you can get that of the same firm (7s. a packet). It can be
made into a paint by adding a little very weak gum water
and allowing it to dry. Dentists’ (pure) gold used to be
used in illumination. But dentists now seem to be using
gold that would be too thick for the purpose; at least the
dentists’ gold that the author has of late seen was of thick-
ness so appreciable as to make it of the nature of sheet
gold. One of the places where dentists’ gold can be
obtained is Claudius Ash & Sons, dental manufacturers,
5-9 Broad Street, Golden Square, W.
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O use of in the production of
&

misunderstanding the qualities

supposing that it was for its colouring property that bole

should be noted that chemist’s bole is not ground very finely.

MATERIALS AND TOOLS.
ESIDES the gold, there are
W‘ various other materials made
burnished gold. Of these, the
most important is the gesso
sotile, the method of preparing

which has been described pre-

viously. Armenian bole (éalar-

minium), as stated before, is a

red ochre. It is perhaps through
of this substance that many imitators of medieval burnished
gold have made failures. Such expressions as “Add
Armenian bole to give richness,” or ‘“ Add Armenian bole
to give colour” are, in the main, misleading. Although
Alcherius, who wrote towards the end of the fourteenth
century, states that Armenian bole will give colour to
gesso, one cannot help thinking that he was incorrect in
was then employed. When using the substance in ques-
tion, one becomes more and more of opinion that it
must have been used, principally, as a drier, or rather an
absorbent, and the fact that it can be used as the base of a
tooth-powder seems to bear this out. Armenian bole can
be bought at a chemist’s, though all chemists do not keep
it. Any chemist, however, would no doubt get it. It
It is hardly necessary to enumerate the other various sub-
stances found in the many ancient receipts for gilding, but
mention should be made of cerusa or ceruse, which is white
lead ; and of minium, or red lead. Of adhesive substances,
the one most frequently employed was white of egg. Parch-
ment glue is, of course, a present-day trade commodity.
The ancient illuminators made their own glue from parch-
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ment shreds, by boiling these down, just as some picture-frame
makers do to-day. Of the tools used by the gilder the most
important is, of course, the burnisher. The forms in which
this can be procured have been mentioned previously. As
stated, the smaller your burnisher is, the better. Some of
the burnishers sold by the artists’ colourmen are much too
big for delicate work. Though it is not absolutely necessary
that the gilder have one, the possession of a gilder’s tip is to
be recommended. This is a thin flat brush of badger’s
hair, secured in shape between two strips of cardboard. It
can be obtained at an oil and colourman’s, and costs about
3d. For picking up the gold, the tip must be rendered
slightly greasy by being drawn across the operator’s hair.
People with very dry hair had better draw it across the
cheek or hand. The advantage of using a gilder’s tip is
that, should the gold blow up, it would not stick to a brush
as it would to a piece of paper were that being used to lay
the portion of leaf upon its assise. One thing should be
recollected, both in reference to the gilder’s tip and paper,
that only the extreme edge of the tip should be made greasy,
and that, when you have occasion to damp a piece of paper
to make it catch hold of a piece of lealf, it 1s best not to lick
it, but to wet the tip of the finger and then draw that along
the edge of the paper, that edge being perfectly level. The
above are the main tools used in gilding, and perhaps it is
only necessary to add that some form of tracer or indenter
i1s made use of by those who have occasion to mark patterns
on the surface of gold.

THE WORK.

Having thus cleared the ground, as it were, we can go
on and give a description of how the operator should pro-
ceed in his attempt to imitate the brilliant level surfaces of
gold of the ancient manuscripts. Three processes were
alluded to and left.for reference, viz., gilding on size, gilding
on assise with a size on that, and gilding on a substance
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that was explained to be a kind of size and assise mixed.
As gilding on a single sticky substance is by no means the
highest form of work, especially where burnished gold is de-
sired, it can, though it may come first logically, be left till later.
Mixing much of a sticky substance up with your assise gives
good results, but this is not the method most frequently
described in ancient manuscripts. The method most fre-
quently described is that of getting a good assise on and
upon that laying the gold, by means of an adhesive. One
does not wish to assert that this, in all its variants, is the
best method, but as it, so to speak, embodies the two others,
a typical example of it can be given; that can then be
enlarged on, and the imitation of these ancient methods, by
means of raising preparations, &c., can be mentioned. As
for the Base, it matters very little whether that is taken as
being parchment or paper. As for the gold leaf, the author
will suppose that the ordinary leaf of the artists’ colourmen,
at 1s. 6d. a book, is being employed. Thicker and purer
leaf is easier to use, but, as in the case of the laying on of
colour, it is perhaps best that the writer should, if anything,
go out of his way to describe what is difficult.

PUTTING ON THE ASSISE.

A proper understanding of how to manage the assise or
bedwork of gold for burnishing is absolutely indispensable.
The subject has been again and again misunderstood. True,
the medizval receipts are not one by one self-explanatory,
but by a method of careful comparison we can come to
some conclusion as to what were the razsons d’étre of the
things carried out in the making of an assise, and in putting
a size, or adhesive substance, on that. Take an isolated
receipt and work from it, and you are almost certain to go
wrong. What is chiefly wanted in an assise is that it shall
be absolutely level, and this is got in the following manner.
Take gesso sotile of the sort described before, and grind it
up well into a very fine powder. The ordinary glass muller
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or pestle is used, and the grinding can be done on the back
of a plate ; but take care that this 1s a new one or, at any
rate, a clean one, that is to say, that a plate which may have
been washed in greasy water should not be used. Gesso
sotile can also be ground down with a very thin breakfast
knife, one that has been worn down till it is pliant, and
perhaps this is more convenient than a pestle, as you can
pick up the gesso on the end of the knife or “shepherd ” it
into a heap, that you can then crush down by pressing on
the knife-tip with two fingers of the left hand. It is abso-
lutely necessary that your gesso be ground very, very fine.
Now, gesso sotile that has been lying by is apt to be found
in hard lumps that are very difficult to reduce to powder
(perhaps some chemical action takes place). To reduce
their gesso to the proper state, some of the old illuminators
ground it up w:?% water, and then let it dry. Recollect, if
you do this—and it is certainly best to do it, if your gesso
is at all old—that the gesso must be allowed to dry naturally.,
It must not be dried in the sun or before a fire (chemical
action takes place in those cases). And recollect that your
gesso must be guite dry—you can well give it four days or a
week—for if you have cold damp in your gesso, it will affect
the glue you mix it with, and cause trouble. We now come
to the glue. In explaining how defects in prepared vellum
could be remedied, the present writer was, in a measure,
explaining how to put on assise ; but putting on assise for
burnished gold is a much more delicate operation than that
of mending holes in prepared vellum, and he can, therefore,
speak much more in detail. The consistency of the glue to
be mixed with the gesso was mentioned, and it was pointed
out that a just medium must be found between a mixture
that sets too hard and a mixture that sets too soft. As this
mixing of the glue with the gesso is a matter of great
importance to the result in burnished gold, one had better
recapitulate, and, beginning at the beginning, show exactly
what is done. We will suppose that you have a certain
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amount of finely-ground gesso sotile in hand, and that parch-
ment ready to receive this gesso is before you. You must
have a fire in your room or a small spirit-lamp burning. We
will suppose that you have a rather large surface to be
covered with burnished gold, say three square inches. Of
course you won’t begin your experiments by covering such
large surfaces, but a point at issue arises in connection with
such, and we will postulate a large surface. Take your clean
plate, turn it upside down, and put in the middle of the
underside about as much gesso sotile as would cover a
shilling, piled up pyramidically. Towards the edge of this
flat underside of the plate, put another pile of gesso sotile.
Now for the glue. The author prepares his glue in a small
cup out of a child’s tea-service. It is an inch and a half
high and an inch and five-eighths wide at the top. This he
half fills with water. In that he puts a piece of the best
carpenter’s glue, of about five-sixteenths inch cube. This
carpenter’s glue represents the ‘“bull’s skin glue of the
medizvals.” We will speak of parchment glue later. When
using a fire, you can put your little cup on the top bar of
the grate, but be careful about smuts. Cover the cup over
with a piece of paper, if such are about. Take care that
your glue water isn’t too near a very hot portion of the fire,
so that it boils violently and bubbles. Bubbles are anathema
in assise. You want a clear, strong (yet liquid), tractable,
bubbleless glue. If you are using a small spirit-lamp, fix up
what is vulgarly known as a * contraption ” of wire, to take
your little cup. You have now some hot glue ready. Take
your cup in your left hand (the cup should have a handle),
and pour a little on to the blade of your breakfast knife
towards the tip. Turn the knife over and let the glue fall
on the gesso. Then, with a circular motion of the knife
pressed flat on the plate, grind the two together, adding
more glue if required, till the mixture is like cream, and
more gesso from your extra supply, if it looks too thin and
bubbly. Extra gesso checks bubbles, but, at the same time,
F
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it makes the hot assise coagulate more rapidly than you
wish. There is a just medium. Now take a d»y No. 3
sable. If it is at all wet, suck all the moisture you can out
of it, and dip it in the hot glue to warm it. I should have
mentioned that, before taking up your brush, you should
have, as it were, scooped up all you could of your warm
assise on the blade of your knife and let it fall in a pile, if
such a term can be used of a liquid in mass. Now for
putting on the assise. Choose the least bubbly portions,
and paint a thin coat on as rapidly as you can, letting no
bubble escape your notice and remain unbroken. As the
assise cools and coagulates on the plate, you will find less
danger of bubbles; but there comes a time when 1t coagu-
lates so much that it is intractable, and, in putting it on in this
state, you will leave ‘caverns” or hollows. To remedy
this, hold the plate in front of the fire or (not so good) over
the spirit-lamp, and the assise will go liquid again. You
will find that you cannot do this more than two or three
times, as the assise will begin to harden, and, for further
operations, you must make some more. Paint on your
assise layer by layer till it is of very appreciable height. The
expert can put it on fairly thinly, for he knows the exact
amount to put, but the novice had better lay his assise on
thickly and have plenty to engross, or scrape down. Take
care to doctor the edges of the assise well up to the edges
of the pattern, for the gold must go well up to these.
- Beware of too thin coats of assise on the “serifs,” or out-
standing thin portions, of letters. Weak coats of assise will
break under the burnisher. Beware also of pits and slits.
You will have to engross down to the level of the bottom of
these, and may thus get your assise too thin. A quarter
of an hour or more after your assise is on, it should have a
yellowish look towards the centre. That shows that there
is enough glue in it. At the extreme edges it should be
beginning to assume a milky white. That shows that it is
going to dry out well and not be too gluey and hard.
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Recollect this, that you cannot doctor assise that has once
set. The added portions invariably break up and come
away under the burnisher, so get your assise on properly,
once and for all. Now put your assise away to dry till the
MOTTrow.,

CAUTIONS.

You have been warned of the necessity of eradicating
every bubble. This is peculiarly necessary in the serifs and
thin portions of letters, for there the presence of a bubble
will make a noticeable gap in the burnished gold. I would
draw your attention, too, to intractable lumps, or let us call
them grits, in your gesso that you are trying to mix up with
your glue to a mixture like cream. The presence of these
means that your gesso is not ground fine enough. ‘They
must not occur. You must have recourse to grinding gesso
that produces such with water, as described. Mix your
gesso and glue we// together. If you don’t, when you come
to polish your assise (of this hereafter), you may find a place
that won’t polish. This is fatal. Another caution: beware
of heavy blacklead at the edges of your assise. When you
come to polish the assise, such blacklead will smear over it.
The portions of your drawing to be burnish-gilded would be
better outlined in the thin lines of a hard pencil, or if you
have got heavy dark lines, rub them out a bit.
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CHAPTER VIIL

BiloIng— Continued.

ENGROSSING AND BURNISHING THE ASSISE,

. HEN you look at your dry
‘ i g\ V1 assise in the morning, it
(Wi ALY mi should be of the whiteness
)‘- of chalk. If it is yellow
iy or yellowish, that means, it
(AL X1 :
TINS R IV contains too much glue, and,
A ' when you come to engross
it, you will find it either too
hard to scrape, or the feather-edge of the knife—and your
knife is sure to have a slight feather-edge—will leave thin
lines upon it. Well-made assise can be scraped away in a
powder easily, and you can, so to speak, worry it away by
waggling the knife, held lightly, over it. You don’t want
your assise to stand up too much above the parchment, and,
when you are experienced, you will try and scrape it as thin
as you can without touching the parchment. Very thick
assise will absorb a lot of moisture ; this is undesirable—
very thin assise may crumble under your touch, especially if
you have the heavy hand of the inexperienced. Scrape your
assise flat, blowing away the powder, then finish off the
edges till they are quite thin, running, so to speak, into the
surrounding parchment. I mean that the edges of your
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letters to be gilded should not end in a kind of jagged cliff :
when you come to outline in black you would find this very
disturbing. Be especially careful of your finish in receding
angles. Now, when you have moulded your letter to your
satisfaction, so that it is highest in the heaviest parts, lowest
in the thin paits and edges, you blow away the last you can
of the powder, and, picking up a small piece of chamois
leather, carefully wipe away any that remains. Don’t forget
to do this. It is to be hoped you have no holes, where
bubbles have formed, in your assise. If you see them, you
must try and engross them away or try and rub some of the
powder into them, as you wipe it off ; but this is only a
makeshift. Now draw the back of your finger-nail across
the assise, and it ought to leave a polished mark. If it
does not, there is not enough glue in your assise, and it will
probably break up under the burnisher. Now pick up your
burnisher. Don’t use it at once, for there may be a little
powder yet on the face of the assise. Instead, breathe on
the assise lightly three times, and wait. Over this exceed-
ingly slightly moistened face of the assise draw the burnisher
carefully, and a bright polish ought to come at once. The
more the polish comes the easier it is to polish, until you
ought to be able to lean firmly on the burnisher and rub it
round and round till your assise shines like glass. Flash
your burnisher off the parchment and up the edges, to make
these smooth. Now comes the most important thing. If
your assise is at all rough, or has marks on it, or if the edges
do not join the parchment properly, or if, at any time, you
feel it checking the burnisher, you can breathe on it some-
what heavily and make it moist and pliant. Then, if you
wait a little, the glazed surface dries, while the under part
remains damp ; and up to a certain point you can go on
breathing, waiting, and polishing, until you are dealing with
a hard outer crust and an absolutely pliant interior, on which
you can press and mould the crust until it is superlatively
level and of extreme brilliancy. THE WHOLE SECRET OF
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MEDIZVAL BURNISHED GOLD LIES IN THE FACT THAT YOU
CAN CRUSH A DRY OUTSIDE DOWN ON A SOFT INTERIOR.
Writer after writer states that, once your assise is on, you
can’t disturb it without breaking it. The very fact that you
can disturb it without breaking it made burnished gold
possible; for what you can do before the gold is on, you can
do after the gold is on, as will be shown. ¢ Breathing on
the gold, burnish it,” one medizval writer says. He forgets
to add, “ Wait till your breath has had time to sink into, and
moisten, the assise, and the outside gold to dry.” The
writer has purposely described how the glassy polish comes,
before he mentioned breathing-on and moulding, because
you should have some polish to preserve the surface before
you start this breathing and pressing. But note that it
isn’t necessary to have your f«// glassy polish before you
soften the assise ; you can do this almost from the first, and
such a course tends to stop cracking and peeling in certain
assises. Of course, in your first experiments, you will
breathe on the assise too much and polish it too soon.
When that occurs, use the chamois leather, and, wiping off
the grit, try and get the place right. Always breathe on
serifs and thin parts of letters carefully, and mould them
with the burnisher, but don’t squash them down too much,
or they will crack when burnished dry. You may have to
trim the outsides with a knife, if you spread them as if they
were butter, and they get outside the pattern. Mind your
burnisher is clean. Rub it on the chamois leather each
time before you use it. If you find a spot that won’t bur-
nish, then you have made the mistake I spoke of, and have
not mixed your gesso and glue properly. Your only hope
is to touch it with vezy weak glue, and trust to it burnishing
then. Otherwise, it is certain to show when the gold comes
on. On board, your assise should perhaps be thicker than
if it were on parchment or paper, for in moulding down your
damp assise under the burnisher, you ought to have some
backing to press against. With paper and parchment, a
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sheet of glass put behind does splendidly, but with very thin
assise on board some of the polish seems to be lost to the
assise by the give of the substance below it. One seems to
drive the assise into the board. Of course, all your breath-
ing and burnishing warps the parchment a little, but that
can’t be helped. Most medieval manuscripts are warped a
little where the burnished gold comes. You can adopt one
of three plans when you are indulging in burnished gold on
parchment—gild on a loose sheet, and lay that over the
glass for burnishing ; put your parchment down with draw-
ing-pins, and lift a pin or pins to get the glass under; or, if
you have got your parchment glued down, lift a bit of the
glued edge and slip the glass under. Of course, too much
warping of the parchment might interfere with writing. If
there is danger of this, on small pieces of skin, do writing
first. But be very careful if writing is damped by breathing.
You should, however, cover up all writing in dangerous
places before gilding. Fasten paper over it with drawing-
pins. As for burnished gilding after your colour is on, you
can, now, see it is an obviously wrong thing to do.

USING THE SIZE AND LAYING ON THE GOLD.

You are, at this point, left with a highly polished surface
on which to lay the gold. Could the gold be put on to this
surface direct, without the intervention of any adhesive, you
would have a glassy surface with a flat leaf of level gold laid
on it. In the case of an assise composed of gesso sotile and
glue only, it is not possible to lay the gold on thus directly.
Breathing on the assise, and .then attempting to affix the
gold, results in almost all this gold coming off under mani-
pulation when the whole is dry. Nor, if, after the custom
of gilders on wood, you wet the assise freely with a brush,
and lay the gold upon the wet surface, will all the leaf
adhere. It may do so in places, but even such gold can
hardly be regarded as permanently in place. To lay gold
upon the assise in question you must, as said, make use of
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an adhesive. The adhesive used by the medizval illu-
minators was white of egg; but it must not be supposed
that merely coating the assise with this and laying on the
leaf will result in your eventually having gold that you can
burnish. White of egg is a most intractable substance, and
many mistakes can be made in laying it on. In the first
place, as Alcherius says, it must be whipped or beaten so
that it is liquid and has no parts conglutinated and adhering
together. What should be done is as follows : Take a fresh
egg—one straight from the nest is best—and either blow
half the white into some receptacle—a Shippam’s potted
meat terrine does as well as anything—or, like cooks do,
break the egg and separate the white from the yolk. Then
beat up the white of egg with a feather until it is all froth.
You can let this froth stand all night, and in the morning
you will find that some of it has become fluid again, and not
only fluid, but more fluid than it was before beaten up.
You must use at least half the white of an egg, otherwise
the froth is liable to set hard, as froth, none going back to
fluidity. In the event of your not letting the egg stand
overnight, you can generally get enough liquid at the bottom
of the terrine from froth that has stood for two hours or so.
However, it is said that the long standing clears the egg,
and perhaps it does. What you must never do is to paint
your assise with the froth and put your leaf on that. How-
ever hard you press down the gold, you are sure to be left
with some irregularity of the hardened froth, for the egg sets
—if it doesn’t completely dry—very quickly when put upon
the assise. And here it may be stated that you must do all
you can not to stir up bubbles when sizing with the fluid
egg.

And now as to putting on the gold leaf: It is very
difficult to do this correctly, even with proper white of egg,
for there are various things to be considered. One had
better, perhaps, begin at the beginning and speak of getting
ready to gild and cutting up the gold, for, directly the white
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of egg is on, the leaf must go on that. You want at hand your
gilder’s tip, or, in lieu of it, some pieces of paper, cut with
straight edges ; a very clean piece of chamois leather; some
cotton wool ; a camel-hair or sable brush—if a camel-hair
one,a rather small one; your egg; and some water. Now take
your book of gold leaf and a breakfast knife with a straight
edge. See that this knife is very clean and not at all damp.
The edge need not be very sharp ; in fact, it can be a little
feathered. Some people, the writer believes, cut their gold
on a pad, but, by laying the book flat, you can, as it were,
saw out pieces of the required shape, in doing which you
must not press too heavily, or you will injure the leaf below
and make it stick to the book where the pressure of the
knife edge comes. Then put your book aside, but don’t
leave it open. Close it over the cut gold, putting some-
thing in it—the extreme end of your burnisher or the tip of
a piece of wood—to mark the place. Before you begin this
manipulation of gold leaf you ought to shut all your windows
tightly, and shut and lock the door. If the day is at all
windy, keep as far away from windows as is convenient, and
keep away from the fireplace. You are now ready to lay on
the white of egg. See that the brush you are going to use
is quite clean. The writer spoke previously of how the
secret of medi®val gilding depended on the fact that you
can press a hard outer crust down on a soft interior. This
being so, it is obvious that the state of your assise when
you lay on the gold is very important. Say that you gild
directly after you have éreat/ed on and burnished your assise
—what will happen? Your gold outside will dry first,
enclosing the moisture of your breath in the assise, and at
the same time that moisture will keep damp the white of
egg, giving it time to settle down into the assise, so that
your gold leaf will lie well against the assize. Say, on the
other hand, that you have allowed your assise to dry during
a hot night, or in a room with shut windows and a fire
burning. Your gold will enclose no moisture in the assise,
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and a thick coat of your egg, drying quickly, will lie a hard,
unlevel plate of inconvenient thickness, between your gold
and the surface of your assise. Therefore, especially
when you know your assise has hardened, and in almost
any case, breathe upon it before laying on the egg; but
give the surface time to dry, as in the case of burnishing
it, before putting on the egg. How damp you make it
must be a matter of experience, but make it fairly damp.
It is a long time before you make assise so damp that its
surface cuts up under the application of the egg. Assise
that has been in a room with the windows open through a
damp night is in about the proper condition. In laying on
your gold, you want as thin a coat of egg as possible on the
assise. On properly damped assise this coat is prevented
from sinking in at once by the moisture already there, and
is kept fluid by it, and you have time to get your gold on.
On dry assise, this thin coat is liable to sink in at once
and be lost, while, if you put on another coat thick enough
to stop for some time adhesive, you will have the hard, un-
even plate spoken of above. You cannot burnish the
white of egg, and then wet, to put on the gold leaf. Egg is
too hard to burnish if quite dry, and too sticky to burnish if
at all wet. True, it will burnish if a little Armenian bole is
added to it, but this is never satisfactory. When you have
got your damp assise and your thin coat of egg on it, you
must put on the gold leaf, you have ready cut, at once. Take
up your gilder’s tip and make it greasy as described, and
lift your rectangle of gold leaf, making this adhere to the
tip, preferably by a long edge. Then try and make the
gold float out and settle down flatly on the egg. The egg on
the assise ought to be wet enough for the gold to do this
readily. If it isn’t, it may be that your assise wasn’t damp
enough before you put on the egg, and the remedy for this
is to breathe very heavily on the egg. Recollect, in breath-
ing, that you have a nose, and that if there is any writing or
gold previously put on you may disturb these greatly. Sa

www,. anfiquepatternlibrary.org 2024, 10



Creative Commons 4.0 NC SA BY FREE DISTRIBUTION ONLY - NOT FOR SALE

PATTING DOWN GOLD. 9I

lay a piece of paper down where the breath from your
nose will come. Don’t hurry to disengage the tip, for the
gold takes a little time to settle down. If, when you are
about to remove the tip, it looks as if it would tear off some
of the gold, part these two with the chamois leather, so that
this does not occur. Now as to patting down the gold:
Personally, the writer has found that gold that has never
been patted down polishes best, for with our very thin
modern gold leaf, there is no doubt that in pressing down
the gold you force somewhat of the adhesive up through
it, to interfere with the burnishing. It is the ideal gilding
when your first piece of gold settles down quickly and
flatly, and you breathe on that heavily and lay on another
piece, and continue this operation until you have some
six pieces of gold on. That gives you a good thickness of
gold to burnish, with little chance of any adhesive ever
appearing on its surface. However, in practice, gold blows
about, and edges will turn up, so that, to get your next
layer of leaf on, you must pat down. For patting down,
roll some cotton wool up lightly in a little ball and put it
in some chamois leather. Then pat tenderly, especially
on a first coat. What adhesive you squeeze through, you
hope to cover with your next layer, and, at any rate, you
hope to have all your adhesive got under by the time you
have put six coats on. Remember that you must change
your chamois leather often, for adhesive will get on it, and
egg on the top of your gold is fatal to burnishing. It is
sometimes a good plan to give the gold a hard press down
after an hour or so, especially if you find, by practice, that
you are not good at making your gold adhere.

BURNISHING THE GOLD.

How to get gold exactly fit for burnishing at a certain
time cannot be taught or learnt ; so much depends on the
weather, on how damp your gilding was before you put it
away for the night, on the nature of your assise, &c. The
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common statement both of medieval and modern authors,
“When the gold is dry, burnish it,” teaches nothing.
Perfectly dry assise and gold would be unburnishable. As
the writer has said, you must hope for dry gold on dampish
assise ; but not perfectly dry gold, for, in this case, you
cannot weld the separate leaves together ; and, also, the egg,
or assise with egg in it, under dry gold is so brittle that you
cannot affect it. All you do, if you attempt to burnish with
your gilding in this state, is to rasp off the gold. On the
other hand, if your gilding is too damp, you plough it up.
Though the writer has sometimes gilded in the morning
and burnished in the evening, your best plan is to gild
late in the day, and put your work away, covered up and
far from the windows, in a room with a window partly open.
Next morning, when the night chill has gone off, in summer,
and the fire has been alight, in winter, take up your gilding,
and, without wiping off the skewings, feel your way gently
with the (clean) burnisher. Sometimes the polish will
come at once. When you have burnished down all the
loose gold you can, wipe off the skewings. If, then, you
hold your gold not very close to, but not far from, a fire
for a little, you can get a much brighter polish on. There
should be no question of this being a polish. The burnished
gold should reflect not only the shape of a finger tip, but
the pinkish colour of it, and, in good burnished gold, you
should be able to read print backwards.

Sometimes, when gold has been got very bright, it will
dim a little afterwards. This is the damp coming out of
the assise. Leave it for a few days and then dry it before a
fire or with a warmed cloth, and re-burnish. This applica-
tion of a warmed cloth should be noted. It was a medizval
custom. On occasions when your gilding would be, other-
wise, too wet, you can get a surface dry enough to burnish
on by means of it.
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FAKING AND DOCTORING YOUR GILDING—
ACCIDENTS.

As the chances are that you will seldom find your gild-
ing in the ideal state when you wish to burnish, we will now
advise you as to how to meet the various troubles of one
burnishing. First, to take gold that is too dry. In this
case, you will either feel or soon find out how hard the assise
is, and, if the gold itself is much too dry, you will be con-
scious of it acting as though it were grit under the burnisher.
Your remedy is to do what you did in the case of the plain
assise. Breathe on it, give the moisture time to soak in,
and then again try to burnish. By going on with this, you
should be able to get your highly polished gold; but of
course the danger of getting a scar on the gold is very great,
If this does occur, you must either breathe heavily, put on
a piece of gold, and press it down, or damp the injured place
with a brush, lay on some gold, and let it wait some time
before you again attempt to burnish. It is wonderful how,
by breathing, and more so by boldly damping, after the
manner of the gilders on wood, you can doctor burnish
gilding. But you must not get too much gold on, for there
is a tendency, if you burnish this when too dry, for a whole
piece of the gold to come away, leaving the gesso exposed.
Nor must you ever attempt to doctor burnished gold by
putting on white of egg and gold on that; for when you
attempt to burnish, you will catch the hardened egg between
two layers of gold and break it to pieces. When, in doctor-
ing gilding, you have damped the gesso a little too much,
the application of the heated cloth or warming the gold
before a fire will sometimes save a scar. In the case of
your gilding being much too moist for the burnisher, then you
had better wait. Drying it before a fire is not successful.
This makes the assise brittle. Another caution may be
added: You can burnish gold with a rather heavy hand, if
it is in a fit state, but, if the assise is somewhat dry or if
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you have so warmed it before a fire that the egg (or
assise and egg) is hard, or hardish, there is a tendency for
your gilding to break up, without actually peeling, and have
a reticulated appearance when finished.

CENNINI'S ASSISE.

The writer spoke of a size on an assise and an assise and
size all in one, drawing, as it were, a distinction between
them, and he has also spoken of the highly polished surface,
of the assise described above, with which you were left, to
gild on. 1t is obvious that, if the gold could go straight
on this, without the intervention of an adhesive, you would
be spared the troubles attendant on the use of even the
most tractable white of egg. Attention was drawn to the
fact that it is desirable for your egg to settle down well, into
the assise, and to the fact that a hard, uneven layer of egg,
lying on the surface of the assise, was to be avoided. This
amounts to saying that you are most successful when you
do away with the distinction between the two processes and
make the top layer of your assise an assise and size all in
one, and the writer will, as far as relates to good work,
abandon that distinction, which he made partly for the sake
of argument. That it was desirable to get your gold straight
on the assise, i1s seen from the words of Alcherius, for
though many of the ancients did gild as described above,
and though Alcherius’s method of preparing the egg is no
doubt a right one, Alcherius does not recommend you to
paint the egg on the assise. He tells you to paint the mor-
dant on in three coats, and to Zemper the last with white of
egg beaten so as to be liquid, &c., *“ because this white of egg
makes a size, or vehicle, sufficiently strong to hold the gold
for burnishing, and to resist the shaking and violence of the
friction and rubbing the burnisher over the gold.” Now
this may be so, but it takes a great deal, and the writer has
found an inconvenient amount of egg added to your gesso
and glue to make a proper tie for the gold. There is a

W, aniguepoiternlibrary.org 2024. 10



Creative Commons 4.0 NC SA BY FREE DISTRIBUTION ONLY - NOT FOR SALE

CENNINI'S ASSISE. 95

much better method, that of Cennino Cennini. He added
the sticky substance “ candy,” or sugar, to his assise, as well
as biacca (ceruse or white lead). This use of white lead 1s
common in medieval receipts for gilding, the reason of which
probably was that the presence of the pigment made the
assise more workable, and less of the nature of a plaster
always inclined to become too hard. Cennini’s receipt is as
follows :-——Take gesso sotile ; biacca (white lead—powder
colour from an artist’s colourman is best), never more than
is equal to a third of the gesso ; and candy (sugar—the writer
pounds up loaf sugar), a little less than the biacca. Grind
these finely together with pure water, and let them dry
naturally. Cennini then tells you to make your assise by
tempering the mixed ingredients with cleared white of egg,
such as we have described, to let it dry, and to put your
gold on by either breathing on it or not, as you like. He
adds that you can write letters with this assise, and that, if
you wish your ground to be very level you can scrape it.
Like most medieval receipts, Cennini’s does not seem to
work out to perfection, if followed literally. If you mix
your ingredients with egg, as described, there is the inevit-
able danger of bubbles, especially if you make an assise
fluid enough to write with. The writer finds that, if he uses
weak glue in the manner previously described, he gets just
as good results as he does with egg. Then there is the
phrase, * breathing on it or not, as you like.” Cennini may
have meant that you can either let it dry and breathe on it,
or put the gold on while the assise is wet, not breathing on
it. For, however much adhesive there was in it, one could
hardly get gold on a dry assise without moistening, and, if
you could, you could hardly burnish on so sticky an assise.
The writer goes further than breathing—it takes so long to
properly moisten an assise in this manner-—-and damps the
dry polished assise with clean water, freely. Then he puts
on the gold; but never on the water hanging in a pool.
He allows it all to sink in. Press this first gold with the
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pad, breathe on it, and lay on more gold, &c. You must,
of course, take care not to break the level surface of the
assise in manipulating the water. Cennini’s assise is very
easy to doctor. If you lift the gold in burnishing, finish
the burnish as well as you can, then wash with water, and
lay on more gold. If you have not wetted very much, you
can burnish again that day. The sugar and glue together
hold this added gold extremely well.

ARMENIAN BOLE.

Much more could be written of burnishing gold, enough
to make a small book, perhaps, but as space is limited, we
must pass on to the use of Armenian bole. As said before,
this was probably used as an absorbent or siccative. Its
presence is not necessary in an assise, but it is a conveni-
ence, in that it makes the assise dry quickly, contributes to
its polish, and prevents smearing, especially that of a size of
egg. Theauthor has seen excellent gold on an assise without
bole, and very excellent gold on assise with bole. It is not
necessary to add a lot of bole to the ingredients you temper
with your glue. A little, finely ground, and well mixed up,
will have the desired effect; too much will make the assise
brittle ; very hard to moisten for the burnishing, and very
hard to keep wet enough to receive the gold, for assise with
bole in it drinks up the water in a curious manner, and will
render your gilding liable to crack with the reticulated ap-
pearance described. Assise with bole in it is generally a
dark pink, not a deep red, colour when dry, and, as bole
stains very much, it takes very little to get this. Beware not
to put assise with glue and bole in it too near to the fire.
It makes 1t blister. What appears to be a variant of this
assise with bole in, is a certain raising preparation of the
artists’ colourmen. The experimenter should try this. It
is very easy to burnish, because it remains moist, with a
glassy surface; and it is very easy to put gold on it, by
breathing and pressing down. But you have to, as it were
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bake it to engross it, and as it always, of itself, becomes soft
again, and remains so, you cannot get the metallic polish on
it you can on other assises. Another preparation is what is
called ¢ burnish gold size.” The author has bought it of
an artists’ colourman—a dry, grey substance in a pot, price
1s., and sold without instructions. This is no doubt the
same, or much the same, as the usual “burnish gold size ”
of trade. This has to be mixed with parchment size to
make a gesso. That is then scraped level, and sand-
papered with fine sandpaper. The gold is applied on
parchment size, put on hot, and left till tacky. When the
first coat of gold is dry one more mus¢! be applied in the
same way. When dry, all is burnished.

GOLD POWDER.

The manner of putting gold powder on material has
been already explained. It is, therefore, only necessary to
add something on the subject from the artistic point of
view. The earliest illuminators, in using powdered gold,
put it on flat, and then enclosed the gilded figure with the
ordinary black outline. This black outline was sometimes
rather thick. However, in modern work, it is perhaps un-
wise to imitate this heavy line. It gives objects, especially
such objects as the delicate ducal coronet of a crest, a some-
what clumsy appearance. Keep, rather, the heavy line for
the parts of an object that are in shadow, and make
a thin, firm line about the lights. Of course, in simple
mosaic work, such as that of the thirteenth century, one
would, as a rule, put gold powder on flat; but even in
thirteenth century work a certain amount of relief was
attempted. For instance, the little circles so characteristic of
this style had, even when of gold, a little white dot on
them, sometimes, which gave to this gold ball the appear-
ance of a berry. Letters, as well, had lights of palish
yellow, and black or brown hatching and washing was
used for shades. But it was in subsequent periods that

G
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powder gilding was ‘worked-up,” until this working up
became of itself an art, as much as hair-lining was. Nor
are modern carriage painters and illuminators behind the
ancients in manipulatory care. The consequence is, that so
far from powder gilding being a simple operation, there is a
great deal that one can learn about it; in fact, one often
comes on some new effect got in some particular way. Maybe
that what first led to this emphasising of relief in gilding
was that the Italian and other painters had begun to
represent the appearance of gold by colours. If, therefore,
you wish for useful hints, you would not be unwise to
study old masters at the National Gallery, Hampton Court
Palace, and elsewhere. The artists of the seventeenth
century were especially good at gold effects, You will note
that, in modern heraldic painting a feature such as a gold lion
is seldom or never painted flat in powder. He is worked-
up to the best of the artists’ power, and is often very
effective. I think modern sign-writers can vie with modern
illuminators in the way in which they handle a gold beast.
They have fine traditions behind them.
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CHAPTER IX.
Heraldic Painting.

ERALDIC painting, executed as it now is,
represents, we suppose, the acme of
the illuminator’s skill. It has fre-
quently been referred to in these
pages, and much that has been
written has to do with it. One
would be inclined to feel the want
of an elaborate series of coloured
plates, were it not that the most
elaborate of plates might leave out
some of the subtleties to which one
wishes to refer. There comes a time
when the handicraftsman cannot be imitated. Of course,
in speaking of heraldic painting, one presumes that one’s
reader has a knowledge of heraldry; and a person who takes
up heraldic painting must have a very good knowledge of
it indeed, or should have some well-instructed student of
the subject to refer to. It happens more than once that one
is face to face with one’s ignorance. Descriptions of arms
are often given in blazon, that is to say, they are written
down in the peculiar language of heralds; and the pitfalls
awaiting the illuminator are numerous, not only as regards
the drawing and colouring, but as regards the shading. No
doubt many incorrect coats of arms are sent out by heraldic
artists in the year.

V- 4
N
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A FEW NOTES ON HERALDRY.

The following heraldic rules and maxims should be
noted by those who wish to emblazon coats of arms
correctly :—

Fields “ parted per” are not entitled to a shadow, but a
charge on a field has a shadow. Z.g., “Barry of six”
means six divisions of the field all in one plane, and none of
the divisions throws a shadow. But in, say, *“argent, two
bars azure,” the two bars throw a shadow on the silver field.

You must be careful as to the colouring of roundels.
The bezant, plate, and fountain are flat, the other roundels in
relief. The bezant and plate can, however, be shown with
a certain thickness, as they are coins. Pommes are apples ;
hurtes are supposed to be wounds; pellets, cannon balls;
golpes are wounds; guzes (sanguine), the ball of the eye;
oranges, the fruit of that name. Torteaux, cakes of bread.

Notice a difference between semée and sans nombre.
In semée of fleurs-de-lis, you can have half-lis, but not
in powdered, gerated, sans nombre, and aspersed.

The rules as to differences are somewhat complicated,
but they should be mastered by the heraldic artist. In
strict heraldry, only the senior representative of a house is
entitled to the undifferenced coat, but in herald painting,
except in some formal document, the difference is generally
left out. There can be any number of differences, one on
the top of the other, to mitigate which inconvenience a
rule obtains that, when a family takes in a new quartering
or new quarterings, they can discard their difference and
begin again. The position of a difference is #4e centre chief,
but it is not incorrect—as there are many examples of the
same—for it to be put on a fess or chevron. The difference
of a single coat can, therefore, be taken as on the centre
chief ; of a quarterly coat, on the centre chief, on the palar
line ; but it is not incorrect to put it in the centre of the
shield. In a shield of six, the difference is always on the
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fess line, on the fess point, with the amplification that,
on all shields of six or more, the difference must be on
some line or partition at the nearest possible point to the
centre fess of the shield. The difference of the eldest son
during his father’s lifetime is a label of three points, couped,
on the centre chief. As a label on a label is not correct, to
avoid this, a grandson bears his label of five points. If an
heir succeeds to his mother during his father’s lifetime, his
label must not cross her arms. That is to say, in a quarterly
coat where two and three are the dead mother’s, the son can
only have his label on the centre chief of one and four.
It must not cross the whole head of the shield. The rule
as to the colour of differences is that they follow the usage
of heraldry as to what tinctures are allowed on what, and
that they shall differ, if possible, from the metals and
colours in the shield, preference being given to gules and
azure in colours. As a parti-coloured label is not per-
missible, in a shield quarterly argent and azure the label
would be gules, half of it on the azure. See the whole
subject of differences ably treated in ‘“ The Art of Heraldry”
(A. C. Fox-Davies), perhaps the only heraldic book that
enters into the subject fully.

In colouring charges, crests, &c., though you may not
commit an-heraldic blunder, you may work up a colouring.
A blackbird, or merle, sable, may have gold lights on his
beak and legs, and be grey with black shades, or have white
lights anywhere ; but a merle proper should hardly have the
yellow beak and legs of nature touched up with gold lest it
look like gold worked up, and postulate the blazon ¢ beaked
and legged or.” A coronet or is generally worked up with
yellow lights and vandyke brown shades, &c. A lion or
can be similarly treated. But if you touch it up with gold,
do not overdo the process, and make a lion proper a lion or.
Recollect that a lion is armed (clawed), and langued (tongued)
gules, if no tincture of arming and languing is given, but
that, if it is on gules, it is armed and langued azure.
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CHAPTER X.

Heraldic Painting—Continued.
AN ACHIEVEMENT OF ARMS.

N achievement of arms comprises
‘““the symbols, badges, and full
armorial honoursof a sovereign
or subject ” (Boutell). Leav-
ing out everything except the
actual arms, we have the shield,
helm, crest, mantle, and wreath.
Theshield wasof metal, painted.

The helm was of metal, with the blow-holes on the right (in

a tournament, you had your adversary on your left, and the

blow-holes were away from him). The crest was of wood

or of leather stuffed. The mantle was of painted leather,
cut (the mediaeval word was ¢ dagged ”) at the edge or edges,
for the sake of ornament. Crest and mantle were bolted on
to the helmet ; and to hide this, and to hide the join between
them, the wreath was put. This was of two strands of
worsted or other material, of different colours, twisted, and

put round the helm. Sometimes the crest sprang from a

coronét, usually when it was a beast’s or bird’s head and

neck, or if it was a panache, or plume of feathers. In this
case the wreath was unnecessary. And hence the rule that

a ducal coronet (so-called because the coronet in question is

like that worn by a duke) is not put on a wreath.

Knowing exactly what this defensive armour of the
tournament was like, you have less danger of going wrong.
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First, as to size. The helm and crest together were very
much larger than the shield (see W. H. St John Hope’s
‘“Stall Plates of the Garter,” and R. R. Stodart’s ¢ Scottish
Arms”). I do not mean to say that it is incumbent on you
to make them so, because in a modern coat with, say, some
fifty quarterings, you have to use a large shield. But they
were so, if you wish to be correct. To take the crest and
mantle next. Note that, sometimes, the line of the crest
and mantle was continuous. That is to say, that a knight
might have such a thing as a greyhound’s head for a crest,
and the skin of the neck, so to speak, instead of finishing
off at the wreath, might be continued to form the mantling.
In this case, of course, the crest was cut out of wood, and
joined on to the helm, and then the animal’s skin, the
bottom of which formed the mantling, was put on, and hid
the join. In such cases there was sometimes a wreath round
the animal’s neck, and sometimes not. Though, of course,
this doesn’t excuse you leaving out the wreath when you
aren’t painting a picture helm and crest of this sort ; and, in
any case, you had better put it. The mantling, below the
helm, was often split in two, and both sides matched. I
don’t say that mantles were, or are, always drawn logically.
But, however you twist a flowing mantle in art, you ought
to bear that in mind. It gives you a great deal of trouble,
and puts a strain on the imagination, to design a mantle
the sides of which match, and are yet behaving in different
ways, as it were as the wind had chanced to take them ; but
the similitude with difference thus got is very effective.
Note that, though mantles were originally cut out of leather,
and were so shown, the time came when absolute foliage
was represented. The mantles shown in Burke’s ¢ Heraldic
Illustrations” are, practically, fifteenth century foliage. In
Elizabethan and Jacobean times, the acanthus leaf of the
Greeks was much copied ; though some medizval dagging
was like the lobes of acanthus leaf. This may have been
copied, in cases. As to the wreath, a convention has arisen
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by which it is shown of six pieces, alternately of metal and
colour, the first piece on the dexter being of metal. Itisas
well, in drawing a crest on a wreath, to keep to this con-
vention, even though it may seem illogical to one who
knows what a wreath was. But, in painting a picture crest
and helm, though you can always keep the metal on the
dexter, it is sometimes very inconvenient to have to show
just six of the twists. In that case, show as many as you
like. The Garter Plates will bear you out. The rules ob-
taining as to the tinctures of wreath and mantle are easily
explained. The wreath is of the predominant metal and
colour of the coat, the metal, as I said, to the dexter. The
mantle follows suit, being of the colour, doubled, or lined,
with the metal. In the case of furs, the rule is that the fur
itself is not used for wreath and mantling ; but the metal
or colour of the fur is combined with the colour of the
principal charge, and wvice versa. [E.g., ermine a chevron
gules would give us wreath and mantle argent and gules.
Ermine a chevron or would give us wreath and mantle or
and sable. In quartered coats, the tinctures of wreath and
mantle are derived from the coat of the crest. One does
not mean to say that all mantlings were, and are, just of
plain metal and colour. It may be distinctly stated in a
grant that a mantle 1s * semée of roses ” and “‘lined ermine.”
Some of the foreign mantles are very elaborate, being of four
tinctures. For example, a coat Barry of three azure or and
gules, with argent charges, would be accompanied by a
mantle azure doubled argent, above, with flying tales gules
doubled or. However, the simple rules apply when the
tinctures of the wreath and mantle are lost.

PAINTING AND WORKING UP AN ACHIEVEMENT
OF ARMS.

To one accustomed to thirteenth century work and to
very old examples of arms, the amount of elaboration now
indulged in is often somewhat distasteful, Still, nobody
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can say that a well-painted picture is not effective ; and the
coats of arms produced nowadays are, mostly, nothing more
or less than pictures. The ancients were more simple, and
it is doubtful if they would have tolerated gumming-up. Let
us take, for example, a simple coat : Azure three swords in
pale hilts and pommels or, over all a fess or. Inan old
manuscript, this might have been simply painted in the plain
tinctures, with everything black outlined. The gold might
have been burnished gold. Such a coat, in the hands of a
modern artist, would give scope for a good deal of fancy
work. First, he would put on his opaque colour ; then the
gold powder of the fess. But he would not paint the whole
of the fess in gold. He would leave at the bottom a broadish
band, which he would paint in a rich yellow. The hilts and
pommels of the swords he would paint in this same yellow.
Then he would lay on gold powder, leaving the yellow for
the lights. In working up these hilts and pommels, he
would use sienna and vandyke brown, to get relief ; and he
might give the hilts a cabled appearance, by means of wavy
sienna lines. White on the yellow would still further em-
phasise the lights. Unless he was painting on parchment,
he would not use white for the blades of the swords ; but he
would paint half the blades, longitudinally, bluish, to give
the appearance of steel ; and to this he might add longitu-
dinal hair lines of a deeper blue. Still, the coat would be
rather flat. The next thingto do would be to let the charges
throw a shadow. It is best not to let the shadows touch the
charges; it leads to confusion. Calling the top of the
material north, assume a north-west light, and follow the
outline of the swords, in dark blue, with a slight interval
between the shadow and sword. There is still the shadow
of the fess. Still keeping the interval spoken of, draw two
lines with the ruling pen, at what distance you think fittest
apart, leaving out, while using your dark blue, the blades of
the swords you cross. Then fill in between the lines with
dark blue, Where this shadow band comes on the sword
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blades, it must be grey. In modern heraldic painting, the
sinister side of the shield is almost always given a band of
shade. This is made rather broad, provided you can make
it so without encroaching on a charge. On the blue, this
band will be dark blue; on the gold, it will be sienna or
brown ; and it will come round the bottom of the shield,
and vanish where it meets the supposed light on the dexter
side. You now have the black outlining. Outline the body
of the shield with a firm black line, but make this thicker
on the sinister side, and widen it out towards the bottom of
the shield, where the heavy shadow is supposed to lurk.
The fess and swords you outline in black, but not so thickly
as the shield is outlined ; and you can recognise the shadow
at the bottom of the fess, and on the sinister side of the
hilts and pommels, by thickening. You also draw a thin
black line dividing the gold of the fess from the yellow.
Now you gum up; that is to say, when all is quite dry.
If your painting isn’t dry, you will have a bad lift of the
black. And I might have warned you against putting the
black on wet colour. Glaze over the half of all your shades,
including the black outline ; and this glazing, you will find,
makes additional shade, because it throws up the colours.
Glaze the shadows of the swords and the fess, and the band
of colour to the sinister of the shield, and glaze all the black
lining. Put a band of glaze along the bottom of the yellow
band of the fess. You need not be abnormally accurate in
glazing generally, because, if, in glazing a shadow, you get
some of the gum on the field, so far from this being a fatal
defect, it makes, by slightly darkening the field, the shadow
lie on the field with a very soft appearance. This dark-
ening is peculiarly effective in relation to the broad band
of the sinister, and you should make the gum encroach
somewhat on the field, with care. If this is clumsily
done, it will,in this large encroachment of gum on colour,
be noticed. You now come to the white lining. This
should be done after the gumming-up; first, because the
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gum, being yellow (especially when dry), would obscure
the white, and, secondly, because dry gum makes an excel-
lent bed for white, and prevents it sinking in. Put a
thin white line inside the black, all round the shield, and
put a white line of light below the top black line of the
fess. You have now finished your painting; but, if you
like, you can let your shield throw a shadow on the
material. This shadow should be of neutral tint, and
carefully painted ; and it is best to leave the interval I
spoke of between the shadow and shield. The shadow
had best be painted not in opaque colour, and it is best
to paint it on the material slightly damped.

HE writer had better add a few
more examples illustrative of
picture painting. Let us first
take two dark shields, say Ar-
gent a cross engrailed between
four bats sable, and Per chevron
engrailed argent and sable in
chief two lions rampant of the
second. Here there is a differ-

ence between a charge engrailed and engrailed partition

lines. To speak of the colouring of the first coat:

Leave the field alone, if you are colouring on paper;

paint it white, if your material is parchment. Colour your

cross and bats a decided grey; but you can make the
bats a little greyer than the cross, for you want decided

lights on the animals. As the cross is supposed to be a

solid thing, you are perfectly justified in having a bevel or

chamfer in the engrailments, vanishing into the points.

This you paint in pure black ; and when you come to the
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gumming-up, you glaze these chamfers. There will be
places where light from top and left logically hits the cham-
fers. On the dexter side of the upright member of the
cross, it will hit the lower part of the arcs; on the cross-bar,
it will hit the sinister portion of the arcs. These lights you
can put in either in white or gold. The bats themselves
you work up with gradations from light grey to a rather
dark grey similar to that of the cross. The deep shadows
and the ribs of the wings you put in with pure black. You
get your bright lights with lining of gold or white, whichever
you are using, having previously gummed up your shades.
For the shadows cast by the cross and bats and for the
broad band of the sinister, you use a neutral-tint wash of
colour not opaque on the untouched paper, and opaque on
the whitened parchment. This, in both cases, you gum-up
at the proper time. Of course, where the sinister band lies
on the cross it is black (glazed), not grey. A black or
coloured shade is generally all black or pure colour ; a grey
shade is generally gradated. If the coat was not very
large, it would hardly, perhaps, be necessary to gradate the
shadows cast by the charges; but the sinister band ought
to be gradated to give effect. You cannot elaborate the
coat more, unless you put a white line inside your black
outline. This will show on the cross, and on the dark
portion of the sinister band. The coat Per chevron en-
grailed has a point of difference. You have not a right to
any bevels, although I have seen such put. Both in the
case of the bats and the lions get your charges as big as you
can. You ought to try and fill up as much of the portions
of the field as possible. Notkhing looks feebler than weak
charges. It is for this filling up that the tails of lions, and
eagles displayed, &c., have been so elaborated in heraldic
art. You want to make a study of such things from good
examples. Two other points relating to charges: First,
they need not be all the same size; e.g., in the arms of
England, you can make the lowest lion as small as you like,
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to fit into the base of the shield, without his becoming a
“lioncel.” Second, you can shift a charge to show it up.
E.g., quarterly, the second and third quarters per chevron,
in chief two moorcocks, over all an escutcheon of pretence.
Here in the third quarter the sinister moorcock might be
entirely concealed by the escutcheon of pretence. You can
bring it out a bit, even though it doesn’t balance with the
moorcock on the dexter side.

I will give two more examples of colouring similar to
those already mentioned. Gules a fess checky or and azure.
Here, in working up, you can leave the gold alone, but you
can, if you like, even though it isn’t stringent heraldry, put
a dark band on the sinister of the azure checks, and a white
line inside the black outlining on that side. Argent a bend
cotised sable, a bordure gules bezantee. Take care that
your cotises are far enough away from the bend for the
upper cotise and the bend to throw a shadow on the field.
Put a black band on the upper side of the grey of the bend
and cotises. Let the bordure have an edge, in shade, of
crimson, and let it throw a shadow. Let your bezants have
an edge in shade, to show they are coins, and a yellow light
opposed to it, and let them cast a crimson shadow on the
gules. You want to make such shadows nice and deep,
and gum them up.
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CHAPTER XI.

Tdriting.
INTRODUCTORY.

_( HE author has already made
some allusion to the art of

\'j writing, and given some de-
scription of how a quill pen

should be cut, &c. He will
now amplify what he has written
: under a special heading. The
l subject of script is a very ex-
. tended one, and writing, natur-

ally, has its traditions like any
other art. It is as well to inquire into these before
attempting to become a caligraphist, for though the writing
of such things as a modern testimonial is often very correct,
it bears very slight resemblance to the simple and effective
writing of the medixvals, and is not seldom weak and florid.
This is often due to the fact that the testimonial writer is
using a patchwork alphabet he picked up anyhow, the letters
of which were never meant to go together, and when he adds
to these a set of capitals, some Lombardics, some Versals,
some copies of print forms that were never meant to be
made with the quill at all, some his own pure invention, he
has produced a hopeless confusion which may be very
striking, but is, still, very ugly. There are three books that
all writers would do well to study—* The History of the

- e
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Alphabet,” by Isaac Taylor; * The Origin and Progress of
Writing,” by Thomas Astle; and * Writing, Illuminating,
and Lettering,” by Edward Johnston (John Hogg, Artistic
Crafts Series). The first and second will show him the
origin of many modern forms, the second being a monu-
mental work. The last is the best book on lettering extant,
written by a thorough expert. For the sake of those who
are interested in studying script, the writer will here insert

a short bibliography, that may save the reader trouble in
finding out what to consult.

SOME BOOKS ON WRITING, FACSIMILES, &ec.

(1) “The Origin and Progress of Writing,” Thomas
Astle; (2) “ Writing, Illuminating, and Lettering,” Edward
Johnston—this book has a good bibliography at the end;
(3) ‘“Alphabets,” E. F. Strange—this book has a good
bibliography at the end; (4) Exempla Scripture Epigra-
phice Latinz a Cesaris morte ad @etatem Justiniani,”
Hiibner—this book contains copies of Roman inscriptions ;
it is in the British Museum Library ; (5) “ Greek and Latin
Palzography,” Edward Maunde Thompson; (6) “ Paleo-
graphy,” B. Quaritch; (7) “De Re Diplomatica,” Father
Mabillon ; (8) ¢ Universal Paleography,” Silvestre & Cham-
pollion; (9) ¢ Facsimiles of Ancient Charters in the British
Museum,” published by the Museum authorities and sold at
the Museum; (10) ‘“Facsimiles of Anglo-Saxon MSS.,”
Ordnance Survey; (11) “A Guide to the MSS. in the
British Museum ” (plates), to be obtained at the Museum ;
(r2) “Bible Illustrations,” Oxford University Press; (13)
“The Story of the Alphabet,” Edward Clodd ; (14) ¢ The
History of the Alphabet,” Isaac Taylor; (15) “ The Palzo-
graphical Society’s Publications ”—these contain numerous
facsimiles ; they are in the British Museum Library; (16)
The New Paleographical Society publishes facsimiles annu-
ally; (17) “Photographs of Lettering”—such can be pur-
chased at the bookstall in South Kensington Museum.
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In addition to the study of printed works, an inspection
of the caligraphy of the MSS. (arranged in chronological
order) in the British Museum galleries would not come
amiss.

MATERIALS.

HE materials used by the
scribe are desk, parch-
ment, pens, ink, knife,
&c. The desk can, of
course, be your drawing-
board, and the parch-
ment can be glued or
pinned to it; but there

is something to be said on this matter. In the first place,

the medizval scribes did not write with their parchment
lying flat. They wrote with it lifted at an angle. Look at
any picture of a writer from an ancient MS., and you will
find this writer using a kind of lectern, such as is seen in
churches, his material being inclined towards him very
noticeably. Now, the reason of this was that, if you have
your parchment lying flat, and hold your quill upright, as it
should be held for writing, the tendency of your ink to run
down it and make a blot is great. On the other hand, the
more the angle between the plane of your table and the
back surface of what supports your parchment approaches
one of go deg., the more a pen held perpendicular to the
writing surface assumes a horizontal position, and the less
tendency is there for the ink to flow from it too freely. Try

a pen with a rather long slit, and you will find that, though

it may be useless for writing on a surface lying flat, when

that surface i1s “cocked up” towards your face, you will be
able to use it quite well, there being no excessive flow of ink.
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In writing on an inclined plane another point occurs.
In the case of writing on a flat surface, with parchment fixed,
when you get towards the bottom of your board, you can
move your arm back on the table and go on working. When
you are writing on an inclined plane, the line of script you
are engaged on must be high up on the board, almost in
one certain position. This is the reason why the old scribes
did not pin their parchment down. They wrote with it
loose ; and this one has to copy. To keep this loose parch-
ment nicely in position you want a circular length of tape
with a piece of elastic in it. This you put right round the
board, and the pull of the elastic keeps the parchment down.
Under this tape—to the right hand side—you can tuck a
piece of scribbling paper, or parchment, to try your pen on.
A good pitch for your writing surface is one of 6o deg. (at
the back).

PARCHMENT.

The writer has already spoken of vellums, parchment, and
pouncing. Lines are ruled on vellum as a guide to the
writer. Whether these are made after or before the pounc-
ing depends on circumstances. They can be ruled with a
ruling-awl, or any other form of stylus with a sharpish point,
or with a very hard pencil. In these cases, if your incisions
are noticeable enough, you can pounce after ruling. Lines
can also be ruled lightly with a soft pencil, so as to be
breaded out afterwards, in which case they must come on
the top of the pounce. The old caligraphists were not very
particular about their guiding lines being invisible, and seem
often to have used their real lead pencils (three of tin to one
of lead) on the top of the pounce. As for the spacings of
your lines, you can tick them off from a ticking-slip (a piece
of paper with equal spaces marked on it, with a hard pencil),
or you can use a star-wheel. In using a ticking-slip, the edge
of which 1is, of course, a straight line, be very careful that
your spaces are equal. Nothing is easier than to get such
spacing wrong. Have your pencil very sharp, and, if even

H
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then your division lines have appreciable thickness, take
care, in ticking off, that the dots you make on your parch-
ment correspond with the middle of the line on the slip.
Take off from a scale on to your ticking-slip, if you like, by
laying the ticking-slip on the scale, but never attempt to
tick off on to the parchment from a scale. The edge of a
scale is much too thick for you to have any hope of correct-
ness. A star-wheel, a somewhat expensive Instrument, can
be bought of a good artists’ colourman, or an instrument
maker. Wheels of various sizes are supplied. All you have
to do is to get one of the points of your wheel in the proper
position and rule. Several pieces of parchment can be
pierced at the same time. If you look at a bound vellum
book, such as a volume of wills at a Probate Registry, you
will find that the wheel holes are at the edges of the pages,
in the cases where they have not been trimmed away. Be
mindful of the fact that you trim away in doing a book or
testimonial, and get either wheel holes or pencil dots on a
part of the parchment that will come off.

Guiding lines, it may be mentioned, were not always
deleted or made inconspicuous. In some manuscripts we
find them drawn in firmly in black or red. Besides your
guiding lines you have what may be called a starting line, a
warning line, and a stopping line. You begin a line of writ-
ing from the single perpendicular starting line on the left.
If you are using marginal capitals standing away from the
text, you must have another line to the left of this to guide
you in making such capitals, or they may not come truly one
under the other. The warning line, though it is not abso-
lutely necessary to have one, is to let you know that you are
getting near the stopping line. These lines should be about
a quarter or an eighth of an inch apart. In exact testi-
monial work, you can, if you are very careful, always stop
dead on the stopping line, but to keep this up throughout a
book would be a tax on the attention, nor would this mono-
tony peculiarly improve the look of the pages.
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PENS.

The pens that can be used for caligraphy are of steel,
goose quill, turkey quill, crow quill, or of reed. Steel pens
for fine writing can be bought of artists’ colourmen and
pen makers, and the author believes that there is a very
thin metal pen that can be cut at the end, as though it
were a quill, on the market. However, he has never seen
a specimen. Steel pens are not convenient to those who
wish to become expert in writing and lettering, though
the novice may prefer them. When once one has taken
up writing seriously, the proper instrument is the quill,
to which may be added the reed. The crow quill can
be dismissed- at once. The writer has never used one,
and though it is said that the medievals employed such
quills for fine writing, he does not see why such were of
necessity used, considering the fact that a goose quill
can be so treated that it is capable of executing the very
minutest script. Of the goose and turkey quill, the goose
is the best, in view of the fact that a turkey quill is liable
to become soon sodden ; but for doing large capitals or
small portions of large writing, the extra size of the turkey
quill is, of course, a help. It is the large size of the reed
that makes that useful too. In Chapter I. of these notes
the author described how a quill should be cut. To that
description, however, he can add something. In cutting off
the tip, though the thumb-nail can be used as described, a
more certain sharpness can be got by putting the pen with
back uppermost on a piece of glass or bone. There is
another *‘tip,” too, that should be noted. When your pen
gets blunt, or if, by reason of its curve, it is marking too
much at the edges, so as to make a hollow stroke, you can
turn it on its back, and, holding it in the left hand, scrape
away somewhat of the under part of the nib at the extreme
tip. You do not want, however, to overdo this, as it renders
your pen too pliable. The broad point of a large turkey
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quill always wants this scraping. One thing must be
remembered about scraping a pen af tke sides to render
the tip narrower—that is, that this should not be done
after the tip is cut off, for, in that case, you nearly always
leave loose fibres that interfere with your writing. So
much concerning the treatment of a pen generally. In
the next chapter, when the author comes to speak of the
various forms of script, he will deal more fully with the

cutting of a pen tip.
INKS.

In Chapter I. a receipt for an atramentum or black
ink was given. Pure atramentum, though it is very dark
and permanent, and excellent for testimonial work, does
not give good results in the case of a much-fingered
book. It has a tendency to peel right off, as though it
were an enamel, leaving only a dull mark to show where
it was. In writing a manuscript, the scribe would not be
unwise to use a trade ink, and of such inks, Blackwood
& Co.’s “Old English Record Writing Ink ” is probably
the best. ‘This ink has been accepted on tender, after
meeting the requirements of the Government Chemist, and
if any modern ink is permanent, this should be. One
thing the writer should note, Ze., that trade inks, though
they may not be dead black when first put on the material,
go black afterwards. Blackwood & Co.’s “Post Office
Writing Ink” is not quite black when first taken out of
the bottle. The author has given this ink a test of ten
years, and it has stood, even on a manuscript allowed to
lie about and be so injured by sun and dust that the
paper has turned yellow.
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W T would be impossible, in the scope of

these short notes, to enter deeply into
the question of the origin and progress
of writing, but something might be
said of the evolution of our modern
letters, especially that of capitals, if
only as a guide to what 1s sensible
and artistic, or rather, artistic because
sensible. Since the introduction of
printing, the artist in lettering has been
freed from one great restraint, z.e., obedience to the pen.
I mean that the designer of a modern capital letter has
his thoughts directed to the type-foundry rather than to
the page of vellum. He draws his capital letters; his
mode of operation differing from that of the ancients,
who wrote them. It will thus be seen that the illumi-
nator, if he really wishes to go back to the past and
imitate ancient manuscripts, would be very unwise to take
his quill and imitate letters from printed books. He is re-
versing what happened historically. For printed letters are
but a variation of the old quill-drawn ones, and to go back
from print to quill-drawn lettering is, as it were, to attempt
to obtain the water of the fountain-head by making the
stream flow backward. Nearly all the ugly letters of testi-
monials, &c., are a parody of ancient MS. lettering, with
modern forms as a base. The result is a hybrid letter,
neither one thing nor the other. Let -us, at the very first,
take an example of how a letter grew. We are all of us
familiar with the modern capital “A,” an isosceles triangle
with a bar across the middle. This letter was once an
eagle. In the first of the four A’s on next page, a capital
of the Hiberno-Saxon type, a suggestion of the animal still
lingers. One can hardly call it picture-writing, for the re-
semblance to an eagle is certainly not a remarkable one.
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In the second and third A’s below, and in the A’s of
““Uncial Writing,” and ‘Rustic Roman Capitals,” there
is still a suggestion of the old form. This is not so notice-
able in the second A of ‘“Versals.” In the A of ‘“Lom-
bardic Letters” regularity and the length of the bottom
member of the main upright have done away with any
suggestion of the old bird form, and given us the fifteenth
century capital. In the first A of ¢ Versals,” and in the A of
the true Roman capitals, we see that regularity has, also, done
away with the bird altogether. Now, notice the A of Roman-
Saxon writing, the ancestor of our modern “secretary ” “a.”
Here the tail of the bird is still in existence, and the sup-
position is that all the A’s we know are derived from one

VAR

common ancestor, our modern printed “A” and “a” being
a variant of the second A above, and our modern written
‘““a” a variant of the small Roman.

On the authority of Astle, the term “ Uncial ” hooked
Letters is, more properly, Initial Letters, littere unciales
having been used by mistake for Zittere initiales. Some
writers maintain that uncials were painted letters made with
the brush by the Romans. This seems doubtful, however,
for there is amongst other ancient MSS. found in Egypt
an Iliad of the second century written in Uncials. In the
first and second centuries there was a large Uncial hand,
the forerunner of the Uncials of the early vellum codexes of
the fourth and fifth centuries. As to the beauty and interest
of Uncial letters there is no doubt. The old bird form
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of the A has already been alluded to. The B is perhaps
not so elegant as the Lombardic B. Notice the difference
between an Uncial and a Roman capital B and a Lombardic.
In the two former, the right-hand outline of the upright is
a straight line; in the last it is a curve connected with the
sweep of the letter. How this curve came about is sug-
gested by the top of the B of ‘Versals.” C, in all these
scripts, seems to be much the same, and we can pass it over,

ABCDEEGH
ILMNOPQ_
RSF X

Rustic Roman Gipitale

but D is an interesting letter. Notice, in “Versals,” the
difference between the two D’s, and notice, in ‘* Roman-
Saxon Writing,” the “d ” inline 8 and the “d” in line 9. And
yet these “d’s ” are generically the same, however they may
seem to differ. Inthe Codex Rushworthianus of the Bodleian
Library, a Roman-Saxon MS. of the seventh century, two
peculiar rectangular capital D’s occur. One is what we may
call a perfect oblong (on end), with the right-hand contain-
ing portion lifted a little above the body of the letter, and
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turned a little to the left. Cut off this excrescence, and
you have a plain oblong. Make the right-hand containing
portion already referred to a curve or semicircle, and you
have a Roman capital D. The other D is also an oblong
on end, but the right-hand containing portion rises high
above this oblong, and is turned (rectangularly) very notice-
ably to the left. Make this letter curvilinear, and you have
the substratum of the second D of “ Versals”—the D of
‘““Uncials.” Make the right-hand containing portion an
upright, and turn the rectangle into more or less of a circle,
and you have the D of * Roman-Saxon Writing,” line 8. 1
do not mean to say that the slightly varied D’s of the Codex
Rushworthianus were the first precursors of the two widely
different D’s of “Versals.” What I wish to point out is,
that the two D’s of “Versals” are descended from one
ancestral type, and that the “d ” of line 9 of Roman-Saxon
Writing is only another form of the “d” of line 8. Now
take the F of Uncials. This is practically the same letter
as the F of Versals; and you have only to add the right-
hand extra portion to make the F of Lombardics.

ITHOUT going through the
whole Uncial alphabet, to show
the common origin of the
letters of the scripts in ques-
tion, we will select one or
more letters as exemplars.
Let us take the interesting
letter M. M was the face of

an owl, of which the beak is represented by the central

portion of the letter. The two ears are suggested by the
two points of the uprights of a capital M. It will be noted
that in Uncials the central portion is a single stroke, while
in Versals it is composed of two lines. This is more from
the nature of the manipulation than from any radical
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difference between the two letters. For, as can be seen, the
left-hand portion of the Uncial M has been made first, the
right-hand portion being added, almost as a separate
member. This connects the Uncial M with the Small
Roman “m?” of “ Roman-Saxon Writing.” In this case the
letter has been still made in three strokes; but the first
member is as separate as the first member of a capital. To
this first member another stroke is added, not to form
a curvilinear whole, as in Uncials, but as an adjunct, and
to that another similar adjunct is attached. Still, the three
“m’s ” are, 1n essence, the same.

And now as to the formation of the quill for Uncial
writing, for the differences of script depend largely on the
formation of the pen. They also depend on the ¢ spacing,”
and on one other important point, ze., whether the lettering
is written between lines that make bounds for the letters
themselves, after the manner of those of a child’s copy-book,
or whether the lettering is carried by the writer as straightly
as 1s possible to him, between mere guiding lines, that the
writing does not touch. It will be found by one that
practises Uncials and other old Roman writing, that the
quill must be cut across the point with a considerable slope
from right to left (in plane). That is to say, that the pen
heels over when in use, with its top towards the right. It is
only by cutting your pen correctly that you can get the long
thin lines of Uncials, &c., such as are seen at the top of the
“t” and “r?” for instance. As for the ruling, Uncials were
no doubt often written between lines bounding the letters,
though one does not dare to say that this was always the
case ; at least, it is quite evident that, if the boundary lines
were there, they were not always kept to.

We have specially prepared the accompanying typical, if
somewhat crude, Lombardic letters, both because these
capitals are the substratum of all the capitals of the rounded
type used in late manuscripts, and because the method of
their formation requires some attention. That is to say, it
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is not always quite evident how the scribe set to work on
one or other of them. If a Lombardic capital is not made
properly it loses half its elegance. We have not space to
go through the whole alphabet in question, but, as will be
seen, we have shown the method of formation of A, D, P,
N, T, E, and L. You will note that the inside curve of such
a letter as N is got first, and the back put on it afterwards.
If you like you can make your back more pointed—more of
the nature of a Gothic arch ; but, in any case, the way of
making the letter is the same: two strokes run out and
meet, to give thickness to the back, the top one being drawn
first. There is another way of getting this thickness, which
will be noted in the case of the N that comes before T in
the lowest line of all. Here, the top thickening stroke is
simply carried round, with a curve against the inner portion
of the letter. In making these L.ombardic capitals, you do
not want the so obliquely cut pen that is necessary for
Uncial writing, but some obliquity is necessary. No
medizval writing can be done with a pen cut quite straight
across the point. In making large capital letters with a
broad pen, do not forget how, if, owing to the arch of the
quill itself, you are making a hollow stroke, you can, by
laying the pen over on its back and scraping away the
horns, so to call them, that annoy you, obviate your
trouble. You can also sharpen the worn edge of a pen
by this method, though the process had not better be
repeated often. It is a wiser thing to re-cut or take up
a fresh quill.

Versals are capital letters, of heterogeneous character,
used for the beginning of verses, and as such are not a
script, but, as it were, a selection of capitals that appealed
to the taste of medieval writers. For instance, of the two
W’s shown, the first is undoubtedly an Uncial, the second
a Roman capital. Versals are composite letters ; that is to
say, the outline 1s drawn first and the body (in our case the
letters are black) filled in afterwards. Take the first A
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illustrated for instance. Here, you draw your top stroke
firstt You then, with a sweep of the pen from the left,
make the downward left-hand stroke of the right-hand
member of the letter. You then make the right-hand stroke,
fill in the body of the upright, and add the serifs at the
bottom to finish off that portion of the A. The left-hand
member is got in a similar way, and the cross-bar is made
by two sweeps of the pen, and filled in afterwards. It is
not necessary to go through the whole alphabet, for the
learner will not invent Versals for himself, and when he
is copying the Versals of another, his copies will not be
true copies unless he makes the letters in the manner of
the original scribe. Recollect that the cut of your pen,
the angle at which your material is supported, and the angle at
which your quill is held, all affect the writing. If a Versal,
which is really an Uncial, such, for instance, as the M, the
U, and the first W, does not seem to come right, maybe
you have cut your pen as for making a real Uncial ; that is
to say, with too oblique a cross-cut.

On page 125 are shown true Roman capitals. They differ
somewhat from our general run of modern capitals in re-
spect of dissimilarity of size, the large quasi-circular and
quasi-semicircular letters contrasting strangely to us with
the small E and F. As will be seen, these capitals are
for the most part of a strictly rectangular nature. They
are, in fact, what are known as epigraphical letters—the
letters of the inscriptions on stone or metal. Of these, the
Rustic Roman capitals are an imitation with the pen.

We have given the above example of Roman-Saxon
writing for the reason that it is written in what is known as
the half-uncial script, a mixture of the majuscule letters
the Uncials, and the minuscule letters the Small Romans.
Notice the occasional use of the true Uncial “a ” (vide lztitia
in line 7). This Small- Roman hand—or rather, a variant
of the same—was the precursor of the English minuscule
writing of the twelfth century, in which the heads of such
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letters as “m?” are beginning to lose their rounded form,
and the scribe is beginning to make them with one thin up-
ward diagonal stroke and one thick downward diagonal.
Later, the upward stroke is dispensed with, and we have the
diamond-headed (and tailed) uprights of what is vulgarly
known as “ Gothic,” or “black-letter ” writing.
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CHAPTER XII.
Triting : The Origin of Various Scripts, &C.

ENTION has been made of the
uncial handwriting, and an
alphabet has been given. It
might not be amiss to enter
a little more fully into the
evolution of some of the well-
defined scripts, if only to prevent
the uninitiated from putting,
say, Set-Saxon writing beside
thirteenth-century decoration, and the like. To begin
at the beginning, the oldest Greek writing is in uncials,
the oldest Latin writing in uncials or capitals. Along-
side of the late uncial Greek writing (a book hand), we
find another hand, the ‘cursive” or running hand, used
for less important documents, a script not easy to read.
Later, this cursive hand became more formal than at first
it was, and assumed a caligraphic form (Gr. Zalos, beauti-
ful, and grapho, to write), in which state it superseded
the uncial as a book hand. The Roman capital lettering
was, at first, an alphabet of the monuments; but these
letters, first worked on stone, in which case they kept, where
possible, rectangular shapes, were later employed as a book
hand. The examples of Roman capitals and Roman rustic
capitals show the difference between the two forms of letter-
ing. Roman uncial writing did not differ much from Greek
uncial writing, and along with it there was used a cursive
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hand, in this case too. A peculiar form of such cursive, or
a form of the uncial writing affected by the cursive, gave
rise to what is known as the half-uncial script. An
example from modern life will show how this script arose.
It was, as it were, a “ print hand,” such as is used when the
particular scholar, not to spoil the appearance of his book,
instead of using our modern cursive, imitates printing to
the best of his ability. This half-uncial writing found its way
into Ireland, where it obtained a high degree of excellence
in the sixth, seventh, and eighth centuries, and was, in the
main, the script of such books as the Lindisfarne Gospels,
the Book of Kells, and the Codex Rushworthianus. And
there we leave it for the present. In Italy, contemporaneous
with, and following on the uncial and half-uncial hands, a
caligraphic form of the cursive, known generally as minuscule
writing, arose, and from such writing the small Saxon script
(see example of Saxon writing in this chapter), and all the
small scripts that we are accustomed to speak of generally
as black-letter, are descended. There is one form of min-
uscule writing that is peculiar ; this is the Caroline minuscule,
that took place in France under Charles the Great. This
was a beautiful form of the common minuscule affected by
the Irish half-uncial. Meanwhile, the Roman cursive had
not died out; it subsisted under the Lombards, and gave
rise to the large Norman hand used in England in the reign
ot William the Conqueror, from which is descended our
court hand, a set of characters that came into general use
about the middle of the sixteenth century, and has only
lately died out. Another form of the Roman cursive ex-
tremely hard to read, and with many abbreviations, was
used for Papal bulls, &c.

PEN POINTS.

Quills, as we have said, should be properly sharpened
and properly finished to the orthodox medi®val termination.
The accompanying rough sketches will elucidate the matter.
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It will be noticed that pen No. 1 has its “plane-iron ”
edge cut back noticeably towards the right. Pen No. 2 is
less cut back. Pen No. 3 is cut straight across.

Of the scribble below, the top line was made with pen
No. 1. It will be noted

that the horizontal lines ; 7= F

are thin. Notice also

(=
in the figure next follow- ﬂ"
ing, the effects of writing
with a pen so sharp- A ﬁ\ /T\ SR
ened. In the first of 5_

the M’s, the heads of 1 2
the perpendiculars fail

to be lozenge - shaped.

In the first A, the head can be made to stick out nearly
horizontally. In the third M, the bottoms of the perpen-
diculars can be made to terminate rectangularly. In the
top “ MARE,” written in uncials, the horizontal lines are
much thinner than are those of the bottom ‘“ MARE,”

and the whole word is better written. In fact, the pen
point in question is the proper one for executing uncial

half-uncial, and Hiberno-Saxon writing generally.
Pen No. 2 has its termination finished for ordinary script.
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In the bottom line of the scribble, the effects of writing with
such a pen will be seen. Notice that the horizontal lines
cannot be got very thin. In the second M, made with such
a pen, the heads and tails are almost perfect lozenges, but it
is impossible to finish off the bottom of a perpendicular
rectangularly, as will be seen by looking at the fourth M.
The head of an A has a tendency to slope downwards
when made with a pen of this description. Note that

mas mm
ad da il

(WDARC
MARC

uncial letters (see the bottom ‘“ MARE ”) are not as they
should be when made with this pen. Pen No. 3 and the
small figures 4 and 5 can now be referred to. You cannot
write well with pen No. 3, for it is impossible to hold a
quill comfortably with its broad point exactly facing the
material written on. .In making an arc, too, the right-hand
corner of the termination catches the material, and divides
the two members of the point. See the second line of the
scribble, where this has happened. Another source of such
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double lines is that the natural curve of your quill makes
two projecting points. See small figure 5. These should
be scraped away, as shown by the dotted line, and the point
be as in Fig. 4. It should be mentioned that, in some
cases, the right-hand corner of a termination can be made
good use of, especially on parchment. In fourteenth and
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fifteenth century writing, the heads of “a’s” are often made
entirely with the corner of the pen. The third, fourth, and
fifth ¢ a’s” inline 2, on p. 134, are “ a’s ” of this description.
The sixth “a” is a false one, only made to show what can
be done with a termination corner. The first “a” is given
to show how coarse the head of an “a” is when made with
the pen end flat on the paper.
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The above are specimens of early writing, somewhat
coarse, being written only on cartridge paper, but giving
ideas as to arrangement and forms of letters.

abedefghyklmnopor
ST Y3.
abcoefghykImnop
RICUE@FY3.

Olb alﬁuﬂ:e‘ce .

abedefaliifhmnop
qestubEny:,

T ebased modern alpha-

bec.

The above are alphabets, two of ancient form, of which
the lower one approaches more to half-uncial writing and
is more archaic than the upper one, which has the later
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diamond heads of “black-letter.” The debased modern
alphabet is noticeable for its excrescences, especially the
unnecessary hair lines, giving it a prickly appearance.

WORKADAY SCRIPTS.

T is not necessary, in modern work, to follow
the writing of the old caligraphists in too ser-
vile a fashion ; but it is not desirable, on the
other hand, to make use of a script that bears
no resemblance to early work, with its notice-
able crispness and compactness. Ancient
writing may be spoken of as cramped, and the
closeness of the lettering put down to a desire to
save parchment. It is, however, far more pleas-

ing to some than the sprawling hand of certain modern work,

where the surface of the parchment or paper is allowed, so to
speak, to stare through the lettering, instead of the latter being

a compact column of writing, with the letters in serried ranks.

The only thing to be guarded against is, in diamond-headed

writing, being obscure. The l.atin word, “minime?” is, in

some ancient MSS., almost undecipherable ; the ‘“m’s” and
the “i’s” and the “n” making a forest of stems, with tops all
alike, that have to be separated, with difficulty. The dotting
of your “i’s” will, in these cases, often save trouble. Ancient

“i’s” were not always discriminated. Notice, in ancient

scripts, the letters were sometimes joined together, the back

of “d” being often used as an upright for the following

letter. “E” for instance, shares a line with “d,” and “a”

is often made square to do so, even when the “a” of two

loops 1s ordinarily being made use of. “E?” is, also, put on
the back of “p”; “c” is joined on to “0”; and the cross-
stroke of “t” is run on for the down-stroke of a following
letter. “G,” when it has a flying member, is treated in the
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same way ; ‘“s” and “t” are joined together. You need not
use these old compounds, but they have a pleasing, archaic
look, and when you are spacing your writing carefully, they
are very useful. Another thing to be noticed about ancient
writing is, that it was not always mathematically correct. It
was writing, not printing. Even in the best manuscripts,
the scribe, writing between lines, but not touching them,
would allow himself a good deal of laxity. In some MSS.,
you find parts of the writing written #po7 the bottom guiding
line. Of course, to the novice, the bother is the diamond
heads of his letters. He would, therefore, do well to
practise with thirteenth-century script of the sort shown

herewith. Let him not practise on Whatman or cartridge,
but on a smooth note paper, not cream laid. Parchment
helps the writer a little too much; and it is better to be
perfect off it, and then come to it as a treat.  Note that, in
diamond-headed writing, the diamonds are the most im-
portant part of the script. They are made separately and
designedly, and the pen is, as it were, dragged along the
material to get them a proper shape. It is sometimes
lifted in order to make a diamond. This is noticeably the
case in the last part of “r,” where the up-stroke is often
missing.

In choosing a script, it is best to consult an old manu-
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script or good facsimile. As old MSS. are generally in
French or Latin, “y,” “z,” and “w” have sometimes to be
supplied. Take care that you get them congruous with the
rest of the text. “Z?” can be got from old French, as also
““k,” where they are common letters. “J” is a modern
letter, and has always to be invented. It can be looked
upon as “i” with a tail.  As for stops, it is best to use our
modern stops, in an archaic form. The diamond-shaped
stops are perhaps the most convenient. Examples of stops,
some from old MSS., are shown in diagram on p. 140.

Of course, the inexperienced will not be able to read an
ancient book in Latin, owing to the numerous abbreviations.
These are a study by themselves. The majority of them
will be found in Wright’s “Court Hand Restored.”
W. Phillimore’s “ Supplement to How to Write the History
of a Family,” and E. E. Thoyt’s *“ How to Decipher Old
Documents ” have the printed forms.

Though most ancient writing is written flowingly, with
the pen held, more or less, in one position, there are some
scripts and parts of script that demand special attention.
We have already spoken of the making of the head of “a”
by letting the pen heel over. The fork-headed top of “l,”
“b,” «“d,” &c., and the forked end of “q” require special
manipulation. In the case of such letters the process seems
to have been this. Take “b,” for instance. The right-hand
side of the fork (to one facing the letter) seems to have been
made by the sweep of the pen, that goes on to make the
down-stroke. The pen is then lifted, and is turned over
between thumb and fingers till the left-hand corner of the
nib is ready to make a down-stroke forming the left side of
the fork. It will be noted, in some MSS. that the left
side is thinner than the other. The tail of “q” is made
in the same way; but, in this case, the left-hand side of
the fork is a continuation of the down-stroke, and the
left-hand corner of the pen is used for the finishing. That
at any rate, in some cases, the pen was lifted and used, and
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the forks of the letters not put in with the brush is clear
from certain old manuscripts, where sometimes the left-hand
member of the fork misses the letter altogether, and stands a
thin, quasi-semicircular mark, either apart from the letter,
or with the back of its arc against it. That the medi®vals
used the corners of their nibs a good deal is clear from the
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DiAMOND-HEADED WRITING.

thin scribbles one sometimes sees added to the heads and
tails of letters. The author has an old MS. with something
like a man’s face drawn at the end of a capital M, on a
bottom line. As for the peculiarities of script itself men-
tioned, see “Writing of the Luttrell Psalter,” on p. 141,
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This writing, with the square bottoms of straight down-
strokes, 1s a not uncommon form of fourteenth-century
script. That this square-bottomed writing was, in some
cases, made by cutting the pen with an oblique' end as for
Hiberno-Saxon script is evident ; for the heads of the letters
sometimes follow that script. This, howerer, does not fully
explain the writing of the Luttrell Psalter, where the heads
are distinctly diamond-shaped. In this case one of two
things, it seems, must have been done. The pen may have
been cut as for ordinary writing, and then turned in the
hand, to get the straight-bottomed down-stroke, or the pen
may have been cut as for Hiberno-Saxon writing, and the
diamond heads have been got by a twisting of the pen
inwards, between fingers and thumb. We believe that the
last process is the correct one, and think that a head was,
first, made separately, with the twisted pen, and then a stem
added, with the pen so held that the stroke ended in the
proper manner. It will be noted that the heads are, in
some cases, a little larger than the breadth of the nib
warrants. The cause of this most probably is, that the nib
held twisted does not give a large enough diamond, and the
diamond has, as it were, to be painted in to the required
shape. Into the middle of the wet diamond the pen, held
for the down-stroke, can be put. In the case of heads
coming together, as in “m” and ¢ n,” the heads can all be
made first, and the strokes added afterwards. Letters like
“e” and “c” are made entirely with the twisted pen.
Notice that it is not necessary to cut your nib with a very
oblique end. A pen with a slight obliquity can be so turned
as to make the required down-stroke, and the less obliquity
there is, the easier it is to make the heads, &c. We have
spoken of this straight-bottomed fourteenth-century writing
at length because it is an elegant script, and one especially
useful for any peculiar wording, to be written in a larger hand
than that of the rest of your writing.

Thus much for formal hands. But it must not be
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2IGZAG WRITING. 145

supposed that the mediavals always wrote formally, though
they generally wrote well. What is known as zigzag writing
is an example to the contrary. In this writing, there are no
diamond-shaped heads and bottoms, but the letters are, for
the most part, begun on a thin up-stroke; a curve to the
right suggests the head; another curve to the right the
bottom diamond ; and the letter finishes on another thin up-
stroke. It is these up-strokes that give the writing its zig-
zag look. This script is, as it were, the cursive hand of the
medizvals, and is not to be despised, however humble it
may look. Perhaps it may be too informal for testimonial
work ; but, if any one wished to write a book—say, a
communion service or a marriage service—he might be
driven to a script less laborious and tedious than diamond-
headed writing. Zigzag writing is somewhat obscure, but
its obscurity can, in a great measure, be obviated by marking
the “1’'s”—with a thin diagonal stroke from left to right.
Simple manuscripts written in a quasi-zigzag hand are not
at all expensive, and however simple these scripts of cheap
MSS. are, they are certainly more beautiful than the common
modern testimonial script, where the writer adds a hair-line
member wherever possible, and the whole mass looks bristly,
the hair-lines keeping the letters apart, and making the words
gappy, and very unlike compact ancient writing; not to
mention the labour involved in putting in these useless
adjuncts.

FiNis.
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INDEX.

LPHABETS, 137

Armenian bole, 77, 96
Armour, defensive, 102-104
Arms, painting of, 105 e seg.
Arrangement, 59 ¢/ seq.
Assise, 71-74, 79 et seg., 87
— breathing on, 89, 9o
— burnishing the, 85
— Cennini’s, 94-96
— engrossing the, 85

IBI.IOGRAPHY,
I1I

Black lead, 8
Board, Bristol, painting on, 51
— nature of, 24
— varieties of, 2
Boards, drawing, 14, 1§
British Museum, 10-12
Brushes, varieties of, §
Burnishers, 8

10'12’ 14,

ERUSA (white lead), 77
Colour, bad, to remedy, 30
— base, 24
- — floating on, 29
— heightening and lowering of, 44
el seq.
— opaque, 25, 26
— putting on, 30 ef seg.
Colouring, Chapter III.
Colours, cake, 3, 4
— dve, 13

Colours, heraldic, 28-33
— in bottles, 4

— mixing of, 26-28

— opaque, 13

— pan, 2, 3

— powder, 4

— tube, 4

ESIGNING, 14 ¢/ seq.
Diapers, 66 e seg.
Drawings, enlarging and reducing
of, 16, 17
— to transfer, 16

EGG, white of, to prepare, 88

ESSO SOTILE, 81-83
— to make, §3, 54

Gilder’s tip, 78, 91
Gilding, Chapters VII., VIII.
— faking and doctoring of, 93
— materials and tools, 77, 78
— on prepared ‘‘ vellum,” §7
— the assise (see Assise).
— the base, 71
-— the glue, 81
Goldééaurnished, secret of mediseval,
— burnishing the, 91, 92
— dentists’, 79
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Gold leaf, 7

— leaf, laying on the, 87 eZ seq.
— leaf, nature of, 74-76

— leaf, where to buy, 77

— patting down the, 91

— POWdﬂ': 75 8: 39 76: 97, 98
Glue, parchment, 77, 78

Gules, 28

Gum water, 8, 28, 38, 41

AIR lining, 40
Ileraldic differences, 101
— painting, Chapters IX., X.
Heraldry, notes on, 100, 101

NKS, 5, 116
Instruments, 15

LIGHTS and shadows, 49, 50

OUTLINING, 35, 36
Ox-gall, 8, 24, 28, 38

PAINTING on board, 23 ef seg.
Paper, putting down, 15, 19,
20

Papers, 2

Parchment, 17-19

— colouring on, 56

— erasures on, 55

— painting on, 51-53

— varieties of, 1

Pens, 115, 116

— quill, to prepare, 6, 7, 133, 134,
136

Pens, quill, varieties of, 6
Pictures, in illumination, 64-66
Pounce, 18, 72

RAISING preparation, 96, 97

N HADING, 42 éf seg.
Size, 87
— burnished gold, 97
Stops, 140

ELLUM, 17d
— prepared, 19
— prepared, to doctor, 54
Vermilion, varieties of, 2§

HITE (argent), 28
Writing, Chapters XI., XII.
— abbreviations in, 142
— before illumination, 23, 73
— books on, 111
— cursive, 130, 132
— diamond-headed, 143
— fifteenth-century, 135
— fourteenth-century, 136
— guiding lines for, 113, 114, 140
— half-uncial, 132
— Lombardic, 120, 122, 124
— Luttrell Psalter, of the, 141, 144
- materials for, 112, 113
minuscule, 128, 129, 132
Roman capital, 125, 126, 130
thirteenth-century, 139
uncial, 118, 120, 121, 124, 126,
128, 130
— versal, 118, 121, 123, 128
— z1gz2ag, 145

Printed at THE DARIEN PRESS, Edinburgh.
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Books on Alphabets, Illuminating, &c.

By F. DELAMOTTE.

Small 4to, price 6s., Ornamental Boards.

A PRIMER OF ILLUMINATION

FOR THE USE OF BEGINNERS,

WITH A RUDIMENTARY TREATISE ON THE ART,
PRACTICAL DIRECTIONS FOR ITS EXERCISE, AND

CHOICE EXAMPLES
From Missals and otber Flluminated MSS.
PRINTED IN GOLD AND COLOURS.
“The volume, very beautifully got up, is as ornamental as it is_useful, and we can

heartily recommend it to the notice of those who wish to become proficient in the Art.""—
English Churchman.

Fourteenth Edition, royal 8vo, oblong, price 2s. 6d., Boards.

MODERN ALPHABETS
PLAIN AND ORNAMENTAL:

INCLUDING GERMAN, OLD ENGLISH, SAXON, ITALIC, PER-
SPECTIVE, GREEK, HEBREW, COURT HAND, ENGROSSING

Tusgcan, Riband, Gotbic, Rustic, and Flrabesque:

WITH SEVERAL ORIGINAL DESIGNS AND

AN ANALYSIS OF THE ROMAN AND OLD ENGLISH ALPHABETS
(LARGE, SMALL, AND NUMERALS),

For the use of Draughtsmen, Surveyors, Masons, Decorative Painters,
Lithographers, Engravers, Carvers, &c.

Collected and Engraved by the Author.

“To artists of all classes, but more especially to architects and engravers, this very
handsome book will be invaluable. There is comprised in it every possible shape into
which the letters of the alphabet and numerals can be formed, and the talent which has

been expended in the conception of the various plain and ornamental letters is wonder-
ful.”—Standard.

LONDON: CROSBY LOCKWOOD & SON,
7 STATIONERS’ HALL COURT, E.C.
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ii BOOKS BY F. DELAMOTTE

—

Fifth Edition, small gto, price 5s. net, Ornamental Boards.

g —

—

MEDIEVAL ALPHABETS

INITIALS FOR ILLUMINATORS.

WITH AN INTRODPUCTION

BY

J. WILLIS BROOKES

AND
TWENTY-ONE HIGHLY FINISHED PLATES

PRINTED IN GOLD AND COLOURS.

This is unquestionably one of the most beautiful, and at the same time
the cheapest selection of Examples for Students of the Art of Illumination
which has ever been pulﬂiﬁhed' .

§ —

¢ A volume in which the letters of the alphabet cvI"® forth glorified in gilding and

3 * "
all the colours of the prism interwoven and intertwined and intermingled.”—Sus.

LONDON: CROSBY LOCKWOOD AND SON,
7 STATIONERS' HALL COURT, E.C.

W, aniguepoiternlibrary.org 2024. 10



Creative Commons 4.0 NC SA BY FREE DISTRIBUTION ONLY - NOT FOR SALE

ON ALPHABETS, ILLUMINATING, &c.  iii

Fifteenth Edition, royal 8vo, oblong, price 2s. 6d., Boards.

ORNAMENTAL ALPHABETS

ANCIENT AND MEDIAVAL

FROM THE EIGHTH CENTURY, WITH NUMERALS

INCLUDING GOTHIC, CHURCH TEXT (LARGE AND SMALL),
GERMAN, ITALIAN, ARABESQUE, INITIALS FOR ILLUMINA-
TION, MONOGRAMS, CROSSES, ETC. ETC.,

For the use of
Architectural and Engineering Draughtsmen, Missal Painters, Masons,
Decorative Painters, Lithographers, Engravers, Carvers, &c. &c.

Collected and Engraved by the Author
AND

PRINTED IN COLOURS.

*‘ For those who insert enamelled sentences round gilded chalices, who blazon shop
legends over shop doors, who letter church walls with pithy sentences from the Decalogue,
this book will be useful. Mr Delamotte'’s book was wanted.”’—A theneun:,

‘ While we are able to affirm the excellence and value of the alphabets which F. Dela-
motte has collected and engraved so well, we are also able to attest, through the personal
knowledge gathered from those who have purchased the books for use, the high value
they put upon them. They should be in the possession of every engraver and enameller,

and are also excellent volumes for the library, being both beautiful and instructive.”—
Jeweller and Metalworker.

LONDON: CROSBY LOCKWOOD & SON,
7 STATIONERS’ HALL COURT, E.C.
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iv BOOKS BY F. DELAMOTTE

Fourth Edition, royal 8vo, oblong, price 2s. net, Ornamental
Wrapper.

THE

EMBROIDERER'S
BOOK OF DESIGN

CONTAINING

INITIALS, EMBLEMS, CYPHERS, MONOGRAMS, OR-
NAMENTAL BORDERS, ECCLESIASTICAL DEVICES,

Medixval and Modern Elpbhabets,

NATIONAL EMBLEMS, ETC. ETC.

Collected and Engraved by the Author.

¢ The designs are practical—not designs that cannot be done in embroidery ; and the
book will no doubt be found exceedingly useful in the lady’s workroom and in schools."
—Newcastle Courant.

 The book will be of great assistance to ladies and young children who are endowed
with the art of plying the needle in this most ornamental and useful pretty work.”—
East Anglian Times.

LONDON: CROSBY LOCKWOOD AND SON,
v STATIONERS’ HALL COURT, E.C.
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WINSOR AND NEWTON’S
MOIST WATER COLOURS

IN COVERED GLASS POTS,

FOR lLLUMlNATION and MISSAL PAlNTlN(i DECORATIVE
AND ORNAMENTAL WORK, &c.

The complete separation effected
by the Colours being contained in
covered pots, the protection af-
forded by the 11ds, and the con-
venience of seeing tints through
the glass, cause this form of colour
to be most useful in all cases
e &  where it is of importance to

= avoid dust, dirt, and accidental

admixture of tints.

WINSOR A_ND NEWTON’s Glass-Covered Moist Colours are preserved
clean and unsullied while in use, and have been adopted generally for
illumination and all kindred arts.

All WiNsorR AND NEwToON'S Moist Water Colours are supplied in this
form at the same prices as Whole Pans,

POLISHED MAHOGANY BOXES,

FITTED \WITH
MOIST WATER COLOURS AND MATERIALS,
FOR ILLUMINATION and MISSAL PAINTING, DECORATIVE
AND ORNAMENTAL WORK," &c.

= S ——

- ; |

B

> = |
= it

<T L\ k 7 ¥
;C*‘ HLB@ﬁﬁﬁVEIDGH | '
' cn[nuvgm a’[mdla ;

ILLUSTRATION OF “ GUINEA ' BOX OF ILLUMINATING MOIST COLOURS IN GLASS POTS,
WITH MATERIALS,

Other Boxes at One-and-a-half, Two, Three, Five, and 10 Guineas,

BLACK (INDIAN) AND COLOURED INKS, SABLE BRUSHES, VELLUMS,
PAPER, AND ALL OTHER REQUISITES.

All WiNsor AND NEWTON's Colours and Materials may be obtained
{rom the principal dealers throughout the world.

OFFIGES, (AT HABS _fffmﬂﬁ@b@rg@@*@ﬂmﬂ W,
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) WINSOR & NEWTON'S

METALS aud TINCTURES for HERALDIC BLAZONING.

The TINCTURES of Heraldry comprise fwo metals and five colours,
which are severally distinguished, entitled and indicated as follows :—
TWO MRETALS.

Argent.

No. 2.

FIVE COLOURS.

Azure. Ghules. Sable. Vert. Purpure.
g .
No. 8. " No. 4. I.o. & No. 6. No. 7.

METALS : Or—Gold, or Yellow. Argent—Silver, or White.
CoLOURS: Azurc—Blue. Gules—Red, Sable—Black. Vert—Green.

Purpure—Purple.
TWO METALS, in China Saucers.
Each—s, d Each—s, d.
Or (Fine Gold) .. 19 | Argent (Aluminium) . 0 8
TINCTURES, in Covered Glass Pots.
Each—s, d. Each—s, .
Or Substitute No. 1 ... 8 0 | Vert No. 1 - 1 /0
Or Substitute No. 2 ... 2 0 | Vert No. 2 .2 0
Argent Substitute 1 0 | Purpure... 2 0
Azure Nos. I and 2 ... 2 0 | Proper Colour No, I (for shading) 1 0
Gules Nos. I and 2 ... 1 6 | Proper Colour No. 2 ’ 0
Sable ... ... 1 0 | Proper Colour No. 3 s 1 6
Shield and Banner Models . .. 1 0

POLISHED MAHOGANY BOX, containing the above Metals and Tinctures,
and a complete assortment of requisite Materials ,.. Three Guineas.

MPHLET containing CONCISE INSTRUCTIONS HERALDIC
AEANES BLAZONING fnay be obtained on appllcatlg't:.

LAING’S ‘*MANUAL OF ILLUMINATION"” and ‘ COMPANION TO
THE MANUAL,’” price 1s. each.

The * Manual "’ contains a description of the requisite Materials ; How to set to Work ;
Colouring ; and Practical Notes, and is interspersed with upwards of sixty Initials, Finals,

Diapers, &c.; and the *‘ Companion’’ contains Outline Examples of the best work of the
32th, 13th, 14th, and 15th centuries.

WINSOR & NEWTON, Ltd., Artists’ Colourmen to T.M. the Kl;g and Queen,
w«%?ﬁ%?%f@% s J%ﬁﬁ%%ygp P M0
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A SHORT-TITLE LIST OF

SCIENTIFIC, TECHNICAL
AND INDUSTRIAL BOOKS

(INCLUDING GENERAL EDUCATION)

PUBLISHED BY

CROSBY LOCKWOOD & SON

(C. M. LOCKWOOD)
7 STATIONERS' HALL COURT, LONDON, E.C. 4

Telegrams Telephone
CrosBY LoCkKwoOOD, CENT, LONXDON 4421 CENTRAL

POST FREE ON APPLICATION

COMPLETE DETAILED CATALOGUE

ALSO
LIST OF BOOKS IN ORIENTAL LANGUAGES
AND
PUBLICATIONS OF THE BRITISH ENGINEERING
STANDARDS ASSOCIATION

NOTE —The prices herein quoted are subject to revision
without notice

JANUARY 1923
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A SHORT-TITLE LIST OF

SCIENTIFIC, TECHNICAL AND
INDUSTRIAL BOOKS

PUBLISHED BY

CROSBY LOCKWOOD & SON

Acetylene Lighting. Gibbs. Crown 8vo « « « <« .« 10s6d
Aerial Navigation. Dumbleton. Demy 8vo. . . « 123 6d
Aecrial or Wire-rope Ways. Wallis-Tayler. Demy Bvo . .« 128 6d
Aeroplane Construction. Camm. Demy 8vo . . . 7s6d
Agricultural Arithmetic. Newsham. Crown 8vo . e .« 58
Agricultural Facts and Figures. M'Connell. Fcap. 8vo . . 158
Agricultural Geology. M’Connell. 8vo . . . . . . 218
Agricultural Surveyor’s Handbook. Bright. Fcap. 8vo . . 8s 6d
Agricultural Tenancies. Curtis and Gordon. Demy 8vo . . 10s 6d
Agricultural Valuer’s Assistant. Bright. Crown 8vo. . . 7s 6d

Agriculture. Wrightson and Newsham. Med. 8vo . . . 125 6d
Air Screws. Riach. Demy 8o . . . . . . . 10s 6d
Aircraft Identification Book. Matthews. Fcap. 8vo . . .+ 38 6d
Alphabets, Ancient. Delamotte. Oblong Royal 8vo. . . . @68
Alphabets, Modern. Delamotte. Oblong Royal 8vo . . . . @6s
Alphabets and Initials, Mediseval. Delamotte. Small 4to . 6s
Alternating Currents. Larner. Crown 8vo . . New Ed. Nearly Rmd v

Alternating Currents. Kempe. Crown 8vo . . . . . 4s 6d
Aluminium Repairing. Platt. Crown 8vo . . g e . 38
Architectural Perspective. Ferguson. 8vo . . . . . . Bs
Architecture, Mechanics of. Tarn. Crown 8vo . . . .+ 8sead
Arithmetic, Revision. Thomas. Crown 8vo. ; . .« 23 6d

Asphalts and Allied Substances. Abraham. Demy gvo . . . 42s
Assaying, Gold. Phillips. Large Crown 8vo e« +« +« .+ 8sé6d

Astronomical Glossary. Gore. Small Crown 8vo . .+ .+ 3séd
Auctioneers : their Duties and Liabilities. Squibbs. Demy 8vo . 15s
Aviation A.B.C. Pagé. Medium 8vo . . . . . . . 158
Aviation Pocket Book. Matthews. Crown 8vo . . . . 123 6d
Aviation Engines. Pagé. Medium 8vo. . . . . . . 18s
Aviation Terms (Glossary of). Pagé and Montariol. Cr. 8vo. . @s
Aviation Chart. Pagé. Pocket-size i Ni &\ 3 . 23 6d
Bacon Curing : Art of. Davies. Crown8vo . . . Nearly Ready
Beams : Experiments on. Guy. Medium 8vo . . . .. . 9s
Bee-Keeping : Every Step in. Douglass. Large Crown 8vo . . B@s

Bees for Pleasure and Profit. Samson. Crown 8vo . . . 8sg 6d

All Published Prices are net.
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Blast Furnace Calculations. Stevenson. Fecap. 8vo . . . . B8s
Blowpipe in Chemistry, Mineralogy, &c. Ross. Crown 8vo . . @s
Boiler Construction. Hutton. Medium 8vo. . . . . . 21s
Boiler and Factory Chimneys. Wilson. Crown 8vo . . . . 4s
Boiler Making and Plating. Horner. Large Crown 8vo . . 123 6d
Boilers : The Lancashire Boiler. Wansbrough. Demy 8vo . . 6s

——

Boilers. Wilson. 12mo . i ONe AN & N & B
Boilers, Economisers and Snperheaters. Smith, Demy 8vo . . 9s
Boot Repairing. Lawrence-Lord. Crowom 8vo . . . . . B5s

Bread and Biscuit Baker’s Assistant. Wells. Crown 8vo . . 28
Breakfast Dishes. Miss Allen. Fcap. 8vo . . . . . 1s 6d
Brewing. Wright. Large Crown 8vo . . . . . . . 158
Bricks and Tiles. Dobson and Searle. Crown 8vo . . . 78 6d
Bridge Construction in Cast and Wrought Iron. Humber. 4to £6 16s 6d
Bridges, Obligue. Watson Buck. Royal 8vo . . . . 12s 6d
Builders’ Accounts. Keen. Crown 8vo «  « « « +« o Bbs

Builders’ Calculator. Smith. %* x 3 . . " N 238 6d
Building Construction. Allen. Medlum 8vo B
Building Inspection. Purchase. Crown 8vo. . . $8s 6d
Building : Art of. Allen. Crown8vo . . New Edition Nearly Ready

Building—Every Man His Own Builder. Samson Demy 8vo. . 158
Bungalow Residences. Harrison. Demv 8vo . . . . 78 6d

Cabinet Maker’s Guide. Bitmead. Crown 8vo . . . 8s 6d
Calculator, Number, Weight and Fractional. Chadwick. Bvo 2bs
Calculator (Weight). Harben. Royal 8vo . . ‘ £1 T
Carburation. Brewer. Demy 8vo . ) \New 1‘ d. Preparing
Carburettors : Gasolene and Kerosene. Pagé Crown 8vo e .« 128
Carpentry and Joinery. Tredgold. Crown 8vo . . . . @3

Chemical Analysis (Standard Methods of). Scott. Royal 8vo . 52s6d
Chemistry (Applied). Tinkler and Masters. Medium 8vo. . 12s 6d
Chemistry (The Elements of). Bassett. Crown 8vo . . . . @6s
Chemistry for Army and Matriculation Candidates. Martin.

Crown 8vo . . 23 6d
Chemical Technology (nlanuals of) Echted by Martm Royal 8vo

I. Dyestuffs and Coal-Tar Products e Ne s . . 9

II. The Rare Earth Industry . . . . . .. . . 9s

IV. Chlorine and Chlorine Produets . . . . . . . 98

V. Sulphuric Acid and Sulphur Products e N\ % e\ = DB

VI. The Salt and Alkali Indust;ry W & B o@d N s w e
VIL. Industrial Gases . . « N5 & \s 9s
VIII. The Minor Elements . . . . . . In Prepara.twn
IX. Oils, Fats and Waxes . . . « « 128 6d

X. Perfumes, Essential Oils and Frmt Esseneea . .« o+ 128 6d
Chemistry—Industrial and Manufacturing Chemzstry : Part L—

Organic. Martin. Royal 8vo . . . . %1 16s
Chemistry—Industrial and Manufacturing Chamxstry + Part II.—

Inorganic. Martin. Royal 8vo. In 2 Volumes. Per vol. . 28s
Civil Engineering Geology. Fox. Royal8vo . . . .+ . 188

All Published Prices are nel.
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Civil Engineering Types and Devices. Barber. Demy 8%vo . . Os
Clerk of Works. Metson. Crown 8vo . . . . 8s6d
Clock Repairing and Making. Garrard. Crown 8*.0 : . . . Bs
Coal and Iron Industries of the United ngdom. Meade. 8vo £1 8s
Coal Mining. Glover. Crown 8vo . s W\ & N\u 28
Coal Mining, Practical. Cockin. Crown 8vo : s % N\ . Bs
Coal Mining Notes and Formulse for Students. Merivale. Small
Crown 8vo . - . + « 38s 6d

Cocoanut Cultivation. Coghlan and Hmchley Sm. Crown 8vo . 4s
Coffee : Cultivation and Preparation. Ugarte e« « In Preparation

Coking Practice. Byrom and Christopher—
Volume I. Raw Materials and Coke. Demy 8vo . . 10s 6ad

Volume II. By-Products. Demy 8vo . . . . 10s 6d
Colliery Working and Management. Bulman and Redmayne.

Medium 8vo . . . . + New Ed. Preparing
Colorimetric Analysis. Snell Demy 8vo e« « .+« . 1losed
Commerce, Lessons in. Gambaro. Crown 8vo . . . .. . B5s
Commercial Correspondent, Foreign., Baker. Crown 8vo . . 7s 6d
Compressed Air Work and Diving. Boycott. Medium 8vo . 10s6d
Concrete : its Nature and Uses. Sutclife, Crown 8vo . . 10s 6d
Concrete for House, Farm, and Estate. Ballard. Demy 8vo . 3s 6d
Confectioner, Modern Flour. Wells. Crown 8vo N 8 s\ § 2
Confectionery, Ornamental. Wells. Crown 8vo . . . . 7s 6d
Continuous Railway Brakes. Reynolds. 8vo . . . .. . 9s
Controllers for Electric Motors. James. Demy 8vo . . . . 21s
Cotton Industry. Crabtree. Crown8vo. . . : : . . Bs
Creation, The Twin Records of. Le Vaux. 8vo. . . . . bs

Curves, Tables of Tangential Angles and Multiples. Beazeley . . §&s
Dairying (British and Colonial). Sutherland Thomson. Demy 8vo 9s

Dairying Industry. Sutherland Thomson. Demy 8vo . . 10s 6d
Dampness in Dwelling Houses. Blake. Crown8vo . . Nearly Ready
Dangerous Goods. Phillips. Crown 8vo . . . . . 10s 6d
Decorator’s Assistant. Small Crown 8vo . . . 2364
Deep-Level Mines of the Rand. Denny. Royal 8vo . . . 258
Dentistry (Mechanical). Hunter, Crown 8vo . . . Bs

Diesgel or Slow-Combustion Oil Engine, Wells & Walhs-Tayler 8vo
New Ed. Preparing

Drawing. Pyne. 4to. . . . 5 . 8s 6d
Dredges and Dredging. Prehm Ro al Bvo \ . . 243
Drilling for Gold and Other Mmerals Denny. Mechurn 8v0 . 123 6d
Dynamics (Notes on). Thomas. Demy 8vo « « « « . Bs
Dynamo (How to Make). Crofts. Crown 8vo . . 23 6a
Dynamos (Alternating and Direct Current). Sewell. Lge Cr 8vo s 6d
Dynamos (Management of). Lummis-Paterson, Crown 8vo . . @s
Earthenware, The Manufacture of. Sandeman. Crown 8vo . . 12s
Earthwork Diagrams. Erskine-Murray and Kirton. 58 ; mounted, 7s 6d

Earthwork Manual. Graham. 18mo . . . . 3s6d
Earthwork Tables. Broadbent and Campin. Crown Svo . .« B8

All P-ublz’shed Prices are net
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Earthwork Tables. Buck. On asheet. . . .. . . 3s6d
Electric Light. Urquhart. Crown 8o . . . . . . 7s6d
Electric Light Fitting. Urqubhart. Crown 8vo . .« Nearly Ready
Electric Light for Country Houses. Knight. Crown 8vo . . 1s 6d
Electric Lighting and Starting for Motor Cars. Cross Demy 8vo
New Ed. Ncarly Ready
Electric Lighting and Heating. Walker. Fcap. 8vo . . . . B5s
Electric Motors. Crocker and Arendt. Medium 8vo. . . . 218
Electric Power Conductors. Perrine. Medium 8vo. . . . . 21s
Electric Power Stations. Klingenberg. Crown 4to . . . . . 28s
Electric Power Station: A 130,000-Kilowatt Power Station. Klingen-

berg. Crown 4to. . .« . Nearly Ready
Electric Ship-Lighting. Urquhart Crown 8vo ; . . 8sé6d
Electric Spark Ignition in Internal Combustion Engmes Morgan.
Medium 8vo . . 3 . @s
Electric Traction and Transmxssmn Engineering Sheldon and
Hausmann. Large Crown 8vo. . e\ v « 18

Electric Wiring Dxagrams and Switchboards. Hamson Crown 8vo . 15s
Electrical Calculations (Elementary). Sloane. Crown 8vo . . 1bs
Electrical Circuits and Connections. Bowker. Medium 8vo. . . 158
Electrical Dictionary. Sloane. Large Crown 8vo 5 . .« 218
Electrical Engineering (Elementary). Alexander. Crown 8vo . . &8
Electrical Engineering. Sewell. Large Crown 8vo . . . 7s6d
Electrical Horology. Langman and Ball. Crown 8vo N e 7s 6d
Electrical Installation Work. Havelock. Demy 8vo. . . . 158
Electrical Transmission of Energy. Abbott. Royal 8vo . . . 80s
Electrical . Transmission of Energy—Three-Phase Transmission.
Brew. Demy 8vo ‘ s NS s N e B8
Electrical and Magnetic Calculatzons Atkinson, Crown 8vo . . 12s
Electricity as Applied to Mining. Lupton. Medium 8vo . . 12s 6d
Electricity in Factories and Workshops. Haslam. LargeCr.8vo. 8s 6d
Electro-Plating. Urquhart., Crown 8vo. . . . . . 7s 6d

Electro-Plating. Watt. Crown 8vo ; . s N6 SJAP8

Electro-Plating and Electro-Refining of Metals. Watt and Philip.
Large Crown 8vo. . - e« e« e« o 15s

Electro-Typing. Urquhart. Crown Bvo . e +« « . bs

Embroiderer’s Book of Design. Delamotte. Oblong 8vo. . . 8s
Engineering Chemistry. Phillips. Crown 8vo . New Ed. Preparing
Engineering Drawing. Maxton and Malden. Crown 8vo . 8s 6d
Engineering Estimates, Costs, & Accounts. A General Manager. 8vo 9s
Engineering Progress (1863-6). Humber. Imperial 4to, half
morocco . Price £12 12s ; each volume, £3 3s
Engineering Workshop Handbook Pull. Royal 16mo . 3s 6d
Engineer’s Handbook (Practical)) Hutton. Medium 8vo. . . 21s
Engineer’s Measuring Tools. Pull. Crown 8vo . . . . 4s 6d
Engineer’s, Mechanic’s, Architect’s, Builder’s, &c., Tables and
Memoranda. Smith. Waistcoat-pocket size New Ld. Preparing
Engineer’s and Millwright’s Assistant. Templeton. 18mo . . 38

All Published Prices are net.
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Engineer’s Year-Book. Kempe. Crown 8vo N @ Annually 30s
Engineering Standards Association’s Reports and Specifications.
+Separate List on Application
English Literature, A Handbook of. Dobson. Crown 8vo . . B5s
Entropy as a Tangible Conception. Wheeler. Demy 8vo . 8s6d
Excavation (Earth and Rock). Prelini Royal 8vo . . . . 21s
Explosives—High Explosives. Colver. Royal 8%vo . . . £8 8s

Ezxplosives—Nitro-Explosives. Sanford. Demy 8vo . . . . 128
Factory Accounts. Garcké and Fells, Demy 8vo . . . . 158
Farm Account Book. Woodman. Folio . . . . . 10s 6d
Farm Gas Engines. Brate. Crown 8vo. . . . @Bs6d
Farmers’ Tables and Memoranda. [Irancis. Wamtcoat-pocket
size . . . 2s6d
Farmers’ Labour and Acennnt Book. Dalley Fcap Foho . . Bs
Farming, Practical. Shepherd. Demy 8vo . . . . Bbs
Fertilisers and Feeding Stuffs. Dyer. . . New Ed Preparing
Fertilizing Matermls, Mining and Manuiaetura Lloyd. Crown 8vo 12s
Fire Protection in Buildings. Holt. Demy 8vo . . . . 98
Forcing Garden. Wood. Crown 8o . . . . . . 43
Foreshores. Latham. Crown 8o . . . . . . . 25 6d
Forestry, Practical. Curtis. Crown 8vo . . . . Bs
Forestry : Complete Yield Tables for. Maw. Oblong . . s 6d
French Conversation, Guide to. De Fivas. 32mo . . &3 6d
French Grammar: De Fivas’ New Grammar oi French
Grammars . .« .« .+ . + 4. 4 . . 2s56a
Key to the Above s e« « . . 8s6d
French Grammar, Elementary. De Fn. as Crown 8vo . . 1s 6d
French Language : Introduction. De Fivas, Crown 8vo . . 25 6d
Fretcutting, The Art of Modern. Makinson. Crown 8vo. . 2s 6d
Founders’ Manual. Payne. Crown 8vo. . . . . . . 24s
Fruit Growing. Douglass. Large Crown 8vo . . .7s6s
Gas Engine, A Handbook on the. Haeder and Husk:sson 4to . 30s
Gas Engine Handbook. Roberts. Crown 8vo . . . . 12s 6d
Gas Engineers’ Pocket-Book. O’Connor. Crown 8vo. . . 12s 6d
Gas Manufacture, Chemistry of. Roylee. Demy 8vo. . . . 188
Gas and Oil Engine Management. Bale. Crown 8vo . . 3s6d
Gasfitting and Appliances. Briggs and Henwood. Crown 8vo . ©s
Geometry of Compasses. Byrne. Crown 8vo . . . . 8s 6d

Geometry for Technical Students. Sprague. Crown 8vo . . . 28
Gold Extraction, Cyanide Process of. Eissler. 8vo . . . 8s 6d

Gold, Metallurgy of. Eissler. Medium 8vo . . > i N . 258
Gold Mining Machinery. Tinney. Medium 8vo . . . . 12s 6d
Gold Working : Jeweller’s Assistant. Gee. Crown 8vo . . 8s 6d
Goldsmith’s Handbook. Gee. Crown 8vo . i ; . @6s

Granites and our Granite Industries. Harris. Crown 8vo . . 38

Grazing. The Complete Grazier, and Farmer’s and Cattle Breeder’s
Assistant. Youatt, Fream and Bear. Royal 8vo . . . 36s

All Pugli‘s,}:edml’rices are net.
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Hand Skefching for Mining Students. Lodge and Harwood.
Oblong Demy 4to e o o e ¢ s e o s 10s 04
Handybooks for Handicratts. Hasluck. Crown 8vo.
Metal Turner’s Handybook e« + « +« « + <« 1s 64

Wood Turner’s Handybook. . N B e . D . 1s 6d
Watch Jobber’s Handybook .« . .+« +« . 1s 6d
Pattern Maker’s Handybook . . . . . . . 1séd
Mechanic’s Workshop Handybook . . . . . . 1s 6d

Model Engineer’s Handybook . . . . . . . 1s 6d
Clock Jobber’s Handybook . . . . . . . . 1s 6d
Cabinet Worker’s Handybook . . . . . . <. 1s 6d
Woodworker’s Handybook . . . . .. .. . . 1séd
Heat, Expansion of Structures by. Keily. Crown 8vo . . . 4s
History : Mediseval Heresy and the Inquisition. Turberville.

- Demy 8vo . . . 10s 6d
History : The Inﬂnence o! tha French Revolutmn in English
History. Brown. Demy 8vo . 8s 64d
History : The Wars of the Roses, 1377—1471. Mowat. Demy 8vo 7s 6d
Hoisting Machinery. Horner. Crown 8vo . g _ . 8s 6d
Horticultural Note-Book. Newsham. Fcap. 8vo . . 7s 6d
Hot Water and Steam Heating and Ventﬂatwn. King. Med 8vo . 21s
House Owner’s Estimator. Siinon. Crown 8vo . : ; > . 4s
House Painting. Davidson. Crown 8vo ¢ : .« . s eéd
House Planning—How to Plan a House. Samson. Crown 8vo . ©6s
House Property. Tarbuck. 12mo . . 7s 6d
Houses, Villas, Cottages, and Bungalows !or Brxtxshers and Amancana
Abroad. Samson. Demy 8vo g . .« .« 7s6d

Hydraulic Power Engineering. Croydon Marks Bvo . «+ . 129 6d
INluminating and Missal Painting. Whithard. Crown 8vo . . B6s
Illumination, Art of. Delamotte. Small 4to . .« .« . s 6d
Inflammable Gas and Vapour in the Air. Clowes. Crown 8vo . 63
. Interest Calculator. Campbell. Crown 8o . . . . . . 388
Internal Combustion Engines. Carpenter. Medium 8vo . . . 38s
Inwood’s Tables for Purchasing Estates. Schooling. Demy 8vo . 9s
Iron and Metal Trades Companion. Downie : . . 93
Iron Ores of Great Britain and Ireland. Kendall. Crown 8vo . 18s
Iron-Plate Weight Tables. Burlinson and Simpson. 4to ¢ e 2bs

Irrigation (Pioneer). Mawson. Demy 8vo . . 128 6d
Jigs, Tools and Fixtures (Drawing and Design). Gates Crown 8vo. 8s 6d
Journalism. Mackie. Crown 8vo . . . 286d
Labour Disputes, Conciliation and Arbitraﬁon m. J eans.

Crown 8vo . . o N . 28 6d
Land Valuer’s Ass:stant Hudson Royal 3zmo . . 4s 6d

Lathe Design, Construction, and Operation. Perrigo. Med 8vo . 18s
Lathe Work. Hasluck. Crown 8vo. . « New Ed. Nearly Ready
Law : Every Man’s Own Lawyer. A. Barrister. Large Crown 8vo 15s
Lead, Metallurgy of. Eissler. Crown 8vo . : : 3 . .« 158

All Published Pyices are net.
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Leather Chemistry. Harvey. Demy 8vo . . . . . . 15s
Leather Manufacture. Watt. 8vo . . . . . . . . 158

Letter Painting. Badenock and Prior. Crown 8vo . . . . 2s
Levelling, Principles and Practice of. Simms. 8vo . . . . s
Lightning Conductors, Modern. Hedges. Medium 8vo . . . 8s
Limes and Cements. Dancaster. Large Crown 8vo . . . 73 6s

Liquid Fuels for Internal Combustion Engines. Moore. Demy 8vo 15s
Lockwood’s Builder’s Price Book. Crown 8vo . . Annually 73 6d

Locomotive Engine. Weatherburn. Crown 8vo . . . . 8g 6d
Locomotive Engine Development. Stretton. Crown 8vo . . . B5sg
Machine Shop Tools. Van Dervoort. Medium 8vo . . . . 28s

Magnetos for Automobilists. Bottone. Crown 8vo . . . 23 6d
Marble and Marble Workirz. Renwick. Medium 8vo . . . 18s

Marble Decoration. Blagiove. Crown 8o . . . . . . d4s
Marine Engineer’s Guide. Wannan and Lindsay. Lge. Crown 8vo.
In 2 vols.
Arithmetic . . + New Ed. Preparing
Elementarys, Verbals a.nd Drawmgs . + New Ed. Preparing
Marine Engineer’s Pocket-Book. Wannan. 18mo . . . 73 6d

Marine Engines and Boilers. Bauer. Medium 8vo . . . . 25s
Marine Gas Engines. Clark. Crown 8vo . . . . . 10s 6d
Marine Steam Turbines. Bauer. Medium 8vo . . . . 12s 6d
Marine Works. Latham. Demy 8vo . b ; s NG . 16s
Masonry. Purchase. Royal 8vo . . . . 9s
Masonry Dams from Inception to Oompletzon Courtney 8v 10s 6d
Measures (British and American). Foley. Folio \ . 8s 6d
Measuring and Valuing Artificer’s Work. Dobson and Tarn

Crown 8vo . " ; 8s 6d
Mechanical Engmearmg Terms (Lockwood’s chtlonary of).

Homer. Crown 8vo . . 9s

Mechanical Engineer’s Pocket-ZBook Clark and Pom les Small Svo 78 6d
Mechanical Handling and Storing of Material. Zimmer. Royal 8vo 63s
Mechanics Condensed. Hughes. Crown 8vo. . . . 23 6d
Mechanics of Air Machinery. Weisbach. Royal 8vo . +C (. RB8
Mechanics’ Workshop Companion. Templeton & Hutton. Fcp. 8vo 7s 6d
Mensuration and Gauging. Mant. 18mo . . . . . 4s
Mercantile Calculation Tables. Kirchner. Demy 4to. . 1\ early Ready
Metal Plate Work (Principles and Processes). Barrett. Crown 8vo 8s 6d
Metal-Turning. Horner. Large Crown 8vo : . . 128 6d
Metals and their Alloys. Vickers and Brannt. Royal 8vo. N early Ready
Metrology, Modern. Jackson. Large Crown 8vo .« « 123 6d
Military Observation Balloons. Widmer. Crown 8vo . . . 16s
Milk and Cream Testing. Thomson and Lowe . New Ed. Preparing
Milling Machines. Horner., Medium 8o . . . . . . 158
Mine Drainage. Michell. Royal 8&%vo . . . . . . . 258
Mine Rescue Work and Organization. Bulman and Mills.
Demy 8vo . . ¢ = N\.s @ : . 128
Mine Wagon and its Lnbncatmn. Pamely. Medium 8vo. . W78 6d

All Published Prices are net.
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Mineral Property, The Valuation of. O’Donahue. Demy 8vo 8s 6d
Minerals and Mining (Earthy). Davies. Crown 8vo . . . 12s 6d
Minerals and Mining (Metalliferous). Davies. Large Crown 8vo 12s 6d
Miners and Metallurgists, Pocket-Book for. Power. Fcap.8vo. 7s 6d
Miner’s Handbook. Milne, IFcap. 8%vo . . . . . . 97s6d
Mining, British. Hunt. Super Royal 8ve . . . . . . 42g
Mining Calculations. O’Donahue. Crown 8vo . . . . 4s 6d
Mining Examination Questions (1,200), Kerr. Demy 8vo . 2s 6d

Mining, Physics and Chemistry of. Byrom. Crown 8vo . . B©s
Mining : Machinery for Metalliferous Mines. Davies. Medmm S8vo 25s
Motor Car Catechism. Knight. Crown 8vo. . . . 3s 6d
Motor Car Construction. Brewer. Demy 8vo . Nee Ed. Pre paring
Motor Cycle Overhauling. Shepherd. Crown 8vo , . . 2s 6d
Motor Lorry Design Construction. Schaefer. Medium 8vo . . 18s
Motor Vehicles. Fraser and Jones. Medium 8vo . . . . 16s
Museum of Science and Art. Lardner . . . 21s
Naval Architect’s and Shipbuilder’s Pocket-Book Me.ckrcm and
Woollard. Icap. 8vo. . . . 16s

Oils and Allied Substances. Wright. Demy ‘8vo  New Ed. Preparing
Oil-Field Development and Petroleum Mining. Thompson do.
Qil Palm Cultivation. Milligan. Small Crown 8vo . . . . 8s
Ore Deposits of South Africa. Johnson.

Part IL.—The Witwatersrand and legnmsrest Goldfields and

Similar Occurrences. Demy 8vo . . e 0L s o\ Bs
Packing-Case Tables. Richardson. Oblong 4to . . . Bbs
Painting for the Imitation of Woods and Marbles. Vi an der Burg.

Roval Folio . . . . New Edition Nearly Ready
Paints : Their Chemistry and Teehno]ogy. Toch. Royal 8vo. . 380s
Paper and its Uses. Dawe. Crown 8vo e +« « « . 8seé6d
Paper-Making. Clapperton. Crown 8vo T | (i |
Paper-Making. Watt. Crown 8vo . . . ; . 8s 6d
Paper-Making, Chapters on. Beadle. vols Cro*.\n 8vo. Per vol. 6s
Pastrycook and Confectioner’s Guide. Wells Crown 8vo. . 2s
Patent-Rights. Hardingham. Demy 8vo . . New Ed. Prepa: ing
Pattern Making. Barrows. Crown 8vo. . . . . . . 14s
Pattern Making. Horner. Large Crown 8vo . . . . . 8g
Petrol Air Gas. O’Connor. Crown 8vo. . . . . . 25 6d
Petroleum and its Substitutes, Ohemistry of. Tinkler and Chal-

lenger. Medium 8vo . - . 158
Petroleum, Oil Fields of Russia and the Rnssmn Petroleum

Industry. Beeby Thompson. Royal 8%vo . . . . . 21s
Pigments. An Artists’ Manual. Standage. Crown 8vo . . . 3s
Plumbing. Blake. Crown 8vo . . . In Preparation

Portland Cement Industry. Brown. Medium 8vo  New Ed. Preparing
Portland Cement, The Modern Manufacture of. West. Royal 8vo.

In 2 volumes. . . « New Ed. Preparing
Pot Plant Culture. Davxdeon Crov.n 8\0 .« e : . . B8
Poultry Farming : Commercial. Toovey. Crown 8vo T RAYVEER

All Published Prices are net.

W, aniguepoiternlibrary.org 2024. 10



Creative Commorns 4.0 NC SA BY FREE DISTRIBUTION ONLY - NOT FOR SALE

I0 A Lust of Books
Producer Gas Practice (American) and Industrial Gas Engineermg

Latta. Demy 4to ; . : 308
Propagation and Pruning. N ewsham Demy Bvo VY 73 6d
Prospecting. Merritt. Fcap. 8vo . . « « « . . Bs
Prospecting for Gold. Rankin. Fcap. 8vo . . . . Ts6d
Prospector’s Handbook. Anderson. Small Crown 8vo . . . Bbs
Pumps and Pumping. Bale. Crown 8vo . e e e NS
Punches, Dies, and Tools. Woodworth. Medmm 8vo 4 28s
Radio and High-Frequency Currents. Larner. Crown 8vo N u‘uh Rmdy
Radiodynamics. Miessner. Crown 8vo . . % % S s« 128
Radiotelegraphy, Elements of, Stone. Crown 8vo . .+ . 16s 6d
Rating and Assessment. Webb. Demy 8vo e+« .« . 1Bs

Receipts, Formulas, and Processes. Hiscox. Medium 8vo . . 21s
Recoil of Guns. Rausenberger. Translated by Slater. Demy 8vo 12s 6d
Refrigerating and Ice-Making Pocket-Book. Wallis-Tayler. Cr. 8vo bs
Refrigeration, Cold Storage, and Ice-Making. Wallis-Tayler. Med. 8vo 158s
Reinforced Concrete Design Simplified. Gammon & Dyson. Crown 4to 158
Road Construction and Maintenance. Goldsmith. Medium 8vo . 21s
Roads : The Making of Highroads. Carey. Crown 8vo . . 3s 6d

Roof Carpentry. Collings. Crown 8vo. . . s N\a . 2s6d
Rothamsted Experiments. Tipper. Crown 8vo . . 4s
Rubber : its Cultivation and Preparation. Johnson. New Ed. P; eparing
Rubber Hand Stamps. Sloane. .Square 8vo . .+« +« . 7s6d
Rubber Planter’s Note-Book. Braham. Fcap. 8vo . . . . §8s
Safe Railway Working. Stretton. Crown 8vo . . . . 4s 8d
Safe Use of Steam. By an Engineer . . . . . . . 6d
Sailmaking. Sadler. 4to .- . . « . 128 6d
Sanitation, Water Supply, and Sewage Dlsposal ot country Houses.
Gerhard. Crown 8vo . ; A §:1
Savouries and Sweets. Miss A.Ilen Fcap 8vo e « « . 1s 6d
Saw Mills. Bale. Crown 8vo . . c N0y 9108 6d
Screw Cutting for Engineers. Pull. Crown Bvo . Yo/ 286d
Screw Threads. Hasluck. Waistcoat-pocket size s« \G /A28
Sea Terms, Phrases, and Words. Pirrie. Fcap. 8vo. . . 7s 6d
Sewage, Purification of. Barwise. Demy 8vo . . . 12s 6d
Sewerage Hydraulics. Coleman. Demy8vo. . . Aearh' Ready
Sewerage of Sea Coast Towns. Adams. Demy 8vo . . . . @68
Sewerage Systems. Watson and Herbert. Royal 8vo . . 125 6d

Sheet Metal Worker’s Instructor. Warn and Horner. Crown 8vo 8s 6d
Shipbuilding Industry of Germany. Felskowski. Super Royal 4to 10s 6d

Silver. The Metallurgy of. Eissler. Crown 8vo . . . . 12s 6d
Slide Rule. Hoare. Sm. Crown 8vo . . e N & W\ s @48
Smoley’s Tables—1. Logarithms and squates « o s N 27
2. Slopes and Rises . . ; . 24s
3. Loganthmc-Tngonometne Tables . . . Bs

Soap : Modern Soap and Detergent Industry. Martin. Royal 8vo
Vol . . . : . . Nearlv Ready

Soap-Making. Watt. Crown 8vo e B e wNs wa N« s \D
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Soap-Making Manual. Thomssen. 6" X 43"”. . .« . 12s6d
Soaps, Candles, and Glycerine. Lamborn. Medmm 8vo . . 54s

Solubilities of Inorganic and Organic Substances. Seidell. Med. Bvo 458
Spanish Grammar and Reader. Korth. Fcap. 8vo . . . 23 6d
Specifications in Detail. Macey and Allen. Royal 8vo . . . 80s
Specification, A Short. Cubitt. Oblong Demy 4to0 . . . . B5s
Specifications for Practical Architecture. Bartholomew. Revised

by Rogers. 8vo . . . . 16s
Stanley, William Ford : His Life and Work. Inwards Demy 8vo 2s 6d
Stationary Engines. Hurst. Crown 8vo | 924

Steam : The Application of Highly Superheated Steam to Loco-
motives. Garbe. Edited by Robertson. Medium 8vo . . 9s

Steam Engine. Haeder and Powles. Crown 8vo . .« . 10s 64
Steam Engine. Goodeve. Crown 8vo . . : . . 6s 6d
Steam Engine (Portable). Wansbrough. Demy 8vo e N o« N\s 08
Steam Engineering in Theory and Pract:lce. Hiscox and Harrison.
Medium 8vo . . : . ‘ . 21s
Steel Research commxttea’s Report Fcap Ioho . . . 81s 6d
Steel Thermal Treatment. Urquhart. Medium 8vo. . . . . 85s
Steel : Elliott’s Weights of Steel. Medium8vo . . . . £5 58
Stockowner’s Veterinary Aid. Archer. Crown 8vo . . . 7s @d
Stone Quarrying—Practical. Greenwell and Elsden. Med. 8vo . 15s
Stone Working Machinery. Bale. Crown 8vo . . . . 10s 6d
Strains, Handy Book for the Calculation of. Humber. Crown 8vo 7s 6d
Strains on Structures of Ironwork. Shields. 8vo e« « « . bs

Streamline Kite Balloons. Sumner. Medium 8vo ) . .« 10s 6d
Structural Engineer’s Pocket Book. Andrews. Crown Svo.. . 18s

Submarine Telegraphs. Bright. Super Royal 8vo . . . £3 3s
Submarine Torpedo Boat. Hoar. Crown 8o . . . . . 12s
Superficial Measurement. Hawkings. Crown8vo. . . . . 4s
Survey Practice. Jackson. 8vo . . . . . . . 12s 6d
Surveying. Whitelaw. Demy 8vo . . .+ . 12s 6d
Surveying for Settlers. Crosley. Small Cronn 8vo . +« . s éd
Surveying Sheets for Professional and Educational Use. Oblong
Royal 8vo . . . 1s 6d

Surveymg, Land and Marme Haskoll I..arge Crown 8vo . . 9s
Surveying, Land and Mining. Leston. Large Crown 8vo . .« 95
Surveying, Practical. Usill and Leston. Large Crown 8vo . 8s 6d
Surveying with the Tacheometer. Kennedy. Demy 8vo . . 12s 6d
Surveyor’s Field Book for Engineers and Mining Surveyors.
Haskoll. Crown 8vo . . +« « « « 12s 6d
Tanning Materials & Extract h!anuhcture. Harvey. Demy 8vo . 15s:
Tanning (Practical). Rogers and Flemming. Medium 8vo . . 45s
Tannins (Synthetic). Grasser and Enna. Demy 8vo .« . 12s
Tea Machinery and Tea Factories. Wallis-Tayler. Medium 8vo 288
Technical Guide, Measurer, and Estimator. Beaton. Waistcoat-

pocket size . S T Y
Technical . Terms : Enghsh-Freneh, Freneh-English, Fletcher.
Walstcoat-pocket size . . « & s\ & s\ s o8
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Technical Terms: English-German, German-English. Horner
and Holtzmann. Waistcoat-pocket size . . . 3s6d

Technical Terms : Enghsh-Spamsh, Spamsh-Englmh. Monteverde.
Waistcoat-pocket size . . « . 38

Telephones : their COnstmotmn, Installatmn, Wu-mg, Operation,
and Maintenance. Radcliffe and Cushing. Fcap. 8vo . 9s

‘Telephones : Field Telephones and ’I'elegraphs for Army Use
Stevens. Crown 8vo . i " . . 38

Timber Merchant. Richardson. Fcap 8vo . o N 4s

Timber Merchant’s Companion. Dowsing. Crown 8vo . ' 33 6d
Tools for Engineers and Woodworkers. Horner. Demy 8vo . 10s 6d
Toothed Gearing. Horner. Crown 8vo. . . New Ed. Preparing
Traverse Tables. Lintern. Small Crown 8vo . ; . . 3s 6d
Tropical Agriculture. Johnson. Demy 8vo. . . . . ., b8
‘Tunnelling. -Prelini and Hill. Royal 8vo . . e« . . 18s
Tunnelling, Practical. Simms and Clark. Imp. 8vo. . . . 21s
Tunnel Shafts. Buck. 8vo e« o+« e+ + . 12 6d
Upholstering. Bitmead. Crown 8vo . . g . . .+ 2s6d
Urban Traffic, Principles of. Stone. Crown 8vo. . . . 8s 6d
Valuation of Real Property. Webb and Hunnings. Demy 8vo 8s 6d
Valuation of Real Property. Lamputt. Crown 8vo . . . 2s 6d
Valuation, Tabular Aids to. M’Caw and Lyons. Crown 8vo . . 53

Vegetable Culture. Davidson. Crown 8vo . ’ . . : 4s 6d
‘Wages Tables. Garbutt. Square Crown 8vo . . . . . 6s
Watchmaker’s Handbook. Saunier. Crown 8vo. . . . 12s 6d
Watch Repairing. Garrard. Crown Svo « & . . « . Bs
Water Engineering. Slagg. Crown 8vo e« .« . s ed
‘Water, Flow of. Schmeer. Medium 8vo . : . . . . 18s
Water Supplies. Rideal. Demy 8vo . . . . . . 8sé6d

Water Supply of Cities and Towns. Humber. Imp. 4to . . £6 6s
‘Water Supply (Rural). Greenwell and Curry. Crown 8vo . . @s
Water Supply of Towns and the Conmstruction of Waterworks,

Burton. Super Royal 8vo : e e e+ . . 28
Weight Calculator. Harben. Royal 8vo e e e Ne QG 258
Wire Ropes for Hoisting. Crown 4to . . .+ 20s

‘Wireless Telegraphy. Erskine-Murray. Demy 8vo N ew Ed Prepa:rmg
Wireless Telegraphy (Framework of). Cadilhac. Demy 8vo . 4s 6d
‘Wireless Telephones.}: Erskine-Murray. Cr. 8vo New Ed. Nearly Readv
Wireless Telephony. Ruhmer. Demy 8vo . . . . . 10s 6d

Wood, The Seasoning of. Wagner. Royal 8vo . . . . . 21s
Wood-Carving for Amateurs. By a Lady. Crown 8vo . . 2s 6d
Woodworking Machinery. Bale. Large Crown 8vo . . . 10s 6d

Woodworking Machinery for Small Workshops, Ball. Cr. 8vo
In Preparation,

‘Workshop Practice, Modern. Pull. Large Crown 8vo . . . 16s
‘Works’ Manager’s Handbook. Hutton. Medium 8vo . . . 18s

All Published Prices are net.
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Publzsked by Crosby Lockwood and Son 13

PRACTICAL HANDBOOKS FOR HOME STUDY.

Issued by THE AMERICAN TECHNICAL SOCIETY.
Agents: CROSBY LOCKWOOD & SON.

NOTE.—The Prices hercin quoled are based on American Prices
and therefore subject to revision without notice.

Air Brake. Ludy . s Nw N wm O mNwm 7s 6d
Alternatmg-Current Maehnery. Esty . . . . . . . 18s
Architectural Drawing and Lettering. Bourne . . . . 7s 6d
Armature Winding. Moreton . " o N\ s Mg . 10s

Automobile Construction and Repmr. Hall. . .« « . 15s
Automobile Ignition, Starting and L:ghting. Hayward . . . £2
Bank Bookkeeping. Sweetland . AN 7s 6d
Blueprint Reading. Fairfield and Kenison . . . . . . 10s
Bridge Engineering—Roof Trusses. Dufour : N @ " . 158
Building and Flying an Aeroplane. Hayward 5 « w\ v D8
Building Code. Fitzpatrick . & & S e 7s 6d
Building Superintendence. Nzchols ; . 10s
Building Superintendence for Reinforced COncreta Btmetnres. "Post 7s 6éd
Building Superintendence for Steel Structures. Belden . . 7s 6d
Business English and Correspondence. Barrett . . i @ 78 6d

Carpentry. Townsend . ~ v e 7s 6d
Civil Engineering Speezﬂeatxons and Contracts. Ashbridge . . 10s
Commercial Law. Chamberlain . v 2n s« . e« 203
Compressed Air. Wightman . « » & Je) 78 6d

Contracts and Speclﬁcatmns Nlchols > i ; ; ; : 7s 6d
Corporation Accounts and Voucher System. Grifith. . h . bs

Corporation Law. Abbott, Sprmger, and Gﬂmore w oyt S w HOB
Cotton Spinning. Hedrick . - oo/ E 12s 6d
Dams and Weirs. Bligh . e N o5 o s N\N& el 10s
Descriptive Astronomy. Moulton . . . . . . . . 10s
Electric Railways. Craveth . . . . . . . . 7s 6d
Electric Lighting. Harrison . . . N s BN W 3 10s
Electric and Gas Welding. Cravens . . . . . . " 75 6d
Electrochemistry and Metallurgy. Burgess . . . . . 7s 6d

lectrochemistry and Welding. Burgess . . . . . . 10s

lements of Electricity. Mﬂhkan S U 7s 6d
Elevators. Jallings . . i Nd 8 NG s s, B 12s 6d
Estimating. Nichols . Nowm N & N & N s 78 6d
Fire Insurance Law. Hardy e Nx  w Ne o N s\ » 10s

Fireproof Construction. Fitzpatrick . . . . . . 12s 6d
Ford Car. Bayston . . . . . . .. .+ .+ .+ . 10s
Forging. Jernberg . . . . . A P 78 6d

Foundry Work. (;ray ; e« +« « o 1o0s
Freehand and Perspective Drawmg Everett . . . . bs
Gas and Oil Engines and Gas Producers. Marks . . . 12s 6d
Gasoline Automobile. lLougheed . . . . . . . 7s 6d
Gasoline Tractors. Hayward . . . . . . . . 7s 6d

Getting & Good Job. Barrett . b I A bs
All Published Prices are net.
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Heating and Ventilation. Hubbard . . e N . 10s
Hydraulic Engineering. Turneaure and Black . . . . . 15s
Interior Electric Wiring. Nelson . . . o\ . 125 6d
Locomotive Boilers and Engines. Ludv . R . Nz B 7s 6d
Machine Design. Wallace . . » : > ; . 10s

Machine Drawing. Grifin and Adams 3 . . . . . 10s
Machine-Shop Work. Turner and Perrigo . g > : : 12s 6d

Mechanical Drawing. Kenison i . bs
Meter Testing and Electrical h!aasurements Bushnell and Turnbull 7s 6d
Modern American Homes. Von Holst . . .« < 10s
Modern Land and Submarine Telegraphy. Macomber . . . 58
Modern Radio Practice. Haywara . . . . . . . . 10s
Modern Road Construction. Byrmne > s 3 . 7s 6d

Orders of Architecture. Bourne, Brown and Holst . . . . 158

Oxy-Acetylene Welding Practice. Kel. . . . . . . 98
Pattern Making. Ritchey and Monroe T WP 78 6d

Plumbing. Gray and Ball . i 7s 6d
Portfolio of the Orders. Bourne, Brown, and Holst . . . 10s
Power Stations and Transmmmons. Shaad . . . . . . 10s
Practical Aviation. Chas. B. Hayward. . . . . . . 188
Practical Bookkeeping. Griffith « No o No o 7s 6d

Practical Mathematics. Nobbs and Waxte ; : ; ) " 7s 6d
Railroad Engineering. Webb . . . . . . . . . 188
Real Property Law. Kales . . &N . . . : 12s 6d

Refrigeration. Arrowood . . AN N,
Reinforced Concrete. Webb and Gibson . . . . . . 10s
Sewers and Drains. Marston and Fleming . . . . . 7s 6d
Sheet Metal Work. Neubecker . .+ .« . 10s

Small Motors, Transformers and Eleetromagnets N 12s 6d
Stair Building and Steel Square. Hodgson . . . . . . 88

Standard Legal Forms. Lee . N s v /e s SN w108
Steam Boilers, Care and Operatmn. Kuss . . . of A 7s 6d
Steam Boilers, Construction and Design. Kuss . v A S s 7s 6d
Steam Engines. Ludy . e a8 g . 10s
Steam Engine Indicators and Valve Gears Lud ¥ e A 7s 6d
Steam Turbines. Leland . . : ; N 5 78 6d
Steel Construction. Burt . . i N e \e 12s 6d
Storage Batteries. Crocker and Arendt , M 7s 6d
Strength of Materials,. Maurer U VT " 7s 6d
Strvctural Drafting. Dufour . . . . . . .+ . . b8
Sorveying, Finch . . . . . . : . . . . 10s
Switchboards. Adams ? . : A ) i 78 6d

Telephony. Miller and M’Meen " : N i o " y £1 8s
Tool and Die Design for Beginners. Shailor A N . 7s.6d

Tool Making. Markham . . ; . ; ; . 10s
Trigonometry, Plane. McCarty > . o8
Underwriters’ Requirements or Safe Electncal Installatmns. P:erce 7s 6d
Vocational Guidance. McKinney-Simons ‘ . . 10s

W:_reless : How to Become a Wireless Operator. Hayward . .« 10s
All Published Prices are net.
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. A SELECTED LIST OF .
WEALE'S SCIENTIFIC AND TECHNICAL SERIES.

Arranged according to Subjects.

Acoustics, Smith (116) ¢ '\ .
Agricultural Surveying, Scott (245).
Animal Physics, Lardner—
Part I (183) . . .
Part 11 (184) . . . .
Arches, Piers, &c., Bland (111).
Architecture, Ancient (128, 130)
Design, Garbett (18 g
Grecian, Aberdeen (130) .

of Vitruvius, Gwilt (128)
Orders, Leeds (16) . .
Orders and Styles (16, 17)
Styles, Bury (x7) . . .
Archftect)ural Modelling, Richardson
12? L ]

L ] L]

L] L] L] L ]

L]
*
L]
]
.
L]
L]
L ]

- L ]

Arithmetic, Young (84) . . .
Do. do Key (84*) . .
Equational, Hipsley (s8) . .
Blast(ing) and Quarrying, Burgoyne
35):  « o« e e e .
Boile(rma;cers' Assistant, Couriney
ZII L L ] L ] L ] * L]
Ready Reckoner, Couriney (254) .
Bookkeeping (83) e\ N\
for Farmers, Woodman (266) :
Boot and Shoe Making, Leno (262) .
Brass Founding, Grakam (162) . .
Bricl(:-%u;:ting & Setting, Hammond
265 D T
Bricklaying, Hammond (189) . .
Briokwork, Walker (252) . . .
Bridges (Iron), Pendred (260) . .
(Tubular and Girder), Dempsey (43)
Building, Beckett (206) ~S R
Estates, Maitland (247) . . .
Science of, Tarn (267)

Calc?lus,) Differential, Woolhouse
101 T T
Carpentry and Joinery, Tredgold,

Plates, 4to (x82%). . . .
Cattle, Sheep, & Horses, Burn (142).

Cements, Pastes, Glues, Standage (276)

Circu(lars‘;ﬂr’ork in Carpentry, Collings
25 e m Nuw _wm . w N s
Coach-Building, Burgess (224) . .
LCoal Mining, Smyth (180) . . .
Colouring, Grammar of, Field (186) .
Compound Interest and Annuities.
Thoman (1g6) . . . g
Cottage Building, Allen (42) . .
Gardening, Hobday {23223 o N\
Dairy, Pigs and Poultry, Burn (145)
Decoration, Elementary House,
Facey(229) « « . .« .

2/6
2/6

4/6
3/6
2/-
6/-
3/-
1/6
s5/-
2/6
5/-
2/6

2/-
3/-
2/6
2/-

i
1
i
[ ]
[}
]
i

- - mr s mEmEE moo

: Masonry and Stone-Cutting

¥

All these Prices are net.

Decoration, Practical

Facey (257) . . . o Na
Drainage of Lands, Dempsey (268) ,
Draining & Embanking, Scolt (239)
Drawing and Measuring Instru-

ments, Heather (168) . . .
Dwelling Houses, Brooks (132) . .
Electric Lighting, Swinion (282) .
Fa(rm )Roads and Fences, Sco#t

241 - L ] - L - L ] L]
Farming Economy, Burn (141)
Foundations, &c., Dobson (44) .
French Pulishing, Bitmead (281)
Fruit Trees, Du Breuil (177) .
Garden Receipts, Quin (233) . .
Gas Works, Hughes & O'Connor (212
Geology, Historical, Tate (173) . .

Physical, Tate (174). . . .
Geometry, Descriptive, Heather (76)
Plane, Heather (178) v
Grafting and Budding, Baltet (231) .
Hall-Marking of Jewellery, Gee (249)
Handrailing and Staircasing, Col-
lings (230) . g " p :
Health, Management of, Baird (112%¥)
House Book (112, 112%,194) . .
Decoration, Facey (229, 257) ‘
Manager(z94) . . .. . .
Human Understanding, Locke (153) .
Irrig?tio:; and Water Supply, Scoit
240 S e BN N\
Join%s é.;sed by Builders, Christy
22 L) - . - L] L[ 3
Kitchen Gardening, Glenny (201) .
Land, Ready Reckoner, Arman (61) .
Lauc{edagstates Management, Burn
20 L] . .
Light, Tarn (269). . . . .
Locomotive Engine Driving, Rey-
nolds (255) . . . . .
Engineer, Model, Revnolds (278) .
Logarithms, Law (204*) . . .
Logic, Emmens (150) . . . .
Machinery, Details of, Campin (236)
Marine Engineering Elementary,
Brewer (275) . .+ .

House,

[ ] L] L] L

L]

(25f >
Masting and Rigging, Kippin ) .
Mate(ria%s) & COBSthtiOIi E'a(rsnt{un
21 - - L] [ ] L ] [ ]
Mathematical Instruments, Heather
(168-9_?0) ™ . . . . .
Mathematical Tables, Law and
Young (204) . . . .

All Publislzeﬁ-érices a; net.
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Mathematics, Campin (227) .

‘Measures, Weights, and Moneys,
Woolhouse (221) . . .

Meat Production, Ewart (250) . .

Mect;amc)al Engineering, Camp:’n
223

Medicine, Domest;c, Goodmg (nﬂ)
Mensuration and Measuring, Baker

(93). .
Lﬁne(ral )Sunreyors Gmde, Lintern
195 . .

Mining Tools, Morgaus (172) W @
Morgans, Plates, 4to (172%) . .
Music, Spencer (69) .
Natural Philosophy, Tomlinson (z) ;
Navigation & Nautical Astronom},
Young (99) .
Greenwood and Rosser (55)
Optical Instruments, Heather (169)
Organ Building, Dickson (235) .
Painting, Fine Art, Guilick and
Timbs (181) s & Al 32
Perspective, Pyne (zo) ~S-
Pianoforte, Spencer (71)
Pioneer Engineering, Dobson (2 x3)
Plastering, Kemp (273) . .
Pneumatics, Tomlinson (12) .
Portland Cement, Faija (248) . .

. T 5 &

36

3/-
3/

. Surveying, Baker and szan (60)

Quantities & Measurements, Beafon

(156) .
Roads and Streets, Law, Clark and
Tayler (197) . . . .

Sailmaking, Kipping (149) % @
Sanitary w::rkpg‘hgg (203) .
Sewage, Irrigation, &c., Burn (146)
Shee::-\{s%tal Workers’ Gmde, Crane
23 %
Shoring, Bfagrovc {261)
Silversiniths’ Handbook, Gee (225)
Slate( ant)i Slate Qua:rymg, Davies
21 .
Smithy and Forge, Crane (237) .
Soils, Manures, and Crops, Burn (140)
Stauianaﬁr)y Engine Driving, Ra:.motds
2 " :
Steam Engine, Lardner (34 )

. »

[ ]

Instruments, Heather (x70) .
Subterraneous, Fenwick (1 17) .
‘I‘ree( Pla;:ter and Propagator, W ood
209 L ] L J L ] L] - »
Pruner, Wood (210) .
Vent(llatl)on of Bmldmgs. Buchan
271 L ] #
Water, Power of, Glynn (82) ;
Well Sinking, . Swindell & Bumdl(31)

WEALE’S EDUCATIONAL SERIES.

English Grammar, Clarke (x1) . .

Greek Grammar, Hamilton (14). .
Lexicon, Hamsl
Greek and English (15) .
English and Greek (17) .
Complete in 1 vol. .

Latin Grammar, Goodwin (19)
Dictionary, Good

L ] L] L] L ]

win—
Latin and Englzsh (20) . . .
English and Latin (22) . . .
Complete in 1 vol. . N\
Itahan Grammar, Elwes (27)
Triglot Dictionary, Elwes, Engllsh-
French-Italian (30) o
French- Itahan-i:nghsh (32) W G
Spanish Grammar, Elwes (34) . .
Dictionary, Elwes (35) . =« .

2/- |

a,, "

3/-
"2/6
6/-
2/-

French Grammar, Strauss (24) . .
German Reader, Strauss (40) . .
Hebrew Dictionary, Bresslau—
Hebrew and English (44 . i
English and Hebrew (46 "
Hebrew Grammar, Bresslaw (46*)
Frenz:h )and English Phrase Book
47
Compos:t(wél) and Punctuatmn, Bre-
nan (4
Derivative Enghsb Spellmg Row-
botham (49) . .
Extempore Speaking, Bautain (51)
Portuguese Grammar, Flwes (55) .
Dictionary, Elwes (56) .
Casar’s Commentaries on the Gallic
War, Young. . . . .

All Published Prices are nel.

LONDON: CROSBY LOCKWOOD & SON,
7 STATIONERS’ HALL COURT, LUDCATE HILL, E.C.4.

Printed in Great Britain by UNWIN BROTHERS, LIMITED, LONDON AND WOKING.
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