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Bedding

Promiscuous Beds In The Victorian Landscape
by Scott G. Kunst

circa 1890, you would have been treated to "the Liberty

Bell, flanked by cannon and crossed muskets" or maybe
"the cantilever bridge at Niagara Falls with a locomotive just
starting across and the falls beneath" -- all worked out in
colorful bedding plants.

AS YOUR TRAIN PULLED INTO THE DEPOT in Ypsilanti, Michigan,

YOU MIGHT HAVE BEEN IMPRESSED, but hardly surprised. Carpet
bedding was very Victorian and very popular., Most railway
stations had a rococo display, as did cemeteries, municipal
buildings, public parks, and every stylish home.

TODAY NIAGARA FALLS or elaborate floral clocks may be beyond
the resources and taste of most of us. But a small, easily
managed carpet bed can add a victorian flair to the smallest
front yard. The principles are readily understood, the plants
widely available, and the results are really a lot of fun.

cont'd on p. 61

OUR REMUDDLING RATIONALE.......... 54 CHOOSING BEDDING PLANTS
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Is R¢maddlin¢ Snobby,
Elitist, Mean, and Unhelpful?

0...we don't think so and
Nneither do the newspapers

and magazines that pick it
up, the organizations who ask
us to lecture on it, nor the
majority of subscribers who
flip to the back page first.

FOR YEARS, the Mega-Buck
Monopoly has spent millions
--no, billions!--of dollars
convincing homeowners that
aluminum siding, vinyl sof-
fits, metal doors, and plastic
awnings are "home improve-
ments," outward signs of
success, maintenance-free
substitutes for traditional
materials, Their right to
deliver that message is un-
guestioned, despite their be-
ing motivated by profit. As a

preservation publication, it's
our duty to express a diver-
gent opinion. Even with the
admittedly sledgehammer
approach of our Remuddling
column, we are but a small
voice up against Advertising

Tyranny!

USING public views that must
be endured by any passerby, we
illustrate the two golden
rules of sensitive rehabilita-
tion: Don't Destroy Good 0Old
work, and To Thine Own Style
Be True. The classic remud-
dling breaks both rules. It
isn't right that a building
which has stood as a recog-
nizable product of its own
time should be compromised by
the whim of a single owner.
Remuddling creates true
ugliness: a building which has
lost its character.

OHJ'S REMUDDLING of the month
ets noticed. 1It's a whole
philosophy of architecture in

a single word. Try to explain
sensitive rehabilitation/
original charm and character/
historical appropriateness,
and you'll see the problem.
It's too much to explain to a
fast and busy world. But show
them an ugly picture and give
it a catchy name ... next
thing you know, you've coined
a word and invented a symbol.

BUT DO OUR readers need such
basic instruction? Subscrib-
ers generally don't; we do it
more for the others. We do it
for the mailmen and the neigh-
bors, and for the thousands of
people who get a sample issue
from us or from a preservation
group. We do it for the doz-
ens of house-and-home maga-
zines that subscribe to OHJ
for ideas, and for the newspa-
pers that run items about re-
muddling because they know it
makes good copy. And thus we
prick the mass consciousness.

THERE'S HUMOR in it too. It
helps to laugh in the face of
adversity, and some of the

Remuddlings have been down-
right funny. That must be why
so many subscribers love the
back page; according to a
recent reader survey (and our
mail), Remuddling is the #1
favorite page in OHJ.

A FEW subscribers do object.

I understand their misgivings.
To those who dislike Remud-
dling, all I can say is,
remember that our worthy if
unsubtle message is getting to
a fair number of the unen-
lightened, too.
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HE CORNISH HOUSE in Little Rock,
Arkansas, is a grand early-
twentieth-century (1919) house
designed by a local architect,
Theodore Sanders, for a prosper-
ous couple, Ed and Hilda Cornish,
The house has an interesting, ec-
lectic blend of period design
elements, including Prairie
School-inspired ribbon windows, Tudoresque
gable treatments, and a massive rusticated
stone entryway. But what brought me to the
house were the fine Craftsman-inspired wall
stencils,

QUITE UNLIKE THE WALL STENCILS of the Colonial
and late victorian periods, which range from
folk artsy to florid and fussy, the stencils
in the Cornish House were much more stylized,
somewhat more angular in design. The patterns
were reminiscent of the graphic art used in
Gustav Stickley's turn-of-the-century art and
architecture magazine, The Craftsman.

WHEN THE PRESENT OWNERS of the house, Nancy
and Hampton Roy, asked my company to restore
the original stencils, I knew we would be
facing a difficult job. We had three old
photographs showing stencils on the walls of
the living room, the sun porch, and the
smoking room. But years of "redecorating" had
seen the stencils buried under thick coats of
paint -- some oil-based, some latex, and some
calcimine, Before we could restore the sten-
cils, we would have to strip the walls down to
their original finish,

WE DID MOST of the wall-stripping with a semi-
paste methylene chloride-based paint remover,
We made repeated light applications of the re-
mover, then picked up the remover with coarse
(#3) steel wool pads. We used this technique
to keep sludge to a minimum. When we encoun-
tered a layer of calcimine paint, we switched
to a powder-type paint remover -- Dry Strip.
Dry Strip is dissolved in water, and water
dissolves calcimine paint, so the Dry Strip
cut through the calcimine as well as the paint
underneath. (We could have used Dry-Strip for
the whole job, but we prefer methylene chlor-
ide stripper.) When we saw a stencilled pat-
tern start to emerge from beneath the paint,
we washed off the paint residue with xylene.

RESTORING 1919
STENCILS

by Rebecca Witsell
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The Cornish House.
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Above: Stripping reveals the stencilling in the living room.
Below: A newly-exposed dining room stencil.
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WE DECIDED that while we were stripping, we
would look for stencils in rooms that we
hadn't seen in photographs. 1It's a good thing
we did. We found more stencils in the dining
room, breakfast room, and entrance hall,

THE COLORS in the designs in the living room,
dining room, and sun porch had been hand-
painted in varnish glazes. This protected the
stencilled patterns from the paint remover, so
most of the original detail survived the or-
deal of the paint stripping. The designs in
the entrance hall, breakfast room, and smoking
room were not originally done with glazes,
however, so the paint remover obliterated much
of the detail of these patterns along with the
overlying paint. There was enough detail left
to trace, though, so trace we did.

Duplicating The Stencils

WE TAPED 36" wide tracing paper (available
from architectural supply houses) over the
patterns, and traced the patterns in place on
the walls. These tracings were our rough
sketches. We took them back to our shop, and
retraced them on our drawing boards, using
straight-edges, triangles, and french curves.
For designs that were bilaterally symmetrical,
we drew one half of the pattern, then folded
the tracing paper down the centerline of the
pattern and made a mirror-image tracing for
the other half of the pattern. This method
cuts down on errors in duplicating the design.

WE MAKE STENCILS this way: We spray the back
side of the tracing with 3-M Spray Mount ar-
tist's adhesive and stick the tracing to sten-
cil paper. (Our favorite is heavy oiled sten-
cil board made by Hunt-Bienfang.) Then we cut
through the tracing and the stencil using a
very sharp X-acto knife. (We change the
blades frequently so we can cut sharp lines.)
A tip on stencil-cutting: Always keep the
knife blade perpendicular to the stencil
paper. If you bevel the edge of the stencil,
you'll never get a sharp line when you apply
the paint. Use a straight edge when you can,
and be particularly careful on curves. Some
stencil-cutters hold the knife stationary, and
move the paper when they cut curves,

The living room of the Cornish House, with the original stencils.

ONCE THE STENCIL IS CUT, we peel off the
tracing and throw it away, then clean any
residual adhesive off the stencil with mineral
spirits, Then we coat both sides of the sten-
cil paper with orange shellac mixed 1-to-1
with denatured alcohol. This keeps the edges
of the stencil sharp and enables us to clean
the paint from the stencil with paint thinner
after each application of paint. We recoat
the stencil with the shellac mixture at the
end of of each day's work. This freshens the
stencil and ensures consistently sharp lines.

A HINT for first-time stencil reproducers:
Remember to wipe both sides of your stencil
with a dry rag after each repeat of the pat-
tern., This will help you avoid smears when
you place the stencil on the wall for the next
repeat of the pattern,

HE ENTRANCE HALL in the Cornish
House is a large and complex space,
cut up visually by mahogany beams
and door trim. The only stencilling
we found in this room was a two-
inch classical band running beneath
the picture moulding. The walls in
this room were originally painted a tan-cream
color; the stencils were a cool grey-green.

THE SMOKING ROOM was painted the same tan-
cream color as the hall., The stencilling,
executed in grey, pale orange, and dark brown,
had an African look.

THE BREAKFAST ROOM was bolder in color and
design. We found a simple triangle-and-square
stencil at the ceiling below the picture moul-
ding, and an intricate Egyptian-style pattern
in pale blue and orange at wainscot height.
The room was painted dark blue below the wain-
scot, light blue above, with a quarter-inch
brown line separating the two colors.

TO RECREATE the unglazed stencilling in these
rooms we used tube artist's oils, If you plan
to use these paints to restore stencilling,
you should know this: Art supply shops carry
two types of artist's oils -- the traditional
linseed-o0il based paint and a modern alkyd
paint. If you are working on a surface that
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An early photograph of the den.
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is painted with oil-based paint, you can use
either type. But if you're stencilling over
latex paint, you should use the alkyd-based
paint, because the oils in the traditional
paints "halo" when applied over latex paint.
We always prefer to use traditional oil paints
over an oil-painted surface, because we
dislike the "stringy" quality of the faster-
drying alkyd paints. Another hint: Use as
little paint on your brush as possible, but be
careful not to use too little, When you are
trying to reproduce earlier stencilling, you
want to apply the paint to the same thickness
and achieve the same degree of opacity as did
the original painters,

THE STENCILS in the living room, dining room,
and sun porch were bold, high-style, "1919
modern" patterns. These were the intriguing
Craftsman designs, a style quite popular in
interior decoration, as well as in graphic
arts of the period. A particularly interest-
ing period influence in these stencils is the
use of the broken line as a divider; one sees
this motif in some graphic art of the period,
poster art in particular. To make our sten-
cils for these patterns, we had only to trace
and cut out the broken lines,

BEFORE WE COULD STENCIL in these rooms, the
walls had to be primed and painted in the
original colors with flat alkyd oil paint,
This is the best base coat for the glazed
patterns we had to reproduce,

ONCE THE WALLS WERE DRY, we applied paint in
the original brown color to the pattern delin-
eated by our broken-line stencils. After the
line pattern had dried completely, we applied
translucent glazes, in the original colors, to
£ill in the rest of the stencil pattern. We
also duplicated original highlights in the
glaze by wiping parts of the pattern with a
finger or thumb wrapped in cheesecloth. After
the stencils were dry, we glazed the walls in
a "Tiffany" finish. (See OHJ December 1983
for more information on wall glazing.) ) 7l

Rebecca Witsell is a partner in a company that does exhibit
and book design, as well as reproduction of period architec-
tural graphics. For further information call: Designed Com-
munications, 704 Boyle Building, 103 W. Capitol, Little Rock,
Arkansas, 72201, (501) 372-2056.

Above: Smoking room design, in grey, pale orange, and brown.
Top Right: Breakfast room design, in pale blue and orange.
Middle Right: Living room design, in grey-green, pale blue,
and ochre.

Bottom Right: Dining room design, in grey-green and ochre.
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by Sarah J. McNamara
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N\ @ 'VE JUST SPENT four months scrap-

:ing and sanding and melting paint

off my house! I never want to go

through that again, I hate
paint! 1I'm going to use opaque
stain instead." We've heard this
understandable avowal from many readers. X
But do opague stains really work? The
theory is that opaque stains give you
the best of both worlds: the color and
coverage of paint without buildup and
peeling problems. In actuality, opaque
stains are only a compromise,

Is It Stain Or Thinned Paint?

PAQUE STAINS are more like paint than
' 'transparent stains. They contain

solids that remain on the surface of
the wood after application. The U.S. De-
partment of Agriculture's Forest Products
Laboratory states: "Commercial finishes known
as heavy-bodied or opaque stains are avail-
able, but these products are essentially
similar to paint because of their film-forming
characteristics. Such 'stains' do find wide
success on textured surfaces and panel prod-
ucts such as hardboard."

LIKE ALL PAINTS AND STAINS, opaque stains can
be latex or oil-based. 0Oil-based opaque
stains may partlally penetrate wood, although
the solids remain on the surface, (Some man-
ufacturers swear that oil-based opaque stains
penetrate wood, others claim that's a myth.)
Latex stains do not penetrate the surface of
the wood at all; they adhere to it. They are
porous and more flexible. The Forest Products
Laboratory considers latex -- especially
acrylic latex -- opaque stains superior to
oil-based.

This close-up of subseriber Fritz Klinke’s house shows opaque stain peel-
ing off oil-based primer and old paint giving way beneath opaque stain.

THE MOST COMMONLY-ASKED question regard-
ing opaque stain is: "Can opaque stain
be made simply by thinning paint?"
Most of the manufacturers we spoke with
said, hesitantly, that it is theoreti-
cally possible. They went on to say
that making these stains is much more
complicated than simply adding mineral
spirits to oil-based paint, or water
to latex paint. The proper percentage
of pigment to vehicle determines the
amount of coverage and protection an
opaque stain can achieve. You may think
you're getting more paint for your money
if you thin it, but you may be getting
less protection in the long run. The
characteristics of thinned paint may be
less predictable than those of opaque
stain, and you'll void the manufacturer's
guarantee by using unrecommended additives.

What Kind Of Surface Can
Opaque Stains Cover?

types of wood, as well as primed metal

and well-cured masonry. Oil-based
opaque stains are not recommended for pre-
viously-coated wood, even if it has been
stripped. No matter how well the surface has
been prepared, some of the old coating will
remain and hamper penetration. 1It's also
recommended that oil-based opaque stain not be
used again after the initial application. It
will build up and cause shiny splotches to
appear on the surface., Latex stain, because
it adheres to whatever surface it's applied
to, can be used on previously-coated wood.
Manufacturers recommend that latex opaque
stain be used for all subsequent applications,

' I PAQUE STAINS CAN BE USED to cover many

How Are Opaque Stains Applied?

guired when applying opaque stain to new

wood. All loose paint and wood fibers
should be removed from previously painted or
stained wood. Sandblasted or badly-weathered
wood should be primecoated with a primer
that's recommended for the stain you use,
Remember, the stain will only be as stable as
the surface it covers. If the paint under-
neath a stain peels, the stain will peel along
with it., Proper preparation of the surface,
as always, is necessary if the coating is to
last. Dirt, grease, mildew, moisture, loose
paint, and any chalky residue should be re-
moved before application of stain.

' ITHER THAN CLEANING, no preparation is re-
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Fritz Klinke’s house in Silverton, Colorado, at 9300 feet. Extreme
temperatures (it was 39 degrees below zero the day this photo was
taken) and harsh ultraviolet light cause opaque stain to deteriorate
rapidly. After this bad experience with opaque stain, Klinke plans to
paint the house with a good quality oil-based paint.

A BRUSH IS THE BEST TOOL for applying opaque
stains, although rollers and sprayers may also
be used., Stains should not be applied in
direct sunlight (it accelerates drying) or in
cold temperatures. Two coats of opaque stain
are recommended for maximum coverage and
durability. Opaque stains are not recommended
for decks, railings, porches, and window
sills. Because water tends to pool on hori-
zontal surfaces, these areas require a more
protective coating -- like paint,

The Pros And Cons

r PAQUE STAINS have been around for over
'fifty years, although they've been hailed
only recently as the answer to chronic

paint failure. One of the reasons they've
gained this reputation is because they won't
build up or peel as easily as paint does,
They're often used on old houses without vapor
barriers because, like transparent stains,
they allow some moisture to exit the house.
While opaque stains may relieve the symptoms
of peeling paint resulting from excessive
interior water vapor, this solution does not
address the real problem. The solution rests
in controlling the migration of excessive
water vapor through the walls of the house.

If you have a moisture problem, either install
a continuous vapor barrier, or control the
amount of moisture generated within the house
with ventilating fans or a dehumidifier.

v V@O COATING is maintenance free, If you

: I already have a severe buildup of paint or

chronic paint failure, opaque stains will

not help you avoid major preparation work,
Because a coating is only as sound as the sur-
face it covers, you're going to have to scrape
or strip the old paint off your house to make
the new coating as effective as possible. It
will take time and effort no matter what kind
of coating you choose to apply.

The Opaque Stain Survey Results

v » 3 ACK IN JULY, we asked our readers to tell us about
W ttheir experiences with opaque stains. While the sur-
vey results were not conclusive, some important

points came to light,

TWENTY-ONE of the twenty-two people who answered
our survey live in coastal areas (mostly the east coast).
The other person lives in Colorado at an altitude of 9300
feet. While he admits that at that altitude no coating lasts
for very long, he does not recommend opaque stains for
environments with harsh sunlight. Nineteen of the respon-
dents do recommend the use of opaque stains, with some
reservations.

ALL OF THE RESPONDENTS prepared the surface of
the wood, either by scraping, stripping, sandblasting, or,
in the case of new wood, simply cleaning. Fourteen re-
spondents chose Olympie opaque stains. (Other stains used
include Cabot, Pratt & Lambert, Glidden, and Bruning.)

MOST OF THE RESPONDENTS had to touch up the
southern exposures much more often than the rest of the
house, and nearly all complained of eventual fading and
chalking. The three people who do not recommend using
opaque stains got chalking, fading, and flaking. Those
people who stained over paint all had to restain areas where
the old paint gave way. The length of time our respondents
waited between applications ranged from three to fifteen
years! (The manufacturer’s recommendation, however, is
every three years under the best of circumstances,)

Thanks to everyone who answered the survey; special thanks
to Fritz Klinke & Richard Pratt for their in-depth responses.

OPAQUE STAINS, with their promise of breath-
ability, are a great temptation. 1In coastal
areas where paint can fail within three years
of application, opaque stains may save you
future preparation work. But even though you
won't be dealing with peeling paint anymore,
your house-”is getting less protection from the
elements. You'll have to reapply opaque stain
as soon as it show signs of fading or weather-
ing. These stains don't stand up well under
the harsh light of day. Southern and western
exposures, where ultraviolet radiation is the
strongest, fade quickly and require touching
up.

~“LTHOUGH OPAQUE STAINS may be the indus-
try's best answer to the problem thus

far, they are not a miracle cure-all for
chronic paint failure. Paint remains the best
material for protecting wood from moisture and
ultraviolet rays, as long as it forms a con-
tinuous film on the surface of the wood. If
you decide to use opaque stain on your old
house, consider all the factors. 1Is it
possible to control your moisture problem from
inside the house? Are you willing to trade
the protection paint offers for the flexibil-
ity of opagque stain? Opaque stains may be the
right choice for your house, but before you do
anything, remember that another way to save
paint buildup is with good preparation and
good maintenance. Repaint only when absolute-
ly necessary. 1If you think your house is
beginning to look dingy, try washing it to
improve its looks. And when you do paint or
stain, use good quality materials on a well-
prepared surface.
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Restorer’s Notebook

Sandstone To The Rescue

tion like mine, you know that it's almost

impossible to rid its rough-textured surface
of oil-paint spills. 1 have found that a
piece of sandstone rubbed on the spill will
successfully remove it. It also works on old
cement-block foundations,

l[-‘ YOUR VICTORIAN HOUSE has an ashlar founda-

Birdie Bates
Kellogg, Iowa

Hot-Dipped Nails

OUR CARPENTER is sure to protest,
Ybut before he does any exterior

work, buy him a box of 16d hot-
dipped finishing nails. The coated ]F
or plated (galvanized) common nails
he'll bring to the job will result in
an unattractive appearance and even-
tually leave rust stains. Because
the finishing nails are headless,
they can be countersunk and then
caulked over. Nails grip with their
shanks, and so the rough surface of b

the hot-dipped nail will hold better
than the smoother surface of your
carpenter's cherished common,

Charles W. Wilson
Mechanicsburg, Pa.

Hypodermic Oiling

HEN I WANTED to oil the pulleys for the
WSash cords of my windows, I discovered

that no oil can had a spout small enough
to get to the center of the pulley, which was
where the oil was needed. So I purchased a
1-1/2-inch hypodermic needle and plastic
disposable-type syringe from the veterinary-
supply shelf of a local farm-supply store:
total cost, 75¢. (Similar hypos are used for

gluing and can be purchased at cabinetmaker-
supply stores or through fine-tool catalogs;
pictured below is a glue injector from Wood-
craft Supply Corp.)

IT WORKS PERFECTLY FOR OILING with pinpoint
accuracy in hard-to-get-at places. I bought a
second one and learned that it will also work
with powdered graphite,

Leonard Hollman
Eudora, Ks.

—

Handle-ing Plywood

HE JOB of lugging
I around sheets of

plywood or drywall
is a lot easier if you
use a piece of cord or
clothesline about 20
feet long. Tie it in
a loop and slip the
loop around the bottom
corners of the sheets.
Reaching over the top
of the sheets, grab
both sides of the loop
and hold them together
like a handle; then
you can carry the
sheets just like a big
briefcase.

James Dickey
Iowa City, Iowa

Vinegar & Salt

FTER MUCH EXPERIMENTATION I have found the
Afollowing method to be the easiest and

most successful way to restore solid brass
hardware. Place the items to be cleaned in a
stainless-steel or enameled pot. (Aluminum
cookware will pit with this method.) Cover
the hardware with white vinegar, then pour on
a coating of regular table salt -- just sprin-
kle it over the hardware so all areas are
touched. Simmer on a low heat for 10 to 15
minutes. Remove the hardware with tongs, and
buff with 0000 steel wool. Rinse well, dry,
and re-buff to a satiny luster. Hardware may
then be spray lacquered if desired.

THIS METHOD will remove old lacquer, paint,
and decades of built-up dirt. The process
does smell (like strong vinegar), so you may
want to do it outdoors. Try using the gas
grill to maintain heat.

John McPeak
Pitman, N.J.

Removing Tar

ERE'S SOME GOOD ADVICE for anyone stuck
Husing tar on their house: Baby oil is a

very useful solvent for removing any of
the stuff that you may get on your skin or in
your hair., Apply some to exposed skin sur-
faces prior to working with the tar -- it can
also prevent sticky problems from happening!

Joe Longo
New York, N.Y.

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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Carpet Bedding conta rron ». 5

ARPET BEDDING reached its peak in America

in the late 19th century, but its roots
e(so to speak) go back much earlier. 1In
the "ancient" style of European landscaping --
as seen today in the gardens of Williamsburg
-- elaborate formal designs called "parterres"
or "knots" were common. Despite certain simi-
larities, these were fundamentally different
from the later carpet beds. They were less
flowery and more "geometric," and generally
clustered together and edged by paths. Most
importantly, they were enclosed by walls or
fences, not scattered about in an open lawn.

ORNAMENTAL LAWNS didn't really exist until the
advent of the English landscape style in the

1700s. This "modern" style -- familiar to us
in New York's Central Park and the grounds of
numerous old estates -- emphasized naturalis-

tic lakes and woods and broad expanses of vel-
vety grass. At first, flowers were more or
less banished from these elemental new land-
scapes. But by the time the style reached
America, flowers were once again being includ-
ed -- not in the ancient manner, however, but
in simple beds cut here and there in the lawn:
the earliest carpet beds.

"OPEN" OR "INFORMAL" BEDS are better names for
these early lawn beds, because at first they
contained a mixture of plants, rather than the
ordered ranks of bright annuals which we usu-
ally associate with carpet bedding. 1In 1806
seedsman Bernard McMahon became one of the
first Americans to write of open beds. He ad-
vocated "clumps" of flowers as well as shrubs
and trees in "moderate concave and convex
curves and projections," all in the open lawn.

IN 1841 ANDREW JACKSON DOWNING, Victorian
America's most influential landscape designer,
recommended irregular or "arabesque" beds
filled with "a miscellaneous collection of
perennial flowering plants" arranged "so that
those of a few inches in height shall be near
the front margin of the border, those of a
larger size the next, and so gradually in-
creasing in size" to the rear or center. By
the 1880s Peter Henderson was describing these
mixed beds as the old-fashioned, "promiscuous"
style of bedding, but "mingled" seems to have
been the more common term.

e C ot ™

This carpet bedding in Sarnia, Ontario, alternates ageratum with
spider plant, in front of red begonias and red geraniums.

Alternanthera and lavender cotton (light-colored section) blend
with fuchsia and geranium standards in this carpet bed.

ALL SORTS OF FLOWERING PLANTS were included in
these mingled, promiscuous beds. 1In Cottage
Residences (1842) Downing offers pages of
appropriate perennials arranged by height and
month of blooming. For those who want "a con-
siderable effect" at "little or no cost," he
especially recommends an even dozen that in-
cludes ragged robin, Chinese pinks, larkspur,
white hosta, johnny-

jump-ups, summer .

phlox, peonies, b@?ﬁ%&? emf
violets, and madonna p,(') QW = ©
111y. u\aq - . 'G
THE SIMPLEST mingled e i ¢ c%&
beds were wholly € g
irregular (right). '

These best suited a e?

"rustic" victorian f 0%%0%%%

landscape, and could

be scattered as well

as clustered. Downing more often drew
smoothly curving, "arabesque" beds (below).
These dramatic shapes, frequently long and
laid out as borders, would flatter most Gothic
and Italianate houses.
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ANOTHER VERY POPULAR OPTION was to lay out

promiscuous beds in a variety of "cookie-cut-
ter" shapes: ovals, circles, crescents, tear-
drops, quatrefoils, pudgy stars, and numerous
combinations and permutations of these (Figs.
1, 2, & 3). Dot these beds singly along a

walk or cluster them to make a fancier design.

Single Beds

IDWAY BETWEEN mingled beds and the ambi-
Mtious designs of carpet bedding at its

peak, a fashion for simple, single-
species beds held sway. Following English
landscape designers, Downing recommended this
style in the early 1840s, arguing that promis-
cuous beds by midsummer present an unsightly,
"lean and parched appearance," showing too
much dirt and not enough color. He advised
homeowners to plant single-species beds of
everblooming annuals and enjoy "a mass of rich
leaves and blossoms" all summer long.

A MEASURE of the new style's popularity is the
twelve pages of "Further Hints" on bedding
that Downing added to later editions of
Cottage Residences. 1In the following decades,
powning's opinions on bedding were echoed by
numerous writers, 1In 1856, for example,
Cleaveland, Backus, and Backus counseled home-

owners to lay out "small patches of ever-
blooming flowers ... scattered here and there
in the grass" and directed that "each bed must
be planted with but one sort, which must fill
and cover the entire spot.,"

"COOKIE-CUTTER" SHAPES were most favored for
single species beds. 1In 1851 seedsman Joseph
Breck wrote that these "should be
either round, oval, starry, or ir-
regular; but never square, diamond
shape, or triangular," apparently
because the rectilinear shapes were
considered old fashioned. Other
writers were less fastidious, how-
ever, and as time went on rectilinear
single—species beds were also ad-
- mitted in fashionable gardens. Some-
£=—"% times a bed was centered on a tall,
\‘-===" flower-filled urn or vase (left).
Basket-vases were also used
in the same way (right).
Today rustic versions
can be made as easily
as they were by the
Victorians.

RECOMMENDED PLANTS were
spring bulbs (crocus,
hyacinths, tulips, etc.), followed mainly by
annuals that were "striking and showy," of low
height and continual bloom. Some of these had
been around for years, while others were
recent, exotic introductions such as verbena
and petunias. Downing seems to have been
especially taken with the latter two an