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PREFACE

HE substance of the fol l ow i ng chapters or i

ginal ly formed a seri es o f lectu res add ressed
to th e s tuden ts of the Manchester Mun i c i pa l
S chool o f A r t du ri ng my te nu re of the d i rec to rsh ip
of Des ign at tha t i n s t i tu t i on .

The field covered i s an extens i ve one ,

’

and I am
consc i ous that many branch es of my subj ec t are
on ly touched , wh i l s t others are treated i n a ve ry
el ementary manner . Every chapter

,
i ndeed , migh t

be expanded i n to a vol ume
,
u nder su ch far-reach i ng

head i ngs , to give to each sec t ion anyth i ng l i ke
adequate t reatmen t .
My mai n obj ec t , however , has been to trace the

v i ta l ve i n s and nerves of relat ionsh ip i n the arts
of des ign , wh ich , l i ke the sap from the cen tral s tem ,

spr i ngi ng from con nected and col l ec t i ve roots
,
ou t

of a common grou nd , s u sta i n and u n i te i n one

organ ic whole the l i v i ng tree .

I n an age when , owing to the ac t ion of certa i n
economi c causes—the ch iefes t be i ng commerc ial
c ompeti t ion—the tendency i s to spec i al i ze each
b ranch of d es ign ,

wh ich thus becomes i sol ated from
the res t, I feel i t i s most importan t to keep i n m i nd
the real fu ndamen ta l con nect ion and essen t i a l u n i ty
of art and though we may , as s tuden ts and art i s ts ,
i n prac t i ce be i n ten t upon gatheri ng the fru i t from
the part i c ul a r branch we des i re to make ou r own ,

we shou ld never be i nsen s ibl e to i ts rel at ion to
other branches , i ts dependence upon the mai n
s tem and the source of i ts l i fe at th e root .
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PREFACE
O therw i se we are , I th i nk ,

i n danger of becom
i ng mechan i cal i n ou r work

, o r too narrowly
tech n i cal , W h i l e , as a col l ec t i ve resul t o f such
narrow ness of v i ew , the art of the age , to wh i ch
each i nd i v idual contr i bu tes

,
shows a want of both

i magi nat ive harmony and tech n i cal relat i o n wi th
i tse l f, when u n i ty of effect and purpose i s particu
larly essent ial , as i n the des ign and decora t i on of
both publ i c and pri va te bu i ld i ngs

,
not to speak of

the larger s ign i fi cance of art as the mos t pe rmanen t
record of the l i fe and ideals of a peopl e .

My i l l us trat i ons are d rawn from many sources ,
and cons i s t of a l arge p roport i on of those origi n
al l y used for the l ec tu res

,
on ly that i ns tead o f th e

rough charcoal ske tches done at th e t ime , carefu l
pen draw i ngs have been made of many of the
subj ects i n add i t i on to the photographs and other
au thori t i es .
I t may be noted that I have freely used both

l i ne and tone blocks i n the tex t and th roughou t
th e book , al though I advocate th e use of l i n e
d rawi ngs on l y wi th type i n books where i n com

p le teness of organ i c ornamen tal character i s th e
obj ect . S uch a book as th is

,
however , be i ng

rather i n the natu re o f a too l or aux i l i ary to a
des igner’s workshop

, can hardly be regarded from
that poi n t of v iew . The scheme of th e work , wh ich
n ecess i ta tes th e gatheri ng together of so many
and var i ed i l l ust rat i on s as d i verse i n scal e , subj ec t,
and treatmen t as the h i stori c peri ods wh i ch they
rep resen t

,
wou ld itse l f prec lude a cons i sten t decor

at i ve treatmen t , and i t has been fou nd necessary
to reproduce many of th e i l l us trat i on s from the i r
origi na l form i n large scal e drawi ngs on brown
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PREFACE
paper touched wi th wh i te

,
as wel l as from photo

graphs wh i ch necessar i l y pr i n t as tone -blocks .

I have to thank Mr . Gleeson Wh i te for h i s
val uable help i n many ways

,
as wel l as i n obta i n

i ng perm i ss ion from variou s owners of copyrigh t
to use photographs and other i l l u strat ions , and
al so the publ i shers

,
who have al l owed me the u se

of blocks i n some i ns tances—Mr. George A l l e n
for a page from “The Faeri e Q ueene Mess rs .
B radbu ry , Agnew and Co . for the u se o f th e
Punch drawi ngs ; and Messrs . J . S . V i rtue and

Co . for the use of photographs of carpe t weav i ng
and glass bl ow i ng

,
wh i ch were spec ial ly taken for

The A r t j ou rnal .
”

My thanks are also due to
Mr . Me tford Warner (Mess rs . j effrey and Co . )
for the use of h i s photo - l i thographs of my wal l
paper des igns i ssu ed by h i s fi rm ; to Mr . R .

Phene Sp i ers for the use of h i s sketch of th e i ron
bal ustrade from Rothenbu rg ; to Mr . T . j . Cobden
Sanderson for photographs of two of h i s recen t
bookb i nd i ngs ; to the execu tors of the late Rev.

W . H . Creeny for perm iss i on to reproduce two of

th e i l l u s t rat ion s from h i s “Mon umen tal B rasse s
o n the Con t i nen t of E urope ”

(now publ i sh ed by
Mr. B . T . Batsford ) ; also to Mr. H arold Rathbone ,
who ki nd ly al l ows me to reproduce the cartoon s
by Ford Madox B rown i n h i s possess i on to Mr .

j . Sylvester Sparrow for the pract i cal notes on

pai n t i ng glass and
'

to Mr . Emery Walker for he lp
i n several ways i n the preparat ion of the book .

WALTER CRAN E .

KENS INGTON
,

N ovember
,
I 89 7 .



AUTHOR
’

S NOTE ON THE

PRESENT ED IT ION

H I S repri n t of Th e Bases of Des ign gives
me an opportu n i ty to correc t a few errors

wh i ch had i nadve rten tly c rept i n on i ts first ap
pearance ,

and al so to add a word h ere and there .

I ven tu re to hope that the book may prove
more usefu l and access i bl e to s tudents i n i ts
p resen t form .

WALTER CRANE .

KENSINGTON ,
N ovember , I 90 I
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O F THE BASES O F DESIGN

I .
—OF THE ARCH ITECTU RAL BAS I S

HEN we approach the s tudy of D es ign ,
from whatever po i n t of v i ew , and whatso

ever our u l t imate a im and purpose , we can hard ly
fa i l to be impressed wi th the vas t vari ety and end
l ess complex i ty o f the forms wh ich the term

(Des ign ) covers , u nders tand i ng i t i n i ts wides t
and fu l l es t sense .

F rom the s impl es t l i near pattern , or bone scratch
i ngs of prim i t i ve man , to the most sp lend i d ach i eve
men ts i n mural decorat ion of the I tal i an Renascence
—or, shal l we say , from the grass mat of the fi rs t
pla i ter to the fi nes t Pers ian carpet or from S tone
henge to Sal i sbury Cathedral— th e range is enorm
ou s , and were we to at tempt to t race , s tep by
step

,
th e true relat i o n be tween the d iverse and

mul t i tud i nous characteri s t i c s wh i ch such contrasts
suggest , we shou ld be trac i ng the cou rse of the
development o f human though t and h is tory them
sel ves .
\Vhen we s tand amazed i n th i s l abyri n th—th i s
enchanted and beau t i fu l wood of human i nvent ion
wh ich th e h i s tory of art d i splays

,
we migh t be

conten t to gaz e a t the l ovel i ness of parti cu l ar forms
there , and S impl y enj oy , l i ke ch i ldren , th e beau ty

I B
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of th e trees and fl owers gatheri ng here and there
at random , and cast i ng them aside aga i n when we
were t i red , wi thou t a though t as to the i r true
s ign ificance .

I f, however, we des i re to fi nd some cl ue to the
labyri n th—someth i ng wh i ch w i l l expla i n i t i n part ,
at l eas t , someth i ng wh i ch wi l l give us a key to the
rel at i on of these man i fol d forms , and enable u s to
pl ace them i n harmon iou s order and coherence , we
shal l p resen tl y ask :

( I ) How and whence they deri ved the i r l ead ing
charac ter i st i cs P

(2 ) Upon what bas i s have they been bu i l t up ?
and

(3) What have been th e ch ie f i n fl uen ces wh ich
have determ i ned

,
and st i l l de term i ne , the i r

var i e t i es 9

Let u s t ry to address ou rsel ves to these ques
t ions , s i nce , I bel i eve , even i f we onl y end as we
begi n

,
by i nqu i ry

,
that

,
i n the course of that i nqu i ry ,

by study
,
by compari son

,
and carefu l observat i on ,

we shal l be able greatl y to c lear ou r path , and fi nd
much to help us as i nd iv idual s tudents and practi
cal workers in art.

( 1 ) The fi rs t arts are
,
of course , those of pu re

u t i l i ty , wh ich spri ng from the primal phys i cal
necess i t i es of man : wh ich are concerned i n the
mai ntenance o f l i fe i tsel f —the art or craft of th e
hu n ter and the fi sherman

,
the t i l l er of the soi l , the

hewer of wood and the drawer of water : but see i ng
that next to securi ng su ffic ie ncy of food , th e efforts
of man are d i rec ted towards prov idi ng h imsel f w i th
shel ter, both of roof and ra imen t , and s i n ce most
of the arts of th e creat i ve sort mus t be pract i sed
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under shel te r of some k i nd , and tha t al l of them
con tribute i n some way towards the bu i ld i ng or
adornmen t of such shel ter, I th i nk we shal l fi nd th e
true bas i s and control l i ng i n fl uences , wh ich have
been paramoun t i n the developmen t of decorat i ve
des ign

,
i n lfief orm aw l elem/ d efer of Me dwel l i ngs

of man and the i r accessories ; from the temples h e
has rai sed to e nsh ri ne h i s h ighes t ideal s— these
temples themselves be i ng bu t l a 1ger and more
monumen tal dwel l i ngs -to the tomb , h is l as t dwel l

g
-place . We Shal l fi nd , i n Short , the origi nal and

con trol l i ng bases of des ign i n arch i tec tu re , the
queen and mother of al l th e arts .
I n assert i ng th i s one does not lose s igh t of the

V i ew that a l l am‘

i s , pm
'

mam
'

ly , Me fi roj eel z
'

on or

p r eez
’

fi z
’

l a l z
’

on in ma l em
’

a l f orm of man
’

s emol z
’

ona l

and z

'

n l el leema l flalm ’
e ; bu t , being proj ected and

tak i ng defin i te shape
,
i t becomes subj ec t to certa i n

control l i ng forces of nature , of materi al , of cond i t i on ,
wh ich re—ac t upon the m i nd ; and i t i s w i th th ese
control l i ng forces and cond i t i ons , and the d ist inc
t ions wh i ch ari se ou t of them ,

that we are now
concerned .

S uch d i s t i n c t ions as ex i s t
,
for i n s tance

,
i n th e

feel i ng , the plan and construct i on of those pattern s
i n tended to be l a id upon the floors (as i n carpets
or t i l es) , and such as are i n tended to cover ce i l i ngs
and wal l s (as i n pl aster-work , text i l e hangi ngs or
wal l papers ) , obv iously ari se from the relat i v e
pos i t ions of floor

,
wal ls

,
and ce i l i ngs

,
and the d i ffer

ences between hori zon tal and vert i cal pos i t i ons ;
and these cond i t ions are necessari l y part and parcel
of the construct ional cond i t i ons of th e dwel l i ng
i tself.
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The fi rs t shel te r may be said to have been the

shel ter of natu re w i thou t art—the TREE and the
CAVE, the fi rs t homes of man ; al though he was
probably not by any means the fi rs t an imal to h ide
among the woods and the rocks

,
s ince he had many

and form idable foes to d i spu te wi th o r d istu rb h i m
i n possess i on . I t i s not i ceable that s uch art as i s
assoc iated wi th th i s s trange and remote chapter of
man’s ex i s tence on the earth—the art- i n s t i n c t wh i ch
impel l ed the prim i t i v e h unte r to i n c i s e the bone
and stone implements he u sed wi th the i mages o f
th e an i mal s he h unted—i s pu rel y graph i c , and does
not show any feel i ng of that adapt i ve ornamen tal
qual i ty characteri s t i c of what we cal l decorat ive
d es ign , wh i ch wou ld seem to bel ong to a more
h igh l y organ i zed cond i t io n of soc i e ty.

“Among
th e prim i t i v e Greeks , remarks Messrs . Guh l and
Ko ner i n the i r L i fe of th e Greeks and Romans ,
“fou n ta i n s and trees , caves and mounta i ns , were
cons idered as seats of th e gods , and revered ac

cord ingly,
even W i thou t be i ng changed i n to d iv i ne

hab i tat i ons by the art of man B u t
,
as provi ng

l i te ral l y that art spri ngs ou t of natu re , the cave
i tsel f l ed to a developme n t o f arch i tec tu re , as i n
some earl y Greek tombs where the cave

,
or cl eft

i n th e rocks
,
i s u t i l i z ed and added to by masonry ;

or where the rock i tsel f was carved and hol lowed ,
as i n th e rock - cu t templ es of Egyp t and I nd ia .

To wh i ch some trace the origi n o f col umnar arch i
tectu re .

The TENT of th e A s iat i c wanderi ng tr i bes , and
th e wattl ed and wooden HUT of th e western and
northern

,
come next i n the order of human dwel l

i ngs
,
and no t on ly may we trace certa i n types of

4
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pattern des ign to both sources

,
but i t would seem

as i f both the ten t and the hu t , and perhaps the
wagon of the A ryans , had had the i r i n fl uence upon
th e more substan ti a l s tone s tru ctu res wh ich su c

ceeded them . When tribes became commun i t i es ,
townsh ips were founded , and more fixed and
settl ed hab i ts of l i fe p reva i l ed .

N ow we may broadl y group the pr1nc1pal types
of arch i tec tu ra l form and con struct ion - in" th ree

‘DIAGRAM TO SHOW/ 1 THE: THREE: TYPICAL
'

FORNS OF
‘ARCHITECTURE III

l l NTED
ROUNDA RCH

PO’ ARCH

L INTEL

pri nc i pal d iv i s ions , fol l owi ng Professor Rusk i n ,
namely

1 . The arch i tecture of th e L in tel (or col umn and
ped iment) .

2 . The arch i tec tu re of the Round Arch (or vaul t
and dome) .
3 . The arch i tec tu re of the Poi n ted A rch 1

(or
vau l t

,
gable

,
and buttress) .

1 A l though such a class ificat ion may not be qu i te sat i s fac tory
from the po in t of V i ew of the con struct ive and h i s tori cal arch i
tee t, i t sufficien t ly serves the presen t purpose as regards the
i nfluence of these main types i n determ in ing the form and
charac ter an d control li ng spaces and l i nes of the decorat ion ,
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O f the fi rs t we may find th e s implest type i n

S tonehenge ; we may find i t i n equal l y mass i ve
,

and almos t as prim i t ive form at Mycenae , i n the
famous Gate of th e L i ons , remarkabl e as be i ng
the earl ies t known example of Greek sculptu re :
w e may fi nd i t more devel oped i n the Greek
templ es of anc i en t Ecr

g ,ypt at Karnac , Thebes and
Ph i lae , and we may s ee i t i n i ts pu res t form i n

the Parthenon at
A thens .
The der1vat10n

and devel opmen t of
the Greek Dori c
temple from i ts pro
totype of wooden
construct ion has
frequen tl y been de
monstrated , and
the tombs i n Lyc i a
furn ish s tri k i ng i l
l ustrat ion s of th i s
cl ose im i tat i on and
p e r p e t u a t i o n i n
s tone of a sys tem
and deta i l s bel ong

i ng to wood ; and i t i s i ns truct i ve to compare i ts
featu res w i th correspond i ng parts i n the Parthe
non ,

and to observe how closely they agree . I t
i s a cu ri ous i n stance of that l ove for and cl i ngi ng
to an c ien t and t rad i t ional forms , that wi th the art
and al l the resou rces of A then ian c iv i l i zat ion

,
the

both’

surface and sculptu ral des ign
,
wh i ch accompan ies them

in anc ient
,
c lass ical

,
and med iaeval work wh ich i t i s my objec t

to t race .
6
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THE ARCH ITECTURAL BAS I S
fr i eze , an essen t i a l part of th e arch i tectu ral effect ,
and is str i c tl y sl ab sculptu re , or what may be con
s ide red as arch i tec tu ral o rnament , for , as I have
el sewhere said , we may fa i rl y cons ider figu re
scu lp tu re to have been the ornamen t of the Greeks
j u s t as one m igh t say that p ictu re w ri t i ng and

ORNAMENTAL L INES IN THE FR IEZE OF THE PARTHENON .

h ierogl yph ic were th e mural decorat i on s of th e
Egypt ians .
These sculptu res were ev iden tly des igned under

the i nfl uence of th e st rongest arch i tec tu ral and
decorat i v e feel i ng , and were constructed upon a
bas i s o f ornamental l i nes . There is a certa i n
rhythm and recu rrence of mass , and l ine , and form
i n them th roughou t , and they have al l been care
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fu l l y cons idered m re lat ion

’

to th e places they
occupy .

METOPC ’

OF
°TH€

' PARTH€NON
'

SHOWLNU Ret
‘

ATION1 & ~PRoPOR1 10N5 09 1 11 6
-M AS$€5

I t i s to be noted , too , that the scu lp tures are
pl aced i n th e z

'

fel em l z
'

ees of Me eonslmzel z
’

on
,

1 that
i s to say , not o n the actual beari ng parts . O n

9
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th i s po i n t i t i s i n te res t i ng to compare wi th the
earl i er forms of pu re s tone construct i o n at My
cenae . The l i ons over the Mycenae Gate are
carved upon a s lab of s tone placed i n the tr i
a ngul ar hol l ow l eft above th e l i n te l to preven t i t
b reak ing u nder th e great p ressu re of the heavy
s tones used . The tri angular hol l ow may be see n
wz

’

Mou l th e sl ab i n th e doorway of C l ytemnestra’s
house a t Mycenae . H ere we have an earl y in
s tance of the i n te rs t i c e l eft by th e n ecess i t i es of
th e construc t ion bei ng u t i l i z ed as a decorat i ve
feature , s ign i fican t i n i ts des ign , showing th e pro
teet i ng image of th e Castl e of Mycenae ,

much i n
the same way as we see the fam i ly arms scu lptu red
over the gateways of ou r Engl i sh mediaeval
cas tl es .
Return i ng to th e Parthenon , we see that th e

same pri nc ipl e i s observabl e i n the ped imen t and
metope scu lptures

,
th e fri ez e of th e cel la be i ng

real l y a mural decorat i on con s i s t i ng of fac i ng slabs
of marble. The bu i ld i ng wou ld doubtl ess s tand
w i thou t any of them ,

as a t imber-framed house
wou ld stand w i thou t i ts board i ng

,
or fi l l i ng of br ick

or pl as ter ; bu t i t wou ld be l i ke a skel e ton , o r a
head wi thou t i ts eyes—much , i ndeed , as t i me ,
bombardmen t

,
ravage

,
and th e B ri t i sh Museum

have l eft i t now.

B efore we l eave the Parthenon , l e t me cal l
atten t ion to one preva i l i ng pri nc ip l e , character
is tic of i ts des ign i n every part ; for though
fol lowi ng th roughou t th e pri nc ip l es or t rad i t i on s of
wooden cons truc t ion

,
no doub t i ts proport ions and

l i nes were consc i ous l y and carefu l l y cons idered by
the arch i tec t w i th a V i ew to aes thet i c effect . I t i s

10
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Me prmezp l e of r ecu r r i ng or r e-eMoz

'

flg l ines , a
leadmg pr1nc 1ple , i ndeed , th roughou t the whole
provmce of Des ign , and one on the importance

PARTHENO N
‘

A
PEDlMENT S KETC

S

rT-
F-
Tg
’
i’

5H0W 1 RELATION OF LINES ‘

OF SCHLPTU T
PEDIMENT RE C ANGLE or

and val ue of wh ich i t is imposs i bl e to lay too much
s tress .
To begin wi th the ped imen t . The mai n ou t

l i ne i s de l i catel y emphas i zed by the mou ld i ngs o f
PARTHEN O N EASTERN

PEDIMENT . SKETCH -TO

SHOW RELATIO N o r

U NES -o r SCU LPTURE
10 am: LE or 1350111451111

th e edge , wh ich al so serve as a dr ips tone—th e
prac t i cal orig i n , probabl y , of al l mou ld i ngs . The
groups o f s cu lp tu red figu res w i th i n th e recess

(wh i ch fu rthe r serve to express the p i tch of the
roof) re -echo , i n formal l y , i n the l i n es con trol l i ng
thei r compos i t i on , as wel l a s i n the l i n es of l imbs

1 2
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and d raper i es , vari a t ions of th e angle of the
pedimen t . Thu s , the groups of figu res , fu l l of
ac t ion and var i ety as they are

,
are u n i ted and

harmon i zed w i th th e whole bu i ld i ng ; wh i le , to
avo id undue appearance of heav i ness on the c res t
of th e ped imen t and 0 11 the angl es were placed
an them ion bron ze ornaments .
The corn i ce , aga i n , i s emphas i z ed by mould i ngs

mark i ng the i mportan t hori zon ta l l i n es of th e
bu i l d i ng , re

- echoed by the l i nes of the fri eze
,
and

cou nteracted and braced by the emphat i c vert i ca l
l i n es o f the tr iglyphs , and en ri ched by the l i t t l e
den t i l s below .

Then we come to the cap of the Dori c col umn .

I t i s s impl i c i ty i tself. A th i n square block o f

marbl e forms the abacus . The cap i tal i s a flattened
c i rcu lar cush ion o f marb l e

,
rou nded at th e s ides i n

a d im i n i sh i ng cu rve to the head of the col umn ,
wh i ch term i nates i n a hor i zon tal reed ing . The
col umn i tsel f is del i catel y channel l ed w i th a ser ies
of l i nes wh ich fol low i ts ou tl i n e

,
and give verti cal

express io n to the i dea of the support o f th e hor i
zon tal mass above , th e col umn gradual l y d im i n i sh
i ng from base to cap , en tas ized or s l igh tl y swel l ed
i n th e m idd le to avo id the V i s ual effect of ru nn i ng
ou t of the perpend i cu l ar . The Dori c columns
spri ng bold ly from th e steps W i thou t basemoul d
i ngs

,
th e steps repeat i ng the hori zontal l i n es of th e

bu i l d i ng agai n
,
and gi v i ng i t he igh t and d ign i ty .

The other vari an ts of the Greek s tyle W i l l i l l us trate
much the same pri nc ip les i n d i fferen t degrees , and
we may trace th e val ue o f proport ions , and recu r
r i ng l i nes , and d i fferen t degrees of enrichmen t
through the oth er four orders .

1 4
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Greek l i fe , fu rn i tu re , pottery , dress , we fi nd them
al l characteri zed by the same qual i t i es i n des ign
as we have j us t been not i ng i n the arch i tectu re ; th e
fundamental arch i tec tu ral feel i ng seems to pervade
them . A s impl i c i ty of l i ne

,
balance

,
and reserve

o f ornamen t d i s t i ngu ish es al i ke the i r seats and
chai rs and tabl es , caskets , vases and vessel s , and
the express i ve l i nes of the i r dresses and d raper i es
fal l i ng i n to the l i nes of the figure give l i fe and
vari e ty , wh i l e they contras t wi th the severi ty of

th e arch i tec tu ral l i n es and pl anes .
N ow , so far we have been cons ideri ng the arch i

tec tu re of the l i n tel , and i ts beari ng upon des ign ,
and the qual i t i es and pri nc ipl es we may learn from
i t general l y .

W i th the use o f the rou nd arch—i nvented
,
i t i s

sa id
,
by the Greeks

,
bu t always assoc iated w i th the

Romans , who used i t—qu i te d i fferen t effec ts come
i n

,
wi th d ifferen t mot ives and ideas i n des ign . The

Roman arch i tectu re , th e rou nd arch , fu l fi l s the
fu nct i ons of both construct i on and ornamen t

,
on

the same pri nc ipl e of recu rrence , or repet i t i on , we
have not i ced before as , for i nstance , i n th e Colos
seum ,

whe re the t i ers of rou nd arches wh ich support
the ou ter wal l of the bu i l d i ng serve both the con
s truc t i ve and decorat ive fu ncti ons . W i th the use
of the arch the arcade becomes a constru ct i ve
featu re of great decorat i ve val ue , and takes th e
pl ace i n Roman and Romanesque bu i ld i ngs , wi th
a l igh ter and more vari ed effect , of the col umned
Greek cel la . S unsh i ne , no doubt , had much to do
w i th i ts u se

,
s i nce a covered arcaded l oggia

,
or

porch i n front of a bu i l d i ng , so frequent i n I tal y ,
gave both shel ter and cool ness . The u se of th e

1 6
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arch l ed to vau l t i ng , and to th e use of arch mould
i ngs , enri chmen ts , and to th e cove ri ng th e vau l ts
wi th mosa i c and pai n t i ng , and the vau l t i ng l ed to
the dome , whi ch , agai n , offered a spl end i d fi eld for
the mosaic i s t and the pa i n ter .
The Romans borrowed al l the i r arch i tec tu ral

deta i l s from the Greeks
,
and vari ed and en ri ched

them
,
add i ng many more m embers to the corn i ce

mou ld i ngs
,
and carv i ng stone garlands upon the i r

fr i ezes , to take th e place o f th e pr im i t i ve festal ones
of leaves wh i ch were hung there

,
as i n the rel i e f of

th e v i s i t o f Bacchus to I cari us , a Romano-Greek
scu l pture i n the B ri t i sh Museum .

They (th e Romans) ful ly real i zed the ornamen tal
val ue of colonnades and port i coes , and they used
th e col umn

,
varyi ng the orders

,
and trans lat i ng

them i n to p i l asters freel y a s decorat i on s on th e
facades and wal l s o f the i r bu i ld i ngs , sl i c i ng up the

1 8
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peri s tyl es o f temples , as i t were , for the sake o f

the i r ornamen tal effect
,
c u tt i ng down the col umns

i n to p i l as ters
,
and plac i ng them , wi th i n terven ing

fri ezes
,
one on the top of th e oth er , mask ing the

construct i on of th e real bu i ld ing , a favou ri te dev i ce
wi th th e Renascence arch i tec ts .

USE OF DECORATI VE SCULPTURE IN ROMAN ARCH ITECTURE
THE ARCH OF CON STANTINE .

Roman arch i tecture may be cons idered real l y as
a trans i t i onal s ty l e .

i

INhi le i ts t rue con struc t i ve
characteri s t i c i s the round arch , every detai l o f the
Greek or L i n tel arch i tecture i s used both wi thou t
and wi th the arch

,
and i n th e latte r case the col umn

frequen tl y becomes a wal l decorat i on i n th e shape
of a p i l aste r

,
as wel l as the corn ice , and i s no l onger

made u se of, as in true l i n tel cons truct ion , to sup
I 9
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port the weigh t of the roof. I n the i r v iaducts and
bridges and baths they were great bu i lders wi th
th e arch

,
but , l i ke some modern engi n eers , when

they wanted to beau t i fy th ey borrowed arch i tec tu ral
ornamen t from the Greeks .
N oth i ng very fresh was ga i ned fo r des ign i n
these adaptat ions except a certa i n heavy r i ch ness
of deta i l i n th e scu l ptu red corn i ces and fri ezes , and
coffered ce i l i ngs . The u se o f th e flat p i las ter

,
how

ever
,
led to the panel led p i las ter w i th i ts elegan t

arabesqu e , which was afterwards rev i ved and de
v eloped wi th such extraord i nary grace and vari ety
by the art i s ts of th e Renascence and carr i ed from
I tal y westward .

W i th th e round arch too , several importan t
deco rat ive spaces were g1ven to the des igner , the
spandrel , th e panel , th e medal l i on , al l of wh ich ,
with th e fr i eze , may be seen u t i l i z ed for th e decor
at ive scu lp tu re on th e arch of Constan t i ne . The
decorat iv e u se of inscr iptions i s al so a featu re i n
Roman arch i tec tu re , and th e d ign i ty of th e form
of th e i r cap i tal l ette rs was wel l adapted to orna
mental effec t i n square masses upon th e i r t ri umphal
arches and along th e en tablatu re of the i r temples .
The Romans

,
too

,
brough t th e domed roof a nd

th e mosa i c floor i n to u se , and were great i n the
use of col oured marble s ; al s o s tucco and plas te r
w ork i n i n ter iors , the free an d beau t i fu l pl as ter
work found i n the tombs 011 th e Lat i n Way be i ng
wel l known ; so that 0 11 th e whol e we owe to them
th e i l l us trat io n of the effec ti v e use of many beaut i
fu l arts

,
wh ich th e I tal i an s have i nheri ted to th i s

day
,
though i t mu s t be said often wi th more sk i l l

than taste .

20
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O ne m igh t say general l y and u l t imatel y Roman

ar t exempl ified that lov e of Show , and th e extern al
s ign s of power . pomp , sp lendou r, and lu xu ry
wh i ch became cl ea r as wel l as fata l to them , as they
appear to do to eve ry conqueri ng peopl e , u n t i l
th ey are final l y e nervated and overcome as if by
th e N emes i s of th e i r own supremacy .

MOSA IC. ST . APOLL I NARE IN CL ASSE. RAVEN
—
NA.

The art of Greece . one ma y say . o n the o ther
han d . at her z en i th repres en ted that l ove of beau ty
as d i st inc t from o rnamen t . and clearn ess an d

s everity o f thought wh ich w i l l a lw a y s c l ing to the

cou ntry from w hen ce the mod ern worl d deri ves
the germ of nearl y a l l i ts i deas .

B u t when th e seat of th e emp ire was tran s ferred
to Cons tan t inopl e , and Roman art. influ en ced by

2 1
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port the we igh t of the roof. I n the i r v i a
br idges and bath s they wee great bu i l
th e arch

,
but , l i ke some mde rn engi nee rs ,

they wan ted to beaut i fy theyi orrowed arch i tec tu ral
ornamen t from the G reeks .
N oth ing very fresh wasga ined for de s ign
th ese adaptat ions except a ze rta in heavy richn

of deta i l i n th e scu l ptu red orn ices and fr i eze
coffe red ce i l i ngs . The use f the flat p i las ter
ever

,
led to th e pan el led pas ter w i th i tS

arabesqu e , which was aftevard s rev ived
veloped wi th such extrao rmary grace a : .

by the a rt i s ts o f the Renase nce and ca .

I ta l y westward .

W i th th e round arch oo , seve ra
deco rat i ve spaces we re g1vn to the

spandrel , the panel , the redal l ion ,

w ith the fr i eze , may be see u t i l i zed
at ive scu l ptu re on t h e arc l o f Co n ,

decorat ive u se of inscriptios is a l

Roman arch i tec tu re , and re

o f th e i r cap i ta l le tte rs
men ta l e ffec t i n square
arches and a
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THE ARCH ITECTURAL BAS I S
A siat i c feel i ng , and st i m u lated and elevated by the
new fa i th of Ch ri s t ian i ty , became transfigu red into
the solem n splendour of Byzant i ne art

,
the arch i

tectu re of the round arch and the dome and cupola
rose to i ts ful l es t beauty , and such bu i ld i ngs as
S t . Soph ia a t Cons tan t i nopl e

,
and S t . Mark

’s a t
Ven i ce , wi th the chu rches of Raven na

,

i

mark
another great and noble epoch i n the arts o f

des ign .

B yzan t i ne des ign
,
whether i n bu i ld i ng

,
i n carv

i ng , i n mosaic , or gol dsm i ths
’work

,
i mpresses one

wi th a certa i n res tra i n t i n the m ids t of its splendou r ;
a certa i n con trol l i ng dign i ty and reserve appears
to be exerc i sed even i n the u se of the mos t
beaut i fu l materi als

,
as wel l as i n des ign and th e

treatmen t of form .

The mosaics of the Ravenna ch u rches al one
are su ffic i en t to exempl i fy th i s . The art i s ts
seemed fu l l y to rea l i z e that the curved surfaces of
the dome

,
the hal f dome of the aps e , or the long

flat fr i ez e above the arch col umns o f th e nave of

the bas i l i cas
,
l i ke S t . Apol l i nare in

'

C l asse , afforded
spl e nd id fields for a splend id material , the cross
l igh t from the deep -set w i ndows en ri ch ing the
effec t , and that everyth i ng migh t wel l be second
ary to i t . The same p ri nc ip l e or feel i ng i s see n
i n S t . Mark’s where the arch i tec tu re i s qu i te
s impl e , the arches and vau l t i ng wi thou t mould i ngs ,
noth i ng to i n terfere wi th the qu ie t spl endou r of
the gold or b lue fi el ds of mosa i c vari ed w i th s impl e
typ ical figu res , bold i n s i l houette , placed frankl y
upon them

,
embl ems

,
bold ly curv i ng scrol l-work ,

and i nscrip t i ons . The execu t i on
,
too , i s as d i rec t

and s imple as th e des ign . Such des ign and
2 2
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SKeTCH OFrARTOFINTQRIORO?

DOME: veN tce

decorat i on as th i s becomes an essen t ial and i n tegral

part o f the arch i tec tu ral s truc ture and effect . 0

N ote the way i n w h ich the tesserae are la1d (In
a



THE ARCH ITECTURAL BAS I S
the head o f the Empress Theodora from S t . V i tal e
at Raven na , for i nstance). The cube i s u sed as

MOSA IC OF THE EM PRESS THEODORA, T. V ITALE
,
RAVENNA

,

S IXTH CENTURY .

much as poss i ble , but the cubes vary much i n s i ze ,
and are set often W i th very open jo i n ts , the cemen t

24



THE ARCH ITECTURAL BAS I S
l i nes of the bedd i ng showing qu i te c learl y , and the
surface of the work uneven , the tesse rae be ing
worked

,
of cou rse , from the fron t and i n mm, pre

sen t i ng a vari ed su rface of d i fferen t facets wh ich ,
catch i ng the l igh t at d i fferen t angles , give an extra
ord i nary sparkle and ri ch ness to the effect as a
whol e . I n the head of Theodora the effec t is en

hanced by the d iscs of mother-of-pearl used for the
head-dress .
I n the layi ng of the tesserae. too , note that th e

sys tem i s fol lowed of defin i ng the ou tl i nes w i th
rows of cubes , and bu i ld i ng up the masses (as i n
the n imbus) with concentri c rows , as a rule , maki ng
th e l i nes o f the fi l l i ng tesserae fol low as far as pos
s ibl e the l i n e of th e boundary tesserae . Th is , of
cou rse , would natural l y resul t as the s implest and
most conven ien t , as wel l as mos t express ive , method
o f l ay i ng tesserae

,
i n defin ing form by means of

smal l cubes , and i s one of the cond i t ion s of th e
work

,
and when , as i n these mosai cs , so far from

be i ng refi ned away , or concealed , or any attempt
be i ng mad e (as i n later t imes) to im i tate pai n t i ng,
these cond i t i ons are bold ly and frank l y acknow
ledged , we see how i ts pecul iar beau ty , charac ter ,
and the qual i ty of i ts orn amental effec t depends
upon these very cond i t i ons .
Th is pri nc ipl e w i l l be fou nd to hold good and

true th roughou t al l art . D i rectl y , from a fals e idea
of refinement

,
or wi th th e obj ect o f d i splay i ng

mechan ical sk i l l , the craftsman i s i ndu ced to try
to conceal the fu ndamental cond i t i ons of h is craft,
and to make i t ape the qual i t i es of some total l y
d i fferen t sort of work , he ceases to be an art i s t , at
al l events . The true art i s t i n any materi al i s he

25



THE ARCH ITECTURAL BAS I S
who i n acknowledgi ng i ts condi t i ons and l im i tat ion s
finds i n them sources and opportun i t i es of new
beau ty , and i n be i ng fa i th fu l to those cond i t i on s
makes them subserve h is i nvent ion .

A fte r the decorati ve spl endour of the Byzan ti n e
arch i tecture , the N orman work l eft i n ou r own land
seems comparat ively s impl e and pla i n as t ime has
left i t , bu t i ts remai ns show i ts Roman

'

descen t i n
the doorway and porch of many a qu i et v i l lage
church , as wel l as on a greater scal e i n so many of
ou r cathedrals , wh ich often i l l ustrate , i n a remark
abl e way , the trans i t ion or growth of one s tyl e ou t
of another , the new evolved from the o ld .

A t Can terbury , for i nstance , one reads th e s ign s
wh ic h mark the transformation of the N orman
bu i ld i ng i n to the Goth i c . The fi rs t church founded
by S t . August i n e was Saxon . Th i s was en larged
by O tho (9 38 ) as a bas i l ica . Th is agai n was ru i ned
by the Danes The N orman part of th e
presen t bu i ld i ng was construc ted by B i shop Lan
franc on to wh i ch was grafted , as i t were ,
the th i rteen th

,
fourteen th

,
and fi fteen th cen tury

Goth i c wh i ch d i s ti ngu ish i t .
There i s a tower on the south s ide o f the transept

known as A nselm’s Tower (from B i shop A nselm ,

one of the N orman bu i lders ) , and on the lower
part runs an arcad ing of i n terlac i ng round arches ,
th e tower i tsel f be ing ri ch ly arcaded i n several
s tori es i n rou nd arches . B u t th i s l ower band shows
the period of tran s i t ion , from the use of th e round
arch

,
to the poi n ted— the po i n ted lance t arches

be i ng formed by the i n terlac i ng o f the round , so
that we have here the ac tual b i rth of Me poz

'

u fm’

ar c/1. (at l east , as a decorat ive featu re ) , wh ich leads
2 6



THE ARCH ITECTURAL BAS I S
u s to ou r next typ ical ( l l V l S lOfl and charac teri st i c
epoch of arch i tec tura l s ty l e .

ANSELM’S TOW ER , CANTERBURY .

We need not go out of our own country to fi nd
abundan t i l l ustrat i ons of typ i cal forms of po in ted
arch i tecture. A lmost any v i l lage church wi l l g ive

2 7
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u s the mai n featu res—th e characteri s t i c plan of
nave and chancel , curiou sl y fol lowing the plan of
the anc ien t Roman bas i l i ca— the publ i c hal l and
l aw court i n one and perpetuat i ng for us the type
of anc ien t dwel l i ng or hal l wh ich may be sa id to
have prevai l ed from the t i me of H omer to the end
of the M i dd le Ages , vary i ng ch i efl y i n ex ternal
featu res and arch i tectu ral de ta i l .
The severe lance t arch i s charac teri s t i c of th e

fi rs t phase of the Goth ic
,
wh ich gradual l y grew ou t

of the severer N orman . The gad/e took a h ighe r
p i tch , and to support the we ight and th rus t of

tower s and sp i res, éu z‘z‘msses w ere u sed , and these
became

,
al so

,
a strik i ng and characteri st i c featu re

of the poi n ted arch
,
wh i ch completed i n the th i r

teen th cen tu ry the peri od of i ts fi rs t devel opmen t .
Lancet arch

,
h igh -p i tched gable

,
buttress (pla i n

and pi nnacl ed ) , Spi red and p innac led tower— these
are the l ead i ng construct ive exterior characteri s t i cs ,
the carved work , somewhat restra i ned , and ch iefly
man i fested i n pecul iar fol iat i on of th e cap i tal s and
corbels

,
and in the hol lows of arch mou ld i ngs i n

rows of sharp cu t dog teeth .

I n th e i n terior cl ustered shafts took the place of
the sol id rou nd N orman p iers

,
ri s i ng , as we see i n

ou r cathedral naves
,
to support l ofty vau l ted roofs ,

th e ribs moulded and covered at the i r i n tersect ion s
by carved bosses .

Agai n we may note the pri nc iple of recurring
l i nes wh i ch repeat and emphas i ze the form of th e
arched open ings and the structu ral l i nes of th e
vau l t i ng i n the mou ld i ngs . This recu rrence gives
that effec t of extraord i nary grace and l igh tness
comb ined wi th s truc tu ral s trength wh ich is so stri k

2 8
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THE ARCH ITECTURAL BAS IS
We noted that the Greeks used the i n ters t i ces

of the i r cons tru c t i on for the i r ch ief decorat ion
,
the i r

figure scul pture , and to some exten t the same plan
is fol lowed i n Goth i c arch i tec tu re , where we fi nd
the tympanums of doors , the spandre ls of arcades

(as i n the Chapte r H ouse at Sal i sbury or the angel
Cho i r at L i n col n ) , and canop ied n iches (as atWel l s ) ,
used for figu re sculptu re ; bu t , at the same t ime ,
the str uctu ra l f eatu res t/zemse/w s are empfiasz

'

zm’by
ornamen t to a far greater exten t , as i n caps , arch
moul d i ngs , the j unc t i on s of th e vaul t i ng , and the
l i ke ; and i ncreasi ngly so i n th e succeed i ng Decor
ated and Perpend icula r peri ods

,
un ti l we get vaul ted

roofs of fan tracery l i ke those of K i ng
’s Col lege

Chapel at Cambridge
,
or H en ry V l l .

’
5 Chapel at

Wes tm i nster .
B u t i f we may say that the Ch i e f decorat ive glory

of Greek arch i tecture was i ts figure scul ptu re , as
mosai c was of th e Byzant i ne Churches , so we may
say that the traceri ed w i ndow , fi l l ed w i th s ta i n ed
and l eaded glass

,
became the ch ief decorat i ve glory

of Goth i c arch i tec tu re .

U nhapp i ly great quan t i t ies of glass have d i s
appeared from ou r cath edral s and churches , from
one cause o r another , bu t from the rel i cs that
remai n we may form some idea of th e splendou r and
qual i ty of the ol d glass .

The famous w i ndows of th e sou th transept at
Y ork M i n ster

,
cal led “The F i ve S i s ters ,

” are good
examples of the severer earl i e r s tyl e of pattern and
colour , cons i s t i ng o f fi ne scrol l -work and geometri c
forms

,
i n wh ich hatched gri sa i l l e patterns are heigh t

e ned by brigh t po i n ts and l i nes of colou r .
Thi rteenth cen tu ry glass , where figures are used ,

3 2
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is characteri zed by th e smal l ness of the i r scale i n
proport i on to th e wi ndow , and traces of Byzan t i ne
trad i t ion i n the i r drawing, i n t r i cate des ign , and deep
and v iv id colouri ng , th e work be i ng composed of
smal l p ieces of glass l eaded together ; the effec t of
the j ewel-l ike depth and qual i ty of the colou r
deep crimsons , bl ues , and greens be i ng much
used—being i ncreased by the close network o f

l ead i ng.

A s w i ndows , i n th e cou rse of the evol u t i on of

the Goth i c s tyl e , were made broader, or rather ,
th e wi ndow open i ng proper from wal l to wal l
be i ng greatl y i n creased i n w id th and he igh t

,
they

were supported and d iv ided i n to panel s or l igh ts
by elaborate s tone trace ry , a trace ry wh i ch becomes
almos t as d i s t i nc t a prov i nce o f des ign as the
des ign of the glass i tsel f— d i s t i nc t from

,
yet i n

c l ose rel at i o nsh ip to the arch i te c tu re of the
bu i ld i ng. The comparat i ve sl igh t d i v is ions of the
tracery , however , gave more scope to the sta i ned
glass des igner, who shows very emphat ic architec
tu ral i n fluence i n th e elaborate canopi es wh i ch
surmoun t the figu res occupyi ng the separate l igh ts
of the w i ndows from the th i rteen th to th e e nd of
th e fi fteen th cen tu ri es

,
as wel l as i n th e general

vert i cal arrangement of the l i n es of the i r compos i
t i on . H e gradual ly i nc reased the scal e of h i s
figures and gave more breadth to h i s des ign , and
brough t i t more i n to rel at i on wi th the art of the
pai n ter and the scu lptor

,
at th e same t ime acknow

l edgi ng wi th them
,
i n th e d ispos i t ion of h i s figures

in the space , and the d i spos i t ion of th e draperi es
a nd accessori es

,
that arch i tectural i n fluence u nder

wh ich the arti s t and craftsman of the M iddl e Ages

34
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THE ARCH ITECTURAL BAS I S
worked wi th extraord i nary freedom and ferti l i ty
of i nven t ion , and yet i n perfec t harmony 1—a s ign
of tha t fra ternal co -operat ion and th e effec t o f th e
format i on of men i n to brotherhoods and gu i ld s ,
wh ich . comi ng i n w i th the adopt ion ofChris tian i ty
and the organ i zat i on of the Chu rch , remai ned
th rough al l th e tu rbu l ence and stri fe of the t ime
th e great soc ial force of the M i dd le Ages .
I t seems to me if we wish to real i z e th e i deal of

a great and harmon ious art , wh ich shal l be capable
of express i ng the best that i s i n u s : i f we des i re
aga i n to ra i s e great arch i tec tu ral monuments

,

rel igi ous , mun i c ipal , or commemorat ive , we shal l
have to l earn th e great l esson of u n i ty th rough
fraternal co -operat i on and sympathy , th e part i c ular
work of each , however i nd iv idual a nd free i n
art ist i c express ion , fal l i ng natu ral ly i n to i ts due
place i n a harmon ious sch eme . Le t u s cul t iva te
ou r tech n i cal sk i l l and knowledge to th e u tmost ,
bu t l e t u s not neglect ou r i magi nat ion , sense of
beau ty , and sympathy , or else we shal l have
noth i ng to express .
Through the th i rtee nth cen tu ry onwards to the

fi fteen th Goth i c arch i tectu re con t i n ued to devel op
,

to pass through new phases , to take n ew forms ,
a l i v i ng and growi ng styl e mov i ng w i th the wants
and ideal s of men .

A fter the Earl y Engl i sh comes the Decorated
peri od , i n wh ich th e mould i ngs and fol iat ion be come
ful l er , broader , and more ornate . To cont rast
decorated fol iat ion and or namen t wi th the earl i e r
work , is l i ke compari ng the open ing flower wi th

A s I recu r to the su bjec t o f glas s des ign i n Chapter I V .

i l l u strati on s are given there .
36
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worked wi th extraord i nary freedom and fert i l i ty
of i nven t ion , and yet i n perfec t harmony 1 —a s ign
of that fraternal co -operat ion and th e e ffec t of the
format i on of men i n to brotherhoods and gu i lds ,
wh ich , comi ng i n w i th th e adopt ion of Chri s t ian i ty
and th e organ i zat ion of the Church

,
remai ned

th rough al l th e tu rbu l e nce and str i fe of the t ime
the great soc ial force of the M i dd le Ages .
I t seems to me i f we wish to real i ze th e i deal of

a great and harmon ious art, wh i ch shal l be capable
of express i ng the best that i s i n u s : i f we des i re
aga i n to ra i s e great arch i tectu ral monuments

,

rel igi ous , mun i c ipal , or commemorat ive , we shal l
have to l earn the great l esson of u n i ty th rough
fraternal co -operat i on and sympathy , th e part i c u lar
work of each , however i nd iv idual and free i n
art i s t i c express ion , fal l i ng natu ral ly i n to i ts due
place i n a harmon ious scheme . Let u s c u l t ivate
ou r techn ical sk i l l and knowledge to th e u tmost ,
bu t l e t u s not neglec t ou r i magi nat ion , sense of

beau ty , and sympathy , or else we shal l have
noth i ng to express .
Through the th i rteenth cen tu ry onwards to th e

fifteen th Goth i c arch i tectu re con t i n ued to develop
,

to pass th rough new phases , to take n ew forms ,
a l iv i ng and growi ng styl e mov i ng wi th the wants
and ideal s of men .

After the Earl y Engl i sh comes the Decorated
peri od , i n wh ich the mould i ngs and fol iat ion become
ful l er, broader, and more ornate . To contrast
decorated fol i at ion and ornament wi th the earl i e r
work , i s l i ke compari ng the open i ng flower wi th

1 A s I recu r to the subjec t of glas s des ign i n Chapter I V .

i l l ust rat ions are given there .
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the bud
.
The ogee arch“faas inven ted , the crockets

o f the p i nnacles and canop ies grew and i ncreased

FOURTEENTH CENTURY CANOP IED TOM B, W
'

INCHELSEA CHU RCH .

and became finer i n form , the fin ials large r and
more varied . The carved canop ies and tabernacl e
work grew r icher and more i ntr icate . The fol iage
fol lowed natu re more C l osel y . The figu re subj ects
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the bud . The ogee arch was i nvented , the c rockets
o f the p i nnacles and canop ies grew and i ncreased

FOURTEENTH CENTURY CANOP IED TOMB, \VINCHELSEA CHURCH
.

and became fi ner in form
,
the fin ials l arger and

more varied . The carved canop ies and tabernacl e
work grew ri cher and more i n tr i cate . The fol i age
fol lowed natu re more C losel y . The figure subj ects
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o f the carver were more freel y treated , and deal t
oftener w i th common l i fe

, w i th phantasy , or humour.
The effigies of kn igh t and lady , or pr ies t , became
more and more l ike portra i ts i n s tone or alabaster ,
the deta i l s

"

of the i r d resses more ri ch , del i cate ,
and beau ti fu l . The maker of brasses showed a
freer and more mas te rlv hand , and greater sense

of ornamental effec t
i n the spaci ng and
treatmen t o f h i s
figures . The work
of the m i n iatu ri s t
and the scr ibe grew
more and more de
l icate and exqu is i te
i n form , colou r, and
i n v e n t i o n . T h e
s ta i ned glass worke r
i ncreased the scal e
of h is figures , and
vari ed the qual i ty
and treatmen t of his
colours . The glaz i e r
i nvented new lead

patte rn s ; th e wood carver revel led i n s tal l work ,
s creens , and m isereres . The recessed and cano
p i ed tomb enriched the chan tr i es of Churches and
cathedral s .
B eau ty and i nvent ion of extraord inary ferti l i ty

and ri chness Character i z ed every form of art and
hand icraft assoc iated w i th Goth i c arch i tectu re . We
can trace i n each vari e ty the arch i tectu ral i nfl uence
i n every departmen t of work . I n some i nstances
reproduct ion of ac tual arch i tectu ral deta i l s and
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peri od . Very beau ti fu l spec imens are to be seen
i n the p i c tu res of Van Eyck and Meml i ng for
i nstance .

I n al l these th i ngs we fi nd a re-echo , as i t were ,
of the prevai l i ng fol i ated forms of Goth i c arch i
tectu re

,
repeated th rough endless var iat ions , th e

CARVED BENCH-ENDS, DENN INGTON CHURCH
, SUFFOLK .

control l i ng and harmon i z i ng el emen t throughou t
the des ign work o f the Goth i c per iods , the form
by wh i ch al l seem to be harmon i zed and related ,
as the branches are rel ated to the ma i n s tem

,
and

as the plan of the tree may be found i n the ve i n
i ng o f the l eaf.
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The fou rteen th cen tu ry saw th e development

of a new phase o f Goth i c cal led Perpend icu l ar.
I t is found un i ted wi th the Early Engl i sh and
Decorated , as wel l as N orman , i n nearl y al l ou r
cathedral s .
A t S t. Dav id’s , for i ns tance , there a remark

abl e i nstance of a late
Pe rp e n d i c u l a r t i m b e r
roof

,
r i ch ly mou lded and

carved
,
wi th pendan ts ,

cover i ng a N orman nave
of 1 1 80 . Y et th e effect
i s fi ne

,
and one feel s glad

that the res tori ng arch i
tect could fi nd no au thor
i ty for a N orman s tone
vaul t i ng , otherw i se we

migh t have los t th e r i ch
t imber roof for a modern
idea of a suppos i t i t i ous
N o rm a n v a u l t . Th e
sketch (from the sou th
s ide of the Cho i r at Can
te rbu ry, p . too

,
shows

how harmon ious ly s truc

tu ra l l i nes of d i fferen t
peri ods compose .

The ch i ef character i s t i cs of the late peri od of

Goth ic (Perpendi cul ar) are a lower p i tched arch ,
an el ongated shaft

,
many C l u ste red ; caps and

bases angular ; ribs of vau l t i ng rich ly moul ded , or
the vau l t covered w i th fan - l i ke fol i at i on i n l ate
examples

,
as i n H enry V I I .

’
s Chapel . P i n nacl es

begi n to take the Cupul ar form , detai l s become
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THE ARCH ITECTURAL BAS I S
smal ler

,
windows grow larger and are transversel y

d i v ided by transoms o r hori zon tal bars of s tone ,

ST. DAV ID’S CATHEDRAL .

connect i ng and sol id i fy i ng the many vert ic al mu l
l i ons .
A certa i n refi nement of de tai l and l i n e wi th

a feel i ng for emphati c hori z on tal s and v ert ical s
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comes i n ; and th i s feel i ng may be the i nd i cat ion
of a reac ti on , as i f the construc t i ve and imaginat ive
facu l t i es of man were begi nn ing to prepare for the
next great change that was soon to sweep ove r
the art of Eu rope .

I t m igh t be sai d th at gradual ly from that t ime
arch i tectu re

,
as th e supreme organ i c and con trol

l i ng i n fl uence i n the arts of des ign
,
gave up he r

prerogat ive of l eadersh ip , and s ince / has rather
bee n on the whol e d isplaced i n art i s t i c i n te rest
by th e other arts ; or rather, wi th the change of

the pr i n c iple of organ i c growth ou t of use and
construct i ve necess i ty i n arch i tectu re for those of

cl ass i cal au thori ty , archaeology , or l earned e lecti

c ism
,
the d i fferen t arts , more espec i al ly pa i n t i ng ,

began an i ndependen t ex i s te nce
,
and , wi th the o ther

arts of des ign , may be said to have been more ia
d iv i dual ized and l ess and less rel ated both to them
and to arch i tec tu re ever s i nce

,
reach ing the extrem

es t po i n ts of d ivergence perhaps i n ou r own days .
I t seems to me that , on the whole , th ere can be

l i tt l e doubt that arch i tec tu re and the arts of des ign
general l y have suffered i n consequence ; and to
bri ng them back to heal th y and harmon ious ac
tiv ity we must t ry to re-un i te them al l aga i n upon
the ol d bas i s .
I w i l l term i nate here my short sketch of arch itec

tu ral s tyl e and i ts i nfl uence , not attempti ng now to
fol low i t i n i ts later changes and adaptat ions to
the i n creased compl ex i t i es of human ex isten ce .
My purpose has been rather to dwel l upon the
organ ic and typ i cal forms of arch i tec tu re , i n my
endeavou r to t race the relat ionsh ip between i t and
the art of des ign general l y.
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That relat ionsh ip appears to me to cons i s t ch i efl y

i n 1716 ( aim/

0! of rons/r urti z/e Zine mm
’
f orm , wh ich

al l des ign
,
s urface or otherwise , i n assoc iat io n wi th

any form of arch i tectu re i s bou nd of necess i ty to
acknowl edge as a fu ndamental cond i t i on of fitness
and harmony . Those essen tial propert i es of the
express ion of l i ne

,
as they now seem , wh ich give

mean ing and purpose to al l des ign
,
appear to be

derived stra igh t from construc t i ve necess i t i es and
the i nseparable assoc iat i o n of ideas w i th wh ich
they are connected ; as , for i nstance , th e idea of

secu re res t and repose conveyed by hori zon tal
l i n es , or the sense of support and rigid i ty suggested
by vert ical ones may be d i rec tly traced to associa
t i on w i th the fundamental pri nc ipl es of arch i tec tu ral
s tructu re

,
to the l i n tel and i ts support

,
to the lay ing

of s tone upon stone
,
and wi th th i s cl ue we m igh t

trace the express ion of l ine th rough i ts many varia
t ions .
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CHA PTER I I .—OF THE UT I L I TY BAS I S
AN D I N F LUEN CE

EXT to the arch i tec tu ral bas is i n fl uence i n
des ign , and , i ndeed , hardly separabl e from

i t , be i ng another s i de of the construct i ve , adapt i ve
art

,
we may fitly take the U t i l i ty Bas i s and infiu

ence .

Thi s may be cons idered i n two ways

( 1 ) In i ts effec t upon pattern des ign and arch i
tectu ral ornamen t through prim i t i ve struc
tu ra l necess i t ies .

(2 ) I n i ts effect upon s tructural form and orna
men tal treatmen t ari s i ng ou t of, or suggested
by , fu nc t ional u se .

( 1 ) I t i s a cu ri ou s th i ng that we should find the
p rim i t i ve ornamental moti ves bound up wi th the
prim i t ive s tructu res and fabri cs of pure u t i l i ty and
necess i ty

,
but such would appear to be the case .

The pla i t i ng of rush es to make a mat was prob
abl y one of the earl i es t i ndustrial occupat ions

,
and

th e Chequ er one of the most pr i m i ti ve and un i versal
o f patterns . I f we look at the surface effec t o f the
necess i ty of the construct ion , the cross i ng of one
equal se t of fibres by another se t at r igh t angles

,

with the i n terlacemen t
,
a series of squares are pro

d uced ,
wh i ch al ternate i n t i n t i f the col ou r of o ne

set i s darker than the sets wh i ch cross i t (see i l l u s
48
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THE UT I L ITY BAS I S AND IN FLUENCE
always to be t raced

,
and i t seems to gain from i t a

certa i n strength and adaptab i l i ty .

Anoth er type of ornamen t may be traced to th e
construct ive necess i t ies of wattl e and wi cker work ,
so much used by prim i t ive man i n the s truc ture of
his dwel l i ngs , and i n pr imi t ive obj ec ts of u se and
serv ice .
The various forms of vol u te , or sp i ral , and gu i l

ASSYR IAN ENAMELLED T I LE .

loche ornament , so m uch used by the anc ien ts
Assyri an

,
Egypt ian

,
and Greek— may be compared ,

i n thei r s tructure and arrangemen t of l i ne
,
wi th the

form taken by the wi thy
,
or cord twi sted around

th e uprigh t canes or s taves of a wattl ed fence , as
seen i n hori zon tal sec ti on . The primit ive wattl ed
s tructu re gives the pl ans of these pattern s . I t cer
tainly appears to accoun t for the i r or igi n i n a re

markably complete way .

S I
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I t 1s poss 1ble that another source wh ich may have

contr ibu ted to the evol u t ion of th e Greek spi ra l or

GREEK ANTHEM ION ORNAMENT.

WATTLED FENCE .

vol u te was metal i n the form of the th i n beaten

p
l ates wi th wh ich the prim i t ive Greeks covered
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parts of the i r in ter ior wal l s bu t these were later
t imes

,
and i t is al so poss ibl e that the prim i t ive

ANC IENT VOLUTE ORNAMENT.

metal worker took h i s mot i ve from the watt

i

l ing
too .

Before metal was u sed , o r nai l s or j o i n ery were
known

,
the method of fas ten i ng two th i ngs together ,
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s uch as th e blade of a stone axe or hammer and
i ts hand le , was by thonging or ty i ng them firm ly
together by strips of l eather or thongs

,
and to th i s

source aga i n we m ight trace other types of patte rn
mot i ves o f very w ide preval ence . I n the fi rs t in
stances the thonging was im i tated i n meta l-work
when no longer used i n the construct ion by way of
ornamen t , as i n various bron z e implemen ts ex i s t

H ome. Axe oF M oc z uM A l l.

uXRoNzc vessel.

LA“: o f 00002n

EBoNv ( ou r; 4 55mm

Scu mm a e b s t arve co ll m cs

E01 9 7 .

(3 Q O N I E K NH FC

“TA V A ( ER

TYPES OF DECORATION DER IVED FROM THONG ING .

i ng bu t late r
,
start ing from the tyi ng and thonging

moti v e , we get al l sorts of variat i ons , as i n the z ig
zag of N orman arch mou ld ings , and i n th e earl i er
Cel t i c k notted work

,
wh ich seemed partly a re -echo

of some types of Eastern and C l ass i c ornament ,
un l ess we regard i t as i n dependently deri ved , l ike
them , from prim i t i ve struc ture . I t seems to make
i tse l f fel t agai n i n a n ew variety i n th e strap—work
of ou r E l i zabethan peri od

,
i n wh i ch the ornamen t

S4
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apparentl y was a new blend of Goth i c wi th class i cal
de tai l s , wi th an in fus ion of ori en tal or Moori sh
feel i ng, fi l tered through I taly and Spai n .

Y ok e OF OXGN CARR ARA

A s an i nstance of arch i tec tu ral ornamen t
,
the

mot ive of wh i ch seems taken from a piece of com
mon every-day usage , we may note the fri ez e of the
Roman c i rcu lar Temple of the S i byl a t T ivol i

,

wh ich i s composed of the heads of oxen
,
al ternat i ng
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w i th , and con nected by , th e curves of penden t fl ora l
garlands To th i s day i n I taly almost anywhere
one may see th is mot ive suggested by the appear
ance of the coun try ox wagon as i t approaches
along the road - th e fron t V i ew of th e two oxen
heads

,
wi th the level yoke across the i r necks , and

th e penden t connect i ng ropes hangi ng between .

I t i s probable
,
however

,
that whatever its origi n ,

i ts suggest i on was sacr i fi c ial
,
s i nce the ox decked

w i th garlands constan tl y figures i n Cl ass ical s culp
ture l ed before the al tar to be sla i n , and th i s c ir

cumstance may equal ly have given r ise to the
scu lptor

’

s mot i ve
,
j us t as we saw that the custom

of decki ng the corn i ce of the Greek house w i th
garlands suggested i ts perpetuat ion i n s tone carv
i ng by the Cl ass i cal arch i tec ts .
I t w i l l be noted that those prim i t ive sou rces to

wh ich we may trace mot i ves i n ornamental des ign
,

however
,
afterwards developed on pu re ly orna

mental l i nes , and because of the i r ornamental
val ue

,
al l of th em have thei r begi nn i ngs i n actual

u se and serv i ce , i n phys i cal and construct iv e neces

s ity, and that they are closely assoc ia ted wi th th e
form and charac te r of th e dwel l i ngs and temples
of man .

(2 ) Turn i ng now to the second d iv i s ion of ou r

subj ec t to cons ider “the effec ts upon form and
treatmen t of su rface ari s i ng ou t of

,
or suggested

by , fu nctional u se , we shal l s t i l l h ave to keep
Cl ose to the dwel l i ng , and cons tan tly to remember
the ever presen t arch i tec tu ral i nfl uence wi th the
cons iderat ion of wh i ch we set out .
The angl e of the p i tch o f th e roof i n bu i ld i ngs

,

for i nstance , wh ich i s so marked a Charac teri s t ic i n
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THE UT I L ITY BAS I S AN D I NFLUENCE
i ngenu i ty and careful cons iderat ion of the po i n ts
of the compass i n choos i ng the s i te and plan n i ng

,

i n the rare i ns tances where free Cho ice i s s t i l l
poss i ble , someth i ng may be , and é as been attempt
ed , to fi t al l seasons ; and i t i s th i s carefu l con
s iderat ion o f such poi n ts i n ou r ancien t bu i ld i ngs
—say the ol d Engl i sh manor houses , bu i l t to dwel l
i n and to las t—wh ich gives that sense of homel ike
com fort and pl easu re to the eye , perhaps , qu i te as
much as the i n teres t of the i r ornamental deta i l .
A sun ny garden terrace or arcaded fron t to th e
sou th to catch th e wi n ter sun—cool a nd shady
rooms to the north for the summer—a shel tered
porch to protec t the gues t agai ns t the weather .
Such contri vances as these show that though t has
been spen t and care taken i n the plann i ng and
bu i ld i ng ; that the bu i lde r or des igner has been
i n fl uenced by cons iderat ions of true u ti l i ty—not i n
the bald and more modern sense of mere money
or t ime sav i ng appl iance

,
bu t the true r economy

of maki ng a house l im b/e. H ere i s a sketch of

on e of those o ld s tone hal l s or manor houses o f

Derbysh i re of th e seven teenth cen tury (Haze lford

H al l ) , charm ingl y placed upon a h i l l s ide , so as to
fi t i n to or become part of the landscape , wh i l e i t is
real l y plan ned to l i ve comfortably i n , wi th due
regard to the variat ion of the seasons and th e
wi nds . The l iv i ng rooms face sou th and wes t .
H ouses nowadays seem more bu i l t to sel l than

to l i ve i n (a t l eas t permanen t ly) , s i nce - I not ice
that ofte n even when peopl e bu i ld a house for
themsel ves they cons tan t ly want to let i t to some
body else . I should th i nk that the gipsy van

wou ld su i t modern hab i ts exceed i ngly wel l . I t
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would be more p ic tu resque than a brick box wi th
a sl ate l id ,

” to wh i ch most o f u s are committed ,
and probably much less expens i ve i n the long run .

The only th i ng requ i red to make i t pract i cabl e on
any scale i s a tri fl i ng al teration i n the land l aws .
The origi n of mould i ngs i n arch i tecture , as the i r

u s e in the capac i ty of dripstones declares , was to
se rve a purely useful purpose— the al te rnati ng

DGRBYSHIRS

concav i ty and convex i ty of the members wh ich
general l y charac ter i z e them afford i ng escapement
for th e rai n water , and keeping i t away from the
wi ndows and doors .
To give a s imple i l l us trat io n o f the pr i nc ipl e .

I f the s i l l of a wi ndow ,
for i ns tance , be left rect

angular and perfectly l evel , the water would be
l i kely to run i nward through the wi ndow

, or

perhaps i nto the wal l
,
bu t i f s loped on the upper

su rface and hol l owed beneath
,
th e water wou ld
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tend to drop from the u nder ou ter edge clea r o f
both wi ndow and wal l .
Th is necess i ty l ed to mot i ves i n des ign and

550 110 14 t o snow ACH O N o r RA IN
ON w m oow S IL L SQj F

’LA IN at

SGCT loN

SQU A R8 HEADED
DRtPsToNa

ornamen tal effect , and mou l d i ngs became val uabl e
parts of aes the t i c express ion i n arch i tec tu re

,
afford

i ng means of emphas is , of giv i ng the effec t o f

reced i ng planes
,
and of u s ing the importan t pri n c ipl e

‘

of recurri ng l i nes to wh i ch I cal led atte nt i on i n th e
fi rs t chapter .
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The barge -board

, too ,
so p ic tu resque a featu re

i n o ld t imbered houses , had th e same usefu l pu r
pose to subserve i n keep i ng the weather from injur
ing roof and wal l .
S ta i rcases wi th the n ecessary handrai l

,
agai n ,

have l ed to beau t i fu l form i n des ign , no t on l y i n
the plan n i ng o f the sta i rcase i tsel f, wh i ch i s so

i mportan t a featu re i n every house
,
bu t i n the

i n te res t ing and varied des ign i n th e bal usters sup
porti ng the handra i l , and i n newel heads , etc .

qms -TOW ERS -OF
~ S AN °

Q 1M

Towers and Church steeples , wh ich form such
importan t and p i c turesque features i n arch i tectu ral

(and , one might add , l andscape) des ign , owed the i r
ex is tence

,
i n the fi rst place

,
to the necess i t i es o f

watch , guard , and defence , and probabl y also
means of commun icati on by s ignals .
To the mediaeval C i ty , w h ich , as i t is now be ing

real i zed
,
was a h igh ly organ ized arrangemen t for

mutual a id and defence , towers were of great im
portance both for watch and defence . They served
as strong buttresses and van tage posts placed at

6 1
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i nterval s along th e i nclos i ng C i ty wal l , and flank ing
the gateways . The boldness and grace of des ign
i n some medimval towers i s very notable . Those
of S i ena , for i ns tance , and that town of towers ,
San G im ignano

, of wh ich I gi v e a rough sketch to
show the effect from a d is tance of th e cl uster i ng
towers

,
l i ke a crown u pon the h i l l top ; above al l ,

perhaps
,
i s the famous tower of the S ignori a or

Palazzo Vecch io
,
th e old C i ty hal l of F l orence

(th i rteen th centu ry) . The B el fry of B ruges (th i r
teenth cen tu ry ) , too , i s another fi ne i nstance of

boldness and grace of des ign . I t had formerly a
sp i re

,
wh ich i s shown i n a s ixteen th cen tu ry p i c tu re ,

th e background of a portra i t by Fou rbus , a F l em ish
pa i n ter

,
bu t the sp i re was tw i ce des troyed by fi re

,

and was not renewed a th i rd t ime . B u t even as
i t s tands the bel fry i s very stri k ing , and ,

wh i l e i t
commands a vas t prospec t of the country rou nd , i t
i s al so conspicuous al l over the town , and a land
mark to the flat cou ntry rou nd abou t .
The towers of ou r own anc i en t v i l lage chu rches

are general l y battlemented
,
and the square ones

often have a corner tu rret to give a more command
i ng v i ew ; and th i s agai n gi ves vari ety

,
and i s a

ve ry pi c tu resque featu re . The batt l emen ts them
selves (though 1n tended for u se i n defence) are
extremely ornamental featu res

,
and gi ve rel i ef and

l igh tness to the parapet . I n later Goth ic t imes
they w ere frequen tl y fanc i fu l l y p ieced and fi l led
wi th ornamen t , as on Magdalen Tower at Oxford .

Thei r decorat i ve val ue was perce ived by the wood
carver of the Goth i c t imes

,
and they are con

s tan tly i n troduced i n tabernacle work , screens , and
furn i tu re , where the i r use i s purel y decorat i ve .

I)
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C h i m n e y s , a

gai n , afford an
i n s t a n c e o f a
purely usefu l and
serv i ceable obj ect
l e nd ing i tsel f to
ornamental treat
men t and becom
i ng importan t as
parts of the de
s ign of a bu i ld i ng.

The firs t ch im
ney i n England i s
sa id to be the one
ex ist i ng i n the
N orman house at
C h r i s t c h u r c h ,
H ampsh i re . The
common pract i ce
was to have the

fi replace i n the
cen tre o f th e hal l
and le t the smoke
escape by a louvre
i n the roof, as may
s ti l l be seen i n th e
hal l a t Penshurs t
P lace i n Ken t

(fou rteen th cen
tury) bu t i n later
t imes

,
espec ial l y

i n the Tudor pe
r iod , th e ch imneys
of bri ck are often

TOW ER OF PALAZZO VECCH IO
,
FLORENCE .
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found fu l l o f i n vent ion and vari ety i n des ign

,
and

extremely ri ch in effec t . I give ske tches of some

TOW ER .W ITH c om m
N mo u f n cnu acn DCVON

Charac ter i s t i c examples at F raml i ngham Cas tl e
and Le igh

’

s P riory.

The fine o ld br ick Ch imney stacks one fi nds
among the ol d farmsteads of Essex i t i s supposed
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thei r adaptabi l i ty i n ornamental des ign , are the i ron

fire -dogs u sed to support
the bu rn i ng logs . We fi nd
them i n great vari ety o f

shape and treatment , wh i le
the i r mai n or necessary
l i nes remai n the same . I t
i s th e s tandard or uprigh t
fron t part wh ich affords
a field fo r th e i nven t i ve
craftsman

.and ,
des igner .

The fire- i rons , too , are
agai n purel y useful i n the i r
obj ec t , bu t have become
h ighly graceful and elegan t
i n some of the i r forms .
The i ro n grate back (not

abl y those of old S ussex) ,
placed at the back o f the
fi re agai ns t the ch imney to
protec t the bri ck-work and
rad iate th e heat , had aga i n
a pu rel y usefu l fu nct ion ,
bu t i t has been the obj ec t
of a great deal of fi ne and
r ich decorat ive des ign ,
ch iefly of a herald i c or

emblemat i c Character , and
many old examples ex i st .
Cast i ron has i n modern
t imes acqu i red a bad name

(art i s t i cal l y speak ing) , bu t
th i s i s owi ng to i ts m isap

pl icat ion , as i n ra i l ings or gri l l s , where i t endeavours
66
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to usurp the place o fwrought i ron . I n a fl at panel
o r pla i n su rface , such as a grate back affords , how
ever

,
cas t i ron has a s i ngularl y good effect, and

renders bold des igns wel l . There are some fine
herald i c grate backs i n cas t i ron to be seen at

Cheetham
’

s H osp i
tal

,
perhaps the

mos t i n t e r e s t i n g
bu i ld i ng i n the C i ty
of Manchester .
I g i ve a sketch

of a quaint cast- i ron
ch imney back of

Goth i c des ign from
B ruges . A t the
Museum at the old
Rath H aus there i s
a very good col lee
t ion of examples .
Somehow

,
with the

modern
,
or rather

mid-V i c tor i an i ron
regis ter fi replace al l
beauty and i nteres t
of des ign i s los t.
Though i t shoul d
be remembered that
a real l y fine art i s t
and des igner l i ke A l fred S tevens spen t h i s talen t
upon such th i ngs .
The concept ion o f th e th ing , however , seems

j oyless and ugly , and i n mos t su rviv i ng examples
the ornamen t i n endeavouri ng to be elegan t be
comes fr i ttered and mean ; and as to sheet - i ron

6 7
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stoves they seem to be u nder a ban of h ideousness

,

wh ich seems sad when one recal l s the Charm ing
and Cheerful earthenware stoves of Germany o f

Goth i c and Renascence t imes
,
ful l of colou r and

CAST- IRON CRATE BACK .

i nvent ion . The rev i ved use of t i l ed ch imney
,
and

recessed and basket gra tes , has done much to
restore Cheerfu l ness to ou r hearths .
B efore we leave the ch imney corner I migh t

ment ion another b i t of metal , importan t before the
days o f k i tchen ranges as the Ch i ef cooki ng ap
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paratus

,
I mean th e i ron crane that i s sometimes

found st i l l su spended i n the w ide Ch imneys o f old
farmhouses

,
made of wrough t i ron , tw i s ted and

curled
,
and wi th brigh t bosses of s tee l Upon i t ,

and great i n hooks and h i nges . H ere i s a sketch
of a typ ical exampl e i n an Essex farmhou se .

Cons iderat ions of use ,
agai n , very ev iden tly con

trol des ign i n lamps and candlest i cks . A l amp

FlRtPLAcc wrm waoum—n mon CR‘

ANC
( MARCH PM Hem srcm assoc

necess i tates ( 1 ) a r eser voi r f oe i /ze oi l , and (2 ) a
flee/e and mett i le to hold the wi ck , and (3) a fi rm

and steady sfazza
’
. A l l th ese requ i s i tes are combi ned

,

with add i t i on of handl e
,
i n the oldes t and s imples t

form of l amp—the portable an tique lamp to be
carri ed in the hand . The reservoi r i s there , though
smal l , and need ing re -fill ing from a larger vessel

(as was th e case i n the parable of the ten v i rgin s) .

l
‘

hese l amps were often placed upon th e top
of slender fl uted tripod stands

,
to give l igh t i n
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the house , or hung i n c l u sters by Cha in s from a
branched s tand l i ke a t ree . A comb i nat i on o f

many of th e Charac ter i s t i cs of the ant ique lamp j s
found i n the comparat i vel y modern brass Roman
lamp (now ca l led ant iqu e , bu t t i l l w i th i n a few
years , and I bel i eve st i l l , common ly used by th e
peopl e) : we have the smal l reservoi r , wi th fou r
necks for the w i cks

,
C l osel y resembl i ng i n form

the an tique hand l amps . Th i s i s p ierced by the
shaft of the stand , wh ich fin ishes i n a ring handle
a t the top and term i nates i n a broad moul ded
s tand , so that the lamp can be used for carry i ng
or s tand i ng wi th equal fac i l i ty . The l i t tl e imple
ments for t rimm ing , snu ffing, and ext i ngu i sh i ng
are suspended by smal l cha i n s from the neck of
th e standard and add to the ornamenta l effec t.
Each part is made separatel y and sc rews together.
W i th the modern powerfu l lamps of m i neral

o i l and C i rcu lar wi cks
,
much large r reservo i rs are

requ i red
,
and modern lamps have tended to take

the u rn shape owi ng to th i s necess i ty , and they
lose i n beau ty of l i n e general l y as they gai n i n
body (much l i ke people ) . A sat i s factory type has
been i n troduced by Mr . W . A . S . Benson , o f

copper , with a copper fan - l i ke shade , wh ich i s
general l y a d i ffi cu l ty wi th a modern lamp ; and
the glasses al so

,
wh i l e necessary , compl icate the

des ign and can not be sa id to add to the beau ty , as
a ru l e . (S ee I l l u strat i on , p .

H owever
,
a lamp des ign can never get away from

the prim i t ive tr ip le cond i t ion s of l amp structu re
w i th wh ich we saw i n i ts earl i es t form r eser voi r ,

neck f or f/ze w ick ,
and sz‘mzd—poss ibly handle— bu t

w i th i n these demands of u t i l i ty there i s scope for
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occu rs a l i tt l e ornamen tal branch or fi n ial , th e whol e
be i ng detachabl e from the hangi ng stem term inat

i ng i n a brass sphere wh i ch keeps i t st ra ight and
steady . I t i s a fi ne example of good , s imple , and
prac t icabl e des ign , wh ich shoul d alway s u n i te
necess i ty and u t i l i ty w i th beau ty .

For carry ing abou t , a candlest i ck needs the
add i t i on of a broad d i sh-l i ke stand and handl e

,

wh i le the st i ck i tsel f i s kept l ow hardly so attract
i ve a form as the s tat i onary col umnar table candl e
s t i ck

,
and yet hav i ng dec ided Charac ter and purpose

Of i ts own .

Those o ld - fash ioned and most p icturesque com
pan ions of candles t i cks , th e snuffers , are often very
beaut i fu l i n des ign , and i t seems to me that , how
ever improved , the w i cks of modern candles st i l l
requ i re some atten ti on from them .

The necess i ty of protect i ng l igh t afford s i n lan
terns opportu n i t i es for the invent ive adap tab i l i ty
of the des igner i n glass and metal .
I met w i th a very pretty and origi nal moti ve i n

a German museum (at L i ndau ) wh ich was hexag
onal i n form , p ieces of glass fi tted together by
l eads form i ng a globe - l i ke body to hol d the l igh t

,

and term i nat i ng above i n a neck , from wh ich i t
hung to a bracket by a r i ng. I t was fu rn ished wi th
a tripod stand i n i ron , so that i t cou ld be taken
down and made to stand i f needed .

There i s plen ty of room for i nven t ion i n l antern s ,
and i t seems a pi ty that ou r s tree t lamp , wh ich i s
pract ical l y a standard lan tern

,
shou ld remai n so

extremely prosai c
,
when i t i s a des ign so constan tl y

repeated . I t is not so much the pla i n ness , s i nce
one needs no extraneous ornamen t i f the pu rpose
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i s wel l served by a structu re of good l i n es . The
necess i ty of C l ean ing the glass i s probably a h i n
d rance to much vari ety of form i n the presen t s tate
of th i ngs

,
and then , too , th e elect ri c l igh t i s com i ng

i n to general u se , bri ngi ng wi th i t an ent i rel y fresh
set of condi t ions , so that before we get ou r i deal
gas- l amp the necess i ty for i t wi l l probably have
d i sappeared al together , so to speak .

The idea of suspens i on and absence of rigid i ty
or we igh t assoc iated wi th elec tri c l igh t i ng ought ,
one would th i nk , to be sugges t ive to des igners , bu t
we don’t seem yet to have qu i te shaken off the
cond i t ions of gas tub i ng on the one hand

, or to have
got much beyond the somewhat wel l-worn idea of
bel l -flowe rs bu rs ti ng i n to i ncandescence on the
othe r. O ne almos t p refers the naked s impl i c i ty
of th e l i t tl e pear—shaped glasses , with the i r i n can
descen t tw i s t of th read suspended at the end of the
covered wi res , to the flamboyan t excesses i n brass
and copper ele ctri c fi tt i ng sometimes seen .

O ne m igh t go on th rough the whole range of

obj ects of domest i c u se , and mul t ip l y i nstances of
beau ty and des ign i ng i nven t io n appl i ed to the
humbles t u tens i l , i mplement , or accessory, and sug
gested by the Charac teri s t i c features s tamped

~

upon
i ts form by the necess i t i es and demands of dai l y
use , wh ich must never be los t s igh t of by th e arti s t .
N ot a s i ngl e th i ng that we touch or use bu t has
had an enormous amount of human though t and
i ngenu i ty brough t to bear upon i t

,
wh ich has de

termined i ts form as we see i t , and wh i ch i s con

s tantly modi fy i ng form and material and Charac ter.
The presen t mod i fy i ng i n fluences

,
the d i rec t ion

i n wh ich human i ngenu i ty mostly seems to work

7 8
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is i n the t ime - sav i ng , cost-sav i ng , l abour-sav i ng
d i rect ion

, o r would -be so
,
and under th i s influence

des igns of art i cl es or obj ec ts of pure u t i l i ty have
a tendency to become very prosaic—or , perhaps ,
vulgarl y assert i ve . I t i s the commercial i n s t i nc t ,
11 0 doubt , wh ich i s sat i sfied i f a kn i fe i s a kn i fe
and w i l l c u t

,
or at any rate wi l l s el l , and pu ts no ro

mance i n to e i ther blade or handle . The O ld curved
blades have d isappeared , and onl y the s i lver kn i fe
rece ives any ornament , and that general l y of a very
u n inte resting. type . This prosai c tendency repre
sen ts the mechan ical s ide of the u t i l i ty i nfl uence ,
wh ich on ly reaches beau ty , i f beau ty of l i n e merel y ,
by necess i ty of use ; though u nder what I shoul d
term Me s/zor Z-m l i nsp i ration beauty i s general ly
ent i rely ou t of the quest ion . Th i s is to be deplored ,
s i nce the s imples t th i ng of use may be j ust as
wel l made pleas i ng and good i n form and l i ne ,
though that may be the only k i nd Of beau ty poss i bl e
to i t.

When we come to pottery the u ti l i ty and adapta
t ion to serv ice i nfluence i s very obvious . Look a t
the form of a water-vessel , a p i tcher we wi l l say,
as a typi cal form . I t must have a large hol low body
to hold as much water as can be conven i en tly
carr i ed by a s i ngl e person

,
but not more than its

handle or handles wi l l l i ft . I t must have a neck
for pour i ng ou t . A rou nded form is found to be
more conven ien t for carry i ng than a square

,
and i s

eas ier to balance i n the hand or on the head . The
soft Cl ay , too , read i ly takes the c i rcu lar form on
the wheel when the p i tcher i s formed under th e
hands of th e potter ; a nd the rou nded form may be
d im i n i shed towards the base

,
wh ich saves we igh t

,

7 9
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and at the same time gives Opportun i ty fo r grace
of l i ne . I ts form at once expresses its purpose o f
carryi ng and pou ri ng . A nobler form i s seen i n
the Greek hydria—a l arge th ree-handed water
vessel , adapted for carry i ng and pou ri ng. I t was
carr i ed on the head or the shoul ders , the two s ide
hori zon tal handles enabled i t to be l i fted up and
down , wh i l e i ts vert ical handle served the function
o f pouri ng.

We may note the s im i lari ty i n contou r and pro
portion of the Greek amphora or wi ne-vessel , to
the l i nes of a woman’s figure . I t i s

,
perhaps ,

th e mos t gracefu l of the an t ique forms of vessel s ,
and i t seems d iml y reflected even i n the purely
prosai c form of the modern bottl e .

We m igh t trace through al l th e various forms of
vessel s the C l ue of u t i l i ty

,
and note how i t deter

m i nes the i r typ ical form as they are adapted , l i ke
the hydri a or p i tcher

,
for carryi ng and pou r i ng :

the amphora or anc i en t wi ne -bottl e for keep i ng wi ne
cool i n the earth i n portable quan t i t i es the bucket
type for (flipp i ng and carry ing the funnel type for

The copper water-vessel of the Roman people
seems to combi ne the fu nct ions o f bucke t and
p i tcher i n a h igh ly p ic turesque way , and i ts form
enables a quant i ty to be carr ied on the head .

The zz’r z
’

né z
’

ng vessel aga i n shows qu i te a d i fferen t
type of form

,
and i n al l i ts vari et i es declares i ts

fu nct ion—th e cup
,
the glass , th e tumbler , the mug ,

and the tankard .

I n the bottl e we approach agai n the type of the
pi tcher

,
the hold i ng and pou r i ng fu nct ion s be i ng

aga i n emphat i c
,
throughou t al l i ts many shapes .
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very c learl y i l l us trated i n Meyer’s H a ndbook of
O rnament

,
to wh ich I may refer the studen t who

wishes to pursue the subj ec t fu rther.
O n the subj ect of bottl es , however , I w i l l j us t

GERMAN BEER MUGS .

refer to a curi ou s correspondence i n des ign mot ive
i n two d i fferen t material s .
The ord inary I tal i an o i l or wi ne fl ask i s one of

the most charm i ng of modern usefu l vessel s . I t i s
s impl y a pi ece of blown glass of the form fi rs t
assumed by the mol ten glass when blown at the
end of the glass worker’s tube . To make th i s

8 2







https://www.forgottenbooks.com/join


THE UT I L ITY BASI S AND I N FLU ENCE
though more of the shal low boat o r sauce r t y pe .
and i n the fi l l i ng o f thes e spaces the G reek vase
pa i n te r as far as regards compos i t io n o f l i n e .

d ramat 1c act ion o f tigure . s impl ic i t y . and the ne

ccssary fl atness and reserv e sets ti s the bes t models
i n th i s k i nd of des ign .

The I tal ian Renas cence maj ol ica and l u st re
ware give more sumptuous e ffect and more p ictorial
trea tmen t bu t are no t nearl y so safe a gu ide i n
taste as the Greek .

I n pure ornament we cannot do be tter than
s tudy orien tal model s for the treatme n t of borde r
and cen t re. and i n the bl ue and wh i te ware o fCh i na
and Pers ia we shal l fi nd as sat isfac tory examples
of decorat i ve fi t ness as need be . The Ch i nese
intl uence is freel y and ofte n ver y happ i ly rendered
i n the bl u e and wh i te ware of Del ft , and i n some
o f the w orks of the o ld Engl i sh potteri es , as

and D erby for i nstance .

In text i l e des ign the fu nct ions o f borde r. of
fi el d o r fi l l ing. of w eari ng apparel

,
o r fu rn i t ure

hangi ngs and material s a nd thei r neces sary adapta
t ion to verti cal o r hori zon tal pos i t i ons , d i fferent ia tes
the vari ous types and classes of des ign i n woven
or pri n ted s tu ffs . H ere use aga i n i n fl uences a nd
dec ides decorat i ve mot ive .

recogn i ze a t o nce the essen t i a l d i fferences
of express ion i n d ifferen t pattern plans and sys tems
o f l i n e i n hori zon tal extens ion wh ich mark them
o ff as su i tabl e for borders demand i ng l i near , o r

meanderi ng , or ru nn i ng pattern s to fu l fi l the i r
fu nct ion of de fi n i ng the edge , as i n a garmen t o r
hangi ng , o r i n pottery , or form i ng a sett i ng for the
cen tre , as m a carpet .
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For the se reasons ,
bear ing

i n m i nd th e construct
i ve suggest ion of the i r origi n , th e typ ical examples
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give n of border s y stems have held thei r own from

the earl iest t imes as fu ndamental ly adaptabl e to
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though more of the shal low boat o r saucer type

,

and i n the fi l l i ng of these spaces the Greek vase
pai nter

,
as far as regards compos i t i on o f l i n e ,

dramat i c act ion of figure , s impl ic i ty , and the ne

cessary flatness and reserve , sets u s the bes t model s
i n th i s k i nd of des ign .

The I tal i an Renascence maj ol i ca and l ustre
ware give more sumptuous effect and more p ictor i al
treatmen t , bu t are not nearl y so safe a gu ide i n
taste as the Greek .

I n pure ornament we cannot do better tha n
study orien tal model s for the treatmen t of border
and centre

,
and i n the bl ue and wh i te ware ofChina

and Pers i a we shal l fi nd as sat i sfactory examples
of decorat i ve fi tness as need be . The Ch i nese
i nfl uence is freely and ofte n very happ i ly rendered
i n the blu e and wh i te ware of Del ft

,
and i n some

o f the works of the old Engl i sh potteri es, as
Worcester and D erby for i ns tance .

I n text i l e des ign the fu nct ions of border, of
fiel d or fi l l i ng

, of weari ng apparel , or fu rn i ture
hangi ngs and material s and thei r necessary adapta
t ion to vert i cal or hori zon tal pos i t i ons , d i fferent iates
th e vari ous types and classes of des ign i n woven
or pri n ted s tuffs . H ere use aga i n i nfl uences and
dec ides decorat i ve mot ive .

We recogn i ze a t o nce the essen ti al d i fferences
of express ion i n d i fferen t pattern plans and systems
of l i n e i n hori zon tal extens ion

,
wh ich mark them

off as s u i tabl e for borders demand i ng l i near, or

meanderi ng
, or ru nn i ng pattern s to fu l fi l the i r

fu nct ion of defin i ng the edge , as i n a garmen t or
hangi ng

, or i n pottery , or form i ng a sett i ng for the
cen tre , as m a carpet .
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hori zontal extens i on

,
wh i l e they also adapt them

sel ves to endles s variat i on i n des ign and treatmen t .

Just as , for th e same reasons , th e systems o f

pattern adapted for i ndefin i te extens i on over a
surface (both verti cal l y and hori zontal ly) , and re

presen ted by the plans I have termed pers is ten t
,

have he ld ,
and s t i l l h old , the i r place i n the worl d

of des ign . These la tte r, too ,
i t w i l l b e not iced ,

are al l con s tructed upon , or con trol led by , th e same
bas i s—th e rec tangular d iaper .
There seems someth i ng fi xed and fundamen tal

abou t these l i near construct i ve bases of patte rn
des ign from the po in t of V i ew of what m igh t be
termed decorat ive or l i near l ogi c , and apart from
thei r origi n i n actual cons truct iv e necess i ty before
spoken of, and , as far as sou ndness of pri nc ipl e
can gu ide us i n des ign i ng , we can not go wrong i n
obeyi ng them , however vari ous the supers truc tu re
of fl oral fancy we may bu i ld upon them . The
acknowledgmen t of th e pri n c ipl e al one , of course ,
wi l l not make us successfu l des igners

,
any more

than the skeleton makes a l iv i ng figure . We can
not do wi thou t though t , fancy , and v iv i fy ing im
agination ,

gu ided by th e sense of beau ty , as w el l
as of use , to produce des ign worth hav ing i n any
d i rec tion .

To trace ou t th is c l ue of u t i l i ty ful l y and ade

quately th rough al l th e vari e t i es of th e vast pro
v ince of art i s t i c des ign would need , not a s ingl e
chapter, b u t a l arge and ampl y i l l ustrated vol ume .
I have onl y attempted to cal l you r atten t ion to cer
ta i n typ ical forms and i n s tances where the beari ngs
of th e n ecess i t i e s o f u se and servi ce have dec ided
those forms , and mu st always i n fl uence th e decora

8 8
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t ive des igne r

,
who shou ld never forget them for a

momen t .
N oth i ng has degraded the form of common

th i ngs so much as a m i staken love of ornamen t .
The produc t ion of th i ngs of beau ty for ord i nary
use has decl i ned wi th the gradual separat ion of

art i s t and craftsman . Decorat ion
,
or ornament ,

we have been too much accus tomed to cons ider as
acc idental and un related add i t ion to an object

,
not

as an essential expr ession and oegam
’

e par t of i t
not as a l eazzty w/zz

'

eé may sa l es]? as i n s imp l e l ine,
form , or pr ope l

/ l ion , eeméz
'

flea
’
wz

'

l /z fi l ness l o f u r
pose, even w it/zea l any su rf ace or namem‘

at a l l .

The more we are abl e to keep before ou r m i nds
the place and purpose of any des ign we have to
make

,
the more we real i ze the cond i t i ons o f u se

and serv i ce of wh ich i t mus t be a part
,
as we l l as

the capac i t i es of the material of wh ich i t i s to be
made ; and the more we unders tand i ts construc t i ve
necess i t i es , the more successfu l ou r des ign i s l i kely
to be , and the nearer we shal l approach to bridging
the u nfortunate gu l f wh ich too often ex ists be tween
the des igner and the c raftsman .

9
.
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THE I NFLUENCE OF MATER I AL AN D METHOD
bei ng held i n both hands

,
i n the case of wood

carv ing. F rom such necessary and fundamen tal

d i ffere nces the arti s t would soon develop a d i s ti nc t
s tyle i n the treatmen t of each k i nd of work . H e
would not attempt to make the s tone look l ike

9 2



THE INFLUENCE OF MATER I AL AND METHOD
wood

, or persuade the wood to look l ike s tone ;
bu t he would rather rej o ice i n the i r fundamental
d i fferences of qual i ty , and make h is work i n each
emphas i ze the i r esse nt ial and d i s t i nct ive characte r
is tics . These d ifferen t character i s t i cs are shown
i n the des ign and treatmen t of the carved stone
corbel given

, as compared wi th the m isereres i n
wood ; th e stone-work bei ng al so Control l ed by
the necess i ty of the j o i n t i ng i n the mason ry .

W OOD CARV ING . M I SERERE
,
ST. DAV ID’S CATHEDRAL .

I n handl i ng soft materi al s
,
l i ke model l i ng cl ay

,

for i n stance , we encoun ter qu i te a d i fferen t set of

cond i t ions . There i s much less res tri c t i on of
material and method

,
al though the plast i c i ty of

the c l ay bri ngs its own d i ffi cu l t ies of man ipu lat ion
w i th i t . Model l i ng, i ndeed , i t i s soon perce ived ,
i s th e reverse of carv i ng, s i nce i n carv ing form i s
produced by cu tt i ng away

,
i n model l i ng form i s

produced by bu i ld i ng up (or add ing to) ; su rface
be i ng gai ned i n the firs t case by del i cate ch i se l l i ng
of sharp tool s upon a c lose-gra i ned , tough materi al ,

9 3
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and i n model l i ng by a del i cate pressu re o f the
fi ngers , or tool s , upon a soft and sens i t i ve clay .

C l ay model l i ng , aga i n , not be i ng a fi nal form
,

bu t rather a preparatory s tage i n des ign
,
bears to

bronze , or pl aster , much the same relat i onsh ip as
a des ign or drawi ng on paper for reproduct i on by
a part i cu lar process bears to i ts fi n i shed form i n
the materi al for wh ich i t i s i n tended . C lay has , i t
i t i s t rue , after fi ri ng , a permanen t form i n terra

W OOD CARV ING . M ISERERE, ST. DAV ID’S CATHEDRAL .

cotta
,
wh ich of course thorough l y i l l ustrates th e

freedom and natu ral i sm of t reatmen t of wh ich i t i s
capab le ; on th e one hand assoc i at i ng i tsel f w i th
domest i c use and adornment

,
k i ndred w i th the

work of the pai n ter
,
and on the other u n i t i ng i tsel f

Wi th arch i tecture , and be ing adaptable to al l k i nds
of enri chmen t upon bri ck bu i ld i ngs .
The adaptab i l i ty and plast i c i ty of cl ay , agai n ,

13 shown i n what m ight be cal l ed i ts fundamen tal
capac i ty as thrown upon the potter

’

s wheel . H ere ,
94
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as the operat ion l ooks

,
con trol l ed by a purel y

mechan i cal movement . Then , i n add i t i on to
dex ter1ty 1n man ipu lat i ng the cl ay and ski l l i n
form i ng the

"

vessel t ru l y , and of an even th i ck
ness , there i s room for any amount o f art i s t i c
j udgmen t and tas te i n dec id i ng the fi nal form

,
or

sect ion , wh i ch the vesse l shal l take ; and aga i n , i n
the des ign and u se

‘

of su ch ornamen t as shal l ex
press i ts form and office

, or give i t an add i t i onal
decora t i ve su rface beau ty .

W i th the use of ornamen t
,
i nden ted wh i l e ou r

cl ay i s soft, or wi th rai sed mould i ng and edges , or
l ow rel i ef work , we are s t i l l carry i ng ou t th e
fu ndamental suggest iveness of the mater ial and
what may be cal l ed i ts natu ral method ; and we
find that ornamentat ion upon pottery in i ts earl i es t
development took the form of i ndented z igzag
borders and patterns , and to th i s day i n some
k i nds of German pottery

,
and that known as Gre s

de F landres , we find the patterns i nden ted i n ou t
l i ne and fi l led afterwards wi th the bl u e colou r and
glazed ; the modern Egypt ian red clay pots are
ornamented w i th i ndented , cu t, and ra i sed patterns ;
whi l e i n the homely brown j ug of ou r Engl i sh
potteri es

,
we see the appl i cat i on of the pri nc ipl e

o f rel i e f work i n the quai n t figures s tamped upon
th e surface

,
pleas i ng enough , though w i thou t any

reference to class i c d ign i ty or proport i on .

There i s a good i ns tance of the pleasan t u se of
s tampi ng the pattern upon a c lay vessel i n th i s
German pi tcher from Rothenburg (see p .

bought from the workshop of the potter h imsel f,
who made the pots of the local cl ay , fired them ,

and glazed them h imsel f, and final l y was h i s own

96



THE INFLUENCE OF MATER IAL AN D M ETHOD
salesman—an i n s truc t i ve combinat ion of funct ions
not often found i n ou r own coun try .

W i th wax , model l i ng can be carri ed to a greater
degree of fineness and sharpness o fde tail , espec ial l y

MODERN EGYPT IAN POTTERY .

upon a smal l scal e . I t i s a material , therefore ,
which lends i tsel f to model l i ng for bronz e and
other fine metal cast i ngs , to metal s and co i nage ,
as wel l as to smal l figures , lamps , various vessel s

9 7 H



THE INFLUENCE OF MATER I AL AND METHOD
and ornamen ts ; and al so to large scal e , h ighly
fi n ished statues , espec ial l y when i n te nded to be
cas t by th e eera pem’u l a o r l os t wax method

,
by

wh ich the mol ten metal from the furnace i s made
to fl ow into the mould , to take the pl ace of th e
wax of the model , the wax of course mel t i ng and
fl owi ng ou t th rough th e vents con tr ived for the
pu rpose .

The figu re i s model l ed i n th e usual way i n clay
fi rs t . Then a pl aster pi ece-mould i s taken , and
i n to th e i ns ide of th i s , when taken off, th e wax i s
pressed , so as to l i ne i t completely . A framework
or skele ton of i ron bars hav i ng been constructed
to support th e we igh t , th e hol low mould i ns ide
the wax l i n i ng or sk in , wh ich represen ts th e th i ck
ness of the bronze s tatue , i s the n fi l led up w i th a
core composed of b ri ck -dus t and plaster

,
m i xed i n

a pas te and poured i n . The ducts to enable the
mol te n bronze to fl ow properly i n to the moul d are
then arranged , wi th ven ts for the escape of th e
mel ted wax and ai r. The plaster p i ece -mould i s
then careful l y taken off

,
and the s tatue i s d i sclosed

in wax . Th is wax surface can then be final ly
fi n ished by the model ler before the whol e statue
i s covered i n w i th another mould made of a fi ne ‘

paste of bone ash and Tripol i powder and other
i ngred i en ts . I t i s then bedded i n earth or sand ,
and the bronze , be i ng m ixed and mel ted i n th e
fu rnace i s ru n ou t i n to the ducts of the mould ;
when cool the moul d i s broken off, and , th e bron ze
tak i ng the place of th e wax wh i ch i s mel ted and
escapes

,
the statue i s complete.

Thus a complete and perfec t cas ti ng i s obtai ned
of the work , i t be i ng on ly necessary to s top the
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THE I N FLUENCE OF MATER I AL AN D METHOD
i nd i cates , i s an old I tal ia n method , and was used
by Benvenuto Cel l i n i . I t has been rev i ved by
Mr. George S imonds , who has given an accoun t
of i t , and by our younger school of sculptors ,
Messrs . A l fred G i lbert , Onslow Ford , H arry Bates ,
and others , i n place of the method of cast i ng wi th
ou t th e use of the wax , wh ich en tai led a great deal
of su rface work and chas i ng upon the hard bronze

,

so that the del i cate model l ed su rface—A the ' touch

of the art i s t, i n short— was los t , bu t i t i s j ust th i s
wh ich i s preserved by the l os t wax process, so that
i t i s a method wh ich favours art i s t i c model l i ng

,

s i nce i t perpetuates i t i n bronz e wi th greate r pre
c is ion than by th e ord i nary method

,
and does not

requ i re after touch i ng i n the hard .

I n i ron -work we have another stri c tl y cond i t ioned
k i nd

,
i n wh ich des ign owes i ts charac ter and pecu

l iar beauty to the necess i t i es and l im i tat ions of the
material and mode of work ing . I am speak i ng of
wrough t i ron and of the forms i n wh ich i t i s usual ly
fou nd—in gr i l l s of al l k i nds , i n gates , and ra i l i ngs .
N ow we may cons i der that the des igner i n i ron has
a material to deal w i th wh ich i s capable , under
heat and the hammer, of obey i ng mu ch i nvent ion
and l i nes of grace and fancy . We s tart wi th a
bar of i ron we plan ou r mai n framework we may
u se rigid verti cal s and hori zontal s i n form ing our

gri l l . A s impl e square trel l i s i s th e fundamental
gri l l

,
bu t we seek more play and fancy. Ou r i ron

bar i s capabl e of be i ng twi s ted at i ts ends i n to
spi ral curves under heat , wi th the pi ncers (or even
w i thou t

,
i f th i n ) . I t i s al so capable of bei ng beaten

ou t w i th th e hammer i n to flattened l eaf forms ,
wh i ch aga in

,
by heat i ng, can be worked and

1 00
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V ENTS

DUCTS

BRONZE STATUE OF LOU IS xv . BY BOUCHARDON
,
SHOW ING

D ISTR I BUTION OF DUCTS AND VENTS .

l

elaborated , and parts j o i ned by weld i ng i n great

1 F rom Mr . George S imond’s art icl e on Cast ing in B ronze .

Engl i sh I l lu strated Magazine
,

”
1 885.
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THE I NFLUENCE OF MATER I AL AND METHOD
vari e ty o f form . B u t we may cons ide r primari l y
that the des igner i n i ron s tarts wi th the bar

,
th e

sp i ral c urve , and the fl at l eaf, or even on ly the fi rs t
two . These are h i s u n i ts ou t of wh ich he constructs
h is pattern ; h is penc i l s are the hammer and p incers ,
h is easel i s the v i ce

,
h is med i um is the forge . H i s

bus i ness i s to make a harmony i n i ron , and these
are h i s notes , h i s trebl e and bass . H i s success
w i l l depend , fi rs tl y , upon the effect iveness w i th
wh ich he con tri ves to meet the fu ndamen tal pu r
pose of th e gri l l o r gate , that i t shal l be a sens ible
and practi cal gr i l l or gate to begi n wi th secondly ,
h is l i nes and c urves , however s imple , must be har
mon iou sly arranged , so that th e eye i s sat i sfied
at the same t ime as the construct i ve sense ; and
th i rdly

,
any i nven t i on o r play of fancy wh ich he

can super- add wi thou t i nj ur i ng the fi rs t two con
s iderat i ons wil l be so much to the good

,
and to h is

cred i t, and the common pleasure .

I t i s wel l , however, to tes t ou r powers by s imple
probl ems at fi rst. I f we can not combi n e a great
vari ety of attract ive forms harmon iously , and fi t
them to usefu l pu rpose

,
l e t u s try W hat we can do

wi th few and s imple forms . I fwe fai latconstructing
gates of Parad ise le t u s see i f we can not make a
good ra i l i ng . I f we can not i nven t a romant i c
knocker , l e t u s t ry ou r hands at an effec t i ve scraper.
I t i s much better to do a s imple th i ng wel l , than
a complex or ambi t iou s th ing badly ; and there i s
far more need i n the world for wel l—des igned and
beau t i fu l common th ings than for elaborate excep
t ional th i ngs .
A s tudy o f i ro n -work should be u sefu l to al l

s tuden ts i n des ign
,
as showi ng what ornamental
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THE INFLUENCE OF MATER IAL AND METHOD
effec ts can be gai ned by economy of means

,
the

effect iveness ofs imply repeatingwe l l-chosen cu rves ,

sp i ral s , and l i nes as wel l as th e amoun t of fan tasy
and feel i ng wh ich an i nvent ive des igner and
craftsman can pu t i n to such work i n i ts more com
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THE IN FLUENCE OF MATER I AL AN D METHOD
pl ex and elaborate forms

,
and , above al l , how

perfec tly i t may be made to u n i te se rv i ceabl e ness
and beau ty ; wh i l e , perhaps more consp i cuousl y
than most k i nd s of art i s t i c work , i t i l l ust rates the

essen t ial u n i ty of materi al and method w i th the i r
resul ts i n des ign .

The i l l ustratio ns gi ven exempl i fy d i fferen t vari e
t i es of t reatmen t, and also Show how des ign in i ron
work , i n add i t i on to the i n fl uence of th e material ,
i s con trol led by the sp i ri t and peri od of the arch i
tec ture of wh ich i t becomes part.
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THE INFLUENCE OF MATER I AL AND METHOD
We see th i s i n compari ng th e free Goth ic and

rather fantast i c forms of th e gates of the sou th
porch of S . Laurence at N u remberg wi th the
symmetri c and formal screen from S . Thomas

’s ,
Sal i sbu ry (seven teenth or e ighteenth cen tu ry) , or
both wi th th e fl owi ng Renascence scrol l bal u strade
from Rothenburg .

A most importan t branch of des ign i s that of
tex t i l es , whether we regard i t i n i ts c lose assoc iat i on
wi th da i l y l i fe and the wants of human i ty , wi th
domes t i c comfort , personal adornmen t , or eccles i
astical splendou r. I t i s

,
perhaps

,
th e most i n t imate

of th e arts of des ign , and here agai n we shal l fi nd
the control of materi al and method always assert
i ng themsel ves .
Text i l e des ign i ng may be broadly d iv i ded i n to

two mai n k i nds : ( I ) that wh ich i s an i ncorporated
part o f the text i l e i tsel f, as i n woven patterns ,
carpets

,
and tapestry ; and (2) that wh ich i s

des igned as a surface decorat io n to be pri n ted or

worked on the text i l e , as i n cotton , cloth , cretonne ,
s i lk , vel vet , and embro idery .

I nto the many tech n ical i t i es and complex i t i es of
the modern power- l oom i t i s not now necessary to
en ter bu t the mai n essen t ial cond i t ions i t i s always
necessary for the text i l e des igner to have i n m i nd
are that h i s des ign has to be produced by th e
cross i ng of th reads i n the l oom

,
by warp and weft ,

as th e sets of threads are cal l ed—the warp be i ng
the vert i cal th reads

,
form i ng the web and fou nda

t ion of th e fabri c ; the woof or weft be i ng th e
hor i zontal th read woven th rough i t at r igh t angles .
I n th e s imple low warp hand - loom , the warp

be i ng in two sets , the al ternate th reads are l i fted
1 06
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THE I N FLUENCE OF MATER I AL AND METHOD
by the heddles al te rnately These heddles are
connected w i th treadles worked by the feet of the
weaver , who ,

with h i s hand , passes h i s shu ttl e
w i th the woof backwards and forwards th rough th e
i n ters t ices thus l eft , and weaves th e pl a i n cloth .

To make patterns , various wefts i n d i fferen t colou rs
a re added . Th i s is th e fu ndamental S impl e pri n
c iple o fweav ing, wh ich i n a s t i l l s impl er form may
be seen i n the mak i ng of tapestry and carpets i n
the h igh warp l oom , where the threads of the warp
are stre tched vert i cal l y upon rol le rs i n a framework ,
at wh ich the worker s i ts and works i n by h i s hands
the d i fferen t col ours of th e pattern hori zon tal l y ,
tw is t i ng and knott i ng th e th reads i n through th e
warps on wh ich the pattern has been marked , and
press ing i t together by a sort of comb to make i t
fi rm and sol id

o

as the fabri c i s completed i t i s rol l ed
up upon the rol l er.
Penelope i s seen work i ng a t su ch a l oom i n a

Greek vase pai n t i ng . The s impl e hand-l oom , as
i t was i n the seven teen th century

,
is seen i n th e

figu re taken from E rasmus’s P ra i se of Fol ly .

What ch iefl y concern s the des igner i n woven
text i l es , therefore , is tha t he must be prepared for
the necess i ty that h i s des ign must adapt i tsel f to
worki ng ou t upon a square t re l l i s of hori zon tal and
vertical l i nes

,
wh ich wi l l represen t h i s ou tl i nes , or

the edges of h i s masses
,
i n s tepped ou tl i nes and

edges , where the des ign c rosses the warp d iagonal l y
at any angl e

,
and i n s tra igh t l i nes where i t ru ns

wi th the warp ; s i nce i t may be sa id that pattern
on woven cloth i s produced by leav i ng ou t, o r

s topp i ng ou t
,
certa i n threads i n the wefts , d isclos

i ng one set i n one place and another i n another ;
108
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THE INFLUENCE OF MATER IAL AND METHOD
su ch threads correspond i ng wi th th e hol es cut i n
th e cards placed i n the loom to regulate the patte rn ,
wh ich are prepared from the des ign , after i t has
been worked ou t on squared paper to cal cu l ated
i n te rval s and numbers of th reads or poi n ts to each
l i ne and mass of th e pattern .

N ow
,
so far from w ish ing to conceal th e char

acter istic fl atness and squareness of outl i n e and
mass

,
wh i ch the natu re of the cond i t ions of weav

i ng normal ly produce
,
th e art i s t val ues these char

acter istics as essen t ial to th e work , and wou ld
make h is des ign adaptable to them .

The most beaut i fu l and decorat i ve effects are
produced i n woven text i les by th e contras t

,
har

mony , and blend i ng of coloured th reads
,
wool , or

s i lk
,
and the rel i ef of one fl at col ou r upon another ,

or one fl at t i n t upon another shade of the same
t i n t

, so th at anyth i ng l ike attempts a t natu ral i st i c
d rawi ng , and the represen tat i on of planes of l igh t
and shade and rel i ef can on ly be c l umsy

,
owing to

the natu re of the cond i t i ons , bes ides be i ng m is
taken , from the po i n t ofv iew of good pattern -work .

There are no better masters i n the sel ec t i on
and treatmen t of natu ra l forms i n text i l e des ign
than the Pers ian s , who , i n the i r magn i ficen t carpets ,
Show both th e extreme of gracefu l convent ional
pattern

,
and al so a happy mean i n th e treatmen t

of flowers , t rees , and an imal s , exh ib i t i ng i n the i r
drawi ng and colou r defi n i te charac ter i zat i on rather
than natu ral i sm ; t ransl at i ng natu re , as i t were ,
and al ly i ng i t w i th i nvent i on i n a d is t i nc t regio n
of the i r own . To do th i s is real l y what al l
des ign ers should aim at

,
i n whatsoever material

they may work .

I 1 0



https://www.forgottenbooks.com/join


THE I NFLUENCE OF MATER I AL AN D METHOI )
l ead the des igner to forget that , afte r al l , he i s
des ign i ng for a tex t i l e—someth ing wh i ch wi l l be
hung i n folds , vari ousl y draped , or worn . The des i re
to show the capac i ty of the method of pri n t i ng a
pattern i n col ou rs may not always be on al l fours
w i th the wish for tastefu l des ign and reposefu l
effec t . The fierce compet i t i on of trade , and th e
v i ol en t demands o f the sal esman , do not harmon ize
w i th the j udgmen t of the arti s t . I f you were i n
a company where al l were tal k ing at once at the
top of the i r voi ces you woul d have to shou t very
l oud ly i f you wan ted to be heard , bu t no one wou ld
con tend that these were the bes t cond i t i ons for
the human vo i ce . I t i s

,
however , a tol erably j us t

s im i le of th e presen t cond i t i ons of trade and the i r
effec t upon des ign . S o long as th i ngs are made
pr imari l y to sel l

,
rathe r than to las t and l ive w i th

,

there wi l l always be th i s d i ffi cu l ty and d i spari ty
between art and commerce ; bu t a sch ool of art
can on l y concern i tsel f w i th what are the best
methods

,
and endeavou r a lways to set up the best

types of des ign
,
th e bes t s tandards of taste .

I f we wan t to represen t fl owers , for i n stance , i n
the i r natu ra l superfic ial aspects of l igh t and shade
and rel ief

,
th e natu ra l form for su ch renderi ngs i s

the s t i l l l i fe s tudy ; th e natu ral mean s , the canvas ,
pal ette

,
and brushes

,
orWhatman and water-col ou r ;

the natural equ ipmen t , power of graph i c d rawi ng
and knowledge of p ictor ial effec t . B u t , whatever
val ue

,
p ic torial i n teres t , and charm such s tud ies

may have
,
as such , wi th the charm of t reatmen t ,

wi th the freedom of handl i ng open to the p ictorial
art i s t

,
and wi th the d i rec t personal touch , th e

val ue
,
pictorial i n teres t , and charm and beauty
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would be en t i rely l os t i f they were don e by th e
yard , and spread over acres of cotton . The
part i cu lar cond i t ions wh ich give val ue to th e in
d iv idual p i c torial s tudy become utterl y l os t when
the attempt is made to produce a pattern on the
same pri nc iples . I t i s ne i ther good pattern nor

good pa i n t i ng ; and the very best mach i ne-pa i n t i ng
can on l y give a more or l ess coarse renderi ng of

hand -pa i n t i ng , and i t is therefore a m istaken
appl i cat ion of i t to try . I t requ i res no spec i al
a rt i s ti c feel i ng or tra i n i ng to recogn i ze a bu nch of

roses or popp i es th rown i n exaggerated rel i ef on a
fl at su rface but i t does requ i re both to apprec i ate
a des ign made of the same fl owers , composed and
coloured harmon i ous l y i n an i ngen iou s repeat

,
and

drawn firmly and del i catel y w i th an u nderstand i ng
of the character and construct ion of the plan ts , yet
treated w i th fancy and i nven t ion , and , at th e same
t ime

,
meet i ng perfectl y th e natu re of the material

and the method of manu fac tu re . These qual iti e s
I shou ld enumerate as th e real necess i t i es i n de
s ign i ng for pr i n ted fabrics , wheth er i t i s cotton
cl oth pri n ted from the pattern engraved on copper
rol l ers , or fu rn i tu re cretonne pri n ted from fl at
blocks . I n e i ther case , i n prov id ing the des ign ,

fi rmness and sharpness of l i ne woul d be good , and
prec is ion of touch i n l ay i ng i n the colou r .
The embroiderer

,
again , i s comparat ivel y free as

to range of choi ce i n treatmen t of su rface des ign ,

wh ich w i l l be necessari l y governed by purpose ,
pos i t i on

,
and nature of material and method em

ployed . The bol d des ign and l arge scal e deta i l
wh ich woul d be su i tabl e for bed hangi ngs and
curta i ns i n crewel work , such as we fi nd i n the
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THE I NFLUENCE OF MATER I AL AND METHOD
stem . For fi l l i ng i n large masses , or for meande r
i ng types of pattern s and scrol l -work , or bold ou t
l i ne , cha i n-s t i tch i s very u sefu l , and has a compact ,
sol i d effect . ‘

I t i s much used i n I ndian embro id

eri es . The i n troduct io n of gold th read
, so much

fou nd i n al l ori en tal embro idery
,
en ri ches and

he igh ten s the effects o f the colou rs very much
,

and on the unbleached l i nens and musl i ns
,
where

the pattern i s qu i te l igh t , i t has a charming effec t .
The j apanese make ve ry effec t i ve use o f gold
th read embro idery

,
i n some cases carry i ng th e

whole of the work ou t i n gold upon a dark ground
,

o r us i ng i t as a part i al en ri chment o n pri n ted
text i l es such as é z

’

mmzos o r robes ; i n other k i nds ,
notabl y i n dark , r i ch , fu l l - colou red embroidered
hangi ngs

,
by i n troduc i ng d i sks of gold th read

,

formed by st i tch i ng the th read down upon the
grou nd i n closel y twisted sp i ral forms , wh ich catch
the l igh t very effect i vely when h ung upon th e
Wal l .
There i s , i ndeed , i n the embro idere r

’s art im
mense range of both treatmen t and subj ec t . I t
may be l igh t and del icate

,
and restri c ted to one o r

two colours
, or v ie i n ful ness , ri ch ness , and depth

o f colour and splendou r o f effect w i th tapes try i t
sel f. I t may adorn a ch i ld

’

s qu i l t , or decorate an
al tar ; i t may touch th e hem of a garmen t , o r

i n form the cover of a book ; noth i ng seems to be
above o r below i t ; and throughou t i ts man i fol d
adaptat i ons i t offers an attract i ve fiel d to the de
s igner and the worker who i s not afra i d of pat ient
bu t not u nreward i ng labour .
A s further exempl i fy i ng th e i nfl uence of mate

r ial and method , I may j u st touch upon another
1 1 6
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a rt, i n ou r days the mos t popular and far- reach i ng ,

perhaps , of al l— the art of des ign i n black and
wh i te for the book and the newspaper .

Rebwml id) fibei
’

nboa obec

fibetg038 teinfelfenb t56mmflb’c
’

3s fubenb;1rtbu bocbfart/bczfilb
bott fumptg uinea/«mo(igtauff
Gin?ZDromeoan/vii ill mi tgulbim

afibangvlégtvii ffirtaufi65.
helmein

‘

e
'

pfab m/I
'

nOEfibiltefumable:
“

inDempanes
«in?gefiéntmnee/6B in 8 bemoan brains fibma v

BUCH VON DEN S IEBEN TODSUNDEN (AUGSBURG ,

Now ,
the early woodcu t as we find i t i n the

pri n ted books of the fifteen th and s i xteen th cen
tu ries owed i ts forms and qual i t i es to the necess i
t i es of surface pri n t ing wi th types i n a hand-press .
The v igorous

,
bold drawing wi th the pen on the

1 1 7



THE INFLUENCE OF MATER I
AL AND METHOD

w ood -block was cu t by the engraver wi th a kn ife

and on the plank ,
not as now ,

upon the cross

sect i on of th e box tree :
softer wood

,
too , was at

first probabl y

g ag.
“used . The en ,

OMB an raver
'

s kn ife
ctu

’

ratie/

letl
'

cie a
l eft the art1st s

felt
’

cita'l
l i ne firmer ,

I

“9 36 35 perhaps , than
celfl

'

oza
‘

i i t was drawn .

( £119m and the des ign
Cl l fi tfafl i n v igorou s
C00201” open l i ne was

Imam"! exactl y adapt ;
grills?
“ed to pri n t u n

55 9 1116
der the same

Dicemi
pressure as

feticow th e W1
3 6 had

b iez [i n to u ndergo .

bmttoniezqueea
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THE I NFLUENCE OF MATER I AL AND METHOD

1mpos1ng no
restri ct i on s of materi al or method

i n prepari ng draw ings for the press . W e have

W I LL IAM BLAKE .

now ,

however
,
a school of pri n ters and des igners

in black and wh i te who do cons ider
decorat ive
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THE INFLUENCE OF MATER I AL AND METHOD
understood and frankl y ack nowledged , l ead to
those ve ry resul ts of beau ty and harmon ious
express ion wh ich come of that perfec t u n i ty of

des ign , material , and method i t i s th e obj ec t of al l
decorat i ve art to atta i n .

[ 2 2



CHA PTER I V .

—ON THE I N FLUEN CE
O F COND IT ION S I N DES IGN

N the prev ious th ree chapters we have been
considering Des ign under vari ous cond i t i ons

Of use and materi al . The presen t may be con s i d
ered as a cont i nuat ion of the same l i ne of thought
i n somewhat d i fferen t d i rec t ions .
We may

'

cons ider cond i t ions i n the general
se nse as those general aesthe t i c laws govern i ng the
place and p urpose of des igns , and thei r pos i t ion i n
relat ion to the eye and hand , such as he igh t , plane
of extens ion , and scale ; or i n the more part i cu lar
sense wh ich i nc l udes al l these

,
as wel l as more

s tr i ct techn i cal cond i t i ons wh ich
,
be i ng accep ted

by the art i s t i c facul ty
,
i nfl uence th e form and

charac ter of al l des ign
,
the obj ec t bei ng, of course ,

the atta i nment of the greates t beauty cons i s te n t
w i th s uch cond i t i ons .
A l l des ign i s n ecessari l y cond i ti oned , from the

purely graph i c and p ictorial to the most abstract
forms of decorat ion .

'

W e can not se t penci l to
paper even wi thout comm i tt i ng ourse lves to a k i nd
of compac t w i th cond i t i ons . H ere i s a wh i te ex
panse—a plai n surface here i s someth i ng to make
black marks w i th .

The art i s t i c real i zat i on of or presentmen t Of ou r
though t , or ou r renderi ng of a p i ece of natu re or

1 2 3
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THE INFLUENCE OF CONDIT IONS
by wh ich facts of natu re , characte r, l i fe , ac t ion , or
beau ty of l i ne and ornamen tal effec t are rendered
by the s impl e u se of outl i ne , o r t i n t , or sol id
black , we can recogn i se the art i s t of power j us t as
clearl y as we recogn iz e a fri end

’s handwri t i ng.

The suavi ty and grace of Raphael , the energy
o f M i chael Angelo

,
the l earn i ng and fi n ish Of

CE I L ING PAPER . DES IGNED BY W ALTER CRANE .

Leonardo , the scul ptor- l i ke defin i t ion ofMan tegna ,
the fi rmness and care of D

'

urer , the breadth and
ri ch ness o f H olbe i n ; al l these qual i t ies come ou t

clearl y enough i n th e s tud ies and drawi ngs of thes e
masters i n pen , penc i l , and chal k . For beau ty of
s tyle

,
treatmen t , and decorat i ve feel i ng i n penc i l

and chalk , perhaps few come near the stud ie s of
ou r modern master, Burne -j c

‘

nes .

1 26
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by wh ich fac ts of a tu re , c harac te r, l i fe , I
beau ty of l i ne an to rnamen tal effec t are
by the s imple LIE of ou tl i n e , or
black , we the art i s t
c l earl y as a fr i e nd

’

s
The 3 11 of Rap

of M i cha learn in

CE I L ING PARIS DES IGNED BY W ALTER

Leonardo , the salpt
the fi rm ness arl ca
r i ch ness of H ole i n
clearl y e
masters i n
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THE INFLUENCE OF COND IT IONS
I n maki ng s tud i es , too , another cond i t i on comes

i n , importan t enough i n i ts e ffects—that of am.

hi general pract ice no means to ends are more
usefu l than rap id Sketches and notes of pass i ng
ac t ions and trans ien t effects . I n order to se i z e the
essen t ial facts qu i ckl y great economy of mean s i s
necessary , and prac t i ce and experi en ce alone can
teach us fac i l i ty In selec t i ng the l ead i ng po i n ts and
mos t express i ve l ines . G iven a l i m i ted t ime i n
wh ich to note facts , th e problem i s how to set

down the most t ru th i n the s imples t and most
forc i bl e way .

The cond i t ions wh ich govern the mak i ng of a
sketch or study upon paper are su ffic i en t as tests
of art i s t i c capac i ty , of draughtsmansh ip , of tas te ,
and the oth er fi ne qual i t i es wh ich go to the maki ng
of a work of art , havi ng what may be termed an
i ndependen t or i nd i v i dual i n teres t and val ue ; bu t
i n adapt i ng any k i nd of des ign to a defi n i te orna
men tal pu rpose o th er cond i t i ons immediate l y come
i n to pl ay ove r and above those belongi ng to th e
cond i t i on s of draugh tsmansh ip alone , cond i t i ons
wh i ch at once i n fl uence the s ly /e of draughtsman
sh ip and determ i n e the trea tmen t .
Agai n

,
everyone who attempts des igns for d i f

ferent k i nds of decora t i ve purpose , fo r d i fferen t
material s

,
for d ifferen t planes o f ex tens ion , for

d i fferen t pos i t ions and u ses , mus t perce ive that
such cons i derat ions are importan t factors i n deter
m i n i ng the pl an , construct ion , and sp i ri t of th e
des ign .

The ornamental cond i t i ons , for i ns ta nce , wh ich
govern the des ign o f wal l—papers and hangi ngs ,
demand patte rn s wh ich cl imb upwards and spread

1 28
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THE I NFLUENCE O I"CONDIT IONS
The pers i s te nce o f ce rta i n wel l -known types o f

pattern i s probabl y d ue to th is— such as th e con

t inual reappearance o f the Greek fre t i n vari ous
forms as a border de s ign i n al l sorts of work .

Q ues t ions of scal e i n des ign are l ess absol u te ,

perhaps
,
s i nce

,
though one may say as a rul e that

la rge types of des ign and deta i l belong to large
rooms and large scal e bu i ld i ngs , there may be in
te res ting except ions , when l arge patterns m igh t
su i t even i n a smal l room , i f a part i c ul ar art i s t i c
effec t were sough t .
The ma i n cond i t i on i n th e mat te r o f scal e

appea rs to be that we can not afford to ignore th e
ave rage h uman s tandard . A s we may say tha t
the h uman frame i tse l f con ta i n s th e e l emen ts and
pr i nc iples of al l o rnamen ta l des ign , so i t s p ropor
t i ons and sc al e con tro l th e proport i on s a n d s ca l e
of a l l des ign . Obj ects i nte nded fo r human u se

and serv i ce are bou nd to be of ce rta i n fi x ed or

average s i z es— seat s a n d couch es abou t e igh tee n
i nches from th e grou nd , for i n s tan ce ; ord i n ary
domest i c doors no t much over s ix feet h igh

,
an d

th ree fee t s ix i n ch es or fou r feet wi de . The s i z e
of easements , aga i n , i s s t r i c tl y rel ated to th e power
of t he hand to open them ; w h i l e th e s i z es of a l l
movabl e obj ec ts of u se are i n l i ke man ne r s tr i c tl y
governed by th e av e rage s ize , h e igh t , and s trength
of mank i nd .

Pursu i ng th e i n fluen ce of s u ch cond i t i ons
,
we

fi nd that th ere are i n every d i rec t i on natu ral l im i ta
t i ons i n every departmen t of des ign i n th e fi rs t
place of scal e and pos i t i o n i n re l a t i on to eye and
hand , i n th e second place of method and materi al .
Take th e page o f a pr i n ted book

,
fo r i n s tance .

33
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THE I NFLUENCE OF CONDIT IONS
a book -page

,
and no t a random sheet of paper to

make bl ots o f i nk upo n—or a ste reoscope
, o r a

card-baske t , for i ns tance , as some modern treat
men ts of i l l u s tra t ion i n books sugges t .
We may use the whol e page for the

'

des ign
,

su rrou nd i ng i t w i th a l i n e or border . O r fo r the
s ake of r i cher and more ornate effec t

,
wh i l e con

fi n i ng ou r p ic tu re or i l l u s t rat i on to th e l im i t s of
th e type-page , we may u se ou r margi n for a decora
t i ve framework or borde r. A s a l s o i n us i ng orn a
men tal i n i t i a l l e tte rs th e s ide borders can be u t i l i z ed
for ornaments b ranch i ng up and down from th e
l etter to emphas i z e the chapter or paragraph

,
i n

th e man ne r of med iaeval i l l um i nated M S S . , and
i n the way adopted by W i l l i am Morri s i n h i s
K elmscott Press books .
O r , aga i n , l i m i t i ng ou r decorat i on to the ac tua l

type-page
,
we may d iv ide the page at the open i ng

of a chapter by a fri ez e -shaped panel or head i ng
across the top ,

plac i ng the i n i t ial l et te r bel ow ; or
i n se r t a p i c tu re i n the tex t , occupy i ng a hal f-page
or quarter-page ; or a t the end i ng of a chapte r
des ign a ta i l p i ec e to fi l l the page where th e type
ends , t reat i ng any space w i th i n th e l im i ts of th e
type-page

,
wh i ch th e type does not occupy

,
as a

fiel d for des ign
,
or plac i ng one’s p i ctu res and orna

men ts i n th e m ids t or i n pl ace of the type .

The t i t l e-page
,
agai n

,
i s capabl e of an immense

vari e ty of t reatment
,
and great ornamental use can

always be made of th e l e tter i ng , whethe r aecom

pan ied by des ign or not .
I th i nk

,
too

,
tha t i t i s obv ious that th e cond i t io ns

of s u rfac e pr i n t i ng po i n t to l i n e-drawi ng as the
mos t harmon iou s i n effec t for book i l l us trat i on and
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THE I N FLUENCE OF COND IT IONS
decorat i on , as wel l as mos t prac t i ca l mechan i cal l y ,
s i nce type and blocks wh i ch decorate a page mus t
be s ubj ected to the same pressu re . The form o f

l e tte rs , too , i n movabl e type , be i ng l i near , wheth er
Goth i c or Roman l e t ters

,
l i n e-drawi ng i s i n d i rec t

decora t i v e re lat ion w i th th e type .

I n proporti on to the sol id i ty or heav i n ess o f the
l e tte rs

, too , as a general p ri nc ipl e , s tronger effec ts
o f black and wh i te may be ventu red

'

on
,
wh i l e i f

the type i s l igh t a nd elegan t , fi ne r and more Open
l i ke work would be the mos t harmon i ou s treatmen t.
Wi th the u se o f handmade paper

,
aga in

,
upon

wh i ch a pri n ted book always l ooks bes t
,
openness

of l ine i s a n ecessary cond i t i on i n des ign work to
be reprodu ced as su rface pri n t i ng blocks w i th the
type , s i n ce the qual i ty of the paper requ i res con
s iderable pressu re to br i ng up brigh t i mpress ions ,
and u nder s u ch pressu re (w i th the gra i n and rough
surface of th e paper, wh ich gives the ri ch ness to
the l i nes and blocks o f type or woodcu t) fi ne and
broken l i n es woul d pri n t up too st rong , and not
l ook wel l . Pen or brush draw i ng , there fore , i n fi rm
and u nbroke n l i n e s i s th e mos t adapted to the con
d itions i n th i s case because they work and l ook the
bes t

,
and lead to a d i s t i n c t charac te r and s tyl e .

N oth i ng looks worse , to my mi nd , than h eavy
toned and real i s t i cal l y t reated wash drawi ngs used
w i th a th i n and l igh t type , such as we cons tan tl y
see i n n ewspapers and magaz i nes .
The fac i l i ty of th e photograph i c processes for

reproduc i ng drawi ngs of al l ki nds (as w e l l as the
decl i ne of pri n t i ng as an art before that , and the
decl i ne o fgood facs im i l e engrav i ng) , have no doubt
tended to destroy the sense of s tyl e and harmony
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SA CRED h unge r o f amb i t iou smiudes
,

A nd impotent desi re o f men to r a ine !
W hom nei the r d read o f G od

,
th a t d ev i ls b ind es

,

Nor l awes o f men
,
th a t common-w eales con taine

Nor band s of na tu r e
,
th at w i l de heastes restraine

,

Can keepe fr om ou t r age and fr om doing w rong
,

W he r e they may h0pe a k ingdome to obtaine

No fa i the so firme
,
no t ru st can be so st ron g ,

No love so l ast ing th en , th a t may endu ren long .

W itnesse may B urbon he ; whom a l l the band s
W h ich may a Kn igh t a ssu r e h ad su re l y bou nd

,

Un t i l]the love of Lo r d sh ip and of l and s
M ade him become most fa ith less and u nsound
A nd w i tnesss he G erioneo found

,

W ho fo r l ike cau se fa i r e Be lge d id Opp r esse ,
A nd r igh t and w rong most c r ue l ly confound
And so be now G r anto r to

,
who no lesse

T hen a l l the r est bu rst ou t to a l l ou tragiou snesse .

FROM SPENSER’S FAER IE QUEENE . DES IGNED BY W ALTER
CRANE .
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THE I N FLU ENCE OF CONDIT IONS
i n combin i ng tex t and i l l us trat i on , s i nc e the two
have come to be cons idered so ent i re l y apart ; bu t
o f l ate years there have been many i nd i cat ion s of
a retu rn to sou nder tas te , wh ich i s su re to i n fl uence
the pri n ter

’

s and i l l ustrators art more a nd more
w idely .

F rom books l e t u s tu rn for fu rther i l l ust rat i on
to another sou rce o f i l lum ination , namely , windows ;
where , i n the design of l eaded and sta ined glass ,
we shal l fi nd examples of another s tr i c tl y con
d itioned and very beau ti fu l provi n ce of des ign .

I n the course of i ts h i s tor i cal devel opment
s ta i ned glass seems to Show much the same or
correspond i ng general charac teri s t i cs a t d i fferen t
per iods as to styl e , as may be t raced i n othe r
branches of art . The wi ndows of the twel fth and
th i rteen th cen tu ri es were character i zed by geo
metri c patte rn

,
and made up of smal l p ieces o f

glass , the figure subj ec ts smal l
,
se t i n geometr i c

i nclosu res or quatrefo i l panel s an d Show i ng Byzan
t i ne influence i n the i r treatmen t . 1 I t may be , too ,
that the w i ndows of the early Goth i c peri od were
i n fluenced by the r i ch mosai c work of the Byz an t i n e
art i s ts , bu t i n the fourteen th and fi fteen th cen tu ries ,
as wi ndows became larger and more importan t
featu res i n arch i tec tu re , and s tone tracery enabl ed
very large open i ngs to be fi l l ed w i th coloured and
l eaded glass

,
both the figures and th e p i eces of

1 I gi ve some reproduct ion s from photograph s of the beaut i
fu l fragments from the Sai n te Chapel le , now i n the Sou th
Kens ington Museum ,

as types of the earl ier glass
,
and from

W i nches ter Co l lege for the later, and two cartoon s of Ford
Madox B rown’s as examples o f good modern des ign , Showi ng
leading .

1 4 1
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THE INFLUENCE OF COND ITIONS
gl ass became large r , the genera l des ign more
p i c tor ial , t i l l I n the earl y s ix teen th cen tu ry we get
perspec t i ves a nd heav i l y shaded figu res

,
and l arge

masses of l igh t and dark , un t i l th e art per i shed i n
e igh teen th centu ry transparenc ies .
I t peri shed because the essen t ial fu ndamental

cond i t ions were ignored or not made importan t
decorat i ve u se of. Lead i ng, i n s tead of bei ng re

garded as the backbone of the des ign
,
i ts funda

mental anatomy , and essent i al decorat ive as wel l
as mechan i cal charac ter i s t i c , was rather looked
upon as an awkward i f n ecessary i n terrupt i on i n
the p i c tu re , and the glass -pai n ter, i n endeavouri ng
to fol low the pa i n ter on canvas i n h i s effec ts of

rel i e f and Ch iaroscuro , l os t al l the pecul iar beau ty
and characte r of h is own art wi thou t ga i n i ng the

d i s t i n ct i on of the one he would fa i n have r ival l ed .

1

I t has onl y bee n by art is ts go i ng back to the
fundamental cond i t i ons , and keep i ng fa i th wi th
them , that a rev ival of glass -pai n t ing has taken
place in ou r t ime .

N ow we m igh t d i v ide des ign i n glass i n to two
parts

1 . Des ign i n l ead l i ne .
2 . Des ign i n colou red l igh t .

W i n ston
,
i n h i s wel l-known work on glass-pai n t i ng

,
a ve ry

good and part icular account both o f the charac ter i s t ic h i s tor i c
periods and the me thods and material s o f glass pain t ing, says
I n the e igh teen th century glas s was pain ted with ename l s ,
very much as canvas i s with o i l co lours

,
that i s to say

,
i n l i t tle

patches
,
and the shadows were not produced mere l y wi th ename l

brown , bu t w i th deepe r t i n t s of Various local colours . In th i s
way the Shadows are almos t impercept ibly blended wi th the

l igh ts
,
scarce l y any part of the glas s be ing left perfec tly free of

co lour
,
or the mark s of the bru sh .

”
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THE I N FLUENCE OF CONDIT IONS
Both demand th e ful l l igh t of the sky to do them

j ust i ce
,
bu t espec ial l y the col ou r work , and there

fore can on ly
'

effec tive ly be u sed for w i ndows
placed h igh , or above the l evel o f th e eye , i n the
wal l l i ke chu rch w i ndows , for i t i s on ly the fu l l
s trength of l igh t wh i ch bri ngs ou t the fu l l beauty
and depth wh ich the bes t work i n g l ass always
possesse s ; and i n some qual i t i es of gl ass , i ndeed ,
on ly fu l l su n l igh t w i l l d i scover the ir . inner h eart Of
j ewel-l i ke colou r .
V ery beau t i fu l effects i n w indow glaz i ng are

produced by pat te rns formed o f pla i n l eads , and
the i r val u e has of l ate been perce ived by arch i
tee ts , who largely u se them i n domest i c work .

E i ther seen from wi th i n o r wi thou t th e effec t i s
pl easan t

,
and suggests a sense both of com fort

and romance wh ich refuse to be assoc iated w i th
large blan k squares Of plate glass and heavy sash
wi ndows , wh ich requ i re a Samson or a Sandow
to l i ft .
I ns ide , the effect of l arge panes Of pl ate glass

i s cold . O u ts ide , i t . forms grea t hol es i n the
arch i tec tu re , bu t , wi th the use of leads , i f the
open i ng i s large ,

there need be scarcely any d im inu
t i on of l igh t i n s i de , wh i le the network o f l ead
forms a pleasant rel i ef to the wi ndow su rface and
u n i tes i t by pattern wi th the arch i tec tu re of the
bu i ld i ng .

The pl i an t grooved s trip of l ead
,
th en

,
i s the

g l ass des igner
’

s ou tl i n e . With i t h e weaves h i s
p la i n pattern , wh ich he can en ri ch w i th spots o f

colour or by j ewel s of l igh t i n esc u tcheon s and
rou ndel s ; and when he comes to plann i ng an
elaborate figure panel h e i s bound to contr i v e a
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THE I N FLUENCE OF COND IT IONS
wel l-constru cted bas is of l ead i ng to hold h is colour
and form together, and by means Of i ts bold black
bound i ng l i nes to define the masses of h i s pattern ,
each d i ffe re n t t i n t of glass be i ng i nc losed by a lead
l i n e

,
and shad ing , faces , hands , and smal l deta i l s

be i ng added w i th brush drawing i n brown upon
th e col oured glass .
Apart from good des ign

,
wel l -plan ned lead ing

and colou r scheme , nearl y everyth i ng depend s
upon the careful cho ice of t i n t i n the glass i tsel f,
and immense pai ns and t roubl e are wel l spen t i n
th i s way

,
s i nce beau ty o f total effect , as wel l as

part i cu lar harmon i es , depend upon cho ice of the

degree
,
depth

,
and qual i ty of the colou red glass .

Now glass for co lou r work , cal led ant ique , is
made i n smal l sheets about 2 2 i n . x 1 7 i n . The
sheets o f one maker do not exceed 8 i n . x 5 i n .

They may be class i fied as t i n ts and wh i tes . These
form the pal ette o f th e s ta i ned glass ar t i s t , and
fu rn i sh h im wi th an immense range of t i n t and
tone from wh ich to sel ect . B u t these , agai n , are
d iv i s ible i n to two sorts : ( 1 ) what is cal l ed fiat
mel a/ sel f-col ours , or sheets that are Of the same
metal th roughou t ; and (2 ) that k nown asflew/zed ,

that i s , when a th i n Sk i n of ruby , gold , p i nk , or
bl ue i s flashed upon a Sheet of bl ue

,
wh i te

,
p i nk ,

or amber . Th i s fl ash may be l igh tened or removed
at pl easu re by fluoric ac id .

The obj ect o f the maker of th ese smal l sheets .

of glass i s to ge t as much vari e ty as poss ibl e
,
not .

on ly i n [ lg/Mand dark , wh ich i n the po t-metal s i s .

due to the vary i ng th i ckness o f the shee t, and i n the
flashed colou rs to the vary i ng th i ckness of the flash ,
bu t i n some cases a m ixtu re o f two or more colours

1 48



TH E I N FLUENCE OF CONDIT IONS
i n th e same shee t , by wh ich i t w i l l be see n that
no two sheets eve n ou t o f th e same po t o f metal
are al ike . I t i s the u se o f th i s varie ty and u n

expectedness that are amongst the charms o f

sta i ned g l ass .
We speak of bu t i n real i ty there i s

on ly one 5mm
,
properl y Speak i ng ; oth er colou rs

used on glass are enamel s , the rea l col ou r be i ng
i ncorporated i n the gl ass when made (pot-metal
or flashed) , and not pain ted on . Th i s sta i n i s a
preparat ion of s i l ver, and i s m ixed w i th a vegetable
col our

,
yel l ow lake , to weaken i t. I t i s pr i n c ipal l y

u sed upon th e wh i tes to sta i n d iapers , hai r , etc ,

and when fixed i n the k i l n the yel l ow lake i s bu rn t
away

,
l eav i ng a s l igh t res idue wh i ch i s eas i l y re

moved
,
and the s i l ver i s v i tr i fi ed i nto the glass ,

the depth of yel low bei ng vari ed accord i ng to th e
s trength of th e sta i n and th e suscept i b i l i ty Of the
glass .
I n sett i ng to work to des ign a sta i ned glass

w i ndow
,
i t i s usual fi rs t to make a coloured des ign

to scal e— 1 § i nch to the foot i s th e bes t .
A wi ndow may be composed Of one l igh t or of

many , each separate panel i n closed by the mason ry
or mul l i ons be i ng termed a l zjgé t. The quest i on
of treatmen t of subject as a s i ngle des ign extend i ng
across several l igh ts , or a s separate panel s , must
depend fi rs t upon the part i cu l ar subj ec t , or subj ects ,
to be treated , then the scal e of the wi ndow ,

and the
general charac ter of th e arch i tectu ral sett ing .

Suppos i ng i t i s a subj ect l ike the N at iv i ty
,
wi th

the Adorat ion of th e M agi
,
i t wou ld lend i tsel f to

treatmen t as a s ingle subj ec t ex tend i ng across
several l igh ts , and to great r i ch ness and spl endour
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o f colou r The colou r des ign i n such a case would
be the most importan t

,
bu t , as I have before sa id ,

i t must be perfectl y combi ned wi th
,
and bu i l t upon

,

a wel l -des igned network o f l ead l i nes
,
those l i nes

form i ng themsel ves essen t ial e l emen ts i n the de
s ign , defin i ng the forms i n bol d ou tl i ne , and un i t i ng
and giv i ng val ue to th e masses o f col ou r. For

wh i le we may separate the problem in to two parts ,
the des ign of l ead l i nes and col ou r des ign

,
th e

w i ndow must be conce ived as a who l e
,
not merely

as compos i t i on i n l i ne to be t i n ted .

H av i ng made ou r scale Sketch , the next step i s
to work ou t the ful l - s i z ed cartoons , wh ich , of cou rse ,
demand more atten t ion to draw i ng and deta i l . ‘

Many arti s ts make as many el aborate stud ies for
figu res

,
drapery, and deta i l s as they would for a

h igh ly-wrough t p i c tu re i n O i l
, or mural pai n t i ng.

A s a matter of fac t , however , though any amoun t
of good drawi ng and i nven t ion may be pu t i n to
glass des ign

,
i t should not be forgotten that beau ty

of pattern a nd effec t and symbol i c suggest ion are
the obj ec ts and not p i ctoria l natu ral i sm .

For mai n defi n i t i on i n the des ign the essen t ia l
l ead l i n e i s al l i mportan t . I t woul d not do to
sketch i n a figure i n a casual way , and then su r
moun t i t wi th lead l i nes ; i t Shou l d be careful l y
cons i dered as a p iece of bold and mass ive outl i ne
des ign .

I n l ead i ng we may use a bol der l i ne for bound
i ng and defin i ng the mai n masses , and a th i nner
sort for subs id i ary fi tt i ngs ; i n th i s much wi l l depend
upon the scal e of the work . The lead , wh ich has
a double groove

,
may be said to serve several

fu nctions . I ts pr imary office i s to hold the p ieces
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wel l as defin i ng th e secondary forms

,
as of d rapery

and other deta i l . Then , too ,
the l ead j o i n ts ease

the cutt i ng o f awkward Shapes i n the glass
,
wh ich

however should be avoided i n plan n ing the cartoon .

Agai n , i t may be u sed to Obta i n greater vari e ty i nto
large masses , as a p iece of drapery , for i n stance .

The cartoon be ing made , the next th i ng i s to
make the worki ng drawi ng . Th is i s done by lay i ng
a sem i - t ransparen t p iece of paper ove r the cartoon

,

and trac i ng merely the lead l i nes and thus obtai n i ng
the Skel eton of the wi ndow .

The glass i s cu t from th i s d rawi ng ,
the cu tte r

cut t i ng the glass j us t wi th i n the l i nes , thu s al low i ng
for the heart o f l ead . The same drawi ng serves
also for the leadworker to glaze the fi n i shed work
upon .

The shapes Of the wh i tes and l igh t colou rs a re
seen when th e sheets are l a id on th e drawi ng ; bu t
the shapes of th e dark col ou rs , through wh ich i t i s
imposs ibl e to see the l ead l i nes , mus t be Obta i ned
i n anothe r way .

The bes t way i s to cu t th e Shape i n th i n Sheet
glass

,
wh i ch i s the n placed on the dark shee t of

a nt ique glass held up to th e l igh t
,
and moved abou t

u n t i l th e mos t su i table part of th e Sheet is fou nd .

They are then la i d on the bench together
,
and th e

p iece of shee t glass i s pounced w i th a smal l bag of
fi ne wh i ten i ng

,
wh ich , when removed ,

l eaves i ts
Shape on th e dark Shee t to be fol lowed by th e
c u tter

’

s d iamond .

We now come to the al l - i mportan t task o f se lect
i ng the glass .
The ord i nary trade way o f do i ng th i s i s to

n umber the outl i n e
,
wh ich i nd icates, to the cu tte r
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parts i n to a harmon i ous whol e i ndeed every piece
shoul d be se lected , not onl y to agree wi th and
he l p i ts ne ighbour , bu t wi th refe rence to th e
harmony of the whol e . Any u ndue abruptness
o f con trast may be brough t i n to su ffic i en t relat ion
by the after pa i n t i ng .

The wh i te mus t be treated i n the same way , a
m ixtu re of warm and cold t i n ts as a ru le , the general
e ffec t of each mass be i ng made warmer or colde r
as fou nd necessary . Great care mus t be taken
wi th th e masses Of wh i te to preven t them look i ng
l i ke holes i n the wi ndow : for i ns tance , a wh i te
com ing next to a dark colou r would have to be a
t i n t (or very low i n tone , as we should say i n pai n t
i ng) to hol d i ts proper plac e . O nl y by actual ex

perience , however , can the art i s t l earn how one
col ou r affec ts another , and how certa i n comb i nat i on s
w i l l l ook i n the i r place .

We have now reached the pai n t i ng stage . A l l
th e glass has been cu t and la i d ou t on the ou tl i n e .

I t i s now looked over to see i f there are any p ieces
that wi l l not s tand the fire—that i s , that wou ld
change colou r or l ose bri l l iance . The gol d p i nks

,

brown rub ies , and some sorts ofpu re ruby are l i able
to do th i s . P ieces of pl a i n shee t glass may there
fore be cu t to th e same shape to pai n t on , to be
afterwards gl azed beh i nd the coloured p i eces , so
that the ful l bri l l i ance i s prese rved .

The wi ngs of th e angel i n th e pane l by M r

j . S . Sparrow (to whom I am i ndebted for th i s
de ta i l ed accoun t) have been treated i n th i s
way .

The ou tl i ne was made in colou rs grou nd i n
tu rpent i n e , fattened and made workable w i th japan
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TH E I N FLUENCE OF COND IT IONS
ne r

'

s gold-s i ze , i n orde r to s tand the matte of
water-colour to be added afterwards .
When the figure is drawn i n th i s way al l the

p ieces are s tu ck upon an easel glass (a large stou t
p iece of sheet) wi th a compos i t ion o f bees -wax and
res i n . A s th i s i s the fi rs t t ime al l the p i eces have
been seen together th e panel i s careful l y looked
over

,
as a whol e , to see tha t each p iece i s of a righ t

col ou r and val ue . Some p ieces may ’l1ave to be
cu t over agai n ; others strengthened or mod ified
oy Me add i tion of anoi /zer fiz

'

eee of g /ass . Th i s l as t
method i s cal l ed plat i ng , by wh ich ri ch and beau t i
fu l deep toned effec ts can be produced .

A s trong flat matte of water-col ou r i s now l a id
al l over th e figure . Th is forms the hal f- tones

,

and the l igh ts are taken ou t (when d ry) wi th hog
hai r brushes

,
the colou r be i ng fi rs t l oosened by

model l i ng the broad l ights w i th the finger
,
wh ich

i ndeed i s the bes t i mpl ement , and as much of the
model l i ng should be done by i t as poss ibl e .

A qu i l l may be u sed to take ou t sharp l igh ts .
The work shou ld now be ready for th e k i ln

,
bu t

before fi r i ng i t shoul d be aga i n s tuck up ,
and

looked over
,
and any st rengthen i ng o r defin i t ion

added i n shadows on deta i l s by O i l -colour w i th
the add i t i on o f fat tu rpent i ne to keep i t open the

dry su rface of the glass be i ng fi rs t treated wi th a
wash o f o il O f tar to make the colou r flow eas i l y .

Then the d iapers and ha i r are sta i ned on the
back of the glass , and i t i s ready for the k i l n .

A fter be i ng leaded up , th e leads soldered to
geth er at the j unc t ions , the panel i s agai n pl aced
on the ease], and further. al te rat i on s or i mprove
ments may be made , as the leaded

i '

pane l l ooks
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CHAPTER V .

—OF TH E C L IMAT I C
I N FLUENCE I N DES IGN— CH I EFLY
[N REGARD TO COLOU/R AN D
PATTERN

E have see n how largely D es ign i n i ts
man i fol d fo rms has been i n fluenced by

variou s phys i cal cond i t i ons and necess i t i es , and i n
pursu i ng the subj ec t we can hard l y fa i l to note
that , ou ts ide those more st ri ctl y defined techn i cal
cond i t ions we have been cons i deri ng , the re are
certa i n b road con trol l i ng i n fl u ences wh i ch have
determ i ned

,
and st i l l dete rm i ne

,
essen t ial d iffer

ences of charac te r as between the products o f one
coun try and another ; d ifferences wh i ch , desp i te
the complex network o f internat1onal commerce
and exchange

,
tend i ng ever to obscu re and con fuse

those nat ive and natu ral d i fferences by m ix tu re
and fu s ion

,
s t i l l pers i s t . I ndeed

,
as Manchester

manu factu rers and merchants wel l know , i n the
mat ter o f patte rn and colou r they have to be taken
i n to seri ous accou n t , S i nce we have u nfor tu natel y
taken uponou rsel ves th e respons i b i l i ty of suppl y
i ng E astern markets

,
subst i tu t i ng ou r own ideas

Of pattern and col ou r i n fabri cs for th e or igi nal
nat ive ones— or rather, se nd i ng back to the na t i ve
Ch i nes e and I nd ian second-hand not ion s of the i r
own colou rs and patterns .
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Now to what pri nc ipal cause may we trace th ese

broad d i ffe rences i n the cho ic e and treatmen t o f
colou r and des ign i n d i fferen t cou n tri es—those
variat i on s wh i ch enable u s to ass ign each to i ts
nat ive home

,
north , sou th , eas t , or west , upon th i s

part i -colou red globe o f ou rs ?

I f we were to e ndeavou r to mark upon a chart
i n some brigh t colour

,
say red o r yel low , al l those

coun tri es where
,
give n a certa i n organ i zed social

l i fe of c i v i l i zat i o n of some k i nd , brigh t su nsh i ne
was the rul e

,
and i nd i cate proport ional ly i ts lesse r

degrees i n others
,
we shoul d get a v iv id not i on of

the general d istr i bu t i on Of the col ou r sense : we
shou ld natu ral l y come to the concl u s ion that i t i s
to th e source of al l ou r l i fe , l igh t , and heat— to th e
sun—that we mus t al so trace ou r colou r sense ,
wh ich i s a part of the sense of s igh t i tsel f. I t i s
to the i nfluence of sun l igh t , di rec t or i nd i rec t , and
to i ts preval ence i n a greater or lesse r degree i n
d i fferen t coun tr ies , th en , that we may attribu te th e
d i fferen ces of taste and feel i ng for col ou r and
pattern wh ich mark the d i ffe ren t quarters of th e
i nhab i ted earth .

We know how we are affected by the absence
or presence of sunl igh t i n ou r own coun try , and by
a heavy or l igh t atmosphere

,
and are sens i t ive to

the changes of th e weather, wh ich no doubt have
thei r i nfl uence upon our work , and we know how
d ifferen t col ours look i n d i fferen t degrees and
qual i t i es of l igh t .
We have on l y to fol low the pattern book Of

N atu re hersel f
,
i ndeed

,
and see how d i s t i nctl y she

pai nts upon the globe the d i fferen t zones of cl ima te
i n d i fferen t col oured flowers

,
b i rds

,
and an imal s
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THE CLIMAT I C I N FLUENCE
correspond i ng with those d i fferences ; o r fol l ow
her sys tem of col orat i on i n the ord i nary process io n
of the seasons , withou t going ou t of ou r own

country.

With the retu rn of the su n and length en i ng
days and th e new awaken i ng of l i fe i n the spr i ng ,
a del i cate bloom overspreads th e landscape , the
dark wi ntry woodlands bu rs t i n to blossoms and
cl ouds Of fo l i age , tak ing every t i n t , from the palest
gree n to del i cate amber and red ;wh i l e the meadows
show the r i ch moi s t green o f new spri ngi ng grass ,
embroidered w i th flowers

,
yel l ow

,
wh i te

,
and bl ue

and the bl ue sky seems to repeat i tsel f i n th e
Copses where the hyac i n th s grow . Gradual ly , as
spri ng tu rns to summer , th e colou rs deepen , the
green s of t rees and grass grow ful l e r , the fl owers
grow brigh ter and more vari ed i n hue

,
crimsons

and reds and pu rples are seen , and gardens become
feas ts of colou r ; and as the cornfie lds ripen scarl et
popp ies m i ngl e w i th the gold

,
and the l eaves of

the t rees
,
hav i ng reached the i r darkes t t i n t , as

au tumn nears , become t i nged wi th yel low and
brown

,
and , before they fal l , tu rn i n to wonderfu l

harmon ics of russe t and gold , i n part recal l i ng ,

though i n lower tones
,
some of the colours of

spri ng.

The ripe fru i t i n the orchards gives a deeper
note of r i cher and brigh ter colou r, when the pro
cess ion of flowers has reached th e th reshol d o f

winter
,
bare and cold , though not colou rl ess—i t s

colou rs be i ng more metal l i c—the S i l ve r of frost
and m is ts

,
and the ruddy gold o f th e wi n ter sun

gi ld i ng the black trees , whereon mosses and l i chens
take the place of leaves and flowers , and sombre
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THE CLIMAT I C I N FLUENCE
sea-board , l ake , r i ve r, agri cul tu ra l land o r wi ld
natu re .

We assoc iate bri l l ia n t col ou rs and bold des igns
w i th eastern and sou thern cou ntries

,
bu t

, apart
from the greate r s t imu l us o f l igh t w h ich m igh t e n
cou rage the u se Of v i v id col ou r , th ere i s , I th i nk ,
another reason wh ich accounts for the holder and

”

franker u se Of colou r and ornamen t i n the sou th
and east . B road and ful l s un l igh t has a cu ri ou sl y
flatten i ng e ffec t upon col ou r and pattern

,
and

therefore col ou rs and pattern s wh ich u nder a gray
sky wou ld look s tari ng , or very strong and s tri k
i ng

,
u nder the fu l l su n l igh t fal l i n to plane

,
and

become subord i nated to th e dom i nan t p i tch of l ight .

We may take as an i nstance the porch o f the
Cathedral a t P i sto ia . The bold black and wh i te
bands of marbl e wh i ch face th e fron t of th i s bu i l d
i ng— as o f so many med iaeval Lombard i c I tal i an
cathedrals , as at F l ore nce , Genoa , and S i e na (an
idea borrowed from the Saracen s) —l ook s tr ik ing
enough u nder a gray sky , b u t when the su nl igh t
fal l s upon the bu i ld i ng and ra i ses the whol e p i tch
of l igh t the whole mass w i th i ts proj ec t ion s fal l s
i n to pl anes of broad l igh t and shade . The black
bands become gray and flat i n th e l igh t , and al l fal l
i n to the i r places i n the arch i tec tu ral scheme

,
and

therefore
,
though borrowed from the east , are qu i te

appropr iate i n a cl imate l i ke I tal y
,
wh ich can cou nt

on pers is ten t su nsh i ne for th e most part , summer
and wi n ter . I ns ide the porch , i n th e spandri l and
vaul t

,
i s faced w i th D el la Robbia ware , i n bl ue ,

wh i te
,
and ye l low , and a very beau t i fu l p i ece of

decorat ion i t i s . Th is
,
agai n , however, i n a du l l

atmosphere m igh t look col d and strange , bu t i l l u
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minated by ,

the ri ch reflected l igh t cas t up from
the sun l i t pavemen t i t takes al l sorts o f acc 1dental

l igh ts and fal l s i n to i ts place adm irab ly . O ther
wise the porch i s i n terest i ng from th e cur ious bl end
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of Byzant i ne

,
Saracen ic

,
and class i cal mot i ves and

i nfluences i n decorat ion .

S een i n the cold and du l l l igh t Of an E ngl ish
museum , away from the i r proper arch i tec tural su r
round i ngs , panel s Of Del la Robbia ware are apt to
l ook somewhat s trong , bold , or rank i n colou r ,wh ich
onl y shows they were des igned i n a su nny brigh t
c l i mate , and to be seen i n a fu l l ex ternal o r warm
reflected l igh t as a rul e . The very qual i t i es that
make the ware try i ng i n one place make i t r igh t
i n another.
The various h is tori c types of des ign i n arch i

tec ture and decorat i on are , i n fac t, mostly the resu l t
o f the blend i ng or u n i t i ng of elemen ts derived from
d i fferen t sources . Whi l e we may i n the l ead i ng
types prevalen t i n d i fferen t coun tri es detect th e
fundamenta l preva i l i ng i nfluence o f l i fe , custom
and hab i t

,
the resul t of c l imat i c and rac ia l cond i

t i ons we may al so see ,
owi ng to soc i al and pol i t i

cal changes and the resu l ts o f conques t or of
commerc ial re la t ions

,
other el ements com i ng i n

vari ous deta i l s of construct i on , form , and col ou r .
Our presen t pu rpose , however , is rather to seek

the fu ndamental cha rac ter i st i c types and pred i lec
t i ons t raceable to the fundamenta l or

“natural con
d it ions of l ocal i ty and cl imate , as far as they can
be fol lowed i n h i s tori c decorat ion .

I t seems to have been i n the power of certa i n
anc i en t peopl es to impress and to preserve the
charac ter of the ir ‘

l ife and the cond i t i ons o f the i r
hab i tat very s trongly upon the i r art

,
so that

,
though

the i r pol i t i cal power has l ong ago been swept
away , the i r records rema i n pract i cal ly imper i shable
i n the i r monuments o f art.
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THE CLIMAT I C I N FLUENCE
coveri ng of wh ich i s made of wood and byblos ,
wi th a terrace of c lay before the door , afford i ng

shade and cool ness i n fron t o f th e dwel l i ng . L i ke
mos t dwel l i ngs i n eastern cou ntri es , there i s a fla t
roof or terrace on the top of th e house , approached
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by steps ; and here awn i ngs are spread on pol es
to give shade , when they can be u sed for s i t t i ng
upon or for s l eep i ng or enj oy i ng the
cool of the day .

When the Egyptians learned the art
of bu i ld i ng and carv i ng i n s tone from
th e rock dwel l ers above the Del ta , and
bu i l t the i r great temples , they sti l l per

pe tuated i n s tone , i n the reeded and
fil le ted col umns w i th l otus cap i tal s , the
ornamen tal trad i t ions of th e reed-bu i l t
pri m i t i ve dwel l i ng

,
and the pai n ter

st i l l adorned them i n brigh t prim i t ive
col ou rs so that we are perpetual l y re
minded of the great r ivers ide , from
wh i ch sprung the flower Of that anc i en t
art and c iv i l i zat ion . A nother effect of
cl imate upon art may be: noted i n the
represen tat ion of figures . The Egyp
t i an cl imate be ing extremely warm bu t
equable , mos t ou t—door occupat i on s
prec luded the weari ng of much apparel ,
so that th e figure nude and l igh tl y clad
plays an i mportant part i n Egyptian
des ign , as i n Greek .

A t a t ime l ike the presen t
,
when

the world Of des ign su ffers rather from
what m igh t be cal l ed too generou s or

too m ixed a d i et ; when th e tenden cy
i s to over- el aborate

,
to comb ine too

many elemen ts to be lost e i ther i n an

COLUMN FROM
TEMPLE
LUXOR .

overdone flamboyance of curvatu re , or i n a st ra i n
i ng afte r a forced and i nappropriate natu ral i sm , a
study of Egypt ian art may be recommended as a
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whol esome correct ive . The s 1mpl ic ity ,

severi ty ,
and res tra i n t

,
abstract and yet v iv id characte riza

t ion o f form ,
frank and prim i t i ve colorat ion , pur

posefu l i n te nt ion , and mural mot i ves and methods
are fu l l Of suggest iveness and val ue to the student
a nd decorat i ve des igner .
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rel i eved upon a field of to rquo ise bl ue , formed
by the glazed bricks by wh i ch th e frie ze i s con

s truc ted . The figures and ornamen t mus t have
been mou lded or stamped i n rel i ef upon the clay
whi l e soft,and cu t up i n to bricks , and afterwards
fi red and glazed i n the method of Robbi a ware ;
the whol e scheme i s severely s impl e bu t very e f

fective i n i ts proper pos i t i on upon the
/
wal ls o f one

of the large cou rts of th e palace
,
mostl y i n reflected

l igh t u nder proj ect i ng port i coes
,
and would be very

impress i ve and at the same t ime tru ly mural and
reposefu l i n feel i ng and colou r.
Such a scheme of frank colou r and fi ne deta i l

cou ld hard l y have been conce i ved excep t i n a
coun try of bri l l ian t l igh t . Some doubt ex is ts as
to the exact pos i t i o n of the fri ez e upon the wal l .
F igu res of s imi lar scal e i n A ssyri an work and al so
a t Persepol i s were placed not far

,
i f a t al l , above

the eye l evel .
U pon the dress of one set of th e arche rs i s fig

u red , i t i s supposed , th e fort ress of S usa i tsel f,
wh i ch was bu i l t upon a moun t .
There i s much i n te res t i ng ornamen tal detai l i n

th e dresses
,
wh i ch afford excel l e n t au thori t i es fo r

the cos tume o f Pers i an warr i ors of that peri od .

We see al so the palm-l eaf border , a prim i t i ve form ,

type and forerun ner of a whol e tr i be of borde r
des ign . The rosette i s sa i d to resembl e “the ful l
blow n S tar o f Beth l ehem ,

con spi cuou s among al l
other flowers

,
among the herbage cl oth i ng the

s tretches o f S us i ana and th e tabl el ands of I ran

(Pers i a) afte r the fi rs t ra i ns i n earl y Spri ng.

”

(Perrot and Ch i p i ez , p .

We may note
,
too

,
what seems obv i ous ly the
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prototype Of the Moori sh battl emen t

,
defined i n

bl ue bri cks above the figu res , suggest i ng they are
guard i ng th e c i tadel .
The Moori sh or A rab ian form constan tl y occu rs

as an ornamental cres t i ng i n carved woodwork
,

and al so appears to have suggested an ornamenta l
form largel y u sed wi th vari at ions i n eastern carpets

,

notably those o f Turk i s tan .

The t reatmen t of th e des ign has ‘ th e severi ty
and s impl i c i ty of earl y A s iat i c monumental art ,
and i s al l i ed i n treatmen t to th e A ssyrian rel i e f
work

,
bu t i s more subtl e and refi ned , and Shows a

finer decorat ive and col ou r se nse .

I n the treatmen t of bl ue the Pers i an s always
seem to have been part icu l arl y su ccessfu l , and
the i r l ater t i l e work i n the M ohammedan peri od
i s wel l known

,
and cont i nues down to ou r own

t ime .

The love of bl ue and i ts u se i n t i l e work and
pottery seems to have been general al l over th e
eas t i t may be because of th e adaptab i l i ty of the
metal l i c ox ide colou r to fi ri ng , bu t also i t may be
due to the pleasan t rel i ef and sense of cool ness
such decorat ion wou l d afford to the eye i n cou rts
and i n teri ors screened from the su n .

The ol d N ank i n b l ue , so famous i n Ch i nese
porcela i n

,
i n th e so -cal led hawthorn pattern , was

descr ibed by one of the emperors as the bl ue of
the sky showi ng th rough the wh i te c louds afte r
the so

'

u th ra i n .

I n carpe ts Pers ia abou t ou r s i x teen th centu ry
reached a p i tch of perfect ion i n des ign , col ou ri ng ,
and material wh ich , i t would seem ,

has never been
reached before or s i nce . I n these works we , of
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mosque . SO that , though th ey seem strange oh

jects i n the pattern of a carpet
,
they have a certa i n

appropria teness and s ign i fi ca nce i n th i s part i cu lar
one . F i re , too , was a sacred emblem of the
an c ien t Pers ian s .
Pers i a m igh t be said to be a cou n try Ofgardens ,

of deserts , and of abu ndan t su nsh i ne . I t i s for
‘

th e most part a h igh tabl e- l and
,
and i s described

as a c l imate Of extremes . N owhere i n the hab i t
ab l e world i s there so Sharp a con tras t be tween
the heat of noon and the cold Of n igh t

,
between

the brown bare rock and the verdan t meadow
,

be tween the gorgeous h u es of natu ral pla i n s and
the absol u te barenes s of ar i d wastes . (Perro t
and Ch ip iez . )
S uch a descrip t io n i s ve ry sugges t ive . We

seem to see natu ral reasons for the i n teres t and
beau ty o f Pers i an art i n th e vari ed phys i cal cond i
t ions o f the i r cou n try and cl imate .

The l ove of the shel tered , wal led-in , and natu ral
garden i s very ev iden t i n the i r l i te ratu re ; and th e
i n flue nce o f the i r flora upon the i r des ign of al l
k i nds i s ev i de n t enough .

The idea of th e eastern parad i se i s a garden .

We have i t i n the B i b l e i n the Garden Of Eden
an i ncl osed pleasance o r park fu l l Of cho i ce trees
and rare flowers , an imal s of th e chase , and b i rds .
Thi s idea recurs constan tl y i n Pers ian des ign .

The very scheme of the typ i cal carpet seems de
r i ved from i t—a r i ch vari-coloured fiel d hedged
abou t w i th i ts borders . “ The fiel d i s frequen tly
obv i ousl y i n tended for a field of flowers , and some
t imes suggests a wood or an orchard o f fru i t t rees .
The idea of the green oas i s to the t ravel l er i n the
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desert th e gratefu l rel i ef of th e col ou r and shade
of green t rees and fresh flowers ; the sound Of
‘waters ; the del igh t of the horseman and the
hun ter the dark fores t fu l l of dangerous an imal s
are not these th i ngs i rres i s t i bl y sugges ted i n
Pers ian des ign P
The same sens i t i veness to natu ral beau ty and ‘

the i n fluen ce of cl i mate i s shown i n the i r poets .
The as tronomer-poe t of Pers ia , Om

’

ar Khayyam ,

s i ngs of the awaken i ng sp ri ng. I t is a peri od ,
too

, assoc i ated w i th the te rm i nat i on of a rel igious
fas t

,
Ramazan

,
wh i ch i s a nalogous to ou r Len t ,

perhaps .
Omar i nv i tes h i s reader to come forth , l i ke

‘ a
true poet

,
seek ing i nsp i rat ion i n th e w i lderness .

“W i th me along the s t rip of herbage s trown ,
That jus t d iv i des the deser t from the sown ,
W here name of S lave and sul tan i s forgot,

And peace to Mahmud on h i s go lden th rone .

Spri ng i n Pers i a must be a much more sudden
burs t Of l i fe and efflorescence than we can real i ze
from ou r own t im i d and coy cl imate . E ven i n
I tal y the spr i ng general ly comes al l at once w i th
a bu rs t of bloom and a profus i on of blossoms and
flowers , and i n i ts s t rength the su n s tra ightway
l eads on i n to s ummer before one i s aware . Thi s
gives one an idea what i t must be i n a coun try
l i ke Pers ia— the coun try of the rose and the n igh t
i ngal e as wel l as of the v i ne

,
of wh ich Omar the

poet i s el oquen t .
Then , too ,

i t i s an agri cu l tu ral coun try .

“H e
who gu ides a plough does a p ious deed ”

is one Of
the precepts of the earl y Parsee rel ig i o n

,
wh ich

al so , as i ts mai n concept io n , presen ts the constan t
1 7 8
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the Source Of i nvent i on of many forms common l y
cal l ed A rab ian and I nd ian

,
and these forms have

travel l ed both eas t and west , and have been mod i
fied i n th e countr i es o f the i r adopt ion . The
Pers i ans seem to have been i n A s i a much what
the Greeks were i n E u rope— both great adaptors
and great origi nators i n des ign .

One m igh t trace e lements and i nfl uences and
types o f form and treatmen t from other countri es
and races i n Pers ian ar t

,
bu t one t races Pers ian

i n fl uence to a far greate r ex ten t i n th e art of o ther
countri es .
I n I nd ia , wh ich was al so i nvaded by I sl am , and

was col on i zed by Pers ian s , th e A rab i c type of art
al so became natural i zed i n arch i tectu re and decora
t io n . H ere aga i n we have a cou ntry of the sun .

H ere aga i n we fi nd t i l e d ecorat ion i n great beau ty ,
and the use of brigh t colou rs and i n tri cate des ign .

I ntri cacy both of col ou r and pattern i s perhaps
the ch i ef charac ter i s t i c of I nd ian des ign .

O ne featu re i n I nd ian , as i n A rab ic dwel l i ngs ,
may be not i ced as a d i rec t resul t of the pers i s ten t
s unsh i ne tu rned to decorat ive accou n t— one com
mon to easte rn cou n tri es—th e p i erced screen or
l att i ce w indow , wh ich tempers the fi erce l igh t of
th e su n and breaks i t i n to smal l s tars of l igh t .
The r i ch carved t imber overhangi ng wi ndows ,

wi th i ts lat t i ce screen SO charac te ri s t i c of o ld

Ca i ro and A rab ian l i fe , is repeated wi th variat i ons
i n I nd ia

,
and not on ly i n wood bu t i n stone and

fai
’

e nce . We find smal l ogee-poi n ted wi ndows
wi th perforated la tt i ces cu t i n sands tone o f i n tr i cate
des ign and del igh tfu l ornamen tal effect . There
are some

'

in the I nd i a M useum from Agra . B u t
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the l ove l i es t Of al l a re those i n the mosque o f the

Palace at Ahmedabad , cons i s t i ng Of most del ica te
and i n t ri cate des igns of t rees cu t i n s tone

,
wh ich

fi l l th e arched open i ngs . O ne of these w indows
i s here i l l u s trated . There i s noth i ng more del i cate
o r beau t i fu l i n the whole range of arch i tec tural
ornamen t .
I n the tomb Of Y usuf Shah Cadez , at M ul tan ,

occu r l arge perforated screens i n t i lé work . Th is
tomb , an excel l en t reproduc t i on Of wh ich i s to be
seen i n the I nd ia M useum

,
i s a fi ne example o f

Mohammedan t i l e work and decorat ion i n two
bl ues— tu rquoi se and U l tramari n e—on a warm
wh i te ground . I n th e l um i nous atmosphere o f

I nd ia , beneath th e deep bl u e vau l t of the Sky , s uch
col ou r on such s u rface must be very beau t i fu l .
Perhaps the love Of i n tr i cate ornamen t i n I nd ian

carved and p i e rced work i n the doors
,
window

easements , and latt i ces may be due i n part to th e
certa i n ty of Obta i n i ng a brigh t, cri sp , r i ch , Spark
l i ng effec t in the broad and strong su n l igh t , where
every touch would tel l , and the fret or l at t i ce
work over a p ierced open i ng woul d have al l th e
ri ch ness and del i cacy of l ace.
Then i n the sol emn and d imly - l ighted sple ndou r

of the i n te rior of the mosques , the Mohammedan ,
al i ke i n A rab ia

,
Turkey

,
Pers ia

,
or I nd ia , fou nd a

gratefu l contrast and rel i ef to the eye
,
wh i le h i s

rel igious imagi nat ion and emot ion were st imu lated .

Much the same feel i ng i n te n s i fi ed wh i ch comes
over one who passes from the bri l l ian t Venet ian
su nl igh t on the p iaz za , the g l i t teri ng quays and
danc i ng l igh t and colou r Of Ven i ce , i n to the sub

dued
,
cool

,
and golden shade of S t . Mark

’

s .
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Th is wonderfu l contrast o f brigh t an d dark , of

gl i t te r and sol emn i ty
,
the spl endou r o f sun l igh t

and the sol emn i ty of shade , can only be fu l ly ap

prec iated i n sou thern or eastern coun tries . The
pi tch of l igh t be i ng h igher the shade seems deeper ,
and ye t i t i s a shade fu l l of colou r always .
When the su n s i nks , i n the short afterglow every
th i ng seems fused in an atmosphere of luminous

col ou r and hal f- tone
,
wh ich transfigu re s and glori

fies everyth i ng . We get an approach to i t on the
fi nes t summer even i ngs i n E ngland , bu t wi th a
d i fferen t and general l y l ess romanti c backgrou nd .

I t would appear , though , that cl imates wh i ch are
characteri zed by constan t su nl igh t and heat favou r
rather trad i t i ona l than i nd iv idual forms Of art .
The sun

,
th e giver of l i fe and l igh t , becomes over

poweri ng
,
always presen t

,
and i n i ts search i ng

beams leaves no h id i ng-place for the romant i c
imagi nat i on , except i n templ es and mosques a t
sun ri se or sunset , o r u nder the moon . We may
have an equable and warm cl imate l i ke Egypt

,

where al l i s sharpl y defined i n th e l igh t of a clear
and serene atmosphere , wi th a regulated , ordered
l i fe

,
as i n he r anc i en t days

,
u nder a l ong success ion

of dynast i es , and we see the ou tcome i n art
measured , cal cu lated accord i ng to s tr i c t method
and authori ty and conven t i on , wi th bu t l i t tl e room
for i nd iv i dual feel i ng.

I n Pers ia we fi nd a c l imate of sharp con tras ts
,

hot s u n by day and sharp cold at n igh t
,
verdu re

and desert , bare rock and flowery meadow side by
s ide , and we get a wonderful l y vari ed art, ri ch i n
colou r and fan tasy .

I n I ndia the i nvent ion , though ki nd red , perhaps
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even large l y borrowed ,
s eems tamer , the i n t ri cacy

mo re cal c ul ated ,
th e ri ch ness more mechan i cal ;

and we find th i s wi th a depende n t people i n a l and
o f fiercer and more permanen t su nsh i ne , pu rsu i ng
mostl y an agri cu l tu ra l l i fe

,
l i ke the anc i en t

Egyptians
,
under cond i t i ons pract i ca l ly u nchanged

for cen tu ries .

In Greece
,
wh ich fused a nd absorbed A s i ati c

el emen ts i n her art , we see another count ry of
the su n ,

yet subj ect to w i nds and variat i ons and
marked tran s i t i on of th e seasons— a moun ta i nous ,
rocky coun t ry , beau t i fu l i n form and embrac i ng
the sea . I n art she has give n u s th e perfect io n
Of figure sculp tu re .

I n I taly
,
wi th hard ly l ess su n , yet by no means

beyond th e reach Of w i n try co ld , severe wi nds ,
great ra i ns and somet imes snow

,
ye t w i th a bu rn

i ng summer fo r the most .part, wh i ch has dec idedly
fixed the types i n her arch i tec tu re , we fi nd a un i on
of many elemen ts , a hal fway house between eas t
and west

,
where A s iat i c feel i ng u n i tes w i th Greek

and Roman , Saracen and
‘N orman

,
Goth ic w i th

Renascence
,
i n an u nexampl ed weal th and pro fu

s ion of i nvent i ve des ign i n arch i tec tu re
,
scu lptu re

,

pai n t i ng , and al l the fam i l y of art i s t i c hand i crafts ,
wh i ch makes he r a happy h un t i ng ground for the
art i s t , an i n exhaus t ib l e treasure -house of beau ty
an d suggest ion .

We might fol l ow th e chari o t of the sun
,
from

the land of i ts r i s i ng , japan , a cl imate more near
to ou r own , and note h er wonderfu l d i spl ay o f

man ipulat i on and imi tat i ve sk i l l
,
i n al l ways o f

handi c rafts dom inati ng by a ce rta i n grotesqu eness
as wel l as natural i st i c i mpress i on i sm ; or, pass i ng
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to her great foe Ch ina , s ee someth i ng o f th e same
tendenc ies and s tages i n the r i s i ng o f her art ,
break i ng o ff, as i t were , at a s tage Of rest ra i ned
conven t i onal i sm - or westward , along th e southern
shores of the bl ue Med i te rranean

,
fol l owi ng i n the

footsteps of the Moors , and note the wonderfu l ly
ornate bu t somewhat heartless spl e ndou r of the i r
art i n Spa i n : the gi lded magn i ficence Of the
A l hambra

,
w i th i ts gl i tter i ng pendenti v e ce i l i ngs ,

borrowed , as some th i nk , i n the fi rs t place from
Pers ia , and th e wonderfu l j ewel - l i ke spark le and
i n tri cate fancy of i ts o rnament w i th i ts eve r—re
cu rr i ng s tar- forms and sc im i tar- l i ke scrol l s .
A nd then tu rn i ng northwards i n to F rance , wi th

one han d touch i ng the su n ny sou th and the o the r
d ipped i n th e gray E ngl i sh Channel

,
we shou l d

fi nd some of th e same el emen ts , bu t very d i ffer
en tl y m i xed

,
wi th a very d i s t i n c t character of art .

Col d i n col our
,
correc t i n form

,
bri l l i an t i n work

mansh ip , qu ick-wi tted , dramat i c ; ever experimen t
i ng and i nqu i r i ng, and des i r i ng , l i ke the anc i en t
Greeks , some new th i ng.

Pursu i ng ou r j ou rney northwards , we m igh t
pause i n F l anders and H ol la nd and mark how
closel y assoc iated wi th l ocal cond i t i ons of l i fe and
cl imate are the i r forms o f art , more espec ial l y as
i l l u s trated i n the art o f the i r pas t days— the
p i c tu res of r ich F l em ish bu rgher l i fe of the M iddl e
Ages

,
the kn igh ts and lad i es w i th a certa i n s tern

ness and s t i ffness o f demeanou r, as of an e nerge t i c
and ye t pat i en t peopl e accu stomed to con tend
w i th d i ffi cu l t i es

,
proud

,
ye t devot ional , and fond

of comfort kneel i ng
,
wel l -clad i n velvets and r ich

fu rs agai ns t a northern c l imate .
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Germany wou ld te l l a s im i l ar tal e i n he r arts ,

‘

though wi th a more dom inan t m i l i tary and re l igious
note , more fan tasy and more melanchol y, and wi th
a w i ld grotesque elemen t correspond i ng w i th her
more vari ed cond i t i on s of cl imate and scenery .

OLD HOUSE IN TURNov
,
BOHEM IA

,
DATED 1 8 1 6 .

The latte r qual i ty i s s t i l l more marked among the
old towns of Bohem ia . The two sketches here
give some of the arch i tec tu ral character i s t i cs Of
both town and country dwel l i ngs .
A fter su ch a j ou rney we shoul d doubtl ess be

gl ad to get home agai n to ou r own vary i ng and
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changeable cl imate . and whe n seated comfortably
a t the fi res ide th i nk how much the charac teri s t i cs
o f o u r nat i ve art may al so owe to the i n fl uence o f

the constan t and varied process i on of sunsh i ne
and cloud

,
s torm and calm , heat and cold , fickle

AA A A A

STREET IN EGER
,
BOHEM IA.

spr i ng , short summer, l ong u ncerta i n wi n ter , ou r
m is t and ra i n (wh ich gives u s ou r green wood lands
and meadows ) , to ou r w i l d and dangerous coasts .

O r we may wel l th i nk whether these i n fluen ces
are not t raceabl e i n ou r art : l ove of domest i c i ty
and i ndoor comfort

,
character i zed by warm and
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ble nded though subdued colou r , smal l patterns ,
trimness and neatness love o fan imals and flowers ,
o f natu ra l scenery and the sea. May i t not be
sa id these are character i st i cs wh ich Ou r p i c torial
art certa i n ly d i splays P Whil e ou r arch i tec tu re

(i n sp i te o f fore ign importat i ons ) is obl iged to con
s ide r the necess i t i es o f a varyi ng cl imate , so tha t
ou r houses are bu i l t as a ru l e more to l ive i n than
to look a t ; and the col ours of ou r i n te

’ri ors
,
wh i l e

they ofte n re -echo the greens
,
browns

,
and russets

Of ou r l andscape— as ou r pattern s and fabrics re

cal l th e flower garden s and meadows—are chosen
perhaps more to l i v e w i th qu ie tl y than to exc i te
con troversy , or compel a reference to the grammar
o f ornamen t .
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prac t ical i ty , the rac ial type gradual l y , i n the pro
cess of t ime , be i ng formed by the col lec t iv e act ion
o f such smal l i nd iv idual charac teri st i cs— somewhat
as great geol ogi cal depos i ts

,
such as ou r chal k h i l l s ,

have been formed by the gradual accumulat ion
and aggregat ion of the m i n u te shel l s of m i nuter
mari ne c reatu res .
These typ i cal rac ial characteri s t ics In art—these

preferences i n colou r
,
form , pattern , t reatmen t ,

sen t iment , and idea , have left the i r marks upon
the h i s tory of art , wh i ch i ndeed becomes , final l y

,

the on ly h i s tory O f races - the on l y record l eft of
peoples to tel l u s of the i r i n t imate l i fe , the i r hopes
and fears , the i r s truggles and the i r asp i rat i ons , so
that a scrap of wal l-pa i n t i ng, a fragmen t o f a n in
c ised S l ab , a pi ece o f broken pottery , a weapon of
bron ze

,
or a jewe l , become i n cou rse of t ime fu l l Of

s ign ificance
— el oquent books o f the l i fe of peoples

and powers long ago cove red by the dri fti ng sands
of t ime .

The des i re to record and to perpetuate seems
to have st imul ated the prim i t i ve arti s t i c i n st i nc t i n
a l l races and

,
i ndeed

,
i t may st i l l be sa id to be a

l i v i ng factor and mot ive i n art product ion .

E ach race seeks an image of i tse l f (as every
i nd i v idual des i res a portra i t) , and stri ves to pu t i n
imperishable form the character of i ts own l i fe ,
and the ideas or ideal s deares t to i t . Thus , the
preh i s tori c h unter left i mages of the an imal s he
hu n ted

,
and his hunt i ng rem in i scences , scratched

upon bones and smooth s lates and stones ; much
as the A ssyrian k i ng

,
s i n a more elaborate way ,

hav i ng the resou rce s
b

of a powerful c i v i l i zat i on at
command

,
l oved to have recorded on scu l ptured
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T I I E RAC IAL IN FLUENCE
sl abs

,
l i n i ng the i r palaces , thei r prowess i n arms

and the chase ; more espec ial l y as hun te rs and
S l aye rs o f l ions ,

though i n the i r case the l i o n hun t
i ng was done i n a more l uxu rious modern way ,
the an imal s be i ng driven i n to spec i al i nc l osu res ,
and le t loose on purpose to be s l a i n by the k ing
and his men—a system of a p iece wi th the gener
al l y tyrann ical and cruel methods Of despot ic
persons . S t i l l

,
no doubt , there was cons iderabl y

more r isk and danger i nvolved than i n a modern
battue i n a pheasan t cover—barri ng the chance of
be i ng shot by your ne ighbou r

’

s gu n .

Ce rta i n l y the general tenor of the s tory tol d i n
anc ien t As iat i c art i s that of the conqueror’s
t ri umphs

, of th e s trong overcomi ng the w eak , the
g l ori ficat ion of k ings and warriors i n battl e

,
Of

bel eaguered c i t ies
,
and the carry i ng away of

capt i ves and spoi l s . No doubt , i f th i s conqueri ng
sp i ri t had been absen t , i f each branch of the great
h uman fami ly had remai ned wi th i n i ts prim i t i ve
borders

,
the i r art woul d have presen ted sharper

and more d i s t i nct contras ts , wh i l e remai n i ng S imp l e
i n charac te r. I t is the restless , expl ori ng , conquer
i ng

,
acqu i s i t i ve sp i ri t wh i ch m ixes and blends

e l ements origi nal ly d is t i n ct—wel l , i t may be i t al so
acts as the s tormy wind that scatters the wi nged
seeds o f des ign and , bearing them to new so i l s

,

produces new variet i es .

I t i s d i fficul t , ofcourse , to d i sen tangle the str i c tly
rac i al character i s t i cs i n art en t i rely from those
other s trong i n fluences wh ich , i n fact , may be said
to have he l ped i n thei r formation— the i nfluence
Of cl imate

,
hab i t

,
and local material s , wh ich we

have prev iousl y touched upon . Y et th e purely
1 93 0



THE RACIAL IN FLUENCE
human el emen t appears to come i n , and the fi nal
form wh ich art takes among a peopl e must bear
the s tamp of i nd iv idual cho ice as wel l as Of col lec t
i ve sen t imen t and c l imat i c i n fl uence .

I n prim i t i ve commun i t i es , however , th e ind iv i
dual i s l ess apparen t than the col lect i ve rac ial influ
ence . The forms Of art a re typ ical and symbol ical
rather than im i tat ive or graph i c . The great A s i at i c
races o f ant iqu i ty , to j udge from the remai n s of

the i r monumen ts , the palaces Of the i r k i ngs , and
the i r temples and tombs , adopted certa i n typ ica l
methods of represen tat i on wh ich , i n the case of th e
anc i en t Egypt ians , became , i n assoc iat i on wi th a
stri c tl y ordered and carefu l l y organ i zed soc ial
ex i s tence u nder an el aborate rel igious system and
ri tual

,
actual forms of l anguage and record i n the

h i eroglyph ic . These cons i s ted of certa i n abstrac t
represen tat io ns of fam i l iar forms and figures in
closed i n a k i nd of cartouche , i nc i sed upon stone
wal l s , or s tamped upon plaster and fi l l ed wi th
colou r .
The l otus flower served as a symbol of the

an nual overflow of the N i l e (at the summer sols t i ce)
so i mportan t to th e Egyptian s ; the ram and the
su n symbol i z ed Amru -Ra, the k i ng of al l gods ;
oth er an imals

,
with and wi thou t w i ngs

,
the cat

,

th e dog , the sparrow-hawk for the soul
,
the beetl e

(Fem
/
d ozens) for creat i ve energy , generat ion and

perpetuat i on Of l i fe , the snake for cont i nu i ty Of
t ime , etc . ; and even d i fferen tly arranged l i nes , the
z igzag for water, the c i rc l e , square , waved l i ne ,
sp i ral , l abyri n th , e tc .

, betokened th e d iv i n e and
secretl y—worki ng powers of natu re .

S uch forms i nclosed i n cartouches massed to
1 94
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T HE RACIAL INFLUENCE
The love o f cl earne s s Of s tatemen t and th e i r

co nception Of art , as i n the natu re Of a de corat i ve
record , seems to be emphat i cal l y expressed i n the i r
ways o f represen tat i on . For i ns tance , i n pa i n t i ng
an al tar p 1l ed wi th O fferi ngs they gi ve the al tar
fron t i n e le vat ion , bu t the offeri ngs , i n order that

EGYPTIAN W ALL-PA INTING (BR ITISH MUSEUM ) .

each and al l shoul d be seen drawn i n profi l e , are
arranged i n ground plan . Thus we may say that
th e i r s tatemen ts were p ic tu res

,
the i r p i c tu res were

stateme n ts .

Th e re i s a wal l -pa i n t i ng i n the B ri t i sh M useum
Showmg a fish pond o r tank in a garden , su rrounded
by tre es The i nc lo sed wate r i s rendered b y
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THE RAC IAL I N FLUENCE
tops towards the water wh i l e the row at each end
sprou ts ou tward . The whol e forms a very pret ty
p iece of ornamen t, and would embro ider w e l l for
a tabl e-cl oth centre , or l e nd i tse l f to a treatmen t
for a mosa i c floor . N ote th e way i n wh ich the
trees al te rnate (appl e t rees and date palms) , and
th e group i ng o f the ducks and the fish al ternat i ng

wi th the l otus flower . I t i s freel y pa i n ted w i th
d i rect bru sh touches on the wh i te plaster .
I n the ornamental t reatmen t of t ree forms al l

the easte rn races seem to have excel led . Trees
have always been as soc iated wi th rel igi ous bel i e f,
a nd have had mys t i cal and symbol i ca l s ign ific

ance—as the tree of the garden o f Genes is , the
tree of l i fe , and the fatal tree Of the knowledge of

good
'

and ev i l . Trees
,
too

,
were man’s fi rst sh el ter

and dwe l l i ng ; n o wonder a race descended from
200



THE RAC IA L I N FLUENCE
arboreal ances tors shou ld revere them and hold
them sacred .

I t i s i n teres t i ng to compare th i s Egyptian
renderi ng o f th e date palm tree w i th an A ssyria n
renderi ng o f th e same tree , though the l atte r i s
s cu lp tured ; or, agai n , wi th the Gree co-Roman
vers i on at the house of I cari us . The typica l and

sacred tree w i th the Assyrians , however , was the
tree of l i fe , wh ich became wi th them a formal
p iece of ornamen t . I n i t we seem to see ,

too , the
origi nal form of a type Ofornamen t constan tl y recu r
r i ng in th e art of al l the A s i at i c races , and wh i ch
was apparen tl y carri ed by them

,
or from them , i n to

E u rope ; reappeari ng i n Pers ian , Greek , Roman ,
and Renascence work i n al l manner of vari at ions ,
remai n i ng a typ i cal hori zon tal borde r mot i ve to

ou r own day .

20 1



THE RAC IAL IN FLUENCE
The l otus appears i n scu lptu red A ssyri an pave

men ts on th e ou ter border , th e open flowers
al te rnat i ng wi th the buds

,
as i n Egypt ia n work .

Then we have another typ i cal a nd constan tl y
recu rri ng border mot i ve i n the rosette

, wh i ch has
a ri ch and sumptuous effec t

,
closel y fi l l ed i n th i s

way . Then comes i n the palmette , or tree Of l ife ,

wh i le the cen tre fi l l i ng
,
a network formed o f a s ix

petal led flower form , agai n recal l s the suggested
text i l e or igi n of th e ornamen tal mot ive of the
whole , to wh i ch I have before al l uded .

O tlier i n te res t i ng and character i st i c renderi ngs
of flowers and trees may be found i n has - rel ie f
u pon th e A ssyri an alabaste r slabs u sed as wal l
decora t i ons , su ch as those showi ng the v i ne , th e
fig , th e l i ly , and the da isy he re give n , th e sculp ture
of wh i ch , i n general , i s remarkabl e no t on l y for the
comb inat ion of great power Of expres s ion . and

energy o f ac ti o n wi th a very dom inan t formal i z i ng
and ornamental and typical t reatmen t of form , but
al so for great del i cacy of ch i sel l i ng ; i n one s l ab
there i s a smal l figure of a k i ng i n h i s chariot

,

i nc l osed wi th i n l arger work
,
as fi ne ly cu t almos t

as a gem or seal .
b

Note ,
a ‘s i l l ustrat i ng the orna

menta l t reatmen t o f an imal forms , so characteri s t i c
o f these A ssyrian o r S em i t i c sculp tu res , th e way
the l ions are carved

,
the masses of th e ha i r of

the manes carefu l l y marked and ornamen tal l y de
s igned

,
the musc u lar l i nes of the face emphasi zed

i n the same ornamental manner . The resu l t i s a
typ i cal l i on

,
s tatel y

,
monumental

,
sculp tu ral , and

decorati ve
,
ye t i n no way want i ng i n ene rgy Of

act ion
,
charac ter

,
and v igou r .

N oth ing cou ld be more d i fferen t i n sp i r i t and
20 2
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THE RACI AL INFLUENCE
treat the masses of ha i r and mane as i f he wie lded
the pai n te r s b rush rather than the sculptor s
ch i se l— though i t i s general l y model led i n cl ay
fi rs t before i t i s ca rved . The resu l t is l oss of

d ign i ty
,
typi cal charac ter , and monumental feel i ng.

A l fred S tevens saw th e importance of a certa i n
formal i sm

,
and h i s l i t t l e l i on on the uprigh ts of

the ou ter ra i l i ng of the B ri t i sh Museum remain s
u nequal l ed , so far as I know , i n modern work .

1

The H el l en i c race
,
th e Greeks

,
whose art has

had , and s ti l l possesses , such an i nfl uence over
that O f the modern world

,
wh i l e i n the i r archai c

peri od d ifferi ng l i t tl e i n method of t reatmen t and
i n use of ornamen t from the A s i at i c races , the
Assyri an and Egypt ian and Pers ian , the el ements
of each of wh ich they seemed to fuse and adapt ,
gradual ly devel oped a freer s tyl e , and , wh i l e never
l os i ng the i r monumental sense i n scu lptu re , carr ied
the h uman figure i n scu lptu re to th e greates t
p i tch of perfecti on . The i r i n ven t ion in pure ly
ornamen tal forms was not consp i cuou s , nor was i t
needed , s i nce they t reated the human figure as
the i r ch i e f e lemen t i n decorat ion . The i r l ead i ng
ornamental types may be traced to A s i at i c proto
types—the palmette and the roset te

,
for i n stance .

The scrol l , perhaps , th ey may part icu l arl y cla im
to have developed

,
and the an themion

,
from the i r

pr1m1t1ve types .
Th i s lat ter type of ornamen t , so general ly u sed

by the Greeks as a c res t o r c rown upon the i r
upr igh t obe l isk l ike tombstones or s teles , or to

1
For some unexplained reason these l ion s have been removed

and the London people deprived o f perhaps the i r fines t b i t o f
monumen tal work .
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THE RACIAL I NFLUENCE
c res t the angl es of the ped iments of the i r temples

,

i s suggest i ve i n i ts general form of a flame
,
or

pai r O f w i ngs .

GREEK STELE OR HEAD-STONE.

I t i s noteworthy that a s im i lar formoccu rs
,

treated i n deta i l i n a variety of ways
,
as a glory o r

halo placed ‘ beh i nd B uddh i s t images made i n
206
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THE RAC I AL INFLUENCE
the i r pri nc ipal l i nes froma centre , l ike the anth emion .

The flame was a sacred symbol wi th many anc i en t
peoples , and i t remai ns wi th us as the fi tti ng emblem
of i n sp i rat i on .

The gi l ded , almond-shaped glory i nclos i ng the
figure of the V i rgi n and of Ch ri s t i n Goth i c pa i n t
i ng and sculptu re seems to be anoth er form of the
same emblem , an d a s im i lar form i s commo n i n al l
P ers i an and E aste rn ornamen t des ign. I t gener

PERS IAN POMEGRANATE FORMS ( FROM A GOAT-HA IR CARPET,
SOUTH K ENS INGTON MUSEUM !

a l l y appears as a k i nd o f fru i t or many-petal ed
flower

,
or flower an d fru i t combi n ed . I am i n

c l ined to th i nk that i t may have origi nal l y had a
rel ig i ou s S ign ificance assoc iated w i th fire or l i fe , 1

wh i l e i ts beau ty of con tour and adaptabi l i ty in
decorat ion of al l k i nds were su ffic i en t to perpetuate

1 P rof. F i schbach , i ndeed , t races the relat ionsh ip of a whole
series of pattern s to the i nfluence of fire worsh ip and i t s
symbol i sm .
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i t even it the origi nal mean i ng were l os t . I f the
Pe rs i ans i nvented i t, i t m igh t have had some
re fe rence to the i r own prim i t i ve fire-worsh ip , wh i le
wi th the A rabs , and
whe rever the fai th of

Mohammed spread
,

i t would st i l l be s ig
n ifican t of the pro

phe tic fi re , and i t i s
certa i n l y un iversal ly
found i n the orna
men t of Mohamme

dan countri es . We
might trace i t back
to i ts p ri m i t i ve form
i n the Assyrian tree
Of l ife , and th is on the
face o f i t seems i ts
most l i kel y sou rce ;
and we find i t i n Per
s ian work defi n i tel y
tak i ng the pome
granate form wi th i n
t h e r a y e d l e a v e s .
The rayed flower or
l eaf form curiousl y
reappears i n a late
Cel t i c cross i n A r

gyl lshire , i n assoc i a
t i on w i th the char
acteri stic knotted work , a ki nd of tree form

,
and

fi l l i ng of pattern carved i n the stone and cu lminat
i ng i n the c ross .
Whatever race may real ly cla im i ts i nvent i on or

209 P
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THE RAC IAL INFLUENCE
fi rs t effec t ive use , i t appeal s now un ive rsal l y to
the ornamen tal sense , and has become the common
property of des igners , who do not usual l y d i stu rb
th emsel ves w i th the ques t io n whether they have
s tol en a fru i t from the tree of l i fe

, or sacred fi re
from an u nknown hearth , so l ong as they can fi l l a
space effec tive ly or make an attract i ve and adapt
abl e des ign .

A noth ‘er form
,
now no l ess u n iversal

,
i s p robabl y

Pers ian i n origi n , al though i t has found a sett l ed
home i n I nd ia— I mean what i s known as the
I nd ian palmette

,
so fam i l iar to des igners for

Mancheste r cal i co pri n ts .
I am told by M r . Purdon C larke that th i s palm

shape denotes ben i son or bless i ng , or a message
of goodw i l l of some k i nd . Thi s answers to th e
symbol i cal mean i ng of the palm i n the B i ble

,
as

carr i ed by ben ign and holy persons and angel s .
H ere wou ld be a symbol i cal reason for i ts l ongev i ty
i n ornamen t , as i t wou ld natu ral l y commend i tse l f
to an eastern race i n a su n-bu rn t land , to whom
the suggest ion of shady palms wou l d always be
gratefu l . B u t here

,
aga i n

,
the beau ty of its con tou r

appeal s to the ornament i s t on i ndependen t grounds .

H e val ues i t fo r i ts gracefu l mass i n a pattern , for
i ts bold and sweep i ng cu rves , for i ts val u e as an
i ncl os i ng form for smal l floral fi tt i ngs .
To the Pers ian and H i ndu des igners

,
wi th the i r

exqu is i te and subtl e sense of ornamen t
,
wi th the i r

pass ion for elaborate i n tri cacy , su ch a form as th i s
i s u t i l i z ed to i ts u tmos t capac i ty , both i n coun ter
balanc i ng and superimposed masses upon flowery
fields

,
and as i nc losures for smal ler fields of pattern

wh i l e the abundan t flora of the i r spr i ng- t ime
2 10
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THE RACIAL IN FLUENCE
blossoms i n a new and trans lated ex is tence i n the i r
ri ch l y patterned pri n ted and woven text i l es

,
and i n

the carved ornamen t of the i r bu i ld i ngs .
The i nfluence i n A rabi c ornament o f the
Mohammedan fa i th , too, i n forb idd i ng the repre

sentation of l i v i ng forms
,
tu rned the i ngenu i ty and

i nvent ion of the Arabic and Eastern des igne r i n
a pure ly ornamental d i rect i on , and as a resul t we
get extremel y elaborate pat terns

,
ei ther purel y

geometri c , or fi l l i ng the i n ters t ices of a geometri c
framework i n i n lays and carved and pi erced work .

These pattern s from the pulp i t of a mosque at
Cai ro

,
now i n the South K ens i ngton M useum , work

of the fourteen th and fifteen th centu ries , show how
fine and del i cate A rab ic ornamen t became . We
may note the star-Shape formed by the i n tersect i on
of the l i nes . Th e star i s an emblem of the De i ty

(Al l ah ) .
The plateaus and sl opes of the H imalayas ,

wh i ch are the northern mountai nous bou ndary of
I nd ia , were supposed to be th e cradl e o f that great
wandering , colon i z i ng , adapt ive, specul at ive , and
organ i z i ng race , th e A ryan s , from wh ich we
W estern peopl e , accord i ng to one theory , have
spru ng , di spers i ng over the world , and settl i ng i n
d ifferen t cou ntr i es and cl imates . The race has
greatl y d i fferen t i ated i n speech , customs , and forms
of art and yet th rough them al l i t i s rather d i ffer
ences i n s im i lari t i es , or s im i lari t i es in di fferences ,
that we trace .

Lat i n , Teu ton i c , Cel t i c , sugges t great d iver

gences both i n sp i ri t and form , yet perhaps th e
corresponden ces are more frequen t than the
d ivergences . When we see how greatl y members

2 1 2
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THE RAC IAL I N FLUENCE
o f the same fami ly d i ffer from one another in tastes
and hab i ts , can we wonder that members of th e

g r eater h uman fam i l y Shou ld be so d i fferen t i n
tastes and hab i ts

, u nder d i fferen t sk ies and cond i
t i ons of l i fe ?

When we turn further east th e d i fference seems
greater, the gaps larger. The Mongol ian race seems
fu rthe r apart and sugges t ; a remoter an t iqu i ty .

The i r geograph i cal remoteness and the i r pers is ten t
adhes ion to the i r anc i e n t customs seem to have
fixed more or l ess o f a gu l f between them and the
western peoples

,
and there i s a correspondi ng

con tras t i n the forms of the i r art . I t i s fam i l iar
,

and yet remai n s s trange ; i t has been con stan tl y
imported amongs t u s , and has more than once
i nfl uenced E u ropean fash ions i n decorat ive des ign ,
as i n th e s i xteen th and seven teenth cen tu ri es
th rough th e D utch

,
and i n the l as t cen tu ry i n

E ngland i n Ch ippendal e fu rn i tu re and porcela i n
,

wh i l e Ch i na has give n i ts name to the fi ner ware
of the modern potter

, of wh ich i t taugh t h im the
sec re t . To th i s day the w i l l ow pattern i n bl ue
upon plates and d i shes

,
wi th i ts Ch i nese l egend ,

scenery
,
and personages

,
remai ns a popu lar patte rn

,

wonderfu l ly l i t tl e changed by i ts E ngl i sh translato r.
A l l the typi cal characte ri s t i cs are found i n i ts
deta i l s , the typ i cal Ch i nese house raised upon i ts
fi rs t s tory of s tone— wi th i ts bamboo trel l i ses and
quai n tl y cu rved t i l ed roof. The Ch i nese d ragon
rema i ns a d is t i n c t breed

,
i n fl uen c i ng here and

there the form of the myth i cal beasts i n des ign o f

other races
,
such as th e Pers ian and I nd ian , bu t

remai n i ng as characteri st i ca l l y Ch i nese i tsel f as
th e Pagoda .
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THE RAC IAL IN FLUENCE
The love o f t rel l i s- l i ke background s and d ia

gonal d iapers for floral des igns i s a very marked
feature w i th the Ch i nese des igne r , and i t suggests
the nat i ve fantas ti c and i ngen ious bamboo con

s truc tions
"

u sed i n the fram ing and panel l i ng of

the i r dwel l i ngs and temples
,
dom inated by that

d is t i n c t l ove of quai ntness and queerness wh i ch
seems a part of th e arti s t i c sense i n the yel l ow
race

,
and i s as marked as the i r l ove of brigh t

col ou r and emphat i c pattern .

The i r form idable n e ighbours
,
rel at ions

,
and

r i val s , the j apanese , exh ib i t i n the art up to a

certa i n s tage much the same qual i t ies and in

fluences , the i r art i nd i cat i ng a gradual transforma
t i on i n s ty l e from the prim i t i ve myth i cal and re

l igiou s and symbol i cal towards the more domest i c ,
fam i l iar

,
and natu ral i s t i c . B u t before com ing i n to

con tac t w i th E uropean forms of art they began to
develop a natural i st i c feel i ng i n the i r art wh ich i n
the presen t ce n tu ry has become the dom inan t note ,
and , j o i ned wi th a certa i n i nvent ive qua i n tness
and ornamen tal reserve , has had so t remendous
an i n fl uence upon the art o f E u rope , more
espec ial l y modern F rench art .
O nly abou t forty or fi fty years ago j apan was

prac t ical ly i n a med iaeval cond i t i on , i ts arts and
hand i c rafts i n a most fer t i l e and flourish i ng cond i
t ion of l iv i ng t rad i t i ons ; bu t that very qu ickness
and alertness

,
that recept iv i ty and art i s t i c im

press ionableness wh i ch has enabled them to
produce such a mass of wonderful work i n so many
branches of c un n i ng c raftsmansh ip , have exposed
them to the modern E u ropean i nfluences , wh ich ,
however they may have , i n the process o f rap id

2 1 6
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ass im i lat ion

,
con tr ibu ted to the i r mate ria l power

as a nat ion i n the mode rn cap i tal i s t i c and i ndust rial
sense

,
have had most d isastrous commerc ial i z i ng

and dete riorat i ng effects upon j apanese art and

PANEL IN CARVED AND IN LA ID W OOD FROM THE MOSQUE O F
TOOLOON I N CA IRO . FOURTEENTH OR F I FTEENTH CEN

TURY SARACEN IC .

handic raft
,
l ead ing to hasty work and cheap and

gaudy produc t ion— merel y to catch the demand .

A rti s t i c and rac ia l t rad i t i ons
,
however, d ie hard .

E ven i n Western E u rope , i n cons tan t i n tercou rse
and i n tercommun icat ion as we now are , and wh i le
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THE RAC IAL I N FLUENCE
i nternat ional i n fl uence tends to soften and bl end
rac ial d i ffe rences , and soc ial relat ions to m them ,

e lements wh ich d i fferen t iate the Teuton from the
Lat i n , the Cel t from the S axon , s t i l l su rvive . I n
the process o f the adopt io n of even the same ideas
each race , each nat i on , g i ves a d i fferen t i n terpreta
t ion to them

, ju st as d ifferen t i nd iv idual s w i l l g i ve
a d i fferen t i n terpretat i on i n draw i ng from the same
model . The charac ter i s not changed by the
new dress , and the dress becomes i n fluenced by
the wearer . Thus , i n adopt i ng ideas and forms
of art, a new d i rec t ion or charac te r i s devel oped
owing to the rac ial i ns t i ncts of the peopl e adopt ing
them .

German Renascence work
,
for i nstance , may be

ful l o f deta i l s , th e forms of wh ich come from I tal y
or Greece , but the comb inat i on and treatmen t , th e
appl i cat ion of th em

,
become characteri st i cal l y

German —characteris t i cal ly ful l of deta i l , and fan
tastic, wi th a tenden cy to be overl oaded and res t
l ess , l i ke thei r Goth i c work . Such vari at ions of
th e same type among d i fferen t peopl es may be
l ikened to the vari at ion s of l anguage i n the same
coun try, where the same language i s spoken , bu t
w i th a d ifferen t accen t .
I t i s th i s d i fference of accozzi now, under ou r

compl ex mode rn l i fe
,
wh ich makes the chief d i ffer

ence i n forms o f art , and wh ich betrays rac ial
i n fluence The actual sys tems of bu i ld i ng pattern ,
of pattern forms

,
methods of drawi ng and model

l i ng figures , and the variou s hand icrafts have al l
been d i scovered long ago , bu t i t i s i n the i r re

combi nation and adaptat ion—ou r i n terpretat i on
and u se of them ,

and i n the power of vari at ion and
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THE RAC IAL I N FLUENCE
v i ce of O rmuzd and Ahrimanes con tend i ng for
the maste ry the I nd ian would carry the palmette
and a peacock

,
and would share wi th the A rab

the geometri c s tar-form and rich ly floriated robes
the Ch i nese wou ld show the dragon blazon , and
carry the peony ; th e j apanese th e red d i sk o f the
ri s i ng s u n , and a bough of pl um blossom ; the
Turan ia n the c rescen t and the s tar the Greek the
anthem ion , and the figure of Pal las A thene ; th e
Roman an eagl e s tandard

,
and an image of Mars ;

the S cand i nav ian a raven
,
and a run i c knot .

These m igh t represen t the anc ien t world of art .
The modern and western races i t

‘

wou ld be more
d i ffi cu l t to symbol i z e i n so prim i t i ve and typi cal a
manne r , S i n ce al l o f them have borrowed so l argel y
from the anc ien t sources

,
and are themsel ves com

posed o f s uch m ixed and compl ex elemen ts .
I tal ian art cou ld onl y be represe n ted by a fus i on

o f mos t o f the forego i ng el emen ts and types , and
wou ld requ i re a c rowd of d is t i ngu i shed re ta i ners
i n arch i tec tu re

,
sc u lp tu re

,
pa i n t i ng , and al l the

arts of des ign ; bu t perhaps She m igh t bear a
typ i cal c lass i cal scrol l for a standard , as the typ i ca l
des igne r o f tha t form of ornamen t i n so many
vari et ies

,
from Roman t imes downwards , that

I tal y may be sa i d to have made the scrol l form
essen t ial l y her own .

Germany m igh t fol low
,
great i n bol d and brave

herald ry , or wi th a Goth i c accen t i n ri ch l y- scrol l ed
man tl i ng , and a redu ndan t d i splay o f Renascence
ornament .
F rance , as a more volat i l e Pal las A thene , migh t ,

perhaps
,
bear the waveri ng l amp of execu t i ve and

im i ta t ive sk i l l
,
and d ramat i c i ns t i nc t i n des ign .
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Spai n wou ld look coque t ti sh l y u nder a fan ,

wrapped i n
.

faded embro idery , beari ng the A lham
bra

,
l i ke a penden t j ewel : wh i le for E ngl and ,

what art i s t i c emblems a re l eft 9 Wel l , we have
been described as i nvete rate co lon 1s ts , even i n art .
We can on ly make up i n a fan cy costume of
h is tori c patchwork

,
begi nn i ng w i th fragments of

Roman mosai c pavement
,
by way of sandal s ,

Saxon and N orman hose , Goth i c su rcoat and
body armour, a class ical c loak , and a V i c tori an

Q ueen Anne gabl e by way of headgear , and
perhaps a banne r of ecl ect i c wal l -paper or pri n ted
cotton .

For al l that , and perhaps because of i t i n some
measure— d id we take art ser iousl y as a nat ion

,

and make i t real ly a natu ral and essen t ial part of
ou r l i fe

,
as i t i s i ts fi nal express ion ; shou l d we

determ i ne to se t ou r hou se i n order , a nd make
E ngl and agai n“merrie

,
s trong i n her own borders

,

sel f-support i ng
,
and sel f-rel ian t

,
not su ffer ing th e

natu ral beau ty of ou r l and or our h is tor i c monu
ments to be ru th lessl y defaced

,
i n the supposed

i n teres ts of trade pu tt i ng ou r trus t i n the capac i ty
of the people

,
rather than i n the mul t ipl i cat i o n of

mach i nes ; u n i t i ng hand and bra i n i n ou r work ,
th i nk i ng more of th e ends of l i fe and less of the
means , when th e means of an ample , S i mple l i fe
shal l be wi th i n th e reach of every c i t i zen

,
then

,

wel l—Men we migh t fa i rl y expec t to wi n the
palm of l i fe

,
as of art , wi thou t despoi l i ng the

A fri can .
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CHAPTER V l I .

—OF TH E SYMBOL I C
I N F LUENCE , OR EMBLEMAT I C E LE
MENT I N DES I GN

H E des i re to express and to commun icate
i deas seems to have impel l ed man from the

earl i es t
,
and l ies a t th e roo t of al l ar t.

Wh i l e much early ornament , as we have seen ,
i s t raceabl e to a construc t i ve origi n , another k i nd ,
or another branch of the tree of des ign i s traceable
to a symbol i c or igi n , and spri ngs from the eu

deavou r to express though t—to fi nd a succ i nct
l anguage i n wh i ch to express some sense of the
great powers of natu re , and the i r i n fl uence upon
the da i l y l i fe of man—to embody even i n a
p ic tor ial emblem , symbol , or al legory h i s p rim i t i ve
concept i on s of th e order of the u n i verse i tse l f.
The mys tery and wonders of natu re absorbed

the thoughts and touched the imagi nat i on of earl y
as of later man

, and prim i t i ve symbol i c forms , or
s igns

,
constan tl y bear upon such i deas .

There i s a symbol i c s ign (known to archaeolo

gis ts as the fi f/f ot o r sozwosfMo) of very s imple
form , wh ich i s fou nd very w idely scattered among
the rel i cs of many di fferen t races and early peop les .
I t i s found

,

” says D r . March (of the Lancash i re
and Chesh i re A rchmo logical Soci e ty , who has
wri t te n very sugges t i vel y and learnedly on the
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THE SYMBOLIC I NFLUENCE
fo r fi re and water fou ndThe prim i t i ve symbol s

as on th e Dan i sh oroeteo l e) i n assoc iat ion w i th
the jfi/Zfol s ign shown above , form l i near patte rns

1 . SYM BO LIC om om o r o aflameN
-
r .

FYI. For Nona/coma Baacrea
‘

re scam ou t ( mu l/ON.

on sAuIatmxA
1 3 120 .

A mu l’ccA L MARK
M AD: ow P60 06“

“
to og~ere

qoob LUCK Bur oa ac twa u v
.
A CCOR D I N G. To DR M A RCH

.
S l c‘N l W l N c T N f. AX lAL “TH ING“0 7

Y“E H €AQGN3

ARCNAK
‘ C-Rf fl‘

M o m A Foo f sf ep

O F B MDQ HA .

A N 'J A M STONE

DAN-m s u cros e
-
e

f u ton W ATGR

0 $ 111 5 J vm oo h .

S tANOIN AVtA N co l-b ORN A M W "
( o p en: Nansen M USW M

i n th emselves
,
and frequen tl y recur i n construct ive

and surface ornament ; the former suggest i ng the

method of s et t i ng the Roman bri cks , cal l ed
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herr i ng bone

,
wh ich constan tl y occu rs i n modern

work i n bri ck pav i ng and wood parquet , form i ng

PoLYNESlAN -ORNAMEHT

FROI
'I

‘ HERVEY
-l SL7\ND PADDLE.

one of the s imples t and most sat i sfactory plans for
floors and pav i ngs i n su ch material s .
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The z igzag , as an ornamen t i n c i sed on c l ay

vessel s pa i n ted i n pattern s
,
o r carved i n mason ry ,

has been a very favou ri te form from th e anc i en t
Egyptian decorators (to whom i t possessed i ts
origi nal s ign i ficance as water) onwards , becomi ng
i n l ater t imes more part i cu larl y charac teri st i c of

S cand i nav ian ornamen t and Romanesque arch i
tectu re . The z igzag , h owever, appears to have
an i ndependen t sou rce and mean i ng i n th e evo lu

t i on of Polynes i an o rnamen t . I n th e so -cal l ed
“Paddles , decorated w i th carved patte rns wh ich
are now cons idered to be real l y tables of descen t ,
we may see rows of human figures arranged for
mal l y , the l egs and arms ben t . The angles thus
formed , i n th e cou rse o f repet i t ion a nd abbrev ia
t i o n , become S i mpl e l i nes of z igzag pat te rn .

The c i rc l e , a u n iversal and importan t el emen t
i n ornamental des ign of al l t imes and k i nds

,
appears

earl y as a symbol for th e su n . We migh t trace
i t from i ts prim i t i ve cross and d i sk and rayed
ornamen t common to al l p rim i t i ve art to the
spl end id Greek concept i on of Phoebu s A pol l o i n
h i s chari o t d rawn by fiery horses

,
wh ich figure s

so constan tly i n Greek des ign , the c i rcu lar flam i ng
d i sk be i ng represen ted i n the wheel

,
though i n an

earl y re l ief d iscovered by D r . S ch l i eman n the head
ofApol l o i s s u rrou nded by rays , wh ich gives th e
type general l y u sed by Goth i c and modern de
s igners in symbol i c represen tat i ons o f the su n

s imply a face i n the c i rc l e su rrou nded by rays .
Anoth er means of symbol i ca l express i on by the

use of th e c i rc l e i s to be found i n a type of

S cand i nav ian ornamen t composed of th ree c i rcl es ,
one wi th i n th e other, wh ich w i th the rayed su n
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THE SYMBOLIC I N FLUENCE
the hal l o f th e heroes . I ts th ree roots reached
down to dark H el

,
to j otu nhe im , the land of th e

Hrimthu rses , and to M idgard , the dwel l i ng-place
of the ch i ld re n of men . The world - t ree was
eve r green

,
for th e fatefu l N orns spri nkled i t

da i l y w i th the water of l i fe from the fou n ta i n of

U rd , wh i ch flowed i n M idgard . Bu t the goat
H ei d ru n

,
from w hom was obta i n ed the mead that

nouri shed the heroes , and th e stag E ik thyn ir

browsed upon th e l eaf-buds , and upon the bark of
the tree , wh i l e th e roots down below are gnawed
by the dragon NidhOgg and i n numerabl e worms
st i l l the ash cou ld not w i ther u nt i l th e last battl e
shoul d be fough t

,
where l i fe , t ime and the world

were al l to pass away . S o the eagl e sang i ts song
o f creat ion and destruc t i on on th e h ighes t b ranch
of th e tree .

” 1

I t i s i n terest i ng to compare such a concept i on
w i th the anc ien t H i ndu idea of th e world

,
w h i ch

i ndeed may have bee n i ts or igi nal form as the
earl i e r A ryan concept ion . There i s n o tree , bu t
the great snake of t ime compasses al l the serpen t
w i th i ts ta i l i n i ts mon th

,
an emblem of con t i n uous

t ime wh ich s t i l l s u rv ives . U pon th i s rests th e
torto i se , wh i ch seems to corre spond wi th the
Norsemen

’

s dragon
,
though here i t may serve as

the sol id basi s of th e world . The world appears
as a sort of dome i n th ree t i e rs , rem i ndi ng u s o f

t h e Norsemen
’

s th ree c i rc l es . Th i s i s supported
upon the backs of th ree el ephan ts , wh ich seem
here to fi l l the pos i t io n of th e N orns or the
Fates .

1 “Asgard and the Gods . —DR . WAGNER .
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The ash t ree Igdras i l , th e sus ta i ner of the

N orse un i verse
,
rem i nds one of th e e astern t ree

o f l i fe— th e tree of l i fe o f th e garden of Eden , and
the foun ta i n of the r i vers of the A si at i c parad ise
which; w i th the figu res of Adam and E ve , the
typ i cal fath e r and mother of the whol e human race ,
have so constan tl y figured i n art of al l k i nds , both

H INDU SYM BOL O F THE UN I VERSE.

eas tern and western
,
and cont1nu e to s tand i n th e

m ids t of th e garden i n end l es s des ign s and p i c tu res
,

s u rrou nded by th e b i rds and beasts , as the type
and emblem o f th e origi n o f the worl d i n the
Chr i st ian cosmos .

The anc ien t Egypt i an s , whose art was a lmos t
en t i rel y i n the natu re of a symbol i c language ,
when they wished to express the d iv i ne creat i ve
power wh ich s us ta ins the u n ivers e , des igned a
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wi nged gl obe enc i rc l ed o r upborne by two se r
pen ts—he re we get , perhaps , the snake of t ime
agai n . Somet imes the scarabaeus , or sacred
beetl e , emblem of transformat i on and i mmortal i ty ,
i s represen ted cove r i ng an egg and support i ng
the su n , and they are the w i ngs of the scarab

'

aeus
wh i ch are give n to th e globe . Thi s embl em i s
frequen tl y carved over the gateways to the i r
temples .
Then the Egyp t ians had an el aborate symbol i sm

con nected wi th death and th e passage of the sou l .
The coffi ns and mummy cases are pa i n ted al l over
wi th symbol i c dev i ces

,
figures

,
b i rds

,
and an imal s

hav i ng a sacred s ign i ficance .

The sou l i s commonl y rep rese n ted as be i ng
borne i n a boat , or barge , wi th cu rved s tem and
s tern , te rm i nat i ng i n lotu s flowers . (The lotus
symbol i zed new b i rth and resu rrec t i on . ) The
food for the j ourney i s shown i n the u rns placed
u nderneath the couch . Two mourners or watchers
accompany i t .
There i s a copy of a large pa i n t i ng from Thebes

in th e B ri t i sh M useum show i ng th e j udgmen t o f
the sou l ; the D evou rer , a mons te r part c rocod i l e
part h i ppopotamus

,
stand i ng ready to devou r the

sou l i f the verd i c t i s u n favourabl e . F u rther on
the accepted sou l appears before O s i r i s .
The goddess N u t (th e heavens) is frequentl y

pain ted
o

upon the sarcophagi and mummy cases i n
the form o f a seated or kneel i ng figure of a woman
w i th very large w i ngs ou tspread and curv i ng up
wards ; she holds in her hands th e feathe r—the

symbol o f power or dom i nat i on . (We sti l l speak of
the feather i n the cap . ) She bears the d isk of

2 30



https://www.forgottenbooks.com/join


THE SYMBOLIC INFLUENCE
the su n upon her head . To the Egyptians , i ndeed ,
we owe the very embod imen t of the myste ry o f

ex is ten ce i tsel f—th e sph inx who con t i nues to pro
pound her r iddl e afresh to every age .

Greek mythology agai n , as exempl i fied i n
Greek art

,
expresses i tsel f symbol i cal l y , and Shows

a gradual developmen t from the prim i t i ve
,
ruder

,

and ofte n savage person i ficat ion o f th e powers of
nature , more al l i ed to the concept ions of th e
N orthmen , to th e i deal i zed , refined , poet i c and

beau t i fu l person i fications of th e i r l ater vase pa in t
i ng and Ph id ian scu lptu re . The symbol i c inten
t i on and th e person i fy i ng method was carr i ed on

and embod ied i n free and natu ral forms , though
always governed by the ornamen tal feel ing and

necess i t i es of harmon iou s relat ion to arch i tec tu ral
and decorat i ve cond i t ion s .
The fi rs t obse rvers of th e heavens , th e prim i t ive

herdsman , hu n ter, the fi sherman and th e shepherd
,

have l eft th e i r symbol i c herald ry i n th e very s tars
above ou r heads ; and Charl es

’s or ceorl s’ wai n
and the s igns of the zod iac s t i l l rem i nd us o f th e
pr im i t i ve l i fe of a pastoral and agri cu l tu ral peopl e .

The ped iments of the Parthenon , for i n stance ,
are grea t p ieces of symbol i cal art

,
and at the same

t ime most beau t i fu l as figu re des ign and scu lptu re .

I t i s d i s tress i ng to th i n k that so l a te as 1 6 8 7 th e
Partheno n was pract i cal l y compl ete as far as i ts
sculptu re and arch i tec tu re . I t was fi rs t u sed as a
Greek Ch ri s t i an Church du r i ng the M iddle Ages ,
and then

,
fal l i ng i n to the hands of th e Turks

,

became a mosque ; when the V en et ian s bombarded
A then s i n 1 6 8 7 a shel l d ropped i n to the Par
the non

,
where the Turks had s tored the i r powder

,
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and blew ou t the whol e c entre o f th e bu i ld i ng .

E ven i n th e broken and imperfec t s tate i n wh i ch
we are now on l y able to see them , from the more
o r l ess comple te figures and groups wh ich compose
i ts parts

,
we can gather an idea o f th e harmony

and u n i ty of the whol e , and the complete u n ion o f

the symbol i sm wi th the art i s t i c treatment . The
whol e concept ion s trongly appealed to the - sent i
ment of the A then ian c i t i zen

,
s i nce the two ped i

men ts represen ted the con tes t of A th ene and
Poseidon for th e patronage of A thens , arts and
l aws

,
or the rul e of the sea . We al l k now tha t

the arts and l aws won
,
and that A thens i s immorta l

by reason of her art and po e try and ph i losophy ,
not by her command o f the sea . We mode rn
E ngl i sh , perhaps , migh t do wel l to apply the

l esson
,
and cons ide r that after al l i t i s not i n

mere appropria t ion of r i ches
,
exten s i on o f empi re ,

materia l prosperi ty , or i n ou r volume of trade , that
the true greatness o f a coun try cons i s ts , bu t i n the
capac i ty and hero ism of her peopl e .

I n the eastern ped imen t the centre group ex
pressed the b i rth of A thene hersel f, or rather her
fi rst appearance amongs t the ~O lympians —th e
d i v i ne v i rgi n de i ty and protec tress of the c i ty
wh ich bore her name

,
and whose colossal statu e

in i vory and gold stood on the Acropol i s I n fron t
of the Parthenon . The other de i t i es are grouped
arou nd , and on one S i de we have the Parcae

,
th e

th ree fates control l i ng the l i fe o f man (wh ich th e
N orthmen embodied i n the N orn s ) ; then , recl i n i ng
at one s ide where the ped imen t narrows

,
th e figure

o f the grea t A then ian hero , The seu s ; and i n the
extreme angl e the sun -god

,
H el i os

,
with ou t
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stre tched arms i s seen gu id i ng h i s horses

,
wh ich

emerge from the sea—be i ng balanced at the corre
spond ing angl e by S ele n e , th e moon , descend i ng
wi th her horses i n to th e sea . Thus

,
we have a

seri es of—ideas expressed symbol i cal l y i n hero i c
figures of deep import to the A then ians , and hav i ng
also i n the suggest ion of the fatefu l con trol of
human l i fe

,
and the con t i nuous order of natu re i n

the ri s i ng sun and sett i ng moon
,
a wide and last i ng

s ign i ficance apart from the beau t i fu l form and con
summate art by wh i ch they are embod ied .

The Parthe non stands h igh upon a rocky emi n
e nce , and from i ts western door you can see the
bl ue n ean Sea

,
th e i sland of Salam i s , and the

harbou r of A thens , the P i raeus . A ccord i ngl y the
sea-god Pose idon i s sculptu red upon th e wes tern
ped imen t , with Cecrops , th e fi rs t k i ng and founder
of A thens , wi th the queen . Another consp i cuou s
figure there i s the recl i n i ng figure of I l i ssus , who
represen ts the s tream that flows arou nd the west
ern s ide of the A c ropol i s . The Greeks , and the
Romans who borrowed from them , always sym
bol ized a stream or a fou n tai n by a recl i n i ng figu re ,
hal f tu rned upon i ts s i de , and very frequently l ean
i ng upon an u rn placed hori zontal ly , from the
mou th of wh ich flows th e wavy l i nes of wate r .
There i s i n the Vat i can a Roman represen tat ion

of the River N i l e as a colossal recl i n i ng figure
w i th long flowi ng ha i r and beard , l i ke Z eu s or

Pose idon , hol d i ng a paddl e . H i s t r i bu tari e s bei ng
represen ted by a number of smal l Cup id- l i ke boys ,
who clamber and pl ay abou t h im

,
o r nestl e at h i s

s ide . The land of Egypt i s typ i fied by the Sph i nx
upon wh ich the figure leans .

2 34



https://www.forgottenbooks.com/join


TH E SYMBOLIC I NFLUENCE
Father Thames has ofte n figu red i n “Punch

depi cted by j oh n Tenn i el as an old man wi th long
hai r and heard , not u n l ike h i s prototype , bu t some
what degraded and worse for wear .
The Greek gods

,
too

,
and the i r Roman re

presentatives were each d i st i ngu i shed by the i r
proper and appropriate emblems

,
as wel l as by

marked di fferences of characte r and phys i ca l
type .

Chronos
,
or T ime

,
afterwards Satu rn , is always

k nown by h i s scythe ; Z eu s o r j up iter, th e Thu n
dere r , by h i s th underbol t ; Pose idon or N eptu ne
by h i s tr i den t ; H e l i os by h i s horses , and Apol lo
by his bow ; Aphrod i te or Venu s by the golden
appl e won by the most beau t i fu l ; Pal las A thene ,
or th e Roman M i nerva

,
as goddess of the arts , by

her serpen t
,
her lamp , and her owl of wisdom ;

A rtem is or D i ana by the crescen t moon H ermes
or Mercu ry by h i s caduceus— th e serpen t-tw i ned
s taff, wh ich has i n modern t imes become an em
blem of commerce—s i n ce Mercury was th e mes
senger , the fetcher and carr i er o f th e an c i en ts ,
qu ick-wi tted and keen ,

and
,
accord i ng to some

l egends , not over scrupul ous . H i s rod and ser
pen ts h ave reference to the s tory of h i s part i ng
two snakes i n combat

,
i n wh ich m igh t be read a

modern mean i ng of the i nd iv idual ga i n i ng fortune
th rough commerc i a l compet i t i on

,
though that i s

not i ts usual s ign i ficat ion . I only offe r i t as a n
example o f read i ng a n ew mean i ng i n to an anc ien t
symbol . Then

, o f cou rse , H erac les o r H ercu l es
bears the appl es of the H esperi des

, or the N emean
l ion

’

s sk i n and h is c l ub . I n the H esperides story
of th e dragon -guarded tree of golde n appl es , and
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i ts th ree guard ian s i s te rs , we seem to have another
form o f th e tree of l i fe and the fates . A n i n terest
i ng Greek rel i evo i n marble , en ri ched wi th mosai c
i n parts , a t Wi l ton H ouse , shows the H esperidean

VENUS AND PAR IS . THE APPLES O F THE HESPER IDES . FROM
A REL IEF AT W I LTON HOUSE.

t ree w i th the apples
,
and tw i ned wi th the guard ian

serpent , with Pari s seated and Aph rod i te approach
i ng as i f ask i ng for the appl e— the pri ze of the
most fa i r.
I n th e anc ien t Greek story of Pandora and her

box—so suggest i ve a s ubj ect to art i s ts , and fru itfu l
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i n art— we have th e cl ass i cal ve rs ion of the fal l
of man and origi n of ev i l .
I n the no less p i c tu resque and poet i cal s tory of

Persephone (or P roserp i na) , the daugh ter of Ce res ,
carri ed away by Pl u to

,
the k i ng of th e u nderworld

,

darkness
,
and death , we have a beau t i fu l a l l egory

of the spri ng and the w i n te r , s i nce Persephone
was al lowed to retu rn every year to the earth for
a season

,
after she had eaten o f the fatal pome

granate tree wh ich grew i n P l u to
’

s garden .

One m igh t mul t i pl y i ns tances of th e symbol i c
charac ter of c lass i cal s tory and i ts symbol i c em
bod imen t i n Greek and Roman art, bu t we mus t
pass on to touch upon other sou rces and aspects
of symbol i sm and emblem i n art .
We know that many of our old fai ry tal es have

a symbol i cal or igi n i n anc ien t mythology
,
and have

taken new and varied forms and l ocal colou rs as
they have trave l l ed from the i r sou thern and eastern
homes , and become natural i zed i n the art and
l i tera tu res of d i fferen t cou ntri es .
I n such tal es as “j ack and th e Beanstal k and
The S l eep i ng B eau ty i n the Wood

,
the cl i mb i ng

hero ascend i ng the heavens to destroy the gian t
o f darkness , i n th e firs t , th e hero penetrat ing the
darkness and awaken i ng h i s des t i n ed bride from
her enchan ted sl eep , i n the second , for i n stance ,
th e old solar mythology has been traced

,
and i f we

cou l d trace the o ld folk tal es back to the i r sources
we m igh t fi nd them al l related to prim i t ive myth
ology o r hero and ances tor worsh ip . Thus do
the sp i ri ts of the remote past s it at ou r fires ides
s t i l l

,
and k i ndle the imagi nat i on of ou r l i t tl e folks :

and i n the r i ch tapestry of s tory and p ic ture wh i ch
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art show , ye t the Chris t ian angel , both i n i ts re

fined , hal f-class i cal form , as devel oped by the earl y
I tal ian pai n ters and scul p to rs from the th i rteen th
cen tu ry onwards , and i n northern Goth i c work ,
became a d i s t i nc t and beau t i fu l type i n art . In

the work of F ra Angel i co and Benozzo Gozzol i

the angel figu res are espec ial l y l ovel y.

N o l ess d i s t i nc t i n i ts gro tesqueness was the
mediaeval d evi l , al though i ts origi n Was very pro
babl y the satyr of an c ien t c lass i cal a rt . The
Roman satyr , wi th goat- l egs and hoofs , bearded
head , horns , and ta i l , fu rn i shes , i n fac t , a very close
prototype ; and , bei ng banned long ago as pagan
when Chri s t ian i ty was i n hand- to-hand confl i c t
wi th pagan i sm , would be suffic i en t to assoc iate
su ch a form wi th ev i l . There are some fi ends
represen ted i n Orcagna

’

s fresco
,

“The Tri umph of
D eath ,

’ wh ich are qu i te satyr- l i ke , desp i te talons
and bats’wings . A l though wi th th e Greeks the
great god Pan is a m i ld and gen tl e de i ty enough ,
and though o f the earth earthy , i n a sense , yet as
symbol i cal o f spontaneous natu re , and s imple an i
mal ex is tence

,
p ip i ng on h is reeds by the r ivers ide ,

he always remai ns a favouri te wi th the poet and
the art i s t . S ignorel l i , for i ns tance , i n a beau t i fu l
pic tu re (wh ich ou r N at ional Gal l ery somehow
missed the opportun i ty of acqu i ri ng) , gives a fi ne
presen tment o f h im .

I t i s i n terest i ng to compare the med iaeval em
bod imen ts of ev i l w i th th e anc ien t P ers ian sym

bol ical represen tat ion of a combat of a k ing wi th a
gri ffi n

,
wh ich may represen t th e confl i c t of O rmuzd

and Ahrimanes as th e typi cal pri nc ipl es or em
bod ied powers of good and o f ev i l .
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The creatu re (represen ti ng ev i l ) is wi nged , and

has b i rds’ cl aws fo r i t s h i nd fee t (l i ke O rcagna
’

s

fi e nds) , and l ions
’

paws fo r i ts fore feet
, the body

o f an ox o r horse , the beak o f an eag l e or gri ffi n ,
i n some i nstances , i n othe rs i t appears wi th a bul l

’

s

head , and i s ce rta i n l y suggest i ve o f powe r and
te rror .
The favouri te Greek concept ion of the Centau r

,

too , i s a n express ive symbol i c embod imen t of an i
mal force , and the myth ical sculptural combat i n
the metope s of the Parth enon i s agai n suggest i ve
of the confl ic t betwee n the h ighe r and the l ower
el ements o f human natu re .

Return i ng agai n to Chr i st ian art , we find the
image of th e lamb ,

with the banner of th e cross , was
the badge of the Templar ; and we find abundan t
symbol i sm i n the vari ou s emblems and attr ibutes
o f th e apostles , sa i n ts , and martyrs , d ist i ngu ished
by the vari ous emblem s of the i r evangel , conver
s ion , or martyrdom . The myst i c symbol s of the
fou r evangel i s ts are wel l known to every eccl e
s iastical des igner— the ange l o f S t . Matthew ,

th e
l i on o f S t . Mark , the hu l l of S t. Luke , the eagl e
o f S t . j ohn .

The wi nged l ion of S t . Mark has become the
d i st i ngu ish i ng badge of the c i ty o f V en ice ,

s ince th e
evangel i s t was supposed to be buri ed i n the great
chu rch ded i cated to h i s name . Its image i n bronze
u pon the col umn i n the P iazza impresses i tse lf u pon
th e eye and imagi nat ion of every v i s i to r, wh i l e upon
the compan ion col umns we see th e patron sai n t of
the anc ien t republ ic— S t. Is idore ,w i th the crocod i le .

Placed there i n I 3 2 9 , th e s tatu e recal ls the earlydays
o fVen ice ,and sugges ts i ts con nect i on w i th the East .

246



https://www.forgottenbooks.com/join


THE SYMBOLIC IN FLUENCE
N ow nat ional herald ry is often derived from

the beari ngs o f fam i l i es o r ch iefs . O f such i s ou r
royal standard w i th i ts P lan tagenet l eopards and
red l i o n of th e S cott i sh k i ngs . Though i n the
I r i sh harp

‘

we s eem to ge t a pu rel y nat ional em
bl em

,
s tr i c tly speak i ng i t is the herald i c beari ng

o f one of the fou r prov i nces— Le i nster .
These herald i c beari ngs and badges had the i r

or igi n i n ve ry remote t imes , and take us back
to earl i es t forms of h uman soc ie ty

,
to the gens ,

and the tribe , who named themsel ves after some
an imal o r plan t , and adopted i t a s the d i st i ngu i sh
i ng mark and ens ign of th e fam i l y to wh ich they
belonged

,
or to such prim i t i ve t imes as we read

of i n M r . Wil l iam Morri s’s “Roots of th e M ou n
ta i n s ” and “H ouse of the W o l fings ,

” where he
speaks of “The H ouse of th e S teer ” and “The
House of the Raven . The d i s t i ngu ish i ng badges
wou ld be carved or pa i n ted over the porch , and
borne upon the sh ield of th e ch ie f and th e ban ner
i n battl e .

I n feudal t imes th e pract i ce was con t i n ued u n ti l
fam i l y herald ry , owi ng to i n te rmarriage , be came
v erycompl icated , and fam i ly sh ie ldsmu chquartered .

D i s t i n c tness and defin i te characteri zat ion of

form were h ighl y necessary , s i nce i n battl e i t was

importan t to d i s t i ngu ish you r enemies from your
fri ends

,
and the ban ner of the Ch iefta i n , th e kn igh t ,

or k i ng
,
would be the ral ly i ng poi n t for the i r fol

lowers and reta i ners .
H eraldry became regulated by stri c t ru les , and

i s now cal l ed a sc i ence , though i ts v i tal i ty and
mean i ng have departed , except i n an an t iquarian
and archmo logical sense . I t has , however , a cer
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ta i n decorat i ve val ue to the des igner , as i l l ustrat i ng
the pri nc i pl e o f counterchange of colou rs

,
and from

the herald ry of the mediaeva l period much may be
l earned i n po i n t of deco rat i ve treatmen t .
The sh i el d i tse l f vari es cons iderably in form .

There i s th e round sh i el d of th e an c i en ts u sed
both by Greeks and N orsemen . Th i s w i th the
Greeks had p ieces cu t ou t at the S i des somet imes .
There was also a moon-shaped sh iel d

,
S i m i lar i n

form to the sh iel d used by ou r old i n vaders the
Danes . Then we ge t the paral l el ogram

,
ki te

shaped and oval sh i e lds of the Romans ; the k i te
shaped sh ie l d o f the N ormans ; the lancet poi n ted
sh ie ld , cu t square at the top , of the firs t c rusades .
The Goth i c sh iel d becomes more vari ously hol
l owed and shaped w i th the deve l opmen t of plate
armour , and i n the fi fteen th cen tu ry frequen tl y has
a space cu t ou t o n the ou ter edge to al low of the
t i l t i ng l ance of the kn igh t pass i ng th rough wi thout
i n terfer i ng wi th the guard . I n Renascence t imes
there was a rev ival of c lass i cal and fanc i fu l forms
i n sh i e lds

,
and a re tu rn to i ts orig i nal form i n the

esc u tcheon , the term be i ng deri ved from the Lat i n

(mate
'

s ) word for Sk i n or h ide , wh ich covered the
anc i en t sh ie lds : bu t w i th the use of fire—arms
sh ields dec l i ned , un t i l the smal l s teel buckle r for
the short-sword became i ts l ast work ing repre

sentative .

The characte r and the art of h erald i c devi ces
varies very much accord ing to these changes i n
methods of warfare , and was al so affec ted by the
s tate of th e arts genera l ly .

We have on ly to compare the bol d and frank
heraldry of th e th i rteen th and fou rteenth cen turies
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wi th the coach -pai n ter

’

s heraldry of th e presen t
to real i z e the great change i n feel i ng . Compare
a Plan tagenet l i o n w i th a V i c torian one ,

a mediaeval
gri ffi n w i th a n i neteen th centu ry spec imen .

The Goth i c herald i c designer fe l t he must be
s imple and ho l d for the sake both of d i s t i n ctness
and ornamental effect . H e emphas i zed certa i n
featu res of h i s an imal s : he i ns is ted very much ,
for i nstance , upon the c laws of the l i on , i ts mane
and ta i l , i ts open mou th and tongue ; i n short , he
fel t i t was h i s fi rs t bus i ness to make a bol d and
stri k i ng pattern

,
and whatever the forms of his

heral d ry
,
th ey were con trol l ed by th i s feel i ng .

H erald i c dev i ces formed a large part of th e
ornamental des ign of th e M iddle Ages i n al l k i nds
of materi al s . They were abundantly used i n
d ress pattern s and i n hangi ngs and text i l e s of al l
k i nds . I n th e beau t i fu l S i c i l i a n S i l k s tuffs , for
i ns tance

,
a lead i ng featu re of the repeat ofte n con

s i s ts of an emblemat i c or h erald i c dev i c e of an imals
or b i rds

,
wh ich give character and agreeabl e

mass iven ess to the pattern .

Med iaeval brasses afford many beau ti fu l exam
pl es of herald i c treatment . I ndeed , for ornamental
feel i ng , exp ressed by very s impl e means and
under very l im i ted cond i t ions , those of th e th i r
teen th , fou rteenth , and fifteen th cen tu r i es afford
beau t i fu l i nstances , wh ich may be most profi tably
s tud ied by des igners of al l k i nds . Mr . Creeny

’

s

book on the Con t i nen tal b rasses may be recom

mended as con ta i n i ng manyvery beau tifu l examples

from h i s own rubb ings , notabl y from Belgi um .

Two spec imens are given i n Chapte r V I I I .
B u t the l ove of symbol and emblem d id not

252



THE SYM BOLIC I N FLUENCE
expi re wi th the v igou r o f herald i c des ign . I ndeed

,

a ce rta i n i mpe tus was given to i t by the i nven t i on
o f pr inting , which , d ive rtino ‘ i t into anothe r channel

,

seemed to g i ve i t fresh li fe i n assoc iat i on w i th
l i te ratu re . The S i x teen th cen tu ry was remarkable
for i ts love of al l egory and emblem

,
wh i ch was no

doubt s t imulated by the open i ng up of the s tores

Ex BELLO PAX .

(From Alc iati
’
s Emblems

,

o f class i cal l o re a t th e Renascence , and by the
general st i r and ac t iv i ty of though t of a t ime of

t rans i t ion , when new and o l d i deas were i n confl ic t
or i n process of fus ion . L i fe was ful l of var iety ,
contras t

,
hope

,
fear, s tri fe , l ove , art , romance and

poetry
,
l earn i ng and the beg i n n i ngs o f sc ien t i fic

d iscovery . O u t of the seeth i ngs of such elemen ts ,
j o i ned wi th the rel i c s of med iaeval na i ve/e and
qua i ntness

,
came i n to exi s te nce the emblem book ,
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wh ich offered compac t p i c tor i al ep igrams

,
by means

of the woodcu t and the pri n t i ng press
,
to fi t every

phase o f human l i fe
,
though t

,
and v i c i ss i tude .

H olbe i n
’

s “Dance o f Death ” was real l y a book
o f emblems , and the subj ec t was a favou ri te one

wi th the German s ix tee n th cen tu ry des igners .
Ve ry anc i en t i deas reappeared i n these books

,

u nearthed by scholars
,
from al l sorts of sources ,

from the anc ien t Egypt i an s onward
'

s . S uch de

FORTUNE .

(From Al ciati
’
s
“Emblems

,

S igns as those of the pel i can feed i ng i ts young from
i ts own breas t, and the s tork carry i ng i ts paren t
on i ts back

,
constan tl y reappear ; and al so the

bees mak i ng the i r h ive i n a he lmet
,
wi th the motto

Ex bel lo f or ,
wh ich rem i nds one o f Samson

’

s
r iddl e of swee tness a nd s tre ngth .

The devi ce of th e c rab , too ,
wi th a bu tterfly

be tween i ts claws
,
and the motto Festz

’

na [enze

hasten s l owl y—i s a favou r i te . The phoen i x ,
also , borrowed from anc i en t Egypt , bu t nowadays
general l y assoc iated wi th l i fe i n su rance . Fortu ne ,
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E laborate des ign s

,
s uch as one o f Romeyn de

H ooghe ( I 6 7o )—fol lowi ng the tabl e t of Cebes ,
I1 .C. 390 ,

or the Lat invers ion of 1 507—al l egori z i ng
human l i fe as a whole , from bi rth to death , under
the dev i ce of a labyr i n th or maze , wi th figures
wandering about i n i ts walks , u nder d i fferen t
i n fl uences , down to s impl e dev i ces l ike the moth

AVAR ICE.

(From Alc iati
’
s
“Emblems ,

and the candle , are comprehended i n these emblem
books ; bu t i t i s on l y reduc i ng to smal l compass
and to compact

,
portab l e

,
and popular form the

same sp i r i t of qua i n t i nven t i on wh ich covered the
wal l s and ce i l i ngs of great houses and publ i c hal l s
and tapes tri es w i th person ifications , l i ke th e splen
d i d seri es o f th e “Triumphs ” of Petrarch

,
Love

,

Time , Death
,
and Chastity in ou r N at ional M useum
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at Sou th K ens i ngton

,
as wel l as endless embod i

men ts o f the seasons , the senses , the v i rtues , and
the v ice s . Emblemat i c art , however, l i ke heraldry ,
became overl a id wi th pedan try

,
and i ts art i s t i c

i n te res t d ied when i ts form became presc ribed , and
preceden t and ru l e took th e place of origi na l
Inv ennon .

The ch i e f s cope for symbol and emblem i n ou r

t ime l i es i n th e prov i nce of decorat ive" des ign ,
wh ich i n i ts h ighes t forms may be regarded as the
metre or poetry of art . The . des igner, l ike the
poe t

,
rej o i ces i n certa i n l im i tat ions

,
.wh ich , wh i l e

they fix and contro l h i s form and treatmen t , l eave
h im extraord i nary freedom i n deal i ng suggest i vel y
wi th themes d i fficu l t or impossi ble to be approached
i n purel y natural i s t i c form .

I t i s true we fi nd emblemat i c art i n very st i ff
and degraded forms , and appl i ed to qu i te humdrum
purposes . I t i s l argely used i n commerce , for
i n s ta nce , and one may fi nd c lass i cal fabl e and
symbol i sm reduced to a trade mark or a poster .
S t i l l t rade marks

,
after al l

,
fi l l the p lace

,
i n ou r

modern commerc ial war , of th e old k n igh tl y
heraldry— Shorn of i ts sple ndou r and romance

,

certa i n l y —and give n trade marks and posters
they m ight as wel l be des igned , and woul d serve
the i r purpose more effect ive ly i f they were treated
more accord i ng to the pri nc ipl es of med iaeval
heraldry , s i nce they would gai n at once characte r ,
d i s t i nc tness , and decorat i ve effect .
A l l egorical art has , too , a modern popular form

in the region of pol i t ical sat i re and cari catu re
,

often poten t to s t i r or to concen trate pol i t i cal feel
i ng . Th i s i s almost a d is t i n c t prov i n ce , to wh ich
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many abl e and v igorou s art i s ts devote the i r l iVes
and Show the i r i nven t ion i n th e effec t ive way i n
wh ich the pol i t i cal s i tuat ion i s pu t i n to some p i ece
of fam i l iar symbol i sm wh ich al l can recogn i z e and
remember .
I n the region of poet i c des ign symbol i sm must

al ways hold i ts place . When the art i s t des i res to
soar a l i t t l e above the pass i ng momen t to sugges t
th e past

,
to peer i n to the fu tu re ; when he looks

at human l i fe as a complete whol e , and th e l i fe of

th e race as an u nbroken chai n ; when he wou ld
deal w i th though ts of man

’

s origi n and dest i ny
, o f

th e powers and pass ions that sway h im , of l ove ,
of hope and fear , of the mys tery of l ife and nature ,
the drama of th e season s , he must use figurat ive
language

,
and seek the beau t i fu l and permanen t

images o f emblemat i c des ign .
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are sought fo r, wh i l e in ornamental o r decorat i ve
d rawi ng typ i cal forms or cor r espondences are sough t
for .
I n the cou rse o f the developmen t of h is tor i c art

i n d i fferen t countri es and among d ifferen t peoples ,
under d i ffe ren t soc ial and po l i tical systems , we

PREH ISTOR IC GRAPH IC ART O F THE CAVE MEN .

may ye t d i scern a k i nd o f str i fe fo r ascendency
between th ese two pri nc ip les , wh ich s t i l l d i v i de
th e world of art ; and though i n the mos t perfec t
art the two are found reconci led and harmon i zed ,
as be i ng real l y two S ides of th e same quest ion

,

th e general feel i ng for art seems to sw ing from
one s ide to the other , l i ke the t ides i n ebb and
flow . A t one t ime human feel i ng i n art seeks to
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perpetuate types , symbols , and emblems of the
wonder of l ife and the myster ies of the u n iverse

,

as i n the art of anc ien t Egypt . A t a nother i ts
i n teres t i s absorbed i n the represen tat ion of
i nd iv idual characteri s t i cs and var iet i es , s tri v i ng to
fol low nature th rough her end less subtle t i es and
tran sformat i on s

,
as i n our own day ; when th e

d i fferen t a ims i nsp i r i ng our art i s ts m igh t be set

down as

( I ) The des i re to real i z e
, or to represen t

th i ngs as they ar e.

(2 ) The des i re to real i z e , or to rep resen t
th i ngs as they appear to be .

U nder whatever d i fferences of method or material ,
I bel i eve i t w i l l be fou nd that th i s real d i fferen ce
of men ta l att i tude beh i nd them accounts for the
vari et i es we see , that i s to say , i n any genu i ne
and though tfu l work .

Every s i ncere art i s t natu ral l y des i res to r ea l ize

his concepti o n to th e bes t o f h i s ab i l i ty
,
i n th e

most harmon iou s and forcefu l way ; bu t i n the
cou rse of th e devel opment o f a work of art of any
k i nd there are p roblems to be solved a t every
tu rn .

I s i t a p i ece of repeat i ng su rface ornamen t we
are des ign ing ? We feel we must subord i nate parts
to the whole , we mus t see that ou r l ead ing
structu ral l i nes are harmon iou s , we can not empha
s i z e a b i t o f deta i l w i thou t reference to the total
effect . We may fi nd the des ign wan ts s impl i fy i ng ,
and have to s tr i ke ou t even some elemen t o f

beau ty . Such sacri fices are frequen tl y necessary .

O ur l ove of natu ral i sm may i nduce us to work up
ou r de ta i l s

, o u r l eaves and flowers , to v i e wi th
26 2
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vul tu re or a hawk , re ly i ng e i ther sol e l y on tru th
of mass or s i lhouett e , or on outl i ne and emphat i c
mark i ng of the masses of th e pl umage

, o r the
sal i en t charac te ri s ti c s , s uch as c l aws and beak ,

al th ough ex tremel y abs trac t
,
was fu l l of natu ral

t ru th and fac t as far as i t went
,
and left no doubt

as to the b i rd s dep i c ted .

Someth i ng of the same ki nd of qual i ty i s found
i n j apanese drawi ngs o f b i rds

, w ith
' less severi ty

EC.VPT I
‘

AN “m.o nM t
o r renew
”A ‘N TGO M UMMY tAStS
G a l f H M U S GU M

and monumental feel i ng. The graph i c or natura
l i s t ie feel i ng i s s trongest and the i nd iv idual acc i
den ts are dwel t upon . I n modern E uropean
natu ral h i s tory drawi ngs o f bi rds and an imal s , we

o fte n l ose th i s bold graph i c sense of charac ter i n
th e general aspec t

,
wh i l e smal l supe rfi c ia l de ta i l s

o f pl umage and textu res are care fu l l y a ttended to .

There is often l es s l i fe though ac tual l y more
l i ke ness . The general tendency i n th e develop
men t o f the ar t of a peopl e seems to h ave been
from the formal , monumental , and symbol i c type
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o f represen tat i on and des ig n i n s tr i c t re l at i on to
a rch i tec tu ra l s truc tu re and decorat i on , towards
free r natu ral i sm

,
i nd i v i dual portra i tu re , and a

looser graph i c s tyl e .

We may trace th i s tendency eve n i n th e s tr i c t l y

A FOW LER . W ALL PA INTING . N INETEENTH DYNASTY
(BR ITISH MUSEUM ) .

monumen tal and stereotyped art of anc ien t Egypt ,
wh ich notabl y i n the por tra i t scu lp tu re even of

the anc ien t emp i re i s remarkabl e for ex traord i nary
real i sm ; and i n the wal l pa i n t i ngs o f th e l ater
per i od of th e Theban emp i re (as i n the tomb of

Ben i H asan) , wh ich Show cons i derabl e freedom
and v i tal i ty .
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A mos t notabl e exampl e o f real i sm i s the

famou s “S c ribe i n th e Louvre
,
a colou red

s tatu et te , bel i eved to date from the fi fth o r s ixth
dynas ty , of extraord i nary v i tal i ty . The eyes con
s i s t o f an i r i s of rock crys tal , surmoun t i ng a
metal pup i l , and set i n an eyebal l o f opaque
wh i te quartz .
Greek sculpture , aga i n , shows a gradual deve

lopmen t from the archa i c period , i n wh i ch i t
resembl es earl y A s iat i c art

,
up to the refi n emen t ,

freedom , and beauty of des ign o f the Ph id ian
per iod

,
when th e balance be tween natu ral i s t i c

feel i ng and monumenta l fee l i ng appears to have
been perfec t . Then later , as the resu l t of a des i re
for more obv i ous natural i sm and d ramati c expres
s ion ,we ge t qu i te a d i fferen t fee l i ng i n the scu lptu res
of th e fr i e ze of th e great al tar at Pergamos , wh ich
represen ts the s tr i fe of th e gods and the T i tans
a t remendous subj ec t , worked ou t wi th extrao rd i

nary power , sk i l l , and learn i ng i n a l to rel i evo bu t
desp i te the energy and dramat i c movement , after
th e del i cacy and reposefu l beau ty of the Parthenon
sculptu res , we feel that these qual i t i es h ave been
ga i n ed at a cons i derabl e cost and l oss ; bu t i t i s
i n te rest i ng as represen t i ng the more real i s t i c and
dramat i c s i de of Greek art. 1

B u t the grace and charm of Greek art n ever
seemed real l y to d i e ou t . A l l th e bes t Roman
art was i nspi red by i t , i f n o t actual l y carr i ed ou t

by Greek art i s ts ; and , owi ng to Greek col on ies ,
Greek t rad i t i o ns had l ong bee n natu ral i zed i n

1
The orig inal slabs are i n the Ber l i n Museum ,

bu t cas ts of
some may be seen at Sou th Kens ington .
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THE GRAPH IC I NFLUENCE
I tal y , where they found a congen ia l so i l . F i n e

portra i t scu lptu rewas done i n the imperia l pe ri od
as th e A ugustu s a nd th e head of j u l iu s Caesar and
many oth er wel l -known busts test i fy . A l so th e
tru th and beauty of some o f th e i r an ima l scu l p tu re
we may see i n th e fi ne s tyl e of th e fr i ez e o f
sac r i fic ia l an imal s d i scovered i n 1 8 7 2 i n th e
Forum . We seem to see the Greek sp i ri t i n the
decorat i ve spl endou r of th e Byzan t i ne period , and
aga i n , i n I ta l i a n d ress , i n sp i r i ng th e pa i n ters a nd
scu l p tors of th e early Renascence , i n the work 01

G iotto
,
Gh i ber t i

,
a nd D onate l l o for i n s tan ce .

With the devel opmen t of Goth i c arch i tec tu re i n
th e th i rte en th cen tu ry a new and d i s t i n c t feel ing
for natu ral i sm arose , wh i ch i nfl uenced th rough
arch i tectu re a l l the arts of des ign . I n fac t , al l
t h rough th e Goth i c peri od des ign seems to h ave
had more the character of-a v i ta l organ i c growth

,

con trol l ed by a certa i n trad i t i o n and the i nfluence
o f arch i tec tu ra l s ty l e , ye t w i th i n these l im i ts and

those o f the mate ri al o f i ts express i on develop ing
a n extrao rd i nary freedom both of i nven t i on and
graph i c power, wh i ch cu lm ina ted a t th e end of
the fi fteen th cen tu ry , or was perhaps absorbed by
the c lass i c i sm of th e Renascence Th i rteen th
cen tu ry Goth i c sculptu re a t i ts bes t , as we fi nd i t
i n F rance , has almos t th e s impl ic i ty , grace , and
natu ra l fee l i ng of Greek work . Thi s may be seen
in th e figu res from the we s t fro n t of Auxerre
Cathedral , and al so i n the porch o f Amiens and
i n th e portra i t e ffigies of th i s peri od and onwards
th rough the th ree cen tu ri es i n those of ou r own

cathedra l s and chu rch es we find abundant ev idence
of graph i c powe r i n carefu l and charac te r i s t i c
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portra l tu re , un Ited wi th beau ty o f de s ign i n deta i l
and decorat i ve effect .

SCULPTURE FROM AM IENS CATHEDRAL . FOURTEENTH CENTURY .

What we shou ld cal l real ism comes ou t wonder
ful l y i n th e treatmen t of the statu e of S t . Martha at
S t

.
U rbain

,
Troyes

,
a work of the fi fteen th cen tu ry .
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Goth i c art, too , was a fami l i ar art , i n t i mate and

sympath et i c w i th human l i fe i n al l i ts vari et i es .
I n th e beau t i fu l i l l um i nated Psal te rs , M issal s ,

Books of H ou rs , and chron i cl es o f th e M iddl e
Ages , th e l i fe of those days i s p resen ted i n brigh t
and v i v i d col ours . We see the l abou rers a t
work i n th e fields , pl ough ing , sowi ng , reap ing ,

th resh i ng
,
t read i ng the wi ne-press . We see th e

hu ntsman , th e fi sherman , and the shepherd ; th e
sc r ibe at h i s work , th e sa i n t a t h i s prayers , th e
kn igh t a t arms . The splendour and pomp of

j ous ts and tournamen ts , wi th al l the i r b righ t
col ou r and quai n t heraldry ; we see th e k i ng i n
h i s erm i ne , and the beggar i n h i s rags , the monk
i n h i s c e l l

,
the gal lan t w i th h i s l u te—del ica te

m i n i atu res often set i n burn i shed gol d , and adorned
w i th open fret—work or borders o f fl owers and
l eaves .
These borders i n cou rse of t ime from a pu rel y

fanc i fu l ornamental character become real l eaves
,

flowers or fru i t , as i n the G riman i B rev i ary , attr i
bu ted to M eml i ng , the famous F l em i sh pa i n ter ,
where th e borders a re i n some pages natu ral i s t i c
pa i n t i ngs of l eaves and berri es

,
bi rds and bu tter

fl ies , on gold grou nds w i th cas t Shadows . H ere
we get the natural i s t i c fee l i ng dom i nat i ng aga i n
and the p i c tor i al sk i l l of the m i n i a tu r i s t tr i umph i ng

,

bu t the effec t i s s t i l l r i ch a nd ornamen tal .
When the pri n t i ng press i n the m idd l e of th e .

fifteen th cen tu ry began to r ival the s cri be w i th
h i s manuscr i p t

,
i t offered i n the woodcu t a new

method to the art i s t , wh ich l ed to a n ew develop
men t of graph i c power and des ign by means of

l i n e and black and wh i te , though a t fi rs t i n tended
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MEM L ING .

“
DEL IVERANCE OF ST . PETER (GR IMAN I

BREV IARY) .

merel y as a method of fu rn i sh i ng th e i l l um i nator
wi th ou tl i ned des ign s as book

' i l l u s trat i on s and

ornamen ts to be fi l l ed i n w i th col ou r a nd gold .
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MEM L ING . DAV ID PLAC ING THE ARK IN THE TABERNACLE
(GR I MAN I BREV IAR

The bl ack and wh i te effec t , howeve r , grew to
be l i ked for i ts own sake : not on l y was i t found
to afford a cons i derabl e range of decora t ive effec t
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by d i fferen t treatmen t o f l i n e and sol i d bl ack

,

bu t the graph i c des igner fou nd i n th e ri ch v igorou s
woodcu t l i ne a sugges t i ve and emphat i c mean s of
express i on . The bes t a rt i s ts o f th e t im e gave
themselves to the work , and notabl y i n Germany ,
th e home of th e i nven t i on o f pri n t i ng i tsel f.
Col ogne , Main z , Augsbu rg , U lm ,

N u remberg were
al l famous cen tres o f ac t iv i ty i n the pri n te r’s art

,

as wel l as Ven i ce and F l oren ce
,
Bal and Par i s .

U p to the end of th e fi ftee n th cen tu ry th e
Goth i c an d ornamen ta l feel i ng i s st i l l dom i nan t
i n th e treatmen t of th e des ign of woodcu ts i n
books , and mos t i n struc t i v e and suggest iv e they
are i n S i mpl i c i ty of method and l i ne , and d i rec t
ness o f expre ss ion .

Charac te r i s t i c German work of Goth i c feel i ng
and cons iderab l e graph i c force i s seen i n th e
woodcu ts of th e N u remberg Ch ron i cl e ( 1 49 3 )
des igned by M ichae l W o lgemu th ,

t h e maste r o f

A l bert D
'

I
'

Ire r . I n these V igorous cu t s we may
pla i nl y s ee the t rad it io n of tha t Goth i c fee lmg
and styl e of graph i c des ign afterward s devel oped
i n th e work of the great German des igner .
The sple nd i d woodcuts o f D i i re r

’

s
“Apoca

lypse ,
and of the L i t tl e Pass i on ,

” and the des ign
cal l ed “The Can non gi ve u s fu rthe r
i ns igh t i n to h i s method of drawi ng and h i s graph i c
power ; and one can hard ly go to s tronger or

bette r examples for the study of expres sIOn by
means of bol d l i n e work

,
a command of wh i ch i s

mos t val uabl e to des igne rs i n al l materi al s , th ough ,
o f cou rse , espec i al l y so to those who des i re to
make black and wh i te drawi ng th ei r pr i n c ipa l
pu rsu i t . For Du rer

’

s fi ner l i n e t reatmen t on
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copper the re i s no bette r exampl e than th e
po rtra i t o f E rasmus .

ALBERT DURER . PORTRA IT OF ERASMUS , 1 52 6 .

The s tyle o f drawmg shown
‘

i n these woodcu ts
was no doubt to a great exten t determi n ed by the
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natu re of the method o f cu tt i ng the block . The
d rawi ng on th e smooth plank—not on th e c ross
sect i on of the t ree , as i n modern wood-engrav i ng
was ac tual l y cu t wi th a kn i fe , no t a graver . E ach
l i n e had to be excavated , as i t were , from the
surface , th e ground

‘or wh i te part su nk each s i de
,

so as to make i t take the i nk and pri n t th e
impress ion of i ts su rface sharpl y upon the pape r
i n the p ress . These cond i t ions wou ld necessari l y
l ead to a certa i n economy o f l i n e both as to

quan t i ty and d i rect ion , and wou ld favou r th e u se

o f bold ou tl i ne and l i n es express ive of rel i ef
s u rfaces or sh adow arranged i n a comparat ive ly
s imp l e way , and ofte n ru nn i ng i n to sol i d b l ack , as
i n smal l fold s of d rape ry and deta i ls . The draw ing
was probab ly done w i th a reed or qu i l l pen

,
wh ich

latte r st i l l rema i n s perhaps the bes t tool for
emphati c , graph i c d rawi ng on the scal e of book
des igns , s i n ce i t offe rs the max imum poss i b i l i ty of
effec t w i th the m in imum o f s imp l ic i ty and economy
o f means . I ts on ly riva l (though i t may al so be
regarded as a u sefu l aux i l i ary to the pen ) i s th e
narrow flex i bl e b ru sh poi n t

,
and th i s has the

advan tage of spread i ng more eas i l y i n to sol i d
blacks

,
th ough more l i ke ly to l ead one i n to loose

ness of s tyl e owi ng to i ts very fac i l i ty .

F i n e and fi rm graph i c draughtsmansh i p and
r ich des ign

, w i th a fi n e se nse of th e decorat ive
va l ue o farmorial beari ngs and process iona l group
i ng

,
may be seen i n the famous seri e s o fwoodcu ts

cal l ed “The Tri umphs of Max im i l i an , i n wh ich
A lbert D ii rer and H ans Bu rgmair co—opera ted .

That i s to say each d id a large proporti o n of th e
des ign s . I t was a very vast work for wood
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“L ITTLE PASS ION .
TAK ING DOW N

FROM THE CROSS .
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engrav i ng . The scheme was i n two parts , one

cons i s t i ng of a des ign of a tri umphal arch , i n
general i dea i n emu lat i on o f t h e o ld Roman
impe r ia l tr i umphal a rch es . Th i s part o f the work

HANS BURGMA IR . GROUP OF KN IGHTS FROM “THE TR I UMPHS
OF MAX I M I L IAN .

”

cons i s ted of n i ne ty- two blocks wh i ch , when pu t
together

,
form one woodcu t 1 0—5 fee t h igh by 9

fee t wide . Th i s par t was al l des igned and drawn
upon th e bl ocks by A l bert D i i re r , and engraved
by H i e ronymus And reae .
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There is a beau t i fu l H erbal wri t ten by D r .

Fu sch iu s (whose name we seem to have perpetu
ated i n the Fu sch ia) . I t was pri n ted at Bas le i n
1 542 ,

and th e drawi ngs are fi ne examples of what
outl i ne can do

,
an d remarkabl e for a combi nat ion

of beaut i fu l s ty l e u n i ted wi th natu ral t ru th a nd
decorat ive feel i ng . O ne of th e horned poppy is
here given . The book i s al so i n teres t i ng i n th e
portra i ts o f th e draugh tsmen and wood -engraver ,
or f or zn sc/znefa

'
er ,
gi ven at the end .

The woodcu ts of the plan ts given i n the H erbal
of Matthiolu s , where more l i nes of su rface and
shadow are i n troduced , are V igorou s and good ,
fu l l of s tyl e and character , and express i ve of the
sal i e n t fac ts of growth . The same may be sa i d
of those i n o ur own Gerard’s H erbal , though the
impress ions are not general l y so br igh t or good ;
bu t th e n i t was produced du ring the decl i ne o f

the pri n ter
’

s art , i n th e late r years of the s ixteen th
cen tu ry .

Though used for purel y i l l u s t rat ive pu rposes ,
much as the cuts pu t i n to modern d i c t i onari es to
make certam fac ts c l ear to th e m i nd , these wood
cu ts have always , over and above fidel i ty to th e
mai n fact s o f growth and character , a sense of
des ign . They are not mere l y d raw i ngs of plan ts ,
bu t th ey are wel l pu t together as panel s or spaces
o f des ign , and effect i vely though u nobtru s ivel y
ornament th e page .

For express i ve and sen s i t i v e l i n e and touch i n
th e render i ng of flowers

,
the j apan ese art i s ts are

remarkable
,
and the i r books

,
pri n ted from wood

blocks cu t on the pl ank i n th e o ld E uropean way ,
are fu l l o f sp i r i t and suggest i veness . D rawn on
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HORNED POPPY . FROM FUCHS IUS
’ “

DE H ISTOR IA STI RP IUM,

1 542 .



JAPANESE PLANT DRA\Y ING . W OODCUT PR INTED IN COLOUR .
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the wood wi th a po i n ted bru sh

,
wh i ch is occas ion

a l l y spread to y ie ld sol i d black , or tu rned S i deways ,
o r dragged , to vary the qual i ty of th e l i ne

, they
show that ext reme case and fac i l i ty i n th e
express ion of form by s impl e mean s wh i ch on ly
l ong prac t i ce , d i rect work , and i n t imate knowledge
and cl ose observat ion o f natu re cou ld produce .

The added flat and del i cate t i n ts of col ou r enhance
the effec t and give them a decorat i ve beau ty
e n ti rel y the i r own

,
though planned i n the spaces

they occupy i n a total l y d i fferen t sp i ri t from the
ol d H erbal woodcuts we have been con s ideri ng .

They belong i n the mai n rather to th e second
po i n t of V i ew or art i s t i c impu l se i n art , wh i ch I
charac teri zed at the begi n n i ng as th e des i re to
represen t wi thou t prepossess ion the appearan ces
of th i ngs wh i ch del ights i n acc iden ts

,
i n u nexpec t

edness , and somet imes , i t must he confessed , i n
downrigh t ugl i n ess and awkwardness

,
i t s eems to

me—what i n short is somet imes cal led “i mpres
s ion ism ,

wh ich has been l argel y i n fl uenced by

japanese art .
Mediaeval brasses are Often very fi ne i n the

qual i ty and use of ou tl i ne , and show a wonderfu l
amount of exac t character i zat ion i n portra i tu re ,
as wel l as beauty of ornamental effec t i n th e u se of
plai n surfaces rel i eved upon ri ch pat tern work , and
good d ispos i t i on of draper i es . Those of the
fou rteenth and fi fteen th cen tu r i es , more espec ia l l y
the B elgian examples

,
are very usefu l to s tudy

for these th i ngs
,
as wel l as for th e fi ne taste , th e

s impl i c i ty
,
and th e broad art i s t i c feel i ng shown

u nder the s tri c t l i m i tat ion of the mater ial , wh i le
they are remarkabl e for extraord i nary del i neat ion
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of charac te r by very s imple means— th e l i nes and
s u nk parts be i ng i nc i sed i n th e smooth brass p l ate
a nd fi l l ed i n w i th b lack encaus t i c substance

,
wh i l e

the col ou rs ofthe herald ry a re frequen tly enamel l ed .

N ote th e beau t i fu l l i nes of the drapery i n the

e xample g i ven from B ruges
,
and th e fi ne rel i ef o f

th e figu res upon the ri ch d iapered ground . I n
E ngland the figures and borders were cu t ou t i n
th e brass and i n se rted i n th e s tone sl ab , wh i ch
formed the backgrou nd ; bu t the F l em ish brasses
show a d i ffe re n t treatmen t

,
the figures be ing

rel i eved upon a r i ch d iapered ground
,
al so i n c i sed

upon the brass , wh i ch takes th e form of a complete
panel or plate coveri ng the s ton e s l ab .

O ne may trace i n th e later brasses the efforts
of the des igner to gai n more rel i ef and graph i c
emphas i s i n h is figures by i ntroduc ing l i nes of

shad i ng and c ross l i nes and greate r complex i ty
general l y , as wel l as a t endency to escape the
l im i ts o f th e panel

,
no doubt u nder the i nfl uen ce

of the ri s i ng power of p i ctor ial art
,
wh ich from the

Renascence onwards seems to have dom inated by
i ts i n fl ue nce al l the othe r arts . B u t i n th e case
o f brasses the beau ty of des ign

,
the charm and

s impl i c i ty of the earl i e r t reatmen t , as we l l as the
r i ch decorat ive effec t

,
d i sappear wi th th e attempt

to render complex i t i es o f effec t and qual i t i es of

d rawi ng for wh i ch the mater ial and purpose were
u nsu i ted .

The same change of feel i ng l eft i ts mark upon
the scu lptor’s work i n sepu l ch ral monumen ts and
e ffigies , wh ich , i n the Goth i c per iod up to th e end
of th e fifteen th cen tu ry , are frequ en tl y refi ned and
beau t i fu l p i eces of del i cate portra i tu re , wrough t
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wi th extreme care and elaborat i on

,
wi th a s trong

ye t res tra i ned sen se of th e ornamenta l va l ue o f

th e deta i l ; but wh ich , u nder the p i c tor i a l i n fl ue n ce
and the search for more obv i ou s and superfi c ia l
natu ral i sm , became more or l ess forced i n effec t
a nd v u lgari zed i n se n t imen t as wel l as execu t ion

,

a nd final l y l ost i n c l ass i cal artific ial ity and theat r i c
pomp .

I n s i mpl e d raugh tsmansh i p and purel y graph i c
des ign

,
t oo , i t i s n ot i ceabl e tha t , wi th the i n tro

d u c t i o n o f th e copper-plate and the attemp t to
ge t i n book i l l us tra t i ons someth i ng l i k e p ic to ria l
va l ues and Ch i arosc uro , how , by degrees , v igou r
of des ign and fee l i ng for good l i n e w ork was l os t .
Th e rev i va l of th e woodcut even u nder Bewick

d id l i t t l e to help l i ne des ign—i t s forme r c l ose
compan ion . B ewi ck and h i s s chool developed
th e woodcu t from the p i ctor ia l po i n t of v i ew , and
w i th th e obj ec t . of demonstrat i ng the capac i ty o f

th e wood for render i ng certa i n fi ne tex tu res and
to nes as aga i n s t s tee l and coppe r . The i r great
pri n c i pl e was the u se o f wh i te l i n e , not u nheard
o f ev en i n the earl y p r i n t i ng days , as a fron t i sp iece
to a German book (

“Pomer i um d e Tempore ,
A ugsburg , 1 50 2 ) o f th e earl y s i x tee n th ce ntu ry
tes t i fies .

Bew ick
’

s b i rds
,
wh i ch are remarkable fo r th e

del icate
,
t ru th fu l way i n wh ich th e plumage i s

rendered
,
are as much the work of a natu ral i s t

as o f an art i s t , and they Show bu t l i tt l e des ign or

feel i ng apart from th i s .
A l though Wi l l i am B l ake and E dward Calv ert

made notabl e use of th e woodcu t , i t was no t

rea l l y u n t i l abou t the m iddl e of th e cen tu ry that
294





THE GRAPH IC I N FLUENCE
any seri ou s a ttempt was made i n the d i rec t ion of
the rev i va l of l ine and pen drawing for the sake
of i ts express ive v igou r , ornamen tal poss ib i l i t i e s ,
and au tograph i c val ue . Probabl y i t real l y began
wi th German arti s ts l i ke S ch norr (who d id a
se ri es of B i b l e p ic tu re s more or l ess after the
manner of H olbe i n ) , A l fred Reth el , and M ori tz
S chwi nd . Re the l

’

s two la rge woodcu ts
,

“D eath
the F r i e nd ” and “Death the tol erabl y
wel l known and show strong draughtsman sh ip
and tragi c force

,
recal l i ng i n the i r i n tens i ty and

v igou r the work of D i l rer and th e o ld German
maste rs .
I n E ngl and the rev ival of l i n e des ign arose ou t

of the P re -Raphael i te movemen t (a movemen t
cer ta i n l y i n fluen ced by the s tudy of earl y I tal ian
as wel l as German and F lem i sh art ) , and was

i l l us trated by th e work of some of the l eaders of

that movement themsel ves .
The d raw ings (engrav ed onwood by th e broth ers

Dal z i e l ) by D . G . Rossett i , H olman H u n t , and
M il l a i s

,
wh i ch i l l u s trate the ed i t i o n of Tennyson

’

s
poems publ i shed i n 1 857 , show perhaps the fi rs t
d efin i te exper iments i n th i s d i rec t i on .

The pages of the j ou rna l “O nce a Week ,
started i n 1 859 , were th e mean s of th e i n troduct i on
of new and powerfu l des igners i n l i n e

,
s uch as

F rederi ck Sandys , Charl e s K eene , E . j . Poyn ter ,
a nd F reder i ck W alker .
The firs t th ree showed u nm is takable ev idence

of a s tudy of th e manner of German Renascence
woodcu ts

,
bu t i t was al l i ed to th e matte r of modern

though t and natu ra l i sm . With a free r graph i c
natural i sm of a d i fferen t order , Walker u n i ted a
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THE GRAPH IC I N FLUENCE
e nce s o f th e pho tograph , wh ich s i nce those days
has had so obv iou s an effec t upon art and art i sts .
“Once a Week ,

” wh ich i n troduced th ese wi th
oth er a rt i s ts to the publ i c , was s tarted by th e
propri e tors of“Punch , wh i ch had long mai n ta i ned
and st i l l ma i n ta i n s a n effect i ve and l egi t imate field
fo r graph i c d raw i ng i n l i ne rendered by th e
facs im i l e wood-block . The work of j oh n Leech
and Richard Doyl e i s wel l k nown

,
th e former ,

w i th a l igh t a nd somewhat loose touch regi s te ri ng
th e fash ion s and fo ibles o f E ngl i sh l i fe from week
to week , wi th extraord i nary sp i r i t , h umou r , and

charac ter , ofte n conveyed by very sl igh t means .
S i r j oh n Tenn ie l

,
wi th h i s more se r iou s and

heav i er styl e
,
con t i n u ed un t i l

“recen tl y to give h i s
fam i l i a r al l egor i es of the pol i t i ca l s i tuat i on ; th i s
s tyl e aga i n has , I th i nk , been i nfl uenced by German
work .

Then Charl es K eene brough t i n a k i nd of

i mpress i on is t i c natu ral i sm , expressed by a me thod
of h i s own , hav i ng a look of great fresh nes s and
d i rectness

,
l i ke c ri sp sketches from natu re .

D u Mauri e r developed a d i ffe ren t s tyl e , l e ss
V igorous bu t more gracefu l i n draw i ng , and wi th
ce rta i n l ean i ngs at one t ime to th e roman t i c Pre
Raphael i t i sm he used his penc i l occas ional l y to
car i catu re .

I n M r . L i n l ey Sambou rne we see a des igner
and draugh tsman of cons i derabl e powe r . H i s
pen - l i ne i s v igorou s and h i s draw i ng sol i d and

graph i c
,
wi th cons i derabl e fee l i ng for s tyl e , but

show i ng
,
I th i nk

,
th e i nfl uence o f the photograph

i n the rende r i ng of l igh t and Shade .

In qual i ty of l i n e there i s a certai n k i nsh ip
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THE GRAPH IC I NFLUENCE
wi th th e work of M r . Ph i l May , a la ter add i t i on
to the s taff, though his t reatmen t i s very d i fferen t .
H e represen ts , i ndeed , rather the modern impres
s ion is t feel i ng i n l i ne draw i ng i nfl uenced by the
j apanese ; h i s ou tl i nes are ofte n ex trao rd i nari l y
graph i c

,
and convey a great amoun t o f charac te r

wi th very s l igh t vari at i on
,
and very l i t tl e de ta i l ;

bu t there i s rather a noti ceab le tendency toward s
awkward compos i t i on and ugl y o r repu ls i ve types .
AS a work g i v i ng some of the more seri ous and

carefu l l y s tud ied des igns i n l i n e and b lack and
wh i te of modern art is ts

,
engraved on wood , m igh t

be ment i oned the B i bl e p roj ec ted by the brothers
Dal z ie l , a port io n on ly o f wh ich was compl eted ,

cons i s t i ng of a seri es Of fi ne drawings by H olman
H u n t

,
Madox B rown , E . j . Poyn ter , F rederi c

Le igh ton , and others . They are more perhaps
i n the natu re of i solated p i c tu res than book i l l us
trat ions

,
bu t th ey are fu l l of good and carefu l

Ivo rk .

The earl i e r etch i ngs of Mr . W h is tl er are ful l
o f del i cate draw i ng of the p i c tu resque d e ta i l o f
o ld waters ide houses , as i n the famous Wapp ing ,

”

wh ich even su rv i ved trans lat i o n i n to a process
block i n the Dai l y Chron ic l e .

We have now a vas t publ i c apparen t ly i n terested
i n

,
and acc ustomed to

,
graph i c represen tat io n i n

black and wh i te , th rough th e con t i n ual mul t i pl i ca
t ion of cheap i l l us tra ted newspapers , magaz i nes ,
and books , and the cont i n ual i n ven t io n and adapta
t i on to the press o f cheap photograph i c a nd
au tomat i c means o f reproduct i on , wh ich have
almost en t i rel y d i splaced th e woodcu t as a popula r
med i um fo r th e i n te rpre tat i on of graph i c art .
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CHA PTER IX .

—OF TH E I N D IV I DUA L
I N F LUEN CE IN DES IGN

E common ly speak of anc i en t arc, bu t of
modern a rc/5m. S traws i nd i cate wh ich

way th e wi nd blows
,
and superfic ial h ab i ts may in

d icate change s of though t and feel i ng wh ich l i e far
deeper . I n teres t h as now become cen tred i n th e
devel opmen t of i nd i v i dual vari e t i es rather than
typ i cal forms , whereas , as we have seen , i t is the
l atte r charac te r that d i s t i ngu i shes the art o f the
anc i en ts . I n the great monumental works of th e
A s iat i c nat ion s o f an t i q u i ty names o f i nd iv idu al
ar ti s ts a re l ost

,
and i n the art o f Egyp t and

A ssyr i a and Pers i a th ey are o f l i tt l e con sequen ce ,
s i nce certa i n preva i l i ng types a nd methods were
adhered to ; a nd mos t of the i r work , as i n the i r
mural scu l p tu res , wh i l e d is t i nct i n rac i a l characte r ,
m igh t almost have been execu ted by the same
hand —Egypt ian

,
A ssyri an

, or Pers ian , as th e
case may be . Ten nyson

’

s l i nes regard i ng natu re
m igh t be h e re appl i ed to a rt ;

So carefu l of the type She seems ,
So care less of the S ingle l ife .

”

Wi th th e i n te l l ec tua l ac t i v i ty of Greece and th e
devel opment of her power a s a s tate

,
th e archa i c

and purel y typ i ca l peri od i n he r arts
,
wh i le
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po sse ss i ng wo nde rful harmo ny and u n i ty , led to
i nd i v i dual devel opme n t o f art i sts , and , ass i s ted no

doub t by the i nc rease of wri t i ng and record ,
famous name s are handed down : s uch as I c t i nu s ,
the arch i tec t o f the Parthenon , and Ph id i as , i ts
scu lptor

,
whose name charac ter i ze s the fi nes t

period o f Greek art .
The anc ien t myth of Daedalu s seems to Show

that art was always a power among th e anc ien t
Greeks , and Daedal us , who seems to occupy an
analogous pos i t i on i n sou the rn mythol ogy to that
o fWay l and Smi th i n th e north , may have repre

sen ted
,
or h i s name and fame covered , whol e

generat ions o f art i s ts and cunn i ng c raftsmen ;
fol l owi ng the tendency , s t i l l not i ceable , by wh i ch
great repu tati on s absorb smal l e r ones , and i n th e
course of t ime have attr ibu ted to them works not
real ly belong ing to them at al l . The name
becomes a conven ien t symbol for a whole peri od

,

s chool , or group of workmen .

One can u nderstand i n pr im i t i ve t imes how
importan t the art i s t-craftsmen must have been :
the fash ioner of weapons , th e one l earned i n th e
mysteri es of smel t i ng metal , of work ing i ron ,
bron ze , brass and copper , gold and s i l ver, and
hav ing the power of maki ng th ings of beau ty ou t

of these , wh ich became the revered or coveted
treasures of temples and k i ngs ’ houses .
The o ld s tori es of the early Greek pai nters

Apel l es and Protogenes show , too ,
at once the

tendency towards myth -mak i ng , and the ol d l ov e
of talk abou t art, as wel l as th e Ol d and dearl y
cl u ng- to popu lar theory that the beau ty of pai n t i ng
i s measu red by i ts i l l us i ve power ; so that the
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real i s t i c grapes of Apel les

,
wh ich on ly dece ived

the b i rds , were supposed to be outdone by the
natu ral i s t i c c u rta i n o f Protogenes , wh ich took i n
the c ri t i cs . Th i s trad i t i on seems st i l l to l i nge r i n
th e m i nds of ou r scene-pa i n ters when th ey presen t
u s wi th those wonderfu l (and sometimes fearfu l )
drop cu rta i n s of sat i n , fes tooned w i th tassel s and
cords o f und reamed -ofsumptuous nes s and mys te ri
ou s mechan ism .

The names and works of Prax i tel es and of

Myron are wel l known to studen ts of an tiqu e
sculptu re , and these are bu t stars of greater
magn itude amongahos tofothe rs l ess d i s t ingu i shed ,

or l es s centra l i z ed i n u n iversal fame Y et we
only know the V e nus of Melos from the i s land
where she was d iscovered .

We know that th e Greek vase pa i n ters fre
que n tly s igned the i r d es igns

,
and th i s has cons ider

ably helped the h i stori c c r i t i c ism and class i ficat ion
of that i n teres t i ng and beau t i fu l prov i n ce of Greek
des ign , s u ch as has bee n SO ab ly done i n the
works of M iss j ane E . H arr i son .

I II th e B yzan t i ne and earl y med iaeval per i od
we aga i n see a grea t deve l opmen t of typ i cal
symbol i cal and profou ndly impress ive art i n a rch i
te ctu re and decorat i on

,
bu t aga i n names and

i nd iv i dual art i s ts are largely lost . We do not
know ,

for i n stance
,
who were the des igners of the

sp l end i d mosa i cs at Ravenna .

With the dawn o f pai n t i ng i n I tal y , howeve r ,
i n the th i rteen th centu ry arose a personal and
i nd iv i dual i zed type of art i n wh i ch names became
of immense i n teres t . Th is was no doubt fos tered
by th e r ival ry o f th e c i t i es , each i ndependen t ,
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s ixteen th ce n turi es

,
we fi nd abu ndan t l ore of th i s

so rt .
That p i c turesque l egend of C i mabue of F l or

e nce , fi rs t tol d by Lorenzo Gh ibert i (who was
born i n for i n s ta nce , fi nd i ng th e you th fu l
G io tto as a shepherd boy

,
wh i l e r id i ng i n the

val l ey o f Vesp ignano
,
abou t fou rteen mi les from

F l o rence , sketch i ng the image o f one of h i s flock
upon a smooth fragment of slate

’

wi th a poi n ted
s tone

,
and tak i ng h im to F l orence as h i s pup i l .

C imabue i s commonly supposed to have been
th e fi rs t to show a new departu re i n the d i rect ion
o f greater freedom and na tu ral ness of treatmen t ,
th e fi rs t whose work shows much i nd iv idual i ty ,
and emerges from the somewhat set and prescr i bed
trad i t ions o f th e Byzant i ne s chool wh i ch character
i z es the earl ies t I tal i a n pa i n t i ng of the Ch ri s t i an
per iod real l y i nfl ue nced by the Greek chu rch
mosa i c des ign , wh ich may be cons ide red almost
as the swath i ng c lo thes of mediaeval pa i n t i ng i n
I ta l y.

H i s al ta r- pi ece fo r t he chu rch of S ta . Maria
N ovel lawas ca rr i ed i n process i o n th rough F l o rence
to the chu rch—a subject wh i ch has fu rn i shed a
theme for Lord Le ighto n

’s wel l—known and fine
decorat i v e earl y work

, too se ldom seen .

C imabue’s portra i t i n the wh i te embroi dered
cos tume w i th a hood , appears i n a group w i th
G iotto and other famou s con temporar i es

,
i n c l u d

i ng Petra rch and Laura
,
i n a fres co by S imone

Memmi , a contemporary pa i n ter, on the wal l of
the chapel o f the Cappe l la degl i Spagnol i a t S ta .

Mari a N ovel l a .

B u t G i o tto marks th e real po i n t of departu re .
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Com i ng s tra igh t from outdoor l i fe , from the s impl e
cou nt ry pu rs u i ts o f a shepherd boy

,
i t was S ign ifi

can t that he shou ld be the fi rs t to i n troduce a new
sp i ri t i n to art . N atu ral s impl i c i ty and d i rec tness

,

power of dramat ic narrat i v e pai n t i ng
,
d ign i ty and

s impl i c i ty of s tyle , and decorat i ve beau ty—t hese
were some of th e qual i t i es wi th wh i ch Giotto
en ri ched the fiel d of earl y I tal ia n art .
H e became the fr i end of Dan te ,

’ who pays h im
a t ribu te i n th e wel l - known l i nes i n h i s poem
I l Purgatori o ,

C imabue though t
To lord i t over pain t i ng’s fie ld ; and now

The c ry i s G iot to , and h i s name
’s ec l ips

’
d .

”

CARY
’
s D ante.

A nd G iotto has l eft u s an i n teres t i ng portra i t of
th e poe t

,
on the wal l o f th e Podes ta , o r cou nc i l

chamber of F l ore n c e , h i s fi rs t recorded work .

Giotto was , in fac t , a fe l low pupi l w i th Dan te
u nder th e same maste r , B rune tto Lat i n i , s i nce
C i mabue gave h im al l th e cu l t i va t ion of h is t ime
i n books as wel l as art . The fame of G iot to as
a pa i n ter spread al l over I tal y, and h i s serv i ces
were requ i red by the Chu rch

,
and by ri ch and

great persons .
There i s a wel l -known s tory , wh ich th rows l igh t

upon h i s sk i l l and certa i n ty of hand that once
,

when an em issary from Pope Bon Iface V I I I .
came to h im for a spec ime n of his hand iwork to
Show to h i s master, Gio tto took a p iece of paper
and drew a c i rc l e i n one s troke , wi thou t com
passes .
The pope’s em issary was d i sappoi n ted a t not
gett i ng a pre tt i er p i c tu re , I

é

u t i t proved conv i nc i ng ,
30
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and the legend passed i n to a prove rb wh i ch ru ns °

Rounde r than the O of G iotto P i i t tondo che
l
’

0 d i G io tto .

The frescoes o f the A re na Chapel a t Padua
,

represen t i ng the h i s tory o f Chri s t and th e V i rgi n
in fi fty square compartmen ts , remai n among
G iotto

’

s mos t famous works . The frescoes of
the vaul ted roof of th e lowe r chu rch at Ass i s i are
a l so very fi ne .

H ere , says M rs . j ameson , i n “E arly I tal ian
Pai n ters ,

” “over the tomb of S . F ranc i s , th e
pai n ter represen ted the th ree vows o f the order
— Poverty

,
Chast i ty , and Obed ien ce : and i n the

fou rth compartmen t
,
th e sa i n t en th roned a nd

glo ri fied am ids t the hos t o f H eaven .

The i nven t io n o f the al l egories under wh ich
G iot to has repre sen ted th e vows o f th e sai n t
h i s marriage wi th Poverty—Chas t i ty seated i n
h er rocky fortre ss— and Obed ie nce w i th th e cu rb
and yoke— i s asc r ibed by trad i t i o n to Dan te .

H e was arch i tec t and scu lp tor as wel l as pa i n te r ,
and the des ign o f th e beau t i fu l Campan i l e of the
D uomo at F l ore nce i s d ue to h im .

C imabu e and Giotto’s con temporary , th e scu lptor
N i c colo P i sano , was another d i s t i ngu ish ed art i s t
o f th e earl y I tal ia n rev i val . H e i s said to have
been i nsp i red by the s tudy o f an t iqu e scul p tu re .

A certa i n sarcophagu s (Phaedra and H i ppolytu s)
by i ts l i fe and movemen t i s supposed to have
suggested th e charac ter wh i ch h e sough t i n h i s
wo rk . The dramat i c v i tal i ty wh i ch he i n fused
i n to h i s figures was certa i n l y extraord i nary

,
as h i s

famous pu lp i t a t P i sa demonstrates . There was
some danger of los i ng monumenta l d ign i ty and
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A timer z
'

P /zoto .]

N ICCOLO P ISANO . PULP IT (P ISA BAPTISTERY) .

repose , bu t i t mean t a re tu rn to natu re and l i fe
after a l ong period of res t ra i n t and conven t i o n
wh i ch had become dead .
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The rev ival , the re fo re , was both sa l u tary and

necessary
,
though i t is n ot u n natu ra l that pa i n ters

shou l d have profi ted most by i ts effec ts , and that
pa i n ti ng shoul d have become the lead i ng and
popu l ar a rt

,
because mos t immed ia te and fam i l iar

i n i ts appeal a nd the w id th o f i ts sympathy and
range .

For v i v id d ramat i c i n te ns i ty o f concept i o n and
earnes tness o f pu rpose the work of O r

’

cagna s tands
ou t among the earl y pa i n ters of F l ore nce . And rea
O rcagna w as th e son of a gol dsm i th o f F l o ren ce .

The goldsm i th s o f th e fou rtee n th an d fi fteen th
cen tu r i es were i n gene ral exce l l e n t des igners , and
no t u nfreque ntl y became pai n ters

,
as in th e

i ns tan ces of F ranc ia
,
Gh i rla ndaj o

,
Ve rrocch io

,

Andrea del S arto . I t was i n h i s fathe r
’

s workshop
that A nd rea O rcagna firs t l earn ed his art . H e
was born be fo re 3 1 0 ,

and he pa i n ted at th e
Campo San to i n 1 3 3 2 . H i s famous work was
th e fre sco s t i l l to be seen on th e wal l of th e
Campo San to at P i sa Th e Tri umph o f Death .

”

I t p resen ts u s w i th c erta i n con trasts of l i fe and

death , of pleasu re and pai n
, of pomp and pride

and pove rty
,
th e severe l i fe o f th e holy man , th e

gay l i fe of th e pl e asu re seeker . Th e re is a str i k i ng
group of hun tsmen re i n i ng i n the i r horses a t th e
s igh t o f certa i n grim cOffins con ta i n ing great and
pompou s personages i n vari ous s tages of decay .

Grotesque fiends
,
too

,
are seen hu s t l i ng w i cked

one s i n to a fi ery p i t . Thus does th e earl y pai n te r
enforce the o ld moral . Thus does he pa i n t the
sharp con tras ts of l i fe a nd death

,
th e short l i fe

and the merry one ; th e carel es s world l i ng and
the r i c h and powerfu l fi na l l y l evel led by death ;
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A l z
'

na r z
'

P 11oto.]

BENOZZO Goz
'

zOL I . DETA I L FROM FRESCO (R1CCARD I CHAPEL
,

FLORENCE )

wh i l e th e h ighe r sp i r i tua l l i fe and the v i rtue s of
sel f—den ial and sacri fic e are suggested by the p i ou s
and prim i t i ve l i fe of th e monks .
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A [m a r t P hoto i]

BENozzo GOZ Z OL I . JOURNEY OF THE MAG I . FRESCO (R ICCARD I
CHAPEL

,
FLOREN CE)

S uch subj ec ts were favou ri tes a l l th rough the

M iddl e Ages , and i t m ay be remembered that
Petrarch abou t th i s t ime wrote h i s “Tri umphs

,

”
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one of wh i ch i s named “The Tri umph o f

D eath .

A gen tl er Sp i r i t i s see n i n th e art of B e nozzo
Gozzo l i (born ci r ca a pup i l of Fra Angel i co

,

fu l l of a l ove for natu re , of trees and flowers and
an imal s , and o f deco rat i v e beauty , a del igh t i n
beau t i fu l wa l l ed c i t i es

,
i n o rnate d resses , i n fa i r

fresh faces o f you ths and ma idens . I t IS th e j oy
of l i fe w i thou t t h e shadow of death , as o f the
V IS l ons of a sere ne sp i r i t that j o i n s the hands of
the o ld pagan l i fe an d the new Chri s t i a n i deal s
and reconc i l es them i n a world of beau ty
I n the frescoes of the Ri ccard i Chapel a t

F l o rence
,
B enozzo p i c tu res , wi th l ov i ng fa i th fu l

ness
,
th e Med i c i pr i n ces r i d ing ou t to the hun t i n

Sp le nd i d equ ipment , i n a h igh upla nd and wooded
coun try su ch as on e may fi nd arou nd F l ore nce .

The subj ec t was “The Adorat i on o f th e M ag i
,

represen ted upon the s ide wal l s , “The N at i v i ty
be i ng pa i n ted over the al tar . The process i o n of
the k i ngs w i th gi fts i s s een w i nd i ng over the h i l l s
of the r i ch and vari ed l andscape , i n te rspersed w i th
groups l i ke the pri nces

,
i n wh i ch Lorenzo the

Magn i ficen t appears
,
and portra i ts of th e pai n te r

,

h i s frie nds
,
and con temporar ies .

The fresh you th fu l faces are fu l l of th e zes t
a nd p leasure of l i fe . The horses cu rve t and
prance i n th e i r p roud trapp i ngs , and th e hounds
pu rsue the flyi ng deer , as i f fo r pleasan t pas
t Ime .

H e gives u s those charm i ng groups o f knee l ing
angel s

ZD

also i n th e same chape l O r he te l l s the
s to ry o f the bu i ld i ng of the tower of Babel , or of

N oah , at P i sa , or of S t . Augus ti n e , at Sa n G im ig
3 2 2
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B rog z
'

P/zoto.]

SANDRO BOTTICELL I . DETA I L FROM “THE ADORATION OF THE

MAG I ” (FLORENCE, UFF IZ I GALLERY ) .

nano , wi th the same seren i ty a nd del igh t i n
s ubs id iary i nc iden t and ornament .
Another very d i s t i nct i nd iv i dua l i ty i n pa int ing,
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reflec t i ng the sp i r i t of h i s t ime hal fway betwee n
med iaeva l feel i ng and the r ev ived pagan ism and
human i sm of th e c lass ical Re nascence , was B ott i
cel l i . H e was a pupi l o f the pa i n te r—monk F ra
F i l i ppo L i pp i , and worked at F l o rence abou t th e
m idd le of the fi fte en th centu ry . He was one of
the pai n ters summoned to Rome i n 1 471 by Pope
S i x tu s I V . to pa i n t th e wal l s of the

,S i s t i n e Chapel .
H e i s spoken o f as “ou r fr i end Bo tt i ce l l i ” i n
Leonardo da V i n c i

’

s t reat i se on pa i n t ing ; bu t
u n t i l comparat i vel y recen t l y , as compared wi th
more ofte n sou nded names i n th e trumpet o f fame ,
th e beau ty o f h i s work has been s i ngularly
negl ected .

That now general l y adm i red and most poet i c
and beau t i fu l work

,
An A l l ego ry of Spri ng ,

” i n
th e Accademi a at F l oren ce

,
was , abou t fiv e and

twen ty years ago
,
h u ng i n an obscu re pos i t i on ;

bu t of late
,
and probabl y large l y owi ng to E ngl i sh

tas te and c r i t i c i sm , i t i s n ow brough t prom i n en tl y
forward and i s cons tantl y cop i ed . The l ady who
i s s upposed to w i tness the masque stands i n the
ce nt re i n a grove o f orange trees , th e grou nd
covered w i th flowers , among wh i ch i s seen the

flen r -a
’
o-tnce of F l ore nce ; Z ephyrus i s clasp i ng

the earth
,
and from her mou th fal l flowers ; next

to her F l o ra , or Spr i ng , wi th a beaut i fu l robe
embro idered w i th fl owers

,
bears roses i n h er l ap

and scat te rs th em . Then there is a group of the
“Three Graces ” danc i ng

,
wh i l e H ermes , as the

hera l d of Spr i ng , l eads the proc ess i on . The
p i c t ure i s supposed to have formed one of a se t

of fou r . The second panel cal l ed “Summer,
and showing V e n us ri s i ng i n her shel l from the
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sea , wi th a draped figu re abou t to th row a robe
ove r her a s she reaches th e grassy shore

,
i s i n

the U ffiz i Gall e ry . There i s al so a remarkable
al l egory , “Cal umny ,

” i n th e same gal l ery
,
wh i l e

ou r own N at io nal Gal l ery con ta i ns a characte r i s t i c
Madon na an d Ch i ld w i th ange l s . Bott i c el l i ’s
Madon nas are a lways d i s t i ngu i shed by a pecu l i a r
express i on of wistful pathos and a feel i ng u n l i ke
those of any other pa i n te r . There i s al so a
charm i ng smal l N at i v i ty w i th a ri ng of ange ls ,
bes id es the very splend id v i s i o n o f heaven .

B o tt i cel l i a l so mad e i l l u s trat ion s to Dan te .

A s evere r and more d i s t i n c t l y c lass i ca l ly i n sp i red
gen i us , yet w i th a c e rta i n north ern hardness , we
find i n Mantegna

,
who was born near Padua

,
in

1 43 1 . H e came , i t i s sa id , of very poor and
obscure paren ts

,
a nd

,
l i ke h i s grea t predecessor

Giotto
,
Mantegna was employed i n keep i ng sheep .

L i t t l e i s k nown of h i s ea rl y l i fe , bu t he i s found
late r as one of th e pup i l s of F ra ncesco Squarc ione ,

a pai n te r o f Padua
,
bu t more famous for h is

teach i ng , h is school be i ng at that t ime the most
renowned i n al l I tal y

,
h i s pupi l s n umberi ng one

hundred and th i rty - seven . H e was a great studen t
of the ant ique

,
and travel l ed over I tal y and Greece

i n search of remai ns of anc ient art , obta i n i ng cas ts
or Copies of s uch sculptures he could not purchase
or remove

,
so that Man tegna had no doubt

except ional fac i l i t ies for the s tudy of class ical
sculpture

,
wh ich had so marked an i nfluence upon

h is des ign .

H e seems
,
too

,
to have been an i ndefatigable

worker
,
and drew wi th great d i l igence from the

statues
,
busts

,
bas rel i efs , and arch i tectu ral orna
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ments he fou nd i n the school o f SquarCIOne .

“A t
the age o f s eve n teen A ndrea pai n ted h is fi rs t

C . N ay a P /zoto .]

MANTEGNA. FROM THE . BRONZ E MONUMENT IN THE CHURCH
OF S . ANDREA AT MANTUA.

great p ic tu re for the chu rch of San ta Sofia i n
Padua (now lost) , and at the age of n i ne teen
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ass i sted i n pa i n t i ng the chapel of S t . Ch ri stopher
i n the E rem i tan i— represen t i ng on the vaul t the
fou r evangel is ts . ” H e i s sa id to have given to
these sacred personages the ai r and att i tude of

Greek or Roman ph i losophers
,
the type i n fac t

confi rmed by Raphael and afterwards general l y
adop ted by Renascence arti s ts .
A cu ri ous change or blend i ng of other elemen ts

and a d ifferen t fee l ing i n Mantegna
’
s work , soften

i ng the somewhat col d and rigid class i c i sm , seems
to have been brough t abou t by h i s assoc iat ion
w i th the Venet ian pai n ter Jacopo B el l i n i th e
father of the two greate r B el l i n i s (G iovanm and
Gen t i l e) , whose daughter Nico los ia he marri ed
abou t th i s t ime Th i s marriage wi th the
daugh te r of Squarc ione

’

s r i val , as Bel l i n i was
cons idered , and Mantegna

’

s fri e ndsh ip wi th h im ,

seems to have offended Squarc ione and caused
an es trangement , and even th e ac t ive enm i ty of

h i s fi rs t master
,
and eventual l y l ed to his qu i t t i ng

Padua . H e pai n ted some frescoes at Verona , and
was i nv i ted to Mantua by Ludov i co Gonzaga ,
and fi nal l y he en tered th e serv i ce of that pri n ce .

H e was i nv i ted to Rome by Pope I nnocen t V I I I .
to pa i n t a chapel i n the B e lvedere of th e Vat i can ,
wh ich was actual ly destroyed i n the las t cen tu ry
by P i us V I . to make room for h i s n ew museum .

Th is was afte r the ru th less way of the popes ,
prod iga l of pa i n ted wal l s

,
as when th e beau t i fu l

early Renascence frescoes of Me lozzo da Forl i
were removed to make room for Raphael

’

s and
Giu l i o Romano’s frescoes i n the S tan z i .
There i s a s tory of th e d i scret ion of Mantegna ,

wh i ch , wi th a natu ra l cou rtesy , seems to have
3 2 8
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There i s a good se t o f I tal ia n woodcu ts i n
Ch iaroscuro of the des igns

,
by Andrea Andrean i

,

done wh i l e the fr i ez e was i n the palace at M antua
,

wh ich have been engraved i n vari ous ways at
d i fferen t t imes w i th very var i ou s resu l ts .
The whol e des ign i s ex tremely r i ch and

s umptuous , and ful l of the extraord i nary des ign i ng
power and command of inventive de ta i l so charac
ter is tic of Mantegna .

“I n the fi rs t compartmen t we have th e open
i ng of th e process ion z-t rumpets , i n cen se bu rn
i ng, s tandards borne aloft by the v i c tor i ous
sold i e rs .

I n the second , th e statu es of th e gods carr i ed
off from the templ es of the enemy batter i ng rams ,
i mpl ements o f war , heaps of gl i t ter i ng armou r
carri ed on men

’

s shou lders , or borne aloft i n
chariots .
“I n the th i rd compartmen t , more spl end id

t roph ies of a s im i lar k i nd ; huge vases fi l l ed wi th
gold co i n , tr i pods , e tc .
“I n the fou rth , more such troph i es , with the

oxen crowned wi th garlands for the sacri fice .

“I n the fi fth are fou r e lephan ts adorned w i th
r i ch garl ands o f fru i ts and flowers , bear i ng on
the i r backs magn i ficen t candelabra

,
and attended

by beau t i fu l you th s .
“I n the s i xth are figu re s beari ng vases , and

others d isplay i ng the arms of the vanqu ished .

“The seven th Shows us the u nhappy capt i ves ,
who

,
accord i ng to the barbarous Roman custom ,

were exh ib i ted on these occas i on s to the scoffing
and exu l t i ng popu lace . There is here a group of
female capti ve s o f a l l ages , among them a dej ec ted
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bride - l i ke figu re

,
a woman carry i ng he r i n fan t

ch i ld ren , and a mothe r her l i t tl e boy , who l i fts up
h is foo t as i f he had hu rt i t .
I n th e e igh th we have a group of s i ngers and

mu S IC 1ans .

ANDREA MANTEGNA . PART OF THE TR I UMPH OF JUL I US
C/ESAR

”

(FROM THE W OODCUT BY ANDREA ANDREAN I ) .

I n the n i n th
,
and last

,
appears the Conqueror ,

Ju l i u s Caesar , i n a sumptuous chari ot r i ch ly adorned
wi th scu l p tu res ; he i s su rrounded by a crowd of
figures

,
and among them is seen a you th bearing

al oft a s tandard on which i s i nscribed the boastfu l
0 4 1
00,
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words : ‘ Ven i , v id i , v i c i I came
,
I saw

,
I

conquered .

The care and sc ience of the draugh tsmansh ip
is as not i ceab l e as the r i ch ness Of the des ign .

The perspect i ve bei ng carefu l l y gi ven as of figures
actua l l y seen above the eye-l i ne , and wi th al l the
sumptuousness and the m ixed e l ements of the
des ign there i s a certa i n res trai n t and monumental
severi ty wh ich preserves i ts d ign i ty .

Rubens
,
when at Mantua i n 1 606

,
was s truck

by the spl endou r of the work
,
and gave a Rubens

esque renderi ng of one of the compartmen ts , wh ich
i s i n the N at ional Gal l ery bu t i t l oses the pecu l ia r
d ign i ty

,
seren i ty , and decorat ive character o f

Man tegna
’

s work i n the somewhat flori d and
bumpti ous s tyl e of th e late F l em ish master ; bu t
there i s no doubt that Rubens en terta i ned a real

adm i rat ion for the work
,
and was i n strumenta l i n

gett i ng Charl es I . to purchase i t .
Among Man tegna

’

s ch ief works may be named
La Madonna del l a V i t tori a

,

” now i n the Louvre ,
pa i n ted as an al tar-p iece for the chu rch bu i l t by
th e Marqu i s of Mantua , to commemorate h i s
v i c tory on the retreat of Charles V I I I . from I tal y ;
the C ruc i fix ion , al so i n the Louvre , con ta i n i ng the
art i s t’s own portra i t i n th e hal f-l ength figure of the
sold i er seen i n fron t ; th e fi ne al legory of th e V i ces
flyi ng before Wisdom

,
Chast i ty

,
and Ph i losophy

and the beaut i fu l Parnassus
,
wh ich were pa i n ted

for I sabel la. d
’

Es te , and fi l l ed panel s i n a room i n
h er palace a t M an tua

,
as has recen tl y bee n d i s

covered . Mr . A rmstrong has had a fi ne large

Earl y I tal ian Pain ters . —MRS . JAMESON .
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i s a s tory that Leonardo as a you th was set to
pai n t an angel i n a p i ctu re of Verrocch io

,
and so

ou td id h i s mas ter that the l at ter n ever touched
pai n ti ng agai n .

A wei rd fantast i c ve i n wh i ch appears i n Leon
ardo’s work , espec ial l y i n h i s l ove for i nvent i ng
grotesques

,
comes ou t i n th e tal e of the fig tree . A

peasan t on h i s father’s e state
’

cu t down an o ld , fig
tree and brough t a sec t ion of the 'fru nk to have
someth i ng pai n ted upon i t for h i s cottage . Leon
ardo determ i ned to do someth i ng terr ibl e and
stri k i ng— a beau t i fu l horror wh ich Should r i val the
myth ica l M edusa’s head (which he afterwards
pai n ted) , and , a ided by h i s natu ral h i story s tud i es
and the rept i l es he col l ec ted , he produced a sort
of mons ter or ch imera wh ich frigh tened h i s father
i n to fi ts and was therefore cons idered too good
for the peasant

’

s cottage , and afterwards sol d for
much . The peasan t was persuaded to give

'

up
h i s fig tree and pu t off w i th a wooden sh iel d
pai n ted w i th a dev i ce of a hart transfixed wi th an
arrow .

I n a l etter to the D uke of M ilan , who had
i nv i ted h i m to h i s cou rt

,
he thus rec i tes h i s

qual i ficat ions as an art i s t : “I u nderstand the
d ifferen t modes of s cu lptu re i n marbl e

,
bronz e ,

and te rra-cotta . I n pai n t i ng
,
al so , I may esteem

mysel f equal to anyone , l e t h im be who he may .

O f h i s pai n t i ngs the w ides t-known
,
th rough

engrav ings , i s “The Last Supper
,

” wh ich was
pai n ted on the wal l ofthe refectory ofthe Dom i n i can
Conven t of the Madonna del l e Graz i e at M i lan

,

occupyi ng two years
,
from 1 496 to 1 498

—bu t the
fresco has su ffered by tIme and res torat i on

,
and

334





THE IN D IV I DUAL I NFLUENCE
bu t l i tt l e of i t i s now l eft . There i s a fine s tudy
of the head o f Ch ri s t .
The pictu re of the V i rgi n of th e Rocks and the

portra i t , Madonna L i sa del G ioconde
,
i n the

Louvre ,
“

Show th e qual i ty of his pai nt i ng— th e
characteri s t i c s ub tl e ty of express ion

,
mysteriou sa

ness , and very elaborate fi n i sh .

A fter h i s re tu rn to F l orence began h i s r ival ry
wi th anothe r gigan t i c art i s t i c personal i ty of that
t ime of wonders— M ichael Angelo , who was then ,
i n th e early years of the s ix teen th cen tu ry , abou t
twenty- two years younger. The strong bu t jealous
i nd i v idual i ty of both , i n sp i te of admirat ion for
each other’s gen i us , u n fortunately stood i n the
way of fr iendship and co-operat i on . They remai ned
ri vals and compet i tors . Th ey con tended for the
pa i n t i ng of th e great Counc i l H al l i n th e Pal azzo
Vecch i o at F l orence , and both prepared cartoons .
Leonardo chose for h i s subj ec t the defeat of the
M i lanese by the F l oren t i ne army i n 1 440 ; M ichael
Angelo a party of F l o ren t i n e sold i ers su rpri sed
wh i l e bath i ng i n the A rno . Leonardo’s des ign
was chosen , bu t he Spen t so much t ime i n expe r i

men ting and i n prepari ng the wal l to rece ive
o i l -pai n t i ng , wh i ch he preferred to fresco , that ,
changes of government happen i ng , the scheme
was fi nal l y abandoned , and both cartoons , though
shown for several years

,
were fi nal ly l ost , onl y a

copy of M ichael A ngelo
’

s remai n i ng , and an
engrav i ng from i t .
The experimental natu re of Leonardo seems to

have preven ted h i s comple t i ng many works , whi le
he was fu l l of proj ec ts of al l k i nds , too many of

wh i ch were never real i zed . The fi ne cartoon of
o n

0 0
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I n 1 5 1 4 Leonardo was , l i ke so many great

I tal ia n art i sts , i nv i ted to Rome by the pope

(then Leo bu t more i n h i s characte r of

ph i l osopher
,
mechan i c

,
and alchem is t than as a

pai n te r ; There he met Raphael , then at the
he igh t of h i s fame , engaged i n pa i n t i ng the S tan z i
o f the Vat i can . B u t Leonardo was i l l - pleased on
the whol e w i th h i s Roman v i s i t . The pope was
sa i d to have become d issatisfiedw ith ’

his speculat i ve
and d i l atory hab i ts . H i s o ld r i val , M ichael Angelo ,
was there

,
and fi nal l y he l eft and set ou t for

Pav i a
,
where F ranc i s I . o f F ran ce then held h i s

Cour t. By h im Leonardo was rece ived wi th
honou r and favour, and wen t wi th h im to F rance
as pr i nc i pal Court pa i n ter , on l y , however , as i t
proved

,
to d i e there on May 2 nd , 1 51 6 .

I n the work of Leonardo’s great r i val
,
M ichael

Angelo
,
the art of th e I tal ian Renascence may be

sa i d to have reached i ts cu lm i nat i ng po i n t
,
and

afte r h i m dec l i ne se ts i n . I t i s as i f the wonderfu l
s t ruc tu re of i nvent i ve art i s t i c gen iu s had been
p i l ed by th e l i fe l abours of generat ion s to an
amb i t iou s and dangerou s he igh t

,
and at last had

gi ven way u nder the s tra i n , or perhaps , l ike the
s u n -flower , the same force wh i ch ra ises th e
spl end id rayed head and enabl es i t to ou tface the
su n , at last forces i t earthwards aga i n .

M ichae l Angel o Buonarotti was born a t S ettig
nano , near F l orence , i n the year 1 474 . H i s
amb i t i on , personal p r ide , and masterfu l ness of
temper poss i bl y may be traced to h i s p rogen i tors

-a once n obl e fam i ly . I t was
,
too

,
aga i ns t th e

prej ud i ce of h i s fath er that he fi nal l y dec ided
his career, becomi ng the appre nti ce ot i rlandajo .
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A l z
'

na r z
’

P /zoto.]

BUST OF M ICHAEL ANGELO BUONAROTTI (S . CROCE
,
FLORENCE) .

I t was in the days when Lorenzo the Magn ificent
ru l ed over F lorence , and the young M ichael
Angelo became a s tuden t i n the Academy

,
founded
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upon the s trength o f a col l ec t io n of an t ique
marbl es , busts , sta tues , fragments i n the palace
and gardens of that pri nce . Th is alone wou l d be
su ffi c ie n t to give a s trong class ical b ias to h i s
s tyl e .

There i s a story o f M ichae l A ngel o’s fi rs t
attempt i n marbl e when he was abou t fifteen—a

copy of an an t i qu e mask of an o ld l augh i ng fau n 1

he treated th i s w i th a sp i r i t and v ivac i ty of h i s
own , and Loren zo de M ed i c i was s truck by i ts
c l everness ; bu t h e sa id , “Thou shou ldst have
remembered that o ld fol ks do not reta i n al l the i r
te eth : some of th em are always want i ng . The
you ng scu l pto r at o nce s truck one or two ou t,

giv i ng the mask a more grotesque express i on .

O n th i s ev idence of c leverness Loren zo took
ent i re cha rge of M ichael Angel o . With th e marks
of pri n cel y favou r, however , he was dest i ned to
carry another mark , not so agreeabl e , ever after,
owi ng to

,
as some say , th e j ealousy of Torregiano ,

a fel low pupi l , who i n a quarre l s truck h im , some
accoun ts say wi th his fist , some w i th a mal le t , and
so gave h i m the broken nose wh i ch is characte ri st i c
o f the portra i ts of M ichael Angelo . Torregiano

i n consequence su ffered ban ishmen t from F l orence .

I n h i s own accoun t of th e affray to Benven uto
Cel l i n i he dec l ares the provocat i on came from
M ichael Angel o . The favour and protect ion of
Lorenzo d id not las t l ong , as i n h i s e ighteenth
year M i chael A ngel o lost h i s patro n by death .

I t was Loren zo’s son P iero who set h im one
w i n try day to make a s tatue ou t of the snow
rather a wastefu l proceed i ng for a M ichael A ngelo ,
though , as the l ate M r . Wal te r Pater has said ,
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there is a ce rta i n rem in i scence o f the feel i ng o f

th e snow statue i n the sugges t i ve and hal f-fin ished
figu re s o f the tombs o f the M ed i c i .
With the fal l of the Med ic i fam i ly and the i r

ex i l e from F lorence , M i chael Ange l o , as one o f

the i r re ta i ne rs , had to fly al so , and took refuge i n
Bologna , where he pu rsued h i s work as a scu lptor .
A t the age of twen ty - two he produced th e P i eta
i n marbl e , now i n S t . Peter

’s at Rome .

I n 1 502 h e was agai n recal l ed to F l orence .

I n 1 504 took place th e compet i t ion w i th L eo nardo
of the cartoons for the Palazz o Vecch io

,
al ready

spoken o f.

In 1 506 M ichael Angel o was cal l ed to Rome
by Pope j u l i u s I I . The pope employed h im to
des ign the sumptuous sculp tu ralmonumentd estined

for h is own tomb
,
for wh i ch the famous col ossal

Moses was executed , and the s l aves or pr i soners ,
bu t these , l i ke the tomb , never were fin i shed .

Bu t h i s grea t work i n Rome
,
the great w ork of

h i s l i fe , was the deco rat i on o f th e ce i l i ng of the
S i s t i ne Chapel

,
th e w al l s o fwhich had been pain ted

byearl ier artis ts ofthe F loren tine s choo l S ignore l l i ,
Cos imo Rosel l i

,
Perug i n o , Ghi rl andaj o , B ott i cel l i .

The ce i l i ng rema i ned u nadorned
,
and now M ichae l

Angelo was cal l ed upon to des ign h i s great sacred
epi c of pai n t i ng

,
hav i ng to deal w i th a space 1 50

fee t i n l ength by 50 fee t i n breadth , u pon the
concave su rface of a round vau l t , wi thou t any
arch i tec tu ra l o r structu ral en ri chmen t o r d i v i s i on
save the w i ndows . The theme was th e fal l and
redempti on o f mank i nd accord ing to th e B ibl e
h i s tory .

A t fi rs t i t appears tha t M ichael Angelo , as i t is
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sa id , doubtful of h i s own sk i l l i n fres co ,

cal led i n
the a id of pa i n ters from F l orence to a id h i m i n
carry i ng ou t h i s des ign , bu t was so d isappoin ted
w i th the i r work that he effaced i t and d i sm i ssed
them . H e then Shu t h imsel f up and proceeded to
devote h imse l f to th e gigant i c work alone , prepari ng
the colou rs wi th h i s own hands

,
show ing how

thorough an i nd iv idual i s t h e must have been ,
contrary to the prac ti ce of h is own t ime , wh ich
was to work wi th pupi l s a nd ass i s tan ts , H e began
wi th the end towards the door

,
and i n two

compartmen ts fi rs t pa i n ted
.

“The D el uge ” and
“The V i neyard of N oah

;
the figu res are on a

smal l er scal e , wh i ch he afterwards
tD

abandoned for

a larger, bolder treatmen t . H e spen t twen ty-two
month s i n pai n t ing the ce i l i ng , excl us ive of the
t ime spen t i n prepari ng the cartoons . The work
was uncovered to the publ i c v i ew on A l l Sa i n ts

’

Day
, 1 51 2 .

The scu lptu resque and arch i tectu ral feel ing
wh i ch , real l y st ronger i n M i chael Angelo

’s work
than that o f th e pa i n ter

,
i s very dec ided ly man i

fes ted both i n the general plan o f the des ign and
i n i nd iv idual figu res and deta i l s . I II order to bring
so great a scheme i n to comprehens i ve form i t was
necessary to d iv ide and subd iv ide the blank ce i l i ng
w i th pai n ted arch i tec tu ra l mould i ngs and ribs i n to
spaces and panel s . The t i tan i c you thfu l figu res
placed between

,
upon the l edges and brackets of

the framework of the subj ects
,
are very fine and

character i st i c i n s tyl e
,
and essen t ial ly scu lptors

’

des igns ; each wou ld work ou t as a separate
s tatue , though for al l tha t each S i ng l e figu re , as
each figure of every group , bears a certa i n relat i on
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A tz
’

na r z
'

P ita/o . )

M ICHAEL ANGELO . TOMB O F G I UL IANO DE MED IC I . FLORENCE .

used i n the draperi es
,
and the ch ief decorat ive

effec t be i ng gai ned by the Oppos i t i on of brown
flesh tones to the broad

,
l igh t marbl e-l i ke frame

work , or the landscape and Sky backgrounds of
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A l um / z l ’lzoto.]

M ICHAEL ANGELO . TOMB OF LORENZO DE MED IC I . FLORENCE .

the subj ec t panel s . Th i s great work was compl eted
by M ichae l Angelo i n h i s th i rty-n i n th year.
Another great monumental work i n wh ich his
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arch i tectu ral and scu lptu ra l gen i us come ou t are
the tombs of th e Med ic i i n th e Chu rch of San
Lorenzo . The seated figu res o f Loren zo and
Gi u l iano de Med ic i are placed i n th e recesses of
a Renasce nc e arcade

,
i n fron t ofwhich are marble

sarcophag i , and upon th e l id s recl i n e figures of

N igh t and Morn i ng
,
and of Dawn and Twi l igh t

respect i ve l y . They are very bold and powerfu l
i n des ign , and extremely charac teri s t i c i n s ty l e
and trea tment

,
hav i ng a certa i n t i tan i c energy

and tragi c u nres t , as wel l as pens i ve mystery , abou t
them , wh ich bel ong to th e strong personal i ty of

the i r des igner .
Poet , as wel l as pa i n ter , arch i tec t , and scu lptor ,

we see h im mov i ng am id the pol i t i cal troubles
and v i c i ss i tudes o f h i s t ime , a proud and s to rmy
sp i r i t , a man of extraord i nary energy , wh ich
impresses i tse l f upon al l h i s works . The des igner
of S t . Pete r

’s
,
the pai n te r of th e S i s t i n e , and anon

as engi neer cal l ed to fort i fy F l orence ; aus tere and
abs tem iou s of hab i t , proud and imperi ous , and yet
tenderly sol i c i tous for h i s aged father

,
and devoted

to h i s old servan t U rb i no
,
whom he tenderl y nu rsed

i n h i s l as t i l l nes s .

The great art i s t l i ved t i l l e igh ty-n i ne
,
and d i ed

i n Rome , the scene of h i s monumen tal l abou rs , on
February 1 8 th ,

1 564 .

A s showi ng the alertness and act i v i ty of h i s
m i nd i n ol d age , he i s sai d to have made a draw ing
o f h imsel f as an aged man i n a go-cart , wi th the
motto , A m ara z

'

mpam (st i l l l earn i ng) , a true
emblem for a great man who

,
i n sp i te of h i s

knowledge , feel s that i n V i ew of th e unknown he
knows noth i ng.

348



https://www.forgottenbooks.com/join


CHAPTE R X .
—OF TH E COLLECT I VE

I N FLUEN CE

N my las t chapte r I compared trad i t i on i n art
to a golde n cha i n , and the s tri k i ng i nd i v i du

al i ties wh ich ari se from t ime to t ime as the j ewel s
upon such a chai n . The h i s tory of art and the
evol u t ion of des ign may be regarded e i the r from
the poi n t of v i ew of the j ewel s or from th e poi n t of
V i ew of the ord i nary l i n ks ; and i f we wi sh to take
a ju st and comprehens i ve V i ew I th i nk we must
no t on ly cons i der the l um i nous po i n ts , bu t the
system— th e l i nks—by wh ich they are connected
and related . Look i ng ou t i n to the c l ear n igh t we
see a vast mass of bri l l i a n t stars of al l degrees of
magn i tude apparen tl y fl u ng i n to space w i thou t
order or relat i on , bu t th e s tud ies of astronomers
have revealed that they are th e central su ns of

systems around wh ich revolve planets i nv i s ibl e to
us ; bu t these star- su ns themselves become lost ,
and merged i n the cou n tl ess myriads that form
the s i l very c l oud we cal l th e m i lky way . S o i t i s
i n the h i s tory of art and the evol u t ion of des ign .

A t firstwe are attrac ted by th e bri l l i an t personal i t ies
,

su rrounded by satel l i tes , that seem to sum up i n
the i r work whole epochs , and remai n typi cal and
cen tral poi nts i n the w ide spaces of t ime ; bu t
fu rther research reveal s thei r relat ion to other
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personal i t i es not so d i s t i nc t , on whom the ful l l igh t
of popula r favour has not fl ashed , and presentl y
we get beyond personal i t i es al together, and i n the
work of remote an tiqu i ty see on ly the resu l ts of

th e l abours of generat i ons , purely typ i cal forms of
art

,
the monumental record of races , of nat ions ,

of dynast i es
,
the work , not of ind iv idual men , bu t

of col lec t ive 7m m.

O f such we may find examples i n th e art of
anc i en t Egypt

, of A ssyria , of Pers ia , and i n th e
archa i c and prim i t i ve art of al l k i nds , from the
fragments of pottery from the pla i n of Troy to the
carved paddles of the Polynes ia n i s l anders .
The art and craft of bu i ld i ng—arch i tec tu re , th e

fundamental art , can on ly be traced back to i ts
primi t ive forms i n d i fferen t cou n tr ies as pract i sed
among di fferen t races and peoples . The origi n of
i ts d i s t i n ct i ve styles , and i ts pr i nc ipal construc t ive
features , were determ ined long ago u nder the
i n fl uence of cl imate and local material s , by the
col l ec t i ve though t and co operat i ve l abou r of man
k i nd schooled by necess i ty and exper ience
Y es , i t i s a h i s tory of constan t adaptation to

cond i t i ons and un i ted labou r and i nven t ion from
our prim i t i ve ances tor, who improved upon the
natu ral she l te r of the tree by i n terl ac ing i ts penden t
branches with other branches and s takes fixed i n
the ground ; who burned the ends of the i r t imbers ,
so that as p i l es they cou l d be driven more eas i l y
i n to the mud to support the p l atforms of th e
wattl ed lake dwel l i ngs , when there were no s teel
axes . F rom the early colon i s ts of ou r race

,
the

A ryan wagoners , who perhaps took the idea of
the prim i t i ve gable and roof t imbers from the t i l t
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of the wagon , or the supports of th e te n t -coveri ngs
from the i ngenu i ty of the Mongol ian set tl ers by
the ri vers ide

,
maki ng the fram ing of the i r houses

and support i ng th e i r roofs by the bamboo
,
u ti l iz

i ng th e hol low canes for the j o i n t i ng and bracket
i ng of the supports , an d te rm i nat i ng th e ends
ornamental l y by i nsert i ng grotesquely carved
heads . The cha i n of i nve n t i on i s u nbroken up
to modern sc i en t i fi c engi neeri ng and cal cul ated
pri n c ipl es of bu i ld i ng construct i on , wh ich bu t sums
up and systemat i zes the col l ect ive experi ence of

ages .

We see , too , th e col l ec t i v e hand of t rad i t i o n
and the adherence to accus tomed forms i n the
adopt ion or im i tat i o n of features of t imber con
s truct ion i n stone construct ion and ornamen t by
the anc ien ts ; as , for i nstance , i n th e form of the
Pers ian capi tal from Persepol i s , and i n the den t i l
ornament of cl ass i cal arch i tec tu re ment i oned i n the
preced i ng chapte rs .
Ou t of nec ess i ty spr i ngs construc t ion ; ou t of

construct i o n spri ngs ornamen t . We cannot find
the i n d i v idual i n e i ther

,
both be i ng the resu l t of

s l ow and gradual evol u t ion , requ i r i ng l ong periods
o f t ime and con t i nu i ty of cus tom

,
l i fe

,
and hab i t ,

and the con t i n uous associated labou rofcommun i ties ,
where i n th e i nd i v i dual i s of l ess i mportance than
the mai n tenance of the soc ial organ ism . A t fi rs t
th e preservat i on ofthe gens

,
the tr ibe , the protec t i on

and serv i ce of the v i l l age commun i ty
,
th e hand i ng

on of t rad i t i on and fol k- l ore , u n t i l , wi th conquest
and extens ion and consol idat i on i n to a nat i on ,
settl ed i ndustri es

,
and rel igiou s fa i th and ri tual , the

des i re ar i ses to cl othe the myth i cal and sp i r i tual
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a shaft , suggested th e cluster i ng of many l ights
together , as i n great western o r eastern wi ndows

,

d iv id i ng them by mul l i ons break i ng i n to geometri c
tracery i n th e poi nted heads ; and thu s ra is i ng a
beau t i fu l p i erced screen o f s tone to hold the
col oured glass and reveal i ts splendour agai nst
the fu l l l igh t of the sky .

Can we name the i nventors of these changes
,

th e evol vers of these beau t i es o f ou r construct ive
art Do we not feel that by the i r very natu re they
coul d not have been c la imed by any i nd i v idual
m ind alone or have reached perfect i on i n a s i ngl e
l i fe t ime ? They are th e natu ral resu l t of a free
and v i tal cond i t i o n i n art , moved b y the u n i ty of
fa i th and feel i ng , where i n men work together as
brothers i n u n i ty

,
each free i n his own sphere

,
bu t

n ever i sola ted , and never l os i ng h i s sense of

rel at i on to the res t .
Thus we get the harmon ious effec t of a great

orches tra , where , though every vari ety of instru

ment may be played , al l are subord i nated , or
co -ord i nated , to th e mus i cal scheme , and produce
that impress ion of power and sweetness by caden ces
that may be now soft as th e wh ispers of the
summer w i nds over a fi el d of wheat , and anon
sweep l i ke a tempes t w i th th e fu ry of thu nderi ng
waves upon the u tmos t shores of sound .

The emotions produced by s uch forms of
col l ect i ve art l i ft the m i nd ou t of th e personal
region al togethe r ; they are ak i n , i ndeed , to the
fee l i ngs awakened i n the p resence of wi ld natu re .

We seem to hear the vo i ce of Time h imsel f ou t
of th e cavern s of th e pas t , the song of l i fe

,
l i ke

that of a ch i ld i n the sun l igh t
,
and the hal f
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arti cu l ate

,
pathe ti c murmur of the vo i ces of bi rds

and beasts ; the hush of the wood at noon - t ide
,

th e transfiguration ofthe afterglow , and the mystery
o f n igh t .
I n the prim i t ive ornamen t of al l peoples we find

the same or s im i lar typ i cal forms cons tan tl y re

cu rr i ng
,
the germs o f pattern des ign afterwards

developed
,
compl i ca ted , and refi ned upon : the

chequer
,
the z igzag , th e fret , th e c i rcl e , th e sp i ra l

vol u te
,
the twi st i ng sc rol l - can we ascr ibe the i r

i n ven t ion to any i nd i v idual m i nd or hand ? Can
th e mechan ic ian tel l u s who w ere the i nven tors of
th e wheel

,
the l ever, the mode o f produc i ng fi re

,

the canoe , the paddle , the spade , th e p l ough , the
vesse l of c l ay , the axe , th e hammer, the needl e ,
or even sp i n n i ng and weav ing ? Y et they are
in ven t ions of i ncal cu

‘

l abl e importance to human
l i fe , wh ich wi thou t them cou l d no t ma i n ta i n i tsel f,
much less bu i l d upon them , as i t were , the vast
and complex struc tu re of modern i nven t ion

, of

sc i en ce , and of art .
A form i n ornamen t on ce found

,
however

,
i s

repeated . The eye grows accustomed to i t
,
takes

del igh t i n i t , and expects i ts recu rren ce . I t
becomes es tab l i shed by use and won t

,
and i s ofte n

assoc i ated wi th fu ndamental ideas of l i fe and the
un i verse i tse l f. Thus we get trad i t i onal ornamen t

,

handed on from generat ion to generat ion
,
i ts origi n

and mean i ng perhaps los t —l i ke the p i ctoria l s ig
n ificance of the i nd iv i dual l e t ters of ou r alphabet

,

wh ich everybody uses , bu t wh ich requ i re a spec ia l
k i nd of s tudy and research to expla i n the i r real
mean i ng and origi nal forms .
S i de by s ide wi th th i s l i k i ng for the accustomed

,

355



THE COLLECT IVE I NFLUENCE

NATURAL VAR IATION IN REPETIT ION OF ORNAMENTAL FORMS.

PR I MARY SCHOOL CH ILDREN DRA\VING ON THE BLACK
BOARD , PH I LADELPH IA .

th i s demand for th e expected , appears to have
grown up another feel i ng , a love of change and
var iety equal ly natu ral a nd human .
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own experi en ce w i l l te l l u s ) , wh i l e i t requ i res an
effort to reprod uce i ts exac t coun terpart . Thi s
tendency to vary the same form , i n repeat i ng i t ,
by d i fferen t i nd iv idual s i s i l l u strated by the l i t t l e
Ameri can . ch i ldre n cu l t i vati ng the i r fac i l i ty o f

hand by draw i ng on the blackboard . Th i s natu ra l
vari at i on

,
havi ng a ri ch and pl easan t effec t

,
i s

encouraged u n t i l consc ious and s tud ied i nven t io n
and i ngenu i ty of ind iv idu al art i s ts i n the varying
of de s ign s take i ts place .

Trad i t i o n i n des ign may no doubt be largel y
attri bu ted to the i n fl uence o f th e workshop , o r

what we shou l d now cal l tech n ical necess i t i es , th e
u se of certa in tool s and mater ial s g iv i ng a certa i n
characte r of the i r own i n the renderi ng of form ,

as on e may see even i n th e case of such a matte r
as qual i ty o f Outl i n e (i mportan t enough i n al l
des ign ) i f we compare the d i fferences between a
form drawn wi th the penc i l

,
th e pen , wi th the

brush , o r wi th charcoal . A certa i n typi cal t reat
men t becomes natu ral l y evol ved i n the cou rse of

prac t i ce wh i ch seems proper to each method , wh i l e
the t reatmen t i s su re to be s l igh tl y varied i n the
hands of every i nd iv idual . O f cou rse a s trong
art i s t i c personal i ty may greatl y mod i fy trad i t i on
i n any art

,
though such an one i s seldom ent i rely

free from i ts i n fl uence ; and th e greates t art i sts i n
past t imes have general ly bu i l t upon i t , and have
become what they are rather becau se of an ex i st i ng
v i tal trad i t i on admi tt i ng of i nd iv idual variat ion .

Th i s was largel y the case , I th i nk , wi th the
great masters of the I tal ian Renascence , some o f

whom I spoke o f i n th e prev ious chapte r . The
general standard of excel l ence was mai n ta i n ed by
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the i r con temporari es . A great i nd iv idual art is t
ari ses and only by degrees d is t i ngu ishes h imsel f
by h i s personal cho ice and treatmen t , h i s vari a
t ion of practice or method , grafti ng on to th e
stem perhaps some new rare flower. H e ra i ses
the s tandard h igher

,
he i mports new el emen ts ,

he i nfluences trad i t ion
,
and the lamp i s handed

on .

Giotto’s art would not have been what i t was
but for the Byzant i ne i nfl uence u nder wh ich he
was tra i ned . Withou t los i ng certa i n fi ne qual i t i es
of the d ign i ty and seren i ty of the ear l ier art , h e
i n fused fresh l i fe and prepared the way for th e
greater freedom and natu ral i sm of h i s su ccessors .

The variou s school s of painting are closel y l i nked ,
and i f the l i nks were complete we shou ld perhaps
be more struck wi th the resemblances , the s im i lar i
t i es , than the d i fferences .
The great st ructu re of s tyl e i s ra ised stone by

s tone the labou r Ofgenerations of artists gradual l y
advances the s tandard o f excel l en ce . N ow and
then a greater m i nd appears

,
and by some new

thought or method , fresh sent imen t or po i n t o f

v iew , ra i ses the standard h igher , and so an epoch
i s marked i n ar t.
Great cleavages from t ime to t ime occur wh i ch

d i stu rb the orderl y , progress i on and connect ion ,
l i ke catacl ysms i n nature—_ earthquakes and up
heaval s wh ich break the cont i nu i ty of the geologic
beds and th row them upon d ifferen t l evel s ; bu t
the s trong soc i al and col lec t ive te nden cy i n man
i s always to repa i r and reform

,
to re - un i te scattered

fragments and to form new trad i t i ons both i n l i fe
and art .
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I n an age wh ich has seen the devel opmen t of

an organ i zed i ndustr ia l system of extraord inary
and m i nu te d i v i s io n of l abou r u nder the factory
sys tem ,

and has now entered an epoch of fu rthe r
spec ial i zat ion of l abou r wi th the i nvent ion and
u se of compl i cated mach i nery driven by steam
and el ec tri c power

,
i n assoc iat ion wi th wh i ch

labou r becomes not onl y spec ial i zed bu t almost
au tomat i c , we perhaps hard l y need rem i nd i ng of

th e col l ect i ve i nfl uence , s i nce for th e effect ive
suppl y o f the b ig world-marke t a l l produc ts are
the resu l t o f col l ect i ve human labou r.
S uch an organ i zat ion of mach i ne produc t ion as

every effect i ve fac tory d isplays
, of co l lective l abou r ,

though not organ i zed for the col lect i ve benefi t ,
bu t ratherwastefu l lycon tend ingwi th other factori e s
for private profit -mak ing i n a fierce and u nscrupu
l ous warfare o f commerc ial compet i t io n - such
organ i zat i ons can hard ly be favou rable to the
product i on of fine and beau ti fu l art . The art ,
the wonder , the i n ven t ion , i f anywhere ,

mus t
real ly be sough t i n the mean s rathe r than th e
ends . The mach i nes wh ich produce ou r wares
are marvel s of ingenu ity, of mechan i cal adaptati on ,
o f economy o f force , but the fin i shed produc t i s
o ften mos t depress ing . One may see i n pri n t
works , for i ns tance , those wonderfu l colou r pri n t i ng
mach i n es capable of pri n t i ng seven , and even
twel ve , colou rs from the rol l ers i n su ccess ion upon
the c loth as i t passes th rough

,
often tu rn i ng ou t

extremely tame and commonplace patte rns on
cheap material , wh i ch l ook much more i n te res t i ng
as engraved upon th e pol i sh ed copper rol l e r than
they ever do on the cloth .
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needs e i ther , bu t i n order to sel l a t a profi t . A rt ,
however, i s onl y concerned wi th qual i ty—to make

TAPESTRY CARPET W EAV ING .

everyth i ng as good of i ts k i nd as poss ibl e
,
to seek

vari ety , beau ty , apprOpriateness .

We have ye t to see whether i ndus tri al produc t i on ,
organ i zed on the modern system , i s equal to the
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o ld hand i cra ftsman wi th h i s s imple me thods , as

far as art i s t i c resul ts are concerned .

S o far th e I nd ian
,
wi th h i s hand-block pri n t i ng

his pat tern on h i s stri p of musl i n or cot ton , or

d ipp i ng h i s t i ed cloth i n to the dye , produces more
art i s t i c resu l ts than al l ou r wonderfu l mach i nery .

Mechan i cal perfec tion i s one th i ng , and arti s t i c
feel i ng qu i te another

,
and the more as an end a

people seeks after the fi rs t the less I t I s l ikel y to
care for or unders tand the other.
The chai n of product ion , too , may be mechan i c

al l y complete
,
as in ou r bes t factori es i t may be

sai d to be as far as organ i zat ion goes , yet we may
be s t i l l far from the fi ner sympathet i c chai n of

assoc iat ion by means of wh ich the bes t
work i s produced . I n th i s we mu st i n c lude the
s t imul us of external beau ty and harmon ious su r

rou ndi ngs , as wel l as ind iv idual freedom .

S uch a cond i t ion o f th i ngs m igh t have been
fou nd i n any c raft’s -gu i ld , and seen i n fu l l work ing
order i n any workshop of the M iddl e Ages .
S uch an i n terio r as is pi c tured by E t i en ne
D elau ne , a cel ebrated goldsm i th of Pari s

,
as l ate

as the s i xteen th centu ry , of h i s own atel i er , engraved
by h imsel f, shows u s a group of art i s t craftsmen
work i ng together wi th al l th e tool s and implemen ts
of the i r art around them . O f the three seated at
the bench one i s engrav i ng or chas i ng ; another
at work upon a watch

,
dri l l i ng apparen tly ; wh i l e

the th i rd i s do i ng some fine r epou sse
’ work . The

young man at the fu rnace i s probably enamel l i ng
,

and a boy at the wheel appears to be wi re ~ drawi ng.

A great vari ety of tool s are placed i n exemplary
order upon the wal ls—pi ncers

,
pl i ers , fi les

,
shears

,
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duce the sect ion sketched i n chal k on a bl ack
panel a t the s ide of the fu rnace i n a comple ted
form to exac t measu remen t

.

GLASS BLOW ING .

The art of the pri n ter of books to wh ich so

much i n terest has of late been drawn , and wh ich
has been rev ived as an art by M r . Wil l iam Morri s
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INTER IOR OF A PR INTING OFF ICE IN THE S IXTEENTH CENTURY
(FROM 108 1

”

AMMAN ) .

at h is K e lmscott P ress , affords another i nstance
of the necess i ty of i n tel l igen t and art is t i c co

operat ion .
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To begi n wi th , t ll t re i s the paper ; a good tough

handmade paper , l i ke drawi ng paper , i s wanted
for r i ch and brigh t impress ion s of type or woodcuts .
Th i s must be made from the bes t l i nen rags

,
and

each sheet - i s man ipu l ated by the hands
,
by means

of a wired frame of wood d ipped i nto the pu lp
and cunn i ngl y shaken so that i t (th e pulp) shal l
spread over the wi res evenly to form

,
when dry

,

the shee t of paper .
Then the type -fou ndi ng must be l ooked after .

Letteri ng of good form mus t be des igned , and so
des igned that each l e tte r must be separate and yet
capable of form i ng words wi thou t u ndue gaps

,
and

al so l egi b le pages of agreeabl e type , good i n the
mass and good i n the s i ngl e l et ters and words .
The type - fou nder and designer must therefore be
a man of taste and cul t i vat i on , he must have a
knowledge of alphabets , of earl y pri n t i ng and of
h i s tori c M S S . and cal l igraphy , and h e mus t be a
capable des igner , abl e to apprec iate the n i ce t ies of
l i ne

,
the val u e of a curve , of balance and mass

,

proport ion and appropri ate scale .

Mr . Morri s had several typ i ca l anc i en t types
photographed upon a large scal e so as to more
eas i l y compare the i r des ign and structu re , and
founded h is own des ign s for h i s K elmscott fou nts
more or l ess upon them , giv i ng them , whether
Roman or Goth i c , a d i st i nct i ve character of the i r
own . This i s abou t as near as one can get i n our
consc ious , sel ect i ve way to o ld methods , i n wh i ch
i nd iv i dual s from t ime to t ime i n troduced smal l
variat i ons

,
wh i le adheri ng to th e general s tyl e

and form
,
so that the col lec t i ve t rad i t ional in

flu ence and h is tori c con t i nu i ty i s preserved wi th
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pri n ter

,
as defec t i ve pri n t i ng , poor impress ions ,

the blocks not up to fu l l s trength , the impress ions
bl urred

,
would spoi l the effec t of the best work .

B righ t , cl ean impress ion s are wan ted , and much
care and ski l l are requ i red to secure such

,
as wel l

as t ime to al low the sheets to dry wel l before be i ng
made up i nto book form .

GOLD-TOOLED BOOK COVER . DES IGNED BY T . J . COBDEN
SANDERSON .

F i nal l y the b i nder takes up the tal e of col l ect ive
sk i l l n ecessary to the produc ti on of that one of the
mos t beaut i fu l of beau t i ful th i ngs—a beaut i fu l
book
H ere , of cou rse , an immense amoun t of art may

be cal l ed i n o ver and above neat and carefu l
c raftsmansh ip i n the prel iminarybu t most necessary

3 70
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s tages of “forward i ng , as M r . Cobde n-Sande rson
has tol d us . Beau t i fu l b ind Ing , Indeed , may

GOLD-TOOLED BOOK COVER . DES I GNED BY T .
_I . COBDEN

SANDERSON .

display some of the mos t refined qual i t ies of
decorat ive art i n d ispos i t i on of l i ne and patte rn

,

wh i le i t affo rds i n gold tool i ng anothe r i ns tance of
37 I
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s tri c t l i m i tat io n of method l end i ng i tsel f to free
i nvent i on and fancy .

The art i s t i s u nder the necess i ty of bu i ld i ng up
h i s l i nes and construc t i ng h i s forms by the repet i t i on
of the impress of certa i n tool s

,
the most resourcefu l

des igner be i ng shown by the decorat ive u se he i s
abl e to make of few and s impl e forms . A n
exami nat i on of the des igns by M r . Cobden
Sanderson , given here , wi l l show that they are
bu i l t up of very few un i ts . A flower

,
a l eaf, a stem ,

and stra igh t l i n es of borders wi th th e l etteri ng ,
wh i ch i s al so an importan t ornamental u n i t .
E very th i ng depends upon the taste and ski l l w i th
wh i ch they are u sed .

F rom the s i ngl e exampl e of th e cha i n of as
sociated l abou r necessary to the produc t ion of a
book , we may see then how mu ch depends u pon
i n tel l igen t and harmon ious co -operat i on i n col l ec t i ve
work . Where each process i s so i mportant , where
the sk i l l a nd taste of each worker i s so necessary
to the compl ete resu l t , one can hardly say that
one i s more importan t than another—certa i n ly not
l ess essen t i al . We see , too , how i nter -dependen t
the work of each i s . Each s tone i n the s tructu re
must be wel l and tru l y l a id

, or sound progress and
sat i sfactory complet i o n are imposs ib l e . A rt i n al l
i ts man i fold developments always teaches u s th i s .
Fau l t or fai l u re a t one stage may ru i n the whol e
work .

A re the fou ndat ions l ess importan t than the
wal l ; i s th e wal l l ess importan t than the w i ndow ;
i s th e roof l ess essen t ial to the house than the
carv i ng of i ts porch

,
or the pai n t i ng of i ts in

terior

3 7 2
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