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??? PREFACE I^HE substance of the following chaptersoriginally formed a series of lecturesaddressed to the students of the ManchesterMunicipal School of Art during my tenure ofthe directorship of Design at that institution. The field covered is an extensive one, and Iam conscious that many branches of my subjectare only touched, whilst others are treated in avery elementary manner. Every chapter, in-deed, might be expanded into a volume, undersuch far-reaching headings, to give to each sec-tion anything like adequate treatment. My main object, however, has been to tracethe vital veins and nerves of relationship in thearts of design, which, like the sap from the cen-tral stem, springing from connected and collect-ive roots, out of a common ground, sustain andunite in one organic whole the living tree. In an age when, owing to the action of certaineconomic causesâ€”the chiefest being commercialcompetitionâ€”the tendency is to specialize

eachbranch of design, which thus becomes isolated{rom the rest, I feel it is most important to keepin mind the real fundamental connection andessential unity of art: and though we may, asstudents and artists, in practice be intent upongathering the fruit from the particular branchWe desire to make our own, we should never beinsensible to its relation to other branches, itsdependence upon the main stem and the sourceoi Its life at the root. vn



??? Preface Otherwise we are, I think, in danger of be-coming mechanical in our work, or too narrowly-technical, while, as a collective result of suchnarrowness of view, the art of the age, to whicheach individual contributes, shows a want ofboth imaginative harmony and technical relationwith itse f, when unity of effect and purpose isparticularly essential, as in the design anddecoration of both public and private buildings,not to speak of the larger significance of art asthe most permanent record of the life and idealsof a people. My illustrations are drawn from many sources,and consist of a large proportion of those origin-ally used for the lectures, only that instead ofthe rough charcoal sketches done at the time,careful pen drawings have been made of manyof the subjects in addition to the photographsand other authorities. It may be noted that I have freely used bothline and tone blocks in the text and throughoutthe book, although I advocate the use of linedrawings only with

type in books wherein com-pleteness of organic ornamental character is theobject. Such a book as this, however, beingrather in the nature of a tool or auxiliary to adesigner's workshop, can hardly be regardedfrom that point of view. The scheme of thework, which necessitates the gathering togetherof so many and varied illustrations as diverse inscale, subject, and treatment as the historicperiods which they represent, would itself pre-clude a consistent decorative treatment, and ithas been found necessary to reproduce many ofthe illustrations from their original form in largescale drawings on brown paper touched with viii



??? white, as well as from photographs which Prefacenecessarily print as tone-blocks. I have to thank Mr. Gleeson White for hisvaluable help in many ways, as well as inobtaining permission from various owners ofcopyright to use photographs and other illus-trations, and also the publishers, who haveallowed me the use of blocks in some instancesâ€”Mr. George Allen for a page from " TheFaerie Queen"; Messrs. Bradbury, Agnewand Co. Tor the use of the " Punch " drawings ;and Messrs. J. S. Virtue and Co. for the use ofphotographs of carpet weaving and glass blow-ing, which were specially taken for " The ArtJournal." My thanks are also due to Mr.Metford Warner (Messrs. Jeffrey and Co.) forthe use of his photo-lithographs of my wall-paper designs issued by his firm ; Mr. R.Phene Spiers for the use of his sketch of theiron balustrade from Rothenburg; Mr. T. J.Cobden-Sanderson for photographs of two ofhis recent bookbindings;

the executors of thelate Rev. W. H. Greeny for permission toreproduce two of the illustrations from his" Monumental Brasses on the Continent ofEurope" (now published by Mr. B. T. Bats-ford) ; also Mr. Harold Rathbone, who kindlyallows me to reproduce the cartoons by FordMadox Brown in his possession; Mr. J. Syl-vester Sparrow for the practical notes on paint-ing glass; and Mr. Emery Walker and Mr. R. Dennis for help in several ways in thepreparation of the book. ix Walter Crane. Kensington, November, 1897,
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??? OF THE BASES OF DESIGN I.â€”OF THE ARCHITECTURAL BASIS WHEN we approach the study of Design, chap. i,from whatever point of view, and what-soever our ultimate aim and purpose, we can Basishardly fail to be impressed with the vast variety^nd endless complexity of the forms which theterm (Design) covers, understanding it in itsEldest and fullest sense. From the simplest linear pattern, or bone^cratchings of primitive man, to the most splen-did achievements in mural decoration of theItalian Renascenceâ€”or, shall we say, from theS^rass mat of the first plaiter to the finest Persian^â€?"Pet: or from Stonehenge to SalisburyCathedralâ€”the range is enormous, and were^^ to attempt to trace, step by step, the true""elation between the diverse and multitudinouss^racteristics which such contrasts suggest, weof be tracing the course of the developmentÂ° "U; thought and history themselves. When we stand amazed in this labyrinthâ€”. is enchanted and beautiful wood of human^yention which the history of art displays, weight be content to gaze at the loveliness ofparticular forms there, and simply enjoy, like



??? Chap. I. children, the beauty of the trees and flowers ;Sctirat'^*^^' gathering here and there at random, and castingBasis them aside again when we were tired, without a thought as to their true significance. If, however, we desire to find some clue tothe labyrinthâ€”something which will explain itin part, at least, something which will give us akey to the relation of these manifold forms, andenable us to place them in harmonious orderand coherence, we shall presently ask : (1) How and whence they derived theirleading characteristics ? (2) Upon what basis have they been built up ?and (3) What have been the chief influences whichhave determined, and still determine, theirvarieties ? Let us try and address ourselves to thesequestions, since, I believe, even if we only endas we begin, by inquiry, that, in the course ofthat inquiry, by study, by comparison, and care-ful observation, we shall be able greatly to clearour path, and find much to help us as individualstudents and practical workers in art. (i) The first arts are, of course, those ofpure utility, which spring from the primalphysical necessities of man: which are concernedin the maintenance of life itself.â€”The art orcraft of the

hunter and the fisherman, the tillerof the soil, the hewer of wood and the drawerof water : but seeing that next to securing suf-ficiency of food, the eflforts of man are directedtowards providing himself with shelter, both ofroof and raiment, and since most of the arts ofthe creative sort must be practised under shelterof some kind, and that all of them contribute in



??? some way towards the building or adornment Chap. i.of such shelter, I think we shall find the true Â°"uratbasis and controlling influences, which have Basisbeen paramount in the development of decora-tive design, in the form and character of thedwellings of man and their accessories ; fromthe temples he has raised to enshrine his highestideals â€” these temples themselves being butlarger and more monumental dwellings, to thetomb, his last dwelling-place. We shall find, inshort, the original and controlling bases of designin architecture, the queen and mother of allthe arts. In asserting this one does not lose sight ofthe view that all art is, primarily, the projectionor precipitation in material form of mans emo-tional and intellecttial nature; but, being pro-jected and taking definite shape, it becomes subjectto certain controlling forces of nature, of material,of condition, which re-act upon the mind; andIt is with these controlling forces and conditions,and the distinctions which arise out of them,that we are now concerned. Such distinctions as exist, for instance, in thefeeling, the plan and construction of those pat-terns intended to be laid upon the

floors (as incarpets or tiles), and such as are intended tocover ceilings and walls (as in plaster-work,textile hangings or wall papers), obviously ariseirorn the relative positions of floor, walls, andceilings, and the differences between horizontaland vertical positions; and these conditions arenecessarily part and parcel of the constructionalco^itions of the dwelling itself.tV. shelter may be said to have been "e shelter of nature without artâ€”the Tree 3



??? Chap. I. and the Cave, the first homes of man ; althoughScturat'*^^'" he was probably not by any means the firstBasis animal to hide among the woods and the rocks, since he had many and formidable foes todispute with or disturb him in possession. Itis noticeable that such art as is associatedwith this strange and remote chapter of man'sexistence on the earthâ€”the art-instinct whichimpelled the primitive hunter to incise the boneand stone implements he used with the imagesof the animals he huntedâ€”is purely graphic, anddoes not show any feeling of that adaptiveornamental quality characteristic of what we calldecorative design, which would seem to belongto a more highly organized condition of society."Among the primitive Greeks," remarks Messrs.Guhl and Koner in their Life of the Greeksand Romans, " fountains and trees, caves andmountains, were considered as seats of the gods,and revered accordingly, even without beingchanged into divinehabitations by the artof man."But, as proving literally that art springs out ofnature, the cave itself led to a development ofarchitecture, as in some early Greek tombs wherethe cave, or cleft in the rocks, is utilized andadded to

by masonry; or where the rock itselfwas carved and hollowed, as in the rock-cuttemples of Egypt and India. To which sometrace the origin of columnar architecture. The Tent of the Asiatic wandering tribes,and the wattled and wooden Hut of the westernand northern, come next in the order of humandwellings, and not only may we trace certaintypes of pattern design to both sources, but itwould seem as if both the tent and the hut,and perhaps the wagon of the Aryans, had had 4



??? their influence upon the more substantial stonestructures which succeeded them. When tribesbecame communities, townships were founded,and more fixed and settled habits of life pre-vailed. Now we may broadly group the principaltypes of architectural form and construction inthree principal divisions, following ProfessorRuskin, namely : DIAGRAM TO SHOW THE- THRE.E- TYPICAL rORMS OF '^RCHITE.CTURE 111 11 POINTED ARCH ROUND ARCH 1- The architecture of the Lintel (or column^nd pediment). 2- The architecture of the Round Arch (or^ault and dome). 3- The architecture of the Pointed Arch ^ (or^^ult, gable, and buttress). Of the first we may find the simplest type intonehenge ; we may find it in equally massive, r ^^Ithough such a classification may not be quite satis-point of view of the constructive and^^"-orical architect, it sufficiently serves the present purposeth/f ^^^^^^ the influence of these main types in determining{jg orm and character and controlling spaces and lines of thesurface and sculptural design, which ac-â– v.Tk- them in ancient, classical, and mediaeval work ^^hich n is my object to trace. Chap. I.Of

the Archi-tecturalBasis Threetypical con-structiveforms inarchitecture



??? Chap. I. _ and almost as primitive form at Mycenae, at theScturat'^''^'' famous Gate of the Lions, remarkable as beingBasis the earliest known example of Greek sculpture : we may find it more developed in the Greektemples of ancient Egypt, at Karnac, Thebesand Philse, and we may see it in its purest formin the Parthenon at Athens. The derivation and development of the GreekDoric temple from its prototype of wooden con-struction has fre-quently been de-monstrated, andthe tombs inLycia furnishstriking illustra-tions of this closeimitation andperpetuation instone of a systemand details be-longing to wood ;and it is instruc-tive to compareits features withcorresponding' â–  parts in the Par- thenon, and to observe how closely they agree.It is a curious instance of that love for andclinging to ancient and traditional forms, thatwith the art and all the resources of Atheniancivilization, the form and construction of itstemples remained much the same, and maybe considered as only glorified enlargements inmarble of their wooden predecessors, retainingall the characteristic details of those primitivestructures. 6 Gate ofMycenae



??? By these means, however, qualities of grandeur,joined with extreme simplicity, subtle propor-tions, and sparing, severe, but delicately chiselledornament were gained ; w^hich, when heightenedwith colour in the broad and strong sunshine ofGreece, seemed all sufficient, especially so whenthey formed the framework, or setting, of themost beautiful and noble sculpture the worldhas ever seen, as in the Parthenon. imitation of- woodenâ€?constructioninstome- â– tomb (mlykia [FÂ?^ OlHLAKONtRj To this sculpture, indeed, all the lines and Sculpture,proportions of the building seem to lead the^ye, while it remains, whether in pediment,"metope, or frieze, an essential part of the archi-tectural effect, and is strictly slab sculpture, or^hat may be considered as architectural orna-Jppnt, for, as I have elsewhere said, we maylairly consider figure-sculpture to have been the^^f^ament of the Greeks: just as one might saythat picture writing and hieroglyphic were the^^iral decorations of the Egyptians. 7 Chap. I.Of the Archi-tecturalBasis Imitation ofwoodenconstructionin stonetomb inLycia



??? Chap. I. These sculptures were evidently designed SlSrat"^"^'' "I^der the influence of the strongest architecturaland decorative feeling, and were constructedupon a basis of ornamental lines. There is acertain rhythm and recurrence of mass, and line,and form in them throughout, and they have allbeen carefully considered in relation to the placesthey occupy. tecturalBasis It is to be noted, too, that the sculptures areplaced in the interstices of the construction ; thatis to say, not on the actual bearing parts. Onthis point it is interesting to compare with theearlier forms of pure stone construction atMycenae. The lions over the Mycenae Gateare carved upon a slab of stone placed in thetriangular hollow left above the lintel to preventit breaking under the great pressure of theheavy stones used. The triangular hollow may 8 Ornamentallines in theFrieze of theParthenon



??? be seen without the slab in the doorway of chap. i.Clytemnestra's house at Mycenae. Here we ^cturat'have an early instance of the interstice left by Basis HGTOP6'OF THe- PARTHCNON- ; showing- RCLT^TION' 5^PÂ?^OPORTION5' OFTHC'^Asses - fN- Â?^.tUCF- TO THL- QJ^OUHD â€? the necessities of the construction being utilizeda decorative feature, significant in its design,showing the protecting image of the Castle ofMycenae, much in the same way as we see the 9



??? Chap. I. family arms sculptured over the gateways of ourPecturat'"^'" English medieval castles. Basis The Parthenon Elevationof part ofParthenon Returning to the Parthenon, we see that thesame principle is observable in the pedimentand metope sculptures, the frieze of the cellabeing really a mural decoration consisting offacing slabs of marble. The building woulddoubtless stand without any of them, as a timber-framed house would stand without its boarding,or filling of brick or plaster ; but it would belike a skeleton, or a head without its eyesâ€”much, indeed, as time, bombardment, ravage,and the British Museum have left it now. Before we leave the Parthenon, let me callattention to one prevailing principle, charac-teristic of its design in every part; for thoughfollowing throughout the principles or traditionsof wooden construction, no doubt its proportionsand lines were consciously and carefully con-sidered by the architect with a view to sestheticeffect. It is the principle of recurring or re-echoing lines, a leading principle, indeed, through-out the whole province of Design, and one onthe importance and value of which it is impos-sible to lay too much stress. To begin with the pediment. The main out-

line is delicately emphasized by the mouldings ofthe edge, which also serve as a dripstoneâ€”thepractical origin, probably, of all mouldings. Thegroups of sculptured figures within the recess(which further serve to express the pitch of theroof) re-echo, informally, in the lines controllingtheir composition, as well as in the lines of limbsand draperies, variations of the angle of thepediment. Thus, the groups of figures, full ofaction and variety as they are, are united and lO



???



??? Chap. I. harmonized with the whole building; while, toScturat'^'^^' avoid undue appearance of heaviness on thecrest of the pediment and on the angles wereplaced anthemion bronze ornaments. Relation of vertical lines of the triglyphs, and enriched bythe i?u? dentils below. turerto^the Then we come to the cap of the Doric column.pedimeÂ°nt^^^ It is simplicity itself. A thin square block ofmarble forms the abacus. The capital is aflattened circular cushion of marble, rounded atthe sides in a diminishing curve to the head of I 2 Basis
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??? the column, which terminates in a horizontalreeding. The column itself is delicately chan-nelled with a series of lines which follow itsoutline, and give vertical expression to the ideaof the support of the horizontal mass above,the column gradually diminishing from base tocap, entasized or slightly swelled in the middleto avoid the visual effect of running out of theperpendicular. The Doric columns spring boldlyfrom the steps without base mouldings, the stepsrepeating the horizontal lines of the buildingagain, and giving it height and dignity. Theother variants of the Greek style will illustratemuch the same principles in different degrees,and we may trace the value of proportions, andrecurring lines, and different degrees of enrich-ment through the other four orders. As designers, then, we can at least learn somevery important lessons from lintel architecturegenerally, and from the Parthenon in particular,and chiefest amongst these are : 1. The value of simplicity of line. 2. The value of recurring and re-echoinglines. 3. The value of ornamental design and treat-ment of figures in low or high relief as parts ofarchitectural expression. 4. The value of largeness of style in thedesign and treatment of the groups and

figuresthemselves, both as sculpture pure and simpleand as architectural ornament. When we come to examine the accessoriesof Greek life, furniture, pottery, dress, we findthem all characterized by the same qualities indesign as we have just been noting in the archi-tecture, the fundamental architectural feeling 14 Chap. I.Of the Archi-tecturalBasis



??? seems to pervade them. A simplicity of line,balance, and reserve of ornament distinguishesalike their seats and chairs and tables, caskets,vases and vessels, and the expressive line oftheir dresses and dra-peries falling into thelines of the figure givelife and variety, whilethey contrast with theseverity of the archi-tectural lines andplanes. Now, so far we havebeen considering thearchitecture of the lin-tel, and its bearing upon design, and the qualities and principles wemay learn from it generally. With the use of the round archâ€”invented, itis said, by the Greeks, but always associatedwith the Romans, who used itâ€”quite differenteffects come in, with different motives and ideas 15 Chap, I.Of the Archi-tecturalBasis



??? Chap. I. in design. The Roman architecture, the roundScturat'''^'' fulfils the functions of both construction Basis and ornament, on the same principle of recur- rence, or repetition, we have noticed before ; as,for instance, in the Colosseum, where the tiersof round arches which support the outer wallof the building, serve both the constructiveand decorative functions. With the use ofthe arch the arcade becomes a constructivefeature of great decorative value, and takesthe place in Roman and Romanesque buildings,with a lighter and more varied effect, of thecolumned Greek cella. Sunshine, no doubt,had much to do with its use, since a coveredarcaded loggia, or porch in front of a building,so frequent in Italy, gave both shelter andcoolness. The use of the arch led to vaulting,and to the use of arch mouldings, enrichments,and to the covering the vaults with mosaicand painting, and the vaulting led to the dome,which, again, offered a splendid field for themosaicist and the painter. The Romans borrowed all their architecturaldetails from the Greeks, and varied and enrichedthem, adding many more members to the cornicemouldings, and carving stone garlands upontheir friezes, to take the place of the primitivefestal ones of

leaves which were hung there, asin the relief of the visit of Bacchus to Icarius, aRomano-Greek sculpture in the British Museum. They (the Romans) fully realized the orna-mental value of colonnades and porticoes, andthey used the column, varying the orders, andtranslating them into pilasters freely as decora-tions on the fa9ades and walls of their build-ings, slicing up the peristyles of temples, as it i6
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??? were, for the sake of their ornamental effect,cutting down the columns into pilasters, andplacing them, with intervening friezes, one onthe top of the other, masking the constructionof the real building, a favourite device with theRenascence architects. Roman architecture may be considered reallyas a transitional style. While its true con-structive characteristic is the round arch, everydetail of the Greek or Lintel architecture is used Chap. I.Of the Archi-tecturalBasis Graeco- Roman relief, British Museum both without and with the arch, and in the lattercase the column frequently becomes a walldecoration in the shape of a pilaster, as well asthe cornice, and is no longer made use of, asin true lintel construction, to support the weightof the roof In their viaducts and bridgesand baths they were great builders with thearch, but, like some modern engineers, whenthey wanted to beautify they borrowed archi-tectural ornament from the Greeks. Nothing very fresh was gained for design ini8



??? these adaptations except a certain heavy richnessof detail in the sculptured cornices and friezes,and coffered ceilings. The use of the flatpilaster, however, led to the panelled pilasterwith its elegant arabesque, which was afterwardsrevived and developed with such extraordinarygrace and variety by the artists of the Renas-cence and carried from Italy westward. Chap. I.Of the Archi-tecturalBasis Arch ofConstantine. Use ofdecorativesculpture inRoman Ar-chitecture. Spandrel panel medallion frieze. Inscription With the round arch, too, several importantdecorative spaces were given to the designer,the spandrel, the panel, the medallion, all ofwhich, with the frieze, may be seen utilizedfor the decorative sculpture on the arch ofConstantine. The decorative use of inscriptionsis also a feature in Roman architecture, and thedignity of the form of their capital letters werewell adapted to ornamental effect in squaremasses upon their triumphal arches and alongthe entablature of their temples. 19



??? The Romans, too, brought the domed roof andthe mosaic floor into use, and were great in theuse of coloured marbles ; also stucco and plasterwork in interiors. The free and beautiful plasterwork found in the tombs on the Latin Way beingwell known, so that on the whole we owe tothem the illustration of the effective use of manybeautiful arts, which the Italians have inheritedto this day, though it must be said often withmore skill than taste. One might say, generally and ultimately,Roman art exemplified that love of show, andthe external signs of power, pomp, splendour,and luxury which became dear as well as fatal tothem, as they appear to do to every conqueringpeople, until they are finally enervated andovercome as if by the Nemesis of their ownsupremacy. The art of Greece, one may say, on the otherhand, at her zenith represented that love ofbeauty as distinct from ornament, and clearnessand severity of thought which will always clingto the country from whence the modern worldderives the germ of nearly all its ideas. But when the seat of the empire was trans-ferred to Constantinople, and Roman art, in-fluenced by Asiatic feeling, and stimulated andelevated by the new faith of

Christianity,became transfigured into the solemn splendourof Byzantine art, the architecture of the roundarch and the dome and cupola rose to its fullestbeauty, and such buildings as St. Sophia atConstantinople, and St. Mark's at Venice, withthe churches of Ravenna, mark another greatand noble epoch in the arts of design. Byzantine design, whether in building, in20 Chap. I.Of the Archi-tecturalBasis



??? carving, in mosaic, or goldsmiths' work, im-presses one with a certain restraint in the midstof its splendour, a certain controlling dignityand reserve appears to be exercised even in theuse of the most beautiful materials, as well as indesign and the treatment of form. The mosaics of the Ravenna churches aloneare sufficient to exemplify this. The artistsseemed fully to realize that the curved surfaces of the dome, the half dome of the apse, orthe long flat frieze above the arch columnsof the nave of the basilicas, like St. Apolli-naris in Classe, afforded splendid fields for asplendid material, the cross light from the deep-set windows enriching the effect, and that every-thing might well be secondary to it. Thesame principle or feeling is seen in St. Mark's,where the architecture is quite simple, the archesand vaulting without mouldings, nothing to 21 Chap. I.Of the Archi-tecturalBasis



??? Chap. I. interfere with the quiet splendour of the gold orSctuLt'"^^*" blue fields of mosaic varied with simple typical Basis Dome of ^^St. Mark's figures, bold in silhouette, placed frankly uponthem, emblems, boldly curving scroll-work, andinscriptions. The execution, too, is^as direct 22



??? and simple as the design. Such design and oftheArchi- decoration as this becomes an essential and tectural integral part of the architectural structure andeffect. Note the way in which the tesserae are laid(in the head of the Empress Theodora fromSt. Vitale at Ravenna, for instance). The cube isused as much as possible, but the cubes vary



??? Chap. I. much in size, and are set often with very opent^lturat'^^'^' joints, the cement lines of the bedding showingBasis quite clearly, and the surface of the work un- even, the tesserae being worked, of course, fromthe front and in situ, presenting a varied surfaceof different greets which, catching the light atdifferent angles, give an extraordinary sparkleand richness to the effect as a whole. In thehead of Theodora the effect is enhanced bythe discs of mother-of-pearl used for the head-dress. In the laying of the tesserae, too, note thatthe system is followed of defining the outlineswith rows of cubes, and building up the masses(as in the nimbus) with concentric rows, as arule, making the lines of the filling tesseraefollow as far as possible the line of the boundarytesserae. This, of course, would naturally resultas the simplest and most convenient, as well asmost expressive, method of laying on tesserae,in defining form by means of small cubes, and isone of the conditions of the work, and when, asin these mosaics, so far from being refinedaway, or concealed, or any attempt being made(as in later times) to imitate painting, theseconditions are boldly and frankly acknowledged,we see

how its peculiar beauty, character, andthe quality of its ornamental effect dependsupon these very conditions. This principle will be found to hold good andtrue throughout all art. Directly, from a falseidea of refinement, or with the object of dis-playing mechanical skill, the craftsman is inducedto try and conceal the fundamental conditionsof his craft, and tries to make it ape the qualitiesof some totally different sort of work, he ceases 24



??? to be an artist, at all events. The true artist Chap. i.in any material is he who in acknowledging its ^ctur^*^^^'conditions and limitations finds in them sources Basis I? Anselm'sTower /Iiic,-xxsf.: 6H and opportunities of new beauty, and in beingfaithful to those conditions makes them subservehis invention. After the decorative splendour of the Byzan-tine architecture, the Norman work left in our 25



??? Chap. I. own land seems comparatively simple and plaintecturat'*^^' as time has left it, but its remains show itsBasis Roman descent in the doorway and porch of many a quiet village church, as well as on agreater scale in so many of our cathedrals, whichoften illustrate, in a remarkable way, the tran-sition or growth of one style out of another, thenew evolved from the old. At Canterbury, for instance, one reads thesigns which mark the transformation of theNorman building into the Gothic, The firstchurch founded by St. Augustine was Saxon.This was enlarged by Otho (938) as a basilica.This again was ruined by the Danes (1013).The Norman part of the present building wasconstructed by Bishop Lanfranc (1070), on towhich was grafted, as it were, the thirteenth,fourteenth, and fifteenth century Gothic whichdistinguish it. There is a tower on the south side of thetransept known as Anselm's Tower (from BishopAnselm, one of the Norman builders), and onthe lower part runs an arcading of interlacinground arches, the tower itself being richly arcadedin several stories in round arches. But this lowerband of interlaced arcading shows the period oftransitional, from the use of the semicircular

orfound arch, to the pointedâ€”the pointed lancetarches being formed by the interlacing of theround, so that we have here the actual birth ofthe pointed arch, which leads us to our nexttypical division and characteristic epoch ofarchitectural style. We need not go out of our own country tofind abundant illustrations of typical forms ofpointed architecture. Almost any village church 26



??? J2. will give us the main features^â€”the characteristicplan of nave and chancel, curiously following 27 Chap. I.Ofthe Archi-tecturjBasis Transitionalarcade



??? the plan of the ancient Roman basilicaâ€”thepublic hall and law court in one, and perpetuat- â€?TYPIC?\L- rORns OF- ARCHES- â€? POINTED (equiL/^TtRAL) Chap. I.Of the Archi-tecturalBasis Typicalforms ofarches, etc.Foliation â–  CUSPtD A X A X -f â€?TYPIC;\L - roans â€? OF QOTHICCiâ‚?Onâ‚?T - RIC-FOLIATlOn * * * (Ruskin] ocee ing for us the type of ancient dwelling orhall which may be said to have prevailed fromthe time of Homer to the end of the Middle 28



???



??? Chap. I. Ages, varying chiefly in external features andarchitectural detail. Basis The severe lancet arch is characteristic of the first phase of the Gothic, which gradually grewout of the severer Norman. gable took a higher pitch, and to support the weight andthrust of towers and spires, buttresses were used,and these became, also, a striking and charac-teristic feature of the pointed arch, which com-pleted in the thirteenth century the period ofits first development. Lancet arch, high-pitched gable,buttress (plainand pinnacled), spired and pinnacled tower-â€”these are the leading constructive exteriorcharacteristics, the carved work, somewhat re-strained, and chiefly manifested in peculiarfoliation of the capitals and corbels, and in thehollows of arch mouldings in rows of sharp cutdog teeth. In the interior clustered shafts took the placeof the solid round Norman piers, rising, aswe see in our cathedral naves, to support loftyvaulted roofs, the ribs moulded and covered attheir intersections by carved bosses. Again we may note the principle of recurringlines which repeat and emphasize the form ofthe arched openings and the structural lines ofthe vaulting in the mouldings. This recurrencegives that effect of

extraordinary grace and light-ness combined with structural strength which isso striking a characteristic of thirteenth cen-tury Gothic work, and of which there is no finerexample than the nave of Westminster Abbey. We noted that the Greeks used the inter-stices of their construction for their chief decora-tion, their figure sculpture, and to some extent 30



??? m I: -T .-a ^t^ - â€? ' Ii-r" " -1 T .. V. if a



??? Chap. I. the same plan is followed in Gothic architec-tectursa'^'^'^^" ture, where we find the tympanums of doors,Basis the spandrels of arcades (as in the Chapter House at Salisbury or the angel choir atLincoln), and canopied niches (as at Wells),used for figure sculpture; but, at the sametime, the structural features themselves are em-phasized by ornament to a far greater extent,as in caps, arch mouldings, the junctions of thevaulting, and the like ; and increasingly so inthe succeeding Decorated and Perpendicularperiods, until we get vaulted roofs of fan traceryike those of King's College Chapel at Cam-bridge, or Henry VH.'s Chapel at Westminster. But if we may say that the chief decorativeglory of Greek architecture was its figure sculp-ture, as mosaic was of the Byzantine churches,so we may say that the traceried window, filledwith stained and leaded glass, became the chiefdecorative glory of Gothic architecture. Unhappily great quantities of glass have dis-appeared from our cathedrals and churches,from one cause or another, but from the relicsthat remain we may form some idea of thesplendour and quality of the old glass. The famous windows of the south transept atYork Minster, called " The Five

Sisters," aregood examples of the severer earlier style ofpattern and colour, consisting of fine scroll-work and geometric forms, in which hatchedgrisaille patterns are heightened by brightpoints and lines of colour. Thirteenth century glass, where figures areused, is characterized by the smallness of theirscale in proportion to the window, and traces ofByzantine tradition in their drawing, intricate 32



??? Westmin-ster Abbey,Fan Traceryin HenryVII.'sChapel,XVthcentury d



??? design, and deep and vivid colouring, the workbeing composed of small pieces of glass leadedtogether ; the effect of the jewel-like depth andquality of the colourâ€”deep crimsons, blues, andgreens being much usedâ€”being increased by theclose network of leading. As windows, in the course of the evolution ofthe Gothic style, were made broader, or rather,the window opening proper from wall to wallbeing greatly increased in width and height,they were supported and divided into panels orlights by elaborate stone tracery, a tracerywhich becomes almost as distinct a province ofdesign as the design of the glass itselfâ€”distinctfrom, yet in close relationship to, the architec-ture of the building. The comparative slightdivisions of the tracery, however, gave morescope to the stained glass designer, who showsvery emphatic architectural influence in theelaborate canopies which surmount the figuresoccupying the separate lights of the windowsfrom the thirteenth to the end of the fifteenthcenturies, as well as in the general vertical arrange-ment of the lines of their composition. Hegradually increased the scale of his figures andgave more breadth to his design, and broughtit more into relation with the

art of the painterand the sculptor, at the same time acknowledgingwith them, in the disposition of his figures in thespace, and the disposition of the draperies andaccessories, that architectural influence underwhich the artist and craftsman of the MiddleAges worked with extraordinary freedom andfertility of invention, and yet in perfect harmony.^ ^ As I recur to the subject of glass design in Chapter IV,illustrations are given there. 34 Chap, 1.Of the Archi-tecturalBasis
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??? Chap. I. A sign of that fraternal co-operation and the SctSrat'''^^ effect of the formation of men into brotherhoodsBasis and guilds, which, coming in with the adoption of Christianity and the organization of theChurch, remained through all the turbulenceand strife of the time the great social force ofthe Middle Ages. It seems to me if we wish to realize the idealof a great and harmonious art, which shall becapable of expressing the best that is in us : ifwe desire again to raise great architecturalmonuments, religious, municipal, or commemora-tive, we shall have to learn the great lessonof unity through fraternal co-operation andsympathy, the particular work of each, howeverindividual and free in artistic expression, fallingnaturally into its due place in a harmoniousscheme. Let us cultivate our technical skill andknowledge to the utmost, but let us not neglectour imagination, sense of beauty, and sympathy,or else we shall have nothing to express. Through the thirteenth century onwards tothe fifteenth Gothic architecture continued todevelop, to pass through new phases, to takenew forms, a living and growing style movingwith the wants and ideals of men. After the Early English comes the Decoratedperiod, in which

the mouldings and foliationbecome fuller, broader, and more ornate. Tocontrast decorated foliation and ornament withthe earlier work, is like comparing the openingflower with the bud. The ogee arch was invented,the crockets of the pinnacles and canopies grewand increased and became finer in form, thefinials larger and more varied. The carved richer and grew canopies and tabernacle work 36
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??? Chap. I. more intricate. The foliage followed natureSctuLt''*'^'" more closely. The figure subjects of the carverBasis were more freely treated, and dealt oftener with common life, with phantasy, or humour. The effigies of knight and lady, or priest, becamemore and more like portraits in stone or ala-baster, the details of their dresses more rich,delicate, and beautiful. The maker of brassesshowed a freer and more masterly hand, andgreater sense of ornamental effect in the spac- 38



??? ing and treatment of his figures. The work of chap. i.the miniaturist and the scribe grew more and ^ctur^'^'^^'"more delicate and exquisite in form, colour, and Basisinvention. The stained glass worker increasedthe scale of his figures, and varied the qualityand treatment of his colours. The glazier in-vented new lead patterns; the wood carverrevelled in stall work, screens, and misereres.The recessed -tofllT CTsffifJra] flrchifeturdl and canopiedtomb enrichedthe chantries ofchurches and ca-thedrals. Beauty and in-vention of extra-ordinary fertilityand richness cha-racterized everyform of art andhandicraft asso-ciated with Go-thic architecture.We can trace ineach variety thearchitectural influence in every department ofwork In some instances reproduction of actualarchitectural details and characteristics, as, forinstance, when the wrought-iron railing of abishop's tomb (at Weils Cathedral, 1464-5)reproduced the battlement, buttress and pin-nacle as motives, giving them, however, a freeand fanciful rendering suited to the material. Abundant instances may be found of thefanciful treatment of architectural forms in furni-ture, textiles, in painting and carving, and metal 39
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??? Chap. I. workâ€”the canopies over the heads of figures in^ctur^''^^^ stained glass, and inclosing figures upon brasses, are instancesâ€”shrines and caskets in the form ofarcaded, and buttressed and pinnacled build-ings, seats and chairs with canopied or archedbacks, carved bench ends with " poppy head"finials and arched and foliated panels, censers in the form of shrines.The large gold brocadedstuffs used as hangingsor coverings, and repre- Basis sented in miniatures and pictures of the period.Very beautiful specimens are to be seen inthe pictures of Van Eyck and Memling forinstance. In all these things we find a re-echo, as itwere, of the prevailing foliated forms of Gothicarchitecture, repeated through endless varia-tions, the controlling and harmonizing elementthroughout the design work of the Gothicperiods, the form by which all seem to be har- 40



??? monized and related, as the branches are related to the main stem, and as the plan of the tree tecturai ' may be found in the veining of the leaf. The fourteenth century saw the developmentof a new phase of Gothic called Perpendicular.It is found united with the Early English and Carved bench-ends, Bennington Church, Suffolk Decorated, as well as Norman, in nearly all ourcathedrals. At St. David's, for instance, there is a re-markable instance of a late Perpendicular timberroof, richly moulded and carved, with pendants,covering a Norman nave of 1180. Yet theeffect is line, and one feels glad that the restoringarchitect could find no authority for a Norman 41



??? Stone vaulting, otherwise we might have lostthe rich timber roof for a modern idea of asupposititious Norman vault. The sketch (fromthe south side of the choir at Canterbury, p. 45),too, shows how harmoniously structural lines ofdifferent periods compose. The chief characteristics of the late period of Gothic (Perpendicular)are a lower pitchedarch, an elongatedshaft, many clustered;caps and bases angular;ribs of vaulting richlymoulded, or the vaultcovered with fan-likefoliation in late ex-amples, as in HenryVII.'s Chapel. Pin-nacles begin to takethe cupular form, de-tails become smaller,windows grow largerand are transverselydivided by transomsor horizontal bars ofstone, connecting andsolidifying the many vertical mullions. A certain refinement of detail and line with afeeling for emphatic horizontals and verticalscomes in; and this feeling may be the indicationof a reaction, as if the constructive and imagi-native faculties of man were beginning to pre-pare for the next great change that was soon tosweep over the art of Europe. It might be said that gradually from that timearchitecture, as the supreme organic and con- 42 Chap. I.Of the Archi-tecturalBasis



??? trolling influence in the arts of design, gave up Chap. i.her prerogative of leadership, and since has SctuLt'^'^^^"rather been on the whole displaced in artistic Basisinterest by the other arts; or rather, with the 1 gjs^â€”aww j^ayj-i-g change of the principle of organic growth out ofuse and constructive necessity in architecturefor those of classical authority, archaeology, orlearned eclecticism, the different arts, moreespecially painting, began an independent exist- 43



??? Chap. I. ence, and, with the other arts of design, maytecturat'^'^^'" ^^ have been more individuahzed and Basis less and less related both to them and to archi- tecture ever since, reaching the extremest pointsof divergence perhaps in our own days. It seems to me that, on the whole, there canbe little doubt that architecture and the arts ofdesign generally have suffered in consequence;and to bring them back to healthy and harmoni-ous activity we must try to re-unite them allagain upon the old basis. I will terminate here my short sketch ofarchitectural style and its influence, not attempt-ing now to follow it in its later changes andadaptations to the increased complexities ofhuman existence. My purpose has been ratherto dwell upon the organic and typical forms ofarchitecture, in my endeavour to trace therelationship between it and the art of designgenerally. That relationship appears to me to consistchiefly in the control of constructive line andform, which all design, surface or otherwise, inassociation with any form of architecture isbound of necessity to acknowledge as a funda-mental condition of fitness and harmony. Thoseessential properties of the expression of line, asthey now seem, which give meaning and

pur-^ pose to all design, appear to be derived straight from constructive necessities and the inseparableassociation of ideas with which they are con-nected ; as, for instance, the idea of secure restand repose conveyed by horizontal lines, or thesense of support and rigidity suggested byvertical ones may be directly traced to associa-tion with the fundamental principles of architec- 44 Ji
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??? tural Structure, to the lintel and its support, tothe laying of stone upon stone,, and with thisclue we might trace the expression of linethrough its many variations. Chap. I.Of the Archi-tecturalBasis iJ 46



??? CHAPTER II.â€”OF THE UTILITYBASIS AND INFLUENCE. N' EXT to the architectural basis influence chap. ii.in design, and, indeed, hardly separable StiiSyfrom it, being another side of the constructive, Basis andadaptive art, we may fitly take the Utility Basisand influence. This may be considered in two ways : (1) In its effect upon pattern design andarchitectural ornament through primitivestructural necessities. (2) In its effect upon structural form andornamental treatment arising out of, orsuggested by, functional use. (i) It is a curious thing that we should findthe primitive ornamental motives bound up withthe primitive structures and fabrics of pureutility and necessity, but such would appear tobe the case. The plaiting of rushes to make a mat wasprobably one of the earliest industrial occupa-tions, and the chequer one of the most primitiveand universal of patterns. If we look at the sur-face effect of the necessity of the construction,the crossing of one equal set of fibres by anotherset at right angles, with the interlacement, aseries of squares are produced, which alternate 47



??? in tint if the colour of oneset is darker than the setswhich cross it (see illus-tration). Emphasize thiscontrast and we get ourchequer, or chessboardpattern, which, either as apattern complete in itself,as in plaids and tartans,or as a plan, or effectmotive in designing is,as I have said, perhapsthe most universal andimperishable of all pat-terns, being found in as-sociation with the designof all periods, and stillsurviving in constant useamong designers. Let us follow the primitive rush mat a littlefurther, however. As it lay on the primitivetent or hut floor its edges would take the sort ofform shown on the opposite page. In ancientAssyrian, Egyptian, Persian, and Greek archi-tecture we constantly find carved patterns usedas borderings and figures, .of the type given inthe Assyrian example. Now, comparing thiswith the primitive matting, the suggestion isvery strong of the probability of derivation ofmotive of patterns of this type from the sameconstructive source originally. In some in-stances (as on the enamelled tile from Assyria,the border reverses itself, but with the Greeksit finally took the upright direction, as inthe Anthemion or honeysuckle border forms ;but, however afterwards varied and enriched 48 Chap.

II.Of theUtilityBasis andInfluence Matting
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??? by floral form, its structural origin in plaitedwork is always to be traced, and it seemsto gain from it a certain strength and adapt-ability. Another type of ornament may be traced tothe constructive necessities of wattle and wickerwork, so much used by primitive man in thestructure of his dwellings, and in primitive ob-jects of use and service. The various forms of volute, or spiral, and guil-loche ornament, so much used by the ancientsâ€”Assyrian, Egyptian, and Greekâ€”may be com-pared, in their structure and arrangement ofline, with the form taken by the withy, or cordtwisted around the upright canes or staves ofa wattled fence, as seen in horizontal section.The primitive wattled structure gives the plansof these patterns. It certainly appears toaccount for their origin in a remarkably com-plete way. 50 Chap. II.Of theUtilityBasis andInfluence



??? spiral or volute was metal in the form of the thinbeaten plates with which the primitive Greekscovered parts of their interior walls (see patterns



??? Before metal was used, or nails or joinerywere known, the method of fastening two thingstogether, such as the blade of a stone axe orhammer and its handle, was by thonging or tying them firmly together by strips of leatheror thongs, and to this source again we mighttrace other types of pattern motives of very wideprevalence. In the first instances the thongingwas imitated in metal-work when no longer used 52 Chap. II.Of theUtilityBasis andInfluence Ancient Volute Ornament



??? in the construction by way of ornament, as in Chap. ii.various bronze implements existing ; but later, utilitystarting from the tying and thonging motive, we Basis andget all sorts of variations, as in the zigzag ofNorman arch mouldings, and in the earlier Celticknotted work, which seemed partly a re-echo ofsome types of Eastern and classic ornament,unless we regard it as independently derived,like them, from primitive structure. It seems Types ofDecorationderived fromThonging tBoNV CeMfi . Afsy^iiiA SCUL|Â?TOÂ?.6Cl JTor^ CoR>llCS=\ iCtfPT. â–  RACK. i^ftowzE Kw.F^TiTA'^AVeÂŽ . to make itself felt again in a new variety in thestrap-work of our Elizabethan period, in whichthe ornament apparently was a new blend ofGothic with classical details, with an infusion oforiental or Moorish feeling, filtered throughItaly and Spain. As an instance of architectural ornament, themotive of which seems taken from a piece ofcommon every-day usage, we may note thefrieze of the Roman circular Temple of theSybil at Tivoli, which is composed of the heads 53



??? Frieze of theTemple ofthe Sybil atTivoli andYoke ofOxen Chap. II. of oxen, alternating with, and connected by, theUtility curves of pendent floral garlands. To this dayBasis and in Italy almost anywhere one may see thismotive suggested by the appearance of the Influence country ox wagon as it approaches along theroadâ€”the front view of the two oxen heads,with the level yoke across their necks, and thependent connecting ropes hanging between. It is probable, however, that whatever itsorigin, its suggestion was sacrificial, since the 54



??? ox decked with garlands constantly figures in Chap. ii.classical sculpture led before the altar to be slain, utilityand this circumstance may equally have given Basis andrise to the sculptor's motive, just as we saw thatthe custom of decking the cornice of the Greekhouse with garlands suggested its perpetuationin stone carving by the classical architects. It will be noted that those primitive sourcesto which we may trace motives in ornamentaldesign, however, afterwards developed on purelyornamental lines, and because of their ornamentalvalue, all of them have their beginnings in actualuse and service, in physical and constructivenecessity, and that they are closely associatedwith the form and character of the dwellings andtemples of man. (2) Turning now to the second division ofour subject to consider "the effects upon formand treatment of surface arising out of, or sug-gested by, functional use," we shall still have tokeep close to the dwelling, and constantly toremember the ever present architectural influ-ence with the consideration of which we set out. The angle of the pitch of the roof in buildings,for instance, which is so marked a characteristic inthe different types of architecture, was

originallydetermined by the necessities of climate. Onemight say broadly that the acute, high-pitchedGothic roof means snow or bad weather, whilethe low-pitched classic roof means sunshine forthe most part; or we might say that the onetypified winter and the other summer. A housemust still be built mainly for one or the other,though by ingenuity and careful consideration ofthe points of the compass in choosing the siteand planning, in the rare instances where free 55



??? choice is still possible, something may be, andhas been attempted, to fit all seasons ; and it isthis careful consideration of such points in ourancient buildingsâ€”say the old English manor Chap. II.Of theUtility-Basis andInfluence BargeBoard,IghthamMote House houses, built to dwell in and to lastâ€”which givesthat sense of homelike comfort and pleasure tothe eye, perhaps, quite as much as the interest oftheir ornamental detail. A sunny garden terraceor arcaded front to the south to catch the wintersunâ€”cool and shady rooms to the north for the 56



??? summerâ€”a sheltered porch to protect the guest chap. ii.against the weather. Such contrivances as theseshow that thought has been spent and care taken Basis andin the planning and building ; that the builder ordesigner has been influenced by considerationsof true utilityâ€”not in the bald and more modernsense of mere money or time saving appliance,but the truer economy of making a house livable.Here is a sketch of one of those old stone halls HazelfordHall, Derbyshire or manor houses of Derbyshire of the seven-teenth century (Hazelford Hall), charminglyplaced upon a hillside, so as to fit into or becomepart of the landscape, while it is really plannedto live comfortably in, with due regard to thevariation of the seasons and the winds. Theliving rooms face south and west. Houses nowadays seem more built to sell thanto live in (at least permanently), since I noticethat often when even people build a house forthemselves they constantly want to let it to 57



??? somebody else. I should think that the gipsyvan would suit modern habits exceedingly well.It would be more picturesque than "a brick boxwith a slate lid," to which most of us are com-mitted, and probably much less expensive in thelong run. The only thing required to make itpracticable on any scale is a trifling alteration inthe land laws. The origin of mouldings in architecture, astheir use in the capacity of dripstones declares,was to serve a purely useful purposeâ€”the alter-nating concavity and convexity of the memberswhich generally characterize them affordingescapement for the rain water, and keeping itaway from the windows and doors. To give a simple illustration of the principle.If the sill of a window, for instance, be left rect-angular and perfectly level, the water would belikely to run inward through the window, orperhaps into the wall, but if sloped on the uppersurface and hollowed beneath, the water wouldtend to drop from the under outer edge clear ofboth window and wall. This necessity led to motives in design andornamental effect, and mouldings became valu-able parts of aesthetic expression in architecture,affording means of emphasis, of giving the effectof receding

planes, and of using the importantprinciple of recurring lines to which I calledattention in the first chapter. The barge-board, too, so picturesque a featurein old timbered houses, had the same usefulpurpose to subserve in keeping the weather frominjuring roof and wall. Staircases with the necessary handrail, again,have led to beautiful form in design, not only in 58 Chap. II.Of theUtilityBasis andInfluence



??? the planning of the staircase itself, which is so chap. ii. important a feature in every house, but in the utility interesting and varied design in the balusters Basis andsupporting the handrail, and in newel heads, etc. The prin-ciple of theDripstone Towers and church steeples, which form suchimportant and picturesque features in archi-tectural (and, one might add, landscape) design,owed their existence, in the first place, to thenecessities of watch, guard, and defence, andprobably also means of communication by signals. To the mediaeval city, which, as it is now59



??? being realized, was a highly organized arrange-ment for mutual aid and defence, towers wereof great importance both for watch and defence.They served as strong buttresses and vantageposts placed at intervals along the inclosing citywall, and flanking the gateways. The boldnessand grace of design in some mediaeval towers isvery notable. Those of Siena, for instance,and that town of towers, San Gimignano, ofwhich I give a rough sketch to show the effect Chap. II.Of theUtilityBasis andInfluence -THE Toweiv oF- â€?SfVN'OilMlqtiAl from a distance of the clustering towers, like acrown upon the hill top; above all, perhaps, isthe famous tower of the Signoria or PalazzoVecchio, the old city hall of Florence (thirteenthcentury). The Belfry of Bruges (thirteenthcentury), too, is another fine instance of boldnessand grace of design. It had formerly a spire,which is shown in a sixteenth century picture,the background of a portrait by Pourbus, aFlemish painter, but the spire was twice de-stroyed by fire, and was not renewed a thirdtime. But even as it stands the belfry is verystriking, and, while it commands a vast prospect 60



??? of the countryround, it is alsoconspicuous allover the town,and a land-mark to the flatcountry roundabout. The towers ofour own ancientvillage churchesare generallybattlemented,and the squareones often havea corner turretto give a morecommandingview ; and thisagain givesvariety, and isa very pic-turesque fea-ture. The bat-tlements them-selves (thoughintended for usein defence) areextremely orna-mental features,and give reliefand lightnessto the parapet.In later Gothictimes they werefrequentlyfanci- *v "V t 'mi'.



??? fully pieced and filled with ornament, as onMagdalen Tower at Oxford. Their decorativevalue was perceived by the wood carver of the Gothic times, and they are constantly introducedin tabernacle work, screens, and furniture, wheretheir use is purely decorative. Chimneys, again, afford an instance of apurely useful and serviceable object lending 62 Chap. II.Of theUtilityBasis andInfluence Tower with corner Turret, Axmouth Church, Devon



??? church, Hampshire. The common practice wasto have the fireplace in the centre of the halland let the smoke escape by a louvre in the roof,as may still be seen in. the hall at Penshurst 63



??? Place in Kent (fourteenth century); but in latertimes, especially in the Tudor period, the chim-neys of brick are often found full of invention and variety in design,and extremely rich ineffect. I give sketchesof some characteristicexamples at Framling-ham Castle and Leigh'sPriory. The fine old brickchimney stacks one findsamong the old farm-steads of Essex it is sup-posed were built firstand then the half-tim-bered house built aroundthe brick stack. Other useful thingsconnected with the fire-side and the chimneycorner, which are re-markable for their adapt-ability in ornamentaldesign, are the iron fire-dogs used to support theburning logs. We findthem in great variety ofshape and treatment,while their main or ne-cessary lines remain thesame. It is the standardor upright front partwhich affords a field for the inventive craftsmanand designer. The fire-irons, too, are againpurely useful in their object, but have become 64 Chap. II.Of theUtilityBasis andInfluence BrickChimney,Framling-ham Castle



??? highly graceful and elegant in some of theirforms. The iron grate back (notably those of oldSussex), placed at the back of the fire againstthe chimney to protect the brick-work and radiatethe heat, had again a purely useful function, butit has been the object of a great deal of fine andrich decorativedesign, chiefly ofa heraldic or em-blematic charac-ter, and many oldexamples exist.Cast iron has inmodern times ac-quired a badname (artisticallyspeaking), butthis is owing toits misapplication,as in railings orgrills, where it en-deavours to usurpthe place ofwrought iron. Ina flat panel orplain surface, suchas a grate back affords, however, cast iron has asingularly good effect, and renders bold designswell. There are some fine heraldic grate backsin cast iron to be seen at Cheetham's Hospital,perhaps the most interesting building in theCity of Manchester. I give a sketch of a quaint cast-iron chimneyback of Gothic design from Bruges. At theMuseum at the old Rath Haus there is a very 65 F Chap. II,Of theUtilityBasis andInfluence



??? good collection of examples. Somehow, withthe modern, or rather mid-Victorian iron registerfireplace all beauty and interest of design is lost.Though it should be remembered that a reallyfine artist and designer like Alfred Stevensspent his talents upon such things. The conception of the thing, however, seemsjoyless and ugly, and in most surviving examplesthe ornament in endeavouring to be elegantbecomes frittered and mean ; and as to sheet-iron stoves they seem to be under a ban ofhideousness, which seems sad when one recallsthe charming and cheerful earthenware stoves 66 Chap. II.Of theUtilityBasis andInfluence



??? of Germany of Gothic and Renascence times, full chap. ii.of colour and invention. The revived use of utilitytiled chimney, and recessed and basket grates. Basis andhas done much to restore cheerfulness to ourhearths. Before we leave the chimney corner I mightmention another bit of metal, important beforethe days of kitchen ranges as the chief cookingapparatus, I mean the iron crane that is some- Fireplacewith wrought ironCrane,ChurchFarm, Hempstead,Essex times found still suspended in the wide chimneysof old farmhouses, made of wrought iron, twistedand curled, and with bright bosses of steel uponit, and great in hooks and hinges. Here is asketch of a typical example in an Essex farm-house. Considerations of use, again, very evidentlycontrol design in lamps and candlesticks. Alamp necessitates : (i) Â? reservoir for the oil, anda neck and mouth to hold the wick, and (3) a67



??? firm and steady stand. All these requisites arecombined, with addition of handle, in the oldestand simplest form of lampâ€”the portable antiquelamp to be carried in the hand. The reservoiris there, though small, and needing- re-fillingfrom a larger vessel (as was the case in theparable of the ten virgins). These lamps were often placed upon the topof slender fluted tripod stands, to give light inthe house, or hung in clusters by chains from abranched stand like a tree. A combination ofmany of the characteristics of the antique lampis found in the comparatively modern brassRoman lamp (now called antique, but till withina few years, and I believe still, commonly usedby the people): we have the small reservoir,with four necks for the wicks, closely resemblingin form the antique hand lamps. This is piercedby the shaft of the stand, which finishes in aring handle at the top and terminates in a broadmoulded stand, so that the lamp can be used forcarrying or standing with equal facility. Thelittle implements for trimming, snuffing, andextinguishing are suspended by small chainsfrom the neck of the standard and add to theornamental effect. Each part is made separatelyand screws together.

With the modern powerful lamps of mineraloil and circular wicks, much larger reservoirsare required, and modern lamps have tended totake the urn shape owing to this necessity, andthey lose in beauty of line generally as theygain in body (much like people). A satisfactorytype has been introduced by Mr. W. A, S.Benson, of copper, with a copper fan-like shade,which is generally a difficulty with a modern 68 Chap. II.Of theUtilityBasis andInfluence



???
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??? lamp; and the glasses also, while necessary, Chap. ii.complicate the design and cannot be said to add Stmtyto the beauty, as a rule. However, a lamp design can never get awayfrom the primitive triple conditions of lampstructure with which we saw in its earliest formreservoir, neck for the wick, and standâ€”possiblyhandleâ€”but within these demands of utilitythere is scope for very great variations, andunlimited taste and invention. The candlestick, with which the hand lamphas something in common, is, however, quite dis-tinct in character, seeing that it is formed tohold the combustible part in a solid, instead ofa liquid form. Its requirements, therefore, area firm stand (like the lamp), a reasonable height,on which to raise the light, another to holdthe candle, and something to catch the meltinggrease. These conditions are satisfied in the form ofthe antique brass candlestick, but still better inthe older Gothic form, or the church candle-stick, which has a spike on which to hold thecandle, instead of a hollow. A candlestick,therefore, should be true to its name and remaina stick, or moulded tubular column, thoughcapable of development into the

candelabrum,throwing out branches for extra lights from thecentral stem ; a suggestive form, if sufficientlyrestrained, designed with taste. The ancient hanging brass candelabra of thesixteenth, seventeenth, and eighteenth centuries,or earlier, are very good in form as well aspractical. There is a fine Gothic one in VanEyck's picture in the National Gallery, JanArnolfini and his Wife. 71 Basis andInfluence



???



??? details of CHANDÂ?L1EP.PLAN OF Lights. O BrassChandelier



??? Chap. II. I have a good example of the later typeâ€”a utmty German one. The stem is surrounded by theBasis and double eagle, and there are several tiers ofmouldings, the larger ones being flat, and cutinto notches at the edge to serve as socketsto receive the corresponding part of the branch,which fits on to them and supports the candles.These are arranged in two tiers of six lightseach, and between each light occurs a littleornamental branch or finial, the whole being-detachable from the hanging stem terminatingin a brass sphere which keeps it straight andsteady. It is a fine example of good, simple,and practicable design, which should alwaysunite necessity and utility with beauty. For carrying about, a candlestick needs theaddition of a broad dish-like stand and handle,while the stick itself is kept low ; hardly soattractive a form as the stationary columnartable candlestick, and yet having decided char-acter and purpose of its own. That old-fashioned and most picturesquecompanion of candlesticks, the snuffers, are oftenvery beautiful in design, and it seems to methat, however " improved," the wicks of moderncandles still require some attention from them. The necessity

of protecting light affords inlanterns opportunities for the inventive adapt-ability of the designer in glass and metal. I met with a very pretty and original motivein a German museum (at Lindau) which washexagonal in form, pieces of glass fitted togetherby leads forming a globe-like body to hold thelight, and terminating above in a neck, fromwhich it hung to a bracket by a ring. It wasfurnished with a tripod stand in iron, so that it 74 Influence



??? could be taken down and made to stand if chap^ii.needed. â€ž i utility Basis andInfluence There is plenty of room for invention inlanterns, and it seems a pity that our streetlamp, which is practically a standard lantern, 75



??? should remain so extremely prosaic, when itis a design so constantly repeated. It is notso much the plainness, since one needs noextraneous ornament if the purpose is wellserved by a structure of good lines. The neces-sity of cleaning the glass is probably a hin-drance to much variety of form in the presentstate of things, and then, too, the electric lightis coming into general use, bringing with it anentirely fresh set of conditions, so that beforewe get our ideal gas-lamp the necessity for itwill probably have disappeared altogether, so tospeak. The idea of suspension and absence of rigidityor weight associated with electric lighting ought,one would think, to be suggestive to designers,but we don't seem yet to have quite shaken offthe conditions of gas tubing on the one hand,or to have got much beyond the somewhatwell-worn idea of bell-flowers bursting into in-candescence on the other. One almost prefersthe naked simplicity of the little pear-shapedglasses, with their incandescent twist of threadsuspended at the end of the covered wires, to theflamboyant excesses in brass and copper electricfittings sometimes seen. One might go on through the whole range ofobjects of domestic

use, and multiply instancesof beauty and designing invention applied to thehumblest utensil, implement, or accessory, andsuggested by the characteristic features stampedupon its form by the necessities and demands ofdaily use, which must never be lost sight of bythe artist. Not a single thing that we touch oruse but has had an enormous amount of humanthought and ingenuity brought to bear upon it, 76 Chap. II,Of theUtilityBasis andInfluence



??? which has determined its form as we see it, and chap. ii.which is constantly modifying form and materialand character. The present modifying influences, the direc-tion in which human ingenuity mostly seems towork is in the time-saving, cost-saving, labour-saving direction, or would-be so, and under thisinfluence design of articles or objects of pureutility have a tendency to become very prosaicâ€”or, perhaps, vulgarly assertive. It is thecommercial instinct, no doubt, which is satisfiedif a knife is a knife and will cut, or at any ratewill sell, and puts no romance into either bladeor handle. The old curved blades have dis-appeared, and only the silver knife receivesany ornament, and that generally of a veryuninteresting type. This prosaic tendency re-presents the mechanical side of the utility in-fluence, which only reaches beauty, if beauty ofline merely, by necessity of use; though underwhat I should term ike short-mt inspi7^ationbeauty is generally entirely out of the question.This is to be deplored, since the simplest thingof use may be just as well made pleasing andgood in form and line, though that may be theonly kind of beauty possible to it. When we come to pottery the

utility andadaptation to service influence is very obvious.Look at the form of a water-vessel, a pitcher wewill say, as a typical form. It must have a largehollow body to hold as much water as can beconveniently carried by a single person, but notmore than its handle or handles will lift. Itmust have a neck for pouring out. A roundedform is found to be more convenient for carryingthan a square, and is easier to balance in the 77 Of theUtilityBasis andInfluence



??? hand or on the head. The soft clay, too, readilytakes the circular form on the wheel when thepitcher is formed under the hands of the potter ;and the rounded form may be diminishedtowards the base, which saves weight, and at thesame time gives opportunity for grace of line.Its form at once expresses its purpose of carry-ing and pouring. A nobler form is seen inthe Greek hydriaâ€”a large three-handed water-vessel, adapted for carrying and pouring. It wascarried on the head or the shoulders, the twoside horizontal handles enabled it to be lifted upand down, while its vertical handle served thefunction of pouring. We may note the similarity in contourand proportion of the Greek amphora or wine-vessel, to the lines of a woman's figure. Itis, perhaps, the most graceful of the antiqueforms of vessels, and it seems dimly reflectedeven in the purely prosaic form of the modernbotde. We might trace through all the various formsof vessels the clue of utility, and note how itdetermines their typical form as they are adapted,like the hydria or pitcher, for carrying andpotL7^ing: the amphora or ancient wine-bottle forkeeping wine cool in the earth in portable quan-tities : the bucket type for dipping and

carrying :the funnel type for filling. The copper water-vessel of the Roman peopleseems to combine the functions of bucket andpitcher in a highly picturesque way, and itsform enables a quantity to be carried on thehead. The drinking vessel again shows quite adifferent type of form, and in all its varieties â€?Chap. II.Of theUtilityBasis andInfluence



??? In the bottle we approach again the type ofthe pitcher, the holding and pouring functionsbeing again emphatic, throughout all its many 79



??? shapes. The illustration shows a selection ofthe typical forms I have mentioned. The subject of the typical forms of vesselsis very clearly illustrated in Meyer's " Handbookof Ornament," to which I may refer the studentwho wishes to pursue the subject further. On the subject of bottles, however, I will just refer to a curious correspondence in design mo-tive in two different materials. The ordinary Italian oil or wine flask is oneof the most charming of modern useful vessels.11 is simply a piece of blown glass of the form firstassumed by the molten glass when blown at theend of the glass-worker's tube. To make thisprimitive but elegant bottle portable and enable it 80 Chap. II.Of theUtilityBasis andInfluence
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??? to stand, it is bound around by a twist of rushes, chap. ii.or cane leaves twisted into a circular stand, and utilitybraced by vertical broader bands of the untwisted Basis andleaf at intervals, and a loop of the twist is twinedaround the neck, and left free to hang up orcarry the vessel in. The whole is both highlypractical and picturesque. This is a type of Venetian glass bottle ordecanter highly ornamented, in which the funda-mental motive or idea of the protecting bindingof rushes seems to be followed in glass. The O ^ melon-like divisions are defined by strings ofraised glass laid on the surface, while the panelsbetween are engraved in arabesques of leavesand birds, and the whole forms a very prettypiece of ornate glass design. (See illustration.) Here we have another instance of decorativemotive derived from useful function, and of theadaptation in one material of a suggestion de-rived from another, though applied to the sametype of form. I have not mentioned the plate or dish typeof vessel, which has on the whole, perhaps,received the most attention from the decoratorof surfaces, perhaps on account of the more pic-torial conditions its functional form presents. There is

a circular flat or concave surface inthe centre of the dish, plate, or placque to holdthe food; and there is a circular space or rimfor the hand, a border which will serve both asa frame to the central subject, and also toemphasize the edge. The Greek cylix, thoughreally a shallow drinking cup, presents similarconditions to the designer, though more of theshallow boat or saucer type, and in the fillingof these spaces the Greek vase-painter, as far 83 J



??? as composition of line, dramatic action of figure,simplicity, and the necessary flatness and reservesets us the best models in this kind of design. The Italian Renascence majolica and lustreware give more sumptuous effect and morepictorial treatment, but are not nearly so safe aguide in taste as the Greek. In pure ornament we cannot do better thanstudy oriental models for the treatment of borderand centre, and in the blue and white ware ofChina and Persia we shall find as satisfactoryexamples of decorative fitness as need be.The Chinese influence is freely and often veryhappily rendered in the blue and white ware ofDelft, and in some of the works of the oldEnglish potteries, as Worcester and Derby forinstance. In textile design the functions of border, offield or filling, of wearing apparel, or furniturehangings and materials and their necessaryadaptation to vertical or horizontal positions,differentiates the various types and classes ofdesign in woven or printed stuffs. Here useagain influences and decides decorative motive. We recognize at once the essential differencesof expression in different pattern plans andsystems of line in horizontal extension, whichmark them off as suitable

for borders demand-ing linear, or meandering, or running patternsto fulfil their function of defining the edge, as ina garment or hanging, or in pottery, or forming asetting for the centre, as in a carpet. For these reasons, bearing in mind the con-structive suggestion of their origin, the typicalexamples given of border systems have heldtheir own from the earliest times as funda- 84 Chap. II.Of theUtility-Basis andInfluence



???



??? Chap. II. sistent, have held, and still hold, their place inUtility ^^^ world of design. These latter, too, it willBasis and be noticed, are all constructed upon, or con-trolled by, the same basisâ€”the rectangulardiaper. There seems something fixed and fundamentalabout these linear constructive bases of patterndesign from the point of view of what might betermed decorative or linear logic, and apartfrom their origin in actual constructive necessitybefore spoken of, and, as far as soundness ofprinciple can guide us in designing, we cannotgo wrong in obeying them, however variousthe superstructure of floral fancy we may buildupon them. The acknowledgment of the prin-ciple alone, of course, will not make us suc-cessful designers, any more than the skeletonmakes a living figure. We cannot do withoutthought, fancy, and vivifying imagination, guidedby the sense of beauty, as well as of use, toproduce design worth having in any direction. To fully and adequately trace out this clueof utility through all the varieties of the vastprovince of artistic design would need, not asingle chapter, but a large and amply illustratedvolume. I have only attempted to call yourattention to certain typical forms and

instanceswhere the bearings of the necessities of use andservice have decided those forms, and mustalways influence the decorative designer, whoshould never forget them for a moment. Nothing has degraded the form of commonthings so much as a mistaken love of ornament.The production of things of beauty for ordinaryuse has declined with the gradual separation ofartist and craftsman. Decoration, or ornament, 86 Influence
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??? Chap. II. we have been too much accustomed to considermmty ^^ accidental and unrelated addition to an ob-Ba^sis and ject, not as an essential expression and organicpart of it; not as a beauty which may satisfy tisin simple line, form, orpropoi^'tion, combined withfitness to purpose, even withotit any surface orna-ment at all. The more we are able to keepbefore our minds the place and purpose of anydesign we have to make, the more we realize theconditions of use and service of which it must bea part, as well as the capacities of the materialof which it is to be made ; and the more weunderstand its constructive necessities, the moresuccessful our design is likely to be, and thenearer we shall approach to bridging the un-fortunate gulf which too often exists betweenthe designer and the craftsman. Influence 88



??? CHAPTER III.â€”OF THE INFLUENCEOF MATERIAL AND METHOD. WE have seen (i) that architectural con- chap. iii.siderations lie at the basis of design fnVuence ofand control its general character, its scale, and Materialrelationships ; and (2) that utility determines and Methodspecializes its particular forms and functions ;now, as our third proposition, we may say that,in addition to these in limitation of material andmethods of workmanship, we shall find theinfluences which determine primarily the purelyartistic question of treatment in design, andwhich differentiates its classes and varieties. If we look at a piece of stone-carving andcompare it with a piece of wood-carving, forinstance,â€”or, still better, take mallet and chiselin hand and experiment upon a piece of stoneor marble, and try to evolve or to express aform by these means, and with a chisel, or knife,work upon woodâ€”we shall soon find that thedifferences of the quality of the two substancesupon which we workâ€”the differences of density,toughness, resistance to the toolâ€”at once demanddifferent methods of handling each. Short,quick following strokes in the case of chisellingstone, and a longer,

steady sort of pushing ordriving movement, the chisel being held in both 89



??? hands, in the case of wood-carving. From suchnecessary and fundamental differences the artistwould soon develop a distinct style in the treat- ment of each kind of work. He would notattempt to make the stone look like wood, orpersuade the wood to look like stone ; but hewould rather rejoice in their fundamental dif- 90 Chap. III.Of theInfluence ofMaterialand Method Corbel, XlVth century, Dennington Church, Suffolk



??? ferences of quality, and make his work in Chap. iii.each emphasize their essential and distinctive fnVue^nce ofcharacteristics. These different characteristics Materialare shown in the design and treatment of the Methodcarved stone corbel given, as compared with themisereres in wood. The stone-work being alsocontrolled by the necessity of the jointing inthe masonry. In handling soft materials, like modelling clay,for instance, we encounter quite a different setof conditions. There is much less restriction of material and method, although the plasticity ofthe clay brings its own difficulties of manipulationwith it. Modelling, indeed, it is soon perceived,is the reverse of carving, since in carving formis produced by cutting away, in modelling formis produced by building up (or adding to);surface being gained in the first case by delicatechiselling of sharp tools upon a close-grained,tough material, and in modelling by a delicate-pressure of the fingers, or tools, upon a soft andsensitive clay. Clay modelling, again, not being a final form,but rather a preparatory stage in design, bears 91



??? to bronze, or plaster, much the same relationshipas a design or drawing on paper for reproductionby a particular process bears to its finished formin the material for which it is intended. Clay-has, it is true, after firing, a permanent form interra-cotta, which of course thoroughly illustratesthe freedom and naturalism of treatment ofwhich it is capable ; on the one hand associatingitself with domestic use and adornment, kindredwith the work of the painter, and on the other uniting itself with architecture, and being adapt-able to all kinds of enrichment upon brick build- The adaptability and plasticity of clay, again,is shown in what might be called its fundamentalcapacity as thrown upon the potter's wheel. Here,under the steady revolution of the horizontalcircular disk, or wheel, controlled and held in. itsplace by the left hand of the potter, while hemanipulates and varies the form with the right,we see how readily the clay obeys the law of thecircular pressure and movement, and how, in 92 â€? Chap. III.Of theInfluence ofMaterialand Method



??? obedience to it, every variety of form which thehistory of pottery displays becomes possible toit in the hands of a skilful and tasteful craftsman.Manual skill of a very accomplished kind is de-manded in throwing, as anyone may see for him-self by trying to form a vessel upon the wheel,simple as the operation looks, controlled by apurely mechanical movement. Then, in addi- Chap. III.Of theInfluence ofMaterialand Method Scandina-vian ClayVessel tion to dexterity in manipulating the clay andskill in forming the vessel truly, and of aneven thickness, there is room for any amount ofartistic judgment and taste in deciding the finalform, or section, which the vessel shall take; andagain, in the design and use of such ornamentas shall express its form and office, or give it anadditional decorative surface beauty. With the use of ornament, indented while our93



??? Chap. III. clay is soft, or with raised moulding and edges,fnVuence of relief work, we are still carrying out the Material fundamental suggestiveness of the material andand Method j^^y j^g called its natural method ; and we find that ornamentation upon pottery in its earliestdevelopment took the form of indented zigzagborders and patterns, and to this day in somekinds of German pottery, and that known asGres de Flandres, we find the patterns indentedin outline and filled afterwards with the bluecolour and glazed ; the modern Egyptian redclay pots are ornamented with indented, cut,and raised patterns ; while in the homely brownjug of our English potteries, we see the applica-tion of the principle of relief work in the quaintfigures stamped upon the surface, pleasingenough, though without any reference to classicdignity or proportion. ^ There is a good instance of the pleasant use | of stamping the pattern upon a clay vessel inthis German pitcher from Rothenburg (see p. 85),bought from the workshop of the potter himself,who m.ade the pots of the local clay, fired them,and glazed them himself, and finally was hisown salesmanâ€”an instructive combination offunctions not often found in our own

country. With wax, modelling can be carried to agreater degree of fineness and sharpness ofdetail, especially upon a small scale. It is amaterial, therefore, which lends itself to model-ling for bronze and other fine metal castings, tomedals and coinage, as well as to small figures,lamps, various vessels and ornaments ; and alsoto large scale, highly finished statues, especiallywhen intended to be cast by the cera perdtitaor lost wax method, by which the molten metal 94



??? from the furnace is made to flow into the mould, chap. iii.to take the place of the wax of the model, the ^fl\ience ofwax of course melting^ and flowingf out through Materialthe vents contrived for the purpose. The figure is modelled in the usual way in clay first. Then a plaster piece-mould is taken,and into the inside of this, when taken off, thewax is pressed, so as to line it completely, Aframework or skeleton of iron bars having beenconstructed to support the weight, the hollowmould inside the wax lining or skin, which repre-sents the thickness of the bronze statue, is then 95 and Method



??? Chap. III. filled up with a core composed of brick-dustinfluMice of plaster, mixed in a paste and poured in. Material The ducts to enable the molten bronze to flowand Method pj-Qpgj-jy Jj^j-q ^j^g mould are then arranged, withvents for the escape of the melted wax and air.The plaster piece-mould is then carefully takenoff, and the statue is disclosed in wax. Thiswax surface can then be finally finished by themodeller before the whole statue is covered inwith another mould made of a fine paste of boneash and Tripoli powder and other ingredients,and then it is bedded in earth or sand, and thebronze being mixed and melted in the furnace, itis run out into the ducts of the mould, and whencool the mould is broken off, and the bronze,taking the place of the wax which is melted andescapes, .the statue is complete. Thus a complete and perfect casting is ob-tained of the work, it being only necessaryto stop the places where the ducts and ventswere fixed, which by ingenuity could be arrangedto occur in the less important parts. Ceraperduta, as its name indicates, is an old Italianmethod, and was used by Benvenuto Cellini,and has been revived by Mr. George Simonds,who has given an account of it, and by

ouryounger school of sculptors, Messrs. AlfredGilbert, Onslow Ford, Harry Bates, and others,in place of the method of casting without theuse of the wax, which entailed a great deal ofsurface work and chasing upon the hard bronze,,so that the delicate modelled surfaceâ€”the touchof the artist, in shortâ€”was lost, but it is just thiswhich is preserved by the lost wax process, sothat it is a method which favours artistic model-ling, since it perpetuates it in bronze with greater 96 I
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??? in gates, and railings. Now we may considerthat the designer in iron has a material to deal Chap. III.Of theInfluence ofMaterialand Method BronzeStatue ofLouis XV.by Bou-chardon,showingdistributionof ducts andvents ^ wbnts



??? Wrought Iron-work, Nuremberg â€?WROUtlHT â€?IRONWORK.- â€?CATHEDR.7^1^â– OF . S.L7\WR6NCEâ€? NUREMBUR.C



??? Chap. III. main framework ; we may use rigid verticals and?nfl^enceof horizontals in forming our grill. A simpleMaterial square trellis is the fundamental grill, but we and Method ^^^^ ^^^^ ^^^ capable of being twisted at its ends into spiralcurves under heat, with the pincers (or evenwithout, if thin). It is also capable of beingbeaten out with the hammer into flattenedleaf forms, which again, by heating, can beworked and elaborated, and parts joined bywelding in great variety of form. But we mayconsider primarily that the designer in ironstarts with the bar, the spiral curve, and the flatleaf, or even only the first two. These are hisunits out of which he constructs his pattern ;his pencils are the hammer and pincers, his easelis the vice, his medium is the forge. His busi-ness is to make a harmony in iron, and theseare his notes, his treble and bass. His successwill depend, firstly, upon the effectivenesswith which he contrives to meet the funda-mental purpose of the grill or gate, that it shallbe a sensible and practical grill or gate to beginwith ; secondly, his lines and curves, howeversimple, must be harmoniously arranged, so thatthe eye is satisfied at the same time as the con-structive sense;

and thirdly, any invention orplay of fancy which he can super-add withoutinjuring the first two considerations will be somuch to the good, and to his credit, and thecommon pleasure. It is well, however, to test our powers bysimple problems at first. If we cannot combinea great variety of attractive forms harmoniously,and fit them to useful purpose, let us try whatwe can do with few and simple forms. If we lOO



??? fail at constructing gates of Paradise let us see Chap. iii.if we cannot make a good railing. If we cannot J^ffl^ue^nce ofinvent a romantic knocker, let us try our hands Materialat an effective scraper. It is much better to do Methoda simple thing well, than a complex or ambitiousthing badly ; and there is far more need in theworld for well-designed and beautiful commonthings than for elaborate exceptional things. A study of iron-work should be useful to allstudents in design, as showing what ornamentaleffects can be gained by economy of means, theeffectiveness of simply repeating well-chosencurves, spirals, and lines ; as well as the amountof fantasy and feeling which an inventive de-signer and craftsman can put into such work inits more complex and elaborate forms, and,above all, how perfectly it may be made tounite serviceableness and beauty ; while, perhapsmore conspicuously than most kinds of artisticwork, it illustrates the essential unity of materialand method with their results in design. The illustrations given exemplify differentvarieties of treatment, and also show how de-sign in iron-work, in addition to the influenceof the material, is controlled by the spirit andperiod of

the architecture of which it becomespart. We see this in comparing the free Gothic andrather fantastic forms of the gates of the southporch of S. Laurence at Nuremberg with thesymmetric and formal screen from S. Thomas's,Salisbury (seventeenth or eighteenth century),or both with the flowing Renascence scrollbalustrade from Rothenburg. A most important branch of design is that oftextiles, whether we regard it in its close asso- lOI



??? ciation with daily life and the wants of humanity,with domestic comfort, personal adornment, orecclesiastical splendour. It is, perhaps, the most intimate of the arts of design, and here again weshall find the control of material and methodalways asserting themselves. Textile designing may be broadly divided into I02 Chap. III.Of theInfluence ofMaterialand Method Part ofAltar Screenin WroughtIron, Churchof S.Thomas,Salisbury



??? two main kinds : (i) that which is an incorporated chap. iii.part of the textile itself, as in woven patterns, fnyuence ofcarpets, and tapestry; and (2) that which is Materialdesigned as a surface decoration to be printed Methodor worked on the textile, as in cotton, cloth,cretonne, silk, velvet, and embroidery. WroughtIronBalus-trade,Rothen-burg Into the many technicalities and complexitiesof the modern power-loom it is not now neces-sary to enter; but the main essential conditionsit is always necessary for the textile designerto have in mind are that his design has to beproduced by the crossing of threads in theloom, by warp and weft, as the sets of threads 10.^



??? Chap. III. are called. The warp being- the vertical threads,fnVuence of ^fining the web and foundation of the fabric ; the woof or weft being the horizontal threadwoven through it at right angles. In the simple low warp hand-loom, the warpbeing in two sets, the alternate threads are liftedby the heddles alternately. These heddles areconnected with treadles worked by the feet ofthe weaver, who, with his hand, ' passes hisshuttle with the woof backwards and forwardsthrough the interstices thus left, and weavesthe plain cloth. To make patterns, variouswefts in different colours are added. Thisis the fundamental simple principle of weav-ing, which in a still simpler form may be seenin the making of tapestry and carpets in thehigh warp loom, where the threads of thewarp are stretched vertically upon rollers in aframework, at which the worker sits and worksin by his hands the different colours of thepattern horizontally, twisting and knotting thethreads in through the warps on which the patternhas been marked, and pressing it together bya sort of comb to make it firm and solid ; asthe fabric is completed it is rolled up upon theroller. Penelope is seen working at such a loom ina Greek vase

painting. The simple hand-loom,as it was in the seventeenth century, is seen inthe figure taken from Erasmus's " Praise ofFolly." What chiefly concerns the designer in woventextiles, therefore, is that he must be prepared forthe necessity that his design must adapt itselfto working out upon a square trellis of horizontaland vertical lines, which will represent his out- 104 Materialand Method
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??? lines, or the edges of his masses, in steppedInfluence of Outlines and edges, where the design crosses theMaterial warp diagonally at any angle, and in straightlines where it runs with the warp ; since it maybe said that pattern on woven cloth is producedby leaving out, or stopping out, certain threadsin the wefts, disclosing one set in one place andanother in another; such threads correspondingwith the holes cut in the cards placed in theloom to regulate the pattern, which are preparedfrom the design, after it has been worked outon squared paper to calculated intervals andnumbers of threads or points to each line andmass of the pattern. Now, so far from wishing to conceal the char-acteristic flatness and squareness of outline andmass, which the nature of the conditions ofweaving normally produce, the artist valuesthese characteristics as essential to the work,and would make his design adaptable to them. The most beautiful and decorative effectsare produced in woven textiles by the contrast,harmony, and blending of coloured threads, wool,or silk, and the relief of one flat colour uponanother, or one flat tint upon another shade ofthe same tint, so that anything like attempts

atnaturalistic drawing, and the representation ofplanes of light and shade and relief can only beclumsy, owing to the nature of the conditions,besides being mistaken, from the point of viewof good pattern-work. There are no better masters in the selectionand treatment of natural forms in textile designthan the Persians, who, in their magnificentcarpets, show both the extreme of graceful con-ventional pattern, and also a happy mean in the 106' Chap. III.Of the and Method



???



??? Chap. III. treatment of flowers, trees, and animals, exhibit-inVue^nce of their drawing and colour definite character- ization rather than naturalism; translating nature,as it were, and allying it with invention in adistinct region of their own. To do this is reallywhat all designers should aim at, in whatsoevermaterial they may work. When we come to the second division oftextile design, that in which pattern is appliedto the surface of the cloth after it has been woven,by means of printing, the designer is chieflycontrolled by considerations of scale and beautyof effect, as he has to adapt his design to variouspurposes, such as hangings and furniture cover-ings, or small dress patterns, kerchiefs, and soforth. Beyond the necessary limit of size ofrepeat and its satisfactory construction, he isfreer than in designing for woven textiles ; and,in fact, has about as much range as any othersurface designer in colours. It is considered a practical and economicadvantage that a design should adapt itself toprinting in many different schemes of colour, andbe capable of treatment on a light or dark ground.In larger scale patterns, such as furniture cre-tonnes, patterns or parts of patterns are pro-duced by a mordant or

resist; that is to say,the light parts are printed in a mordant orchemical preparation which takes out the dye,and so discloses in those parts the natural colourof the cotton cloth. Similar effects can beproduced by the reverse method of printing thecloth first with a resist and dyeing or printingthe whole afterwards. The methods and machinery of printing cottonhave been carried to great perfection, and the io8 Materialand Method i



??? necessary limitations as to what effects can or chap. iii.cannot be done are very few, what is done being fnVuence oflargely regulated by considerations of cost. These Materialapparent advantages, however, from the artistic ^^^ Methodpoint of view, expose us to new dangers. Wemay easily lose sight of the end in the very perfec-tion of the means; the very facility of those meansmay lead the designer to forget that, after all, heis designing for a textileâ€”something which willbe hung in folds, variously draped, or worn. Thedesire to show the capacity of the method ofprinting a pattern in colours may not alwaysbe on all fours with the wish for tasteful designand reposeful effect. The fierce competition oftrade, and the violent demands of the salesman,do not harmonize with the judgment of theartist. If you were in a company where all weretalking at once at the top of their voices youwould have to shout very loudly if you wantedto be heard, but no one would contend that thesewere the best conditions for the human voice.It is, however, a tolerably just simile of thepresent conditions of trade and their effect upondesign. So long as things are made primarilyto sell,

rather than to last and live with, therewill always be this difficulty and disparity be-tween art and commerce; but a school of artcan only concern itself with what are the bestmethods, and endeavour always to set up thebest types of design, the best standards of taste. If we want to represent flowers, for instance,in their natural superficial aspects of light andshade and relief, the natural form for suchrenderings is the still life study; the naturalmeans, the canvas, palette, and brushes, orWhatman and water-colour; the natural equip- 109



??? Chap. III. ment, power of graphic drawing and knowledgeirffluence of ^^ pictoHal effect. But, whatever value, pictorialMaterial interest, and charm such studies may have, asand Method charm of treatment, with the free- dom of handling open to the pictorial artist,and with the direct personal touch, the value,pictorial interest, and charm and beauty wouldbe entirely lost if they were done by the yard, ! and spread over acres of cotton. The particularconditions which give value to the individualpictorial study become utterly lost when the | attempt is made to produce a pattern on the i same principles. It is neither good pattern nor | good painting; and the very best machine-painting can only give a more or less coarse , rendering of hand-painting, and it is therefore amistaken application of it to try. It requiresno special artistic feeling or training to recognizea bunch of roses or poppies thrown in exag- i gerated relief on a flat surface; but it does requireboth to appreciate a design made of the sameflowers, composed and coloured harmoniouslyin an ingenious repeat, and drawn firmly anddelicately with an understanding of the character t and construction of the plants, yet treated

withfancy and invention, and, at the same time,meeting perfectly the nature of the material andthe method of manufacture. These qualities I ; should enumerate as the real necessities in de-signing for printed fabrics, whether it is cottoncloth printed from the pattern engraved oncopper rollers, or furniture cretonne printed fromflat blocks. In either case, in providing the ^ design, firmness and sharpness of line would begood, and precision of touch in laying in thecolour. I lO



??? The embroiderer, again, is comparatively free chap. iii.as to range of choice in treatment of surface fnfluenceofdesign, which will be necessarily governed by Materialpurpose, position, and nature of material and Methodmethod employed. The bold design and largescale detail which would be suitable for bedhangings and curtains in crewel work, such aswe find in the Queen Anne period, would beobviously out of place in small panels of delicatefine silk-work. A greater approach to thecolours and surfaces of nature, too, in silk-workmay be attempted, as in the plumage of birdsand the petals of flowers, as we see in Chineseand Japanese silk embroideries, though thedecorative principle of shading one colour withother tints of the same should be followed whenshading is used, keeping the colour pure andbrilliant, and never using black or brown forshadows on colours. A certain natural convention, we might say,belongs to the conditions of material and methodin embroidery, and is inseparable from the art ofthe expression of form by stitches. Followingthe same principle of such acknowledgment olnecessary limitations which we find hold good inother decorative

arts, the essential stitch methodof the embroiderer should be rather emphasizedthan concealed, although it does not follow thatin preparing designs to be embroidered thestitches need be all represented, so long as thedesign is clear and plain, and the outlines dis-tinct ; while in the choice of the direction of thestitches, as well as in their form and character,must be found the particular means of expressingvarieties of surface and characteristics of form.In ma;king leaves, for instance, one would natur- 111



???



??? ally make the stitches radiate from the centre chap. iii.towards the point, while the character of tree fnVuence ofstems is well expressed by carrying- the stitches Material <-1 1 -J 11 iZ ^ â€? and Method crossways over others laid vertically nrst, as, inaddition to the suggestion of lines of bark, thedouble row of stitches has the effect of suggest-ing the projection of a rounded stem. Forfilling in large masses, or for meandering typesof patterns and scroll-work, or bold outline,chain-stitch is very useful, and has a compact,solid effect. It is much used in Indian em-broideries. The introduction of gold thread,so much found in all oriental embroidery, en-riches and heightens the effects of the coloursvery much, and on the unbleached linens andmuslins, where the pattern is quite light, it hasa charming effect. The Japanese make veryeffective use of gold thread embroidery, in somecases carrying the whole of the work out in goldupon a dark ground, or using it as a partialenrichment on printed textiles such as kimonosor robes ; in other kinds, notably in dark, rich,full-coloured embroidered hangings, by intro-ducing disks of gold thread, formed by stitchingthe thread down

upon the ground in closelytwisted spiral forms, which catch the light veryeffectively when hung upon the wall. There is, indeed, in the embroiderer's art im-mense range of both treatment and subject. Itmay be light and delicate, and restricted to oneor two colours, or vie in fulness, richness, anddepth of colour and splendour of effect withtapestry itself. It may adorn a child's quilt, ordecorate an altar ; it may touch the hem of agarment, or inform the cover of a book ; nothingseems to be above or below it; and throughout 11



??? its manifold adaptations it offers an attractivefield to the designer and the worker who is notafraid of patient but not unrewarding labour. As further exemplifying the influence of mate-rial and method, I may just touch upon another 6t ztfli be^jjwlfd) ftbÂ?mbott o5ctftbctg 6 tc^fclfin^t tic menflbÂ? 5c fabcti Â?9 ift bie bod)fat</bei fÂ?lbbote Pwmpt gtritten /\mb fi^t auffaniÂ? 2Dt0mâ‚?0ati/\jn tjl mtt 0ul&imIbartioftb fln0tlc0t furt auflf t^bÂ?lm erne pfaben/m 6c ftbÂ?lt ^ ^n dem panaÂ?ml gtfedntcn Lco/^ m 6 l)<it)^tn brflitcc fxbwcrt â€? Chap. III.Of theInfluence ofMaterialand Method art, in our days the most popular and far-reaching, perhaps, of allâ€”the art of design inblack and white for the book and the newspaper. Now, the early woodcut as we find it in theprinted books of the fifteenth and sixteenthcenturies owed its forms and qualities to the 114



??? necessities of surface printing with types in ahand-press. The vigorous, bold drawing with influence ofthe pen on the wood-block was cut by the en-graver with a knife and on the plank, not asnow, upon the cross section of the box tree : softerwood, too, was at first probably used. The oiee fanctftatie/Ictici'c ccfclictta''tietqedcelftazcuctisfaiv/cnejfan C(102 oi'? bu&:t>ulcfoz vniuerfw*SaUiet)i'c0 mifcn'co:'/ type bcrationferquccdviuiegatidrumt&^? had to un- fimctie refrtgcrta.Saluc Dies pzcdaraidergo. 1 he angclis 1 boib? d)araJ in 90a noejeradtwo were Tcdcmftn planctu noftru mjaudm con in true me- wmit ÂŠflluetJi'ce fcfta: mcj cofolantDfchanical re- mcfta.jSatuc glia oierun'tt q Otislation and ^P^radifumrcrtituitboia r^u. -^er I'fti^also in true z^mTaaanmmimm'tafiuofattBtua le artistic relation. The decorative effect of theearly printers' pages is remarkably fine, and isobtained by very simple means. With the decline of the severe and vigorousdrawing of the great designers of the late Gothicand early Renascence period, and probably alsowith the invention of copper-plate engraving 115 engraver sknife leftthe artist'sline firmer,perhaps,than it wasdrawn, andthe designin

vigorousopen linewas exactlyadapted toprint underthe samepressure asthe Hans Bald-ung Griin," HortulusAnimae "(Strassburg,15")



??? and printing, and the more rapid production ofbooks, the art of the book printer declined, andthe art of the book decorator with it; and al-though the woodcut still held its place, and waslargely used for the next two centuries, and,indeed, down to our own time, in book orna-ments, initial letters, and illustrations, it hadfallen into inferior hands. At the end of last century a sort of revivaltook place under Thomas Bewick and his school,which led, not to a revival of the firm and openlinear drawing of the designers of the earlyprinters, but rather to a search after extra fine-ness and qualities of tone and colour, hithertoassociated with steel or copper-plate. Thistendency or aim of the engravers, however, onlyserved to put the woodcut out of relation withthe type, and the type itself grew uglier, andwas hardly considered as part of the artisticcharacter of the book. William Blake seems tohave been the only artist who made any attemptto consider the necessary relation of illustrationand type, but he did it by means of copper-plate, and writing his own lettering. It is only recently that a serious effort has.been made to re-establish the old relationshipbetween design and text in

surface printing andas applied to books. Our newspapers and illus-trated journals still print heavy black blocks, re-produced from wash drawings, along with thinpale type ; and the tendency of the recent newphotographic processes of reproducing the de-signs of artists has rather been to dislocate thedecorative feeling and the relationship of typeand picture aforesaid, by imposing no restrictionsof material or method in preparing drawings for ii6 Chap. III.Of theInfluence ofMaterialand Method



??? : JHQansToo^like^ jSwect moavvi .;sweeter jii^Ail crcKtion slept^^fJ ;!?miiid, ^leeji sleep."Via; get oaLe mt]^iace.ixaa^el ciUi \race^/Bweet tauoe oh6eli]<e wee-rmaKer W and wept for -me ^ "Wept Mr. William Morris, by his personal experi-ment and practice of printing, approaching itfrom the designer's point of view, has againplaced the printing of books in the position of an 117 WilliamBlake ^Iweet^clreaiu'i form a shacieO'er w lovek infants l\ea(3jSweet - reams of plâ‚?a5atA,^treavBvlaptv ;gllent n\oo-ny beams



??? art. By practical demonstration in the beautifulresults of his workâ€”in the beautiful books he hasissued from the Kelmscott Pressâ€”he shows uswhat very fine decorative effects can be got bycareful consideration of the form of the letters,by the placing of the type upon the page, bythe use of good handmade paper, by the use ofornaments and initial letters of rich and bolddesign, harmonizing with the strength and rich-ness of the type (which makes the ordinarytypes look pale and thin). His work, too, isobviously influencing printers and publishersgenerally, so that something like a renascencein printing and in design and decoration inblack and white has been going on during thelast few years. Certainly a return to the practice of drawingin line is good, not only as a test of designand draughtsmanship, and absolutely necessaryto all designers, but also as essential to designsor illustrations intended to contribute to thedecorative character of the printed page. Chap. III.Of the Influence ofMaterialand Method In the various instances, therefore, to whichI have drawn attention, we have seen thatdesign in its many forms and applications mustbe reconciled to certain

limitations of materialand method ; but that, so far from these limita-tions being a hindrance to harmonious expressionor to beauty of result, they themselves, by theirvery nature, if properly understood and franklyacknowledged, lead to those very results ofbeauty and harmonious expression which comeof that perfect unity of design, material, andmethod it is the object of all decorative art toattain. ii8



??? CHAPTER IV.â€”ON THE INFLUENCEOF CONDITIONS IN DESIGN. N the previous three chapters we have been chap. iv. considering Design under various conditions influence ofuse and material. The present may be con- Conditionssidered as a continuation of the same line of ^^^^^thought in somewhat different directions. We may consider conditions in the generalsense as those general aesthetic laws governingthe place and purpose of designs, and theirposition in relation to the eye and hand, such asheight, plane of extension, and scale ; or in themore particular sense which includes all these,as well as more strict technical conditions which,being accepted by the artistic faculty, influencethe form and character of all design, the objectbeing, of course, the attainment of the greatestbeauty consistent with such conditions. All design is necessarily conditioned, from thepurely graphic and pictorial to the most abstractforms of decoration. We cannot set pencil topaper even without committing ourselves to akind of compact with conditions. Here is awhite expanseâ€”a plain surface; here is some-thing to make black marks with. The artistic realization of or

presentment of119



??? our thought, or our rendering of a piece ofnature or of art will depend upon our frank



???



??? tint as conditions of representation, and on ourfaithfulness to them, by means of which weshall attain the most truth and beauty in draw- ing. It is the recognition of this which gives dis-tinction to all drawing, according to the in-dividuality, invention, and character of theartist. We recognize his style and personalityby his manner of dealing with the conditions ofthe workj and nowhere does this come out moreemphatically than when those conditions arereduced to the simplest. So that in a linedrawing in pen or pencil, in the economy of themeans, and in the skill and mastery by whichfacts of nature, character, life, action, or beautyof line and ornamental effect are rendered bythe simple use of outline, or tint, or solid black,,we can recognize the artist of power just asclearly as we recognize a friend's handwriting. The suavity and grace of Raphael, the energyof Michael Angelo, the learning and finish ofLeonardo, the sculptor-like definition of Man-tegna, the firmness and care of Durer, thebreadth and richness of Holbein ; all thesequalities come out clearly enough in the studiesand drawings of these masters in pen, pencil,,and chalk. For beauty of style, treatment, anddecorative feeling

in pencil and chalk, perhaps,few come near the studies of our modern master,.Burne-Jones. In making studies, too, another conditioncomes in, important enough in its effectsâ€”thatof time. In general practice no means to endsare more useful than rapid sketches and notes ofpassing actions and transient effects. In orderto seize the essential facts quickly great economy 122 Chap. IV.On theInfluence ofConditionsin Design
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??? of means are necessary, and practice and experi-ence alone can teach us facility in selecting theleading points and most expressive lines. Givena limited time in which to note facts, the problemis how to set down the most truth in the sim-plest and most forcible way. The conditions which govern the making ofa sketch or study upon paper are sufficient astests of artistic capacity, of draughtsmanship, oftaste, and the other fine qualities which go tothe making of a work of art, having what maybe termed an independent or individual interestand value ; but in adapting any kind of designto a definite ornamental purpose other conditionsimmediately come into play over and abovethose belonging to the conditions of draughts-manship alone, conditions which at once influ-ence the style of draughtsmanship and determinethe treatment. Again, everyone who attempts designs fordifferent kinds of decorative purpose, for differentmaterials, for different planes of extension, fordifferent positions and uses, must perceive thatsuch considerations are important factors in de-termining the plan, construction, and spirit ofthe design. The ornamental conditions, for instance, whichgovern the design of wall-

papers and hangings,demand patterns which climb upwards andspread laterally without any apparent effect orflaw in the repeat. Frieze designs, again, de-mand horizontal extension and definite rhythm,which latter is an important element in all borderdesign. Designs for extension upon floors and pave-ments, where the effect of perspective distorts 124 Chap. IV.On theInfluence ofConditionsin Design
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??? FloorMotive.Sketchdesign forinlaid wood,SouthLondonFine ArtGallery Desie;nedby WalterCrane



??? forms as they recede from the eye, require their Chap. iv.own special ' planning and treatment, square, fn^ueLe ofcircular, diamond, and fish-scale plans being Conditionsgenerally the safest, as bases, since they pre-serve their form in perspective better thanirregular non-geometric or more complex plans. Much the same kind of considerations controlceiling decoration, where, in addition, suggestionsmay be taken from constructive conditions, as, inflat ceilings, the design following parallel beamsand joists and their interstices ; the panelledarrangement of a coffered ceiling ; or radiatingspring of lines from constructive centres, as invaulted ceilings. Where a pattern will be broken by deep folds,as in textiles, in hangings, and curtains, theconditions favour the recurrence of bold masses,richer points, and more strongly defined forms,at intervals, than would be agreeable in a patternfor extension on a plane surface, unless we exceptcarpets, where boldness of form and richness ofcolour are desirable. Such conditions as these influence every de-partment of decorative design, and in proportionto the completeness with which they are satisfiedwill depend the

success of designs ; and a designwhich may have less actual beauty, perhaps, thananother, but which completely fulfils the con-ditions of its existence, is likely to have a longerlife. The persistence of certain well-known typesof pattern is probably due to thisâ€”such as thecontinual reappearance of the Greek fret invarious forms as a border design in all sorts ofwork. Questions of scale in design are less absolute,127
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??? might suit even in a small room, if a particularartistic effect were sought. The main condition appears to be in thematter of scale that we cannot afford to ignorethe average human standard. As we may saythat the human frame itself contains the elementsand principles of all ornamental design, so itsproportions and scale control the proportions andscale of all design. Objects intended for humanuse and service are bound to be of certainfixed or average sizesâ€”seats and couches abouteighteen inches from the ground, for instance ;ordinary domestic doors not much over six feethigh, and three feet six inches or four feet wide.The size of casements, again, is strictly relatedto the power of the hand to open them; whilethe sizes of all movable objects of use are inlike manner strictly governed by the averagesize, height, and strength of mankind. Pursuing the influence of such conditions, wefind that there are in every direction naturallimitations in every department of design: inthe first place of scale and position in relation toeye and hand, in the second place of methodand material. Take the page of a printed book, for instance.The body of type impressed upon the

papergives the proportions and dimensions of thepage. The double page, when the book isopened to show the right and left hand pages(or recto and verso, as they are termed), is thetrue unit, not the single page. The type should be placed so as to leave thenarrowest margin at the top and the inside,the broader on the outside, and the broadest ofall at the foot. And this for obvious reasons, 130 Chap. IV.On theInfluence ofConditionsin Design
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??? Chap. IV. since in holding a book in our hand we naturally?nflueLe of Want the type brought well under the eye, theConditions pages being set as close together as the neces-sities of joining down the middle will allowconveniently, so that the eye need not have tojump across a large brook of margin in travellingfrom one to the other, while the deep marginbelow enables the book to be held in the handwell set up before the eye, without touching the In taking up a book with the intention ofdecorating or illustrating it, we must acceptfrankly these conditions, which indeed are, pro-perly considered, a substantial help to the artist,,just as the necessities of the ground plan givesuggestions for the elevation in architecturaldesign. These conditions, we may take it, arethe architectural conditions of book-page con-struction. The size, then, of our page-panel being fixed,as well as the page of type necessary to the book(sizes of books are, of course, determined byfolding of the paperâ€”folio, quarto, octavo, duordecimo, and so on), we are free to deal with itdecoratively in a variety of ways, subject only tothe acknowledgment of the essential conditionthat it is a book-page, and

not a random sheetof paper to make blots of ink uponâ€”or astereoscope, or a card-basket, for instance, assome modern treatments of illustration in bookssuggest. We may use the whole page for the design,surrounding it with a line or border. Or forthe sake of richer and more ornate effect, whileconfining our picture or illustration to the limitsof the type-page, we may use our margin for i in DÂ?sign



??? From " The Glittering Plain," Kelmscott Press. William Morris and Walter Crane Chapter H, Svil tidings conic to band at Cleve-land^^ Otr long bad he worked ere bebeard the sound of horse/hoofsonce more, and he looked notup, but said to himself, "It isf^'K^Tl ^^^ bringing back the Â? ^^ teams from the acres, and riding fast and driving hard for joyof heart and in wantonness ofyouth" jgFBut the sound grew nearer and be look-ed up and saw over the turf wall of the garth the



??? can be utilized for ornaments branching up anddown from the letter to emphasize the chapteror paragraph, in the manner of mediaevalilluminated MSS., and in the way adopted byMr. William Morris in his Kelmscott Pressbooks. Or, again, limiting our decoration to the actualtype-page, we may divide the page at the openingof a chapter by a frieze-shaped panel or headingacross the top, placing the initial letter below ;or insert a picture in the text, occupying a half-page or quarter-page; or at the ending of achapter design a tailpiece to fill the page wherethe type ends, treating any space within thelimits of the type-page, which the type does notoccupy, as a field for design, or placing one'spictures and ornaments in the midst or in placeof the type. The title-page, again, is capable of an im-mense variety of treatment, and great orna-mental use can always be made of the lettering,whether accompanied by design or not. I think, too, that it is obvious that the con-ditions of surface printing point to line-drawing asthe most harmonious in effect for book illustra-tion and decoration, as well as most practicalmechanically, since type and blocks which de-corate a page

must be subjected to the samepressure. The form of letters, too, in movabletype, being linear, whether Gothic or Romanletters, line-drawing is in direct decorative rela-tion with the type. In proportion to the solidity or heaviness ofthe letters, too, as a general principle, stronger 134 Chap. IV. a decorative framework or border. As also infnflueLe of using Ornamental initial letters the side bordersConditionsin Design



??? Where they may hope a kingdome to obtaine :No faithe so firme, no trust can be so strong,No love so lasting then, that may enduren long. Witnesse may Biirbon be ; whom all the bandsWhich may a Knight assure had surely bound,Untill the love of Lordship and of landsMade him become most faithless and unsound :And witnesse be Gerioneo found,Who for like cause faire Beige did oppresse.And right and wrong most cruelly confound :And so be now Grantorto, who no lesseThen all the rest burst out to all outragiousnesse. From Spenser's " Faerie Queene." Walter Crane SACRED hunger of ambitious mindes,And impotent desire of men to raine !Whom neither dread of God, that devils bindes.Nor lawes of men, that common-weales containe.Nor bands of nature, that wilde beastes restraine.Can keepe from outrage and from doing wrong. J



??? effects of black and white may be ventured on,while if the type is light and elegant, finer andmore open-like work would be the most har-monious treatment. With the use of handmadeDaper, again, upon which a printed book alwaysooks best, openness of line is a necessary con-dition in design work to be reproduced assurface printing blocks with the type, since thequality of the paper requires considerable pres-sure to bring up bright impressions, and undersuch pressure (with the grain and rough surfaceof the paper, which gives the richness to thelines and blocks of type or woodcut) fine andbroken lines would print up too strong, and notlook well. Pen or brush drawing, therefore, infirm and unbroken lines is the most adapted tothe conditions in this case because they workand look the best, and lead to a distinct char-acter and style. Nothing looks worse, to my mind, than heavytoned and realistically treated wash drawingsused with a thin and light type, such as we con-stantly see in newspapers and magazines. The facility of the photographic processes forreproducing drawings of all kinds (as well asthe decline of printing as an art before that, andthe decline of

good facsimile engraving), have nodoubt tended to destroy the sense of style andharmony in combining text and illustration,since the two have come to be considered soentirely apart; but of late years there have beenmany indications of a return to sounder taste,which is sure to influence the printer's and illus-trator's art more and more widely. From books let us turn for further illustra-tion to another source of illumination, namely, 136 Chap. IV. On theInfluence ofConditionsin Design



??? windows ; where, in the design of leaded and Chap. iv.stained glass, we shall find examples of another ^u^^ce ofstrictly conditioned and very beautiful province Conditionsof design. ^ _ In the course of its historical developmentstained glass seems to show much the same orcorresponding general characteristics at differentperiods as to style, as may be traced in otherbranches of art. The windows of the twelfthand thirteenth centuries were characterized bygeometric pattern, and made up of small piecesof glass, the figure subjects small, set in geomet-ric inclosures or quatrefoil panels and showingByzantine influence in their treatment/ It maybe, too, that the windows of the early Gothicperiod were influenced by the rich mosaicwork of the Byzantine artists, but in the four-teenth and fifteenth centuries, as windows becamelarger and more important features in architec-ture, and stone tracery enabled very large open-ings to be filled with coloured and leaded glass,both the figures and the pieces of glass becamelarger, the general design more pictorial, till inthe early sixteenth century we get perspectivesand heavily-shaded figures, and large masses oflight

and dark, until the art perished in eighteenthâ€?century transparencies. It perished because the essential fundamentalâ€?conditions were ignored or not made importantdecorative use of. Leading, instead of being ^ I give some reproductions from photographs of thebeautiful fragments from the Sainte Chapelle, now in theSouth Kensington Museum, as types of the earlier glass, andfrom Winchester College for the later, and two cartoons ofMr. Ford Madox Brown's as examples of good modernâ€?design, showing leading. 137



??? Xlllth centuryGlass fromthe SainteChapelle,Paris.SouthKensingtonMuseum Dmjni^ M mmivi ^""p'^fj I t^l \ I
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??? regarded as the backbone of the design, itsfundamental anatomy, and essential decorativeas well as mechanical characteristic, was ratherlooked upon as an awkward if necessary inter-ruption in the picture, and the glass-painter, inendeavouring to follow the painter on canvas inhis effects of relief and chiaroscuro, lost all thepeculiar beauty and character of his own artwithout gaining the distinction of the one hewould fain have rivalled.^ It has only been by artists going back to thefundamental conditions, and in keeping faith withthem, that a revival of glass-painting has takenplace in our time. Now we might divide design in glass into twoparts : 1. Design in lead line. 2. Design in coloured light. Both demand the full light of the sky to dothem justice, but especially the colour work, andtherefore can only effectively be used for win-^dows placed high, or above the level of the eye,in the wall like church windows, for it is onlythe full strength of light which brings out thefull beauty and depth which the best work inglass always possesses ; and in some qualities of ^ Winston, in his well-known work on glass-painting, avery good and particular account both of the

characteristichistoric periods and the methods and materials of glass-painting, says : " In the eighteenth century glass was paintedwith enamels, very much as canvas is with oil colours, thatis to say, in little patches, and the shadows were not pro-duced merely with enamel brown, but with deeper tints ofvarious local colours. In this way the shadows are almostimperceptibly blended with the lights, scarcely any part ofthe glass being left perfectly free of colour, or the marks ofthe brush." 140 Chap. IV.On theInfluence ofConditionsin Design



??? Xlllth centuryGlass fromthe SainteChapelle,Paris.South KensingtonMuseum



??? Chap. IV. glass, indeed, only full sunlight will discoverinfluence of their inner heart of jewel-like colour. Very beautiful effects in window glazing areproduced by patterns formed of plain leads, andtheir value has of late been perceived by archi-tects, who largely use them in domestic work.Either seen from within or without the effect ispleasant, and suggests a sense both of comfortand romance which refuse to be associated withlarge blank squares of plate glass and heavy sashwindows, which require a Samson or a Sandowto lift. Inside, the effect of large panes of plate glassis cold. Outside, it forms great holes in thearchitecture, but, with the use of leads, if theopening is large, there need be scarcely anydiminution of light inside, while the network oflead forms a pleasant relief to the window surfaceand unites it by pattern with the architecture ofthe building. The pliant grooved strip of lead, then, is theglass designer's outline. With it he weaves hisplain pattern, which he can enrich with spots ofcolour or by jewels of light in escutcheons androundels; and when he comes to planning anelaborate figure panel he is bound to contrive awell-constructed basis of

leading to hold hiscolour and form together, and by means of itsbold black bounding lines to define the massesof his pattern, each different tint of glass beinginclosed by a lead line, and shading, faces, hands,and small details being added with brush draw-ing in brown upon the coloured glass. Apart from good design, well-planned leadingand colour scheme, nearly everything dependsupon the careful choice of tint in the glass itself, 142 Conditionsin Design Leading



??? XVIthcenturyGlass.From Winchester College Chapel, South Kensington Museum



??? Chap. IV. and immense pains and trouble are well spent?n"fluence of ^^^^ since beauty of total effect, as well as particular harmonies, depend upon choice ofthe degree, depth, and quality of the colouredglass. Now glass for colour work, called antique, ismade in small sheets about 22 in. x 17 in.The sheets of one maker do not exceed 8 in. X 5 in. They may be classified as tints andwhites. These form the palette of the stainedglass artist, and furnish him with an immenserange of tint and tone from which to select.But these, again, are divisible into two sorts ;(i) what is calledself-colours, or sheetsthat are of the same metal throughout; and (2)that known as flashed, that is, when a thin skinof ruby, gold, pink, or blue is flashed upon asheet of blue, white, pink, or amber. Thisflash may be lightened or removed at pleasureby fluoric acid. The object of the maker of these small sheetsof glass is to get as much variety as possible,not only in light and dark, which in the pot-metals is dtie to the varying thickness of the sheet;and in the flashed colours to the va7ying thick-ness of the flash, but in some cases a mixture oftwo or more colours in the same sheet, by

whichit will be seen that no two sheets even out ofthe same pot of metal are alike. It is the useof this variety and unexpectedness that areamongst the charms of stained glass. We speak of stained glass, but in reality thereis only one stain, properly speaking; othercolours used on glass are enamels, the realcolour being incorporated in the glass whenmade (pot-metal or flashed), and not painted on. 144 Conditionsin Design



??? This stain is a preparation of silver, and is Chap. iv.mixed with a vegetable colour, yellow lake, to ^flugnce ofweaken it. It is principally used upon the Conditionswhites to stain diapers, hair, etc., and when designfixed in the kiln the yellow lake is burnt away,leaving a slight residue which is easily re-moved, and the silver is vitrified into the glass,the depth of yellow being varied according tothe strength of the stain and the susceptibilityof the glass. In setting to work to design a stained glasswindow, it is usual first to make a colouredIA inch to the foot is the design to scalebest. A window may be composed of one light orof many, each separate panel inclosed by themasonry or mullions being termed a light. Thequestion of treatment of subject as a singledesign extending across several lights, or asseparate panels, must depend first upon theparticular subject, or subjects, to be treated,then the scale of the window, and the generalcharacter of the architectural setting. Supposing it is a subject like the Nativity,with the Adoration of the Magi, it would lenditself to treatment as a single subject extendingacross several lights, and to great richness andsplendour

of colour. The colour design in such acase would be the most important, but, as I havebefore said, it must be perfectly combined with,and built upon, a well-designed network of leadlines, those lines forming themselves essentialelements in the design, defining the forms inbold outline, and uniting and giving value to themasses of colour. For while we may separatethe problem into two parts, the design of lead 145 L



??? Chap. IV. lines and colour design, the window must beMu^nce of conceived as a whole, not merely as compositionConditions in line to be tinted. m Design Having made our scale sketch, the next stepis to work out the full-sized cartoons, which, ofcourse, demand more attention to drawing anddetail. Many artists make as many elaboratestudies for figures, drapery, and details as theywould for a highly-wrought picture in oil, ormural painting. As a matter of fact, however,though any amount of good drawing and in-vention may be put into glass design, it shouldnot be forgotten that beauty of pattern and effectand symbolic suggestion are the objects and notpictorial naturalism. For main definition in the design the essentiallead line is all important. It would not do tosketch in a figure in a casual way, and thensurmount it with lead lines ; it should be care-fully considered as a piece of bold and massiveoutline design. In leading we may use a bolder line forbounding and defining the main masses, and athinner sort for subsidiary fittings ; in this muchwill depend upon the scale of the work. Thelead, which has a double groove, may be said toserve several functions.

Its primary office is tohold the pieces of glass together : it forms thelinework of the design, surrounding the figuresand forms, separating them from each otherand the background, as well as defining thesecondary forms, as of drapery and other detail.Then, too, the lead joints ease the cutting ofawkward shapes in the glass, which howevershould be avoided in planning the cartoon.Again, it may be used to obtain greater variety 146



??? Chap, IV.On theInfluence ofConditionsin Design Xlllth century Glass Grisaille, Salisbury Cathedral



??? The glass is cut from this drawing-, the cuttercutting the glass just within the lines, thusallowing for the heart of lead. The same draw-ing serves also for the leadworker to glaze thefinished work upon. The shapes of the whites and light coloursare seen when the sheets are laid on the draw-ing ; but the shapes of the dark colours, throughwhich it is impossible to see the lead lines, mustbe obtained in another way. The best way is to cut the shape in thinsheet glass, which is then placed on the darksheet of antique glass held up to the light, andmoved about until the most suitable part of thesheet is found. They are then laid on thebench together, and the piece of sheet glassis pounced with a small bag of fine whitening,which, when removed, leaves its shape on thedark sheet to be followed by the cutter's diamond. We now come to the all-important task ofselecting the glass. The ordinary trade way of doing this is tonumber the outline, which indicates to the cuttercertain racks correspondingly numbered con-taining the different colours. But if it is to bereally careful artistic work the designer oughthimself to select each piece for his work. The

principle and idea of colour in glass de-sign, dealing as the artist does with pure trans-lucent colour, is necessarily distinct from thoseobtaining in other kinds of painting, such asmural, when opaque colours and a variety ofhalf-tones are used. The glass designer doesnot attempt to shade his figures and draperiesby the light and dark parts of a sheet of colouredglass. He desires to express the jewel-like 148 Chap. IV.On theInfluence ofConditionsin Design



??? Cartoons for Glass, showing lead design. Ford Madox Brown



??? qualityâ€”the quintessence of colour in everypiece of glassâ€”by the force of contrast. Not inthe juxtaposition of dark and light pieces of onecolour merely, but by the bold arrangement ofvarious colours, having the effect of one, butwith a richness and sonorousness that the singletint does not possess. For example, in a yellow drapery we shouldtake a rich decided yellow as keynote. Ob-viously if the adjoining pieces were of the samecolour, the effect would be flat and tame ; but ifwe take a low toned yellow or neutral colour,the keynote will be screwed up to concert pitch,as it were, and if the neutral colour is followedby a reddish tone of yellow and that by anothervariation of yellow, that again by a decidedgreen, and so on, we shall achieve that desider-atum in stained glassâ€”variety in unity. The general effect will be warmer or colderas reddish or greenish tones predominate in thescheme. Care, of course, must be taken to bringthese contrastedâ€”even discordantâ€”componentparts into a harmonious whole : indeed everypiece should be selected, not only to agree withand help its neighbour, but with reference to theharmony of the whole. Any undue

abruptnessof contrast may be brought into sufficient rela-tion by the after painting. The white must be treated in the same way,a mixture of warm and cold tints as a rule, thegeneral effect of each mass being made warmeror colder as found necessary. Great care mustbe taken with the masses of white to preventthem looking like holes in the window : forinstance, a white coming next to a dark colourwould have to be a tint (or very low in tone, as 150 Chap. IV.On theInfluence ofConditionsin Design



??? ModeraGlass,designedand executedby J. S.Sparrow



??? we should say in painting) to hold its properplace. Only by actual experience, however, canthe artist learn how one colour affects another,and how certain combinations will look in theirplace. We have now reached the painting stage.All the glass has been cut and laid out on theoutline. It is now looked over to see if thereare any pieces that will not stand the fireâ€”thatis, that would change colour or lose brilliance.The gold pinks, brown rubies, and some sortsof pure ruby are liable to do this. Pieces ofplain sheet glass may therefore be cut to thesame shape to paint on, to be afterwards glazedbehind the coloured pieces, so that the fullbrilliance is preserved. The wings of the angel in the panel by Mr.J. S. Sparrow (to whom I am indebted for thisdetailed account) have been treated in this way. The outline was made in colours ground inturpentine, fattened and made workable withjapanner's gold-size, in order to stand the matteof water-colour to be added afterwards. When the figure is drawn in this way all thepieces are stuck upon an easel glass (a largestout piece of sheet) with a composition of bees-wax and resin. As this is the first time all the pieces havebeen

seen together the panel is carefully lookedover, as a whole, to see that each piece is of aright colour and value. Some pieces may haveto be cut over again ; others strengthened ormodified by the addition of another piece of glass.This last method is called plating, by which richand beautiful deep toned effects can be produced. A strong flat matte of water-colour is now laid 152 Chap. IV.On theInfluence ofConditionsin Design



??? all over the figure. This forms the half-tones, chap. iv.and the lights are taken out (when dry) with f^uence ofhog-hair brushes, the colour being first loosened Conditionsby modelling the broad lights with the finger, ^^^'snwhich indeed is the best implement, and asmuch of the modelling should be done by it aspossible. A quill may be used to take out sharp lights.The work should now be ready for the kiln, butbefore firing it should be again stuck up, andlooked over, and any strengthening or definitionadded in shadows on details by oil-colour withthe addition of fat turpentine to keep it open;the dry surface of the glass being first treatedwith a wash of oil of tar to make the colour floweasily. Then the diapers and hair is stained on theback of the glass, and it is ready for the kiln. After being leaded up, the leads solderedtogether at the junctions, the panel is againplaced on the easel, and further alterations orimprovements may be made, as the leaded panellooks very different from the glass by itself. Thepanel is next cemented, the leads filled up withputty or cement to make it firm and water-tight.The cement is like a very thick paint, a mixtureof white lead, whitening,

red lead, lamp-black,dryers and raw and boiled oil. The window may require to be supported byhorizontal iron bars, if it extends over two feet.They are usually placed about fifteen inchesapart, as the leaded glass might bend under thepressure of wind without extra support. From this account we may realize what careand taste are necessary to carry out really artis-tic work in stained glass. The whole subject 153



??? affords us a good illustration of one of the high-est and most beautiful of the arts of design,severely controlled by well-defined conditionsâ€”conditions which, if followed faithfully, give itall its peculiar character, strength, and beauty.The necessities of leading and cutting the glassdemand a certain severity and simplicity ofdesignâ€”from which a new beauty is evolved,capable in its turn of influencing other forms ofart for good, as in easel paintingâ€”which harmon-izes with its symbolic and religious intention aswell as with the architectural and monumentalcharacter of its surroundings in its noblest formsin public and college halls and churches ; whileits glow and colour, suggestive symbolism, orheraldic adornment, may cheer and virify domes-tic interiors with a touch of poetry and romance. Chap. IV.On theInfluence ofConditionsin Design 154



??? CHAPTER v.â€”OF THE CLIMATICINFLUENCE IN DESIGNâ€”CHIEFLYIN REGARD TO COLOUR ANDPATTERN. WE have seen how largely Design in its chap. v.manifold forms has been influenced by cfi^a^tjcvarious physical conditions and necessities, and influence inin pursuing the subject we can hardly fail to notethat, outside those more strictly defined technicalconditions we have been considering, there arecertain broad controlling influences which havedetermined, and still determine, essential dif-ferences of character as between the productsof one country and another ; differences which,despite the complex network of internationalcommerce and exchange, tending ever to obscureand confuse those native and natural differencesby mixture and fusion, still persist. Indeed, asManchester manufacturers and merchants wellknow, in the matter of pattern and colour theyhave to be taken into serious account, since wehave unfortunately taken upon ourselves theresponsibility of supplying Eastern markets,substituting our own ideas of pattern and colourin fabrics for the original native onesâ€”or rather,sending back to the native Chinese and

Indiansecond-hand notions of their own colours andpatterns. Now to what principal cause may we trace 155



??? these broad differences in the choice and treat-ment of colour and design in different countriesâ€”those variations which enable us to assign eachto its native home, north, south, east, or west,upon this parti-coloured globe of ours ? If we were to endeavour to mark upon achart in some bright colour, say red or yellow,all those countries where, given a certain organ-ized social life of civilization of some kind,bright sunshine was the rule, and indicate pro-portionally its lesser degrees in others, we shouldget a vivid notion of the general distribution ofthe colour sense : we should naturally come tothe conclusion that it is to the source of all ourlife, light, and heat^â€”to the sunâ€”that we mustalso trace our colour sense, which is a part ofthe sense of sight itself. It is to the influenceof sunlight, direct or indirect, and to its pre-valence in a greater or lesser degree in differentcountries, then, that we may attribute the dif-ferences of taste and feeling for colour andpattern which mark the different quarters of theinhabited earth. We know how we are affected by the absenceor presence of sunlight in our own country, andby a heavy or light atmosphere, and are sensi-tive to the

changes of the weather, which nodoubt have their influence upon our work, andwe know how different colours look in differentdegrees and qualities of light. We have only to follow the pattern book ofNature herself, indeed, and see how distinctlyshe paints upon the globe the different zones ofclimate in different coloured flowers, birds, andanimals corresponding vv'ith those differences; orfollow her system of coloration in the ordinary 156 Chap. V.Of theClimaticInfluence inDesign



??? procession of the seasons, without going out of chap. v.our own country. _ With the return of the sun and lengthening influence indays and the new awakening of life in thespring, a delicate bloom overspreads the land-scape, the dark wintry woodlands burst intoblossoms and clouds of foliage, taking everytint, from the palest green to delicate amber andred; while the meadows show the rich moistgreen of new springing grass, embroidered withflowers, yellow, white, and blue; while the bluesky seems to repeat itself in the copses wherethe hyacinths grow. Gradually, as spring turnsto summer, the colours deepen, the greens oftrees and grass grow fuller, the flowers growbrighter and more varied in hue, crimsons andreds and purples are seen, and gardens becomefeasts of colour; and as the cornfields ripenscarlet poppies mingle with the gold, and theleaves of the trees, having reached their darkesttint, as autumn nears, become tinged with yel-low and brown, and, before they fall, turn intowonderful harmonies of russet and gold, in partrecalling, though in lower tones, some of thecolours of spring. The ripe fruit in the orchards gives a deepernote of richer

and brighter colour, when theprocession of flowers has reached the thresholdof winter, bare and cold, though not colourlessâ€”its colours being more metallicâ€”the silverof frost and mists, and the ruddy gold of thewinter sun gilding the black trees, whereonmosses and lichens take the place of leaves andflowers, and sombre yews and hollies and firs,instead of the bright greens of spring, until thewhole is veiled in ice and snow. 157



??? Chap. V. This drama of expressive colour is enacted c/imLdc before our eyes every yearâ€”those of us, at least,Influence in who are fortunate enough to live in the country,Design ^^^ observers ; and even to town dwellers the tale of colour to a certain extent is told bythe importation of flowers, or even by the textilesin drapers' windows, or costumes in the street,as humanity responds to the approach of thesun by wearing lighter and fairer colours in thespring and summer, and getting darker and moresombre again in the autumn and winter. We have only to glance at the various mani-festations of our home arts to note these changeswith the characteristic colours of our varied land-scape reflected, not only in the works of ourpainters, but in the half-tones of our textilesand wall-papers, and throughout our decorativedesign, which for form, too, owes so much tothe flora of our native land. It does not seem to follow that with thegreatest amount of sunlight we get the mostcolour ; on the contrary, the zenith of light isthe absorption of colour, just as darkness repre-sents its extinction. Light and darkness are theblack and white on the palette of nature, neces-sary to give value

to her colours. The sense of colour, too, is no doubt greatlyaffected by other climatic influences, such ashumidity, haziness, clearness, heat and cold,as well as their accompaniments in varieties ofscenery and locality, such as plains or moun-tains, woodland, sea-board, lake, river, agri-cultural land, or wild nature. We associate brilliant colours and bold de-signs with eastern and southern countries, but,apart from the greater stimulus of light which 158



??? PORfH ,f , of s-jacam-plsteta.^f t bolder and franker use of colour and ornamentin the south and east. Broad and full sunlighthas a curiously flattening effect upon colour andpattern, and therefore colours and patterns 159



??? Chap. V. which under a gray sky would look staring, orCHm^Hc strong and striking, under the full sunlight Influence in fall into plane, and become subordinated to thedominant pitch of light. We may take as an instance the porch ofthe Cathedral at Pistoia. The bold black andwhite bands of marble which face the frontof this buildingâ€”as of so many mediaevalLombardic Italian cathedrals, as at Florence,Genoa, and Siena (an idea borrowed from theSaracens) â€”look striking enough under a graysky, but when the sunlight falls upon the build-ing and raises the whole pitch of light the wholemass with its projections falls into planes of broadlight and shade. The black bands become grayand flat in the light, and all fall into their placesin the architectural scheme, and therefore, thoughborrowed from the east, are quite appropriatein a climate like Italy, which can count on per-sistent sunshine for the most part, summer andwinter. Inside the porch, in the spandril andvault, is faced with Delia Robbia ware, in blue,white, and yellow, and a very beautiful piece ofdecoration it is. This, again, however, in a

dullatmosphere might look cold and strange, butilluminated by the rich reflected light cast upfrom the sunlit pavement it takes all sorts ofaccidental lights and falls into its place admir-ably. Otherwise the porch is interesting fromthe curious blend of Byzantine, Saracenic, andclassical motives and influences in decoration. Seen in the cold and dull light of an Englishmuseum, away from its proper architectural sur-roundings, panels of Delia Robbia ware are aptto look somewhat strong, bold, or rank in colour,but it only shows they were designed in a sunny 160



??? bright climate, and to be seen in a full external chap. v.or warm reflected light as a rule. The very cita'^aUcqualities that make the ware trying in one place influence inmake it right in another. The various historic types of design in archi-tecture and decoration are, in fact, mostly theresult of the blending or uniting of elements de-rived from different sources. While we may inthe leading types prevalent in different countriesdetect the fundamental prevailing influence oflife, custom and habit, the result of climatic andracial conditions ; we may also see, owing tosocial and political changes and the resultsof conquest or of commercial relations, otherelements coming in various details of construc-tion, form, and colour. Our present purpose, however, is rather toseek the fundamental characteristic types andpredilections traceable to the fundamental ornatural conditions of locality and climate, as faras they can be followed in historic decoration. It seems to have been in the power of certainancient peoples to impress and to preserve thecharacter of their life and the conditions of theirhabitat very strongly upon their art, so that,though their political power has long

ago beenswept away, their records remain practically im-perishable in their monuments of art. Of such the ancient Egyptians must alwaysbe typical. If we look at the structure of the primitiveEgyptian dwelling we shall find that it illustratesthose influences of climate and locality in a veryemphatic way. In the first place, as we know, Egypt dependsupon her great river, the Nile, which may be i6i m Design



??? said to have made her existence possible, sinceits waters fertilize the whole country. It isinteresting, then, to note that the primitiveEgyptian dwelling was essentially suggestive ofthe riverside and of a country of sunshine. Itsmaterials were those of the waterside, consistingof clay and canes and lotus reeds; the canes beingused for the framing and support of the claywalls, which are built in layers between them. The plans and diagrams of construction (fromViollet le Due) will give a clear idea of the formand character of the primitive Egyptian dwell-ing. In the course of an interesting account ofits construction he says : that it is a dwelling fora country where brilliant simshine is the rule isshown by the smallness of the windows, whichare furnished with lattices. The walls werefrequently plastered with clay, covered with acomposition made of the same clay and finesand or white stone dust, and this furnished aground for the painters who decorated the reedsand plastered walls with brilliant colours ; thewalls and ceilings of the interior were alsodecorated in the same way ; rush mats furnishedthe floor and covered the lower part of

the walls.Sometimes, also, we find a portico supported onbundles of reeds, the covering of which is madeof wood and byblos, with a terrace of clay beforethe door, affording shade and coolness in frontof the dwelling. Like most dwellings in easterncountries, there is a flat roof or terrace on thetop of the house, approached by steps ; and hereawnings are spread on poles to give shade, whenthey can be used for sitting upon or for sleepingor enjoying the cool of the day. When the Egyptians learned the art of build-162 Chap. V.Of theClimaticInfluence inDesign



??? ing and carving in stone from the rock dwellersabove the Delta, and built their great temples, Chap. V.Of theClimaticInfluence inDesign PrimitiveEgyptianHouse.After Violletle Due they still perpetuated in stone, in the reeded andfilleted columns with lotus capitals, the orna-mental traditions of the reed-built primitivedwelling, and the painter still adorned them in



??? Chap. V. bright primitive colours ; so that we are per-CHm\uc petually reminded of the great riverside, fromInfluence in which sprung the flower of that ancient art andDesign civiHzation. Another effect of chmate upon art may be noted in the representationof figures. The Egyptian climatebeing extremely warm but equable,most out-door occupations precludedthe wearing of much apparel, so thatthe figure nude and lightly clad playsan important part in Egyptian design,as in Greek. At a time like the present, w^henthe world of design suffers ratherfrom what might be called too gener-ous or too mixed a diet; when thetendency is to over-elaborate, tocombine too many elements; to belost either in an overdone flamboyanceof curvature, or in a straining after aforced and inappropriate naturalism,a study of Egyptian art may berecommended as a wholesome cor-rective, The simplicity, severity,and restraint, abstract and yet vividcharacterization of form, frank andprimitive coloration, purposeful in-tention, and mural motives andmethods are full of suggestivenessand value to the student and de-corative designer. Another instance of the influence of

primitivetimber construction over stone may be seen incomparing the ancient Persian column with itstimber prototype still in use. Persia, indeed, isanother eastern country which has preserved 164 ColumnfromTempleof Luxor I:



??? almost unbroken traditions in design from a chap. v.very remote past, and may be said to be the cum'^aricsource of the most beautiful types of ornamental influence in Design i'lilHi! , art the world has ever seen, and especially inthree leading forms â€” coloured and glazedtiles and bricks, pottery, and textiles. Tojudge from the wonderful decoration of glazedbricks discovered a few years ago at Susa, 165



??? forming part of the ancient forum and palaceof Darius, destroyed in the reign of Xerxes, b.c.485-465, excavated by M. and Mme. Dieulafoy,^the artistic skill of the Persians in this kindof work, and their sense of its value, and the __ treatment of colour and orna- p........... I ment dates back to a very early period. In the famous friezeof archers, which formedpart of the wall decora-tion of this palace, the figuresare frankly repeated in designthough alternating in the pat-terns and colours of their dress,boldly relieved upon a field ofturquoise blue, formed by theglazed bricks by which thefrieze is constructed. Thefigures and ornament musthave been moulded or stampedin relief upon the clay whilesoft, and cut up into bricks, andafterwards fired and glazed inthe method of Robbia ware;the whole scheme is severelvsimple but very effective in itsproper position upon the wallsof one of the large courts of thepalace, mostly in reflected light under projectingporticoes, or would be very impressive and atthe same time truly mural and reposeful in feel-ing and colour. Such a scheme of frank colour and fine detail ' See "Acropole de Suse," Hatchette at Cie., 79,

Boule-vard St. Germaine, Paris. 166 Chap. V.Of theClimaticInfluence inDesign



??? Frieze incolouredand glazedbricks,Palace ofSusa.I From the^ reproduc-tion in theSouthKensingtonMuseum



??? could hardly have been conceived except in acountry of brilliant light. Some doubt exists asto the exact position of the frieze upon the wall.Figures of similar scale in Assyrian work andalso at Persepolis were placed not far, if at all,above the eye level. Upon the dress of one set of the archers isfigured, it is supposed, the fortress of Susa itself,which was built upon a mount. There is much interesting ornamental detailin the dresses, which afford excellent authoritiesfor the costume of Persian warriors of that period.We see also the palm-leaf border, a primitiveform, type and forerunner of a whole tribe ofborder design. The rosette is said to resemble" the full-blown Star of Bethlehem, conspicuousamong all other flowers, among the herbageclothing the stretches of Susiana and the table-lands of Iran (Persia) after the first rains in earlyspring." (Perrot and Chipiez, p. 137.) We may note, too, what seems obviously theprototype of the Moorish battlement, defined inblue bricks above the figures, suggesting theyare guarding the citadel. The Moorish or Arabian form constantly oc-curs as an ornamental cresting in carved wood-work, and also appears to have

suggested anornamental form largely used with variations ineastern carpets, notably Turkistan, The treatment of the design has the severityand simplicity of early Asiatic monumental art,and is allied in treatment to the Assyrian reliefwork, but is more subtle and refined, and showsa finer decorative and colour sense. In the treatment of blue the Persians alwaysseem to have been particularly successful, and 168 Chap. V.Of theClimaticInfluence inDesign



??? their later tile work in the Mohammedan period chap. v.is well known, and continues down to our own cfij^^ftic time. Influence in The love of blue and its use in tile work andpottery seems to have been general all over theeast; it may be because of the adaptability ofthe metallic oxide colour to firing, but also itmay be due to the pleasant relief and sense ofcoolness such decoration would afford to the eyein courts and interiors screened from the sun. The old Nankin blue, so famous in Chineseporcelain, in the so-called hawthorn pattern, wasdescribed by one of the emperors as the blueof the sky showing through the white cloudsafter the south rain. In carpets Persia about our sixteenth centuryreached a pitch of perfection in design, colouring,and material which, it would seem, has never beenreached before or since. In these works we, ofcourse, pass to a very different and much laterperiod of Persian history, after the Arabianinvasion, in the seventh century, and the con-version of its people to the Mohammedanreligion, under which Persian art developed insuch delicate, rich, and beautiful forms. There are very magnificent specimens of thefinest types of Persian

carpets now in thenational collection at South Kensington, thePersian collection having been recently re-,arranged in the new galleries in Imperial Insti-tute Road to very great advantage as regardslighting and opportunities of study. The famous Holy Carpet of the mosque atArdebil is perhaps the finest example, thoughthere are others more inventive in pattern, ifnot more delicate in design or harmonious in 169



??? Chap. V. colour. A curious feature in the pattern of thisCHmadc Carpet is a hanging lamp, such a lamp as is usedInfluence in for lighting mosques, with a painted glass body,Design probably suspended by chains from the roof. The lamp is repeated at the end of the mainornament of the field of the carpet, facingopposite ways. The inscription worked in Arabic charactersinto the carpet at one end is given in trans-lation thus : "I have no refuge in the worldother than thy threshold. My head has noprotection other than this porchway, the workof the slave of this holy place, Maksond ofKashan in the year 946 " (corresponding to oura.d. 1540). We thus see that it is a carpetdestined for an entrance, or porchway, of amosque, and the woven images of the lampsprobably indicated the real lamps suspendedoverhead to light the entrance to the mosque.So that, though they seem strange objects inthe pattern of a carpet, they have a certainappropriateness and significance in this parti-cular one. Fire, too, was a sacred emblem ofthe ancient Persians. Persia might be said to be a country of gardens,of deserts, and of abundant sunshine. It isfor the most part a high table-

land, and is de-scribed as a climate of extremes. " Nowhere inthe habitable world is there so sharp a contrastbetween the heat of noon and the cold of night,between the brown bare rock and the verdantmeadow, between the gorgeous hues of naturalplains and the absolute bareness of arid wastes."(Perrot and Chipiez.) Such a description is very suggestive. Weseem to see natural reasons for the interest and 170



???



??? beauty of Persian art in the varied physicalconditions of their country and climate. The love of the sheltered, walled-in, andnatural garden is very evident in their literature ;and the influence of their flora upon their designof all kinds is evident enough. The idea of the eastern paradise is a garden.We have it in the Bible in the Garden of Edenâ€”an inclosed pleasance or park full of choicetrees and rare flowers, animals of the chase,and birds. This idea recurs constantly in Per-sian design. The very scheme of the typicalcarpet seems derived from itâ€”a rich vari-coloured field hedged about with its borders.The field is frequently obviously intended for afield of flowers, and sometimes suggests a woodor an orchard of fruit trees. The idea of thegreen oasis to the traveller in the desert; thegrateful relief of the colour and shade of greentrees and fresh flowers; the sound of waters; thedelight of the horseman and the hunter; the darkforest full of dangerous animalsâ€”are not thesethings irresistibly suggested in Persian design ? The same sensitiveness to natural beauty andthe influence of climate is shown in their poets.The astronomer-poet of Persia, Omar Khayyam,sings of

the awakening spring. It is a period,too, associated with the termination of a religiousfast, Ramazan, which is analogous to our Lent,perhaps. Omar invites his reader to come forth, like atrue poet, seeking inspiration in the wilderness. " With me along the strip of herbage strown.That just divides the desert from the sown,Where name of slave and sultan is forgot,And peace to Mahmud on his golden throne." 172 Chap. V.Of theClimaticInfluence inDesign



??? Spring in Persia must be a much more sudden chap. v. burst of life and efflorescence than we can realizefrom our own timid and coy climate. Even inItaly the spring generally comes all at oncewith a burst of bloom and a profusion of blossomsand flowers, and in its strength the sun straight-way leads on into summer before one is aware.This gives one an idea what it must be in acountry like Persiaâ€”the country of the rose andthe nightingale as well as of the vine, of whichOmar the poet is eloquent. Then, too, it is an agricultural country. " Hewho guides a plough does a pious deed " is oneof the precepts of the early Parsee religion,which also, as its main conception, presents theconstant strife of good against evil, light againstdarkness, personified by the contest of Ormuzdand Ahriman. The sturdy and honest peasant was the back-bone of the country in ancient times, and fur-nished those sturdy warriors who built thepower of the ancient kings. And in the politicalchanges or conquests to which Persia has beensubject in the course of her history, her peoplewould always appear to have had a recupera-tive power, or a power of absorbing their con-

querors, or perhaps a certain tenacity of purpose,or a conservation of the vital part in old beliefsand traditions which have been favourable toart. How far that art was original, in the timeof Persia's ancient greatness as a conqueringpower, in the time of Darius, when the palaceat Susa was builtâ€”how far it was influencedfrom other sources, or contributed to by artistsof other nations, must always be more or less a 173 Of theClimaticInfluence inDesign



??? Chap. V. matter of conjecture ; but in the Susa work weCHm^aHc reminded of Assyrian decoration, and even Influence in of Greek and Egyptian influence. Design The Persian art, however, which has had themost influence upon the neighbouring Asiaticcountries, and upon Europe, has been producedsince the Arabian conquest in the seventh cen-tury, and the conversion of the country to theMohammedan faith. Even then, however,although in Mohammedan art the representa-tion of animals is forbidden, the Persians wereneutral and independent; in Persian designanimals have been freely introduced, and withcharming decorative effect. It is supposed,indeed, that Persian art is really the source of in-vention of many forms commonly called Arabianand Indian, and these forms have travelled botheast and west, and have been modified in thecountries of their adoption. The Persians seemto have been in Asia much what the Greekswere in Europeâ€”both great adaptors and greatoriginators in design. One might trace elements and influences andtypes of form and treatment from other countriesand races in Persian art, but one traces Persianinfluence to a far greater

extent in the art ofother countries. In India, which was also invaded by Islam,and was colonized by Persians, the Arabic typeof art also became naturalized in architecture anddecoration. Here again we have a country ofthe sun. Here again we find tile decoration ingreat beauty, and the use of bright colours andintricate design. Intricacy both of colour andpattern is perhaps the chief characteristic ofIndian design. 174



??? Arab Casementfrom Cairo.SouthKensingtonMuseum.Drawn byW. Cleo-bury I J m i^M m



??? One feature in Indian, as in Arabic dwellings,may be noticed as a direct result of the persist-ent sunshine turned to decorative accountâ€”onecommon to eastern countriesâ€”the pierced screenor lattice window, which tempers the fierce lightof the sun and breaks it into small stars of light. The rich carved timber overhanging windows,with its lattice screens so characteristic of oldCairo and Arabian life, is repeated with varia-tions in India, and not only in wood but in stoneand faience. We find small ogee-pointed win-dows with perforated lattices cut in sandstoneof intricate design and delightful ornamentaleffect. There are some in the India Museumfrom Agra. But the loveliest of all are thosein the mosque of the Palace at Ahmedabad,consisting of most delicate and intricate designsof trees cut in stone, which fill the arched open-ings. One of these windows is here illustrated.There is nothing more delicate or beautiful inthe whole range of architectural ornament. In the tomb of Yusuf Shah Cadez, at Multan,occur large perforated screens in tile work.This tomb, an excellent reproduction of whichis to be seen in the India Museum, is a fineexample of Mohammedan tile work and decora-

tion in two bluesâ€”turquoise and ultramarineâ€”on a warm white ground. In the luminousatmosphere of India, beneath the deep bluevault of the sky, such colour on such surfacemust be very beautiful. Perhaps the love of intricate ornament inIndian carved and pierced work in the doors,window casements, and lattices may be due inpart to the certainty of obtaining a bright, crisp,rich, sparkling effect in the broad and strong 176 Chap. V.Of theClimaticInfluence inDesign



??? India.Carvedstonelatticewindowfrom theMosque ofthe Palaceof Ahmed-abad n



??? sunlight, where every touch would tell, and thefret or lattice work over a pierced opening wouldhave all the richness and delicacy of lace. Then in the solemn and dimly-lighted splen-dour of the interior of the mosques, the Mo-hammedan, alike in Arabia, Turkey, Persia, orIndia, found a grateful contrast and relief to theeye, while his religious imagination and emotionwere stimulated. Much the same feeling inten-sified which comes over one who passes fromthe brilliant Venetian sunlight on the piazza,the glittering quays and dancing light and colourof Venice, into the subdued, cool, and goldenshade of St. Mark's. This wonderful contrast of bright and dark,of glitter and solemnity, the splendour of sun-light and the solemnity of shade, can only befully appreciated in southern or eastern countries.The pitch of light being higher the shade seemsdeeper, and yet it is a shade full of colour always.When the sun sinks, in the short aftergloweverything seems fused in an atmosphere ofluminous colour and half-tone, which transfiguresand glorifies everything. We get an approachto it on the finest summer evenings in England,but with a different and generally less romanticbackground. It would

appear, though, thatclimates which are characterized by constant sun-light and heat favour rather traditional thanindividual forms of art. The sun, the giver oflife and light, becomes overpowering, alwayspresent, and in its searching beams leaves nohiding-place for the romantic imagination, exceptin temples and mosques at sunrise or sunset, orunder the moon. We may have an equable andwarm climate like Egypt, where all is sharply 178 Chap. V.Of theClimaticInfluence inDesign



??? defined in the light of a clear and serene chap. v.atmosphere, with a regulated, ordered life, as in cu^a^^icher ancient days, under a long succession of influence indynasties, and we see the outcome in artâ€” designmeasured, calculated according to strict methodand authority and convention, with but littleroom for individual feeling. In Persia we find a climate of sharp contrasts,hot sun by day and sharp cold at night, verdureand desert, bare rock and flowery meadow sideby side, and we get a wonderfully varied art,rich in colour and fantasy. In India the invention, though kindred, perhapseven largely borrowed, seems tamer, the intricacymore calculated, the richness more mechanical ;and we find this with a dependent people in aland of fiercer and more permanent sunshine,pursuing mostly an agricultural life, like theancient Egyptians, under conditions practicallyunchanged for centuries. In Greece, which fused and absorbed Asiaticelements in her art, we see another country ofthe sun, yet subject to winds and variations andmarked transition of the seasonsâ€”a mountainous,rocky country, beautiful in form and embracingthe sea. In art she has given us the perfectionof figure

sculpture. In Italy, with hardly less sun, yet by no meansbeyond the reach of wintry cold, severe winds,great rains and sometimes snow, yet with aburning summer for the most part, which hasdecidedly fixed the types in her architecture, wefind a union of many elements, a halfway housebetween east and west, where Asiatic feelingunites with Greek and Roman, Saracen and Nor-man, Gothic with Renascence, in an unexampled 179



??? Chap. V, wealth and profusion of inventive design inCHm^Uc architecture, sculpture, painting, and all the familyInfluence in of artistic handicrafts, which makes her a happyDesign hunting ground for the artist, an inexhaustibletreasure-house of beauty and suggestion. We might follow the chariot of the sun, fromthe land of its rising, Japan, a climate more nearto our own, and note her wonderful display ofmanipulation and imitative skill, in all ways ofhandicrafts dominating by a certain grotesquenessas well as naturalistic impressionism ; or, passingto her great foe China, see something of thesame tendencies and stages in the rising of herart, breaking off, as it were, at a stage of re-strained conventionalismâ€”or westward, alongthe southern shores of the blue Mediterranean,following in the footsteps of the Moors, and notethe wonderfully ornate but somewhat heartlesssplendour of their art in Spain : the gilded mag-nificence of the Alhambra, with its glitteringpendentive ceilings, borrowed, as some think,in the first place from Persia, and the wonderfuljewel-like sparkle and intricate fancy of itsornament with its ever-recurring star-forms andscimitar-like scrolls. And then

turning northwards into France,with one hand touching the sunny south and theother dipped in the gray English Channel, weshould find some of the same elements, butvery differently mixed, with a very distinctcharacter of art. Cold in colour, correct in form,brilliant in workmanship, quick witted, drama-tic ; ever experimenting and inquiring, anddesiring, like the ancient Greeks, some newthing. Pursuing our journey northwards, w^e might180



??? Spain. Portion of the Alhambra. Drawn by Gustave Dore



??? pause in Flanders and Holland and mark howclosely associated with local conditions of lifeand climate are their forms of art, moreespecially as illustrated in the art of their pastdaysâ€”the pictures of rich Flemish burgher lifeof the Middle Ages, the knights and ladies with Chap. V.Of theClimaticInfluence inDesign Old Housein Turnov,dated 1816 M ^oi^f -maiimof â– â– aarpisi^. a certain sternness and stiffness of demeanour,as of an energetic and yet patient people accus-tomed to contend with difficulties, proud, yetdevotional, and fond of comfort, kneeling, well-clad in velvets and rich furs against a northernclimate. Germany would tell a similar tale in her arts,though with a more dominant military and 182



??? religious note, more fantasy and more melan- Chap. v.choly, and with a wild grotesque element cor- cu^^aucresponding with her more varied conditions influence inof climate and scenery. The latter quality isstill more marked among the old towns ofBohemia. The two sketches here give some Street inEger of the architectural characteristics of both townand country dwellings. After such a journey we should doubtless beglad to get home again to our own varying andchangeable climate, and when seated comfortablyat the fireside think how much the character-istics of our native art may also owe to theinfluence of the constant and varied procession



??? of sunshine and cloud, storm and calm, heatand cold, fickle spring, short summer, long un-certain winter, our mist and rain (which givesus our green woodlands and meadows), to ourwild and dangerous coasts. Or we may wellthink whether these influences are not traceablein our art: love of domesticity and indoor com-fort, characterized by warm and blended thoughsubdued colour, small patterns, trimness andneatness ; love of animals and flowers, of naturalscenery and the sea. May it not be said theseare characteristics which our pictorial art cer-tainly displays ? While our architecture (inspite of foreign importations) is obliged to con-sider the necessities of a varying climate, so thatour houses are built as a rule more to live inthan to look at; and the colours of our interiors,while they often re-echo the greens, browns, andrussets of our landscapeâ€”as our patterns andfabrics recall the flower gardens and meadowsâ€”they are chosen perhaps more to live withquietly than to excite controversy, or compel areference to the grammar of ornament. Chap. V.Of theClimaticInfluence inDesign 184



??? CHAPTER VI.â€”OF THE RACIAL IN-FLUENCE IN DESIGN. HOSE personal predilections and idiosyn- chap. vi. _ crasies which we each possess, those dif- ferences of temper and qualities of perception influence inwhich affect our sense of colour and form,which account for those variations of treatmentin the rendering, in design or drawing, of thesame objects by different persons â€” what arethese and whence do they come ? They belongto the very constitution of our minds and bodies;they are beyond our own control, and beyondalmost our own consciousness, oftentimes. Theybelong to our progenitors and ancestors perhapsas much as to ourselves, and are lost in thebroken records of past family histories ; we canonly say that certain forms and colours appearso and so to our eyes, that we delight in somemore than othersâ€”because we are made thatway. Such indications of character and prefer-ences are generally traceable, where clues andrecords exist, to the race, or mixture of racesfrom which we have sprung. We attribute, forinstance, certain imaginative faculties to ourCeltic origin ; certain calculating and analyticalcapacities to Teutonic sources;

while as a mixedrace we call ourselves Anglo-Saxon, and as 185 T



??? such are supposed to be especially distinguishedby practicality, the racial type gradually, in theprocess of time, being formed by the collectiveaction of such small individual characteristicsâ€”somewhat as great geological deposits, such asour chalk hills, have been formed by the gradualaccumulation and aggregation of the minuteshells of minuter marine creatures. Thesetypical racial characteristics in artâ€”thesepreferences in colour, form, pattern, treatment,sentiment, and idea, have left their marks uponthe history of art, which indeed becomes, finally,the oitly history of racesâ€”the only record left ofpeoples to tell us of their intimate life, theirhopes and fears, their struggles and their aspira-tions, so that a scrap of wall-painting, a frag-ment of an incised slab, a piece of broken pottery,a weapon of bronze, or a jewel become in courseof time full of significanceâ€”eloquent books ofthe life of peoples and powers long ago coveredby the drifting sands of time. The desire to record and to perpetuate seemsto have stimulated the primitive artistic instinctin all races ; and, indeed, it may still be said tobe a living factor and motive in art production. Each race seeks an image of itself (as

everyindividual desires a portrait), and strives to putin imperishable form the character of its ownlife, and the ideas or ideals dearest to it. Thus,the prehistoric hunter left images of the animalshe hunted, and his hunting reminiscences,scratched upon bones and smooth slates andstones ; much as the Assyrian kings, in a moreelaborate way, having the resources of apowerful civilization at command, loved to haverecorded on sculptured slabs, lining their palaces, i86 Chap. VI.Of theRacialInfluence inDesign A-



??? their prowess in arms and the chase ; more chap. vi.especially as hunters and slayers of lions, though r^cLIin their case the lion hunting was done in a influence inmore luxurious modern way, the animals beingdriven into special inclosures, and let loose onpurpose to be slain by the king and his menâ€”a system of a piece with the generally tyrannicaland cruel methods of despotic persons. Still,no doubt, there was considerably more risk anddanger involved than in a modern battue in apheasant coverâ€”barring the chance of beingshot by your neighbour's gun. Certainly the general tenor of the story toldin ancient Asiatic art is that of the conqueror'striumphs, of the strong overcoming the weak, theglorification of kings and warriors in battle, ofbeleaguered cities, and the carrying away ofcaptives and spoils. No doubt, if this conquer-ing spirit had been absent, if each branch ofthe great human family had remained within its primitive borders, their art would have pre- 1 sented sharper and more distinct contrasts, whileremaining simple in character. It is the restless,exploring, conquering, acquisitive spirit whichmixes and blends elements originally distinctâ€”well, it

may be it also acts as the stormy wind thatscatters the winged seeds of design and, bearingthem to new soils, produces new varieties. It is difficult, of course, to disentangle thestrictly racial characteristics in art entirely fromthose other strong influences which, in fact, maybe said to have helped in their formationâ€”theinfluence of climate, habit, and local materials,which we have previously touched upon. Yetthe purely human element appears to come in,and the final form which art takes among a 187



??? Chap. VI. people must bear the stamp of individual choiceRacial ^^ collective sentiment and climatic Influence in influence. In primitive communities, however, the in-dividual is less apparent than the collectiveracial influence. The forms of art are typicaland symbolical rather than imitative or graphic.The great Asiatic races of antiquity, to judgefrom the remains of their monuments, the palacesof their kings, and their temples and tombs,adopted certain typical methods of representa-tion which, in the case of the ancient Egyptians,became, in association with a strictly orderedand carefully organized social existence underan elaborate religious system and ritual, actualforms of language and record in the hieroglyphic.These consisted of certain abstract representa-tions of familiar forms and figures inclosed in akind of cartouche, incised upon stone walls, orstamped upon plaster and filled with colour. The lotus flower served as a symbol of theannual overflow of the Nile (at the summersolstice) so important to the Egyptians ; theram and the sun symbolized Amru-Ra, the kingof all gods ; other animals, with and withoutwings, the cat, the dog, the sparrow-hawk

forthe soul, the beetle [scarabcetis) for creativeenergy, generation and perpetuation of life, thesnake for continuity of time, etc. ; and evendifferently arranged lines, the zigzag for water,the circle, square, waved line, spiral, labyrinth,etc., betokened the divine and secretly-workingpowers of nature. Such forms inclosed in cartouches massedtogether, sometimes in horizontal lines, some-times in vertical, formed a striking wall decora-



??? tion in themselves. A wonderful pitch of abs-tract yet exact characterization of natural formwas reached by very simple means in thispicture-writing. The birds especially are re-markable for their truth. Every object had to beclearly defined soas to be recognizedat once and easilydeciphered. Theprofile view of anobject is always themost characteristicand typical, aridlends itself best toa system of repre-sentation where allobjects are on thesame plane. Sothe glyphic artistkept strictly to pro-file. Love of typicalform, definite out-line and mass, flatand vivid colorationâ€”these are alwayscharacteristic of an-cient Egyptian art,even when, as dur- k ing the eighteenth and nineteenth dynasties, afreer style and greater naturalism is apparent intheir portrait sculpture and wall-paintings. The love of clearness of statement and theirconception of art, as in the nature of a decorativerecord, seems to be emphatically expressed intheir ways of representation. For instance, in 189 Chap. VI,Of theRacialInfluence inDesign EgyptianHiero-glyphics.Tomb ofBeni Hasan.XlXthDynasty ui^



??? Altar with Offerings. Egyptian Mural Painting, Thebes



??? painting an altar piled with offerings they give chap. vi.the altar front in elevation, but the offerings, Ra'^aiin order that each and all should be seen drawn influence inin profile, are arranged in ground plan. Thuswe may say that their statements were pictures,their pictures were statements. There is a wall-painting in the British Museumshowing a fish pond or tank in a garden, sur- A rounded by trees. The inclosed water isrendered by a flat tint of pale blue, with hori-zontal zigzag lines in a second tint across it.Lotus flowers and buds spring vertically fromit, and on its surface ducks and fish are paintedin profile. The trees are painted on the upperside and ends with their stems springing fromthe edge of the pond ; but the row of treeson the near side grows with the tops towards 191



???



??? the water; while the row at each end sproutsoutward. The whole forms a very pretty pieceof ornament, and would embroider well for atable-cloth centre, or lend itself to a treatment for a mosaic floor. Note the way in which thetrees alternate (apple trees and date palms), andthe grouping of the ducks and the fish alter-nating with the lotus flower. It is freely paintedwith direct brush touches on the white plaster. In the ornamental treatment of tree forms all193 o Chap. VI.Of theRacialInfluence inDesign A



??? the eastern races seem to have excelled. Treeshave always been associated with religious belief,and have had mystical and symbolical signific-anceâ€”as the tree of the garden in Genesis, thetree of life, and the fatal tree of the knowledgeof good and evil. Trees, too, were man's firstshelter and dwelling; no wonder a race de-scended from arboreal ancestors should reverethem and hold them sacred. It is interesting to compare this Egyptianrendering of the date palm tree with an Assyrianrendering of the same tree, though the latter issculptured; or, again, with the Grseco-Romanversion at the house of Icarius. The typicaland sacred tree with the Assyrians, however,was the tree of life, which became with them aformal piece of ornament. In it we seem tosee, too, the original form of a type of ornamentconstantly recurring in the art of all the Asiatic 194 Chap. VI.Of theRacialInfluence inDesign



??? races, and which was apparently carried bythem, or from them, into Europe; reappearingin Persian, Greek, Roman, and Renascencework in all manner of variations, remaining atypical horizontal border motive to our own day. The lotus appears in sculptured Assyrianpavements on the outer border, the open flowersalternating with the buds, as in Egyptian work.Then we have another typical and constantly Chap. VI.Of theRacia Influence inDesign Assyrian Bas- relief. British Museum Hâ–  f'-M. 1 - r f A -<j~x - y: â–  .â– â€?'-i recurring border motive in the rosette, which hasa rich and sumptuous effect, closely filled in thisway. Then comes in the palmette, or tree oflife, while the centre filling, a network formedof a six-petalled flower form, again recalls thesuggested textile origin of the ornamental motiveof the whole, to which I have before alluded. Other interesting and characteristic render-ings of flowers and trees may be found in bas-relief upon the Assyrian alabaster slabs used 195



??? chiselling; in one slab there is a small figure ofa king in his chariot, inclosed within larger work,,as finely cut almost as a gem or seal. Note, asillustrating the ornamental treatment of animalforms, so characteristic of these Assyrian orSemitic sculptures, the way the lions are 196 Chap. VI. as wall decorations, such as those showing the not only for the combination of great powerof expression and energy of action with a verydominant formalizing and ornamental and typicaltreatment of form, but also for great delicacy of Assur Beni .. , . ^ -^..-Jv'-..-.



??? B Lion,formerlycresting theouter railingof theBritishMuseum.Modelled byAlfredStevens,and cast in



??? Chap. VI. carved, the masses of the hair of the manes care-Racial fully marked and ornamentally designed, theInfluence in muscular lines of the face emphasized in theDesign same ornamental manner. The result is atypical lion, stately, monumental, sculptural,and decorative, yet in no way wanting in energyof action, character, and vigour. Nothing could be more different in spirit andstyle from the ordinary modern Europeansculptor's treatment. The Assyrian graspedthe essential leonine character, but expressed itin typical and ornamental terms. The modernEnglish, French, German, or Italian generallyseeks a naturalism which struggles to escapefrom the conditions of the material; he seeksaccidents rather than essentials, and, in hishorror of formalism, tries to treat the masses ofhair and mane as if he wielded the painter'sbrush rather than the sculptor's chiselâ€”thoughit is generally modelled in clay first before it iscarved. The result is loss of dignity, typicalcharacter, and monumental feeling. AlfredStevens saw the importance of a certain formal-ism, and his little lion on the uprights of theouter railing of the British Museum

remainsunequalled, so far as I know, in modern work.^ The Hellenic race, the Greeks, whose art hashad, and still possesses, such an influence overthat of the modern world, while in their archaicperiod differing little in method of treatmentand in use of ornament from the Asiatic races,the Assyrian and Egyptian and Persian, theelements of each of which they seemed to fuse ^ For some unexplained reason these lions have been re-moved and the London people deprived of perhaps theirfinest bit of monumental work. 198



??? and adapt, gradually developed a freer style, Chap. vi. and, while never losing their monumental sense RacL^i in sculpture, carried the human figure in sculp- influence inture to the greatest pitch of perfection. Their Greek Steleor Head-stone invention in purely ornamental forms was notconspicuous, nor was it needed, since they treatedthe human figure as their chief element in de-coration. â€? Their leading ornamental types maybe traced to Asiatic prototypesâ€”the palmette 199



??? I "i.-I,-. . ..o veloped, and the anthemion, from their primitivetypes. This latter type of ornament, so generallyused by the Greeks as a crest or crown upon 200



??? their upright obelisk-like tombstones or steles,or to crest the angles of the pediments of theirtemples, is suggestive in its general form of aflame, or pair of wings. It is noteworthy that a similar form occurs,treated in detail in a variety of ways, as a gloryor halo placed behind Buddhist images made inancient India, Japan, and Burmah, often incarved wood and gilt metal or bronze, piercedand ornamented in a variety of waysâ€”sometimes suggesting leafy trees, but generally radiatingin their principal lines from a centre, like theanthemion. The flame was a sacred symbolwith many ancient peoples, and it remains withus as the fitting emblem of inspiration. The gilded, almond-shaped glory inclosingthe figure of the Virgin and of Christ in Gothicpainting and sculpture seems to be another formof the same emblem, and in Persian ornamentaldesign, and one might say in all Mohammedancountries there is a similar form which con-tinually recurs with a great variety of treatment, 201 Chap. VI.Of theRacialInfluence inDesign



??? It generally appears as a kind of fruit or many-petaled flower, or flower and fruit combined,and is common in all Persian and Eastern orna-ment design. 1 am inclined to think that itmay have originally had a religious significance, -i^^jjiy!.'associated withfire or life, whileits beauty of con-tour and adapt-ability in decora-tion of all kindswere sufficient toperpetuate it evenif the originalmeaning werelost. If the Per-sians invented it,,it might have hadsome reference totheir own primi-tive fire-worship,,while with theArabs, and wher-ever the faithof Mohammedspread, it wouldstill be significantof the propheticfire, and it is cer-tainly universally^found in the ornament of Mohammedan coun-tries. We might trace it back to its primitiveform in the Assyrian tree of life, and this onthe face of it seems its most likely source ; andwe find it in Persian work definitely takingthe pomegranate form within the rayed leaves.. 202 Chap. VI.Of theRacialInfluence inDesign



??? Typical ornamental forms in Persian, Indian, and Chinese Designs vARKTies-or-THe,-



??? Chap. VI. The rayed flower or leaf form curiously reap-rLcM pears in a late Celtic cross in Argyllshire, inInfluence in association with the characteristic knotted work,Design ^ j^jj^j form, and filling of pattern carved in the stone and culminating in the cross. Whatever race may really claim its inventionor first effective use, it appeals now universallyto the ornamental sense, and has become thecommon property of designers, who do notusually disturb themselves with the questionwhether they have stolen a fruit from the treeof life, or sacred fire from an unknown hearth,so long as they can fill a space effectively ormake an attractive and adaptable design. Another form, now no less universal, is prob-ably Persian in origin, although it has found asettled home in Indiaâ€”I mean what is knownas the Indian palmette, so familiar to designersfor Manchester calico prints. I am told by Mr. Purdon Clarke that this palmshape denotes benison or blessing, or a messageof goodwill of some kind. This answers tothe symbolical meaning of the palm in the Bible,as carried by benign and holy persons andangels. Here would be a symbolical reason forits longevity in ornament, as it would

naturallycommend itself to an eastern race in a sun-burntland, to whom the suggestion of shady palmswould always be grateful. But here, again, thebeauty of its contour appeals to the ornamentiston independent grounds. He values it for itsgraceful mass in a pattern, for its bold andsweeping curves, for its value as an inclosingform for small floral fittings. To the Persian and Hindu designers, withtheir exquisite and subtle sense of ornament, 204



??? t-k-Mr.^ Arabiang XlVthcenturycarved andinlaidPulpit,Cairo.SouthKensingtonMuseum,Drawn byW.Cleobury



??? Chap. VI. with their passion for elaborate intricacy, suchrIcILi ^ ^^ ^^^^ ^^ utilized to its utmost capacity,Influence in both in counterbalancing and superimposedDesign masses upon flowery fields, and as inclosuresfor smaller fields of pattern ; while the abundantflora of their spring-time blossoms in a new andtranslated existence in their richly patternedprinted and woven textiles, and in the carvedornament of their buildings. The influence in Arabic ornament of theMohammedan faith, too, in forbidding therepresentation of living forms, turned the in-genuity and invention of the Arabic and Easterndesigner in a purely ornamental direction, andas a result we get extremely elaborate patterns,either purely geometric, or filling the intersticesof a geometric framework in inlays and carvedand pierced work. These patterns from thepulpit of a mosque at Cairo, now in the Ken-sington Museum, work of the fourteenth andfifteenth centuries, show how fine and delicateArabic ornament became. We may note thestar-shape formed by the intersection of the lines.The star is an emblem of the Deity (Allah). The plateaus and slopes of the Himalayas,which are the northern

mountainous boundaryof India, were supposed to be the cradle of thatgreat wandering, colonizing, adaptive, specula-tive, and organizing race, the Aryans, fromwhich we Western people, according to onetheory, have sprung, dispersing over the world,and settling in different countries and climates.The race has greatly differentiated in speech,customs, and forms of art; and yet throughthem all it is rather differences in similarities, orsimilarities in differences, that we trace. 206



??? Arabian XlVth century carved and inlaid Pulpit, Cairo. South Kensington Museum. Drawn by W. Cleobury



??? Chap. VI. Latin, Teutonic, Celtic, suggest great di-Racia^i vergences both in spirit and form, yet perhapsInfluence in the correspondences are more frequent than theDesign divergences. When we see how greatly mem-bers of the same family differ from one anotherin tastes and habits, can we wonder that mem-bers of the greater human family should be sodifferent in tastes and habits, under differentskies and conditions of life ? When we turn further east the differenceseems greater, the gaps larger. The Mon-golian race seems further apart and suggestsa remoter antiquity. Their geographical re-moteness and their persistent adhesion to theirancient customs seem to have fixed more orless of a gulf between them and the westernpeoples, and there is a corresponding contrastin the forms of their art. It is familiar, and yetremains strange ; it has been constantly importedamongst us, and has more than once influencedEuropean fashions in decorative design, as inthe sixteenth and seventeenth centuries throughthe Dutch, and in the last century in Englandin Chippendale furniture and porcelain, whileChina has given its name to the finer ware ofthe modern

potter, of which it taught him thesecret. To this day the willow pattern in blueupon plates and dishes, with its Chinese legend,scenery, and personages, remains a popularpattern, wonderfully little changed by its Englishtranslator. All the typical characteristics arefound in its details, the typical Chinese houseraised upon its first story of stoneâ€”with itsbamboo trellises and quaintly curved tiled roof.The Chinese dragon remains a distinct breed,influencing here and there the form of the 208



??? mythical beasts in design of other races, suchas the Persian and Indian, but remaining ascharacteristically Chinese itself as the Pagoda. The love of trellis-like backgrounds anddiagonal diapers for floral designs is a verymarked feature with the Chinese designer, and Chap. VI.Of the RacialInfluence inDesign Panel incarved andinlaidWoodfrom theMosque ofTooloonin Cairo.XlVth orXVthcenturySaracenic it suggests the native fantastic and ingeniousbamboo constructions used in the framing andpanelling of their dwellings and temples, domi-nated by that distinct love of quaintness andqueerness which seems a part of the artisticsense in the yellow race, and is as markedas their love of bright colour and emphaticpattern. 209 p



??? Chap. VI. Their formidable neighbours, relations, and?nÂ?encein "vals, the Japanese, exhibit in the art up to aDesign Certain stage much the same qualities and in-fluences, their art indicating a gradual trans-formation in style from the primitive mythicaland religious and symbolical towards the moredomestic, familiar, and naturalistic. But beforecoming into contact with European forms of artthey began to develop a naturalistic feeling intheir art which in the present century has be-come the dominant note, and, joined with acertain inventive quaintness and ornamentalreserve, has had so tremendous an influenceupon the art of Europe, more especially modernFrench art. Only about forty or fifty years ago Japan waspractically in a mediaeval condition, its arts andhandicrafts in a most fertile and flourishing condi-tion of living traditions ; but that very quicknessand alertness, that receptivity and artistic im-pressionableness which has enabled them toproduce such a mass of wonderful work in somany branches of cunning craftsmanship, haveexposed them to the modern European in-fluences, which, however they may have, in theprocess of rapid assimilation,

contributed totheir material power as a nation in the moderncapitalistic and industrial sense, have had mostdisastrous commercializing and deterioratingeffects upon Japanese art and handicraft, lead-ing to hasty work and cheap and gaudy pro-ductionâ€”merely to catch the demand. Artistic and racial traditions, however, diehard. Even in Western Europe, in constantintercourse and intercommunication as we noware, and while international influence tends to 2io



??? soften and blend racial differences, and social chap. vi.relations to mix them, elements which differ-entiate the Teuton from the Latin, the Celt from Designthe Saxon, still survive. In the process of theadoption of even the same ideas each race, eachnation, gives a different interpretation to them,just as different individuals will give a differentinterpretation iii drawing from the same model.The character is not changed by the new dress,and the dress becomes influenced by the wearer.Thus, in adopting ideas and forms of art, a newdirection or character is developed owing to theracial instincts of the people adopting them. German Renascence work, for instance, maybe full of details, the forms of which come fromItaly or Greece, but the combination and treat-ment, the application of them, become charac-teristically Germanâ€”characteristically full ofdetail, and fantastic, with a tendency to beoverloaded and restless, like their Gothic work.Such variations of the same type among differentpeoples may be likened to the variations of lan-guage in the same country, where the samelanguage is spoken, but with a different accent. It is this difference of accent now, under ourcomplex

modern life, which makes the chiefdifference in forms of art, and which betraysracial influence. The actual systems of buildingpattern, of pattern forms, methods of drawingand modelling figures, and the various handi-crafts have all been discovered long ago, but it isin their re-combination and adaptationâ€”our in-terpretation and use of them, and in the powerof variation and expression, that modern inven-tion and predilection tell. It would be interesting to endeavour to sym-211



??? bolize the fundamental racial characteristics andpreferences by certain typical forms and coloursin procession. The races inhabiting the warm countries,southern and eastern, would be distinguishedby emphatic contrasting colours and patterns.Just as the tiger owes his barred coat to hishabit of hiding in coverts and jungles, wherethe bright sunlight falls through the tall grassesand palms in stripes ; so where the contrast oflight and shade is so sharp as in Africa, thereappears to be a deeply-rooted preference forbarred colours and striped patterns among thedark race, which they have carried with themto America, and which curiously reappears as anecessary part of the equipment of the shamEthiopian serenader in our streets. The black and white or red and white barredcourses characteristic of Arabian and Moorisharchitecture have been alluded to before, and,though they have been used in other countries,they always suggest the country which seems tohave given them birth. Supposing, then, we wanted to express in atypical symbolical way the racial preferences andcharacteristics in ornamental art, a black and whitebarred shield and a palm might be

appropriatepattern emblems for the African or the Moor;while the Egyptian would naturally bear a lotusand a scarabaeus, with a winged globe for astandard ; the Assyrian a tree of life; the Persianwould bear the flame-shaped flower, and the de-vice of Ormuzd and Ahrimanes contending forthe mastery; the Indian would carry the palmetteand a peacock, and would share with the Arabthe geometric star-form and richly floriated 2 I 2 Chap. VI. Of the RacialInfluence inDesign



??? robes; the Chinese would show the dragon chap. vi.blazon, and carry the peony; the Japanese the fnflSe^e^in^red disk of the rising sun, and a bough of plum Designblossom; the Turanian the crescent and thestar; the Greek the anthemion, and the figure ofPallas Athene; the Roman an eagle standard,and an image, of Mars; the Scandinavian araven, and a runic knot. These might representthe ancient world of art. The modern andwestern races it would be more difficult tosymbolize in so primitive and typical a manner,since all of them have borrowed so largely fromthe ancient sources, and are themselves com-posed of such mixed and complex elements, Italian art could only be represented by afusion of most of the foregoing elements and types,and would require a crowd of distinguished re-tainers in architecture, sculpture, painting, andall the arts of design; but perhaps she mightbear a typical classical scroll for a standard, asthe typical designer of that form of ornament inso many varieties, from Roman times down-wards, that Italy may be said to have made thescroll form essentially her own. Germany might follow, great in bold andbrave heraldry, or with a Gothic accent in

richly-scrolled mantling, and a redundant display ofRenascence ornament. France, as a more volatile Pallas Athene,might, perhaps, bear the wavering lamp ofexecutive and imitative skill, and dramatic in-stinct in design. Spain would look coquettishly under a fan,wrapped in faded embroidery, bearing the Al-hambra, like a pendent jewel: while for England,what artistic emblems are left ? Well, we have 213



??? been described as inveterate colonists, even inart We can only make up in a fancy costumeof historic patchwork, beginning with fragmentsof Roman mosaic pavement, by way of sandals,Saxon and Norman hOse, Gothic surcoat andbody armour, a classical cloak, and a VictorianQueen Anne gable by way of headgear, andperhaps a banner of eclectic wall-paper or printedcotton. Chap. VI.Of the RacialInfluence inDesign For all that, and perhaps because of it in somemeasureâ€”did we take art seriously as a nation,and make it really a natural and essential partof our life, as it is its final expressionâ€”shouldwe determine to set our house in order, andmake England again "merrie,'' strong in herown borders, self-supporting, and self-reliant,not suffering the natural beauty of our land orour historic monuments to be ruthlessly defaced,in the supposed interests of trade ; putting ourtrust in the capacity of the people, rather thanin the multiplication of machines ; uniting handand brain in our work, thinking more of theends of life and less of the means, when themeans of an ample, simple life shall be withinthe reach of every citizen, then, wellâ€”then wemight fairly expect

to win the palm of life, as ofart, without despoiling the African. 214



??? CHAPTER VII.â€”OF THE SYMBOLICINFLUENCE, OR EMBLEMATIC ELE-MENT IN DESIGN. ^ I ^HE desire to express and to communicate chap. vii. JL ideas seems to have impelled man from symbolicthe earliest, and lies at the root of all art. influence, or While much early ornament, as we have seen, li'^memln'^is traceable to a constructive origin, another Designkind, or another branch of the tree of design istraceable to a symbolic origin, and springs fromthe endeavour to express thoughtâ€”to find asuccinct language in which to express somesense of the great powers of nature, and theirinfluence upon the daily life of manâ€”to embodyeven in a pictorial emblem, symbol, or allegoryhis primitive conceptions of the order of theuniverse itself. The mystery and wonders of nature absorbedthe thoughts and touched the imagination ofearly as of later man, and primitive symbolicforms, or signs, constantly bear upon such ideas. There is a symbolic sign (known to archaeo- The Fylfotlogists as the fylfot or smwastikd) of verysimple form, which is found very widely scatteredamong the relics of many different races andearly peoples. "It is found," says Dr. March 215



??? Chap. VII. (of the Lancashire and Cheshire ArchaeologicalSymbolic Society, who has written very suggestively andInfluence, or learnedly on the subject), "on archaic Greek Emblematic ^^ ^ ,, ,11 r r- â€? 1 1 Element in pottery, on the Stamped clay oi bwiss lakeDesign dwellings, adorning Latin inscriptions on Romanaltars"; is common in India and Asia; is metwith in Scandinavia, Iceland, Shetland, andScotland; in Celtic Ireland, in Saxon England,as well as in Germany. The sign was adoptedby Christians, is found in the catacombs ofRome, in the cathedrals of Winchester andExeter, on a shield in the Bayeux tapestry, andon English mediaeval brasses. It also occurson a bell at Hathersage Church in Derbyshire,dated 1617. This sign appears to have originally signifiedthe supreme god of the Aryans, and becamethe emblem of the divinity from whom emanatesthe one movement of the universe ; later, it mayhave merely indicated the axial rotation of theheavens round the Pole Star, and still later itwas used simply as a benedictory sign or markof good luck. When the feet were turned tothe left the nocturnal movement of the stars wassuggested, and when the feet

turned to the rightthe diurnal movement of the sun was supposedto be indicated. The sign is frequently placedin a circle. A very few of its stages will sufficeto show its transformation into ornament. Wemay thus see how a sign purely symbolical,used as we should use writing, becomes incourse of time a decorative unit, and is incor-porated into ornament. A kindred form iscomposed of three crescents, which has itsheraldic descendant in three armoured legs ofthe bearings of the Isle of Man. Here we 216



??? seem to see the idea of rotation very emphatic- chap. vii.ally conveyed. ^ , ^ ^ , ijmboiic I he primitive symbols for rare and water influence, or Emblematic 1. symboltc oi^icjim of or.hamfcnt. Element in Design Fyl Fot or. sautxstixi^ .A f^ffXiCAL ^tAltlCmaef flv f^'te^mfTO OiNoTi(jooo wex " fJur oÂ?>C(i â€?rue w^AVtiN/j 1 The Fylfot,or Sauvas-tika, and itsIncorpora-tion inOrnament ciRceic t'oTrfejerR-HoOfeJ . ROTAT'IOW y V -ARCKAK â€? pott6r.v â€?- B C-(iW â€? - Awsr^f^ " STONE . SAlJToMK //////// PANUN aRflCTe^T< . FvLfcfT . - ^CAWOlNrtVLAW CtOUD OW^A found (as on the Danish bracUate) in associationwith the fylfot sign shown above, form linearpatterns in themselves, and frequently recur inconstructive and surface ornament; the formersuggesting the method of setting the Roman 217 (



??? bricks, called " herring bone," which constantlyoccurs in modern work in brick paving andwood parquet, forming one of the simplest and â€?POLYNESIAN- ORI^TAntNT- FROn HE.KVLY ISLAMD' PADDLL most satisfactory plans for floors and pavingsin such materials. The zigzag, as an ornament incised on clayvessels painted in patterns, or carved in masonry 218 Chap. VII.Of theSymbolicInfluence, orEmblematicElement inDesign Polynesian Carved Ornament



??? has been a very favourite form from the ancientEgyptian decorators (to whom it possessed itsoriginal significance as water) onwards, becom-ing in later times more particularly characteristicof Scandinavian ornament and Romanesquearchitecture. The zigzag, ^mmmmmmm^however, appears to have anindependent source and mean-ing in the evolution of Poly-nesian ornament. In the so-called " Paddles," decoratedwith carv-ed patternswhich arenow con-sidered tobe reallytables ofdescent, we r may seerows of ures ar- ranged formally, the legs andarms bent. The angles thusformed, in the course of re-petition and abbreviation, be-come simple lines of zigzagpattern. The circle, a universal and important elementin ornamental design of all times and kinds,appears early as a symbol for the sun. Wemight trace it from its primitive cross and diskand rayed ornament common to all primitiveart to the splendid Greek conception of PhoebusApollo in his chariot drawn by fiery horses, 219 Chap. VII.Of theSymbolicInfluence, orEmblematicElement inDesign PolynesianOrnament.Evolutionof theZigzag



??? Chap. VII. which figures so constantly in Greek design,Symbolic circular flaming disk being represented in Influence, or the wheel, though in an early relief discoveredEJ^me^ln" by Dr. Schliemann the head of Apollo is sur-Design rounded by rays, which gives the type gener-ally used by Gothic and modern designers insymbolic representations of the sunâ€”simply aface in the circle surrounded by rays. Another means of symbolical expression bythe use of the circle is to be found in a type ofScandinavian ornament composed of three circles,one within the other, which with the rayed sunfrequently occurs either singly, as in the form ofa metal shield boss or a fibula, or as the unitof a repeating textile pattern, or as a border.An Anglo-Saxon lady in a Benedictional exe-cuted for St. Ethelwold at Winchester in thetenth century (963-984) wears a dress so de-corated. The original symbolic meaning of thisornament is supposed to bear upon the Norse-men's conception of the universe, the innercircle, representing the midgard, or the earth;the second, the osgard, or asgard, the abode ofthe gods ; and the utgard, the world beyond,inhabited by giants and spirits of evil.

Beyondthe outer circle is a circle of dots signifyingstars. (See fig. on p. 217.) The old Norse sagas and the songs of Eddagive the whole Norse scheme of the universe." Igdrasil, the great ash tree of the universe oftime and of life. The boughs stretched out intoheaven, its highest point, and overshadowedWalhalla, the hall of the heroes. Its threeroots reached down to dark Hel, to Jotunheim,the land of the Hrimthurses, and to Midgard,the dwelling-place of the children of men. The 220



??? world-tree was ever green, for the fateful Norns Chap. vii.sprinkled it daily with the water of life from the symbolicfountain of Urd, which flowed in Midgard. But influence, orthe goat Heidrun, from whom was obtained the ii^mem^n'^mead that nourished the heroes, and the stag DesignEikthynir browsed upon the leaf-buds, andupon the bark of the tree, while the roots downbelow are gnawed by the dragon Nidhogg andinnumerable worms: still the ash could not HinduSymbolof theUniverse 11 wither until the last battle should be fought,where life, time and the world were all to passaway. So the eagle sang its song of creation anddestruction on the highest branch of the tree." ^It is interesting to compare such a conceptionwith the ancient Hindu idea of the world, whichindeed may have been its original form as theearlier Aryan conception. There is no tree, butthe great snake of time compasses all; the ser- ' " Asgard and the Gods."â€”Dr. Wagner. 22 1 j !



??? pent with its tail in its mouth, an emblem ofcontinuous time which still survives. Upon thisrests the tortoise, which seems to correspondwith the Norsemen's dragon, though here itmay serve as the solid basis of the world. Theworld appears as a sort of dome in three tiers,reminding us of the Norsemen's three circles.This is supported upon the backs of threeelephants, which seem here to fill the positionof the Norns or the Fates. The ash tree Igdrasil, the sustainer of theNorse universe, reminds one of the eastern treeof lifeâ€”the tree of life of the garden of Eden,and the fountain of the rivers of the Asiaticparadise which, with the figures of Adam andEve, the typical father and mother of the wholehuman race, have so constantly figured in artof all kinds, both eastern and western, andcontinue to stand in the midst of the garden inendless designs and pictures, surrounded by thebirds and beasts, as the type and emblem of theorigin of the world in the Christian cosmos. The ancient Egyptians, whose art was almostentirely in the nature of a symbolic language,when they wished to express the divine creativepower which sustains the universe, designed awinged globe encircled

or upborne by two ser-pentsâ€”here we get, perhaps, the snake of timeagain. Sometimes the scarabseus, or sacredbeetle, emblem of transformation and immor-tality, is represented covering an egg and sup-porting the sun, and they are the wings of thescarabseus which are given to the globe. Thisemblem is frequently carved over the gatewaysto their temples. Then the Egyptians had an elaborate sym-222 Chap. VII.Of theSymbolicInfluence, orEmblematicElement inDesign



??? holism connected with death and the passage of chap. vii.the soul. The coffins and mummy cases are gymboi IC Influence, orEmblematicElement inDesign Examplesof EgyptianSymbolism painted all over with symbolic devices, figures,birds, and animals having a sacred significance. 22'



??? Chap. VII. The soul is commonly represented as beingSymbolic borne in a boat, or barge, with curved stem andInfluence, or stem, terminating in lotus flowers. (The lotusii^mernln'^ symbolized new birth and resurrection.) TheDesign food for the journey is shown in the urnsplaced underneath the couch. Two mournersor watchers accompany it. There is a copy of a large painting fromThebes in the British Museum showing thejudgment of the soul ; the Devourer, a monsterpart crocodile part hippopotamus, standingready to devour the soul if the verdict is un-favourable. Further on the accepted soul ap-pears before Osiris. The goddess Nut (the heavens) is frequentlypainted upon the sarcophagi and mummy casesin the form of a seated or kneeling figure of awoman with very large wings outspread andcurving upwards; she holds in her hands thefeatherâ€”the symbol of power or domination.(We still speak of the feather in the cap.) Shebears the disk of the sun upon her head. Tothe Egyptians, indeed, we owe the very embodi-ment of the mystery of existence itselfâ€”thesphinx who continues to propound her riddleafresh to every age. Greek mythology again, as exemplified

inGreek art, expresses itself symbolically, andshows a gradual development from the primitive,ruder, and often savage personification of thepowers of nature, more allied to the conceptionsof the Northmen, to the idealized, refined,poetic and beautiful personifications of theirlater vase painting and Phidian sculpture. Thesymbolic intention and the personifying methodwas carried on and embodied in free and natural 224



??? forms, though always governed by the ornamental Chap. vii.feeling and necessities of harmonious relation to symbolicarchitectural and decorative conditions. influence, or The first observers of the heavens, the primi- Ei^mernTn*^tive herdsman, hunter, the fisherman and the Designshepherd, have left their symbolic heraldry inthe very stars above our heads; and Charles'sor ceorls' wain and the signs of the zodiac stillremind us of the primitive life of a pastoral andagricultural people. The pediments of the Parthenon, for instance,are great pieces of symbolical art, and at thesame time most beautiful as figure design andsculpture. It is distressing to think that solate as 1687 the Parthenon was practically com-plete as far as its sculpture and architecture.It was first used as a Greek Christian Churchduring the Middle Ages, and then, falling intothe hands of the Turks, became a mosque ;when the Venetians bombarded Athens in 1687a shell dropped into the Parthenon, where theTurks had stored their powder, and blew outthe whole centre of the building. Even in thebroken and imperfect state in which we are nowonly able to see them, from the more or lesscomplete figures and

groups which compose itsparts, we can gather an idea of the harmony andunity of the whole, and the complete union ofthe symbolism with the artistic treatment. Thewhole conception strongly appealed to the senti-ment of the Athenian citizen, since the twopediments represented the contest of Atheneand Poseidon for the patronage of Athens, artsand laws, or the rule of the sea. We all knowthat the arts and laws won, and that Athens isimmortal by reason of her art and poetry and 225 Q



??? Chap. VII, philosophy, not by her command of the sea.Symbolic ^^ modern English, perhaps, might do well toInfluence, or apply the lesson, and consider that after all it isiiemernfn'^ not in mere appropriation of riches, extensionDesign of empire, material prosperity, or in our volumeof trade, that the true greatness of a countryconsists, but in the capacity and heroism of herpeople. In the eastern pediment the centre group ex-pressed the birth of Athene herself, or ratherher first appearance amongst the Olympiansâ€”the divine virgin deity and protectress of thecity which bore her name, and whose colossalstatue in ivory and gold stood on the Acropolisin front of the Parthenon. The other deitiesare grouped around, and on one side we havethe Parcae, the three fates controlling the life ofman (which the Northmen embodied in theNorns); then, reclining at one side where thepediment narrows, the figure of the greatAthenian hero, Theseus; and in the extremeangle the sun-god, Helios, with outstretchedarms is seen guiding his horses, which emergefrom the seaâ€”being balanced at the correspond-ing angle by Selene, the moon, descending withher horses into the sea. Thus

we have a seriesof ideas expressed symbolically in heroic figuresof deep import to the Athenians, and havingalso in the suggestion of the fateful control ofhuman life, and the continuous order of naturein the rising sun and setting moon, a wide andlasting significance apart from the beautifulform and consummate art by which they areembodied. The Parthenon stands high upon a rockyeminence, and from its western door you can see 226 pil>
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??? Chap. vii. the blue -^gean Sea, the island of Salamis, andSymbolic ^^^ harbour of Athens, the Pir^us. Accord-influence, or ingly the sea-god Poseidon is sculptured uponEi^mernTii'' the western pediment, with Cecrops, the firstDesign king and founder of Athens, with the queen. Another conspicuous figure there is the reclin-ing figure of Ilissus, who represents the streamthat flows around the western side of theAcropolis. The Greeks, and the Romans whoborrowed from them, always symbolized a streamor a fountain by a reclining figure, half turnedupon its side, and very frequently leaning uponan urn placed horizontally, from the mouth ofwhich flows the wavy lines of water. There is in the Vatican a Roman representa-tion of the River Nile as a colossal recliningfigure with long flowing hair and beard, likeZeus or Poseidon, holding a paddle. Histributaries being represented by a number ofsmall Cupid-like boys, who clamber and playabout him, or nestle at his side. The land ofEgypt is typified by the sphinx upon which thefigure leans. Father Thames has often figured in " Punch "depicted by John Tenniel as an old man withlong hair and beard, not unlike his prototype,,but

somewhat degraded and worse for wear. The Greek gods, too, and their Romanrepresentatives were each distinguished by theirproper and appropriate emblems, as well as bymarked differences of character and physicaltype. Chronos, or Time, afterwards Saturn, is al-ways known by his scythe; Zeus or Jupiter,the Thunderer, by his thunderbolt; Poseidon orNeptune by his trident; Helios by his horses, and 228



??? Apollo by his bow ; Aphrodite or Venus by thegolden apple won by the most beautiful ; PallasAthene, or the Roman Minerva, as goddess ofthe arts, by her serpent, her lamp, and her owlof wisdom; Artemis or Diana by the crescentHermes or Mercury by his caduceusâ€”the serpent-twined staff, which has in modern timesbecome an emblem of commerceâ€”since Mercurywas the messenger, the fetcher, and carrier ofthe ancients, quick-witted and keen, and, accord-ing to some legends, not over scrupulous. Hisrod and serpents have reference to the story ofhis parting two snakes in combat, in whichmight be read a modern meaning of the in- 229 Chap. VII.Of theSymbolicInfluence, orEmblematicElement inDesign



??? Chap. VII. dividual gaining fortune through commercialSymbolic competition, though that is not its usual signi-influence, or fication. I Only offer it as an example of readingii^mernln'^ a new meaning into an ancient symbol. Then,Design of course, Heracles or Hercules bears the applesof the Hesperides, or the Nemean lion's skin andhis club. In the Hesperides story of the dragon-guarded tree of golden apples, and its threeguardian sisters, we seem to have another formof the tree of life and the fates. An interestingGreek relievo in marble, enriched with mosaicin parts, at Wilton House, shows the Hesperi-dean tree with the apples, and twined with theguardian serpent, with Paris seated and Aphro-dite approaching as if asking for the appleâ€”the prize of the most fair. In the ancient Greek story of Pandora andher boxâ€”so suggestive a subject to artists, andfruitful in artâ€”we have the classical version ofthe fall of man and origin of evil. In the no less picturesque and poetical storyof Persephone (or Proserpina), the daughter ofCeres, carried away by Pluto, the king of theunderworld, darkness, and death, we have abeautiful allegory of the spring and the winter,since Persephone

was allowed to return everyyear to the earth for a season, after she hadeaten of the fatal pomegranate tree which grewin Pluto's garden. One might multiply instances of the symboliccharacter of classical story and its symbolicembodiment in Greek and Roman art, but wemust pass on to touch upon other sources andaspects of symbolism and emblem in art. We know that many of our old fairy taleshave a symbolical origin in ancient mythology, 230



??? and have taken new and varied forms and chap. vii.local colours as they have travelled from their symbolicsouthern and eastern homes, and become natu- influence, orralized in the art and literatures of different ll^mernYn''countries. Design In such tales as "Jack and the Beanstalk"and " The Sleeping Beauty in the Wood," theclimbing hero ascending the heavens to destroythe giant of darkness, in the first, the heropenetrating the darkness and awakening hisdestined bride from her enchanted sleep, in thesecond, for instance, the old solar mythologyhas been traced, and if we could trace the oldfolk tales back to their sources we might findthem all related to primitive mythology or heroand ancestor worship. Thus do the spirits ofthe remote past sit at our firesides still, andkindle the imagination of our little folks : andin the rich tapestry of story and picture whicheach age weaves around it, elements from manydifferent sources are continually and almostinextricably interwoven, as if the warp ofhuman wonder and imagination was crossedwith many coloured threads of mythologicallore, history and allegory, symbolism and ro-mance. The early Christians, no less than the

pagans,felt the necessity for symbols of their faith ; andwhile at first borrowing considerably, and in-corporating in their art forms belonging to theother faith they were supplanting, gradually,with the rise of power and influence, emblemsmore peculiarly belonging to an expression ofthe Christian ideal were adopted, or underwentconsiderable transformation. The design metwith in the mosaics of the sixth century at 231



??? Chap. VII. Ravenna, the mausoleum of Galla Placidia, ofSym^boiic ^^^ stags drinking from a fountain, embody-infiuence. or ing the Psalmists' verse beginning, " As the hart EmblematicElement inDesign ChristianEmblem.StagsDrinking.Mausoleodi GallaPlacidia,Ravenna



??? Chap. VII.Of theSymbolicInfluence, orEmblematicElement inDesign ChristianEmblem.Peacocksand Vine.Sarco-phagus.St. Apol-linare inClasse,Ravenna.
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??? Chap. VII. Dionysos, and represented to them the divine,Sy^^oiic life-giving earth-spirit continually renewing it-influence, or self, and bringing ioy to men. Although the symbolic use no less than thedecorative beauty of winged figures had longago been recognized, as Asiatic, Egyptian, andGreek art show, yet the Christian angel, bothin its refined, half-classical form, as developedby the early Italian painters and sculptors fromthe thirteenth century onwards, and in northernGothic work, became a distinct and beautifultype in art. In the work of Fra Angelico andBenozzo Gozzoli the angel figures are especiallylovely. No less distinct in its grotesqueness was themediaeval devil, although its origin was veryprobably the satyr of ancient classical art. TheRoman satyr, with goat-legs and hoofs, beardedhead, horns, and tail, furnishes, in fact, a veryclose prototype ; and, being banned long ago aspagan when Christianity was in hand-to-handconflict with paganism, would be sufficient toassociate such a form with evil. There aresome fiends represented in Orcagna's fresco," The Triumph of Death," which are quitesatyr-like, despite talons and bats' wings. Al-though with the Greeks the great

god Pan is amild and gentle deity enough, and though ofthe earth earthy, in a sense, yet as symbolicalof spontaneous nature, and simple animal exist-ence, piping on his reeds by the riverside, healways remains a favourite with the poet andthe artist. Signorelli, for instance, in a beautifulpicture (which our National Gallery somehowmissed the opportunity of acquiring), gives afine presentment of him. 236 EmblematicElement inDesign



??? It is interesting to compare the mediaevalembodiments of evil with the ancient Persian â€?â– -â– -V"^ â– â– â– '/"â– â– "TO m f/t symbolical representation of a combat of a kingwith a griffin, which may represent the con-flict of Ormuzd and Ahrimanes as the typical 237 Chap. VII.Of theSymbolicInfluence, orEmblematicElement inDesign Orcagna.Fiends from"The Triumph of Death." Fresco. Campo Santo, Pisa From aPhotographby Alinari



??? w r;' principles or embodied powers of good and ofevil. The creature (representing evil) is winged,and has birds' claws for its hind feet (likeOrcagna's fiends), and lions' paws for its forefeet, the body of an ox or horse, the beak of aneagle or griffin, in some instances, in others itappears with a bull's head, and is certainly sug-gestive of power and terror. The favourite Greek conception of the cen-taur, too, is an expressive symbolic embodimentof animal force, and the mythical sculptural com-bat in the metopes of the Parthenon is againsuggestive of the conflict between the higherand the lower elements of human nature. Returning again to Christian art, we find theimage of the lamb, with the banner of the cross,was the badge of the Templar; and we findabundant symbolism in the various emblemsand attributes of the apostles, saints, and mar-tyrs, distinguished by the various emblems oftheir evangel, conversion, or martyrdom. Themystic symbols of the four evangelists are wellknown to every ecclesiastical designer-â€”the bullof St. Matthew, the lion of St. Mark, the angelof St. Luke, the eagle of St. John. The winged lion of St. Mark has become thedistinguishing badge of the city

of Venice, sincethe evangelist was supposed to be buried in thegreat church dedicated to his name. Its imagein bronze upon the column in the Piazza im-presses itself upon the eye and imagination ofevery visitor, while its companion, St. Georgeand the Dragon, we generally claim as thepatron saint of England, and the red crossforms the basis of our national flag. 238 Chap. VII.Of theSymbolicInfluence, orEmblematicElement inDesign M' Ml I >â–  â–?
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??? Chap. VII. Now national heraldry is often derived fromSymbolic bearings of families or chiefs. Of such is Influence, or our royal Standard with its Plantagenet leopardsEi^mern^n'^ and red lion of the Scottish kings. Though inDesign the Irish harp we seem to get a purely nationalemblem, strictly speaking it is the heraldicbearing of one of the four provincesâ€”Leinster. These heraldic bearings and badges had theirorigin in very remote times, and we must goback to earliest forms of human society, to thegens, and the tribe, who named themselvesafter some animal or plant, and adopted it asthe distinguishing mark and ensign of the familyto which they belonged, or to such primitivetimes as we read of in Mr. William Morris's" Roots of the Mountains ' and " House of theWolfings," where he speaks of " The House ofthe Steer" and "The House of the Raven." Thedistinguishingbadges would be carved or paintedover the porch, and borne upon the shield of thechief and the banner in battle. In feudal times the practice was continueduntil family heraldry, owing to intermarriage,became very complicated, and family shieldsmuch quartered. Distinctness and definite characterization ofform were

highly necessary, since in battle itwas important to distinguish your enemies fromyour friends, and the banner of the chieftain, theknight, or king, would be the rallying point fortheir followers and retainers. ^ Heraldry became regulated by strict rules,and is now called a science, though its vitalityand meaning have departed, except in an anti-quarian and archaeological sense. It has, how-ever, a certain decorative value to the designer, 240
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??? Chap. VII. as illustrating the principle of counterchange ofSymbolic colours, and from the heraldry of the mediaevalInfluence, or period much may be learned in point of decorat-eI^S." ive treatment. ^ Design The shield itself varies considerably in form, following the development of weapons, and thechanges in armour and mode of fighting indifferent periods. There is the round shield of the ancients usedboth by Greeks and Norsemen. This with theGreeks had pieces cut out at the sides some-times. There was also a moon-shaped shield,similar in form to the shield used by our oldinvaders the Danes. Then we get the paral-lelogram, kite-shaped and oval shields of theRomans ; the kite-shaped shield of the Nor-mans ; the lancet pointed shield, cut square atthe top, of the first crusades. The Gothicshield becomes more variously hollowed andshaped with the development of plate armour,and in the fifteenth century frequently has aspace cut out on the outer edge to allow of thetilting lance of the knight passing through with-out interfering with the guard. In Renascencetimes there was a revival of classical and fancifulforms in shields, but with the use of fire-armsshields declined, until the

small steel buckler forthe short-sword became its last working repre-sentative. The character and the art of heraldic devicesvaries very much according to these changes inmethods of warfare, and was also affected % thestate of the arts generally. We have only to compare the bold and frankheraldry of the thirteenth and fourteenth centurieswith the coach-painter's heraldry of the present 242 â€ž L



??? Sicilian Silk Tissue. Xllth century. South Kensington Museum



??? Chap. VII. to realize the great change in feeling. Compare aSymbolic Plaiitagenet lion with a Victorian one, a mediaevalInfluence, or griffin with a nineteenth century specimen. ... Gothic heraldic designer felt he must be simple and bold for the sake both of distinctnessand ornamental effect. He emphasized certainfeatures of his animals : he insisted very much,for instance, upon the claws of the lion, its maneand tail, its open mouth and tongue; in short,he felt it was his first business to make a boldand striking pattern, and whatever the forms ofhis heraldry, they were controlled by this feeling. Heraldic devices formed a large part of theornamental design of the Middle Ages in allkinds of materials. They were abundantly usedin dress patterns and in hangings and textilesof all kinds. In the beautiful Sicilian silk stuffs,for instance, a leading feature of the repeat oftenconsists of an emblematic or heraldic device ofanimals or birds, which give character and agree-able massiveness to the pattern. Mediaeval brasses afford many beautiful ex-amples of heraldic treatment. Indeed, for orna-mental feeling, expressed by very simple meansand under very limited conditions, those

of thethirteenth, fourteenth, and fifteenth centuriesafford beautiful instances, which may be mostprofitably studied by designers of all kinds.Mr. Creeny's book on the Continental brassesmay be recommended as containing many verybeautiful examples from his own rubbings,notably from Belgium. Two specimens aregiven in Chapter VIII. But the love of symbol and emblem did notexpire with the vigour of heraldic design. In-deed, a certain impetus was given to it by the 244 EmblematicElement inDesign



??? invention of printing, which, diverting it into chap. vii.another channel, seemed to give it fresh hfe in symbolicassociation with literature. The sixteenth cen- influence, ortury was remarkable for its love of allegory andemblem, which was no doubt stimulated by the Designopening up of the stores of classical lore at theRenascence, and by the general stir and activityof thought of a time of transition, when newand old ideas were in conflict or in process offusion. Life was full of variety, contrast, hope,fear, strife, love, art, romance and poetry, learn-ing and the beginnings of scientific discovery.Out of the seethings of such elements, joinedwith the relics of mediaeval naiveti and quaint-ness,came into existence the emblem book, whichoffered compact pictorial epigrams, by means ofthe woodcut and the printing press, to fit everyphase of human life, thought, and vicissitude. Holbein's "Dance of Death" was really abook of emblems, and the subject was afavourite one with the German sixteenth cen-tury designers. Very ancient ideas reappearedin these books, unearthed by scholars from allsorts of sources, from the ancient Egyptiansonwards. Such designs as those of the

pelicanfeeding its young from its own breast, and thestork carrying its parent on its back, constantlyreappear ; and also the bees making their hivein a helmet, with the motto Ex bello pax, whichreminds one of Samson's riddle of sweetnessand strength. The device of the crab, too, with a butterflybetween its claws, and the motto Festina lenteâ€”hasten slowlyâ€”is a favourite. The phoenix,also, borrowed from ancient Egypt, but nowa-days generally associated with life insurance. 245



??? Chap. VII.Of theSymbolicInfluence, orEmblematicElement inDesign Emblems.Alciati.Ex BelloPax. . Designed bySolomonBernard,1522 pestuous sea, to express her fickleness and un-certainty, often appears. The fate of Ambition,in the fable of Phaeton falling from Apollo's car; Fortune the snake in the grassâ€”Latet anguis in herba;labour in vain, a man pouring water into asieve, the sieve held by blindfold Love, alsofigures; the ass loaded with dainties and rich 246



??? food, but stooping to eat the thistle by the way- chap. vii.side, appears as a symbol of Avarice. yEsop's symbolic Influence, or EmblematicElement inDesign Emblems. Alciati. Ambition. Designed by Solomon Bernard, 1522 Avarice fables were utilized, and classical mythology, infact all was fish to the moral net of the emblemdesigner, and the multiplication of such collec- 247



??? Chap. VII. tions in printed books is evidence of the moral-Symboiic philosophizing tendency of the times, and ^n^uei^e, or the love of personifying and imaging ideas. Elaborate designs, such as one of Romeyn deHooghe (1670)â€”following the tablet of Cebes,b.c. 390, or the Latin version of 1507â€”alle-gorizing human life as a whole, from birth todeath, under the device of a labyrinth or maze,with figures wandering about in its walks, underdifferent influences, down to simple devices likethe moth and the candle, are comprehended inthese emblem books; but it is only reducing tosmall compass and to compact, portable, andpopular form the same spirit of quaint inventionwhich covered the walls and ceilings of greathouses and public halls and tapestries with per-sonifications, like the splendid series of the" Triumphs" of Petrarch, Love, Time, Death,and Chastity in our National Museum at SouthKensington, as well as endless embodiments ofthe seasons, the senses, the virtues, and thevices. Emblematic art, however, like heraldry,became overlaid with pedantry, and its artisticinterest died when its form became prescribed,and precedent and rule took the place of

originalinvention. The chief scope for symbol and emblem inour time lies in the province of decorativedesign, which in its highest forms may beregarded as the metre or poetry of art. Thedesigner, like the poet, rejoices in certain limita-tions, which, while they fix and control his formand treatment, leave him extraordinary freedomin dealing suggestively with themes difficult orimpossible to be approached in purely natural-istic form. 248 EmblematicElement inDesign



??? It is true we find emblematic art in very stiff chap. vii.and degraded forms, and applied to quite hum- symbolicdrum purposes. It is largely used in commerce, influence, orfor instance, and one may find classical fable and Eiememln'^symbolism reduced to a trade mark or a poster. DesignStill trade marks, after all, fill the place, in ourmodern commercial war, of the old knightlyheraldryâ€”shorn of its splendour and romance,certainlyâ€”and given trade marks and postersthey might as well be designed, and wouldserve their purpose more effectively if theywere treated more according to the principlesof mediaeval heraldry, since they would gain atonce character, distinctness, and decorative effect. Allegorical art has, too, a modern popularform in the region of political satire and carica-ture, often potent to stir or to concentrate poli-tical feeling. This is almost a distinct province,to which many able and vigorous artists devotetheir lives and show their invention in the effect-ive way in which the political situation is putinto some piece of familiar symbolism which allcan recognize and remember. In the region of poetic design symbolismmust always hold its place. When the

artistdesires to soar a little above the passing momentto suggest the past, to peer into the future ;when he looks at human life as a completewhole, and the life of the race as an unbrokenchain; when he would deal with thoughts ofman's origin and destiny, of the powers andpassions that sway him, of love, of hope andfear, of the mystery of life and nature, thedrama of the seasons, he must use figurativelanguage, and seek the beautiful and permanentimages of emblematic design. 249



??? CHAPTER VIILâ€”OF THE GRAPHICINFLUENCE, OR NATURALISM INDESIGN. I^HE graphic influence!" my readers mayexclaim, " what existence has design apartfrom this, since the depicting power with what-ever pencil, brush, modelling tool, chisel, pen isby its very nature bound up with it ?" That is quite true, yet for all that there isdiscernible a very distinct line of cleavage inart, a distinction of spirit and aim which seemsto have divided or characterized artists andepochs from the very earliest. I have often alluded to the drawings of theprehistoric cave men. These graphic outlinesof animals, although generally incised upon thehandles of weapons, always appear to me toindicate the purely naturalistic aim as distinctfrom the ornamental sense, as if the first objectof the primitive artist had been to get as exacta profile as possible of the animals he knew;just as a modern artist, with superior facilitiesof pencil and paper, might make sketches at theZoological Gardens without any idea of makingthem parts of a decorative design. The maindifference seems to be that in purely graphic ornaturalistic drawing individual characteristics ordifferences are sought for, while in

ornamental 250 Chap. VIII. 'Of theGraphicInfluence, orNaturalismin Design
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??? Chap. VIII. or decorative drawing typical forms or corre-olaphic spondences are sought for. Influence, or In the course of the development of historicS^TeTign"" art in different countries and among differentpeoples, under different social and politicalsystems, we may yet discern a kind of strife forascendency between these two principles, whichstill divide the world of art; and though in the 'r'rmw] ^'>;f::t most perfect art the two are found reconciledand harmonized, as being really two sides of thesame question, the general feeling for art seemsto swing from one side to the other, like thetides in ebb and flow. At one time humanfeeling in art seeks to perpetuate types, symbols,and emblems of the wonder of life and themysteries of the universe, as in the art of ancientEgypt. At another its interest is absorbed inthe representation of individual characteristics 252 PrehistoricGraphicArt^of theCave Men E



??? and varieties, striving to follow nature through Chap. viii.her endless subtleties and transformations, as in Q^ap^icour own day ; when the different aims inspiring influence, orour artists might be set down asâ€” " " (1) The desire to realize, or to represent things as they are. (2) The desire to realize, or to represent things as they appear to be.Under whatever differences of method or ma-terial, I believe it will be found that this realdifference of mental attitude behind them ac-counts for the varieties we see, that is to say, inany genuine and thoughtful work. Every sincere artist naturally desires to realizehis conception to the best of his ability, in themost harmonious and forceful way ; but in thecourse of the development of a work of art ofany kind there are problems to be solved atevery turn. Is it a piece of repeating surface ornamentwe are designing ? We feel we must subordinateparts to the whole, we must see that our leadingstructural lines are harmonious, we cannotemphasize a bit of detail without reference tothe total effect. We may find the design wantssimplifying, and have to strike out even someelement of beauty. Such sacrifices are frequentlynecessary. Our love

of naturalism may induceus to work up our details, our leaves and flowers,to vie with natural appearance in full light andrelief, until we find we are losing the repose andsense of quiet planes essential to pattern work,and getting beyond the capacities of our material,so that we may realize that even skill andgraphic power may be inartistic if wrongly ap-plied or wasted in inappropriate places. 253 Naturalismin Design



??? Chap. VIII. Is it a landscape we desire to transcribe orGra^phic express upon paper or canvas ? Sun and shadowInfluence, or flit across it, changing every moment dark toS Design"" light and light to dark, so that the generalemphasis and expression of the scene constantlyvary, like the expression of a human face, as wewatch it. Which shall we choose ? Whichseems the most expressive, the most beautiful ?Again, shall we content ourselves with a generalsuperficial impression, leaving details vague ? or RvRftj MVMiAKCASiSrswuiJ-M Av^^se^^ , Shall we aim at truth of tone, or truth of localcolour ? Shall we dwell on the lines of the com-position ? Shall we spend all our care upongetting the planes right, or rely for our maininterest upon light and shade and delicate de-finition of detail ? All these different problems belong to graphicrepresentation of nature, to graphic methods ofdrawing and design, and the w^ork of 'differentartists is distinguished usually by the way inwhich they seem to feelâ€”the particular aspect ortruth on which they mostly dwell in their work. 254



??? Even the most abstract symbolic or orna- chap. viii.mental drawing in pure outline must have some Q^g^phicgraphic qualitv, though intentionally limited to influence, orthe expression of few facts. D'Tigr The method by which an ancient Egyptianpainter or hieroglyphic carver blocked out avulture or a hawk, relying either solely on truth of mass or silhouette, or on outline and emphaticmarking of the masses of the plumage, or thesalient characteristics, such as claws and beak,although extremely abstract, was full of naturaltruth and fact as far as it went, and left no doubtas to the birds depicted. Something of the same kind of quality isfound in Japanese drawings of birds, with lessseverity and monumental feeling. The graphic 255



??? or naturalistic feeling is strongest and the in-dividual accidents are dwelt upon. In modern European natural history drawings of birds andanimals, we often lose this bold graphic senseof character in the general aspect, while small 256 Chap. VIII.Of theGraphicInfluence, orNaturalismin Design JapaneseGraphic Art.From " TheHundredBirds ofBari"



??? superficial details of plumage and textures arecarefully attended to. There is often less life though actually more likeness. The generaltendency in the development of the art of apeople seems to have been from the formal, 257 s Chap. VIII.Of theGraphicInfluence, orNaturalismin Design JapaneseGraphic Art,From "TheHundredBirds ofBari"



??? Chap. VIII. monumental, and symbolic type of representationGmphic design in strict relation to architectural Influence, or structure and decoration, towards freer natural-ta^D^sIgn*" ism, individual portraiture, and a looser graphicstyle. We may trace this tendency even in thestrictly monumental and stereotyped art ofancient Egypt, which notably in the portraitsculpture even of the ancient empire is remark-able for extraordinary realism; and in the wallpainting of the later period of the Thebanempire (as in the tomb of Beni Hasan), whichshow considerable freedom and vitality. A most notable example of realism is thefamous " Scribe" in the Louvre, a colouredstatuette, believed to date from the fifth or sixthdynasty, of extraordinary vitality. The eyesconsist of an iris of rock crystal, surmounting ametal pupil, and set in an eyeball of opaquewhite quartz. Greek sculpture, again, shows a gradual de-velopment from the archaic period, in which itresembles early Asiatic art, up to the refinement,freedom, and beauty of design of the Phidianperiod, when the balance between naturalisticfeeling and monumental feeling appears to havebeen perfect. Then later, as the result of adesire for more

obvious naturalism and dramaticexpression, we get quite a different feeling inthe sculptures of the frieze of the great altar atPergamos, which represents the strife of the godsand the Titansâ€”a tremendous subject, workedout with extraordinary power, skill, and learn-ing in alto relievo ; but despite the energy anddramatic movement, after the delicacy and re-poseful beauty of the Parthenon sculptures, we 258



??? Egyptian Scribe. Portrait Statuette. Vth or Vlth Dynasty. Louvre



??? Chap. VIII. feel that these quahties have been gained at aGraphic considerable cost and loss ; but it is interestingInfluence, or as representing the more realistic and dramaticTn^IsiT side of Greek art.^ But the grace and charm of Greek art neverseemed really to die out. All the best Romanart was inspired by it, if not actually carriedout by Greek artists; and, owing to Greekcolonies, Greek traditions had long been natural-ized in Italy, where they found a congenial soil.Fine portrait sculpture was done in the imperialperiodâ€”as the Augustus and the head of JuliusCsesar and many other well-known busts testify.Also the truth and beauty of some of theiranimal sculpture we may see in the fine styleof the frieze of sacrificial animals discoveredin 1872 in the Forum. We seem to see theGreek spirit in the decorative splendour of theByzantine period, and again, in Italian dress,inspiring the painters and sculptors of the earlyRenascence, in the work of Giotto, Ghiberti, andDonatello for instance. With the development ofGothic architecture in the thirteenth century anew and distinct feeling for naturalism arose^which influenced through architecture all the artsof design. In fact, all through the

Gothic perioddesign seems to have had more the character ofa vital organic growth, controlled by a certaintradition and the influence of architectural style,yet within these limits and those of the materialof its expression developing an extraordinaryfreedom both of invention and graphic power,which culminated at the end of the fifteenth cen-tury, or was perhaps absorbed by the classicism ^ The original slabs are in the Berlin Museum, but casts,of some may be seen at South Kensington. 260



??? SculpturedFriezediscoveredin the Forum, 1872



??? AuxerreCathedral.Xlllthcentury



??? of the Renascence. Thirteenth century Gothicsculpture at its best, as we find it in France,has almost the simplicity, grace, and naturalfeeling- of Greek work. This may be seen in the figures from the west front of AuxerreCathedral, and also in the porch of Amiens; andin the portrait effigies of this period and onwardsthrough the three centuries in those of our owncathedrals and churches we find abundant evid- 263 Chap. VIII.Of theGraphicInfluence, orNaturalismin Design AmiensCathedral.XlVthcentury



??? Chap. VIII. ence of graphic power in careful and character-Graphic portraiture, united with beauty of design in Influence, or detail and decorative effect.^^De^^gn" What we should call realism comes out won-derfully in the treatment of the statue of St.Martha at St. Urbain, Troyes, a work of thefifteenth century. Gothic art, too, was a familiar art, intimateand sympathetic with human life in all itsvarieties. In the beautiful illuminated Psalters, Missals,Books of Hours, and chronicles of the MiddleAges, the life of those days is presented inbright and vivid colours. We see the labourersat work in the fields, ploughing, sowing, reaping,threshing, treading the wine-press. We seethe huntsman, the fisherman, and the shepherd;the scribe at his work, the saint at his prayers,the knight at arms. The splendour and pompof jousts and tournaments, with all their brightcolour and quaint heraldry; we see the kingin his ermine, and the beggar in his rags, themonk in his cell, the gallant with his luteâ€”delicate miniatures often set in burnished gold,and adorned with open fret-work or borders offlowers and leaves. These borders in course of time from a purelyfanciful ornamental character become real

leaves,flowers or fruit, as in the Grimani Breviary, attri-buted to Memling, the famous Flemish painter,where the borders are in some pages naturalisticpaintings of leaves and berries, birds and butter-flies, on gold grounds with cast shadows. Herewe get the naturalistic feeling dominating againand the pictorial skill of the miniaturist triumph-ing, but the effect is still rich and ornamental. 264



???



??? When the printing press in the middle of thefifteenth century began to rival the scribe withhis manuscript, it offered in the woodcut a new Chap. VIII.Of theGraphicInfluence, orNaturalismin Design Memling."Deliver,ance ofSt. Peter."GrimaniBreviary



??? Chap. VIII,Of theGraphicInfluence, orNaturalismin Design Memling." Davidplacing theArk in theTabernacle."GrimaniBreviary be liked for its own sake : not only was it foundto afford a considerable range of decorativeeffect by different treatment of line and solidblack, but the graphic designer found in the rich 267



??? Chap. VIII. vigorous woodcut line a suggestive and em-Graphic phatic means of expression. The best artistsInfluence, or of the time gave themselves to the work, andi^^Desfgn"^ notably in Germany, the home of the inventionof printing itself. Cologne, Mainz, Augsburg,Ulm, Nuremberg were all famous centres ofactivity in the printer's art, as well as Veniceand Florence, Basle and Paris. Up to the end of the fifteenth century theGothic and ornamental feeling is still dominantin the treatment of the design of woodcuts inbooks, and most instructive and suggestive theyare in simplicity of method and line, and direct-ness of expression. Characteristic German work of Gothic feelingand considerable graphic force is seen in thewoodcuts of the Nuremberg Chronicle (1493)designed by Michael Wolgemuth, the master ofAlbert Durer. In these vigorous cuts we mayplainly see the tradition of that Gothic feelingand style of graphic design afterwards developedin the work of the great German designer. The splendid woodcuts of Diirer's "Apoca-lypse," and of the " Little Passion," and thedesign called " The Cannon" (1518), give us fur-ther insight into his method of

drawing and hisgraphic power; and one can hardly go to strongeror better examples for the study of expressionby means of bold line work, a command of whichis most valuable to designers in all materials,though, of course, especially so to those whodesire to make black and white drawing theirprincipal pursuit. For Diirer's finer line treat-ment on copper there is no better example thanthe portrait of Erasmus. The style of drawing shown in these wood-268



??? cuts was no doubt to a great extent determinedby the nature of the method of cutting the block. The drawing on the smooth plankâ€”not on thecross section of the tree, as in modern wood-engravingâ€”was actually cut with a knife, not a 269 Chap. VIII.Of theGraphicInfluence, orNaturalismin Design AlbertDiirer." Apoca-lypse "



??? Chap. VIII. graver. Each line had to be excavated, as it and print the impression of its surface sharplyupon the paper in the press. These conditionswould necessarily lead to a certain economy ofline both as to quantity and direction, and wouldfavour the use of bold outline and lines expres- 270 AlbertDiirer.Erasmus,1526



???



??? Chap. VIII. sive of relief surfaces or shadow arranged in aGraphic comparatively simple way, and often running Influence, orNaturalismin Design AlbertDiirer."LittlePassion."The Takingdown fromthe Cross into solid black, as in small folds of drapery anddetails. The drawing was probably done witha reed or quill pen, which latter still remains 272



??? perhaps the best tool for emphatic, graphic chap. viii.drawing on the scale of book designs, since it Qra^^^icoffers the maximum possibility of effect with influence, orthe minimum of simplicity and economy of i^^D^Tign"^means. Its only rival (though it may also beregarded as a useful auxiliary to the pen) is thenarrow flexible brush point, and this has theadvantage of spreading more easily into solidblacks, though more likely to lead one intolooseness of style owing to its very facility. Fine and firm graphic draughtsmanship andrich design, with a fine sense of the decorativevalue of armorial bearings and processionalgrouping, may be seen in the famous series ofwoodcuts called " The Triumphs of Maximilian,"in which Albert Diirer and Hans Burgmairco-operated. That is to say each did a largeproportion of the designs. It was a very vastwork for wood-engraving. The scheme was intwo parts, one consisting of a design of atriumphal arch, in general idea in emulation ofthe old Roman imperial triumphal arches. Thispart of the work consisted of ninety-two blockswhich, when put together, form one woodcutio|- feet high by 9 feet wide. This part was alldesigned and

drawn upon the blocks by AlbertDiirer, and engraved by Hieronymus Andrese. The second part consisted of the triumphalprocession and the triumphal car of Maximilianand his Queens, designed by Diirer, as well asother allegorical and heraldic cars and warlikemachines, and cars with officers of the court,groups of knights in armour, men-at-arms of allkinds, country people, and even groups ofAfrican savages. Sixty-six of the designs ofthe procession are due to Hans Burgmair. 273 T



??? Chap. VIII. It is noteworthy that the general scheme forGraphic ^^^^ triumph was first painted on large sheets ofInfluence, or parchment, which still exist in the ImperialS^DeTign"^ Library at Vienna ; and the woodcuts followedthis more or less in design, Durer's drawingsbeing a freer rendering, while Burgmair's are supposed to keep more closely to the paintedscheme of the miniaturists, though it is quitepossible they may both have furnished sketches,for the miniaturists' version also. This greatundertaking, however, was never finished, andits progress came to an end with the deathof the emperor in January, 1519. The work 274



??? was supposed to have been commenced in chap.viii. ^ 5 ^ Graphic For more purely ornamental effect in black influence, orand white the rich, bold, yet sensitive outline JJ^ceTign'"of the Venetian and Florentine woodcuts shouldbe studied, and their use of solid black. The amount of graphic expression and evenof statement of natural fact which can be putinto pure outline alone is, of course, enormous. The value of the graphic illustrative capacityof the woodcut was soon discovered and utilizedby the writers of natural histories and compilersof Herbals of the early days of printingonwards. There is a beautiful Herbal written by Dr.Fuschius (whose name we seem to have per-petuated in the Fuschia). It was printed atBasle in 1542, and the drawings are fine ex-amples of what outline can do, and remarkablefor a combination of beautiful style united withnatural truth and decorative feeling. One ofthe horned poppy is here given. The book isalso interesting in the portraits of the draughts-men and wood-engraver, or formschneider, givenat the end. The woodcuts of the plants given in theHerbal of Matthiolus, where more lines ofsurface and shadow are introduced,

are vigor-ous and good, full of style and character, andexpressive of the salient facts of growth. Thesame may be said of those in our own Gerard'sHerbal, though the impressions are not gener-ally so bright or good; but then it was pro-duced during the decline of the printer's art, inthe later years of the sixteenth century. Though used for purely illustrative purposes, 275



??? Chap. VIII. much as the cuts put into modern dictionariesGmphic make certain facts clear to the mind, these Influence, or woodcuts have always, over and above fidelityto the main facts of growth and character, asense of design. They are not merely drawingsof plants, but they are well put together as panelsor spaces of design, and effectively though un-obtrusively ornament the page. For expressive and sensitive line and touchin the rendering of flowers, the Japanese artistsare remarkable, and their books, printed fromwood-blocks cut on the plank in the old Euro-pean way, are full of spirit and suggestiveness.Drawn on the wood with a pointed brush, whichis occasionally spread to yield solid black, orturned sideways, or dragged, to vary the qualityof the line, they show that extreme ease andfacility in the expression of form by simplemeans which only long practice, direct work, andintimate knowledge and close observation ofnature could produce. The added flat anddelicate tints of colour enhance the effect andgive them a decorative beauty entirely theirown, though planned in the spaces they occupyin a totally different spirit from the old Herbalwoodcuts we have

been considering. Theybelong in the main rather to the second pointof view or artistic impulse in art, which Icharacterized at the beginning as the desireto represent without prepossession the appear-ances of things; which delights in accidents, inunexpectedness, and sometimes, it must be con-fessed, in downright ugliness and awkwardness,it seems to meâ€”M^hat in short is sometimescalled " impressionism," which has been largelyinfluenced by Japanese art. 276



??? HornedPoppy,fr FromFuchsius'"De His-toria Stirpium,' 1542



??? Mediaeval brasses are often very fine in thequality and use of outline, and show a wonderful amount of exact characterization in portraiture,as well as beauty of ornamental effect in the useof plain surfaces relieved upon rich pattern work, 278 Chap. VIII.Of theGraphicInfluence, orNaturalismin Design Japanese Plant Drawing, Woodcut Printed in Colour



??? Japanese Plant Drawing. Woodcut from a Botanical Work



??? Chap. VIII. and good disposition of draperies. Those ofGraphic ^^^ fourteenth and fifteenth centuries, moreInfluence, or especially the Belgian examples, are very usefulStudy for these things, as well as for the finetaste, the simplicity, and the broad artisticfeeling shown under the strict limitation of thematerial, while they are remarkable for extra-ordinary delineation of character by very simplemeansâ€”the lines and sunk parts being incised inthe smooth brass plate and filled in with blackencaustic substance, while the colours of theheraldry are frequently enamelled. Note thebeautiful lines of the drapery in the examplegiven from Bruges, and the fine relief of thefigures upon the rich diapered ground. InEngland the figures and borders were cut outin the brass and inserted in the stone slab,which formed the background ; but the Flemishbrasses show a different treatment, the figuresbeing relieved upon a rich diapered ground,also incised upon the brass, which takes theform of a complete panel or plate covering thestone slab. One may trace in the later brasses the effortsof the designer to gain more relief and graphicemphasis in his figures by introducing lines ofshading

and cross lines and greater complexitygenerally, as well as a tendency to escape thelimits of the panel, no doubt under the influenceof the rising power of pictorial art, which fromthe Renascence onwards seems to have domi-nated by its influence all the other arts. But inthe case of brasses the beauty of design, thecharm and simplicity of the earlier treatment, aswell as the rich decorative effect, disappear withthe attempt to render complexities of effect and 280



??? Brass ofJoris deMunterand Wife.Bruges, 1439



??? qualities of drawing for which the material andpurpose were unsuited. The same change of feeling left its mark uponthe sculptor's work in sepulchral monuments andeffigies, which, in the Gothic period up to the endof the fifteenth century, are frequently refinedand beautiful pieces of delicate portraiture,wrought with extreme care and elaboration, witha strong yet restrained sense of the ornamentalvalue of the detail; but which, under the pic-torial influence and the search for more obviousand superficial naturalism, became more or lessforced in effect and vulgarized in sentiment aswell as execution, and finally lost in classicalartificiality and theatric pomp. In simple draughtsmanship and purely graphicdesign, too, it is noticeable that, with the intro-duction of the copper-plate and the attempt toget in book illustrations something like pictorialvalues and chiaroscuro, how, by degrees, vigourof design and feeling for good line work was lost. The revival of the woodcut even underBewick did little to help line designâ€”its formerclose companion. Bewick and his school de-veloped the woodcut from the pictorial pointof view, and with the object of demonstratingthe capacity of the

wood for rendering certainfine textures and tones as against steel andcopper. Their great principle was the use ofwhite line, not unheard of even in the earlyprinting days, as a frontispiece to a Germanbook (" Pomerium de Tempore," Augsburg,1502) of the early sixteenth century testifies. Bewick's birds, which are remarkable for thedelicate, truthful way in which the plumage isrendered, are as much the work of a naturalist 282 Chap. VIII.Of theGraphicInfluence, orNaturalismin Design



??? King EricMenvedand QueenIngeborg ofDenmark.Ringstead, 1319 FromCreeny's"Monu-â– lar'^ mental Brasses "



??? chap.vm. as of an artist, and they show but little designGraphic feeling apart from this. Influence, or Although William Blake and Edmund Cal-inVeTign"^ vert made notable use of the woodcut, it wasnot really until about the middle of the centurythat any serious attempt was made in thedirection of the revival of line and pen drawingfor the sake of its expressive vigour, ornamentalpossibilities, and autographic value. Probablyit really began with German artists like Schnorr(who did a series of Bible pictures more or lessafter the manner of Holbein), Alfred Rethel, andMoritz Schwind. Rethel's two large woodcuts,'' Death the Friend " and " Death the Enemy,"are tolerably well known and show strongdraughtsmanship and tragic force, recalling intheir intensity and vigour the work of Durerand the old German masters. In England the revival of line design aroseout of the Pre-Raphaelite movement (a move-ment certainly influenced by the study of earlyItalian as well as German and Flemish art),and was illustrated by the work of some of theleaders of that movement themselves. The drawings (engraved on wood by thebrothers Dalziel) by D. G. Rossetti, HolmanHunt, and Millais,

which illustrate the editionof Tennyson's poems published in 1857, showperhaps the first definite experiments in thisdirection. The pages of the journal " Once a Week,"started in 1859, were the means of the introduc-tion of new and powerful designers in line, suchas Frederick Sandys, Charles Keene, E. J.Poynter, and Frederick Walker. The first three showed unmistakable evidence284



??? Charles Keene. Reduced from a half-page design in "Punch"



??? Chap. VIII. of a Study of the manner of German RenascenceGraphic woodcuts, but it was allied to the matter ofInfluence, or modem thought and naturalism. With a freerta^jTsfgn"" graphic naturalism of a different order, Walkerunited a certain grace and sentiment derivedfrom classic sculpture, curiously mixed with aDutch-like domestic feehng. In his black andwhite drawing he shows, too, I think, to somedegree the influences of the photograph, whichsince those days has had so obvious an effectupon art and artists. " Once a Week," which introduced these withother artists to the public, was started by theproprietors of " Punch," which had long main-tained and still maintains an effective andlegitimate field for graphic drawing in linerendered by the facsimile wood-block. Thework of John Leech and Richard Doyle iswell known, the former, with a light and some-what loose touch registering the fashions andfoibles of English life from week to week, withextraordinary spirit, humour, and character, oftenconveyed by very slight means. John Tenniel, with his more serious and heavierstyle, still continues to give his familiar allegoriesof the political situation ; this style again has,

Ithink, been influenced by German work. Then Charles Keene brought in a kind ofimpressionistic naturalism, expressed by a methodof his own, having a look of great freshness anddirectness, like crisp sketches from nature. Du Maurier developed a different style, lessvigorous but more graceful in drawing, andwith certain leanings at one time to the romanticPre-Raphaelitism he used his pencil occasionallyto caricature. 286



??? graphic, with considerable feeling for style, butshowing, I think, the influence of the photographin the rendering of light and shade. In quality of line there is a certain kinshipwith the work of Mr. Phil May, the latest ad- 287 wm LinleySambourne.Reducedfrom afull-pagedesign inÂ? Punch"



??? Chap. VIII. dition to the staff, though his treatment is veryoL'^hic different. He represents, indeed, rather theInfluence, or modem impressionist feeling in line drawingin^Desfgnâ„? influenced by the Japanese; his outlines areoften extraordinarily graphic, and convey a greatamount of character with very slight variation,and very little detail; but there is rather anoticeable tendency towards awkward composi-tion and ugly or repulsive types. As a work giving some of the more seriousand carefully studied designs in line and blackand white of modern artists, engraved on wood,might be mentioned the Bible projected bythe brothers Dalziel, a portion only of whichwas completed, consisting of a series of finedrawings by Holman Hunt, Madox Brown,E. J. Poynter, Frederic Leighton, and others.They are more perhaps in the nature of isolatedpictures than book illustrations, but they arefull of good and careful work. The earlier etchings of Mr. Whistler are fullof delicate drawing of the picturesque detail ofold waterside houses, as in the famous " Wap-ping," which even survived translation into aprocess block in the " Daily Chronicle." We have now a vast public apparently in-terested in,

and accustomed to, graphic repre-sentation in black and white, through thecontinual multiplication of cheap illustratednewspapers, magazines, and books, and the con-tinual invention and adaptation to the press ofcheap photographic and automatic means ofreproduction, which have almost entirely dis-placed the woodcut as a popular medium forthe interpretation of graphic art. In these cheap forms of oictorial art the288
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??? photograph continues to gain ascendency notonly as a medium for reproduction, but as asubstitute for original artistic invention anddesign. Now while in the former province it isof enormous practical value, in the latter, I think,it bids fair to be extremely seductive and in-jurious to the growth of healthy artistic tasteand capacity. Modern painting and draughtsmanship havefor a long time shown the influence of the photo-graph (which for certain illusory qualities oflighting and relief cannot be approached), andso, no doubt, artists themselves have preparedthe way for its popularity, and perhaps evenusurpation of the dominion of popular art. Chap. VIII.Of theGraphicInfluence, orNaturalismin Design So far, however, as photographic effect is pre-ferred, and the mechanical tone-block is preferredto the pen-drawing and woodcut, it means the lossof character, of the personal element, of distinctiveartistic style. It means, in short, the substitutionof scientific invention and mechanical methodfor artistic imagination, observation, and varietyâ€”surely this would be a most unfortunate ex-change. 290



??? CHAPTER IX.â€”OF THE INDIVIDUALINFLUENCE IN DESIGN. WE commonly speak of ancient art, but of chap. ix.modern artists. Straws indicate which ^^d'^^ijjuaiway the wind blows, and superficial habits may in- influence indicate changes of thought and feeling which lie fardeeper. Interest has now become centred in thedevelopment of individual varieties rather thantypical forms, whereas, as we have seen, it is thelatter character that distinguishes the art of theancients. In the great monumental works of theAsiatic nations of antiquity names of individualartists are lost, and in the art of Egypt andAssyria and Persia they are of little consequence,since certain prevailing types and methods wereadhered to; and most of their work, as in theirmural sc ulptures, while distinct in racial character,might almost have been executed by the samehandâ€”Egyptian, Assyrian, or Persian, as thecase may be. Tennyson's lines regardingnature might be here applied to art: " So careful of the type she seems,So careless of the single life." With the intellectual activity of Greece andthe development of her power as a state, thearchaic and purely typical period in her

arts,while possessing wonderful harmony and unity,led to individual development of artists, and, 291



??? assisted no doubt by the increase of writingand record, famous names are handed down:such as Ictinus, the architect of the Parthenon,and Phidias, its sculptor, whose name charac-terizes the finest period of Greek art. The ancient myth of Daedalus seems to showthat art was always a power among the ancientGreeks, and Daedalus, who seems to occupy ananalogous position in southern mythology tothat of Wayland Smith in the nortifi, may haverepresented, or his name and fame covered, wholegenerations of artists and cunning craftsmen ;following the tendency, still noticeable, by whichgreat reputations absorb smaller ones, and inthe course of time have attributed to them worksnot really belonging to them at all. The namebecomes a convenient symbol for a whole period,school, or group of workmen. One can understand in primitive times howimportant the artist-craftsmen must have been.The fashioner of weapons, the one learned inthe mysteries of smelting metal, of workingiron, bronze, brass and copper, gold and silver,and having the power of making things of beautyout of these, which became the revered orcoveted treasures of temples

and kings' houses. The old stories of the early Greek paintersApelles and Protogenes show, too, at once thetendency towards myth-making, and the old loveof talk about art, as well as the old and dearly-clung to popular theory that the beauty of paint-ing is measured by its illusive power; so thatthe realistic grapes of Apelles, which only de-ceived the birds, were supposed to be outdoneby the naturalistic curtain of Protogenes, whichtook in the critics. This tradition seems still to 292 Chap. IX.Of theIndividualInfluence inDesign



??? linger in the minds of our scene-painters when chap. ix.they present us with those wonderful (and some- ^^d^i^uaitimes fearful) drop curtains of satin, festooned influence inwith tassels and cords of undreamed of sumptu-ousness and mysterious mechanism. The names and works of Praxiteles and ofMyron are well known to students of antiquesculpture, and these are but stars of greatermagnitude among a host of others less dis-tinguished, or less centralized in universal fame.Yet we only know the Venus of Melos from theisland where she was discovered. We know that the Greek vase painters fre-quently signed their designs, and this has con-siderably helped the historic criticism and classi-fication of that interesting and beautiful provinceof Greek design, such as has been so ably donein the works of Miss Jane E. Harrison. In the Byzantine and early mediaeval periodwe again see a great development of typicalsymbolical and profoundly impressive art inarchitecture and decoration, but again namesand individual artists are largely lost. We donot know, for instance, who were the designersof the splendid mosaics at Ravenna. " With the dawn of painting in Italy,

however,in the thirteenth century arose a personal andindividualized type of art in which names be-came of immense interest. This was no doubtfostered by the rivalry of the cities, each in-dependent, under its own government; eachmunicipality proud and anxious to vie in thesplendour and beauty of art with its neighbouringmunicipality. This led to a wholesome emulationamong artists and very fine results, since therewere abundant opportunities in the great public 293 i



??? monuments, council chambers, and churches forthe highest exercise of the architect, the painter,and craftsman's art. The ancient system of the master craftsmanworking with his pupils in his shop or studioprevailed. A man might learn the craft ofpainting from the beginning, the grinding ofcolours, the laying of grounds, the mixing oftints, drawing out cartoons, enlarging designsfor wall-painting, the painting of ornamentalframework, and decorative detail, and gessowork enrichment, and gilding, miniature paint-ing and the decoration of books, altar-pieces,signs and shrines ; perhaps embroidery andtextile patterns, banners, the furniture of showsand pageantsâ€”all these might be carried on,perhaps under one master. The term painterwas not then specialized to mean either house-painter or easel-picture painter. An apprenticemight thoroughly and practically learn his tradein the ordinary sense of the word, but it woulddepend upon his personal capacity and qualitywhether he would become a master, whether hisname would be inscribed on the scroll of fameto be a landmark for future historians of art. The romantic tales and episodes in the lives ofpainters

which have come down to us are alwaysinteresting, and in Italy, being the centre of artisticlife from the fourteenth to the end of the sixteenthcenturies, Ave find abundant lore of this sort. That picturesque legend of Cimabue of Flor-ence, first told by Lorenzo Ghiberti (who wasborn in 1378), for instance, finding the youthfulGiotto as a shepherd boy, while riding in thevalley of Vespignano, about fourteen miles fromFlorence, sketching the image of one of his flock 294 Chap. IX.Of theIndividualInfluence inDesign Cimabue,I240-I302



??? upon a smooth fragment of slate with a pointed Chap. ix. the first to show a new departure in the directionof greater freedom and naturalness of treatment,the first whose work shows much individuality, 295 SimoneMemmi.Fresco con-tainingPortraits ofCimabue,Giotto, andContem-poraries.Florence.Cloistersof S. M.Novella



??? Chap. IX. and emerges from the somewhat set and pre-KfdWiduai scribed traditions of the Byzantine school whichInfluence in characterizes the earhest ItaHan painting of theDesign Christian period really influenced by the Greekchurch mosaic design, which may be consideredalmost as the swathing clothes of medieevalpainting in Italy. His altar-piece for the church of Sta. MariaNovella was carried in procession throughFlorence to the churchâ€”a subject which hasfurnished a theme for Lord Leighton's well-known and fine decorative early work, tooseldom seen. His (Cimabue's) portrait, in the white em-broidered costume with a hood, appears in agroup with Giotto and other famous contempo-raries, including- Petrarch and Laura, in a frescoby Simone Memmi, a contemporary painter, onthe wall of the chapel of the Cappella degliSpagnoli at Sta. Maria Novella. But Giotto marks the real point of departure.Coming straight from outdoor life, from thesimple country pursuits of a shepherd boy, it wassignificant that he should be the first to introducea new spirit into art. Natural simplicity anddirectness, power of dramatic narrative painting,dignity and simplicity

of style, and decorativebeautyâ€”these were some of the qualities withwhich Giotto enriched the field of early Italian art. He became the friend of Dante, who payshim a tribute in the well-known lines in hispoem " II Purgatorio," - Cimabue thought 'J'o lord it over painting's field; and nowThe cry is Giotto, and his name's eclips'd." Gary's Danie. 296 Giotto,1276-1336



??? And Giotto has left us an interesting portrait of Chap. ix.the poet, on the wall of the Podesta, or council fn^^^iduai Influence inDesign Giotto.Portraitof Dante.Florence,PretorianPalace



??? m Chap. IX. in books as well as art. The fame of Giotto as Giotto. Fresco. Arena Chapel, Padua There is a well-known story, which throwslight upon his skill and certainty of hand, thatonce, when an emissary from Pope BonifaceVIII. came to him for a specimen of his handi-work to show to his master, Giotto took a piece 298



??? From aPhotographby C. Naya getting a prettier picture, but it proved convinc-ing, and the legend passed into a proverb whichruns : Rounder than the O of Giottoâ€”" Piutondo che 1' O di Giotto." 299



??? Chap. IX. The frescoes of the Arena Chapel at Padua,fndMduai representing the history of Christ and the Virgin Influence inDesign Giotto." Chastity."Assisi in fifty square compartments, remain amongGiotto's most famous works. The frescoes ofthe vaulted roof of the lower church at Assisiare also very fine. 300



??? " Here," says Mrs. Jameson, in "Early Italian chap. ix.Painters," "over the tomb of S. Francis, the ^ndh^-^uai Influence inDesign Giotto. " Obedi-ence."Assisi it From aPliotographby Alinari painter represented the three vows of the orderâ€” Poverty, Chastity, and Obedience: and inthe fourth compartment, the saint enthronedand orlorified amidst the host of Heaven. o 20l



??? Chap. IX. " The invention of the allegories under whichfnd^iduai Giotto has represented the vows of the saintâ€”Influence in his marriage with Povertyâ€”Chastity seated inDesign rocky fortressâ€”and Obedience with the curb and yoke â€” is ascribed by tradition toDante." He was architect and sculptor as well aspainter, and the design of the beautiful Cam-panile of the Duomo at Florence is due to him. Cimabue and Giotto's contemporary, thesculptor Niccolo Pisano was another dis-tinguished artist of the early Italian revival.He is said to have been inspired by the studyof antique sculpture. A certain sarcophagus(Phaedra and Hippolytus) by its life and move-ment is supposed to have suggested the charac-ter which he sought in his work. The dramaticvitality which he infused into his figures wascertainly extraordinary, as his famous pulpit atPisa demonstrates. There was some danger oflosing monumental dignity and repose, but itmeant a return to nature and life after a longperiod of restraint and convention which hadbecome dead. The revival, therefore, was both salutary andnecessary, though it is not unnatural that paintersshould have profited most by its

effects, andthat painting should have become the leadingand popular art, because most immediate andfamiliar in its appeal and the width of its sym-pathy and range. For vivid dramatic intensity of conceptionand earnestness of purpose the work of Orcagnastands out among the early painters of Florence.Andrea Orcagna was the son of a goldsmith ofFlorence. The goldsmiths of the fourteenth 302 Andrea Orcagna, 1310



??? and fifteenth centuries were in general excellent chap. ix. designers, and not unfrequently became painters, as in the instances of Francia, Ghirlandajo, influence in Design His Verocchio, Andrea del Sarto, It was in hisfather's workshop that Andrea Orcagna firstlearned his art. He was born before 1310, and he painted at the Campo Santo in i, 303



??? famous work was the fresco still to be seen onthe wall of the Campo Santo at Pisa â€” "TheTriumph of Death." It presents us with certain contrasts of life and death, of pleasure and pain,of pomp and pride and poverty, the severe lifeof the holy man, the gay life of the pleasureseeker. There is a striking group of huntsmen 304 Chap. IX.Of theIndividualInfluence inDesign Orcagna. "Triumph of Death." Fresco. Campo Santo, Pisa



??? reining in their horses at the sight of certain chap. ix.grim coffins containing great and pompous fn^^yiduaipersonages in various stages of decay. Gro- influence in tesque fiends, too, are seen hustling wicked onesinto a fiery pit. Thus does the early painterenforce the old moral. Thus does he paint thesharp contrasts of life and death, the short life 305 x



??? and the merry one ; the careless worldHng andthe rich and powerful finally levelled by death ;while the higher spiritual life and the virtues ofself-denial and sacrifice are suggested by thepious and primitive life of the monks. Such subjects were favourites all through theMiddle Ages, and it may be remembered thatPetrarch about this time wrote his " Triumphs,"one of which is named " The Triumph of Death." A gentler spirit is seen in the art of BenozzoGozzoli (born circa 1424), a pupil of FraAngelico, full of a love for nature, of trees andflowers and animals, and of decorative beauty, adelight in beautiful walled cities, in ornate dresses,in fair fresh faces of youths and maidens. It isthe joy of life without the shadow of death, asof the visions of a serene spirit that joins thehands of the old pagan life and the new Chris-tian ideals and reconciles them in a world ofbeauty. In the frescoes of the Riccardi Chapel atFlorence, Benozzo pictures, with loving faithful-ness, the Medici princes riding out to the huntin splendid equipment, in a high upland andwooded country such as one may find aroundFlorence. The subject was " The Adoration ofthe Magi," represented upon the

side walls."The Nativity" being painted over the altar.The procession of the kings with gifts is seenwinding over the hills of the rich and variedlandscape, interspersed with groups like theprinces, in which Lorenzo the Magnificent ap-pears, and portraits of the painter, his friends,and contemporaries. The fresh youthful faces are full of the zest andpleasure of life. The horses curvet and prance â– ;o6 Chap. IX.Of theIndividualInfluence inDesign



??? BenozzoGozzoli."Journey ofthe Magi.Fresco.RiccardiChapel,Florence He gives us those charming groups of kneel-ing angels also in the same chapel. Or he tellsthe story of the building of the tower of Babel,or of Noah, at Pisa, or of St. Augustine, at San 307



??? Gimignano, with the same serenity and delight insubsidiary incident and ornament. Another very distinct individuaHty in painting,reflecting the spirit of his time halfway betweenmediseval feeling and the revived paganism andhumanism of the classical Renascence, was 308 Chap. IX.Of theIndividualInfluence inDesign Benozzo Gozzoli. Riccardi Chapel, Florence From aPhotographby G, Brogi SandroBotticelli(AlessandroFilipepi),Circa 1471



??? Botticelli. He was a pupil of the painter-monkFra Filipo Lippi, and worked at Florence aboutthe middle of the fifteenth century. He was one of the painters summoned to Rome in 1471by Pope Sixtus IV. to paint the walls of theSistine Chapel. He is spoken of as "our friendBotticelli" in Leonardo da Vinci's treatise 309 Chap. IX.Of theIndividualInfluence inDesign Benozzo Gozzoli. Riccardi Chapel, Florence on



??? painting ; but until comparatively recently, ascompared with more often sounded names in the Chap. IX.Of theIndividualInfluence inDesign Sandro Botticelli. Detail from "The Adoration of the Magi." Florence, Uffizi Gallery ,io



??? Botticelli." La PrimaVera." An Allegory],of Spring.FlorenceAcademy



??? and twenty years ago, hung in an obscure posi-tion ; but of late, and probably largely due toEnglish taste and criticism, it is now broughtprominently forward and is constantly copied.The lady who is supposed to witness themasque stands in the centre in a grove oforange trees, the ground covered with flowers,among which is seen the flem^-de-luceoi Florence;Zephyrus is clasping the earth, and from hermouth fall flowers ; next to her Flora, or Spring,with a beautiful robe embroidered with flowers,bears roses in her lap and scatters them. Thenthere is a group of the " Three Graces " dancing,while Hermes, as the herald of Spring, leacisthe procession. The picture is supposed to haveformed one of a set of four. The second panelcalled "Summer," and showing Venus rising inher shell from the sea, with a draped figureabout to throw a robe over her as she reachesthe grassy shore, is in the Uffizi Gallery. Thereis also a remarkable allegory, " Calumny," in thesame gallery, while our own National Gallerycontains a characteristic Madonna and Childwith angels. Botticelli's Madonnas are alwaysdistinguished by a peculiar expression of wistfulpathos and a feeling unlike

those of any otherpainter. There is also a charming small Nativitywith a ring of angels, besides the very splendidvision of heaven. Botticelli also made illustra-tions to Dante. A severer and more distinctly classicallyinspired genius, yet with a certain northernhardness, we find in Mantegna, who w^as bornnear Padua, in 1431. He came, it is said, ofvery poor and obscure parents, and, like hisgreat predecessor Giotto, Mantegna was em- ^12 Chap. IX.Of theIndividualInfluence inDesign Andrea Mantegna, 1431-1506



??? ployed in keeping sheep. Little is known of his chap. ix.early life, but he is found later as one of the fn^^iduaipupils of Francesco Squarcione, a painter of influence inPadua, but more famous for his teaching, his school being at that time the most renowned inall Italy, his pupils numbering one hundred andthirty-seven. He was a great student of theantique, and travelled over Italy and Greece insearch of remains of ancient art, obtaining casts 313



??? Chap. IX. or copies of such sculptures he could not purchasePnd^viduai reniove, so that Mantegna had no doubtInfluence in exceptional facilities for the study of classicalDesign sculpture, whicli had so marked an influenceupon his design. He seems, too, to have been an indefatigableworker, and drew with great diligence from thestatues, busts, bas-reliefs, and architectural orna-ments he found in the school of Squarcione." At the age of seventeen Andrea painted hisfirst great picture for the church of Santa Sofiain Padua (novv lost), and at the age of nineteenassisted in painting the chapel of St. Christopherin the Eremitaniâ€”representing on the vault thefour evangelists." He is said to have given tothese sacred personages the air and attitude ofGreek or Roman philosophers, the type in factconfirmed by Raphael and afterwards generallyadopted by Renascence artists, A curious change or blending of other elementsand a different feeling in Mantegna's work,softening the somewhat cold and rigid classicism,seems to have been brought about by his asso-ciation with the Venetian painter Jacopo Bellini,the father of the two greater Bellinis (Giovanniand Gentile),

whose daughter Nicolosia hemarried about this time (1450). This marriagewith the daughter of Squarcione's rival, asBellini was considered, and Mantegna's friend-ship with him, seems to have offended Squar-cione and caused an estrangement, and even theactive enmity of his first master, and eventuallyled to his quitting Padua. He painted somefrescoes at Verona, and was invited to Mantuaby Ludovico Gonzaga, and finally he enteredthe service of that prince. He was invited to 3H



??? Rome by Pope Innocent VIII. to paint a chapel chap. ix.in the Belvedere of the Vatican, which was f/d^fduaiactually destroyed in the last century by Pius influence inVI, to make room for his new museum. Thiswas after the ruthless way of the popes, prodigalof painted walls, as when the beautiful earlyRenascence frescoes of Melozzo da Forli wereremoved to make room for Raphael's and GiulioRomano's frescoes in the Stanzi. There is a story of the discretion of Mantegna,which, with a natural courtesy, seems to havedistinguished him personally. While workingfor Pope Innocent VI11. it happened that thepayments for the work were not made withdesirable regularity; the pope, visiting the artistat his work one day, asked him the meaningof a certain female figure which he had intro-duced. Andrea replied that he was trying torepresent Disa^etion. The pope, understandinghim at once, replied : " If you would place Dis-cretion in fitting company, you should placePatience at her side." Andrea took the hint andsaid no more. It is satisfactory to know that inthe end the pope not only paid up, but was"munificent" besides. Finally, Mantegna returned to Mantua, wherehe built

himself a magnificent house painted in-side and out by his own hand, and in which helived in great esteem and honour until his deathin 1506. He was buried in the church of hispatron St. Andrew, where his monument inbronze and several of his pictures are still to beseen. The famous frieze of " The Triumph of JuliusCaesar"â€”which is now in Hampton Court Palace,having been bought by King Charles I. from 315



??? Chap. IX. the Duke of Mantuaâ€”was first designed by^divMuai Mantegna for the hall of the palace of SanInfluence in Sebastiano at Mantua, and commenced in 1488,Design before he went to Rome, he finishing it after hisreturn in 1492. There are nine panels or com-partments in this frieze: " They are painted indistemper on twilled linen, which has beenstretched on frames, and originally placed againstthe wall with arabesque pilasters dividing thecompartments." Mr. Alfred Marks issued a set of photographssome years ago, but they are not very clear.There is a good set of Italian woodcuts inchiaroscuro of the designs, by Andrea Andreani,done while the frieze was in the palace at Mantua,which have been engraved in various ways atdifferent times with very various results. The whole design is extremely rich andsumptuous, and full of the extraordinary design-ing power and command of inventive detail socharacteristic of Mantegna. " In the first compartment we have the open-ing of the procession: trumpets, incense burn-ing, standards borne aloft by the victorioussoldiers. "In the second, the statues of the gods carriedoff from the temples of the enemy ;

batteringrams, implements of war, heaps of glitteringarmour carried on men's shoulders, or bornealoft in chariots. "In the third compartment, more splendidtrophies of a similar kind ; huge vases filledwith gold coin, tripods, etc. "In the fourth, more such trophies, with theoxen crowned with garlands for the sacrifice. " In the fifth are four elephants adorned with316 i



??? rich garlands of fruits and flowers, bearing on chap. ix.their backs magnificent candelabra, and attended fjfd^iduaiby beautiful youths. "In the sixth are figures bearing vases, andothers displaying the arms of the vanquished. " The seventh shows us the unhappy captives,who, according to the barbarous Roman custom, AndreaMantegna.Part of"TheTriumphof JuliusCaesar."From thewoodcut byAndreaAndreani were exhibited on these occasions to the scoffingand exulting populace. There is here a groupof female captives of all ages, among them adejected bride-like figure, a woman carrying herinfant children, and a mother her little boy, wholifts up his foot as if he had hurt it. " In the eighth we have a group of singers andmusicians. 317 Influence inDesign



??? Chap. IX. " In the ninth, and last, a^jpears the Conqueror,inVivtduai JuHus Caesar, in a sumptuous chariot richlyInfluence in adomed with sculptures ; he is surrounded by aDesign crowd of figures, and among them is seen ayouth bearing aloft a standard on which is in-scribed the boastful words : ' Veni, vidi, vici'â€”â– ' I came, I saw, I conquered.' " ^ The care and science of the draughtsmanshipis as noticeable as the richness of the design.The perspective being carefully given as offigures actually seen above the eye-line, andwith all the sumptuousness and the mixed ele-ments of the design there is a certain restraintand monumental severity which preserves itsdignity. Rubens, when at Mantua in 1606, was struckby the splendour of the work, and gave aRubensesque rendering of one of the compart-ments, which is in the National Gallery; but itloses the peculiar dignity, serenity, and decorativecharacter of Mantegna's work in the somewhatflorid and bumptious style of the late Flemishmaster; but there is no doubt that Rubens enter-tained a real admiration for the work, and wasinstrumental in getting Charles I. to purchase it. Among Mantegna's chief works may

benamed " La Madonna della Vittoria," now inthe Louvre, painted as an altar-piece for thechurch built by the Marquis of Mantua, to com-memorate his victory on the retreat of CharlesVIIL from Italy; the Crucifixion, also in theLouvre, containing the artist's own portrait inthe half-length figure of the soldier seen infront; the fine allegory of the Vices flyingbefore Wisdom, Chastity, and Philosophy ; and^ "Early Italian Painters."â€”Mrs. Jamesox.



??? the beautiful Parnassus, which were painted for chap. ix.Isabella d'Este, and filled panels in a room in J^fdWiduaiher palace at Mantua, as has recently been dis- influence incovered. Mr. Armstrong has had a fine largescale model of one side of this room set up inthe South Kensington Museum, to show theeffect of the decorations complete of Mantegna'sallegories (repi-esented by copies). One mustnot forget either the wonderful Circumcision,at Florence, or, in our own National Gallery,the Virgin and Child enthroned. Besides his paintings there exists a multitudeof drawings, designs, and plates of his own en-graving (an art which he took up when he wassixty years old). These include the fifth, sixth,and seventh compartments of his own "Triumphsof Julius Caesar." Perhaps the greatest individual mind of the LeonardoItalian Renascence was Leonardo da Vinci, whoAvas so distinguished in so many different depart-ments of thought and art ; and while he summedup and passed beyond the philosophical andscientific knowledge of his age, and experimentedin nearly all directions, and was at once archi-tect, chemist, engineer, musician, poet, his famestill rests

upon his achievements in painting,which are distinguished by a peculiar refinement,extreme finish, and intellectual and poetic quality.He was born at Vinci, from which he takes hisname, near Florenceâ€”that Athens of the MiddleAgesâ€”in the lower Val d'Arno, on the bordersof the territory of Pistoia, His father was anadvocate, not rich, but able to give his son theadvantage of the best instructors in the scienceand art of that period. He studied under AndreaVerrochio (famous for his superb bronze eques- 319 1452-1519



??? trian statue of the Coleoni at Venice), himselfuniting the arts of sculptor, chaser in metal, andpainter. There is a story that Leonardo as ayouth was set to paint an angel in a picture ofVerrochio, and so outdid his master that thelatter never touched painting again. A weird fantastic vein which appears inLeonardo's work, especially in his love for in-venting grotesques, comes out in the tale of thefig tree. A peasant on his father's estate cutdown an old fig- tree and broug-ht a section of o ^ o the trunk to have something painted upon it forhis cottage. Leonardo determined to do some-thing terrible and strikingâ€”a beautiful horrorwhich should rival the mythical Medusa's head(which he afterwards painted), and, aided by hisnatural history studies and the reptiles he col-lected, he produced a sort of monster or chimerawhich frightened his father into fits and wastherefore considered too good for the peasant'scottage, and afterwards sold for much. Thepeasant was persuaded to give up his fig treeand put off wath a wooden shield painted witha device of a hart transfixed with an arrow. In a letter to the Duke of Milan, who hadinvited him to his Court, he thus recites hisqualifications as

an artist: " I understand thedifferent modes of sculpture in marble, bronze,and terra-cotta. In painting, also, I may esteemmyself equal to anyone, let him be who he may." Of his paintings the widest-known, throughengravings, is "The Last Supper," which waspainted on the wall of the refectory of theDominican Convent of the Madonna delleGrazie at Milan, occupying two years, from1496 to 1498â€”but the fresco has suffered by time â– ;20 Chap. IX.Of theIndividualInfluence inDesign



??? and restoration, and but little of it is now left.There is a fine study of the head of Christ.The picture of the Virgin of the Rocks and the portrait, Madonna Lisa del Gioconde, inthe Louvre, show the quality of his paintingâ€”the characteristic subtlety of expression, mys-teriousness, and very elaborate finish. After his return to Florence began his rivalry 321 Y Chap. IX.Of theIndividualInfluence inDesign Leonardoda Vinci.Fresco of"The LastSupper"



??? Chap. IX. with another gigantic artistic personahty of thatindWiduai t^e of wondersâ€”Michael Angelo, who wasInfluence in then, in the early years of the sixteenth century,Design about twenty-two years younger. The strongbut jealous individuality of both, in spite of ad-miration for each other's genius, unfortunatelystood in the way of friendship and co-operation.They remained rivals and competitors. Theycontended for the painting of the great CouncilHall in the Palazzo Vecchio at Florence, andboth prepared cartoons. Leonardo chose for hissubject the defeat of the Milanese by the Floren-tine army in 1440 ; Michael Angelo a party ofFlorentine soldiers surprised while bathing inthe Arno. Leonardo's design was chosen, buthe spent so much time in experimenting and inpreparing the wall to receive oil-painting, whichhe preferred to fresco, that, changes of govern-ment happening, the scheme was finally aban-doned, and both cartoons, though shown forseveral years, were finally lost, only a copy ofMichael Angelo's remaining, and an engravingfrom it. The experimental nature of Leonardo seemsto have prevented his completing many works,while he was full of projects of all

kinds, toomany of which were never realized. The finecartoon of the Virgin and St. Anna was neverpainted. This cartoon, or a good copy, is nowin the possession of the Royal Academy. In 1514 Leonardo was, like so many greatItalian artists, invited to Rome by the pope(then Leo X.), but more in his character ofphilosopher, mechanic, and alchemist than as apainter. There he met Raphael, then at theheight of his fame, engaged in painting the ^22



??? Stanzl of the Vatican. But Leonardo was ill-pleased on the whole with his Roman visit.The pope was said to have become dissatisfied Chap. IX.Of theIndividualInfluence inDesign Leonardoda Vinci.Study forthe Headof Christ From aPhotographby C, Naya with his speculative and dilatory habits. Hi.sold rival, Michael Angelo, was there, and finallyhe left and set out for Pavia, where Francis I.of France then held his Court. B}' him Leonardo



??? was received with honour and favour, and wentwith him to France as principal Court painter,only, however,as it proved, to die thereon May2nd, 1516. In the work of Leonardo's great rival, MichaelAngelo, the art of the Italian Renascence maybe said to have reached its culminating point,and after him decline sets in. It is as if thewonderful structure of inventive artistic geniushad been piled by the life labours of generationsto an ambitious and dangerous height and atlast had given way under the strain, or perhaps,like the sun-flower, the same force which raisesthe splendid rayed head and enables it to out-face the sun, at last forces it earthwards again. Michael Angelo Buonarotti was born at Set-tignano, near Florence, in the year 1474. Hisambition, personal pride, and masterfulness oftemper possibly may be traced to his progenitorsâ€”a once noble family. It was, too, against theprejudice of his father that he finally decidedhis career, becoming the apprentice of Ghir-landajo. It was in the days when Lorenzo theMagnificent ruled over Florence, and the youngMichael Angelo became a student in the Aca-demy, founded upon the strength of a collectionof antique marbles, busts,

statues, fragments inthe palace and gardens of that prince. Thisalone would be sufficient to give a strongclassical bias to his style. There is a story of Michael Angelo's firstattempt in marble when he was about fifteenâ€”a copy of an antique mask of an old laughingfaun : he treated this with a spirit and vivacityof his own, and Lorenzo de Medici was struckby its cleverness ; but he said, " Thou shouldst 324 Chap. IX.Of theIndividualInfluence inDesign MichaelAngeloBuonarotti,1474-1564



??? have remembered that old folks do not retain Chap. ix.all their teeth : some of them are always want- i^Vj^fduai ing." The young sculptor at once struck oneor two out, giving the mask a more grotesqueexpression. On this evidence of cleverness Lorenzo took 325



??? Chap. IX. entire charge of Michael Angelo. With theP/d^iduai marks of princely favour, however, he wasInfluence in destined to carrv another mark, not so agree-Design able, ever after, owing to, as some say, thejealousy of Torregiano, a fellow pupil, who in aquarrel struck him, some accounts say with hisfist, some with a mallet, and so gave him thebroken nose which is characteristic of the por-traits of Michael Angelo. Torregiano in conse-quence suffered banishment from Florence. Inhis own account of the affray to BenvenutoCellini he declares the provocation came fromMichael Angelo. The favour and protection ofLorenzo did not last long, as in his eighteenthyear Michael Angelo lost his patron by death. It was Lorenzo's son Piero who set him onewintry day to make a statue out of the snowâ€”rather a wasteful proceeding for a MichaelAngelo, though, as the late Mr._Walter Paterhas said, there is a certain reminiscence of thefeeling of the snow statue in the suggestiveand half-finished figures of the tombs of theMedici. With the fall of the Medici family and theirexile from Florence, Michael Angelo, as one oftheir retainers, had to fly also, and took refugein Bologna, where

he pursued his work as asculptor. At the age of twenty-two he pro-duced the " Pieta" in marble, now in St. Peter'sat Rome. In 1502 he was again recalled to Florence.In 1504 took place the competition with Leon-ardo of the cartoons for the Palazzo Vecchio,already spoken of. In 1506 Michael Angelo was called to Romeby Pope Julius II. The pope employed him 226



??? to design the sumptuous sculptural monumentdestined for his own tomb, for which the famous colossal Moses was executed, and the slaves orprisoners, but these, like the tomb, never werefinished. 327 Chap. IX.Of theIndividualInfluence inDesign MichaelAngelo.Ceiling.SistineChapel."The Crea-tion ofMan "



??? Chap. IX. But his great work in Rome, the great workIndividual ^^^ decoration of the ceiling of Influence in the Sistine Chapel, the walls of which had beenDesign painted by earlier artists of the Florentine school:Signorelli, Cosimo Roselli, Perugino, Ghirlan-dajo, Botticelli. The ceiling remained unadorned,and now Michael Angelo was called upon todesign his great sacred epic of painting, havingto deal with a space 150 feet in length by 50 feetin breadth, upon the concave surface of a roundvault, without any architectural or structuralenrichment or division save the windows. Thetheme was the fall and redemption of mankindaccording to the Bible history. At first it appears that Michael Angelo, as itis said, doubtful of his own skill in fresco, calledin the aid of painters from Florence to aid himin carrying out his design, but was so dis-appointed with their work that he effaced it anddismissed them. He then shut himself up andproceeded to devote himself to the gigantic workalone, preparing the colours with his own hands,showing how thorough an individualist he musthave been, contrary to the practice of his owntime, which was to work with pupils and assist-ants. He

began with the end towards the door,and in two compartments first painted " TheDeluge" and "The Vineyard of Noah"; thefigures are on a smaller scale, which he after-wards abandoned for a larger, bolder treatment.He spent twenty-two months in painting theceiling, exclusive of the time spent in preparingthe cartoons. The work was uncovered to thepublic view on All Saints' Day, 1512. The sculpturesque and architectural feelingwhich, really stronger in Michael Angelo's work



??? Michael Angelo. Ceiling. Sistine Chapel



??? than that of the pauiter, is very decidedly mani-fested both in the general plan of the designand in individual figures and details. In orderto bring so great a scheme into comprehensiveform it was necessary to divide and subdividethe blank ceiling with painted architecturalmouldings and ribs into spaces and panels. Thetitanic youthful figures placed between, uponthe ledges and brackets of the framework of thesubjects, are very fine and characteristic in style,and essentially sculptors' designs; each wouldwork out as a separate statue, though for all thateach single figure, as each figure of every group,bears a certain relation to the rest and fills aharmonious and necessary place in the scheme.The colour is subdued and quiet. It has a gray,cool effect in the chapel, gray blues, pale greensand whites being much used in the draperies,and the chief decorative effect being gained bythe opposition of brown flesh tones to the broad,light marble-like framework; or the landscapeand sky backgrounds of the subject panels. Thisgreat work was completed by Michael Angeloin his thirty-ninth year. Another great monumental work in which hisarchitectural and sculptural genius

come outare the tombs of the Medici in the Church ofSan Lorenzo. The seated figures of Lorenzoand Giuliano de Medici are placed in the re-cesses of a Renascence arcade, in front of whichare marble sarcophagi, and upon the lids reclinefigures of Night and Morning, and of Dawnand Twilight respectively. They are very boldand powerful in design, and extremely charac-teristic in style and treatment, having a certaintitanic energy and tragic unrest, as well as 330 Chap. IX.Of theIndividualInfluence inDesign



??? pensive mystery, about them, which belong tothe strong personality of their designer. Poet, as well as painter, architect, and sculptor, we see him moving amid the political troublesand vicissitudes of his time, a proud and stormyspirit, a man of extraordinary energy, whichimpresses itself upon all his works. The de-signer of St. Peter's, the painter of the Sistine, 331 Chap. IX.Of theIndividualInfluence inDesign Michael Angelo. Sistine Chapel. "The Delphic Sibyl"



??? chap^ix. and anon as engineer called to fortify F"lorence; Individual austere and abstemious of habit, proud andimperious, and yet tenderly solicitous for his aged father, and devoted to his old servantUrbino, whom he tenderly nursed in his lastillness. The great artist lived till eighty-nine, and died 332



??? in Rome, the scene of his monumental labours,on February i8th, 1564. As showing- the alertness and activity of his mind in old age, he is said to have made adrawing of himself as an aged man in a go-cart,with the motto, Ancora impara (still learning),a true emblem for a great man who, in spite of 333 Chap. IX.Of theIndividualInfluence inDesign MichaelAngelo.Tomb ofLorenzode Medici.Florence



??? his knowledge, feels that in view of the unknownhe knows nothing. Chap. IX.Of theIndividualInfluence inDesign These are a few, a very few, individualities outof the drama of Italian art, briefly sketched, butdistinct as they are, they are not detached likeisolated statues upon pedestals from the charac-teristics of their age. They are great becausethey embody those characteristics; they are likerich jewels strung upon a golden chainâ€”thegolden chain of inventive tradition which unitesthemâ€”which, while leaving each artist free inhis own sphere, brings his work into relation andharmony with that of his contemporaries, hispredecessors, and his successors. Some mayprefer to take the jewels separately and admirethem without reference to the chain; but, I think,to fully understand and appreciate the genius ofindividual artists one must never leave out ofaccount their relation to their time, and itsinfluences, the relation of their particular artto the state of the arts generally; for amongthese are the factors which have contributed tomake them w^hat we find them in their works ;just as the colour and relief of a figure or a head-depends largely upon its background. 134



??? CHAPTER X.â€”OF THEINFLUENCE. COLLECTIVE IN my last chapter I compared tradition in art chap. x.to a golden chain, and the striking individu- Collectivealities which arise from time to time as the jewels Influenceupon such a chain. The history of art and theevolution of design may be regarded either fromthe point of view of the jewels or from the point ofview of the ordinary links ; but if we wish to takea just and comprehensive view I think we mustnot only consider the luminous points, but thesystemâ€”the linksâ€”by which they are connectedand related. Looking out into the clear nightwe see a vast mass of brilliant stars of all degreesof magnitude apparently flung into space with-out order or relation, but the studies of astro-nomers have revealed that they are the centralsuns of systems around which revolve planetsinvisible to us ; but these star-suns themselvesbecome lost, and merged in the countlessmyriads that form the silvery cloud we call themilky way. So it is in the history of art andthe evolution of design. At first we are attractedby the brilliant personalities, surrounded bysatellites, that seem to sum up in their workwhole epochs, and remain typical

and centralpoints in the wide spaces of time ; but further re-



??? search reveals their relation to other personalitiesnot so distinct, on whom the full light of popularfavour has not flashed, and presently we getbeyond personalities altogether, and in the workof remote antiquity see only the results of thelabours of generations, purely typical forms ofart, the monumental record of races, of nations,of dynasties, the work, not of individual men,but of collective man. Of such we may find examples in the art ofancient Egypt, of Assyria, of Persia, and in thearchaic and primitive art of all kinds, from thefragments of pottery from the plain of Troy tothe carved paddles of the Polynesian islanders. The art and craft of buildingâ€”architecture,the fundamental art, can only be traced back toits primitive forms in different countries as prac-tised among different races and peoples. Theorigin of its distinctive styles, and its principalconstructive features, were determined long agounder the influence of climate and local mate-rials, by the collective thought and co-operativelabour of mankind schooled by necessity andexperience. Yes, it is a history of constant adaptation toconditions and united labour and invention fromour primitive ancestor, who improved

upon thenatural shelter of the tree by interlacing itspendent branches with other branches and stakesfixed in the ground; who burned the ends of theirtimbers, so that as piles they could be drivenmore easily into the mud to support the plat-forms of the wattled lake dwellings, when therewere no steel axes. From the early colonists ofour race, the Aryan wagoners, who perhapstook the idea of the primitive gable and roof 336 Chap. X.Of theCollectiveInfluence



??? timbers from the tilt of the wagon, or the chap. x.supports of the tent-coverings; from the ingenuity coUectiveof the Mongohan settlers by the riverside, influencemaking the framing of their houses and support-ing their roofs by the bamboo, utilizing thehollow canes for the jointing and bracketing ofthe supports, and terminating the ends orna-mentally by inserting grotesquely carved heads.The chain of invention is unbroken up to modernscientific engineering and calculated principlesof building construction, which but sums up andsystematizes the collective experience of ages. We see, too, the collective hand of traditionand the adherence to accustomed forms in theadoption or imitation of features of timber con-struction in stone construction and ornament bythe ancients; as, for instance, in the form ofthe Persian capital from Persepolis, and in thedentil ornament of classical architecture men-tioned in the preceding chapters. Out of necessity springs construction ; out ofconstruction springs ornament. We cannot findthe individual in either, both being the resultof slow and gradual evolution, requiring longperiods of time and continuity of custom, life,and habit, and the

continuous associated labourof communities, wherein the individual is of lessimportance than the maintenance of the socialorganism. At first the preservation of the gens,the tribe, the protection and service of thevillage community, the handing on of traditionand folk-lore, until, with conquest and extensionand consolidation into a nation, settled industries,and religious faith and ritual the desire arises toclothe the mythical and spiritual ideas of a peoplein permanent monumental form and colour. 337 z



??? A cathedral represents the collective art, work,and thought of centuries. The names of itsbuilders, its masons, its carvers, its glaziers, arelost; the heads and hands that carried out thework, whose invention and feeling, whose verylife have been wrought into the stone and thewood and the glass, have left no other record.An abbot's or a bishop's name may be given ashaving planned or raised the money for thischoir or that porch at different times, but theartists and craftsmen who did the work generallyremain unknown. They worked in their craftin harmony with the workers in kindred crafts,and as brother members of their guild, andinstead of building up merely personal reputa-tions really evolved collectively the distinctivearchitectural style and decorative types of theirage. This is one reason why a Gothic cathedral isso impressive. We see the growth of an organicstyle, starting, perhaps, with the round archand massive Norman pier, and passing throughthe transition to the lancet arch of the earlypointed to the moulded arch and the clusteredshaft and foliated capital, with the ribbed, vaultedroof covering the long nave with a network ofrecurring constructive lines, and meeting over-

head in carved bosses, or spreading into Tudorfans. Or we may mark the gradual evolutionof the window from the round headed, deep-setloop-hole of the Byzantine and Norman periodinto the long lancet-pointed panel of geometricglass; and see then how by degrees the light,first divided into two by a shaft, suggested theclustering of many lights together, as in greatwestern or eastern windows, dividing them by Chap. X.Of theCollectiveInfluence



??? mullions breaking into geometric tracery in the chap. x.pointed heads; and thus raising a beautiful collectivepierced screen of stone to hold the coloured influenceglass and reveal its splendour against the fulllight of the sky. Can we name the inventors of these changes,the evolvers of these beauties of our constructiveart ? Do we not feel that by their very naturethey could not have been claimed by any in-dividual mind alone or have reached perfectionin a single lifetime ? They are the natural resultof a free and vital condition in art, moved bythe unity of faith and feeling, wherein men worktogether as brothers in unity, each free in hisown sphere, but never isolated, and never losinghis sense of relation to the rest. Thus we get the harmonious effect of a greatorchestra, where, though every variety of instru-ment may be played, all are subordinated, orco-ordinated, to the musical scheme, and pro-duce that impression of power and sweetness bycadences that may be now soft as the whispersof the summer winds over a field of wheat, andanon sweep like a tempest with the fury of thun-dering waves upon the utmost shores of sound. The emotions

produced by such forms ofcollective art lift the mind out of the personalregion altogether; they are akin, indeed, to thefeelings awakened in the presence of wild nature.We seem to hear the voice of Time himself outof the caverns of the past, the song of life, likethat of a child in the sunlight, and the half-articulate, pathetic murmur of the voices of birdsand beasts ; the hush of the wood at noon-tide,the transfiguration of the afterglow, and themystery of night.



??? In the primitive ornament of all peoples wefind the same or similar typical forms constantly recurring, the germs of pattern design after-wards developed, complicated, and refined upon : the chequer, the zigzag, the fret, the circle, thespiral volute, the twisting scrollâ€”can we ascribetheir invention to any individual mind or hand ? 340 Chap. X.Of theCollectiveInfluence NaturalVariation inRepetition ofOrnamentalForms.Primaryschoolchildrendrawing onthe black-board, Philadelphia



??? Can the mechanician tell us who were the chap. x.inventors of the wheel, the lever, the mode of collective Influence NaturalVariation inRepetitionofOrnamentalForms.Primaryschoolchildrendrawing onthe black-board, Philadelphia producing fire, the canoe, the paddle, the spade,the plough, the vessel of clay, the axe, the hammer, the needle, or even spinning andweaving ? Yet they are inventions of incalculableimportance to human life, which without them 341



??? Chap. X. could not maintain itself, much less build uponCollective them, as it were, the vast and complex structureInfluence of modem invention, of science, and of art, A form in ornament once found, however, isrepeated. The eye grows accustomed to it,takes delight in it, and expects its recurrence.It becomes established by use and wont, and isoften associated with fundamental ideas of lifeand the universe itself. Thus we get traditionalornament, handed on from generation to genera-tion, its origin and meaning perhaps lostâ€”likethe pictorial significance of the individual lettersof our alphabet, which everybody uses, butAvhich require a special kind of study and re-search to explain their real meaning and originalforms. Side by side with this liking for the accus-tomed, this demand for the expected, appearsto have grown up another feeling, a love ofchange and variety equally natural and human. In ornament variation may at first be un-conscious, and might have arisen from thenatural tendency of the hand to vary a form inrepeating it (as our own experience will tell us),while it requires an effort to reproduce its exactcounterpart. This tendency to vary the

sameform, in repeating it, by different individuals isillustrated by the little American children culti-vating their facility of hand by drawing on theblackboard. This natural variation, having arich and pleasant effect, is encouraged untilconscious and studied invention and ingenuityof individual artists in the varying of designstake its place. Tradition in design may no doubt be largelyattributed to the influence of the workshop, or 342 .



??? what we should now call technical necessities, chap. x,the use of certain tools and materials giving a collectivecertain character of their own in the rendering influenceof form, as one may see even in the case of sucha matter as quality of outline (important enoughin all design) if we compare the differencesbetween a form drawn with the pencil, the pen,with the brush, or with charcoal. A certaintypical treatment becomes naturally evolved inthe course of practice which seems proper toeach method, while the treatment is sure to beslightly varied in the hands of every individual.Of course a strong artistic personality maygreatly modify tradition in any art, though suchan one is seldom entirely free from its influence ;and the greatest artists in past times have gener-ally built upon it, and have become what theyare rather because of an existing vital traditionadmitting of individual variation. This was largely the case, I think, with thegreat masters of the Italian Renascence, some ofwhom I spoke of in the previous chapter. Thegeneral standard of excellence was maintainedby their contemporaries. A great individualartist arises and only by degrees distinguisheshimself by

his personal choice and treatment,his variation of practice or method, grafting onto the stem perhaps some new rare flower. Heraises the standard higher, he imports new ele-ments, he influences tradition, and the lamp ishanded on. Giotto's art would not have been what it wasbut for the Byzantine influence under which hewas trained. Without losing certain fine quali-ties of the dignity and serenity of the earlier art,he infused fresh life and prepared the way for 343



??? the greater freedom and naturalism of his suc-cessors. The various schools of painting areclosely linked, and if the links were completewe should perhaps be more struck with theresemblances, the similarities, than the differ-ences. The great structure of style is raised stone bystone: the labour of generations of artistsgradually advances the standard of excellence.Now and then a greater mind appears, and bysome new thought or method, fresh sentiment orpoint of view, raises the standard higher, andso an epoch is marked in art. Great cleavag-es from time to time occur whichdisturb the orderly progression and connection,like cataclysms in natureâ€”earthquakes andupheavals which break the continuity of thegeologic beds and throw them upon differentlevels; but the strong social and collectivetendency in man is always to repair and reform,to re-unite scattered fragments and to formnew traditions both in life and art. In an age which has seen the development ofan organized industrial system of extraordinaryand minute division of labour under the factorysystem, and has now entered an epoch of furtherspecialization of labour with the invention anduse of

complicated machinery driven by steamand electric power, in association with whichlabour becomes not only specialized but almostautomatic, we perhaps hardly need reminding ofthe collective influence, since for the effectivesupply of the big world-market all products arethe result of collective human labour. Such an organization of machine productionas every effective factory displays, of collective 344 Chap. X.Of theCollectiveInfluence



??? labour, though not organized for the collective chap. x.benefit, but rather wastefully contending with cLiectiveother factories for private profit-making in a influencefierce and unscrupulous warfare of commercialcompetitionâ€”such organizations can hardly befavourable to the production of fine and beauti-ful art. The art, the wonder, the invention, ifanywhere, must really be sought in the meansrather than the ends. The machines which pro- duce our wares are marvels of ingenuity, ofmechanical adaptation, of economy of force, butthe finished product is often most depressing.One may see in print works, for instance, thosewonderful colour printing machines capable ofprinting seven, and even twelve, colours fromthe rollers in succession upon the cloth as itpasses through, often turning out extremely tameand commonplace patterns on cheap material,which look much more interesting as engraved 345



??? Upon the polished copper roller than they everdo on the cloth. Well, it may be said, the remedy is with usâ€”with the designers. We have only to use our invention in producing good and attractivedesigns, adapted to the process and material,and the factory and the machine will do the rest. It is conceivable, certainly, that where the ob-ject is so/e/y to produce something at once beauti- 346 Chap. X.Of theCollectiveInfluence



??? ful and serviceable, by a chain of associated chap. x.and intelligent labour, with the most ingenious collectivemachines at the command of the designers, won- influencederful things might be done; but it is a questionwhether, if a design be ever so good, we shouldnot grow tired of it if we saw it producedin enormous quantities. Yet that, after all, isthe object of our factoriesâ€”of our improvedmachinery, to produce in enormous quantitiesâ€”not primarily to supply the world's needs either,but in order to sell at a profit. Art, however,is only concerned with qualityâ€”to make every-thing as good of its kind as possible, to seekvariety, beauty, appropriateness. We have yet to see whether industrial pro-duction, organized on the modern system, isequal to the old handicraftsman with his simplemethods, as far as artistic results are concerned. So far the Indian, with his hand-block print-ing his pattern on his strip of muslin or cotton,or dipping his tied cloth into the dye, producesmore artistic results than all our wonderfulmachinery. Mechanical perfection is one thing,and artistic feeling quite another, and the moreas an end a people seeks after the first the lessit is likely to

care for or understand the other. The chain of production, too, maybe mechanic-ally complete, as in our best factories it may besaid to be as far as organization goes, yet wemay be still far from the finer sympathetic chainof artistic association by means of which thebest work is produced. In this we must includethe stimulus of external beauty and harmonioussurroundings, as well as individual freedom. Such a condition of things as might havebeen found in any craft's-guild, and seen in full 347



??? working order in any workshop of the MiddleAges. Such an interior as is pictured by Etienne Chap. X.Of theCollectiveInfluence Interior ofthe Atelierof EtienneDelaune.Paris, 1576



??? and implements of their art around them. Of chap. x.the three seated at the bench one is engraving coiieLiveor chasing; another at work upon a watch, drill- influenceing apparently ; while the third is doing somefine repoussd work. The young man at thefurnace is probably enamelling, and a boy atthe wheel appears to be wire-drawing. A greatvariety of tools are placed in exemplary orderupon the wallsâ€”pincers, pliers, files, shears,hammers, punches, a small anvil, crucibles, anda pair of bellows for the furnace. There are still some crafts which are workedin this simple artistic co-operative way, and haveundergone but little changes of method sincethe Middle Ages. Indeed, one might say allthe finer artistic handicrafts; and it is note-worthy that the tools used are of the same typeâ€”the sculptor's mallet and chisel, the painter'spalette and brushes, for instance, have remainedpractically unchanged in form from time imme-morial. Those who have seen glass blowing and theformation of glass vessels must have beenstruck by the skill and celerity displayed by thecraftsmen at the furnace mouth, under verytrying conditions, and also by the necessity

ofeffective help at certain movements, when themolten glass is made to revolve upon the barby one man, while the shape is given to it byanother. The master craftsman generally seemsto have two assistants, but the amount of co-operation necessary in forming the vessels de-pends much upon their size, small pieces beingcompleted by one alone. There are glass works still working, such asthose at Whitefriars, which have been there 349



??? since the sixteenth century. The circle offurnace mouths, the ruddy glow falling uponthe faces and figures of the workers, form astriking scene. By a skill of manipulation that might well appear magical seen for the first time,the craftsmen produce vessels of any variety ofshape, constantly returning the work as it pro-gresses to the fire. Though the work seems tolend itself to the varying invention of the de- 350 Chap. X.Of theCollectiveInfluence



??? signer, they can reproduce the section sketched inchalk on a black panel at the side of the furnacein a completed form to exact measurement. The art of the printer of books, to which somuch interest has of late been drawn, and whichhas been revived as an art by Mr. William 351 Chap. X.Of theCollectiveInfluence Interior ofa PrintingOffice in theXVIthcentury.From JostAmman



??? Morris at his Kelmscott Press, affords anotherinstance of the necessity of intelligent and art-istic co-operation. To begin with, there is the paper; a goodtough handmade paper, like drawing paper, iswanted for rich and bright impressions of typeor woodcuts. This must be made from thebest linen rags, and each sheet is manipulatedby the hands, by means of a wired frame ofwood dipped into the pulp and cunningly shakenso that it (the pulp) shall spread over the wiresevenly to form, when dry, the sheet of paper. Then the type-founding must be looked after.Lettering of good form must be designed, andso designed that each letter must be separateand yet capable of forming words withoutundue gaps, and also legible pages of agree-able type, good in the mass and good in thesingle letters and words. The type-founderand designer must therefore be a man of tasteand cultivation, he must have a knowledge ofalphabets, of early printing and of historic MSS.and calligraphy, and he must be a capable de-signer, able to appreciate the niceties of line,the value of a curve, of balance and mass, pro-portion and appropriate scale. Mr. Morris had several typical ancient typesphotographed

upon a large scale so as to moreeasily compare their design and structure, andfounded his own designs for his Kelmscottfounts more or less upon them, giving them,whether Roman or Gothic, a distinctive char-acter of their own. This is about as near asone can get in our conscious, selective way toold methods, in which individuals from time totime introduced small variations, while adhering 352 Chap. X.Of theCollectiveInfluence



??? to the general style and form, so that the collect- chap. x.ive traditional influence and historic continuityis preserved with the cumulative advantages of influenceindividual invention. Of the placing of the type-page upon thepaper, regarding the double page of the openbook as the true unit, I have before spoken,and a great deal of art comes into the settingof the type, so as to disperse it without leaving" rivers " or gapsâ€”much as a designer of a re-peating pattern v/ould seek to avoid runninginto awkward accidental lines. Constructiveprinciple would here come in, and should beserviceable to the printer in enabling him topreserve a pleasant and harmonious ornamentaleffect in his page. The designer of printers' ornaments and bookillustrations, too, if he wishes to make his workan essential and harmonious part of the book is,while free in his own sphere, bound to rememberthe conditions under which his work will beproduced and seen; and, so far from regardingthese conditions as restraints, should rather re-gard them as sources of suggestion in the treat-ment of his designs, making his initial lettersand decorative borders and headings naturallinks to

unite the formal ornamental element ofthe type-page with the informal inclosed panelof figure design which, in its treatment of lineor black and white mass, may be but an extensionof the same principles found in any individualletter of the type-mass. The mechanical reasonfor this is, of course, that it simplifies the processof printing, type and woodcut being subject tothe same pressure. With good paper and ink, with good, well- 353 A A



??? cut type and woodcut ornaments and illustrations,the success of the book now depends upon theactual printer, as defective printing, poor im-pressions, the blocks not up to full strength, theimpressions blurred, would spoil the effect ofthe best work. Bright, clean impressions arewanted, and much care and skill are required tosecure such, as well as time to allow the sheets to dry well before being made up into bookform. Finally the binder takes up the tale of col-lective skill necessary to the production of thatone of the most beautiful of beautiful thingsâ€”abeautiful book. Here, of course, an immense amount of artmay be called in over and above neat and care-ful craftsmanship in the preliminary but mostnecessary stages of " forwarding," as Mr. Cobden- 354 Chap. X.Of theCollectiveInfluence



??? Sanderson has told us. Beautiful binding, indeed,may display some of the most refined qualitiesof decorative art in disposition of line and pattern,while it affords in gold tooling another instance Chap. X.Of theCollectiveInfluence 82' w WHEREUPONARETHEFOUNDATIONSTHEREOF FASTNEDi OR WHOLAID THECORNER STONE^C-THEREOF^feWHEN THEÂ?iMORNING STAftSANG.TOGETHER AND A.LLTHE SONS OFGODSHOUTEDFOR JOY O of strict limitation of method lending itself tofree invention and fancy. The artist is under the necessity of buildingup his lines and constructing his forms by therepetition of the impress of certain tools, the 355



??? T most resourceful designer being shown by thedecorative use he is able to make of few andsimple forms. An examination of the designsby Mr. Cobden-Sanderson, given here, willshow that they are built up of very few units.A flower, a leaf, a stem, and straight lines ofborders with the lettering, which is also animportant ornamental unit. Everything de-pends upon the taste and skill with which theyare used. From the single example of the chain of as-sociated labour necessary to the production of abook, we may see then how much depends uponintelligent and harmonious co-operation in col-lective work. Where each process is so im-portant, where the skill and taste of each workeris so necessary to the complete result, one canhardly say that one is more important thananotherâ€”certainly not less essential. We see,too, how dependent the work of each is. Each stone in the structure must be well andtruly laid, or sound progress and satisfactorycompletion is impossible. Art in all its manifolddevelopments always teaches us this. Faultor failure at one stage may ruin the whole work. Are the foundations less important than, thewall, is the wall less important than the window,is the roof

less essential to the house than thecarving of its porch, or the painting of its in-terior ? If we realize the close and necessary linksthat unite all workers, that are essential to theproduction of things useful or beautiful, or both,should not we do well to strive to make theassociation closer and more complete than it is,and thus hand on the lamp of good tradition 356 Chap. X. Of the Collective Influence 4 j â–  i H h t



??? in design and workmanship, however far we Chap. x.must look forward to the enlargement of our collectivehorizon and the harmonizing of human life, and influenceits freedom from the sinister powers and falseideals that now oppress and deceive it ? And ifwe accept the truth that art is unity, and thatwhat the unit is the mass may become, shouldwe not strive, each in his sphere, whatever ourmain work may be, to do it worthily and well ?remembering that it is better to do a small thingwell than a big thing badly, and that it is thespirit in which our work is done, not the placeit may accidentally occupy, or the class to whichit may belong, or the reward it may receive inthe ordinary estimation, that makes it great orlittie. 357
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??? INDEX Ahmedabad, carved stonelattice window at, 176,177. Alciati's " Emblems," 246,247. Alhambra, the, 180, 181. Allegory in art, 249. Amiens, sculpture at, 263,264. Amman, Jost, 351. Amphora, Greek, 78, 79. Angels, Christian, 236. Andrese, Hieronymus, 273. Andreani, Andrea, 316, 317. Anthemion ornament, Greek,48, 50. Apelles, 292. Arabian invasion of Persia,169, 174 ; casement, 175 ;carved pulpit, 205, 206,207. Arch, round, 5, 15; pointed,5, 26. Arches, typical forms of, 28. Architecture, the originalbasis of design, 3 ; typicalconstructive forms in, 5 ;Greek, 6-16; Roman, 15-20; Byzantine, 20-24;Norman, 25-27; Gothic,30-43; relationship be-tween, and the art ofdesign generally, 44. Ardebil, Holy Carpet of themosque at, 169-171. Assyrian border, 48, 49;enamelled tile, 48, 50;sculpture, 192-198. Auxerre, sculpture at, 262,264. Axmouth Church, tower of,62. Bacchus, visit of, to Icarius,16, 18, 194. Barge-board, use of the, 58. Bates, Harry, 96. Bellini, Jacopo, 314. Beni Hasan, tomb of, 189,258. Benson, W. A. S., 68, 75. Bernard, Solomon, 246, 247. Bewick, Thomas, revival ofthe woodcut under, 116,283. Birds, Egyptian treatmentof, 254;

Japanese treat-ment of, 254, 256, 257;Bewick's treatment of, 283. Blake, William, 116-117,384. Bohemia, old towns of, 182-183. Book-bmdmg, 354-356- Books, decoration of, 114,130-136. Botticelli, Sandro, 308-312. Bouchardon, statue of LouisXV. by, 97, 98. 359



??? Index Brasses, heraldry in, 244; characteristics of designin, 278, 280-283. Bronze casting, 95-97. Brown, Ford Madox, car-toons for glass by, 149;drawings by, 288. Bruges, the Belfry of, 60;grate back from, 65, 66 ;iron-work at, 99 ; brass at,280, 281. " Buch von den Sieben Tod-siinden," 114. Burgmair, Hans, 274. Burne-Jones, Sir Edward,studies by, 122. Byzantine art, 20-24, 137)232. Cairo, casement from, 175;pulpit from, 205, 207 ;carved and inlaid panelfrom, 209. Calvert, Edward, 284. Cambridge, King's CollegeChapel, 32. Candelabra, brass, 71-74. Candlesticks, 69, 71, 74. Canopied tombs, 37-39 ; seatand sideboard, 40. Canterbury, Anselm's Tower,25, 26; transitional arcade,27; south side of choir,42, 44; fire-dog from St.Nicholas's Hospital, 65. Cave men, art of the, 250,251, 252. Ceiling decoration, 120, 123,125, 127. Cellini, Benvenuto, 96. Celtic cross, 202, 204. Cera perduta^ 94, 96. Chequer pattern, the, 47, 48. Chimneys, importance of, indesign, 62-64. Chinese pottery, 84, 85 ; silkembroidery, iii ; porce-lain, 169; embroidery, 203;willow pattern, 208; dra-gon, 208 ; design, featuresof, 209. Christchurch, Norman houseat, 63. Christian symbols, 231. Cimabue, 294-295. Circle,

the, 219. Clarke, Purdon, 204. Clay, modelling in, 91-94. Cleobury, W., 175, 205, 207. Cobden-Sanderson, T. J., 354, 355- Colosseum, the, 16; sectionof, 17. Constantine, arch of, 19. Copper-plate engraving, 115,282. Cotton printing, 108. Crane, wrought-iron, 67. Crane, Walter, book decora-tion, 133, 135; wall-paperdesigns, 120-129; floormotive, 126. Creeny's "MonumentalBrasses," 244, 281, 283. ;6o Dalziel, the brothers, 284,288. Dante, 296 j portrait of, byGiotto, 297. Da Vinci, Leonardo, 319-324. De Hooghe, Romeyn, 248. Delaune, Etienne, 348. Delft ware, 84. Delia Robbia ware, 160. Dennington Church, carvedbench-ends in, 41; corbelin, 90. Derby pottery, 84. Devils, mediaeval, 236, 237.



??? Diaper, rectangular, 86, 87 ; Chinese, 209.Dieulafoy, M. and Madame,166. Dish decoration, 83, 85.Donatello, 260.Dore, Gustave, 180.Doyle, Richard, 286.Drinking vessels, 78-83.Dripstone, principle of the, 58, 59-Du Maurier, George, 286.Diirer, Albert, 268-274. Eger, 183. Egyptian pottery, 94, 95 ;primitive dwellings, 161, 162, 163; stone columns, 163, 164, 166; hierogly-phics, 188, 189, 255; mu-ral paintings, 190, 191 ;types of design, 212 ; sym-bol of the Universe, 222 ;symbolism of death, 223 ;treatment of birds, 254;realism in art, 258, 259. Electric light fittings, 76.Emblem book, the, 245.Embroidery, 111-113, 203.Erasmus's " Praise of Folly," 104, 105.Evangelists, symbols of the,238. Fire-dogs, 64, 65, 99.Fire-irons, 65, 99.Florence, tower of the Pa-lazzo Vecchio, 60, 61.Ford, Onslow, 96.Forum, frieze discovered in the, 260, 261.Era Angelico, 234, 235, 236.Framlingham Castle, chim-ney at, 64. Frieze designs, 124, 128, 129, index260, 261. Fuchsius, " De Historia Stir-pium," 275, 277. Fylfot, the, 215, 217. Gerard's Herbal, 275. German chandelier, 72-74;beer mugs, 80 : pitcher,85, 94; early woodcuts,114, 115, 268. Giotto, 260, 294,

296-302,343- Ghiberti, Lorenzo, 260, 294. Gilbert, Alfred, 96. Glass, stained, Gothic, 32,137; designing for, 137-154- Glass bottles (Italian), 80, 81, 83- Glass blowing, 349, 350. Gothic architecture, develop-ment of, 30-43. Gozzoli, Benozzo, 236, 305- 309- Grate backs, cast-iron, 65-66. Greek sculpture and archi-tecture, 6-7 ; furniture,etc., 14-15 ; water vessels,78, 79; cylix, 83; orna-ment, 198-201 ; stele, 199;symbolism, 224; gods,228; centaur, 238; sculp-ture, 258-261; vases, 293. Gres de Flandres, 94. Grimani Breviary, the, 266-267. Grun, Hans Baldung, 115. Halo, the, 201, 220. Harrison, Miss Jane E., 293. Hathersage Church, 216. Hazelford Hall, 57. Hempstead, fireplace at^ 67.



??? Index Heraldry, national, 240 ; ori-gin and development of,240-244. Herbals, 275. Hercules, 230. "Herring bone," 218. Hesperides, the, 229, 230. Hieroglyphic, Egyptian, 188,189. Hindu symbol of the Uni-verse, 221. Holbein's "Dance of Death,"245- Hunt, Holman, 284, 288. Icarius, house of, 16, 18,194. Ictinus, 292. Igdrasil, 220. Ightham Mote House, barge-board at, 56. Impressionism, influencedby Japanese art, 278, 288. Indian embroidery, 113,203;design, 174; carved stonewindows, 176, 177; flamehalo, 200; typical orna-mental forms, 203. Iron-work, wrought, 97-101. Isle of Man, arms of, 216. Italian flasks and bottle, 80,81; majolica and lustreware, 84; art, 179; painters,294-333- "Jack and the Beanstalk,"231. Jameson, Mrs., "Early Ital-ian Painters," 301, 318. Japanese embroidery, in,112, 113; art, 210; typesof design, 213; treatment ;of birds, 255, 256, 257 ;plant drawing, 270, 278,279. 36 Keene, Charles, 284, 285,286. Kelmscott Press, the, 118,i33> 134, 352- Lamb, symbolic use of the,238. Lamps, design of, 67, 68, 71,75- Lantern, German, 74, 75.Leech, John, 286.Leigh's Priory, chimneys at, 63- I.eighton, Lord, 288, 296.Lincoln, angel choir at, 32.Lintel, architecture of the, 5.Lion,

Scottish, 240; in heraldry, 242.Lions (sculptured), Assyrian, 196; modern, 197, 198.Loom, the, 103, et seq.Lotus, Egyptian, 191, 224; Apyrian, 193, 195.Louis XV., statue of, by Bouchardon, 97, 98.Luxor, column at, 164.Lycia, tombs in, 6, 7. Majolica ware, 84.Manchester, Cheetham's Hospital, 65.Mantegna, Andrea, 312-319.Manuscripts, illuminated, 264, 266, 267.March, Dr., 215,Mat, the primitive, 47, 48, 49.Matthiolus, Herbal of, 275.May, Phil, 287, 289.Medici, Giuliano de, 332,333.Medici, Lorenzo de, 324, 325, 333-Memling, 40, 42, 266, 267.Memmi, Simone, 295, 296.Meyer's "Handbook of Orna-ment," 80.



??? Michael Angelo, 322, 324-333- Millais, Sir J. E., 284.Modelling in clay, 91 ; in wax, 94.Morris, William, 117, 133, 134. 240, 352- Mosaics at Ravenna, 21-24, 231-233- Mouldings, in architecture, origin of, 58.Multan, tomb at, 176.Mycense, gate of the lions at,6, 8.Myron, 293. Nile, the (sculptured group), 227, 228.Norman architecture, 25-26.Norse sagas, 220.Nuremberg, iron-work at, 99,lor. Nuremberg Chronicle, the,268. Nut, the Goddess, 224. Omar Khayyam, 172." Once a Week," 284.Orcagna, Andrea, 236, 237, 302-305.Oxen, heads of, 53, 54.Oxford, Magdalen Tower, 62. Palmette, the, 203, 204.Pan, 236. Pandora, story of, 230.Paper, advantage of hand-made, 136.Paper making, 352.Paris, Sainte Chapelle, glass from, 138, 139, 141.Parthenon, the, 7-13, 258;symbolism of the, 225,226, 228, 238. Peacock, the, in Byzantine Index art, 232.Pen drawing, revival of, 284.Penshurst Place, 63.Pergamos, altar of, 258.Perrot andChipiez, "Historyof Persian Art," 168-170, 239- Persephone, story of, 330.Persepolis, 168, 239.Persian pottery, 84 ; types ofdesign, 165, 203, 212;glazed bricks, 165-169;carpets, 106, 107, 169-171, 201 ; embroidery, 112,203

; pomegranates, 201, 202 ; griffin, 238, 239.Petrarch, 306.Phidias, 292. Philse, lotus capital at, 166.Photography, influence of, ondesign, 116, 136, 288, 290.Pisano, Niccolo, 302, 303.Pistoia, Cathedral at, 159,160. Pitcher, design of a, 77, 79.Plate decoration, 83, 85.Polynesian ornament, 218,219. Pomegranates, Persian, 201,202. " Pomerium de I'empore" (Augsburg, 1502), 283.Pot-metal, 144.Potter's wheel, the, 92.Pottery, 77, 92-94.Pourbos, 60. Poynter, Sir E. J., 284, 288.Praxiteles, 293.Pre-Raphaelite movement, the, 284.Printing, the art of, 351-354.Printed fabrics, designing for,108-110.



??? Raphael, 323. E.avenna, mosaics at, 21-24, 231-233- Recurring Hnes, principle of,10; 30. Rethel, Alfred, 284. Ringstead, brass at, 283. Roman architecture, 15-20;water-vessel, 78; gods,228. Roof, pitch of the, 55. Rossetti, D. G., 284. Rothenburg, pitcher from,85, 94; iron balustradefrom, loi, 103. Rubens, Peter Paul, 318. Ruskin, John, 5. Salisbury, St. Thomas'sscreen at, loi, 102. Salisbury Cathedral, ChapterHouse in, 32 : glass grisaillein, 147. Sambourne, Linley, 287. Sandys, Frederick, 284. San Gimignano, towers of,60. Sauvastika, the, 215, 217. Scale in design, 127, 128,130. Scandinavian clay vessel, 93 ;ornament, 220. Scarabseus, the, 222. Schnorr, 284. Schwind, Moritz, 284. Shields, typical forms of, 241,242. Sicilian silk tissue, 243, 244. Siena, towers of, 60. Index Printed page, proportions of ; Signorelli, 236. the, 130, 131 : decoration | Simonds, George, 91.of the, 132-136, 353.Protogenes, 292."Punch," 285-289. li : Sistine Chapel, ceiling of the, 327- "Sleeping Beauty," 231. Snake of time, the, 221, 222. Snuffers, 74, 75. Soul, Egyptian symbolism ofthe, 223, 224. Sparrow, J. S., modern glassby, 151, 152- Sphinx, the, 224. Stags drinking, a Christianemblem, 232. St. David's

Cathedral, timberroof, 41, 43 ; misereres in,91, 92. St. Ethelwold, Benedictionalof, 220. Stevens, Alfred, 66, 197. St. Mark, winged lion of,238. St. Martha, at Troyes, 264,265. Stone-carving, 89-91. Stonehenge, 5. Sunlight, influence of, on art,16, 156, 159, 160, 162,176, 178. Susa, glazed bricks at, 165-168. Tenniel, Sir John, 228, 286. Tennyson's poems (1857),284. Textiles, designing for, 84,101-113, 127. Thames, Father, 228. Thebes, mural painting from,190. Theodora, the Empress (mo-saic), 23. Thonging, 52; decorationderived from, 53. Title-page, the, 134. 364



??? Tivoli, Temple of the Sybilat, 53> 54- Tooloon, Mosque of, 209. Torregiano, 326. Towers, origin and import-ance of, 59-62. Tradition in design, 342,343- Tree of Life, Assyrian, 192,194 ; Persian, 203 ; Norse,220, 222. Trees, Egyptian and Assyriantreatment of, 191-195. " Triumph of Julius Csesar,The," 315-318. " Triumphs of Maximilian,The," 273-274. Troyes. St. Urbain, sculptureat, 264, 265. Turnov, old houses at, 182. Type, arrangement of, 130;founding, 352. Van Eyck, 40, 71. Venice, St. Mark's, 20, 22 ;badge of the city, 238. Venus and Paris, relief, 229. Venus of Melos, the, 293. Vine, the, as a Christianemblem, 233. Volute ornament, origin of,50 ; ancient specimens, 52. Walker, Frederick, 284, 286. Wall-paper designs, 120, etscq. Water-vessels, 77-79. Wattled fence, 50, 51. AVax, modelhng in, 94. Wells Cathedral, west frontof, 31; canopied niches in,32; wrought-iron railing in, 39- Westminster Abbey, nave of,29, 30; Henry VII.'sChapel, 32, 33, 42. Whistler, J. McNeill, 288. Wicker work, 50. Wilton House, relief from,229. Winchelsea Church, tomb in,37, 38. Winchester College Chapel,glass from, 143. Windows, traceried, 32, 34,137;

and see Glass, stained. Winston, on glass painting,140. Wolgemuth, Michael, 268. Wood-carving, 89-91. Woodcuts, early German,114-115,267-275; Italian,275 ; inHerbals, 275-277 ;Japanese, 276, 278, 279;revival under Bewick, 116,283. Worcester pottery, 84. York Minster, the " FiveSisters," 32, 35. Zigzag, the, 218, 219. Index 365
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??? MESSRS. BELL'S Publications on Art and Architecture FREDERIC, LORD LEIGHTON. An Illustrated Chronicle. By Ernest Rhys.With Introduction by F. G. Stephens. Withover loo Illustrations and 15 PhotogravurePlates. Super royal 4to. ^s. SIR EDWARD BURNE-JONES, Bart. A Record and Review. By MalcolmBell. With over 100 Illustrations. ThirdEdition. Small colombier 8vo, with bindingdesigned by Gleeson White. 21^-. net. ALBERT MOORE: His Life and Works. By A. Lys Baldry. With 8 Photo-gravures and about 70 other Illustrations. Newand Cheaper Edition, with binding designed byGleeson White. Sraall colombier Bvo. 21^-. net. THOMAS GAINSBOROUGH: His Life and Works. By Mrs. Arthur Bell(N. D'Anvers). With 57 Illustrations, including6 Photogravures. Small colombier Bvo. 25j-.net. MORRIS: His Art, His Public Life. By WILLIAM His Writings, andAymer Vallance, M.A., F.S.A. With 60 Illus-trations and Portrait. Imperial 8vo. 25^-. net.



??? f f I S" â–  RAPHAEL'S MADONNAS, and other Great Pictures. By Karl Karoly.With 9 Photogravures and 44 other Illustra-tions. Small colombier 8vo. 21^. net. MASTERPIECES OF THE GREAT ARTISTS, a.d. 1400-1700. By Mrs. ArthurBell (N. D'Anvers). With 43 Illustrations,including- 8 Photogravures. Small colombier o o Svo. 2 15'. net. THE ART A Critical Study. OF VELASQUEZ. By R. A. M. Stevenson. I Printed at the Chiswick Press on handmadepaper. With 25 Photogravures and 100 otherIllustrations. 4to. 500 copies only. Â?2 5^. net. THE GLASGOW SCHOOL OF PAINTING. By David Martin. With In-troduction by Francis H. Newbery. With 60Illustrations. Royal Svo. lOj-. 6^. net. ETCHING IN ENGLAND. By Frederick Wedmore. With 50 Illustrationsafter Etchings by Sir F. Seymour Haden,Legros, Strang, Short, Whistler, Helleu,and others. Small 4to. Ss. 6d. net. THE BASES OF DESIGN. By Walter Crane. With 200 Illustrations.Medium Svo. iS^-. net. PRACTICAL DESIGNING. A handbook on the preparation of Working Draw-ings for Carpets, Woven Fabrics, Metal Work,Wall Papers, Stained Glass, etc., showing the Messrs.Bell'sBooks onArt, &c.



??? technical method of preparing designs for the Messrs.manufacturer. Freely Illustrated. Edited by gooks onGleeson White. Third edition. Crown 8vo. 55. Art, &c. ALPHABETS. A Handbook of Lettering, compiled for the use of Artists, De-signers, Handicraftsmen, and Students. ByEdward F. Strange. With 200 Illustrations.New and Cheaper Edition. Crown 8vo. 5^. LECTURES AND LESSONS ON ART. By the late F. W. Moody, Instructorin Decorative Art at South Kensington Mu-seum. With Diagrams. Seventh Edition.Demy 8vo. 4s. 6d. THE ART OF SKETCHING FROM NATURE. By P. H. Delamotte,late Professor of Drawing at King's College,London. Illustrated by 24 Woodcuts and 20Coloured Plates. Royal 4to. 21s. INTAGLIO ENGRAVING, PAST AND PRESENT. By Edward Renton.Fcap. Bvo. Illustrated, ^s. 6d. THE ANATOMY AND PHILO-SOPHY OF EXPRESSION, AS CON-NECTED WITH THE FINE ARTS. By Sir Charles Bell, K.H. Seventh Edition,revised, with numerous Illustrations, 5^. LEONARDO DA VINCI'S TREA-TISE ON PAINTING. Translated byJ, F. Rigaud, R.A. New Edition, revised,with numerous Plates, ^s. b b



??? FLAXMAN'S LECTURES ON SCULPTURE, as delivered before the Pre-sident and Members of the Royal Academy.With Portrait and 53 Plates. 6s. LITERARY WORKS OF SIR JOSHUA REYNOLDS. With a Memoir,etc., by H. W. Beechy. 2 vols., 6d. each. A HISTORY OF RENAISSANCE ARCHITECTURE IN ENGLAND. A.D.1500-1800. By Reginald Blomfield, M.A.With 150 Illustrations drawn by the Author, and100 Plates from Photographs and old Prints andDrawings. Imperial 8vo. 2 vols. 50^. net. A HISTORY OF GOTHIC ART IN ENGLAND. By E. S. Prior. Illustrat-ed by G. C. Horsley. Imp. Bvo. [_In the Press. THE PRINCIPLES OF GOTHIC ECCLESIASTICAL ARCHITECTURE.By M. H. Bloxam. With numerous Illustrations.Eleventh Edition. 3 vols., crown Svo. 22^-. 6d. ARCHITECTURAL STUDIES IN FRANCE. By the late Rev. J. L. Petit,F.S.A., with more than 250 Illustrations. NewEdition, revised by Edward Bell, M.A., E.S.A.Ecap. 4to. I5>r. NOTES ON IRISH ARCHITEC-TURE. By the Earl of Dunraven. Editedby Margaret Stokes, Hon. M.R.I.A. With Messrs.Bell'sBooks onArt, &c. 11



??? very numerous fine Photographic Illustrationsand Wood-engravings. Imp. 4to, 2 vols. RELIQUES OF OLD LONDON. Being Studies of Old Buildings in course of de-molition, or likely to disappear shortly. Drawnin Lithography by T. R. Way, With Intro-duction and descriptive letterpress by H. B,Wheatley. Demy 4to. 21^'. net. LATER RELIQUES OF OLD LONDON. Drawn in Lithography by T. R.Way. With Introduction, etc., by H. B.Wheatley. Demy 4to. 21^, net. THE BOOK OF SUN-DIALS. Collected and arranged by the late Mrs. AlfredGatty. With Descriptions and Mottoes ofabout 731 Dials, with 65 Illustrations. ThirdEdition, revised by H. K. F. Eden andEleanor Lloyd. With an Appendix on Prac-tical Dialling, with Diagrams, by M. WighamRichardson. Fcap. 4to. 155. A BIOGRAPHICAL AND CRITI-CAL DICTIONARY OF PAINTERSAND ENGRAVERS. With a List of Ciphers,Monograms, and Marks. By Michael Bryan.New Edition, revised and enlarged, by R. E.Graves and Walter Armstrong, B.A. "2 vols.Imperial 8vo, buckram. 3^-. CONCISE HISTORY OF PAINT-ING. By Mrs. Charles Hp:aton. NewEdition, revised by Cosmo Monkhouse. ^i-. Messrs.Bell'sBooks onArt, &c.



??? LANZrS HISTORY OF PAINT-ING IN ITALY, from the Period of theRevival of the Fine Arts to the End of theEighteenth Century. Translated by ThomasRoscoe. 3 vols., 35-. 6^. each. DIDRON'S CHRISTIAN ICONO-GRAPHY. A History of Christian Art in theMiddle Ages. Translated by E. J. Millington,and completed, with additions, by MargaretStokes. With 240 Illustrations. 2 vols. lo^-. VASARI'S LIVES. A Selection of Seventy of the Lives. Edited and annotatedin the light of modern discoveries by E, H. andE. W. Blashfield and A. A. Hopkins. Illus-trated. 4 vols., pott 4to. 36^. net. CUNNINGHAM'S LIVES OF THE MOST EMINENT BRITISHPAINTERS. A New Edition, with Notesand Sixteen fresh Lives, by Mrs. Heaton.3 vols., 3^-. 6Â?'. each. HISTORY OF BRITISH COS-TUME, from the Earliest Time to the Closeof the Eighteenth Century. By J. R. Planche,Somerset Herald. With Index and upwardsof 400 Illustrations. 5^. FAIRHOLT'S COSTUME IN ENGLAND. A History of Dress to the Endof the Eighteenth Century. Third Edition,revised, by Viscount Dillon, V.P.S.A. Withabove 700 Engravings. 2 vols., 5^-. each. Messrs.Bell'sBooks onArt, &c. ; : . T



??? AN ILLUSTRATED HISTORY Messrs.OF ARMS AND ARMOUR. By Auguste iool'sonDemmin. Translated by C. C. Black, M.A. &c.With Index and nearly 2,000 Illustrations.ys. 6d. MEMORIALS OF CHRISTIE'S. By W. Roberts. With 80 Collotype and otherIllustrations. Royal 8vo. 2 vols., 25.?. net. Connoisseur Series Edited by Gleeson White PICTURE POSTERS. A Hand- book on the history of the Illustrated Placard.By Charles Hiatt. With 150 Illustrations.Demy 8vo. 12^-. 6d. net. JAPANESE ILLUSTRATION. Being a History and Description of the Arts ofPictorial Woodcutting and Colour Printing inJapan. By Edward F. Strange, M.J.S. With8 Coloured and 80 Black-and-White Illustra-tions. Demy 8vo. 12^-. 6d. net. THE ART OF THE HOUSE. By Rosamund Marriott Watson, With nu-merous Collotype and other Illustrations. Demy8vo. 6s. net. BRITISH HISTORICAL POR-TRAITS. By H. B. Wheatley. With 71Illustrations taken direct from the originals.Demy 8vo. lo^. 6d. net.



??? Connoisseur Seriesâ€”contmued PORTRAIT MINIATURES. By Books on G. C. Williamson, Litt. D., author of " JohnArt,&c. Russell, R.A.," "Richard Cosway, R.A.," etc. With 194 Illustrations. Demy 8vo. 12^-. 6^. net. Ex-Libris Series Edited by Gleeson White The volumes, printed at the Chiswick Press, inImperial i6mo size, are profusely Illustrated. ENGLISH BOOK-PLATES: An- ciENT and Modern. By Egerton Castle,M.A., F.S.A. With more than 200 Illustra-tions. Third Edition, los. 6d. net. FRENCH BOOK-PLATES. By Walter Hamilton, F.R-.H.S., F.R.G.S. NewEdition, revised and considerably enlarged, withnearly 200 Illustrations. 8s. 6d. net. AMERICAN BOOK-PLATES. By Charles Dexter Allen. With 170 Illus-trations, including 9 copper-plates. 500 pp.125-. 6d. net. LADIES' BOOK-PLATES. By Norna Labouchere. With numerous Illustra-tions. Ss. 6d. net. Special gilt binding, loj-. net. GERMAN BOOK-PLATES. By Dr. Heinrich Pallmann and G. R. Dennis. \Preparing. â– H Messrs.Bell's



??? Ex-Libris Seriesâ€”continued PRINTERS' MARKS. By W. Messrs.Roberts. With 250 Examples. \Out of p7''int. b^ks 01 Art, &c. ALPHABETS. By R F. Strange. With 200 Illustrations. \Out of print. (Now issued in the " Practical DesigningSeries." 5^.) BOOKBINDINGS, OLD AND NEW. Notes of a Book-Lover. By BranderMatthews. With numerous Illustrations.7^. 6d. net. MODERN ILLUSTRATION. By Joseph Pennell. Illustrated with 172 Draw-ings by modern artists. lOj'. net. THE DECORATIVE ILLUSTRA-TION OF BOOKS, OLD AND NEW.By Walter Crane. With 150 Illustrations.105. 6d. net, DECORATIVE HERALDRY. By G. W. Eve. With 188 Illustrations. lo^-. bd. net. HOLBEIN'S DANCE OF DEATH. With Introductory Note by Austin Dobson. Out of print. DURER'S LITTLE PASSION. Printed from stereotypes taken from the originalwood-blocks. With Introduction by AustinDobson. 5^-. net.



??? I Bell's Cathedral Series Edited by Gleeson White and E. F. Strange Fully illustrated, well printed. Crown 8vo,cloth, i^. 6d. each. CANTERBURY. By Hartley Withers.SALISBURY. By Gleeson White.CHESTER. By Charles Hiatt.ROCHESTER. By G. H. Palmer, B.A.OXFORD. By the Rev. Percy Dearmer, M.A.EXETER. By Percy Addleshaw, B.A.WINCHESTER. By P. W. Sergeant.NORWICH. By C. H. B. Quennell.LICHFIELD. By A. B. Clifton.PETERBOROUGH. By the Rev. W. D. Sweeting.HEREFORD. By A. Hugh Fisher.SOUTHWELL. By the Rev. Arthur Dimock.DURHAM. By J. E. Bygate.WELLS. By the Rev. Percy Dearmer, M.A.ST. DAVID'S. By Philip Robson.ELY. By T. D. Atkinson.WORCESTER. By E. F. Strange.YORK. By A. Clutton Brock, B.A.LINCOLN. By A. B. Kendrick, B.A.CHICHESTER. ST. PAUL'S. GLOUCESTER. BRISTOL. CARLISLE. RIPON. ST. ALBANS. tl! Uniform with the above SeriesBEVERLEY MINSTER. By Chas. Hiatt. London : George Bell & Sons, York St., Covent Garden KUN'SiWoiGkiSCH Ko'.; rDER RIJKSUNIVERSITEIT UiUcC.-,!'
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