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The Art of

S5 TENCILLING

by
LYN LE GRICE

tencilling as a decorative art has a long
and varied tradition around the world.
Over the centuries the stencil has created
an incredible diversity of visual effects,
from the simple imagery of the medieval
church to the delicate patterns of Japanese
costumes and the bold colors and cheerful
motifs of American country craftspeople.

Now stencilling has been given new life,
thanks to the genius of Lyn Le Grice. One
of Europe’s leading stencil artists, Le Grice
combines traditional stencilling techniques
with a decidedly unconventional medium—
tough acrylic lacquer spray paints—and her
own boundlessimagination to create designs
of great charm and originality.

Evocative color photographs of Lyn’s
work in elegant private homes, stylish
hotels, shops, and even nightclubs show
the exceptional diversity of stencilling.
She demonstrates how stencils can be
used to surprisingly subtle and sophisti-
cated effect on floors, walls, fabrics such as
draperies, table linens and bedclothes, ta-
bles and chairs, cabinets, and many other
surfaces, all with the delicate layers of color
and intricacy of design that are her trade-
marks. There are step-by-step instructions
for creating your own lovely stencilling
projects: everything from finding sources
of imagery to drawing, cutting, fixing, and
spraying your design. And, as a special

(continued on back flap)
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FOREWORD BY

H.R.H. PRINCESS MICHAEL OF KENT

hen Lyn Le Grice first came into my life, |

thought stencilling was something the child-
ren did. And indeed it is. Simplicity has never been a
drawback to originality or pleasing design, as the
earliest stencils on cave walls show. I myself am
attracted by the two-dimensional quality of painted
repeated patterns, eliminating that ‘dead’ feeling
paper borders so often have. Some years ago we
bought a large old Cotswold house whose exterior
grand classical proportions masked the local crafts-
men’s wobbly walls inside. The gloomy north-facing
staircase, four stories high, cried out for a pattern and
sunshine colours (no wonder there were rumours of
ghosts), but no wallpaper could ever be matched
against the eccentric undulations of its surface. [ saw
Lyn’s work in a magazine and consulted her. As an
interior designer, I had some ideas of my own, and
what I suggested must have truly dismayed her in its
complicated intricacy, but the result is a triumph -
yellow watered-silk ‘damask’ walls which no one
believes have been stencilled.

The methods and techniques described by Lyn in
this informative and instructive book illustrate well
that everyone has a place for stencilling somewhere
in his or her home, as well as demonstrating how easy
it is to try oneself. It is also particularly pleasing, in
these days of mass production and mechanical tech-
niques, to find old crafts being revived with such taste
and skill as Lyn Le Grice has done with stencilling.
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STENCILLING AS A TRADITIONAL ART

An enamel porridge bowl: is that my first mem-
ory of the versatile stencil? Or a child’s stencil-
ling pack, exuding the smell of the linseed-oiled paper
as the lid was lifted off the flat cardboard box? I
remember the feel of the machine-cut design and the
unsuitable harshness of the bristle brush, which
never produced the clear surface of colour and the
crisp edge that | wanted. The memory remains of the
pleasure of drinking from generous French coffee
bowls with round-petalled flowers or eating off Por-
tuguese platters sparsely scattered with bottle-green
leaves and mulberry-coloured grapes.

Stencilled imagery, always recognizable by its for-
mal structural divisions, is seen in varied and unex-
pected contexts. At its most utilitarian it marks out
brands and symbols on the jade tarpaulins of Euro-
pean juggernauts. It is found brightening the kitchen
shelves of young homemakers on enamelled dom-
estic ware from Poland and China. It can be seen on the
rough wooden casing of presentation tea-chests, dec-
orated with palms and coolies, or on black lacquered

Opposite: A nineteenth-
century Japanese stencilled
kimono.

Below left: A prehistoric
stencilled hand from the
Lascaux caves. Below right:

souvenir trays with gilded birds among branches and
camellia blooms, cheap treasures brought home by
early nineteenth-century sailors.

Stencilled imprints may also be seen in the form of
pale and delicate wistaria and butterflies on a cotton
kimono, or a richer fragment of Persian silk hanging
on a museum wall. Pale and powdery stencilled
murals tell of the once colourful embellishments of
our medieval churches and halls, whose imagery
taught the illiterate faithful the lessons of the Bible,
while manuscripts and psalters for the literate were
illuminated with decorative stencilling.

This fleeting succession of images merely indicates
the resilience and diversity of a method that extends
far back into history, to the ancient civilizations of
China, Japan and Persia, and back still further to the
cave art of prehistoric man. In the caves of Lascaux in
France a human hand was used as a living stencil,
outstretched fingers daubed around with earth
colour, serving perhaps as some primitive form of
signature.

A stencilled tea-chest with
the original metal stencil in

place, centre.
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Opposite: A stenctlled panel
in the Castle Museum,
Colchester. Above: The
Commandery Chapel,
Worcester; top: a detail
showing more rlm-rIy the
red stencilled flowers of the
background. Right: A
stencilled panel at Saffron
Walden, in delicate hues.
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Early English stencilling was such an unexception-
al and under-prized practice that few records of it
remain. Visual evidence is also rare: the rich patterns
and colours that decorated the medieval churches and
halls of the thirteenth and fourteenth centuries have
been almost completely erased by the passage of
time. However, by the fifteenth century there is
material proof that the stencil was used as a device by
which to repeat the pure pattern-work that was part
of these interiors. In imitation of the richness of
gilded brocades, patterns were transferred by ap-
plying, through the stencil, a gluey varnish to plaster
and wood, which were then powdered over with gold
and other heraldic colours in pigment form. An
exquisite example of this process is still to be found
on thirteen panels of a rood-screen in the parish
church of Ranworth, Norfolk. Here the primavera-
like pattern of the golden flowers is formally stencil-
led across the dark-green ground, which provides a
setting of great beauty for the finely executed saintly
figures. Further fluentstencilling is to be found in the
foliage on the panelled surrounds, imparting a
strangely three-dimensional quality.

In the small whitewashed Chapel of the Templars’
Commandery of St Wulstan in Worcester, a medieval
wall painting was uncovered in the 1930s, depicting
St Michael weighing souls (see p. 11). Stencilled
dominantly across the whole of the background of
this extraordinary scene is a large, repeated, formal-
ized flower, interspersed with a smaller conven-
tionalized flowerhead. The Hospice of St Cross at
Winchester is recorded as having walls with “stencil-
led pattern on the surface itself’, thought to be work
carried out for Cardinal Beaufort in 1500. Both these
examples seem to typify the use of the stencil during
this period, forming as they do a background of
regular patterns behind symbolic religious figures.

In the early 1500s, we see an increase in the use of
the stencil, for, in addition to its place in religious
houses, there is evidence that it moved into the
scholastic world. Examples, similar in their nature to
those of the stencilled patterns at St Cross, are
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recorded as being found at the colleges of Christ
Church in Oxford and Trinity in Cambridge. At
Christ Church the design was carried out on wall-
paper, stamped 1509, and at Trinity the stencilling
was applied directly to the plastered surface.

In Tudor and Jacobean times, the stencil was em-
ployed in order to create simple schemes of ornament
and to break up the ground of the walls into panels.
Designs were built up from simple forms of squares
and lozenges and, where the design was more com-
plex, the stencil was reversed from panel to panel. In
the Castle Museum at Colchester, something of a
centre for the preservation of early stencil work,
there is a fine example (see p. 10).

In nearby Saffron Walden, there is another more
complex example of the East Anglian penchant for
the stencil, in which a more intricate pattern is
achieved by superimposing a secondary colour, green
upon paler green, to achieve the effect of veined
foliage (see p. 11).

The popularity of stencilling as a secular art was to
be short-lived, for it posed such a threat to the
powerful Painters” and Stationers’ Company of Lon-
don that it caused the Company to declare the art ‘a
false and deceiptful work and destructive to the art of
painting, being a great hinderance of ingenuity and a
cherisher of idleness and laziness in all beginners of
the said art”. This was obviously an outrageous piece
of propaganda, for, on the contrary, the stencil is
clearly a tool of great ingenuity and, indeed, often
demands considerable stamina in its use. Was it an
expression of some fear that, once the cut design
found itself in unskilled hands, these hands would
prove unexpectedly adept and the practised hands of
the master craftsman would be left unemployed and
idle? The company must have wielded considerable
influence — or was it merely coincidental that stencil
decoration faded from the scene for almost a century,
apart from a small pocket of East Anglia where its use
seems to have endured with particular tenacity?

Travelling west to Somerset one comes to another
area where early stencilling is recorded. That records



are available is due mainly to James Ayres, a scholar
of vernacular interiors who has made meticulous
records of half a dozen interiors in and around Bath.
Itis interesting to note that, in the main, these are not
principal rooms but small, intimate back rooms with
fragile, dappled interiors, rooms that could have been
described with care by Jane Austen as apt settings for
her pensive heroines. Mr Ayres has in his collection a
remarkably fine stretch of matchboarding dated 1840
— stencilled with fragments of blues and oversten-
cilled with coral on a pink ground — rescued from a
house in Sharpstone, Freshford, near Bath (see p. 11).
This simple domestic use of the stencil is described in
Loudon’s Encyclopaedia of Cottage, Farm and
Villa Architecture of 1836 as ‘not unsuitable for
cottages of the humblest description, on account
of its cheapness; and because, in remote places, or
in new countries, it might be done by the cottager
himself or by the local plasterer or housepainter’.

Canvas paintings being the prerogative of the rich,
householders of more modest means turned to deco-
rated papers instead. These papers were first pro-
duced in woodblocked squares of pattern and were
used for lining niches, cupboards and chests; a natu-
ral development was for individually stencilled
squares to be joined together to form twelve-foot
lengths and applied, in adjoining strips, to entire
walls. The first wallpapers were stencilled in imita-
tion of cloth in order to recreate the illusion of the
luxury of rooms hung with tapestries and floral
brocades. The old practice of using leather or oilcloth
stencils for applying the glue to a surface was revived,
but instead of applying particles of gold to the tracery
of sticky patterning, powdered shearings of wool
were scattered over it, resulting in the unique plush,
tactile finish of flocked wallpaper.

In addition, stencils were also brought in as a
means by which to print pure blocks of colour on
papers, which were then further overworked with
woodblocks with representational outlines of birds,
fruit and flowers — imagery that evoked woven Spi-
talfields silks. The craftsmen soon became so skilled

s

in the manipulation of pure stencilled blocks of colour
that eventually designs were created that were elabo-
rate enough in themselves to stand alone without the
overprinting. A supreme example of this singular
skill was found in Colchester, where a room of Holly
Trees House was papered with a magnificently robust
design. A tree of life with solidly curling leaves,
reminiscent of crewel-work, grows from a base of
tussocks in beautiful blues and ochre, and this is
accompanied by a pole furled with smaller leaves,
which forms the border that brims the top.

Stencilled wallpaper was introduced because its
cost compared so favourably with that of cloth (even
in the 1740s, cut velvet was twenty-five shillings a
yard and damask twelve shillings a yard, by compari-
son with flocked wallpaper, which was four shillings a
yard), but ironically its very popularity led to its
demise, as the growing demand for patterned paper
prompted the invention of cheaper and more highly
mechanized processes. For while the stencilled paper
at Holly Trees stands as a splendid emblem of the
stenciller’s art, with all its colour variations, it must
have been excessively expensive to produce. There
are excellent examples of seventeenth-, eighteenth-
and nineteenth-century stencilled wallpaper in the
Victoria and Albert Museum, including fragments
from The Grove in Highgate and Clandon Park in
Surrey (see p. 14).

However, the gentle art of stencilling did not die
out completely in Victorian England, geared as it was
to mechanization and mass production. Influential
voices, like those of Pugin, Ruskin and Morris, were
raised against the squandering of the craftsman’s
traditional skills, and stencilling reappeared in the
interiors of adherents of the Arts and Crafts Move-
ment. The architect William Burges saw the decora-
tive potential of the stencil and used it to great effect
both in his interiors and on furniture, examples of
which can be seen in the Victoria and Albert
Museum. On one piece one finds a stencilled row of
golden hedgehogs, snout to snout, and on another,
facing each other on the cupboard door, a pair of
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Opposite, far left: The edge
of a piece of stencilled
matchboarding, c. 1840.
Opposite: Fragments of
eighteenth- and nineteenth-

century stencilled wallpaper
in the Victoria and Albert
Museum. Right: A strongly

coloured stencilled cupboard
by William Burges.
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ferocious dogs, labelled ‘Beware’ and ‘I bite’, a veiled
warning to prying fingers (see below).

Having chosen to include a particular Burges sten-
cil design in this book, I was delighted to discover at a
London antiques fair the actual piece of furniture on
which it was used (see p. 15). A plain and unremark-
able chest of drawers is transformed into something
far more distinguished by stencilled decorations in
yellow on a brick-red ground, a colour combination
that evokes the richness of medieval gilding. The
inset portrait panels by Charles Rossiter add to the
charm of the chest, showing a smock-clad rustic on
one side and a dandified city-dweller on the other. It
is interesting to note that part of the rough design has
been pounced, that is, finely perforated along its
outlines so that, when placed on another surface, it
can be dusted with chalk or charcoal to leave behind a
dotted impression of the design.

The movement which adopted stencilling most
wholeheartedly towards the end of the last century
was that of Art Nouveau. The unique and controver-
sial talents of Charles Rennie Mackintosh and his
partners, in the group known as the Glasgow Four,
produced strange and unconventional stencilled im-
ages like those commissioned for Miss Cranston’s
tea-rooms in Glasgow. The elongated backs of the
chairs made for the Rose Tree tea-rooms are stencil-
led with a Celtic conception of that flower, while
stencilled banners, showing roses entwined round
the highly stylized figure of a woman, decorate the
walls. The group’s exhibits at the Arts and Craft
Exhibition of 1896 were received at first with shock
and disdain; although he eventually gained general
recognition, Mackintosh was always more appreci-
ated in Europe than in his own country.

Left: Stencilled furniture dogs with their warning
decorations by William labels.

Burges: above, Burges's Opposite, left: A chair with
drawing for the stencilled stencilled back by Charles
cupboard shown on page 15;  Rennie Mackintosh. Opposite,
centre, one of his stencilled right: Miss Cranston's tea-
hedgehogs; below, the two rooms, Glasgow.



No survey of the stenciller’s art can overlook the
remarkable work of the early settlers on the east coast
of America. Far away from the fabrics, carpets and
wallpapers of their homelands, they appeased their
thirst for pattern and decoration by creating their
own designs. Walls, floors, windows and domestic
paraphernalia were embellished with such country
imagery as baskets of strawberries, plums, apples and
pears (the symbolsof high summer brought in to help
soften the rigours of the harsh winters). Beehives and
birds, cornucopias of fruits were strewn across cover-
lets, chairs and chests, endowing them with a quality
beyond their humble construction.

Because of their limited access to more sophisti-
cated pigments, the stencillers formed their own
particular set of primary colours. The natural dyes,
which were mixed into a paste with whey, were quite
unlike the exotic ultramarine, vermilion and cad-
mium favoured by the mannered European society of
the time, but they had a mellow richness of their
own. Stencillers had no inhibitions regarding what
was currently tasteful or suitable, isolated as they
were from such opinions, and their enthusiasms
resulted in decoration of a naive charm. What they
had on their side was time, and, given time, a great

deal can be achieved with very modest materials.
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Opposite: American
‘theorem’ pictures. Right:
The stencilled backs of three
Hitchcockville chairs.

The popularity of stencil decoration grew as com-
munities prospered, and there emerged a band of
travelling craftsmen who moved from settlement
to settlement armed with the modest tools of their
trade. Together with the lady of the house, these
craftsmen would devise schemes to transform the
bare walls with panels and borders, reserving the
area above the mantelpiece for the most impor-
tant stencils. Any piece of simple furniture could be
enlivened by the stenciller, from chairs and chests to
clocks and picture frames. The characteristic images
of ripe fruit and flowers themselves became subjects
to be framed: the elaborate compositions that were
built up of overlaid stencils, one for each colour, on a
background of peach-bloom velvet were called
‘theorems’.

But inevitably, as happened in Britain, the crafts-
men could not cope with the increasing demand for
decoration, and machine-produced wallpaper, carpets
and fabrics soon obscured the delicate stencilled im-
ages of the earlier generation. However, mass pro-
duction did make a positive mark in the world of
stencilling. A whole town in Connecticut grew up
around a factory making stencilled chairs, taking its
name, Hitchcockville, from the owner Lambert
Hitchcock. The elaborate chairs were stencilled by a
highly skilled workforce, which included women,
who decorated the shapely backs and struts of the
chairs with baskets of fruit, flowers and leaves, bur-
nished with copper and gold metallic paint. These
sturdy but decorative chairs were shipped all over
America in kit form, to be assembled as symbols of
elegance in unsophisticated surroundings. Their de-
sign was a curious mixture of European styles, bor-
rowing a little from Sheridan, a little from Hepple-
white, and succeeded in looking like something from
the French Empire. The excitement caused today by
the discovery of a chair stamped with the name of
Hitchcock makes it hard to imagine that these chairs
were mass-produced to furnish the houses and meet-
ing places of the poor and emerging communities of
the New World.
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This period of American history, with its attendant
arts and crafts, is recreated in a number of museums
along the eastern seaboard of the United States.
There is, for example, a particularly ravishing sten-
cilled house that forms part of the Shelburne
Museum in Vermont, and at Old Sturbridge Village



the broken texture of the wall
adds richness. Below right: A
detail of the lavishly coloured

left: A decorated
st the stencilled
lling, shown in greater

bedspread.

C §;p(.;Ji:L', below, where

in Massachusetts there are several stencilled rooms.
But perhaps the most imaginative presentation of a
whole way of life is at Claverton Manor, the Amer-
ican Museum near Bath, where many examples of
the flowering of American folk-art are to be admired
in carefully reconstructed room settings. It was my
visit to this treasure house that first aroused my
interest in stencilling and opened my eyes to its
astonishing decorative possibilities.

While the early years of this century saw the
flourishing of numerous workshops and studios in
the Arts and Crafts tradition, whose craftsmen num-
bered stencilling among their skills, the revival was

Opposite, above: A room
decorated with stencils in the
American Museum in Bath.

short-lived. The Modernist movement of the inter-
war years brought with it the fashion for pristine
white walls and interiors in which two-dimensional
patterns played no part. With a few exceptions, such
as the neatly stencilled 1930s tiles to be seen at the
Ironbridge Tile Museum or the Minton ‘Solarno
Ware’ crockery of the same period, for almost half a
century the stencil’s use has been largely utilitarian:
farm sacks, tea chests and road markings are common
applications of the process.

Itis in the refreshing nature of fashion that we now
see the hand-stencilled wall providing a surface of
rare and coveted luxury.
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STENCILLING FOR MYSELF

y first experiments with designing patterns for
walls were very tentative. It was not with
stencils that I worked first but with simple flower-
heads, cut into the tops of different-sized corks,
which I dipped into indigo ink and applied evenly
around windows and doors on to the ochre-painted
walls and the painted interiors of cupboards. This
timid first step broke down my resistance to using the
wall as a surface for design.
We were in the process of converting a lovely
Gloucestershire stone barn into our home and, by the

Opposite: Our stone barn, set

in a wooded Cotswold valley.

A Gloucestershire Stone Barn

time we moved in, I had gained the freedom to build
onmy tentative beginnings in decoration. The way in
which we were restructuring the building for living,
designing it on the kitchen table and altering it in
stages, allowed for a very personal approach. This
quality was further enhanced by my discovery of the
use of spray paint in conjunction with stencils. It was
the direct and tactile qualities of stencilling that made
it so right. With this method it was possible to create
decoration which had an unpretentious quality
achieved through simple and economic means.

Below: A frieze of wheat on
the kitchen worktop.




The carving at the base of the
mirror, above, inspired the
motif, right. It was used to
frame the headboard, bottom
left, and reversed on drawer
fronts, bottom right.
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Opposite: A small group of
blossoms was stencilled on the
inside of the bedhangings for
a more intimate scale, while
the larger motif on the outer
panels ties in with the ceiling
panel. The cornucopia-
patterned curtams (see detail,
far left) have a quilted border
for added u't’ig}lt.




It was in Anna’s bedroom that I chose to start
stencilling. The timbers were exposed; the ceiling
reached up to the ridge of the roof and there was a
large area of newly applied plaster with marvellous
texture and natural pink colouring. | stencilled this
sparsely with a robust flower motif drawn from the
wooden carving of the dressing-table mirror. [ found
the plain plaster of the walls beautifully receptive to
stencilling, which gave a surface quality totally dif-
ferent from wallpaper. While the stencil paint itself
was tough, the surface of the plaster was more porous
and therefore needed protection, for which I used a
water-based clear glaze with a matt finish. I later
heard that one can protect such walls with a coat of
beeswax and wished I had used it here.

I found that I could print very easily from the same
stencil on to the calico curtains that were to be hung
behind and at each side of the bed. After washing to

Anna’s Bedroom

25

shrink and carefully ironing the lengths of un-
bleached calico, I stretched one across the kitchen
table. I then measured off the areas I wanted to
stencil, checking the placing of the design. I found
that one of the advantages of stencilling cloth was
that a design can be made specifically to fit a given
area and shape; usually with cloth you have to take
the repeats as they come. In this case | was able to
print off a stencil of an elaborate bowl filled with
pears in the centre of the back curtain and to repeat it
at the base of each of the side hangings. A horn of
fruit, pineapples, grapes and pears was applied to the
canopy of the bed and also used on the window
curtains. A tall pine chest of drawers was decorated in
a simple manner with the original flower stencil,
repeated between the handles of each drawer. The
effect created an illusion of a certain unassuming
country grandeur.



er ror a

age

g to Anna’s room was a long corridor with a
wly laid wooden floor. Rather than carpeting
, we decided to decorate it with a stencil. [ designed a
rolling border of fruits and berries edging the walk-
way and riding up over the three stairs at the end.
With its strange fruit, pomegranates or lychees,
placed close against the small intricate shapes of the
leaves on either side of a ribbon, it was a densely
packed design that required intricate cutting, a feat
demanding tenacity, I found, rather than any par-
ticular skill. The stencil was set four inches from the
walls and had the immediate appearance of being in
one colour, Venetian red, although when the sun
struck across it, one could see that the fruits were
shaded with a mellow bronze. We dappled the walls
of the passage a strong pink to complement the
colours on the floor, leaving an unpainted line to
border these walls.

The earth-red used for this
broad border, above and
opposite, links up with the
terracottas in Anna’s room.
The borders surrounding the
slit windows, left, were
achieved with the aid of
masking tape, which was
removed after the walls had
been daubed with paint.
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The Top Bathroom

he bathroom in the long pink passage was built

up into the roof in order to clear the highest of
the large barn doors and leave the original through
passageway clear beneath it; consequently its win-
dows were at floor level. The light from these win-
dows was muted and mysterious, but the view was
limited.

Because this room was partially closed to the green
world outside, I felt that the stencilling could be quite
exuberant. Calling on a more artificial range of col-
ours, I used stencils of escapist imagery, exotic flow-
ers, fruit, birds and fans, coloured in vivid reds,
yellows, pinks, purples and acid greens. The every-
day business of taking a bath was here transformed
into a sensuous experience.

Huge medieval beams stencils, like the pheasant,
determined the unusual left, were placed above the
position of the dado border, beam to counterbalance the
above and opposite. Incidental border's powerful scale.
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(= ——— My Bedroom and Bathroom

A utumn mists and late springs gradually made
¥ Athc initial quiet and subtle colouring of our
bedroom seem pallid. I would lie there wondering
why we seemed so timid with colour in England, why
we could not employ some brilliant hues from the
brighter shores of the Mediterranean as an antidote
to our gentle climate. So I chose veridian green, deep,
sharp pinks and clear, clean blues to stencil lilies and
butterflies, ribbons and fronds of leaves on to walls
we had mottled to look like creamy old plaster. The
doors and deep-set windows were painted in veridian
and streaked with softer greens. The effect was ele-
vating — colours beautifully muted on dull days or
vividly glowing in sunlight.

The low frieze in this room Opposite: Because of the
also forms a frame around weight of the stone sill,
the top of the bed, enclosing I'stencilled only a delicate
sprays of lilies and butter- border of ribbon beneath
flies, below and left. the window.
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The small bathroom leading off this room shared the
same border stencil of ribbons and leaves, but the
colour of the ribbon discreetly changed from pinks to
blues. The walls here were blue too, not flatly painted
but watery and full of movement, reflecting the
changing light from the big window over the bath.
The bird-cages stencilled on the wall had open doors,
the birds flying freely, and used images I had seen in
one of the magnificently painted rooms of the Palais

Opp()SltC. Tht’ narrow space

To fill the irregularly shaped
panels in this room, single around shelves was decorated
with just a strand of ribbon,

bottom.

branches of the border foliage

were used, below, left and

des Papes at Avignon. There the cages were painted
into the deep window recesses of one room; those
rooms are gorgeously inventive and were for me an
exciting and inspiring discovery.
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Left: The initials of the
girls who shared this
room are worked into

the strawlu’rry pattern.

Opposite: Because of
all the clutter in a
child’s room, I con-
centrated the stencil-
ling on one wall, top
left, with just some
palm trees set back
by the window. Each
animal stencil was
reversed, centre, but
I'should have made
two separate stencils
foralionanda
lioness, right.




Harriet's and Louise’s Room

designed the decoration for a floor in one of the

bedrooms after an exuberant day’s' strawberry
picking with the children. It occurred to me that the
berries and leaves of the plants would make an
appealing motif for their room. The new wood of the
floorboards presented such an ideal surface it would
have been foolish to hide it. I brought back with me
from the fields some leaves from the strawberry
plants, and sat down and drew them to scale, using
them almost like stencils and gradually working
them into a design for the floor. I set the leaves within
the edge of a twelve-inch square, added a handful of
wild strawberries with their flowers and included the
initials of Harriet and Louise who shared the room.

The tile-shaped stencil was easily repeated to form
a border around the room, and a further three units
were set side by side in the window seat. The hard,
dark-green of the leaves stood out well against the
yellow of the floorboards, and the crimson of the
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strawberries seemed to stain the wood. In retrospect I
regret that the strawberry flowers were not painted in
in white, as this could easily have been done before
the floor was varnished.

Jude’s Room

hotographs and a very well-drawn children’s

book provided me with the detailing for the
foreign animals in Jude’s Noah’s Ark, and I drew the
ark and Noah from my own head. The dove was
drawn from an enlarged detail in an embroidery, and
[ cut the clouds, rainbow and raindrops straight into
the stencil card surrounding the ark (also making a
single raindrop to apply where I felt it was needed for
balance). The colour scheme for the whole wall
developed from the soft tones of the rainbow. A
pictorial motif, such as this, lends itself admirably to
stencilling, as the animals can be repeated straight-
forwardly, or reversed and repeated.
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The Cloakroom

ells Head is set in a wooded valley. It is not
Wsurprising that the surrounding trees in-
fluenced my stencils with their leaf-forms and fruits.
[ stencilled a small cloakroom with a theme taken
from the English oak, its leaves and acorns making a
border and the generous shape of the tree itself a
strong central motif. It seemed appropriate to add a
pair of placid Cotswold sheep, grazing beneath the
leaves. To avoid a cloying naturalism, I sprayed the
leaves a faded Prussian blue (not unlike denim) and
the acorns an astringent golden yellow; the sheep
remained a realistic ivory on grass-green bases.
Where the frieze ran along irregularly shaped
beams, the stencilled image succeeded in looking
most apt. No strangely curling corners of unevenly
cut patterned wallpaper here, just the stencil on the
plaster abutting the wood.

The wooden end of the light
cord, below, suggested both
the motif and the position of
the individual acorn clusters.
The surface of the door, left
and below left, and of the
corner cupboard, opposite,
was roughly broken up by
three colours to imitate the
appearance of old wood.







ownstairs the kitchen required little by way of

decoration to add to its atmosphere; indeed,
there were few conventional surfaces on which one
could stencil. The wooden ceiling with its huge oak
beams needed no more than a very thin pinkish
whitewash to cool its tendency to appear orange, and
the stone walls were also washed with this whitewash
to moderate their darker khaki tones. There was one
curved interior wall, screening the kitchen staircase,
that was dappled with the colours of a sky, fading. On
this wall I translated into stencilling bunches of herbs
and dried flowers that hung from beams nearby.

The central work unit, below,

ringed by wheat stencils,

The Kitchen

In the centre of the room were hardwood sinks and
work-tops, their plastered sides inset with drawers
and shelves. These were painted just like a wall, pale
blue-grey, strongly textured over with Indian red,
and | designed a frieze of bronzed wheat which
formed a horizontal banding around its base and top.

In this room the impact of the stencil was only
gradually perceived, as details like the ears of wheat
and a tawny red fox on the high back of a wooden
chair emerged. At night, when eight dark-green
shutters were pulled across the window, there
appeared a line of golden oak leaves and acorns.

above right, contains two
wooden sinks.



The treacly varnish already
on the chair, right, was a good
foil for the fox’s natural

colouring.
To echo the green of a steep left, green Wedgwood plates,
grove of beech trees outside bottom right, and stencilled
the window, I introduced bunches of bay leaves and
dark-green shutters, bottom  rosemary, above left.
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Decorating Boxes and a Floor

I was drawn to the texture of surfaces with the
quality of ageing about them. Old trunks for
o storage and practical blanket chests seemed particu-

e e
. o 4 R Y i A

larly inviting surfaces for the imagination to feed on.
One was masked with the strange, linear daubs of
combed varnish; what particularly caught my eye
ST e were the floating lines on the front panel, curving like
? sy . the underbelly of an animal. A taut young lioness,
e flanked by a pair of small palm trees, was the result of
mulling over this provocative surface.

A large strongbox, bound about with iron strap-
ping, received similar guard-like imagery. A threat-
ening leopard sprawls across its front; another sits

"?"\§ \‘g

> desien on the lioness box,  above and below right, .
Thpp T et 2 e s M alert on one side, a cobra on the other. The top of the

opposite, makes careful use of  counterbalance the animal’s . ) ) ]
e box is decorated with a spread of exotic fruit. The

the artificially grained wood  spots. The exotic frutts on the ' )
beneath. The spots of the lid, below left, suggest appeal of these designs draws upon the richness of
background to the cheetah, pomegranates. their underlying texture.
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Wanting to design a floor decoration that would look
like the carpet we could not afford, I studied books
full of Eastern rugs, sketching, in particular, borders
and blocks of pattern that might be suitable for a
repeating stencil. I chose Indian red, indigo blue and
yellow-ochre as colours that would work well with
the yellow-beige of the boards and the grey-blue of
the old bricks surrounding them. I then drew up in
detail the design I had selected, measuring the floor
exactly and working out the size 1 would need to
make the stencils. The design was finally broken
down into three separate stencils: an outsized tile
shape, a chevron-border with a corner, and a small
berried device for placing between each tile (this was
also used to fill the gap where the chevron changed
direction on the border).

The regular spacing of these  brick floor, opposite. The
stencils gives the impression  colours reflect those of the
that a carpet is laid over the cheetah box, below.







Camellias and hltes are panted yellow and patchily

stencilled on the raw silk overglazed so that, muted by
the buff stencil, they would

hold their own against the

of the cushions in this
richly coloured room, below.

New walls, opposite, were room’s original walls.

——————— The Sitting-Room
We carved off one half of the big barn for a

sitting-room, raising it three to four feet off
the ground to make a large, shallow room. This
meant that only two of the walls were formed from
the original fabric of the old building. In order to give
this complex some unity I devised stencilled panels
on each wall; this broke up the surfaces, integrating
and merging the old with the new.
I marked out these panels with a narrow, Paisley-
like border in pink bronze on the strongly textured
walls washed with a muted ochre colour. In addition,

at each end of the mantelpiece were stencilled two
formal urns containing fruit and corn. These com-
pleted the stencil-work and gave the whole room a

mellow, settled look (not unaided by wood smoke
from the huge open fire), making it difficult to discern
which walls were new and which were original.
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It is perhaps a surprising fact, after the list of
projects just recounted, that stencilling did not
dominate the barn. Only gradually did one register
that the plums on the pale-green cupboard doors in
the garden studio were, in fact, stencilled. The little
black boar with its pink tongue, stamped on the shield
of a bit of old carving, was also made with a stencil.
Even the fragmented rings of leaves on a cloth and
makeshift canopy at a party were stencilled.

There was a restraint about it all that made the
stencilling seem no more visually preoccupying than
other patterned surfaces that go into refurbishing a
house, such as textiles, wallpaper, carpets and china.
And that is as it should be: rich, yet undemanding
and peaceful.

Opposite above: The border garden room, used as a studio;
that forms the panels in this  a cupboard is stencilled

room was applied around the  with plums and cherries. The
edges of the lampshades. little boar, right, is from my
Above: The interior of the husband’s family crest.
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STENCILLING FOR OTHERS

At about the time I was beginning to practise the
art of stencilling, privately and sheltered in my
own home, a friend showed me a sample of wallpaper
she intended to use in her dining-room. This had a
stamped-out design, a rather lukewarm imitation of
early American stencilling. 1 was surprised and a
little alarmed to hear myself boldly offering to hand-
stencil the area for the price of the wallpaper. I don’t
know what I thought I was going to prove, but my
rash impulse has served me in good stead!

The room was large, but one section of it had a
lower ceiling, which seemed to divide it off naturally
as an area in which to eat. My suggestion was to
wicker-work the whole surface of this area and run a
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Wicker Walls in Stow-on-the-Wold

49

plaited frieze around the top (this would be continued
through into the main room). Large stencilled pots of
geraniums housed in arched alcoves were inter-
spersed with the overall pattern. Although there was
only one main stencil (reversed in alternate alcoves),
the illusion of variety was created. Above a side-
table, 1 stencilled the image of a fountain spurting
water from a terracotta bowl filled with goldfish.

After this I found myself working for an increasing
number of clients on a great diversity of commis-
sions: private houses, hotels, clubs, shops and banks.
In order to illustrate the wide variety of applications
for stencilling and the effects that can be achieved, I
shall describe a number of these projects.
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IXD antique dealer, whose house had been put
4 X together with great style and panache, asked me
to decorate her bathroom. The scale of this, however,
was surprising — almost as if it were part of another
house. My brief was to enhance the look of this room
so that it matched the rest of the house.

My client’s enthusiasm spilled over in all direc-
tions. She adored her house, in which she had been
living since pre-war days, so | suggested that we
should use the house itself as an image. The whole
street could appear around the room, with her house
as a cameo on one wall. She also loved Busy Lizzies
(Impatiens) and the acacia trees in the street outside,
so I used them to form an irregular wreath encircling
the house.

Other elements brought into the design were some

Below left: Architectural
details, like the fanlight,
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—— A Terrace in a Bathroom

fragments of beautiful old cast-iron railings which I
discovered in the garden; these made a lovely, rather
formal frieze for the utilitarian pink bath and white
tiles. Applied in a bronze-pink and brought close in
around the tiles, this lifted the bath’s colour and
enlivened the white of the tiles, making the appear-
ance of the room much smarter, as bordering always
does. I put the same frieze around the top of the wall
as the bathroom was quite small; this held the whole
design together.

Some fine urns from outside were brought into
play; two of these were set on high columns to serve
as devices appearing to hold up the corners of the
room and lending an air of architectural dignity.
They contain plants with leaves curling over to en-
close the corners of the ceiling.

panelling and doorknocker,
were cut into the stencil.
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A scaled-down version of the
leafy fronds fills the miniature
flower box, above.

Top: Stencilling should not be  The original ironwork, above
treated too reverently — herea  right, and columns, above,
heater is attached to the wall that were incorporated in the
over the stencilling. overall design.
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Above and opposite:
Repeating the design in each
corner creates an intense
concentration of pattern.

A small spearhead motif

fills in the field of the design.

An East Indian Theme

Another commission was the small cloakroom of
a flat in central London, which needed to be
brought alive. 1 decided that I could make this
extremely ordinary interior into something that
was very rich and textural, since it led off a smart
hallway.

I took designs from some old cashmere shawls and
used the elements to panel the room. I stencilled a
very broad border at the bottom of the panel, a
narrower one at the top. To this I added curly corner
elements and then in-fills of a much simpler design. 1
gave the door the same treatment, so that when the
door was closed it gave the impression of a sump-
tuously panelled room.

The panels of the door,
below, were too small to

design, so the motif was
stencilled into the outer

accommodate the whole corners only.
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g Above: A small colour sketch
and an exploded room plan

show preliminary thoughts
about the colour scherie and
possible motifs.
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Because this is an interior
room, opposite below, it was
essential to use clear, light
colours. The details right
and below show how the
colours blend together as
you work, creating new
shades altogether.
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The Isle of Wight house
appears on these walls.

The corner of the room, top
and opposite, above, were
masked before I started work
to prevent blurring of the
stencilled image. The scene

depicts a point specked with
yachts, above; the house on
the skyline, above left, and
boathouse, left; and the path
to the water, opposite below.
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—— Country Houses in Belgravia

his room is a small dining-room in a Regency
house in Chester Row. I was called in to design a
frieze to go around the top of the room in the
traditional manner. This was the original idea but
when the clients became further involved I was asked
what I would do if I had a totally free hand. Having
recently been inspired by the early American rooms
where total landscapes — quite naive — were transfer-
red courageously on to walls, I thought I might try
this. It struck me as a glamorous background for a
room in which people would be eating sociably
together, perhaps by candlelight. When I put this to
the clients they were enthusiastic and suggested |
incorporate within the landscape places which were
important to them as a family; a house in Rutland
and a holiday home in the Isle of Wight. There
was something rather intriguing about the idea of
bringing the family’s country houses into their

London home.
I visited both places, making sketch drawings for
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atmosphere and photographing specific details for
more factual information. While the house in Rut-
land was of classical design, the one on the Isle of
Wight was less formal architecturally and therefore
less easy to translate into the stylized stencilled form.
I felt that the best thing to do there was to go to the
beach below the house, which had a strong romantic
feel to it, and work from there looking up at the
house. And so, after taking the long view, an offshore
view of the property in its whole environment, it
emerged with the feeling of a pavilion dominating a
Japanese landscape, a much more amenable scene to
stencil. In order to create the feeling of it being on an
island, I included the two headlands at either end of
the beach. In this rather complex manner I worked
out a formal scheme for this building which would
complement the classical style of the Rutland house.
Treating each wall as a canvas, I ran stencils of the
two houses round the whole room. This commission
showed that it is possible to represent a naturalistic
scene with remarkable effectiveness, proving the
tremendous versatility of the stencilling process.

_gi’!

Whereas the rope-like border
for the isle of Wight scene
appears nautical, here it is
more formal, evoking the look
of garden furniture, far left
and bottom. Left: A crescent
of lilac borders the house.
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These panels show the
main house in Rutland,
below, with its classical
details and garden borders,
opposite, far left, and right,
the pretty gatehouse.
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— A Warwickshire Orangery

was asked to decorate the landing of an immensely
beautiful house built in the Strawberry Hill-style
in Warwickshire. The landing linked two grand stair-
cases, forming a large room with six doors leading off
it, the two main ones from the staircase at each end
and a flanking pair at either side. There are no
windows; the space is lit by a coloured glass dome.
The room had been known as the black-and-white
landing and was said to have been always hurried
through because it was thought to be haunted. My
clients were eager to dispel its rather gloomy atmos-
phere and it was agreed to transform the whole into
the illusion of an enormous hot-house. The revital-
ized area would be filled with the colours of exotic

;h.“a: sy

fruit and flowers.

This idea needed a visual structure, the elements
for which I found in other Strawberry Hill-inspired
houses, such as the Pineapple house belonging to the
Landmark Trust. From this building I took details of

the windows, which I used as a backdrop to the
stencilled plants and pots.

I made some drawings of the low parapets enclos-
ing the formal gardens of the park and used these to
produce a decorative balcony effect on which to stand
the pots. This was placed immediately above the pine
dado, beautifully marbled in putty-grey by Colefax
& Fowler. To lend continuity as one walked into the
room, | stencilled a \}ery simple cornice design taken
from a moulding on one of the staircases outside it.
As the shapes of the landing doors were so excellent, I
adorned them with a pineapple motif and, beside each
door, stencilled a pair of stone pillars which supported
potted palms.

In the decorative pots, 1 depicted mimosa, camel-
lias, lilies, orange trees and hibiscus. In order to
achieve a realistic effect, | was careful to keep the
plants and pots in proportion to one another, cutting
each as a whole stencil.
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Opposite: The exotic imagery stems and pots, and the more
of a hothouse helps to create fragile mimosa sprays were
an illusion of warmth and simply stencilled on top. To
light. Top: The window stencil break up the symmetry of the
was carefully masked off where design, orange trees appear

it was intersected by plant at different heights, above.
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oS H s e In this fine Gloucestershire house, I was commis-
sioned to decorate a square entrance-hall, which

was furnished as a room. As the whole of the house is
very prettily furnished, my clients wanted the hall to
have some impact on visitors, using imagery that
would blend with the style of the rest of the house.
Around the top of the walls I stencilled a frieze
with ribbons and leaves, from which hung bird-cages
of various sizes; birds were also depicted flying freely
round the room. Under the beams which interrupted
the frieze, I slung a stencilled bunch of flowers,
echoing those hanging along the top of the mirror
over the mantelpiece.
(= A pretty little wood-burning stove had been placed
= in the very plainly plastered chimney-piece, which I
stencilled to look as if it had a decorative moulding.
In the small outer porch there was an early mul-
lioned window. Here [ repeated the frieze which I had
first designed for my own bedroom at Wells Head.

| Just as the border drops to
ff/ .,ﬂ accommodate a structural
e beam, above left, so another
' variation is designed to go
behind the chimney breast,
opposite. Where damp
dissolves salts in the plaster,
bottom left, enjoy the texture
that this creates. A similar
border frames the pretty
stove. The illusion of the
rounded birdcage, left, is
heightened by the curve of the
wall, below.
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The layout of the stencil work
on this wall was carefully
proportioned to be in balance
with the portrait of the young
boy, above. Below left: The
door with a leaning tree and,
below right<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>