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Stripping w4
Exterior Masonry*

by Patricia Poore

N.“,.., a

NE DAY, the phone rings and it's a reader asking how to
get the clinging, flaking remnants of old white paint
off his red brick. There's no easy answer. Another
phone call, another day. This time somebody wants to

know how to get the romantic, old-fashioned look of clinging,
flaking remnants of white paint on red brick, without waiting
a hundred years for paint to weather. There's no easy answer.

I THINK the first caller should let time do the job. I
understand love of the pristine, the need to "finish" the job.
But for one thing, I sympathize with the second caller. 1
enjoy the imperfection of old things. For another, I've
become aware of how downright practical it is to do nothing if
you can get away with it. Making things new again is expen-
sive and awful mistakes are made in the name of restoration.

TO GET BACK to exterior stripping: This article will help you
decide whether you have to or really want to, and tell you how

to do it right if you must.
cont'd on p. 26
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A PHILADELPHIA STENCIL STORY

USING A SCREW GUN

UPDATING VICTORIAN FIREPLACES

THE ART DECO HOUSE In the next issue. . .
OBJETS D'ART DECO STANDING SEAM ROOFS




Annie’s Tea Room and

A A

B&B in Big Sandy, Te

xas — one of the many B&Bs operated by OHJ subscribers.

sy

Tell Us About Your Favorite Inn

We're Compiling A Unique Inns Guide For Old-House Lovers.
And We Need Your Help.

HE BEST WAY to see old
I houses, we think, is from a

bicycle saddle. And after
a hard day of riding, our re-
ward is to check into an old
inn or bed-and-breakfast guest
house, Invariably, these es-
tablishments are run by folks
who've fallen in love with the
old places--and who are de-
lighted to entertain like-
minded guests.

OUR FAVORITE is Mountain House,
A stone's throw from the Appa-
lachian Trail, it is a survival
from the days when victorian
city dwellers fled to the moun-
tains to escape summer heat.
Time has pretty much passed by
Mountain House. The bathtub is
down the hall, and the oak and
wicker furniture might be call-
ed Spartan. But oh how we love
to be there! On summer nights,
we'll sit in rocking chairs on
the century-old porch with own-
ers Frank and Yolanda Brown, as
the cool night air comes tumb-
ling down the mountain.

MOUNTAIN HOUSE doesn't turn up
in most B&B books (not yet,
anyway). But you can be sure
it will be in our special new
Inns Guide,

THERE HAVE to be lots of other

a few thousand old inns and
guest houses. Most of them are
showcase restorations, or are
located in well-known resort
towns., To find guest houses
off the beaten path, we need
testimonials from you.

PLEASE LET US KNOW about your
favorite right away., It may be
big or small, built in 1760 or
1920. Your only criterion for
submitting should be, "Would 1
recommend this place to other
Old-House Journal readers?"

OF COURSE, if you run an inn or
bed-and-breakfast yourself, and
you'd welcome other OHJ sub-
scribers, we especially want to
hear from you! (we've found
that many B&B proprietors are
OHJ readers.)

HERE'S WHAT we need to know:
(1) Name of inn or guest house;
(2) Complete address; (3) Own-
er’s name (if you have it); (4)
Most important, what you think
is special about it.

WE'LL FOLLOW UP with a detailed
questionnaire to the owner,
Send your nominations to:
Tricia Martin, OHJ, 69A Seventh
Avenue, Brooklyn, NY 11217.

ALL OF US at OHJ look forward
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secret places...places whose to owning copies of the new NO PAID ADVERTISING
reputations are local. We want Guide ourselves -- and to

to include them. But we need sharing it with you!

your help. We've already found — Patricia Poore & Clem Labine
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@ Philadelphia Stencil Story

by Esther Wideman

HEN WE FIRST MOVED to Philadelphia in

1969, we bought a house that had been

divided into five apartments, then de-
converted to a one-family house in the 1950s.
We kept up the roof, worked in the garden, and
painted the exterior to keep the wood from
rotting. That was the extent of our interest
in old houses. But, after getting acquainted
with The 0Old-House Journal and reading about
how others had restored old homes to their
original splendor, we began to think about
restoring our home.

IT ALL STARTED with the bathroom on the second
floor, Over the course of two years, we took
out the shower, installed a 6-foot bathtub,
refinished the pine panelling, and added a
marble sink to the room. It was quite
beautiful and successful. But by the time we
had finished we decided to sell this house and
buy another one -- one with more original
details that we could bring back to life.

just two blocks away, here

including deeds and records of sales. Before
they had moved in, the house had been occupied
by a single family for over 50 years. Before
that, during the 19th century, another family
had occupied it for 50 years. We were only
the fourth owners!

THE HOUSE WAS VERY DIRTY and dilapidated, but
it had large rooms and lots of potential.

Of course, we started with the major work --
new heating system (gas, hot water), new
kitchen, floor sanding, and new plumbing and
electricity. The house had once been lit with
gas, but when we bought it, the dining room,
kitchen, middle parlor, and the bedrooms were
lit only by bare light bulbs. Over time, we
replaced all the bulbs with gas chandeliers
adapted for electricity. We were able to buy
one large fixture from a neighboring house of
the same period, and another from the French
Embassy in Philadelphia.

BECAUSE THE HOUSE has two parlors, we decided
to turn one into a music room that would
accommodate my pipe organ and

mE SUCCESSFULLY BID for a corner house

on Woodland Terrace. It
is one of a set of twelve
Italianate twins built in 1861.
These buildings share a common
wall and are mirror images of
one another. Corner houses --
ours is the last one left in
this group -- have grand
porches. We didn't realize
what a treasure we had until
the family we purchased the
house from turned over all the

grand piano. We began by
scraping off the layers of old
wallpaper. Surprisingly
enough, the walls had never
been painted! Underneath the
paper, the original stencil-
ling, well over a hundred
years old, was still visiblel!
Although the stencilling was
faded and scarred, the design
and color sheme of the orig-

original documents,

The Wideman’s home as it appeared in 1910.

inal frieze was still visible,
enabling us to reproduce it.
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Top left:

Though faded, the frieze was visible enough to be copied.

To the left is the outline of the original mirror. The Widemans were
able to replace it with one that fit the outline perfectly. Top right:
The stencil was traced, then cut from a sheet of Mylar. Bottom left:
Esther puts the finishing touches on the painted ceiling medallion in

the music room. The room is large enough to accommodate her

grand piano, harpsichord, and 12-foot-tall pipe organ.

T TOOK ME SEVERAL YEARS to decide to tackle

the job, but after I studied several sten-

cilling books and practiced on the back

stairway and the hallway to the third floor,
I felt competent enough to go to work on the
music room. Although the original frieze had
been painted in two shades of green, we de-
cided to repaint it in shades of blue. To
preserve the original stencil and colors for
future owners, we dated a portion of the
frieze and papered over it.

BY TRACING THE DESIGN and then cutting it out
of a sheet of Mylar, I was able to reproduce
the music room frieze. Once the frieze was
completed, I decided to supplement the wall
decoration with a ceiling medallion I designed
from a combination of 15 different Victorian
stencils adapted from the stencilling books 1
had read.

Above: The finished ceiling medallion. Esther, who opened an antique
shop not long after she and her husband bought the house, has decorated
the Italianate twin with period furnishings.

I PLANNED ONLY the central portion. I en-
larged a classical-style motif resembling a
plaster ceiling medallion and painted it in
shades of brown. But by the time I completed
this, I realized it was too small for the
room. I enlarged it and tied in the blue from
the frieze with a leaf motif. The small
circular tile patterns were inspired by
encaustic tiles from an entryway of another
old house. The tracery patterns, my own
design, were added to enlarge the medallion
even further. 1In the end we had over an
80-inch spread across the center of the
ceiling -- much more in scale with a 23-foot
room than the medallion we had originally
planned on!

The Old-House Journal
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Above: The stencilling in the entryway was
reproduced from ghosts found under old wall-
paper. Right: These two photographs, taken
in 1922, show the gallery and iris garden that
were once located off the middle parlor.

F ALL THE FORMAL ROOMS, only the middle

parlor had its original mirror. We looked

for several years for a suitable mirror

for the music room before finding one.
Jim had to refinish the frame and buy new
mirror glass for it, but it perfectly fit the
lines of old paint left around the original
mirror. Other interesting features in the
parlor include an old pressed-tin ceiling,
possibly installed in the late 1880s along
with the Lincrusta wainscot in the hallway,
which continues all the way to the third
floor. The middle parlor also contains the
only working fireplace,

ORIGINALLY, the front parlor and all the
bedrooms above were centrally heated, through
vents in the fireplace, by a coal furnace in
the basement. All the mantels in this side of
the house are different. The main parlor
mantel is made of white marble. The bedroom
above the parlor has a painted wooden mantel
with an inset mirror. The bedroom above that
on the third floor has an Eastlake mantel with
inset mirrors and two beautiful tiles showing
children at play. This room must have been a

Jim and Esther Wideman on the porch of their 1861 Italianate villa.

nursery. The other parts of the house were
heated with coal stoves. The vents for these
stoves are still in the fireplace walls.

become our main interest. We were

recently able to buy a documented bedroom
and dining room set made by Schindler, Roller
and Company in 1869. This furniture was made
for Andrew Campbell in Brooklyn, New York, and
came to Philadelphia through his granddaugh-
ter, who lived in our neighborhood for many
years. I had collected marble sinks, tiles,
and tubs for several years (I opened a small
antique shop around the same time we bought
the house), so we now have two finished
bathrooms with antique marble washstand sinks,
one with a painted bowl. I found a carved
cherry armoire with a marble sink in it and
had our carpenter install it on a long wall in
the dining room with shelving for storage.
Although it's not original to the house, it's
just the kind of thing that might have stood
there originally.

l?z OW, RESTORING the finishing touches has

OR US, THE HIGH POINT came when our
1{» house was shown in the Philadelphia In-

quirer magazine section last year. The
color photograph showing the two of us relaxed
in the music room reflects very little of what
our lives have really been like the past few
years! Now we don't just "keep up" with the
roof or the outside paint job -- the house is
a major part of our lives., We still have work
to do -- Jim is currently restoring the orig-
inal standing-seam metal roof with the help of
a local roofer -- but we have begun to enjoy
having guests for the first time since we
bought it six years ago. The house was seen by
over 500 people during the Philadelphia Open
House last year, and we recently entertained
the Philadelphia Chapter of the Victorian
Society in America at a musicale. These
events, and others that I hope to plan, are my
dream come true for this old house. i:
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My Old-House Discov
The Screw Gun

by Jonathan Poore

AVE YOU EVER tried to nail a Sheetrock
Hpatch into a hole in an old plaster ceil-

ing? Even if you've neatly cut back the
loose plaster to the nearest joist, you end up
with a face full of plaster dust and debris,
because the hammering causes the surrounding
plaster to crack, crumble, and fall. By the
time you get the Sheetrock patch secured, you
have a bigger hole than before, and the debris
caught behind the Sheetrock keeps it from
laying flat.

THE SOLUTION to this problem, I've recently
discovered, is to use a screw gun., What a
find! Contractors take this tool for granted,
but a lot of homeowners haven't even heard of
it. Some people assume it's like a nail gun,
but the two tools are totally different. A
nail gun literally shoots nails, and so can be
very dangerous in an occupied building or in
the hands of someone who doesn't know what he
or she's doing; a screw gun drives screws in a
completely safe and controlled manner,

BASICALLY, a screw gun is an electric-powered
screwdriver. It resembles a common variable-
speed electric drill, except for one important
difference. At the business end of a screw
gun, where the chuck for the drill bit would
be, there's a magnetic screwdriver bit sur-
rounded by a little sleeve. By adjusting the
sleeve in or out, you control the depth to
which the screw is driven. This screw bit
turns only when pressure is applied to it,
When the screw has been driven in the desired
distance, the sleeve bottoms out, releasing
the pressure on the bit. This allows the
motor to spin free without driving in the
screw any further.

BESIDES CONTROLLING the depth to which the
screw is driven, the clutch mechanism spares
the motor from being forced to a grinding halt
whenever a screw has reached its proper depth.
Because it can spin free, the screw gun motor

KELEASE LOCKING COLLAR

ADITUST SLEEVE BY
ROTATIMG

PRESSURE AFPPLIED
TO SCREW
ENGAGES cLuTeH

SLEEVE BOTTOMS OouT
ON GURFACE AMD
DISENGAGES CLUTCH

isn't continually stalling, which would cause

it to burn out prematurely. So even though
it's possible to use an electric drill as a
screw gun, you'd be letting yourself in for a
lot of problems: You'd have to control depth
by eye, and the continual stalling would be
bad for the motor.

THERE'S YET ANOTHER advantage to a screw gunt:
It's reversible, so you can take the screw
back out just as quickly and easily as it was
put in.

tool, intended for fastening Sheetrock to

metal or wood studs. The depth adjustment
allows the screw to countersink itself just
barely below the surface of the Sheetrock
without breaking the
paper. The screw gun
can rapidly and consis-
tently drive many
screws to the same
depth without breaking
through the paper face.
And because its magnet-
ic tip holds the screw
in place, you can oper-
ate a screw gun with
one hand. When you add
to its speed and convenience the fact that
there's no hammer impact to jar or damage
fragile plaster or woodwork, a screw gun be-
comes a real asset in working on an old house.

SCREW GUNS were designed as a contractor's

IT'S IMPOSSIBLE to name all the old-house
applications of a screw gun, but here are just
a few:

1) PLASTER TO WOOD LATH
Used in conjunction with plaster washers and
Sheetrock-to-Sheetrock screws, a screw gun can
refasten plaster that has separated from its
wood lath. (The coarse threads of these
screws hold very well, even to wood lath.)

T
SR gen ¢

2) PLASTER AND WOOD LATH TO JOISTS OR STUDS
Plaster washers and slightly longer screws
(generally available with conventional threads

The Old-House Journal
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only) can be used to rescue plaster and lath
assemblies that have separated from joists or
studs.

——PLASTER & LATH

ASSEMBLY
"

PRy N o
$. 170

GCREWS W/

STER. WASGHERS

3) SHEETROCK PATCHES

The screw gun can be used with conventional
Sheetrock screws to fasten Sheetrock patches.
The surrounding (existing) plaster can be
secured first, using the methods described
above. The Sheetrock patch can then be fas-
tened with the screw gun. There are several
major advantages to using a screw gun for this
process:

e No hammering is involved.

e You can fasten the Sheetrock to the lath in
areas where there is no stud or joist.

| L%—J019T% OR TS
SHEETROCK ' B oHEETROCK. TO
SCREWS DRIVEM Wi SHEETROCK
IR .
STU W
R RTAR i LATH

'
P
'

e If you misalign the level of the patch with
the adjacent plaster, the screw can be backed
out instantly, so the patch can be shimmed or
trimmed to make it align properly. If the
patch had been nailed in place, you'd have to
tear out the Sheetrock (destroying it in the
process) and start over.

® A screw gun enables you to do a major
Sheetrock patching job quickly; the more
extensive the work, the faster the screw gun
pays for itself in time saved. It doesn't pay
to buy a screw gun to put in one Sheetrock
patch, but if you're rescuing plaster and
installing Sheetrock patches in several rooms,
a screw gun is a sensible investment.

4) FURRING OR LAMINATING OVER CRUMBLING
PLASTER

Occasionally you may have to cover over a
badly deteriorated plaster surface by install-
ing Sheetrock, stamped metal ceiling panels,
or the like. (It's usually better to remove
the existing plaster first, but that can be a
very messy demolition job.) Whether the new
materials are to be applied over furring or
laminated directly to the plaster, a screw gun
is essential. It can fasten furring without
causing the plaster to crumble any further.

If Sheetrock is being installed, the screw gun
makes for a fast, neat job, because the plas-
ter won't be disturbed by any hammering. (A
metal ceiling must be nailed to the furring,
but the nails are so small they don't require
heavy pounding to drive them.)

5) REPAIR OF OLD BUILT-IN-PLACE CABINETWORK
Built-in cabinets in old houses were most
often actually built in place rather than fab-
ricated somewhere else. This makes them sub-
ject to the movement and deterioration of the
surrounding plaster and lath, Repairing an
old cabinet with hammer and nails can often

knock the cabinet apart even more, as well as
damage the surrounding plaster. Screws will
hold much better than nails anyway, and a
screw gun can make internal repairs in the
cabinet and also resecure it to the wall.
(Hardwoods often need to be pre-drilled to
avoid splitting, but that's often the case
with nailing as well.) Slender finishing
screws with small heads can be used in areas
which might show.

6) MISCELLANEOUS NEW WORK

A screw gun is good for installing nailers for
new shelving and cabinetwork on existing plas-
ter. It's also excellent, both for speed and
strength, when assembling plywood cabinetry,
such as kitchen cabinets.

types available for use with a screw gun.
A) The most common type of screw is a
standard drywall screw with a sharp point (for
puncturing the paper face on Sheetrock) and
threads designed to go into wood. These
screws are available from 1 to about 3 inches
in length.
B) The self-tapping screw with a round head,
sometimes called a 'teks' screw, is used for
joining light-gauge metal studs together.
C) The self-tapping screw with a flat head is
used for fastening Sheetrock to light-gauge
metal studs.
D) A Sheetrock-to-Sheetrock screw is a fairly
specialized variety of fastener, but it has
many applications in an old house (as dis-
cussed above).
E) A finishing screw should be used only on
woodwork, because the head is so small. If it
were used on Sheetrock, the head would pull
right through the paper face.

A Qo . SHEETROCK scRew FoR woop

Q:nna- e PAN HEAD (TEKS) 6CREW FOR
B SHEET METAL TO SHEET METAL

G @bﬁn‘mxna ceseo GHEETROCK. ©CREW FOR.
SHEET METAL (METAL STUDS)

D @W“"""'QHEETROCK TO SHEETROCK
SCREW

E ewmmnammanss - FINIOHING  SCREW

THE SCREWDRIVER TIP on the end of the screw
gun is replaceable. Several tip sizes are
available to match the screw being driven.
For example, a finishing screw takes a smaller
tip than a regular drywall screw. The tips
also eventually wear out, and can be replaced
easily by just pulling out the old one with a
pair of pliers and slipping in the new one.
It's usually a good idea to keep a few spare
tips on hand in case one gets damaged or
excessively worn.

THERE ARE many different screw sizes and

IT TOOK ME A WHILE to decide to get a screw
gun because, like any good power tool, it's
expensive. But now I'd never be without one
again! 1It's a tremendous time-saver. i

CONSIDERED a contractor’s tool, high-quality screw guns are not gen-
erally available at hardware stores. Therefore, we're offering our readers
the screw gun chosen and tested by the author. See the inside back cov-
er of this issue.
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The Rumford Compromise

A Safe Modification For Victorian Fireplaces

by Jim Buckley

HEN WE BOUGHT our 1880 house, its five
Wcoal-burning fireplaces were all in ter-

rible shape -- and that's including the
ones that hadn't been bricked up or used to
vent gas space heaters in the bad old days
when our home was a rooming house. Our insur-
ance agent looked things over, shook his head,
and wrote a special clause in our fire policy,
one that voided it if we used the fireplaces,

THE NEXT FEW YEARS were very frustrating.
Fireplaces dominated every room, and it
offended us that they weren't functional. To
make them safe and bring them up to modern
building codes, they'd have to be made deeper,
which meant obliterating the original hearths
and plaster mouldings above the mantels,

THAT OPTION was unacceptable to us. There
seemed to be no way out, until a friend of
mine brought me The Collected Works of Count
Rumford, I read it, and in a blinding flash I
had the solution: Rumford fireplaces. They're
tall, graceful, and above all shallow. They'd
fit perfectly within my fireplace openings;
all 1'd have to do is change the insides of
the fireboxes.

fireplace in England around 1795. He

understood that fireplaces produce radiant
heat, and came up with a design to take
advantage of that effect. His fireplaces were
shallow, with widely angled covings and light-
colored masonry materials. He experimented
with the shape of the throat "to find out and
remove those local hindrances which prevent
the smoke from following its natural tendency
to go up the chimney."

eOUNT RUMFORD, an American, developed his

RUMFORD ROUNDED THE BREAST and reduced the
size of the throat to a narrow slit. The
throat is streamlined, measuring only about
1/20th the size of the fireplace opening. It
forms a nozzle through which the smoke and air
flow at an increased speed, and acts like a
check valve against backdrafts.

!
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used at the throat, the ASHRAE Handbook recom-
mends it be twice as big as the flue -- that's
about four times as big as a Rumford throat.
No wonder modern fireplaces are inefficient:
With their square lintels and sharp angles,
they have to be deep and have gaping, over-
sized flues to keep them from smoking.

How To Rumford-ize A Fireplace

convinced I became that they offered the

definitive fireplace design. So I went
ahead and built a Rumford in my house. 1I've
since done many more, and want to share what
i've learned with the readers of OHJ. Con-
struction requires several refractory materi-
als that are not commonly used by homeowners
or home-improvement contractors, but they're
generally available from firms such as
Plibrico and A.P. Green, I use a 2000-degree,
insulating castable refractory cement for
casting the throat and smoke chamber, and
3000-degree refractory for some fireplace
subfloors. I've found that I can mix refrac-
tories in a 5-gallon plastic bucket, using a
1/2-inch drill with a drywall mixer blade. It
pours easily with the aid of a metal scoop.

THE MORE I READ RUMFORD'S WORKS, the more

I ALWAYS DIG OUT the firebox floor and replace
it with 3000-degree castable refractory.
Refractory cement is made in a wide range of
insulating capacity and density -- the more
insulating capacity the cement has, the softer
it is, So, if there's any wood within 4
inches of the hearth extension, I pour a fire-
place subfloor of softer 3000-degree refrac-
tory cement, then pour a denser refractory
floor over that. The finish floor of the
fireplace needs to be relatively hard, because
it will be subjected to such abuses as pokers
and falling embers.
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REFRACTORY
EX1oTING
MAMTEL | .
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Author Jim Buckley poses with the tools for the job. Left to right:
half-inch drill with drywall mixing blade, bucket of refractory mor-
tar, throat form with wooden blocks, firebrick and grate, smoke
chamber form with bottom and legs, and 8-in. stainless steel flue
pipe with metal-cutting saw.

POUR THE SMOKE CHAMBER NEXT, because you have
to be able to get the form out the bottom. My
plywood form is fitted to the inside of the
firebox; it is about 18 inches wide at the
base, 24 inches high, and 6 inches deep. It
forms 1-inch-thick front and back walls in an
8-inch rough smoke-chamber opening (a standard
size here in Columbus). A platform that just
fits the rough opening (usually 8 inches by 24
inches) holds the form in place on wooden
legs, 10 inches above the firebox lintel.

USING THE METAL SCOOP, pour the 2000-degree,
insulating refractory through a hole in the
wall, located just at the top of the form.
The mixture has to be wet enough to fill
voids, but not so wet as to compromise its
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AVING LIVED with Rumford
Hfireplaces for a while,

I feel compelled to tell
you how wonderful they are,
(Of course, I'm not biased!)
Our brick victorian house
always felt cold when the
outside temperature was low,
even though the furnace kept
the inside air temperature a
constant 65 degrees. Brick
is poor insulation, and so
our wall temperature was
usually about halfway be-
tween the 65-degree inside
temperature and the cold
outside temperature, When
it got to be zero outside,
the walls would be only
about 35 degrees, and we'd
feel cold.

RUMFORD first articulated
the concept of radiant heat:
"One must never forget that
it is the room that heats
the air, and not the air
which heats the room." 1In
other words the radiant heat
from the fireplace heats people and sur-
faces such as the wall across the room.
Supplementing our heat with fireplaces that
warm us directly and keep our walls warmer,

L

Life With Rumfords

we now can feel comfortable
even at 60 degrees. 1It's
like being in the sun on a
60-degree spring day. It
feels warm, but step into
the shade -- or in this
case, the next room -- and
60 degrees feels cold.

PEOPLE OFTEN want to compare
fireplaces with stoves,
Stoves are basically air
heaters, so you rely on con-
vection to help heat adjoin-
ing rooms, or you can use
fans to circulate the warm
air much like a warm-air
furnace does. Fireplaces,
however, heat only what they
'see'; you can't pump 60-
degree, warm air to help
heat a 60-degree, cool ad-
joining room. On the other
hand, you can't lose radiant
heat through infiltration or
convection,

SO IF YOU LIVE in a big,
drafty brick house with high
ceilings, and the kids and cats are going in
and out all the time, a Rumford or two (or
five) may be the secret to preserving your
wintertime comfort. e

strength; try making it just a little too wet
to make a ball and hold in your hand. The
material should be just barely pourable: If
your mixture's too thick, it won't pour even-
ly; too thin, it pours too fast. (To be per-
fectly honest, I wasted a lot of expensive
refractory in my experiments with mixing con-
sistencies and setting times. I even had to
burn out my first smoke-chamber form because I
left it in too long and couldn't get it out.)

THE INSULATION VALUE of the refractory is
necessary if your smoke-chamber walls are only
4 inches thick, so that the heat transfer
through the casting and 4 inches of brick is
equivalent to the 8-inch walls required by
most codes. After about three and a half
hours, pull the form. (You might have to use
a hammer to get it down and out through the
hole.) Do it too soon and the casting will
fall apart; too late and you'll have to burn
the form out. (Charcoal applied to the top of
the form works best because it burns down.)

The Floor And The Throat

ITH A SHOP PENCIL OR CHALK, draw the
Wfirebox plan on the refractory floor.

For fireboxes up to 28 inches wide, I use
1-1/2 standard firebricks per course for the
back and both covings. (A standard firebrick
measures 4-1/2 inches by 9 inches, which makes
each course 13-1/2 inches long.) Using a
level, lay the firebrick with fireclay mortar.

——IMNSULATING
REFRACTORY

Qéﬁﬁ(————\\L Wng%%
’ i ‘
N S

N
\ '“_COV'N;’Jt \\\ —T
veegs | |
EXISTING HEARTH & Jr

PLAM AT FLOOR

Keep your joints small, no wider than 1/16
inch, Fill the void between the firebrick and
the common brick chimney wall with insulating
castable refractory. Remember that firebox
walls should be a minimum of 8 inches thick,
and even then it's a good idea to place some
insulating castable between the firebricks and
the structural wall (especially if there's any
wood on the back side of the fireplace).
Excess fireclay mortar can be washed off the
brick faces with water and a sponge.

THE FORM FOR THE THROAT uses 24-gauge sheet-
metal for the curved part, (Construction of
this form is time-consuming because of the

The Old-House Journal

Jan-Feb 1985




The firebox requires only 1'% firebricks for each course. Note the
thinness of the joints; the excess fireclay mortar will be washed off
after the firebox has been completed.

relatively complex geometry.) For the
smallest part at the top, the throat must be
1/20th of the area of the fireplace opening.
For a 20-inch-wide fireplace with a 13-1/2-
inch back, the throat is 13-1/2 inches wide by
about 2 inches deep. For a 28-inch-wide fire-
place (still with a 13-1/2-inch-wide back),
the throat is 13-1/2 inches by about 3 inches.
The form must also be short enough so that
when its supporting platform is taken away, it
can be dropped down about a foot and removed.

SMOKE CHAMBER

Z2000° \NSULATIMG REFRACTORY

SHEET METAL
THROAT FORM

FIRE PRICK (M PLACE

N Be—2«—wo00 ouPPORT FOR THROAT
,\_\f - FORM

B
CASTING THROAT

INSERT THE THROAT FORM up into the firebox.
(It will extend a bit into the smoke chamber
-~ see drawing.) Positioning it somewhat
toward the front of the smoke chamber's
opening will make it easier to get the damper
in later., Make sure the form fits tightly
against the firebox on all three sides, and
that the the bottom of the form is lined up
precisely with the bottom exterior edge of the
fireplace. Pour the refractory to the top of
the form so that the two castings overlap.

PULL THE FORM after about three and a half
hours. Sometimes it's hard to get the refrac-
tory to fill the entire breast area, or it
fails when the form is removed. But it usual-

ly can be patched with the same refractory,
using a trowel. The casting may also need a
little cutting and trimming with a trowel to
make a smooth transition with the firebox and
to make sure the throat is well formed.

MAKE A DAMPER out of a 3/16-inch-by-3-1/4-
inch-by-16-inch steel plate; fasten a steel
bar handle to it with a cotter pin, (You can
also have a metal worker fabricate a conven-
tional damper, one hinged to a metal frame).
The damper can be inserted through the throat
and a mortar ledge formed of refractory
cement, so that the damper can open up and
back, as if it were hinged at the back to the
smoke shelf,

246" X 24" x16"
STEEL PLATE

COTTER ——T

PIN

31— REFRACTORY LEDGE
HOLDS DAMPER (M
PLACE.

2" x N ———>
STEEL PAR

DAMPER DETAILS

Flue Facts

OR THE FLUE, I use either modular, 8-inch-
Fby—a-inch, clay-tile flue liners or 8-

inch, rigid, 24-ga., stainless-steel flue
pipe. With clay-tile liners, I like to fill
voids between the tile and brickwork with
insulating castable refractory; leaky butt
joints and random air spaces scare me., Stain-

Safety Considerations

HERE are three national model codes in the United States.
T Most state and local codes are based on them, and they're
all pretty much the same when it comes to masonry fire-
places. They aren’t written with Rumfords in mind (because they
require deep fireboxes and large throats), but they should be fol-
lowed in safety-related matters. The law, your insurance coverage,
your house, and maybe even your life may depend on your build-
ing a safe fireplace that meets code and gets a building permit.

GET A COPY of your state or local code and become familiar
with it. In old houses, wood framing generally isn’t kept 2 inches
away from chimneys, as is now required; smoke-chamber walls
and sometimes the firebox walls and hearth aren’t as thick as re-
quired. The original gas-burning fireplaces in some houses are to-
tally unsafe for woodburning. (I have found wood joists running
into the flue, tile hearths laid right on wooden floorboards in the
firebox, and paper and wood trash behind the masonry.)

— Jim Buckley
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less steel makes an excellent flue because
it's smooth and round, and has lapped joints.
Just make sure you get the male ends down so
that any creosote dripping down the pipe stays
inside the flue., As an added precaution,
because wood framing is often right up against
old chimneys, I pour insulating castable re-
fractory around the outside of the pipe, fill-
ing the voids,

& SLore

“
«——MAGLONRY CAP

THMBLE MORﬂAKED
IN PLA

FLUE NOT MORTAREPD
IN PLACE

6——EXIGT IMG CHIMMEY

OF FLUE IJOIMTS

SRR

‘ “““ ——————FPROPER ORIEMTATION

DETAIL AT TOP OF CHIMMEY

YOU SHOULD BE AWARE that all this hardened
mortar inside your chimney makes this work
irreversible; if your chimney needs rebuilding
after you finish this job, the mortar will
have to be chipped out by hand -- a nearly
impossible job. Whichever liner you use, fit
it to the top of the smoke-chamber casting
through the pour hole, brick up the hole, and
pour more refractory from the. roof (or the
upstairs fireplace, if available), seating the
flue at least 1 foot deep in refractory.

I'M VERY FAMILIAR with insulating castable
refractories, and I don't use the poured flues
that are currently being franchised under
various names. Most unlined chimneys here in
Ohio are only one-brick-square (8 inches by 8
inches), and I need an 8-inch flue. A poured
flue wouldn't have sufficient wall thickness
to have structural integrity; besides, 1'd
have to pour the refractory overly wet to make
sure I didn't have any voids in such a thin
casting.

I ALSO DON'T USE flexible stainless steel
because it's much thinner and more expensive
than rigid pipe. Most bends in old chimneys
occur so downstairs flues can go around up-
stairs fireplaces, but you can usually gain
access to these bends through the upstairs
fireplace opening by taking out part of the
side of the firebox. Stainless-steel flues
should be riveted together with stainless-
steel rivets.

WE BROKE A FEW mortar caps because the stain-
less-steel flue pipe expands when it gets hot,
SO now we use a standard 8-inch thimble as a
sleeve. Run the flue pipe through the sleeve
and mortar the sleeve to the brickwork. Saw
off the stainless-steel flue pipe about 1 inch
above the masonry cap, so you don't see it
from the street. Cut the stainless steel with
an electric circular saw with a metal-cutting
composition blade,

YOU CAN USE A CLAY CHIMNEY POT to finish off
the chimney. Sometimes a 40-foot-high chimney
that's 12 feet above a steep slate roof can be
pretty scary. But the view's great! Figure
out the type of scaffolding and safety harness
arrangement that's safest for your situation,
and use it,

Satisfying The Codes

FTER I FINISHED my first fireplace, I
Anamed it the "victorian Rumford Compro-

mise." After all, it was somewhat anach-
ronistic to put a 200-year-old fireplace in a
100-year-old house. And besides, I built it
about 12 inches deep, rather than Rumford's
recommended one third of the width, because it
was only 20 inches wide.

DESPITE THE BENEFITS of Rumford's design, most
building codes require fireplaces to be 20 in.
deep. I did some research and learned that
this requirement was adopted in the 1940s,
more or less arbitrarily, as a guide for the
builders who rarely had engineers or archi-
tects designing their fireplaces.

TO GET the required building permit, I had to
appeal to the Columbus Building Regulation
Commission. First I had to satisfy them that
I understood the code and that my fireplace
complied with all the safety-related issues.
Then I argued the differences in the Rumford
design, showing that the heat transfer through
my insulating, refractory-lined smoke chamber
and 4 inches of brick would be as safe as that
of the 8-in, walls required by the code.

TO MAKE A LONG STORY SHORT, the entire Commis-
sion gathered early one July morning in 1982
for a "burn-in." They were well pleased with
the demonstration, and I went into the busi-
ness of building victorian Rumford Compromlses
for other old-house owners. =

Since writing this article, Jim has begun building modular com-
ponents of the Rumford fireplace in his shop, to reduce the
time and labor required for installation. Now these all-masonry
Rumford components (firebox, throat with damper, & smoke
chamber) can be custom built and shipped with detailed instal-
lation instructions to contractors and homeowners anywhere.
Call or write Jim Buckley at Flue Works, Inc., 86 Warren St.,
Columbus, OH 43215. (614) 291-6918.
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by Walter Jowers

N THE WELL-MANICURED neighborhoods of many

cities, amidst the becolumned Neo-classi-

cal homes of the well-to-do, there is of-

ten one oddball house -- a house with a
flat roof, curved glass walls, and, most
obviously, no hint of classical architectural
details like columns and pediments.

THOUGH MANY PEOPLE believe these houses were
built around the time of the Apollo moon land-
ings in the 1960s, they were actually built
closer to the time of Buck Rogers' comic strip
space travels. These are 1930s houses; exam-
ples of the style that was called, at that
time, "modern" architecture, Today, we call
the stark, unadorned (and usually white) ones
International Style. We call the jazzy, whim-
sical ones Art Deco.

RT DECO GETS ITS NAME from an inter-
national exhibition of industrial
design, the Exposition des Arts Dec-
oratifs, held in Paris in 1925, This
exposition focused attention on a new design
aesthetic that featured elements of Egyptian,
Aztec, and Mayan art, as well as stylized
low-relief figures, and Cubist-influenced
geometric designs. The idea was to combine
these ideas in new ways, and use machine-age
materials to create a fresh, eclectic,
"moderne" look that had no historical ante-
cedent. The moderne look caught on in a big
way in the 1920s and 1930s, though the term
"Art Deco" didn't catch on until the 1960s.

ART DECO ARCHITECTURE is a familiar part of
the American cityscape; almost everyone is
aware of the Empire State Building. And most
of us have been in an Art Deco movie theater,
or have passed an Art Deco roadside diner.

BUT HOW WAS the Art Deco style applied to
residential architecture? First, in the
shapes of the houses: Art Deco houses in-
variably have flat roofs. Visual emphasis

in Deco residential architecture is most of-
ten horizontal, rather than vertical, as is
the case with Art Deco skyscrapers. (This
horizontal, streamlined look is typical of

the Art Moderne subgenre of Art Deco architec-
ture.) Many of the corners aren't square in a
Deco house; the exterior and interior walls
are often rounded into curves. Staircases
usually curve, too.

MACHINE-AGE ENGINEERING brought new materials
and new shapes to Art Deco houses, the same
way the invention of the circular saw allowed
changes in the shape of 19th-century
buildings.

TWO NEWLY-MANUFACTURED MATERIALS, colored
structural glass sheets (sold under the trade
names Vitrolite and Carrara Glass), and
translucent glass block (sold as Insulux)
were very popular in Deco houses.

Many elements of the Art Deco skyscraper style are evident in this
ca. 1930 house. The smooth facade, the narrow casement windows,
and the flat roof are all characteristic of the style. The most striking
Art Deco feature, though, is the repeating low-relief design on the
bay window spandrels. This four-storey house displays much more
vertical emphasis than later, streamlined Deco houses.
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This rendering of a 1931 house shows some Art Deco design elements
-- a streamlined, horizontal visual emphasis, a large expanse of glass in
a curved exterior wall, and a fanciful spiral staircase.

LARGE EXPANSES of glass block were common;
these window-walls allowed light into the
house without sacrificing privacy. A favorite
placement was in the curve of an outside wall,
especially the wall adjacent to the staircase.
Operating sash were often factory-style
casement windows, and "porthole" windows were
common. The porthole windows, along with
tubular steel railings, combine to give some
of these streamlined houses a nautical look.

THE MODERN 1930s SURFACE FINISH was flat,
simple, and easy to keep clean. In Keeping
with this, exterior walls were most often
stuccoed, though they were frequently a light-
colored brick or, in some instances, painted
brick. Interior walls were plaster, though
kitchen and bathroom walls were often over-
laid with ceramic tile or, in some instances,
structural Vitrolite or Carrara Glass.

HE ART DECO AESTHETIC of using new

machine-age materials in unprecedented

ways is most evident in the interior of

these houses., 1In a 1935 Architectural
Record article, J.E. Burchard stated: "Early
modern houses were created principally for a
well-to-do intelligentsia and gave rise
therefore to the impression that opulent
exotic woods and gleaming unusual metals were
the essence of modernism, were indeed
necessary to make otherwise simple designs
bearable."”™ Interior appointments in Deco
houses range from grand to glitzy to kinky to
undeniably tacky.

STAIRCASES ARE THE VISUAL FOCUS in many of
these houses; many Deco design elements are
brought together here. The stair tower illus-
strated on this page is a monolith of rein-
forced black terrazzo, poured and polished in
place, with nonslip carborundum treads. The
rail is brush-finished aluminum. The stair is
incorporated into a curved, glass-block wall,
and the stairwell curtain is a yellow antique
satin. Quite an eclectic, "moderne" mix.
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Art Deco buildings often exhibit a strong visual emphasis on the
entryway. The curved walls flanking the entrance of this small apart-
ment house guide the eye to the double doors. The large expanse of
glass block in a curved outside wall is another Deco feature.
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The quintessential Deco stair tower -- a sweeping curved staircase
surrounded by a wall of glass block. The stair is poured-in-place
black terrazzo, with carborundum treads and an aluminum rail

. . . very early high tech.

The Old-House Journal 14

Jan-Feb 1985




This period room, with its multi-colored tile floor and Cubist-inspired
furniture and lighting fixtures, is a showplace of Art Deco design.
The fireplace is typically simple and unadorned, but there is nothing
understated about the multifaceted mirror overhead!

DECO FIREPLACES represent another departure
from earlier traditional designs. Just as you
won't see classical columns on a Deco house
facade, you won't see columns on the fire-
place surrounds. No triglyphs, gargoyles, or
carved mouldings, either. Most Deco fire-
places are merely rectangles cut into the
wall, with simple structural glass, marble, or
metal hearths and surrounds; though there are
some zippy designs with angular mirrors built
into the surround. Most of these fireplaces
have no mantel, or utilize the projection

of the surround as a mantel.

IN ANY DECO HOUSE, one notices the unusual
uses and arrangements of materials, The in-
terior designers loved slick, shiny surfaces;
and in some houses, the baseboards are glazed
ceramic tile. Multi-colored marble or tile
floors are common, as are two- and three-color
tile or structural glass walls (especially in
bathrooms). Some Deco houses have tile-
floored rooftop sundecks, complete with roof-
top fireplaces! The simple, angular geometry
of the Art Deco style also found its way into
garden and terrace designs of the period.

THOUGH ART DECO HOUSES are not as numerous Or
as obviously "old" as earlier types of houses,
they do represent a definite architectural
style, as well as a cultural phenomenon of
the not-too-distant past.

RT DECO WAS THE LAST architectural style

to encourage the use of ornamentation and

decoration in buildings; some people say

it was the last architectural style. By
almost any measure, Art Deco was the last
style to acknowledge the need for beauty, or
at least the need for a sense of humor, in
architectural design. These houses, which are
so often egregiously altered due to their
relative "newness" deserve the same attention,
respect, and protection as our older (but no
more historic) houses.

This Deco house has a central glass atrium -- you can look right through
to the back yard! The long, low lines and the nautical look of the house
give the impression of a submarine surfacing.
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A house grown from crystals? This prismlike quality is often seen
in Deco artifacts (graphic art, jewelry, glassware), but not so often
in the houses of the period.

Special thanks to James Draeger (a true fountain of Deco know-
ledge), Amanda Gross, and Mark Sturtevant. Without their special
insight and hysterical approach to historical research, this article
might have been possible, but not nearly so much fun.
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FANERLALS

CARE OF PIGMENTED STRUCTURAL GLASS

(Vitrolite and Carrara Class)

IGMENTED STRUCTURAL GLASS was first

manufactured in 1900, but it enjoyed its

greatest popularity during the height of

the Art Deco style period, the 1920s and
thirties, This glass, sold under the trade
names Vitrolite and Carrara Glass, has not
been manufactured for several years.

WHAT DO YOU DO if the pigmented glass in
your Deco house needs repair or replace-
ment? The National Park Service's
Preservation Brief 12 offers the following
suggestions:

& REPAIR OF CEMENT JOINTS (the equivalent of
grout joints): Re-"grout" with modern sili-
cone joint cement, color-matched to the orig-
inal by mixing the compound with tinted poly-
ester resins.

® PATCHING CHIPS OR CRACKS IN THE GLASS: Use
solvent (methyl ethyl ketone, methyl isobutyl
ketone, or acetone) applied behind the glass
with a syringe, then gently pry off the glass
with a broad, flat tool (such as a
nail-puller). Or, apply solvent, then use
piano wire to saw the glass loose., CAUTION:
THESE SOLVENTS ARE EXTREMELY FLAMMABLE, AND
THEY IRRITATE THE SKIN. STORE THE SOLVENTS IN
FIRE-SAFE CONTAINERS, AND WEAR RUBBER GLOVES
AND GOGGLES WHEN YOU WORK WITH THE SOLVENT.

! REINSTALLATION OF GLASS PANELS: Clean the
glass and the underlying substrate of dirt and
old mastic, then reinstall the glass, using:
(a) a modern silicone mastic, for small appli-
cations (large quantities of this mastic are
quite expensive), or (b) hot-melt asphalt mas-
tic (this is the material used to install
structural glass in the '20s and '30s).

] REPLACEMENT OF MISSING OR DAMAGED GLASS
PANELS: 1It's worth a try to call local
"jobbers" to find out if they have any old
structural glass in their inventories, If no
one has any old glass, you must,..

& SUBSTITUTE MATERIAL FOR MISSING OR DAMAGED
GLASS PANELS: A new product, "spandrel
glass," marketed under the trade names of
Spandrelite and Vitrolux, is the closest thing
to the genuine article. It is available in
several colors. Other options: Paint the
back side of a piece of plate glass to match
the color of the existing glass; or try
appropriately colored plastic.

MODERN GLASS BLOCK

GLASS BLOCK, in sizes and patterns matching
most of the 1920s and thirties block, are
still available from:

Pittsburgh Corning Corporation
800 Presque Isle Drive
Pittsburgh, Pennsylvania 15239

Write for a current brochure and installation
specifications.

* Pattorn —
Standard Biock $tandard Biock |
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VITROUITE IN VARETY OF SHAPES CAN B USED N
INTERESTING COLOR SCHEMES ON WALLS AND
CELING SCALE 'v'o10

BATHROOM WALLS AND CEILING SCALE '4"e1-0

Kitchen and bathroom details from the 1937 Vitrolite catalog.
Note the use of glass blocks in the bathroom wall.
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EVER BEFORE in the history of American

design had so many forces come together

to create such an all-encompassing art
form. The exuberance of the 1920s, the Paris
Exposition des Arts Decoratifs, and machine-
age, mass-production capabilities combined to
make Art Deco the first real wave of indus-
trial design. During the height of the Deco
period, objets d'Art Deco could be found in
every room, closet, and cabinet of an Art Deco
house. In fact, the rooms, closets, and cab-
inets themselves might have been high-style
Art Deco. The style touched everything from
knick-knacks to floor wax, lipstick to
locomotives.

DECO KITCHENS often look like they were
designed in wind tunnels. The walls, the
counters, the furniture, the appliances all
appear to be built for speed. Raymond Loewy
(the man who designed the Studebaker Avanti)
designed refrigerators for Sears. General
Electric made Art Deco waffle irons. The
Saunders company marketed a two-tone solid
Pyrex laundry iron, aptly named the "Silver
Streak." Stoves, blenders, juicers, even

tables and chairs looked like they were
designed for aerodynamic efficiency.

The triple-streamlined central bay of this 1930s trendy trailer
shows how moderne design elements found their way into
almost everything. (The two outer bays fold up for transport.)

Two hoit irc;ns of t-he periéd. Above is be-neral Electric's
Art Deco waffle iron. At right is Saunders Company’s
“Silver Streak."”

This “wind tunnel' kitchen was entered in a 1935
design competition.

i

A Vitrolite catalog kitchen with white walls, yellow ceiling
and counters, and blue window trim.

Jan-Feb 1985
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Above: The alternating horizontal bands of Vitrolite are
pearl grey and Chinese red. The shower curtain is silver
metallic cloth Fixtures have red plastic handles. Below:
A typical use ‘ glass block in the bath.

Though dining room decoration was usually restrained even
in houses of the Art Deco period, some snazzy details slipped
in. There is nothing traditional about this Formica-topped
table, or the “moderne’” chairs.

BATHROOMS WERE ANOTHER gleaming,
slick, streamlined showcase for
Art Deco residential architecture.
¢ In Libbey-Owens-Ford's 1937
% vitrolite catalog, the writer says
of kitchens and baths: "Upon no
other rooms in the modern home have architects
and manufacturers of fixtures and equipment
lavished more attention., Thus we have today
kitchens and bathrooms furnished with fix-
tures, cabinets, utility equipment and
accessories, all reflecting a high degree of
beauty and mechanical perfection."™ High-
contrast, multi-color patterns in Vitrolite
and ceramic tile are characteristic of the
Deco bath. Bullet-shaped faucet handles,
angular shower heads, and mechanical-
looking medicine cabinets are common. Robe
hooks look like Klingon space cruisers.

-

A Vitrolite catalog bathroom. The tub surround is imitation
marble Vitrolite; the walls are pale yellow.
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The designers of this Art Deco recreation room went for the
full effect: Vertical and horizontal tube lights, a stylized
fountain on the bar, feline-skin upholstery. The cocktail-
glass pattern set into the Formica floor exemplifies the
fascination post-Prohibition designers had with cocktail
paraphernalia.

DINING ROOMS were the most traditional room in
the house, but some homeowners couldn't resist
the urge to dine around a chrome-and-glass, or
chrome-and-plastic, table like the one shown
on the opposite page.

THE DESIGNERS OF THE ERA were

P ) fascinated with cocktail and

T smoking paraphernalia. So what

— better room to make into a true
Art Deco showcase than the recreation room?
The rec room shown on this page is a fine
high-style example: Tube lights! Leopard-
skin upholstery! A stylized fountain painted
on the bar! But the true Art Deco decadent
indulgence is on the floor -- a varying
cocktail-glass pattern set into the Formical
A 1935 Bakelite ad shows an entire rec room
made out of Bakelite plastic products. Not
the homely brown Bakelite that electrical
plugs are made of -- but the swirly, marbled,
iridescent Bakelite that was used to make the
colorful, snazzy (and now quite valuable)
radios shown on this page.

NO ROOM WAS UNTOUCHED by the Deco design
influence, The bedroom suite shown at right
is made of burl maple, with a white and brown
enamel contrasting finish on the drawers and
doors. The 1937 Vitrolite catalog shows some
"modern furniture" made with Vitrolite.

ART DECO LAMPS, glassware, silverware, and
clothing (cocktail dresses, of course)

are fairly common sights in antique stores
around the country. The furniture, and the
architectural pieces are less common, If
prices and availability are any indication,
then Art Deco pieces of all types are enjoying
a new popularity.

WE HOPE some of these pieces are being snapped
up by owners of Art Deco houses who are deco-
rating their houses in the original style. f£x

Red and orange, yellow and brown, red-white-and-blue
radios,..These fanciful Bakelite numbers date from the
late 1930s. Bright, high-contrast color schemes in the
marbled plastic cases create a striking visual effect.

A buffet with a black Vitrolite top and base, The Vitrolite
“resists burning from cigarettes and staining from alcohol.”

A “modern” bedroom suite from 1935. The rounded cor-
ners and high-contrast finish are typical of period designs.
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Restorer’s Notebook

Two Helpful Products

HESE TWO PRODUCTS should be of interest to
I the OHJ readers. The first is called

"Duro Tub 'N Sink Jelly." It removes
stubborn rust stains on sinks and tubs with
little or no elbow grease. Its active ingre-
dient is phosphoric acid, so be careful to
avoid any skin contact. Just wipe it on the
tub or sink, let it sit for 5 to 10 minutes,
and rinse it off. 1It's available from Loctite
Corp., Automotive and Consumer Group, Dept.
OHJ, 4450 Cranwood Court, Cleveland, OH 44128.
(216) 475-3600,

THE SECOND product is called "Kilz," and it's
designed to hold back stains on plaster walls
prior to painting with a latex paint. It
keeps crayon, lipstick, smoke and charring,
ink, pencil, and grease stains from bleeding
through the new paint job. "Kilz" won't raise
the grain of the wood, and it dries quickly --
you're ready to recoat in 30 to 45 minutes.
It's available from Masterchem Industries,
Dept. OHJ, P.O, Box 2666, St. Louis, MO 63116.
(314) 772-3979.

Michele M. Schiesser
Fredericksburg, Va.

Simplifying Staining

CLEAN BLACK FELT chalkboard eraser and
Asome tin pie plates are valuable tools for

staining woodwork, doors, and other flat
wooden surfaces. Pour
the stain in the plate,
dip the eraser in the
stain, and rub it
across the wood. (Re-
member not to stain
more wood than you can
wipe off with a dry
cloth before the stain
gets dry and dark.) We
found that, as opposed
to using a brush, this
method was much faster and wasted less stain.

Sheryl Connell
El Dorado, Kansas

Latex Priming

ATEX PAINT is excellent for color retention
Land for non-hardening over time. But its

big drawback is weak bonding; it must be
applied over a primer or itself (if clean).
The primer you use must be alkyd or oil-based.
"Latex Primer" is a contradiction in terms. A
water-base "primer" will do very well on card-
board (i.e., drywall), but it simply won't
penetrate wood or plaster surfaces sufficient-
ly for a good bond.

THE SCIENTISTS at Forest Products Labs (USDA)
in Madison, Wisconsin, suggest using a thick
oil primer coating, one "heavy enough to cover
the grain" on exterior wood, followed by two
coats of latex. They say it'll give you a
ten-year (or more) paint job.

Charles W. Wilson
Mechanicsburg, Penn,

A Soldering Shortcut

N RENOVATING an old townhouse, I had to put
la shutoff valve in a vertical waterpipe that

ran from the basement, I shut off the water
supply to the pipe, went to the top floor, and
ran the fixture for this water line. Then I
went back to the cellar and cut the half-inch
copper water line. The remaining water in the
line began dripping into a bucket I'd posi-
tioned below the pipe, and I decided to have a
cup of coffee and wait for the drip to stop.

AFTER FINISHING my coffee and one-too-many
doughnuts, I returned to the pipe and saw that
it was still dripping. This was an old build-
ing with many branches of water lines running
in the walls for all four floors -- a fixture
somewhere was continuing to release water. I
waited a few minutes, but the water kept on
coming. Against my better judgment, I went
ahead and soldered the shutoff valve into the
moist water line. Needless to say, the slight
dripping of water spoiled my soldering, and
the joints leaked when I ran a test on it.

I DECIDED TO BACK OFF and give the problem
some more thought. Regretting having ever
started this "easy" project, I was having my
third cup of coffee when my attention focussed
on the partially eaten doughnut in my hand.
Eureka! If the doughnut could soak up the
coffee, why couldn't it soak up the drip?

INSTEAD OF WASTING A GOOD DOUGHNUT, I plugged
the drip with rolled-up bread, using a pencil
to force it into the vertical section of the
pipe. Then I quickly assembled my soldering
parts and sweated the valve onto the pipe.
The bread absorbed the small amount of water
for the time I needed to do the job. When I
turned the water on again, there were no leaks
-- and the water pressure blew the bread
through the pipe and out the open faucet on
the other end.

Joseph V. Scaduto
Lynnfield, Mass.

Tips To Share? Do you have any hints or short cuts
that might help other old-house owners? We'll pay $15 for
any short how-to items that are used in this “Restorer’s Note-
book” column. Write to Notebook Editor, The Old-House
Journal, 69A Seventh Avenue, Brooklyn, NY 11217.
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BY LARRY JONES

OU'VE
Y BEEN SHOPPING
for that perfect old

house on a hill, and you've
found one that you like. Every-
thing is perfect, except for a
giant crack in the living room
wall, Will the house slide
down the hill during the next
big rain?

OR CONSIDER THIS: You've been living in an
old house for some time, and now you've
decided to finish the basement. It would be
easy, except for all those columns in the way.
You don't know anything about forces and
moments, clear spans and live loads. So,
you gonna call...?

who

YOUR FIRST THOUGHT might be to call a building
contractor. There are some skilled tradespeo-
ple out there who seem to have almost magical
abilities to fix things. But in cases like
these, a contractor isn't the right person to
evaluate the situation and make decisions.
Generally, you hire a tradesperson when you
already know what needs doing -- when there's
an assignment.

IF THERE ARE DESIGN DECISIONS to be made --
decisions about the feasibility of a project,
the planning of a project that involves the
structure or aesthetics of your house, then
you need a design professional. That means an

architect or an engineer.

l engineer does and what an architect does.

First and foremost, there are individual

differences, Some architects understand
structure and mechanical systems as well as
many engineers. And some engineers are sen-
sitive enough to offer sympathetic solutions
to design probems, aside from being able to
size a beam or a heating plant.

Which Design Professional?
T'S HARD TO DRAW A LINE between what an

BUT GENERALLY, an architect is more concerned
with the interrelationship of design and sys-
tems. An architect is concerned with aesthet-
ic, structural, and mechanical considerations,
An architect can make an overall evaluation if
you want to know the feasibility, approximate
cost, or aesthetic or structural implications
of, say, an addition to, or the replacement of
a mechanical system.

AN ENGINEER has specific technical knowledge,

and can help with a particular problem or con-
troversy regarding a structural or mechanical

system. Generally, compared to an architect,

an engineer is more of a specialist.

il p.
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coordinate the aes-

thetic features and mechani-

cal systems in a building. An

engineer evaluates the appropriateness of
each mechanical or structural system for a
particular building, then specifies the items
needed, and their proper installation.

LET'S USE AN EXAGGERATED (but true) example to
make the differences between architects and
engineers even more clear...

GIVEN: A 100-plus-year-old octagon house with
a large domed roof that was added twenty years
after the house was built. The domed roof is
pulling itself apart, and the house needs new
plumbing, heating and air-conditioning, and
insulation.

IF YOU WANT the house ready to move into, you
need an architect to evaluate the whole struc-
ture and design the interdependent additions
of plumbing, heating plant, and insulation.
He'll deal with the suitability of the materi-
als and machines, the sequence of the job, and
the aesthetic effect of the changes.

IF YOU JUST WANT to fix the dome, you need an
engineer. He will specify materials and
techniques necessary to stabilize the dome --
things like steel girdles and wire trusses,

IF YOU HAVE all of the above problems, you
should hire an architect, When it comes down
to specifying the answer to the dome problem,
the architect can always engage the services
of a consulting Structural Engineer. And, if
the heating, electrical, and utility systems
are complicated, the architect may call in a
consulting Mechanical Engineer.

l you'll find a bewildering array of titles

and specialties, Here is a list of defin-

itions, some of which overlap:

F YOU OPEN THE PHONE BOOK to "Engineers,"

® STRUCTURAL ENGINEER: An engineer who spe-
cializes in the design or redesign of struc-
tures. Some states require special licensing
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for people who use the title Structural Engi-
neer. These engineers usually act as consul-
tants to architects, and provide designs,
drawings, and specifications for structural
items in the building plans, They also pro-
vide some supervision over parts of the
project for which they have written specific-
ations, Most of the same services offered to
architects are available to contractors and
homeowners,

e MECHANICAL ENGINEER: An engineer specializ-
ing in the invention, design, construction and
adjustment of machinery. Wwhen they deal with
buildings, Mechanical Engineers deal with the
mechanical systems: heating, ventilation, air
conditioning. Special training and licensing
breaks this category down into specialties
such as HVAC Engineer and Electrical Engineer,

® FOUNDATION ENGINEER: An engineer specializ-
ing in foundation problems. He may recommend
suitable foundations for a proposed or exist-
ing building. For most projects involving
residential-size structures, a Structural
Engineer can handle foundation problems.

e CIVIL ENGINEER: An engineer involved in the
design of fixed, often public, works such as
highways, reclamation projects, harbors, water
works, industrial facilities, and building de-
sign. (Prior to WW II there were two major
designations for engineers: Military and Civ-
il,) About 60% of all practicing engineers
call themselves Civil Engineers. The remain-
ing 40% claim a more specialized title; i.e.,
Electrical Engineer or Mechanical Engineer,
Most Structural Engineers consider themselves
as falling under the broad definition of Civil
Engineer.

® CONSULTING ENGINEER: Any engineer can con-
sult. When an engineer calls himself a Con-
sulting Engineer, it generally means that he
is in private practice and is available as a
consultant in his specialized field. There
are, of course, consulting engineering firms,
Structural Engineers often call themselves
Consulting Engineers.

® PROFESSIONAL ENGINEER (P.E.): A term used
by many states to define an engineer in any
branch of engineering who is licensed by the
state.

A HOMEOWNER with residential-scale problems
probably won't need the services of most en-
gineering specialists. A homeowner is likely
to need the advice of a Structural Engineer,
if he or she needs an engineer at all.

What They Do

OWEVER SERIOUS a structural problem may
Hseem to you, most house-size problems are

not very complex to an engineer. House
problems that call for an engineer's advice
almost always fall into one of two categories:
natural settlement, or man-made damage.

SETTLEMENT PROBLEMS involve footings and
foundations, shrinkage, and shifting caused by
rotted structural members. Man-made damage
can be caused by overloading structural
components, or by a tradesperson randomly

cutting through joists to make an instal-
lation, (Plumbers and electricians are
infamous for this.)

FOR SETTLEMENT PROBLEMS, you may need an engi-
neer to design a system and specify components
for foundation underpinning, new footings,
channelling groundwater away from a house,
monitoring cracks in masonry, or leveling a
building. To correct man-made damage, an
engineer can inspect framing, specify the size
of a new girder, or design a reinforcement
system for a load-bearing wall.

WHAT IF A CONTRACTOR tells you that the only
way to keep your basement dry is to completely
excavate two sides of your foundation so the
foundation walls can be waterproofed? You may
want a consulting structural engineer to tell
you if you need some temporary shoring around
the foundation walls before excavation can
begin. We know of cases where contractors
undermined foundations, and the house dropped
right into the hole,

OTHER FAIRLY COMMON old-house restoration jobs
that might be best planned by an engineer:
chimney stabilization and rebuilding, or
adding onto a house when the soil conditions
on the building site are particularly tricky
(i.e., very sandy, very wet, or heavy clay).

BEFORE YOU HIRE AN ENGINEER, you should do a
little homework. Connie Neuman of ACEC sug-
gests that homeowners (or potential buyers)
make an effort to understand the problems with
the house as clearly as possible. 1Ideally,
you should be able to call up an engineer and
say something like, "Excuse me, but the south-
east corner of my house seems to have settled
about six inches. 1It's a nine-inch wide lime-
stone foundation, and it's on a clay soil with
poor drainage, This side of the house is
heavily loaded because of a cantilevered tur-
ret, and I suspect that the builders of the
house failed to use a proper footing. I'm
prepared to spend whatever amount of money I
must to correct the situation, and there's no
hurry. When can I schedule an appointment?"

BUT IN THE REAL WORLD, most people are likely
to say something like, "One corner of my house
is lopsided, and there's a big crack. I don't
have much money to spend because I just put on
a new roof, but water is still coming in this
crack. What should 1 do?"

YOU DON'T HAVE TO BE PARTICULARLY SAVVY about
things structural to give an engineer some
idea of what is wrong. (If something looks
wrong, it usually is.) And during your
preliminary discussions with an engineer, you
should advise him of any special constraints
on the project: Budget, time, the need to
preserve the architectural details of the
house. Once you've done this, the engineer
will have some idea of what you need done, and
whether or not he or she can do it,

Selecting An Engineer

UT TOGETHER A SHORT LIST of engineers you
Pmight consider hiring for your project,

You'll want the names of several; after
all, prices and experience do vary. Check
with your local preservation group, or call
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your State Historic Preservation Office
(SHPO). Even if neither of these agencies
will recommend an engineer, they should be
able to give you the names of some engineers
who have worked on old-building restoration
projects. You can also write or call the
American Consulting Engineers Council in
Washington, D.C. They should be able to rec-
ommend an engineer in your area who has expe-
rience in old-house restoration, Above all,
before you hire any engineer, check his refer-
ences! Try to find people who have recently
completed a project similar to your own,

ONCE YOU HAVE your short list, call a few
engineers and discuss your situation with
them. When you find someone with good
references who seems to understand the
project, schedule an appointment with that
person at your site. Some engineers will
charge to visit your site, others will charge
a low fee (or, if you're lucky, no fee) for
the initial consultation, 1f, after the
initial consultation, you are convinced that
you've found your engineer, hire him. If you
don't think you can work with this person, go
back to calling the people on your list,

WHAT IF YOU HAVE a large, complicated, or
unusual project? 1In such cases, you should
arrange for two or three engineers, or repre-
sentatives from two or three engineering
firms, to make an on-site inspection of your
project. While you will be faced with consi-
derably higher initial consultant's fees, it
might be worth the cost to hear different
opinions, and get several quotes for the
design work that needs to be done. When you
get quotes from engineers or engineering
firms, bear in mind that each of them will be
quoting a price for a design plan, and that
design plans are seldom alike. Don't be too
impressed by a low quote; make sure you choose
the plan best suited to your project.

SOME WORDS OF CAUTION: Don't hire inspectors,
planning people, and the like, who work for
the city, county, or utility company and
"moonlight" as consulting engineers. And
don't hire one of their relatives either!
Sometimes, there's a conflict of interest
here. ("Well, I can't approve that, but I've
got a brother-in-law who can bring it up to
code for you...") A lot of costly and
irreparable damage has been done to old
buildings by underqualified "para-engineers"
who aren't licensed, and don't carry liability
insurance.

IF YOU HIRE an engineer (or para-engineer) to
inspect a building, and he also happens to own
a construction company, it's always in his
best interest to find big problems with your

house.
"
A that which is cheap." 8o says the
American Consulting Engineers Council
(ACEC). They continue: "You're not looking
for the cheapest design job. You're seeking
‘design value,'" which comes when you engage
the most qualified firm at a fair price.
Remember that extra time (and cost) in the
design phase can save money in the long run by
reducing maintenance or replacement cost.

How They Charge

BARGAIN is that which is excellent, not

THE ACEC'S POINT IS WELL TAKEN: Engineers
design things, they don't build things, and
design is a creative process, not a commodity.
If you need an engineer, your first priority
should be to hire an engineer who is skilled
and experienced in projects like yours. If
you are restoring an old house, you want an
engineer with experience and expertise in
restoring old houses; you don't want a veteran
of several insensitive gut renovations. You
should expect the engineer's fee to be fair,
but this should not be your first priority.
sort of like choosing a doctor.

BIT OF PROTOCOL: For the reasons
engineers don't like the term
really hate the term "low bid,"
them to bid on your job. They

to an "Invitation To Submit

AN IMPORTANT
cited above,
"bid." They
so don't ask
will respond
Information".

HERE'S WHAT YOU GET CHARGED FOR: The engi-
neer's visit to the site, his technical iden-
tification of the problem, an analysis of the
building and written recommendations. The in-
spection and written report will take several
hours of the engineer's time and may cost sev-
eral hundred dollars. The cost for an engi-
neer's services ranges from about $55 to $90
per hour. 1If the project is relatively simple
(an inspection, or specifying the size of a
load-bearing member), the engineer will pro-
bably charge you for about four hours' work.

YOU CAN SAVE yourself money doing some of the
prep work yourself, For instance, if you know
some basement panelling has to come out before
the engineer can inspect the foundation, go
ahead and pull it out before he gets there.
J come in and suggest the best course of
action doesn't mean you can't do some or
all of the repair work yourself. You can use
the engineer's report to guide you through
your project. 1In fact, Lowell Christy, of
Christy - Cobb Engineers in Birmingham,
Alabama, says that in three-quarters of the

residential projects she works on, the repairs
she recommends are done by the homeowner.

UST BECAUSE you've hired a specialist to

FOR MORE INFORMATION:

The American Consulting Engineers Council has
a book available for $5 ppd., entitled, A
Guide to the Procurement of Architectural and
Engineering services. If you're considering
hiring an engineer or an architect, you should
get a copy. Its step-by-step approach is easy
to understand. Write to: ACEC, Dept. OHJ,
1015 Fifteenth St., N.W., Washington, D.C.
20005. (202) 347-7474.

il

Special thanks to Connie Neuman, Director of Information and
Communications for the American Consulting Engineers Council,
Washington, D.C.; Lowell Christy, of Christy-Cobb Engineering,
Inc., 1031 S. 21 St., Birmingham, AL35205. (205) 251-0499; and to
David C. Fischetti, P.E., 109 Brady Court, Suite 200, P.O. Box 835,
Cary, NC 27511. (919) 467-3853. Both private firms specialize in
consulting work on historic buildings.
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My Life With A
Beehive Oven

by Barbara Hood
Hammondsport, New York

A follow-up to
last month’s article on
building brick bake ovens

UR LOCAL Landmark Society offered a very

enjoyable and informative class on fire-

place cooking, and 1'd like to share what
I learned with the OHJ readers. The first
thing is the firing of the oven, It takes
about one hour's worth of a good blazing fire
to get the oven hot enough to bake bread
(approximately 375 to 425 degrees). The smoke
from the fire at first turns the oven bricks
black, but as the temperature of the bricks
increases, the smoke burns off and the bricks
are clean again. By that point your oven is
hot enough for baking. The next step is to
clean out the oven. Do this as quickly as
possible; the longer the door is open, the
more heat you lose.

A LONG-HANDLED, shovel=like implement called
an ash peel is used to clean out the ashes and
any unburned wood., I prefer to shovel the hot
ashes into the fireplace
rather than the ash pit,.
This way, the smoke and
gases can go up the chimney;
that's better than having
them infiltrate into the
room, which is what happens
if you shut up the ashes in
a flueless ash pit. (Sur=
prisingly, historians aren’'t
quite sure how ash pits were
used,) After cleaning out
the oven with the ash peel,
dip a fireplace broom in
water and whisk it around in the oven. This
removes any remaining ashes and keeps your
food from getting dirty.

TO CHECK the temperature of the oven, put your
arm straight into the oven as far as you can.
Be careful not to touch anything! If you can
leave your arm in for a count of seven, the
oven should be around 400 degrees. If your
arm gets too hot before you reach seven, leave
the door off for a while and check again. The
bricks hold a tremendous amount of heat; we've
had our oven reach over 600 degrees. (You
might want to add a modern touch by checking
the temperature with a stove thermometer. Use

one for high temperatures, at least over 600
degrees, with no liquid or mercury in it.)
We've also found that the oven can retain a
good deal of heat: 32 hours after one firing,
the temperature was 125 degrees.

WHEN THE TEMPERATURE'S RIGHT, it's time to do
some baking. Bread requires the hottest oven,
so start baking that first. As the bread
cooks you can then go on and bake cakes, quick
breads, and puddings. Unfortunately, the
brick oven isn't good for baking lots of
cookies; you have to keep opening the oven,
and that cools it down too quickly. While all
those goodies are baking, you can also have a
nice big pot of chowder or stew cooking on the
crane over the open fire.

ANOTHER WAY to use your fireplace is to cook
over hot coals on the hearth. When the fire
in the fireplace is
producing a nice bed of
red coals, take the ash
peel and shovel the
coals onto the hearth.
Set a dutch oven on the
coals, put the cover
on, and pile more coals
on top of it. I par-
ticularly like the
dutch oven for making
i§ small cakes and muf-

“ fins. Another method
of cooking on the
hearth is with open pots or spiders. You set
them up the same way, except you don't cover
them with lids and coals. They're great for
making sauteed dishes.

Design Ideas

AM SURE each person's fireplace and oven are
l unique in some way. I know ours is because

we built it ourselves, along with the entire
house! When we decided to build an authentic
Saltbox house, I began looking for old houses
with intact fireplaces and ovens. 1 found
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quite a few, and in photographing and measur-
ing them I learned that each one was different
in some way. One variation in our construc-
tion, concerning the front edge of the fire-
places, I think will be of special interest to
OHJ readers.

I DON'T LIKE the modern look of the square
edge of the brick on the surface (illustration
A at right). The old fireplaces used corner
bricks (B). At the time we were building,
corner bricks weren't available. Some masons
tried slicing off part of the brick (C), but I
didn't like the appearance of the cut surface:
It was brighter in color and the circular saw
marks were visible. Our solution was to cut
angles on the ends of the bricks and mortar
the edges together (D).

AN

MOPERN oLp

I'VE INCLUDED in this article some of the
recipes I've used and liked.
should always try new things; experiment a
little, it's usually worth it.

Oven owners

One evening

after baking I put some oatmeal in a bean
crock and closed the door until morning.
oatmeal cooked slowly all night long. It was
still warm in the morning, and delicious!

Crverore
=)

=

My Bechive-Oven Recipes

PIONEER MEAL BREAD

2 cups pioneer meal (equal parts corn meal,
rye flour, & wheat flour)

2% cups unbleached flour

1 cup whole wheat flour

1 pkg. or cake yeast

3 tbsp. butter

2 tbsp. honey

Dissolve yeast in %2 cup warm water with /2
tsp. sugar, and let set for 8 to 10 min. Mix
pioneer meal with the unbleached flour and
wheat flour in a large bowl. Mix 1-2/3 cups
warm water with the butter & honey. Add
yeast mixture to water mixture and add to
flour. Beat together thoroughly. Add more
unbleached flour; just enough to make the
dough firm enough to handle. Turn out on
floured board and knead about 10 min., un-
til smooth. Shape into ball, put in buttered
bowl, turn to butter top, cover, and let rise
until double, 1 to 1% hrs. Punch down, di-
vide in half, and shape into 2 loves. Place in
greased bread tins, cover, and let rise for 45
to 60 min., until almost double. Then bake
at about 375 degrees for 40 to 60 mins.

CORN CHOWDER

4 to 6 strips of bacon, cut into small pieces
1 small onion, chopped

4 potatoes, cubed

2 cups corn cut from cobs & milk

4 cups milk

3 tbsp. butter

1 carrot, grated

Put bacon in iron kettle over open fire and
cook slowly until crisp. Add onion & cook
slowly another 5 min,, stirring often. Add
potatoes, corn and corn milk scraped from
cobs, carrots, butter;salt & pepper to taste.
Heat slowly to let flavor develop. If fresh
corn is gone, use 1 cup kernels and 1 cup
creamed corn. (I always double this recipe
- it's even better the second day!)

Here's the best reason in the world for
having a beehive oven: homemade cin-
namon buns, just begging to be scarfed!

CINNAMON BUNS

1 pkg. or cake yeast
% cup scalded milk
Y2 cup butter, cut in small pieces
2 cups flour
% tsp. salt
2 eggs
1/3 cup sugar
2% cups more flour
Cinnamon filling:

Y cup soft butter

Yz cup white sugar

Y% cup brown sugar

2 tsp. cinnamon

nuts (optional)
Dissolve yeast in Y2 cup warm water with %2
tsp. sugar. Let set for 8 to 10 min. In large
bowl combine milk & butter. Cool to luke-
warm. Add yeast mixture, 2 cups flour, 2
tbsp. sugar, and salt. Let stand covered in a
warm place for %2 hr. or until mixture bub-

bles. Add eggs, beating after each. Add the
1/3 cup sugar & the remaining flour %2 cup
at a time to make a soft dough. Knead on
lightly floured board about 10 min. until
smooth. Shape into a ball, put in greased
bowl, turn to grease top, cover, and let rise
until doubled, about 1% hrs, Punch down
and divide in half. Roll each half to about a
12-by-8-in. rectangle. Spread with butter,
sprinkle with cinnamon filling. Roll from
long side tightly. Slice each into 9 rolls and
place in two 9-in. round pans or one 9-by-
13-in. pan. Cover and let rise until almost
doubled, about 45 min. Bake at about 350
degrees for 25 to 30 min., until browned.

DELICATE NUTMEG CAKE

Y4 cup butter

Vi cup shortening

1 cup sugar

1 tsp. vanilla

3 eggs, beaten

2 cups sifted flour

2 tsp. nutmeg

1 tsp. soda

1 tsp. baking powder

Y tsp. salt

1 cup buttermilk

Cream butter & shortening. Gradually add
sugar, creaming until light. Add vanilla and
eggs; beat well. Sift dry ingredients and add
to creamed mixture alternately with butter-
milk; beat well after each addition. Pour in-
to one 9-by-13-in. or two round, greased
pans. Bake at 350 degrees for 35 to 40 min.
for 9-by-13-in. pan; 25 to 30 min. for two
round pans. (This cake could be baked in
the brick oven or the dutch oven.) May be
finished by sifting powdered sugar on the
cooled cake or a broiled frosting. Mix 3 tbs.
melted butter, 3 tbs. brown sugar, 2 tsp.
cream, and Y2 cup chopped nuts or shred-
ded coconut. Spread on warm cake & broil.
To broil topping, heat the ash peel by lay-
ing it in the fireplace, right in the hot coals.
When very hot, hold it over the topping, al-
most touching, until the topping starts to
bubble.
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Stfl-ppl.ﬂg' continued

To Strip Or Not

OT STRIPPING MASONRY is cheaper, easier,
Nand less risky than stripping it, so let's

start with some good reasons not to strip.
First of all, maybe the building was meant to
be painted. Painted brick was quite popular
in the 19th century, sometimes for a poly-
chrome paint scheme, and sometimes to follow
a European tradition of dark red paint with
mortar joints "pencilled" in white,

OFTEN BUILDINGS were painted -- at the time of
construction or soon after -- for more practi-
cal reasons. Cheaper, less attractive, more
permeable bricks may have been used by the
mason on a budget who expected the building to
be painted. Early in the life of the build-
ing, water penetration may have been solved
with a barrier of paint, which is less
permeable than most brick. Or maybe the paint
is later still, masking additions to the
building. So, stripping may reveal ugly
bricks, mismatched repairs or additions, or
even architectural detail that turns out to be
sandpainted wood, and not masonry at all.

ON THE OTHER HAND, there are some good reasons
to strip masonry. The building may not have
been painted until late in life, and then for
a poor reason: It was dirty. Also, natural
brick is, especially to our eyes, almost
always prettier than a flat coat of paint.

And once the paint is off, the long-term
maintenance of the bulding is simplified: You
no longer have to paint every few years.

YOU MUST STRIP failed paint from masonry
before you can repaint, Depending on the
degree of failure, you may have to completely
strip the masonry. (There's no need to get
every last bit off if you intend to repaint.)
For practical rather than aesthetic reasons,
you should strip masonry if:

(1) The paint is badly chalking, flaking, or
loose. Find the cause! Flaking is most often
due to moisture penetration and retention.

(2) The masonry has been "sealed" with an
extra-heavy buildup of paint layers, or by
gloss oil-based paint or aluminum/oil paint,
In such a case, the masonry can't give up
moisture and salts that accumulate in it,.

revealed: patches, bad pointing repairs, and wood trim.

Pressure will build up under the paint layers,
and when the paint flakes, it will take some
masonry with it. Look for signs of this
happening. The masonry should be stripped
with a commercial paint stripper, washed,
repointed where necessary, and repainted with
a high-quality latex masonry paint. Note:
Paint will not stick to a powdering surface.

D-1-Y?

HEN A BUILDING must be stripped, most

owners hire a contractor. Exterior

masonry stripping is difficult and
hazardous. Besides needing specialized
knowledge, the applicator works with strong
chemicals, sometimes several storeys up.
Professionals have experience and skill, a
source of materials, and expensive extras such
as scaffolding. The right masonry-stripping
contractor should also know all about collect-
ing and disposing of the effluent that comes
off the building.

ONCE YOU'VE MADE the decision to strip, the
contractor should do a test patch, This will
settle the unique specifications for the job,
as well as establish a "control" by which the
rest of the job will be judged. Determine:
(1) The type of stripper to be used.

(2) The concentration to be used.

(3) The dwell time, or optimum time for the
chemicals to sit on the masonry.

(4) The optimum pressure/volume of rinse
water,

Disposing of Waste

HAT’S COMING OFF the building is a chemical strong enough to strip paint,

mixed with the softened paint itself. The paint sludge that comes off old houses
contains lead (among other things) and is classified as a toxic waste. Flushing sludge
into the soil will contaminate the ground around the house for many years to come,
The sludge will contaminate well water. Flushing it down the sewers may contaminate
water sources and is illegal — you will be fined if you’'re caught.

LEGALLY, it’s the responsibility of the owner or architect to specify waste disposal
procedures as part of the contract. Most contractors are not upfront about the disposal
details, so press it: Make the final paymen