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of persons privileged to run a risk. It is
a luxury we may all indulge in on occasion
—were it not so, art would be no congenial
pursuit for any one who is really alive. Only,
a man should look before he leaps into
danger, weigh the odds before he wagers;
“Erst wigen, dann wagen,” is the pithy way
Count Moltke’s motto puts it.

When the artist starts from the beginning,
and the scheme of design rests entirely in his
¢ hands, it is not so difficult to determine
ju\s‘t what is fit. The scheme develops itself.
But in the more frequent case, in which the
art of the ornamentist is only supplementary,
and he has to work, as he usually has, upon
lines already laid down for him, it is only
where those lines are worth preserving that
he is necessarily bound to preserve them—
assuming, that is, that he can obliterate them.
This is heterodox, but none the less true. If
the lines existing are bad, and he can by his
design withdraw attention from them to lines
more reposeful to the eye, he is doing good
work. Only he should do nothing but what
he can make seem right. There must be no
appearance of awkwardness, no suspicion of
effort about it. It is a case in which success
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alone justifies the attack upon the situation.
To fail is to lay yourself open to the charge
of the unpardonable sin, the sin of disobedience
to the conditions of design.

An actually hap-hazard or eccentric scheme
of composition, such as a Japanese will some-
times affect, is hardly in contradiction to what
I have laid down. When a Japanese artist
cuts a panel quaintly into two, after the
manner of Plate 34, and treats each part of
it as seems good to his queer mind, he is only
doing what the Pompeian decorator did when
he cut off a portion of his wall space, and
painted it as a dado; though he does it more
energetically, not to say spasmodically, and
with less appreciation of proportion.

So, again, when the said Japanese strews
buds and blossoms about a box top, and
breaks up the ground between with conven-
tional, though very accidental, lines of crackle,
as on Plate 33, or when he crams all manner
of geometric diapers into a panel, as on
Plate 21, he is merely doing in a more eccen-
tric manner what the European artist does,
with greater regard for symmetry, when he
disposes his sprigs or what not on a geometric
basis. If only he arrive at balance, which he
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almost invariably does (so little is his instinct
in this respect likely to err), there is no occasion
to cry out against him. We, on our part, are
perhaps too much disposed to design as
though there were no possible distinction
between symmetry and balance, between
bulk and value—as though the little leaden
weight did not balance the heaped-up pound
of fruit or feathers in the scale.

Design apparently quite unrestrained, such
as the men of the Renaissance habitually
indulged in, proves very often, upon exami-
nation, to be constructed upon one or other
of the systems I have described. Sometimes,
indeed, the system of construction is very
frankly indicated, though not precisely de-
fined—the confession, that is to say, is full
enough to ensure absolution for any offence
there may be against strict order.

On Plate 1 there is blotted in a panel of
ornament somewhat on the lines of Androuet
du Cerceau, in which the central feature is an
echo of the medallion treatment, whilst certain
vertical and horizontal lines recall, however
vaguely, the notion of a border. Such remi-
niscences of severely constructional divisions
give additional charm, as it seems to me, to
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design otherwise fanciful, and even fantastic"
in character. It is as though a man said in
his design, almost in so many words: I claim
my freedom, but I have some lingering
respect for law and order.

Except on the very minutest scale, the
scope of subdivision possible with regard
to a space, is not affected by the amount
of -ornament introduced, nor by its character.
No matter whether it be human or animal
figure that you employ, conventional or
natural foliage, scroll or growth, interlace-
ment, arabesque, or geometric pattern, the
possibilities in the way of distribution are the
same.

Naturally, however, certain lines of sub-
division will be found to accord with certain
kinds of treatment; and so we find that, as a
matter of history, the Mohammedans adopted
certain lines of composition, the Greeks other
lines, the Japanese quite others again, and
SO on.

Furthermore, the lines one would instine-
tively choose for different purposes would
themselves be different. One would scarcely
proceed to decorate a panel by merely cross-
ing it with bands of ornament (see Plate 22),
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except perhaps in the case of some long strip
of a panel which it was absolutely necessary
to shorten. There is a case in point given on
Plate 36, where the disproportionate, though
constructionally very proper, length of the
panels of a roof is mitigated by the band-wise
arrangement of the stencilled ornament.

A similar system was found by the Greeks
to be the most satisfactory way of dealing
both with vases and draperies. Their pet
idea of decorating a full skirt seems to have
been by means of so many parallel patterns.
You have only to refer to the terra-cottas at
the British Museum to see both of these uses
illustrated, often in a single vase.

What one would do, then, is not the same
thing as what might be done. The possible
ways of distribution are never all of them
alike expedient. There must, for example,
necessarily be some correspondence between
detail and its distribution.

For all that, there is no cut and dried rule
as to the association of this kind of detail
with that kind of distribution, or wice wversd.
It does not even follow that the description
of detail usually found in connection with a
certain order of composition is the only detail

D
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appropriate to it. The happy connection of
the one with the other is evidence only of
their conformity, not at all of the incongru-
ity of other combinations, It is just possible
to fry without bread-crumbs. Is it not chiefly
laziness (where it is not a suspicion of our
own incompetence) which tempts us to adopt
bodily what has already been found to suc-
ceed? There are so many people in the
world to whom it comes easier to take what
there is than to give something of their own.

A design is in harmony, not when it is
strictly according to Greek or Gothic prece-
dent, but when the parts all fit.

Suppose, for instance, the lines in a compo-
sition lead up to some prominent feature,
that feature must be of sufficient interest to
justify the attention it attracts. There are
positions so prominent they almost demand
figure design properly to occupy them.

Such central features as those in Plates 1,
17, and 32 are bound in consistency to be
of more importance than their surroundings.
I don’t mean to say that an heraldic shield
like that on Plate 17 is essentially of pro-
foundest interest; but in the eyes of its
owner at least it is worthy of all prominence.
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$8688485484 “}S'ﬁ’“"ﬁ ' ISYYY ak“ il $5558848 i
HasHssuasH L1 HA Y ﬂn!lﬂll'ﬁll hl |l.n||==||"‘||

HERUESHES Y

N

[

= NN e - 1 BN "
&\*&%#% \\\x?f ’ iy
4 z ,.s;: \ <
L\ {,w

&‘.S}I&Sﬁ“} “IS.'&S}I‘I&

$468888483

nEsnssusi

mm 2gs




Some Alternatives in Design. 35

In like manner also, if it is proposed to
introduce the figure, or anything of that
importance, it is only natural to provide for it
in your scheme, whether in the shape of
medallion, frame, niche, or what not. The
gem of your design should have a setting
worthy of it.

Any feature, such as a tablet, medallion,
label, cartouche, shield, and so on, introduced
into a composition, should bear relation not
only to its surroundings, but to what it is to
enclose. This is a serious consideration very
often neglected. It is no uncommon thing to
see a shield introduced merely to bear an
inscription, a circular medallion to frame a
picture which demands a rectangular outlirre,
and all manner of queerly proportioned
shapes, which by their very position call for
decoration, whilst, at the same time, it is
almost impossible to fill them satisfactorily.

Upon the same principle of fitness, a pre-
determination to adopt natural forms of
foliage would, artistically speaking, necessitate
the choice of a not too rigid skeleton for
it. Detail designed on a large scale would
call for equal breadth and simplicity in the
setting out.

D2
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So with regard to the allotment of orna-
ment—once the lines determined, the artist
must scheme his ornament accordingly.
Whether he elect to ornament every portion
of the surface, as the Orientals and the artists
of the Early Renaissance often do, or certain
selected parts only, like the Greeks, whether
he chose to decorate many parts or few, and
which parts, and how—that is his affair. His
taste must be his guide in that; and unless
he have some taste he had better not
attempt to design. This may sound like
discouragement ; but it is only kindness to
the beginner easily capable of discouragement
to make him aware at once of the difficulties
in his way. The lukewarm may as well be
warned off. Ornament is not one of those
easy things a man may take up for a liveli-
hood, pending fame as a painter. Success
in ornament implies devotion to it,
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ON THE FILLING OF THE CIRCLE AND
OTHER SHAPES.

The various lines on which ornament may
be distributed over a simple panel or parallelo-
gram having been so far discussed, it remains
now to show how the same principles apply
to the covering of all manner of shapes.

Evidently it makes little difference at all,
and in principle none whatever, whether they
be four sides of a figure we have to deal with,
or three, or five, or how many. In either case
you proceed in the same way ; youwork from
the centre or from the sides, as best may suit ;
you divide your space into regular or irregular
compartments, on the systems already ex-
plained ; you overlay one feature with another,

or interweave this with that ; you interrupt a

border, or encroach upon a field, according to
the circumstances of the case; and so on,
much as though it were a square shape you
were dealing with.
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In the case of anything like an awkward
shape, you have even an opportunity of
correcting it, by introducing into it some pro-
minent figure of more regular outline, which,
if you insist upon it, will occupy attention,
whilst the irregular surrounding space will go
only for margin or border—just as in the
case of the regular panel you had the option
of discounting its severity by means of any
irregular feature it seemed good to you to
insert.

The management of the circular shape, and
of the irregular forms of vases, seems to
present a more serious difficulty ; but it is
more apparent than real.

The simple treatment of a vase is (I) ac-
cording to its elevation, as may be seen in
Vase 1, Plate 37, or in any striped Venetian
glass, or (2) according to its plan, as exem-
plified in Vases 2, 3, 4, or in the rude
earthenware of every period. The glass-
blower falls, in fact, as naturally into the
one scheme of lines as the thrower or turner
into the other.*

A third way is to cross the shape diago-
nally, which gives the appearance of twisting

* See ¢ The Application of Ornament,” Plate 8.
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to be seen in the bowl of Vase 3, a device
common enough in old silversmiths’ work.

Two or more of these systems may be asso-
ciated ; and they often are ; as in so many a
German tankard of the fifteenth or sixteenth
century, where the bulbous bowl is beaten out
into the semblance of a melon, and the neck
and foot take the lines of the lathe. In
Vases 5 and 6 it is very noticeable how the
ornament is constructed on two series of
cross lines, the one series according to their
plan, the other according to their elevation.

Now the decoration of a vase lengthwise,
according to its elevation, corresponds to the
striping of a panel with vertical lines; the
decoration bandwise, according to plan, cor-
responds to the striping of a panel with hori-
zontal lines; and the twisted treatment
corresponds to a series of diagonal lines
crossing a panel.

The way in which medallions, panels, and
other shapes may be incorporated with the
design of a vase is not different from that
already set forth. There is, however, this

difficulty, that any marked independent shape
-is likely to interfere with the form of the vase,
-or the form of the vase to distort it, which is



40 The Planning of Ornament.

the way with the landscape and picture medal-
lions so persistently misapplied to Sévres and
Dresden china. Not that it is impossible
to introduce such features with good effect;
only it needs to be done with judgment,
which of all things is most rare. And, as it
happens, the difficulty has been more often
attacked with valour than with that discretion
which is reputed to be its better part.

What is said with reference to the vase
shape applies equally to balusters, columns,
and cylindrical shapes generally.

When we come to the circular shape, as
of coins, plates, medallions and so on, its
decoration involves new forms rather than
new principles.

The circle is most naturally divided either
into rays or into rings. In the one case the
radiating lines may be said to answer to the
division of a rectangular space by vertical lines;
in the other the rings would answer to the
horizontal lines dividing a panel. A reference
" to Plate 38 will make this more clear.

Imagine a series of upright lines (A) to re-
present the folding of a sheet of paper. You
have only to gather the folds together at one
end, after the manner of a fan (B), and you
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have the system of radiation. Repeat the
fan shapes side by side, and you arrive at a
circle divided into rays (C).

Again, in the case of a series of horizontal
bands (D), you have only to suppose them
elastic enough to be bent, and you have a
'series of concentric arcs (E), so many slices,
so to speak, out of a circle decorated ring-
wise (F). The identical target-like result may
be arrived at by the continuation of a series
of borders round the circle, one within the
other. That is only another way of reaching
the same point in design. As in the case of
pattern planning,* one comes by various lines
of thought to the same conclusion.

The crossing of the two schemes (G) is
much the same thing as a square lattice of
cross lines in a rectangular panel. The sub~
division of the circular space by lines of more
flowing character (H) would correspond to the
division of the panel by diagonal lines. And
if those lines were crossed (J), it would be
analogous to the division of the square by
cross lines into diamonds.

The spiral line, as applied to the decoration
of the circle (K), is equivalent to the fret or key

* See ‘“ The Anatomy of Pattern,” pp. 19 and 22,
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pattern as applied to the square (L). These
analogies, I think, are plain enough. They
were suggested to me by Mr. Henri Mayeux’s
“La Composition décorative,” * to which the
student may refer for more ample illustration
of the subject.

All manner of independent shapes may be
ntroduced into the decoration of the circle,
as into that of the panel. One may plant a
shield in the centre, and surround it with
a border, as in the central disc on Plate 39:
one may associate any arbitrary form with
ringed or radiating lines. But should any such
shape form an important feature in the de-
sign, the situation is not so free from danger.
The limit is soon reached, that is to say,
within which lines or forms at once indepen-
dent and emphatic may judiciously be intro-
duced into a circular design. Anything which
counteracts the shape of the space you have
to fill needs to be accounted for. The two
rosettes at the top of Plate 39 are designed
on the safe lines of radiation; in the two at
the bottom of the plate the design is based,
in the one case on a vertical dividing line, in

‘the other on a horizontal.

* A, Quantin, Paris.
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The difficulty in dealing with forms con-
tradictory one to another is, that you are apt
to leave interspaces of irregular shape, which
are not easy to deal with; as for instance, in
the inevitable spandril which occurs so fre-
quently in architecture. If a spandril happen
to be very large you can insert into it a more
symmetrical shape, which will hold its own ;
and if it be insignificantly small, you may
ignore it. You may (where it is of import-
ance enough to be accepted as an individual
panel) treat it as such, with figures, scrolls,
and so on. You may simply cover it with
an unimportant pattern in the nature of a
diaper, or leave it blank. These are the
extremes: the happy mean in spandril deco-
ration is not easy to find.

The spandril may be taken as typical of
all the many awkward shapes which come
of the intersection of curved lines by straight.
Ornamental design would be a very much
easier thing if we had only to consider the
lines of the ornament, without any regard to
the interspaces.

From the circle to the rosette, or cusped
circle, is so short a step, that the treatment
of such shapes goes almost without further
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saying. The cusps seem almost to call for
acknowledgment by lines radiating towards
them. Indeed, if you simply carry a series
of borders, one within the other, round the
cusps, the serried points will give of them-
selves radiating lines; just as in the case of
the vandyke or zigzag * it was shown that the
recurring points gave vertical cross lines.

The pentagon, hexagon, and other equal-
sided polygonal figures may be considered as
broken circles.

The triangle offers no new difficulty: it is
merely a case of three sides to deal with
instead of four.

A branched form may be treated branch
by branch. The Greek cross, for example,
may be regarded as an assemblage of five
squares ; the Latin cross as a group of four
parallelograms ranged round a square.

An altogether exceptional space will be
pretty sure to indicate of itself the exceptional
lines on which it can best be decorated ; and

a capricious one may well be left to the caprice~

of the artist.

* See ¢‘ The Anatomy of Pattern,” p. g.
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ORDER AND ACCIDENT.

Entirely apart from the question of the
skeleton of a design, is the consideration
as to whether it shall be looked at primarily
from the point of view of line or of mass.

In any satisfactorily completed scheme, lines
and masses must alike have been taken into
account ; but the artist must begin with one
or the other; and the result will probably be
influenced by the one or other consideration
which was uppermost in his mind. Which of
the two it may happen to be, is more often a
matter of temperament than of choice with
him.

The primary consideration, whether of line
or mass, will always lead the designer, though
perhaps unconsciously, to adopt a plan accord-
ingly. That is to say, the preference for mass
will lead him to attack his panel resolutely,
planting shapes upon it, which it will be his
business afterwards to connect by means of
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the subsidiary lines needful to the completion
of the scheme. On the other hand, a greater
partiality for line will induce him to have
recourse to a more orderly procedure; will,
perhaps, even suggest a geometric ground-
work, which, however far he may depart from
the first lines, will materially help him in
securing the object he has most at heart.

If you start with certain arbitrary and
irregular forms, arbitrarily and irregularly
disposed, so many patches, as one may say,
on the panel, it is clearly not such a very easy
matter to connect them by any systematic lines
of ornament. If, on the contrary, you begin
with a system of orderly lines, these must
necessarily determine in some measure the
shape and distribution of any more prominent
features you may thereafter introduce into the
scheme.

For my own part (whilst I disbelieve
entirely in arriving at anything more than flat
mediocrity by the adoption of set rules of
proportion), I feel rather strongly that there
should be by rights a strict relation between
the parts of a design, however little it may
be obvious. If, for example, there is a space
to fill between border and central medallion,

et FoefT by S rmoe Hrmn
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a diaper may be enough; but the diaper
should be designed into its space. And even
if part of a design be permitted to disappear,
as it were, behind this feature or that, it should
be so schemed that no very material form is
mutilated in the process. Where an interrup-

tion occurs in a border the pattern should be:

planned with a view to such interruption.

Even though you deliberately adopt a diaper,

say as background to a scroll, the character of
that diaper should be determined by the scroil,
notwithstanding that the lines of the one are
meant to contradict the lines of the other.
The cultivated artistic sense is by no means
satisfied with the casual employment of any
diaper.

Again, where one feature of the design is
overlaid by another, the underlying pattern
should be designed expressly to be overlaid.
You find, for example, in Early Gothic win-
dows the spaces between the more prominent
series of medallions seem always to have sug-
gested the subordinate series, so absolutely
are they‘ shaped with a view to the interrup-
tion they suffer. In the book cover on
Plate 40 the tooled borders disappear as it
were behind the silver clasps and corners;
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and one sees no harm in this, because the

tooling is so distinctly subordinate to the

silver mounting, designed indeed one may say
to supplement and connect it. The careless
overlaying of one pattern, or of one scheme,
by another, is the merest make-shift for
design.

The apparently “accidental” treatment,
when it is at all successful, is not quite so
much a matter of accident after all. You will
find invariably, if you inquire into it, that
there has been no disregard of the laws of
composition, but only the omission of some
accustomed ceremonial. To take what might
seem a flagrant instance of the disregard of an
obvious rule of art:—an artist like Boulle
would sometimes boldly treat the doors of a
cabinet as one panel, notwithstanding their
actual separation by a pilaster between them.
However wicked this may be in theory, his
practice proved it to be not so unsatisfactory.
And for this reason—that the upright inter-
vening space was, as a matter of fact, very
carefully taken into account in the design.

He only goes a step further than the
obviously permissible treatment shown in the
double panel on Plate 41, where the two one-
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sided panels are jointly symmetrical. Boulle
chose to make a constructive feature less em-
phatic than its position would have suggested
to most of us it should be. But he did not
really ignore it. Very far from it. Had he
disregarded construction, the error would have
been very perceptible. If he succeeded at all
in satisfying the eye, it is because he did with
great deliberation and judgment what might
easily be mistaken by the inexperienced for
an inconsiderate thing. Giants can afford to
be daring.

It is when liberties are taken by the
novice, without forethought and without
discrimination, that they become offensive.
Where there is no offence in the lapse from
what we have been accustomed to think a
wise rule, be sure it was designed, and designed
with more than ordinary skill. It is only a
master that can reconcile us to something
which, until he did it, we did not think could
properly be done. There is nothing careless
or casual in the art of design—not even in
the little art of ornament.
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PREFACE.

The former text books of this series con-
cerned themselves with the rudimentary lines
onn which ornament may be designed and
distributed.

It is only in theory, however, that orna-
ment can be independently discussed. Prac-
tically it exists only relatively to its applica-
tion. Apart from its place and purpose and
the process of its doing, there is no such
thing as ornament,

The necessity of adapting design to its
position and use is as obvious as it is abso-
lute. The need of conforming to the more
technical conditions imposed by material and
the means of working it, is not so generally
understood. It takes, perhaps, a craftsman
thoroughly to appreciate its urgency.

These few chapters go to demonstrate how
essential to ornament is its strict subordina-
tion to practical conditions ; how in all times

vi Preface.

and in all crafts good workmen have cheer-
fully accepted them ; and how the very forms
of historic detail handed down to us grew
out of obedience to them.

The relation of such forms to nature is dis-
cussed at length in the volume on ‘ Nature in
Ornament.’

This fourth edition of the ¢ Application of
Ornament’ has been once more carefully re-
vised.

LEwis -F.-Day,

13 Mecklenburgh Square, Londen, W.C.
Dec. 1895.
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THE

APPLICATION OF ORNAMENT.

I.
THE RATIONALE OF THE CONVENTIONAL.

Concerning all questions of art, the diffi-
culty of coming to any clear understanding
is greatly increased by the totally different
meanings attached to the terms, more or less
technical, one cannot avoid using.

To begin with definitions does not greatly
help us. We no sooner commence to define
than we find ourselves stumbling against
other words equally in need of explana-
tion.

What a flood of light would be let in upon
the question of decorative design, could we
but agree amongst ourselves as to what is
meant by the term “conventional ”!

An English ornamentist understands by
conventional treatment, such a rendering of
natural forms as may be consistent with the
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2 The Application of Ornament.

decorative character of the work in hand. It
implies to him that self-restraint, that intelli-
gent selection, that recognition of material
and its characteristics, that strict regard for
the place and purpose of design, without
which- ornament does not so much as deserve
the name of ornament.

To a Frenchman, on the other hand, it
stands. for all that is helpless. and hopeless
in art. “C'est de la. convention, ¢a” is the
expression of his supremest contempt.

Of course it is net merely a matter of
country. Not all Britons are agreed as to
what they mean by the word. cenventional,
nor all Frenchmen; but there is in the
national interpretation of the term: an expla-
natien of the respect, as of the contempt, in
which conventionality is held.

The continental use of the word: is- perhaps
the more exact. The conventional is literally
that which has come te be accepted ; and,
as a matter of experience, we find that, even
in a world of progress, little or nothing is
ever universally accepted until it is already
stale. The accepted thing becomes, there-
fore, identified with all that is most tedious
and deadly dull in modern art. There

The Rationale of the Conventional. 3

seems to be no hope or promise in it; it
stands for stagnation.

Yet there is another side to the question.
We find in the best work of nearly all periods,
and of nearly all nations, certain principles
which appear to have been generally obeyed ;
so universally obeyed, indeed, as to warrant
us in calling them the principles of decorative
art.

In endeavouring to explain those principles,
concerning which we have come to some sort
of general understanding or agreement, the
advocates of due restraint in ornament adopted
in an evil hour the term conventional, to ex-

Apress that kind of treatment which, whatever

its character, was adapted to the purposes of
decoration. But it proved less easy to grasp
the elusive spirit of design than to seize
the forms in which it was embodied. And
the cut-and-dried character of the examples
of design adduced to illustrate the principle
of conventionality, led to the supposition that
the conventional was neither more nor less
than the trite; the literal meaning of the
word lending itself to the confusion. '

One may take it that the artistic verdict en
convention will be mainly according to the

B 2



4 The Application of Ornament.

artist’s interpretation of the word. If by
conventional ornament we mean perpetual
variations on the old, old tunes, long since
played out; if we mean adherence to well-
worn types; if we mean affectation, imita-
tion, mimicry, a bigoted belief in the letter
of the law as it was in the days that are
happily past ; no one of any originality or in-
vention of his own—no artist, that is to say—
can consistently belong to the party of con-
vention.

If, bowever, what we understand by the
term is the spirit in which the past masters
of ornament accepted nature, then it seems
hard to wunderstand how ornament can
properly be anything but conventional. For
the masters of the past found always in
nature their source of inspiration. Their
reverence for her was none the less, that it
did not take the form of copying without a
moment’s thought the natural forms nearest
at hand, or because their reason did not lead
them to conclude that the forms she had
perfected for her own purposes were neces-
sarily fit, without further ado, for the very
different purposes of art. Indeed it is in
modifying the forms of nature to his own

The Rationale of the Conventional, s

ends that the artist really and most truly
follows her example,

No doubt a better term than the word
conventional might be found ; I prefer myself
the more expressive word “apt”; but in dis-
cussing the thing we cannot conveniently
ignore the word by which it is currently
known, and we find the word “ conventional ”
in possession.

One can scarcely conceive of ornament
which is not, in a manner, more or less modi-
fied by considerations altogether apart from
the natural forms on which it may have been
founded. Even the human form, which is
our highest type, and with which liberty may
less safely be taken than with any other of
nature’s works—even the human form is not
ready-made to the hand of the sculptor. The
works of the great masters, to which we accord
the title of “monumental,” are so in virtue of
a something which was not in the model of
the sculptor, but in his art.

Call this subtle quality what you will—con-
ventional, traditional, monumental, ideal, indi-
vidual—something there is in all applied art
(in all art for that matter, but our concern is
just now more especially with decorative and



6  The Application of Ornament.

ornamental art), which is, let us not say con-
trary to nature, for it belongs inherently to
human nature, but non-natural, in the sense
that it is not directly borrowed from natural
forms.

Conventionality in ornament 1is another
name for reticence or self-restraint. It gives
you to understand that the artist has done,
not all he could, but just what the occasion
required ; and, apart from the instinct of
reserve, nowhere exercised to better purpose
than in art, restraint is forced upon the orna-
mentist by all the conditions of his work, by
its purpose, place, and means of execution,
no less than by that necessity for repetition
which, in these days more than ever, is a
condition of its very existence.

What is Implied by Repetition. 7

IL.

WHAT 1S IMPLIED BY REPETITION.

The very purpose and position of ornamecat,
the method of its execution, and even its
construction, insist upon some treatment of
natural forms which, for want of a better
word, we call “ conventional.”

First. in reference to the construction of
ornament. Its mere repetition, wnich in a
former text-book * was shown to be inevitable,
would of itself render such treatment neces-
sary ; and even without the inducement of
economy, which calls for the use of a machine,
we should still resort to repetition, if only
because the human brain cannot go on in-
venting without intermission, but needs, even
in hand work, that comparative rest from
creating. ,

In the artist’s repetition of himself (unless
the fatal pressure of the times have made
him also a machine), there will always be a

* +The Anatomy of Pattern.’



8  The Application of Ornament.

certain degree of variety, which there could
not be in mere mechanical reproduction. But
he cannot afford to dispense with repetition ;
nor need he wish to dispense with it. It is
in itself an element in decorative design ; it
is a preventive against loose and rambling
ornament ; it exhibits order, and gives scale.

The only question is, where and to what
extent we should avail ourselves of it.

In proportion to the naturalistic character of
a design, and the point of realism to which it is
carried, it becomes unsuited to multiplication.
To put it the other way about, the oftener it is
proposed to repeat a form, the more impera-
tive it is that it should be removed from the
imitation of nature, and the further it should
be removed. It needs, in short, adaptation to
the purpose of repetition.

Such adaptation is strictly in proportion to
what I have called its reticence. A highly
elaborate and attractive feature—anything,
certainly, that is in the least self-assertive—
will not bear so much as reduplication ; where-
as an insignificant device may be multiplied
ad infinitum. In anything of the nature of a
background (and so many manufactures are
intended to serve only as backgrounds) repe-
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What is Implied by Repetition. 9

tition is of the utmost service, and repetition
implies modification of natural characteristics.

Such is the danger of tampering with the
human figure, and such the prominence it
naturally assumes, that there is great difficuity
in repeating it without offence. The interest
of a pattern is enhanced, no doubt, by the
recurrence at stated intervals of appropriate
figures. But it is desirable that there shall be
always some ditference in them; for with
every repetition of the same figure its charm
is discounted. There is something exaspera-
ting in the reversing of identical figures in
a pattern (Plate 2), when it is so simple a
thing, by the careful disposition of various
creatures, to retain the symmetry of effect
desired (Plate 3).

Presumably the reason for introducing
figures into ornamental design, is for the sake
of some added interest there may be in them.
But you cannot get up any absorbing interest
in a series of figures all identically of one
pattern. They suggest only the mechanism
employed in producing them. The multipli-
cation of the figure, far from multiplying its
interest, dimihishes it in proportion to the
number of times it is repeated. And though

10 The Application of Ornament.

it be a very good thing that is repeated,
the case is not greatly mended—it is so easy
to have too much of a good thing.

The only safety is in toning down the re-
peated form until its recurrence ceases to be
very obvious. This may be effected in various
ways. In certain embossed leather and such
like designs it is brought about partly by the
low relief of the stamping, partly by the soft-
ness of the colouring, and partly by a more or
less cunning complication of the figures with
the rest of the design, so that they do not
thrust themselves into notice. On that con-
cition we may accept them faute de mieux;
but it goes almost without saying that variety
in the creatures introduced into ornament is
much to be preferred.

The consideration which occurs in the case
of figure design necessarily reduced to com-
parative insignificance is, whether it was then
worth doing. Perhaps not. Except that orna-
ment has a way of being a trifle too ornamental,
or, more strictly speaking, too monotonously
ornamental ; and the introduction of any bold
mass, such as the figure very readily gives, is
one obvious way out of the besetting danger.

Apart from the symbolic intention of the
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What ts Implied by Repetition. 11

figures on Plate 4 (it is part of a genealogical
tree of Jesse), the ornamental use of them in
the design is conspicuous. We may take it
that symbolism does not flourish where the
symbols are ugly or unamenable to orna-
mental cffect.

It is not suggested that we should be
straightlaced to the extent of denying our-
selves the amusement that may be got out
of designs such as Mr. Crane devised some
years ago for nursery wall-papers, in which he
contrived to give us grace of line and charm
of colour, as well as the humour of the nursery
rhyme (Plate 5). Once in a while the human
figure may be degraded to do the merest
pattern work. The artist must be allowed,
now and again, to put off his dignity and in-
dulge in an artistic gambol. Mere frivolity
may, on occasion, be more to the purpose
than an everlasting seriousness.

Still it is as well to bear in mind the primd
Jacie objection to the repetition, not only
of the human form, but of the forms even of
birds, beasts, and all living, and especially
moving, creatures. '

The occurrence of the stag, boar, hare,
fox, hounds, and birds in the border of which

12 The Application of Ornament.

portions are given on Plate 6, clearly gives
point to the ornament ; and they are rendered
with a certain conventionality which makes
them one with it. To reconcile us to the
repetition of these creatures would be a feat
indeed. The grotesques introduced into the
cretonne design on Plate 7 may perhaps be
excused on the plea of their remoteness from
nature in the first place, and further on ac-
count of the minuteness of the scale on which
they are drawn : they are scarcely apparent at
first sight. But their real justification is that
they are a joke. Alas, it is not often that the
conditions of manufacture allow us that relief.

The advisability of introducing animal
forms into mechanically repeated manufac-
ture depends entirely upon the possibility of
keeping them in appropriate subjection—in
their place, in fact—which, in turn, depends
upon the art of the artist. There is a lesson
for usin the artful way in which the designers
of the Renaissance contrived to keep down the
creatures, graceful or fantastic, with which they
peopled their scrolls, subduing them to the
decorative key. Where the forms which first
take the eye are the bold lines of the leafage,
among which the live things are more or less
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9

hidden, so that it is only by degrees that
one becomes fully conscious of them, scarcely
the purist can find cause of complaint. Some
sort of mystery in design is always delight-
ful. The perfection of art is reached when,
however attractive at first sight, the thing
continues to grow upon you, and the more
you contemplate it, the more you see in it.
Natural forms, to be admissible in ornament,
must be decoratively treated. Natural though
they be, they must be at the same time orna-
mental. A lion, as Landseer modelled it, is not
fit for any decorative purpose. An Egvptian
or Assyrian lion, on the other hand, Dona-
tello’s lion at Florence, or Stevens’s outside
the British Museum, is admirably decorative.
The objection to naturalism, or perhaps it
would be more exact to say literalism, in forms
repeated, applies not only to animal but even
to floral forms. It exists in a less degree,
inasmuch as they are of less prominent
interest ; but for all that it exists. The
charm of the simplest flower is lost when
we see, side by side, so many copies of it
—not varieties, as they would be in nature,
but stereotyped repetitions of the same thing.
The designer is exposed, by his very power

©.F. KELL, PHOTO-LITHO. 8. FURNIVAL 5T KOLBORN,E .
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14 The Application of Ornament.

of draughtsmanship, to the temptation of
aiming at natural effects, a temptation all the
stronger because there is no sort of public
opinion to keep him in check. Some famili-
arity at least with nature enables most men
to be interested in natural forms, however
misapplied, whereas there are very few indeed
who know enough about design to appreciate
fit treatment.

Every artist likes, of course, to make a good
drawing, and to carry it as far as he can.
But that is not at all the vital point in de-
corative design : there the all-important thing
is the effect of the work in execution and in
its place. Any one who thinks twice about
it must realise that in very self-defence he is
bound to consider the repetition of his design,
and all else that may concern its use. If he
is really a designer, he will know how to make
capital out of the very poverty of the condi-
tions to which he submits. Submit he must
—better do it, then, with'a good grace.

Some adaptation of natural forms, some
simplification may-be, is demanded, not only
to fit them for repetition, but that they may
be in accord with the position and purpose
of the work; sometimes in order that the

What is Implied by Repetition. 15

detail may not assert itself too much, some-
times in order to give it the emphasis that is
needed.

For example, it is quite a common thing
to see an infinity of elaborate and laborious
work misspent upon details of domestic furni-
ture which not only pass unnoticed but ought
never to attract attention at all. It often
seems as if the workman had set himself to
show how far it was possible to go in the
direction of minuteness of detail. It is quite
possible to show that, and at the same time
illustrate the futility of going anythirg like
so far.

In proposing to carry execution to a point
beyond what has hitherto been attempted, it
is as well to ask onesclf, whether there may
not be good reason why the attempt has never
been made. Our forerunners were not all of
them fools, we may be sure. As a zour de
JSorce, once and again, most things may be ad-
missible ; but a wise workman rarely indulges
of his own accord in the kind of “brag”
(there is no better word for it) which exhibi-
tions, international and other, have done so
much to encourage.

A master is loth to waste labour, and he
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knows how to make his work hold its own
without shouting at you. He deliberately
does less than an inexperienced person would
have thought necessary, with a view to making
his design tell in its place. Inwall decoration,
for example, to be seen from some distance,
a merely natural representation of natural
forms would often go for very little. By the
omission of multitudinous detail, he manages
to emphasise what he is anxious to preserve.
Or (since decorative treatment by no means
consists in omission only) he exaggerates,
perhaps, features in his design which, in the
position assigned to it, would otherwise be
lost. According to his purpose, he makes no
scruple about modifying natural forms and
colours: he enforces his effect, indeed, by every
conventional, that is to say every workman-
like, expedient at his command.

Where to Stop in Ornament 17

III.
WHERE TO STOP IN ORNAMENT.

Assuming, on the one hand, the urgency
for some modification of natural forms accord-
ing to the work in hand, and on the other, of
some relation always to nature in design, the
question arises as to the limits of such modi-
fication and of such relationship. How far may
one safely go in the direction of nature?
And to what extent is it well to admit the
dictation of the tool ? By way of preliminary
to any definite settlement of these points, each
separate craft would have to be discussed.
An excellent prescription would be: just so
much of natural food as the artistic stomach
can digest; but then we have to take into
account each man’s powers of artistic assimi-
lation—always an unknown quantity.. The
degree of ornament which is barely enough
for one man will be far too much for another.

Any attempt to define the limits with-
in which decoration should reasonably be

C



18 The Application of Ornament.

confined may seem at first sight rash enough.
But with regard at all events to things of
common everyday use, there clearly is a
point at which the limit of decoration must
be drawn. And, more than this, just as the
object itself, its use, its material, and the
manner of its making, indicate plainly enough
the fit method of its decoration, so also they
give the hint as to the measure thereof. It
would seem, in short, as though the point at
which a material or a process failed were the
point at which we might most conveniently
stop, rather than bring in some supplementary
process, which, under pretence of helping it
out, ends more likely in supplanting it.

This will be made clearer by an example,—
let us say pottery, in aid of which so many of
the applied arts are called in, that we shall
necessarily have to branch out by the way
into discussion of the wider subject of applied
ornament, with which this text-book is con-
cerned.

The primitive way of making a pot is by
what is known as “throwing,” that is to say,
shaping the lump of wet clay with the hands
as it revolves on the wheel before the potter,
This, it should be observed, is at the same

Plate 10
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time the way most directly conducive to
artistic results (Plate 8).

Bigotry alone would seek to narrow the
scope of a workman to any single process -of
making. One is fain to own that in the
hands of an artist the lathe too may have
its use. The ancient Greek vases (Plate 8)
were executed by a process akin to “turning,”
the artist probably caring more about the
painting of his vessel than its shape.

But whilst you watch the potter at his
wheel, it appears to you that no supple-
mentary process can be necessary. Almost
from the moment he begins to hollow with
his hands the revolving lump of plastic
clay before him, it begins to take suave and
beautiful shapes, gliding gently the one into
the other, as the wheel goes round, by grada-
tions in which there is never a break. ‘It all
seems to go so easily that your fingers itch to
try a turn at it. Watching the potter at his
work, you see the typical pottery forms grow
again under his fingers; you realise how it
is that ugly forms are so rare in primitive
pottery ; and you are inclined to think that
the ugliest pot ever made on the wheel must
have passed in the making through several

, C 2
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stages of beautiful form, which the potter,
sitting over his work, did not perceive perhaps,
or did not see to be beautiful.

It is taken for granted by our makers-by-
deputy, that the soft shapes of the wheel need
to be effaced by the more mechanical action
of the lathe—in other words, that a second
and supplementary process should be called
in to do the work over again. It is true
that only certain shapes can conveniently
be thrown on the wheel. But these are
obviously the most beautiful. There may be
monotony in them, but so there is in the
shapes of turnery.

Moreover, if the potter were in the habit of
depending more upon the wheel, he would
surely find in it still further facilities. If
the blunt forms produced by his finger-tips
are wanting somewhat in precision, he may
even use the modelling-tool (reticently, as
an artist would) to make indentations smaller
than he could with his fingers alone. But
that is a very different thing from sub-
mitting his work to an after-process; and,
in fact, effacing with a mere revolving plane,
in the half-dry state of the clay, all that was
done to it whilst it was amenably moist to
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the hand. If any such final shaving is to take
place there is, artistically, small reason for the
preparatory process of throwing, The thing
might just as well be cast, or otherwise mecha-
nically made from the commencement, since
there is to be nothing but what is mechanical
in the result. There is this against after-
processes generally : they are apt to undo
a great deal of what has been done. How
fatally the final process of glass-papering
wipes all character out of our modern wood-
carving ; whereas one great charm about old
work (Plate 9) is in that crispness of touch
which tells of the carver’s chisel.

The excuse in the particular instance of
earthenware (there is always an excuse ready
for unworkmanlikeness) is in some supposed
advantages of lightness and so-called elegance.
The answer to this is that lightness is not the
quality most characteristic of, or especially
desirable in, pottery. If it is elegance we
want we had better employ glass (Plate 8),
the convenient and conventional treatment of
which is all in the direction of grace and airi-
ness. A bubble, whether blown in molten
glass or soap and water, is a bubble, In
earthenware we had best be content with

22 The Application of Ornament.

the subtle and beautiful, if heavier, forms the
wet clay gives us.

The various vessels on Plate 8 are all charac-
teristic of the process of their making. The
Chinese vase and the ruder earthen pot have
that softness of contour which comes of
throwing on the wheel. The Greek vase
shows, by its harder and more precise out-
line, that it was finished more mechanically.
The coarse but rich ornament of the German
tankard is appropriate to stamped stoneware.
The savagery of the cut crystal cup, and the
fantastic grace of the Venetian wine-glass, are
no less characteristic and workmanlike. The
glass-blower avails himself sometimes of a
very characteristic form of decoration, and
anneals to the surface of the new-blown
vessel what may be described as a stout
thread of molten glass. In the old Greek
example on Plate 10 may be seen how the
very accidental thickening of this thread at
the ends is turned to ornamental use.

Apart from the commercial incentive to
make /%is craft fulfil all manner of impossible
purposes, the workman unfortunately (and
this is true of us all, whatever our walk in
art) always wants to do more than his means
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Geometric Inlay—Oriental.

will let him. It is the rarest thing in the
world to know where to stay your hand, or to
have the self-restraint to stay it. It is the
more necessary therefore to insist—one can-
not insist too strongly—that in ornament, at
all events in ornament applied to any useful
purpose, it is best .to stop when the material
itself gives you the hint. Inthe “convention”
of work in which that hint has been taken,
there is always a fitness or rightness which is
inestimable in art applied. We take a special
interest in the obvious appropriateness of
certain kinds of geometric inlay. Would any
more pretentious form of art be so entirely
satisfactory for the purpose of basketwork
as the ingeniously plaited pattern on Plate 11?

If you once go beyond the resources of your

24 The Application of Ornament.

material there is no knowing where to pull up;
and few indeed are they who manage to halt
in time. You may go on until you reach a
sort of lower stage of “high art”; but in doing
that you inevitably lose those qualities of use-
fulness and fitness which are the very justifica-
tion of art, excepting only such as may be of
the supreme beauty to warrant its claims to
independence. A great work of art is a kind
of king among created things, deserving of all
homage. But we don’t want this work-a-day
world peopled with kings, least of all with
petty princes and pretenders.

To return to the instance in point, when it
comes to the after-decoration of earthenware,
the rule of convention holds equally good:
“If it were done, when ’tis done, then ’twere
well it were done quickly.” Elaborate and
difficult processes, involving something in the
nature of a four de force, are a snare to the
artist and a delusion to the buyer. The sales-
man has a way of excusing the high price of
a thing on the score of the difficulty there was
in making it. But was it worth while ? Thatis
the question. Apart from superiority in mis-
placed design, there is not much to choose be-
tween the Portland vase and the marvellously
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cut glass or crystal of modern Bohemia. They
are the very extravagance of workman-
ship, and as such merit the praise due to all
patient labour, and no more. The simplicity
and appropriate breadth of treatment of the
crystal cup on Plate 8 is vastly more work-
manlike than either. What, again, could be
more simple and more
satisfactory than the
“blue and white” of
China, Persia and Delft ?
Patience does not rank,
outside the copybook, as
the virtue of virtues.
Without some share of
it genius falls short;

=1 nevertheless the power
AR

: of taking pains does
Persian ‘‘ Blue and White.”

not constitute genius,
nor will it even enable one to design so much
as a good pattern.

But this is straying rather from the argu-
ment, which is, that material and process may
be trusted to suggest the character of deco-
ration and the point at which it should be
restrained. The lavish and unintelligent use
of ornament about us is enough to reduce one
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to despair. In our longing for palatable
ornament we seem sometimes to sce pattern,
pattern everywhere, and not a line in place.

Suppose an earthen vessel is somehow to be
enriched with colour ; the simplest and about
the most obvious means to employ is to dip
it into a coloured glaze, just as the simplest
way to dye silk or wool is to dip it into the
vat. Molten glaze will naturally follow the
law of gravitation, so that it is rather difficult
to get an even colour by that means. But
there is no artistic reason whatever why colour
should be even. On the contrary, beautiful
effects of quasi-accidental colour result from
the running of the glaze. I say quasi-acci-
dental, because the accidents in art are, or
ought to be, foreseen and reckoned upon.
Though the potter cannot be sure of any pre-
cise shade of colour, experience tells him
within a little the kind of “fluke” he may
anticipate. He fires, so to speak, with his
eyes shut, but not quite so wildly as might
seem. He takes a good look first at the
object of his aim,—or he would not be so
habitually near the mark.

In actual flaws and failures there is nearly
always a lesson which artists have promptly

Where to Stop in Ornament. 27

turned to account—not by intentionally
producing faulty work, but by noting how
a new and beautiful, and at the same time
workmanlike, effect may be obtained by
working witZ the material. A coloured
glaze, no doubt, may be too unequal; a
careless or lazy workman may stop too
soon. In the glazes of the Chinese and
Japanese the change of colour is sometimes
far too sudden. But even so, it is a hundred
times to be preferred to the insipid evenness
of tint which is the aim of so many a modern
manufacturer. It was the aim too of the
celebrated French potters, who laboriously
produced some of the most excruciating tints
—whether due to their own want of taste or
to the vulgarity of the Du Barry and other
such patrons, one hardly knows. In how
many of the arts is insipid evenness reached,
with infinite pains, and at the sacrifice of
beauties peculiar to the material!

Greater variety of colour than is to be
obtained by simple glaze may naturally be
arrived at by in any way roughening the sur-
face of the ware before it is dipped. And the
judicious contrast of smoother and rougher
parts is only what would naturally occur to
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any artist. This roughness may consist in
the merest scratching (Plate 13), or in raised
modelling, which last is capable of being
carried to the point even of competing with
sculpture. In that case it enters a class of
work not now under consideration. If the
perfection of figure modelling is what is
wanted (and this applies to a great deal of
misplaced figure work in decorative art gene-
rally), it would be so much more properly
put to so many other purposes, that it is a
mistake to apply it to the useful but homely
pot.

The genius of Flaxman was, relatively
speaking, wasted on those finikin and crudely-
coloured medallions with which the most
familiar form of Wedgwood ware is encrusted.
A much more sympathetic process is that of
painting in clay on clay, usually in white upon
a coloured ground. M. Solon, with whose
name it is associated in this country, takes
to the clay with more workmanlike appre-
ciation of its qualities than our English
sculptor Flaxman, and his paintings in pdze
sur pdte, as it is termed, are infinitely superior
as pot-decoration to Wedgwood’s moulded
medallions. You get here (Plate 1) the utmost
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delicacy of which the material is capable. Not
that this utmost delicacy is a thing universally
to be sought. It is a kind of luxury in which
one may be occasionally allowed to indulge,
or in which here and there one competent may
be permitted to indulge, growing as it does
naturally out of a natural process of work.
It is a sort of fine-gentleman cousin of the
process that is easy and obvious enough for
the decoration of ware for common use—that
more rough-and-ready painting, namely, in
clay or “slip,” as it is called, where the
touches of the brush, or the drops of liquid
clay, are left to tell their own tale. It is
strange that the public should have to learn
that the tale of the tool—brush, chisel,
hammer, ‘or whatever it may be—is never
discreditable, and always interesting !

There is a something very direct and work-
manlike in the way “slip ™ is used in modern
Indian pottery. The dark-coloured clay is
first patterned over in whitish slip, and then
the whole is dipped in transparent glaze.
It results from the very method of execution
that the relief is so slight as not in any way
to interfere with the form of the thing it
enriches, nor yet in any way to hinder its
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usefulness. The necessarily restricted relief
of repoussé metal is accounted for in a
similar manner. Whereas ornament in relief
applied to a vase usually presents the appear-
ance of so much excrescence upon it, the
modelling you get with a brush is not likely
ever to be in too bold relief, any more than
that which you get by punching is likely to
to be too sharp (Plate 29).

A very suggestive illustration of appropriate
flatness of relief resulting from a workmanlike
proceeding, is given in Plate 12, representing
an old German book-cover in chased leather.
The flatness is such that it is not unsuited for
its purpose, and the quality of the material is
preserved. It looks like leather.

Sgraffitto, or the art of scratching, is another
of those direct methods plainly appropriate to
the decoration of earthenware. Just as the
Italian decorator covered his tinted plaster
with a layer of white plaster, and, while it was
yet soft, scratched out his design (which thus
appeared in the dark colour of the under-
ground), so the potter dips his vessel of dark-
toned clay into a paste of white, and through
the outer crust adhering proceeds to scratch
his design. Another device employed is to
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scratch on the moist body of the vessel itself,
and rub colour into the incised lines.

Such simple processes in a manner suggest
themselves by their very easiness; and the
blunt line produced by the point on the damp
clay, has often an ornamental character of its
own well worth keeping. In the ornament
on Plate 13, taken from a piece of old stone-
ware, the crisper lines are dug out of com-
paratively dry clay. The delicate diaper
lines, simply picked out of the painted ground
in Plate 14, have again a different character
of their own; but they too are typically
scratched work.

The objection there is to obtaining relief
by the application of cast ornament, applies,
only in a less degree, to rude and rough and
less assuming work, such as German stone-
ware or gres de Flandres (Plate 8). Stamps
or punches for impressing coarse patternwork
need to be used with judgment. Within
certain limits one may employ in ornament,
especially of the ruder . kind, expedients
which would not be endurable in work of
more lofty pretensions; still there is always
a danger of hardness resulting from mecha-
nical and perfunctory ways of working, even
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though, as in stoneware, the colour may help
to soften the forms. The important thing
is that the end of beauty be gained without
sacrifice of use, and without greater ex-
penditure of time and labour than is justified
by the purpose in view. The truly con-
ventional way
is the work-
manlike way.

One would
not, for ex-
ample, ex-
clude human
or animal
figures from
the sphere of

ornamental

Faience Plaque—Italian.

design; but

they should be of the simplest and most
spontaneous kind, such as can be rendered
without undue effort and under no special
disadvantage, such as in no way make claim
to the accuracy, finish, or dignity of art un-
applied. The figures on the old Greek vases
(Plate 8) were, ordinarily, painted right off,
without any great care for accuracy: some-
times they are wild enough in drawing.
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Neither is accuracy of drawing a distin-
guishing characteristic of Italian faience;
but it is invariably direct, and the effect
aimed at is reached without undue effort.
If it comes easier to a man, or is more
amusing to him, to devise humran or animal
forms rather than any other, by all means let
him do that; but, in so doing, let him aim at
what he can best do wunder the circumstances,
and not ignore them, nor yet attempt to
oppose them.

How desirable it is to let the mode of work-
manship suggest the design, is shown by the
futility of searching for qualities difficult of
attainment in the material used. This is
nowhere more apparent than in the painting
of pottery. Think of all the miniatures in
china turned out from the factories of Sévres,
Dresden, and Stoke—marvels of misapplied
skill—and compare their absolute ineffective-
ness as decoration with a bit of Italian or
Persian faience (Plate 14), and see how the
glory is all with the direct and untrammelled
“conventional ” art of the potter who made
the most of the beautiful capacities for colour
and iridescent beauty which lay in his
crucible, and how vain were the efforts of the

D
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would-be miniature or landscape painter. If
he ever succeeded in getting what he sought ' Plate 14
(which is very doubtful), he certainly failed el L B Y N -'
to produce decoration : that was sacrificed, g | e
as it so often is, to a misplaced ambition
to be pictorial.

Whatever medium a painter may adopt, he
is bound in reason to consider that medium,
as he is bound, when he adopts it, to take into

consideration the work before him—distemper,
fresco, oil, encaustic, or whatever it may be.
In ceramic painting the choice lies between
painting on the glaze and on the “biscuit,” as
the ware is called before it is glazed. For
ordinary earthenware the more limited re-
sources of the “underglaze” method offer
all that the ornamentist need desire. Our
modern failures are accounted for more or
less by the multitude of our facilities; the
secret of the ancient triumphs is often in the
simplicity of the woikman’s resources.
The artist’s choice of manner will be ' “Puore-Tin’ by J. Akerman.$,Gusen Sxuare WC.
regulated to some extent by what he wants
to do. In any case, if he is discreet, he will
limit his ambition to the range of his appli-
ances. The china painter, that is to say, will
think out a scheme of colour which, if not
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suggested by the oxides employed in ceramic
painting, can at least be carried out in them.

This will, indeed, deprive him of some pos-
sible indulgence in naturalistic effect, but in
the main it will lead him to more perfect
achievement than could possibly result from

the pursuit of mere difficulties, without regard
to the nature of vitreous pigments and the
action of the fire upon them. One appre-
ciates more fully the colour of the Persian or
Damascus pottery when one realises that the
painter’s palette was “set” by the circum-
stances. It is only when we respect our
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The uncertainty of all colour which has to
pass through the fire renders it most unwise
to entertain a scheme which (whether founded
upon nature or not) depends upon absolute
accuracy of tint. The certain thing about
vitreous colours is their uncertainty in the
kiln. '
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of qualities (rich colour-qualities, for example)
so easily obtainable, and decoratively so much
more valuable !

It is only reasonable that, if an artist elect
flesh- painting as his métier, he should forswear
whatever has to pass through the furnace, and
adopt a medium in which he can express
himself with ease, or at all events without for
ever breaking his heart over it. As well be
an underwriter during perpetual high gales,
or a holder of doubtful securities in a time
of general panic, as live the life of a pot-
painter whose ambitions are all in opposition
to his craft.

So in other crafts. The glass-painters of
the best periods were content with white glass
for their flesh tone.  And it was for no lack of
ability to get something more like flesh-colour
that the great decorators of the 16th century
adopted flesh tints, which certainly must be
called conventional. However limited the re-
sources of an art, a man knows them, or should
know them, when he takes it up. Besides, every
medium has its inherent advantages as well
as its limits—and it is these which should be
turned to account. There is a liquid and
transparent quality in water-colour, which
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every water-colour painter wishes he could
only retain beyond the wet stage of his
picture. . This is just what the china painter
can get, without the least trouble, by simply
floating-on his colour with a full brush; as was
done in the “ blue and white ” of China and the
Persian porcelain (Plate 15) founded upon it.

¢ Blue and White ”” Porcelain.

Surely, then, that is the kind of thing to aim
at, when it is within easy reach—instead of
fidgeting it, or stippling it, or dabbing it with
cotton wool, to the dull evenness so dear to
the commercial mind—instead of laboriously
seeking effects more easily and much better
produced by other means. That loose, juicy,
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pot-like look is more valuable in ceramic
painting than any degree of mere finish, and
should be valued accordingly.

In pottery painting, or whatever it may
be, in all kinds of carving, in mosaic, in
embroidery, in jewellery, everywhere it holds
good, that the selection both of the forms and
the colours employed should have direct re-
ference to the technique. What is simplest
under the circumstances is not only safest but
most directly conducive to success ; and there
is a further charm in the evidence of direct-
ness itself,

In all applied art, and in every stage of it,
the work in hand points out the appropriate
treatment ; it suggests the degree as well as
the kind of conventionality to adopt; you have
but to heed its prompting and it will tell you
what to do, and where to stop.
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IV.
STVYLE AND HANDICRAFT.

On the method of its exccution depends,
as already said, the very conception of orna-
mental design. One cannot properly dis-
cuss style without reference to material and
tools.

The style peculiar to each particular kind
of work is, indeed, so strongly marked, that it
would be quite feasible to classify ornament
according to its evolution. Mr. Wornum’s
analogy between “style” in ornament and
“hand” in writing, holds absolutely good.
There never was a tool or process but it
wrote its character on the work done. It was
so in a simple practical matter like lettering.
The cuneiform character of the Assyrian
inscriptions was developed chisel in hand.
It was the chisel shaped the hieroglyphs of
Egypt. In a certain bluntness of the
early Greek character the influence of the
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stylus is apparent. Chinese and Japanese
writing must first have been done with the
brush.

The various shapes of letters on Plate 16
are instructive. The simple form of the
Roman capitals A B C might, like the Greek,
first have been indented on a soft substance
with a point. The later form of lettering,
D E F, with its varying thickness of line and
its spurred extremities, was better calculated
for engraving on hard stone. The use of the
thick and thin lines (the down-stroke and the
up-stroke) comes of the use of the pen, and
S0, plainly, does the characteristic thickening
of the backs of certain Gothic capitals such as
the G. The smaller Roman letters, h i j, and
'still more plainly the italics £ / 7, are unmis-
takably related to the “round-hand” 7 o 2.
But it is in the medieval “black letter” that
penmanship is most plainly pronounced, as in
the letters q t 8, in the capitals T W ¥, and
in the more fantastically flourishing @ on
the same plate.

That our own printed type does not more
distinctly reveal the intervention of the metal
worker, is accounted for by our following the
historic, pen-born, fashion of lettering—I would

Plate 16.

¥ T oyhes
< R

»&Z £300NA

{PHOTT

Cuneirform Ancient Gleek

RRRSW ~Ov

®

»

e
' 4

C F /(/m
/i
TN

e e Japavese

m—@\v@@{, ‘ SE‘@‘}?"

w:}l»%“

3 F KELL, PHOTO-LITHO. 8.FURNIVAL §T HOLZORN,E.C




Style and Handicraft. 41

say too closely, but that history and senti-
ment must be allowed to count for something ;
and it would be hard to set a limit on their
just influence.

In our day we are given to the cultivation of
“a good business hand,” which is just a little
characterless and monotonous, as are indeed
the lives of some of us who accomplish that
modest end. Time was when the pen of the
ready writer indulged in occasional flourishes.
There is no time for such frivolity nowadays :
and what little character there is left in ou
handwriting seems in a fair way to be sacr.
ficed to sheer ccnvenience—even if we do not
give up penmanship altogether in favour of
the “ type-writer.”

Style, then, is not so much a thing of dates
and countries as of materials and tools.

Whenever the development of ornament is
discussed, it is the custom to begin with the
savage. How aboriginal man developed into
the Egyptian is not very clearly shown. But
from Egyptian art is traced Assyrian, and
from that again Greek art, and its Roman
imitation—all very plausibly. The founda-
tion of Byzantine art upon the ruins of
Classic, the growth of Gothic, the reaction of
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the Renaissance, its transplanting, and its.
degradation, follow in accustomed order.

It is easier to jog along this well-beaten
road, a trifle tedious though it be, than to
explain how, all the while, parallel with this,
Oriental art was pursuing a course of its own,
impinging, nevertheless, at times upon Western
art, and whenever that was the case, leaving
the imprint of its touch upon it.

This would be well worth doing; but it
would take volumes to do it in, and would
demand, besides, historical knowledge far
greater than I can pretend to—a knowledge
perhaps scarcely compatible with the neces-
sary knowledge of art. One feels always
how hard it is for the artist to equip himself
with the necessary scientific and historic in-
formation; as it is for the man of learning
and research to cultivate that susceptibility to
art necessary to any profitable discussion of
the subject.

Still more to the purpose would it be to
classify ornament according as it was plaited,
notched, scratched, turned, modelled, carved,
inlaid, printed, woven, embroidered, or what
not (see Plates 11, 34, 14, 42, 24, 9, 41, 7, 22,
46, respectively).
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In such a classification architecture would
divide itself into masonry, brick, concrete,
timber, plaster, and iron styles. The sub-
sidiary arts would class themselves in con-
formity with the use of clay, stone, wood,
metal, yarn, and so on.

There would be further subdivisions into
granite, marble, sandstone; into hard and
soft wood, close grained and variegated ; into
wrought, cast, chased or beaten metal; into
tapestry, cloth, damask, velvet, lace, brocade,
embroidery, and other textiles.

What are known as the historic styles might
be examined by the way; they would go to
illustrate the development of style more
technically considered. In all probability it
would be shown that, wherever the historic
style is marked, its character is to be traced
to some mode of workmanship which, if it
did not actually inspire it, made it advisable.
The characteristic ornamental forms of a
period or people can usually be traced to the
technique and needs of that same people. In
thus far, ornament rises to the dignity of
history.

A tolerably clear idea of style is conveyed
to us at once by the mention of Egyptian,
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Greek, Gothic, or Renaissance sculpture. But
if we compare for a moment the carving of
Egypt, of Greece, and of Medieval and
Renaissance Europe, we shall see at once that
the styles are not more distinctly of a place
and of a period than they are markedly
granite, marble, and soft stone styles.

The monumental simplicity of the graven
obelisk, the refinement of the Parthenon
frieze, the rude grandeur of the Gothic portal,
the delicate elaboration of the Italian ara-
besque, were but the natural development of
resources at hand. Working in porphyry,
basalt, or granite, severe simplicity was in-
evitable, and the Egyptian (Plate 17) was
severe with a vengeance. There was no
temptation to him to fritter away all breadth
in the accumulation of petty detail. On the
other hand, the even-textured but less obsti-
nate marble encouraged the Greek sculptor
and his fifteenth century successor (Plates 18
and 19) to greater and ever greater subtlety
of execution; which again would have been
quite out of the question in working the more
friable sandstone native to Northern Europe
(Plate 20).

We associate the coarser treatment with
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Gothic carving in particular. It is all the
more noticeable, therefore, how the sculptor of
the Renaissance, working in a coarse stone,
arrived at results in some respects so like
Gothic work. Compare Plate 19 with Plate 20,
and see the difference between early Re-
naissance marble and later Renaissance sand-
stone. The later work is much the rougher,
as sandstone is rougher than marble,
Apart from all that has been said, there are
conditions of sunlight and grey skies, dry
atmosphere and moist, which also have their
say in the character of carving everywhere.
To explain at length the invariable con-
ventionality of historic ornament, would be to
write the history of the various crafts, each of
which might claim a treatise to itself. All
_that one can do within the limits of a manual
like this is to give instances, typical as may
be, of the influence of material, tool, or process
-of execution upon design, and to show how
the forms of ornament were inevitably
modified by sucly influence, if not actually
due to it.

" In discussing in a former text-book the
anatomy of pattern, I pointed out how its
construction was affected by, and very often
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directly due to, some particular manufacture
or method of work. So it is with the details
of ornamental design.

The exquisite simplicity of certain cha-
racteristic patterns familiar in the figured
velvets of the 15th century, is cleverly calcu-
lated to disturb the least possible amount of
the sumptuous pile, so that the full value of
the rich texture is preserved.*

In the old-fashioned damask patterns the
big broad leaves and scrolls are planned (like
a Turkey carpet or an Indian rug) with a view,
before all things, of getting a broken effect of
colour. The designer relied upon the quality
of the silk with its varying sheen to alleviate
the exceeding flatness of the pattern. No
treatment less broad would have