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MY object in writing this work has been that of aiding in the art-education of those who seek a knowledge of ornament as applied to our industrial manufactures.

I have not attempted the production of a pretty book, but have aimed at giving what knowledge I possess upon the subjects treated of, in a simple and intelligible manner. I have attempted simply to instruct.

The substance of the present work was first published as a series of lessons in the Technical Educator. These lessons are now collected into a work, and have been carefully revised; a few new illustrations have been inserted, and a final chapter added.

As the substance of this work was written as a series of lessons for the Technical Educator, I need not say that the book is addressed to working men, for the whole of the lessons in that publication have been prepared especially for those noble fellows who, through want of early opportunity, have been without the advantages of education, but who have the praiseworthy courage to educate themselves in later life, when the value of knowledge has become apparent to them.

That the lessons as given in the Technical Educator have not been written wholly in vain I already know, for shortly before I had completed this revision of them, I had the opportunity of visiting a provincial town hall which I had heard was being decorated, and was pleasingly surprised to see decoration of considerable merit, and evidences that much of what I saw had resulted from a consideration of my articles in the Technical Educator. The artist engaged upon the work, although having suffered the disadvantage of apprenticeship to a butcher, has established himself as a decorator while still a young man; and from the manifestation of ability which he has already given, I hope for a brighter future for one who, as a working man, must have studied hard. If these lessons as now collected into a work should lead to the development of the art-germs which doubtless lie dormant in other working men, the object which I have sought to attain in writing and collecting these together will have been accomplished.

Tower Cressy, Notting Hill,

London, W.
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Principles of Design.

CHAPTER I.

DIVISION I.

There are many handicrafts in which a knowledge of the true principles of ornamentation is almost essential to success, and there are few in which a knowledge of decorative laws cannot be utilised. The man who can form a bowl or a vase well is an artist, and so is the man who can make a beautiful chair or table. These are truths; but the converse of these facts is also true; for if a man be not an artist he cannot form an elegant bowl, nor make a beautiful chair.

At the very outset we must recognise the fact that the beautiful has a commercial or money value. We may even say that art can lend to an object a value greater than that of the material of which it consists, even when the object be formed of precious matter, as of rare marbles, scarce woods, or silver or gold.

This being the case, it follows that the workman who can endow his productions with those qualities or beauties which give value to his works, must be more useful to his employer than the man who produces objects devoid of such beauty, and his time must be of higher value than that of his less skilful companion. If a man, who has been born and brought up as a "son of toil," has that laudable ambition which causes him to seek to rise above his fellows by fairly becoming their superior, I would say to him that I know of no means of his so readily doing so, as by his acquainting himself with the laws of beauty, and studying till he learns to perceive the difference between the beautiful and the ugly, the graceful and the deformed, the refined and the coarse. To perceive delicate beauties is not by any means an easy task to those who have not devoted themselves to the consideration of the beautiful for a long period of time, and of this be assured, that what now appears to you to be beautiful, you may shortly regard as less so, and what now fails to attract you, may ultimately become charming to your eye. In your study of the beautiful, do not be led away by the false judgment of ignorant persons who may suppose themselves possessed of good taste. It is common to assume that women have better taste than men, and some women seem to consider themselves the possessors of even authoritative taste from which there can be no appeal. They may be right, only we must be pardoned for not accepting such authority, for should there be any over-estimation of the accuracy of this good taste, serious loss of progress in art-judgment might result.

It may be taken as an invariable truth that knowledge, and knowledge alone, can enable us to form an accurate judgment respecting the beauty or want of beauty of an object, and he who has the greater knowledge of art can judge best of the ornamental qualities of an object. He who would judge rightly of art-works must have knowledge. Let him who would judge of beauty apply himself, then, to earnest study, for thereby he shall have wisdom, and by his wise reasonings he will be led to perceive beauty, and thus have opened to him a new source of pleasure.

Art-knowledge is of value to the individual and to the country at large. To the individual it is riches and wealth, and to the nation it saves impoverishment. Take, for example, clay as a natural material: in the hands of one man this material becomes flower-pots, worth eighteen-pence a "cast" (a number varying from sixty to twelve according to size); in the hands of another it becomes a tazza, or a vase, worth five pounds, or perhaps fifty. It is the art which gives the value, and not the material. To the nation it saves impoverishment.

A wise policy induces a country to draw to itself all the wealth that it can, without parting with more of its natural material than is absolutely necessary. If for every pound of clay that a nation parts with, it can draw to itself that amount of gold which we value at five pounds sterling, it is obviously better thus to part with but little material and yet secure wealth, than it is to part with the material at a low rate either in its native condition, or worked into coarse vessels, thereby rendering a great impoverishment of the native resources of the country necessary in order to its wealth.

Men of the lowest degree of intelligence can dig clay, iron, or copper, or quarry stone; but these materials, if bearing the impress of mind, are ennobled and rendered valuable, and the more strongly the material is marked with this ennobling impress the more valuable it becomes.

I must qualify my last statement, for there are possible cases in which the impress of mind may degrade rather than exalt, and take from rather than enhance, the value of a material. To ennoble, the mind must be noble; if debased, it can only debase. Let the mind be refined and pure, and the more fully it impresses itself upon a material, the more lovely does the material become, for thereby it has received the impress of refinement and purity; but if the mind be debased and impure, the more does the matter to which its nature is transmitted become degraded. Let me have a simple mass of clay as a candle-holder rather than the earthen candlestick which only presents such a form as is the natural outgoing of a degraded mind.

There is another reason why the material of which beautiful objects are formed should be of little intrinsic value besides that arising out of a consideration of the exhaustion of the country, and this will lead us to see that it is desirable in all cases to form beautiful objects as far as possible of an inexpensive material. Clay, wood, iron, stone, are materials which may be fashioned into beautiful forms, but beware of silver, and of gold, and of precious stones. The most fragile material often endures for a long period of time, while the almost incorrosible silver and gold rarely escape the ruthless hand of the destroyer. "Beautiful though gold and silver are, and worthy, even though they were the commonest of things, to be fashioned into the most exquisite devices, their money value makes them a perilous material for works of art. How many of the choicest relics of antiquity are lost to us, because they tempted the thief to steal them, and then to hide his theft by melting them! How many unique designs in gold and silver have the vicissitudes of war reduced in fierce haste into money-changers' nuggets! Where are Benvenuto Cellini's vases, Lorenzo Ghiberti's cups, or the silver lamps of Ghirlandajo? Gone almost as completely as Aaron's golden pot of manna, of which, for another reason than that which kept St. Paul silent, 'we cannot now speak particularly.' Nor is it only because this is a world 'where thieves break through and steal' that the fine gold becomes dim and the silver perishes. This, too, is a world where 'love is strong as death;' and what has not love—love of family, love of brother, love of child, love of lover—prompted man and woman to do with the costliest things, when they could be exchanged as mere bullion for the lives of those who were beloved?"[1] Workmen! it is fortunate for us that the best vehicles for art are the least costly materials.



Having made these general remarks, I may explain to my readers what I am about to attempt in the little work which I have now commenced. My primary aim will be to bring about refinement of mind in all who may accompany me through my studies, so that they may individually be enabled to judge correctly of the nature of any decorated object, and enjoy its beauties—should it present any—and detect its faults, if such be present. This refinement I shall attempt to bring about by presenting to the mind considerations which it must digest and assimilate, so that its new formations, if I may thus speak, may be of knowledge. We shall carefully consider certain general principles, which are either common to all fine arts or govern the production or arrangement of ornamental forms: then we shall notice the laws which regulate the combination of colours, and the application of colours to objects; after which we shall review our various art-manufactures, and consider art as associated with the manufacturing industries. We shall thus be led to consider furniture, earthenware, table and window glass, wall decorations, carpets, floor cloths, window-hangings, dress fabrics, works in silver and gold, hardware, and whatever is a combination of art and manufacture. I shall address myself, then, to the carpenter, the cabinet-maker, potter, glass-blower, paper-stainer, weaver and dyer, silversmith, blacksmith, gas-finisher, designer, and all who are in any way engaged in the production of art-objects.

But before we commence our regular work, let me say that without laborious study no satisfactory progress can be made. Labour is the means whereby we raise ourselves above our fellows; labour is the means by which we arrive at affluence. Think not that there is a royal road to success—the road is through toil. Deceive not yourself with the idea that you were born a genius—that you were born an artist. If you are endowed with a love for art, remember that it is by labour alone that you can get such knowledge as will enable you to present your art-ideas in a manner acceptable to refined and educated people. Be content, then, to labour. In the case of an individual, success appears to me to depend upon the time which he devotes to the study of that which he desires to master. One man works six hours a day; another works eighteen. One has three days in one; and what is the natural result? Simply this—that the one who works the eighteen hours progresses with three times the rapidity of the one who only works six hours. It is true that individuals differ in mental capacity, but my experience has led me to believe that those who work the hardest almost invariably succeed the best.

While I write, I have in my mind's eye one or two on whom Nature appeared to have lavishly bestowed art-gifts; yet these have made but little progress in life. I see, as it were, before me others who were less gifted by Nature, but who industriously persevered in their studies, and were content to labour for success; and these have achieved positions which the natural genius has failed even to approach. Workmen! I am a worker, and a believer in the efficacy of work.



We will commence our systematic course by observing that good ornament—good decorations of any character, have qualities which appeal to the educated, but are silent to the ignorant, and that these qualities make utterance of interesting facts; but before we can rightly understand what I may term the hidden utterance of ornament, we must inquire into the general revelation which the ornament of any particular people, or of any historic age, makes to us, and also the utterances of individual forms.

As an illustration of my meaning, let us take the ornament produced by the Egyptians. In order to see this it may be necessary that we visit a museum—say the British Museum—where we search out the mummy-cases; but as most provincial museums boast one or more mummy-cases, we are almost certain to find in the leading country towns illustrations that will serve our present purpose. On a mummy-case you may find a singular ornament, which is a conventional drawing of the Egyptian lotus, or blue water-lily [2] (see Figs. 1, 2, 3), and in all probability you will find this ornamental device repeated over and over again on the one mummy-case. Notice this peculiarity of the drawing of the lotus—a peculiarity common to Egyptian ornaments—that there is a severity, a rigidity of line, a sort of sternness about it. This rigidity or severity of drawing is a great peculiarity or characteristic of Egyptian drawing. But mark! with this severity there is always coupled an amount of dignity, and in some cases this dignity is very apparent. Length of line, firmness of drawing, severity of form, and subtlety of curve are the great characteristics of Egyptian ornamentation.

[image: ]

What does all this express? It expresses the character of the people who created the ornaments. The ornaments of the ancient Egyptians were all ordered by the priesthood, amongst whom the learning of this people was stored. The priests were the dictators to the people not only of religion, but of the forms which their ornaments were to assume. Mark, then, the expression of the severity of character and dignified bearing of the priesthood: in the very drawing of a simple flower we have presented to us the character of the men who brought about its production. But this is only what we are in the constant habit of witnessing. A man of knowledge writes with power and force; while the man of wavering opinions writes timidly and with feebleness. The force of the one character (which character has been made forcible by knowledge) and the weakness of the other is manifested by his written words. So it is with ornaments: power or feebleness of character is manifest by the forms produced.

The Egyptians were a severe people; they were hard task-masters. When a great work had to be performed, a number of slaves were selected for the work, and a portion of food allotted to each, which was to last till the work was completed; and if the work was not finished when the food was consumed, the slaves perished. We do not wonder at the severity of Egyptian drawing. But the Egyptians were a noble people—noble in knowledge of the arts, noble in the erection of vast and massive buildings, noble in the greatness of their power. Hence we have nobility of drawing—power and dignity mingled with severity in every ornamental form which they produced.

We have thus noticed the general utterance or expression of Egyptian drawing; but what specific communication does this particular lotus make? Most of the ornaments of the Egyptians—whether the adornments of sarcophagi, of water-vessels, or mere charms to be worn pendent from the neck—were symbols of some truth or dogma inculcated by the priests. Hence Egyptian ornament is said to be symbolic.

The fertility of the Nile valley was chiefly due to the river annually overflowing its banks. In spreading over the land, the water carried with it a quantity of rich alluvial earth, which gave fecundity to the country on which it was deposited. When the water which had overspread the surrounding land had nearly subsided, the corn which was to produce the harvest was set by being cast upon the retiring water, through which it sank into the rich alluvial earth. The water being now well-nigh within the river-banks, the first flower that sprang up was the lotus. This flower was to the Egyptians the harbinger of coming plenty, for it symbolised the springing forth of the wheat. It was the first flower of spring, or their primrose (first rose). The priesthood, perceiving the interest with which this flower was viewed, and the watchfulness manifested for its appearance, taught that in it abode a god, and that it must be worshipped. The acknowledgment of this flower as a fit and primary object of worship caused it to be delineated on the mummy-cases, and sarcophagi, and on all sacred edifices.

We shall have frequent occasion, while considering decorative art, to notice symbolic forms; but we must not forget the fact that all good ornaments make utterance. Let us in all cases, when beholding them, give ear to their teachings!

Egyptian ornament is so full of forms which have interesting significance that I cannot forbear giving one other illustration; and of this I am sure, that not only does a knowledge of the intention of each form employed in a decorative scheme cause the beholder to receive a special amount of pleasure when viewing it, but also that without such knowledge no one can rightly judge of the nature of any ornamental work.

There is a device in Egyptian ornament which the most casual observer cannot have failed to notice; it is what is termed the "winged globe," and consists of a small ball or globe, immediately at the sides of which are two asps, and from which extend two wings, each wing being in length about five to eight times that of the diameter of the ball (Fig. 4). The drawing of this device is very grand. The force with which the wings are delineated well represents the powerful character of the protection which the kingdom of Egypt afforded, and which was symbolised by the extended and overshadowing pinions.

[image: ]

I know of few instances where forms of an ornamental character have been combined in a manner either more quaint or more interesting than in the example before us. The composition presents a charm that few ornaments do, and is worthy of careful consideration. But this ornament derives a very special and unusual interest when we consider its purpose, the blow which was once aimed at it, and the shock which its producers must have received, upon finding it powerless to act as they had taught, if not believed, it would.

The priesthood instructed the people that this was the symbol of protection, and that it so effectually appealed to the preserving spirits that no evil could enter where it was portrayed. With the view of giving a secure protection to the inmates of Egyptian dwellings, this device, or symbol of protection, was ordered to be placed on the lintel (the post over the door) of every building of the Egyptians, whether residence or temple.

It was to nullify this symbol, and to show the vain character of the Egyptian gods, that Moses was commanded to have the blood of the lamb slain at the passover placed upon the lintel, in the very position of this winged globe. It was also enjoined as a further duty that the blood be sprinkled on the door-post; but this was merely a new duty, tending further to show that even in position, as well as in nature, this winged globe was powerless to secure protection. This device, then, is of special interest, both as a symbolic ornament and as throwing light on Scripture history.

Besides the two ornamental forms mentioned—i.e., the lotus and the winged globe—we might notice many others also of great interest, but our space will not enable us to do so; further information may, however, be got from the South Kensington Museum library,[3] where several interesting works on Egyptian ornament may be seen;—from the "Grammar of Ornament" by Mr. Owen Jones,—the works on Egypt by Sir Gardiner Wilkinson; and, especially,—by a visit to the Egyptian Court of the Crystal Palace at Sydenham, and by a careful perusal of the hand-book to that court.[4] Much might also be said respecting Egyptian architecture, but on this we can say little here; yet, as the columns of the temples are of a very ornamental character, we may notice that in most cases they were formed of a bundle of papyrus[5] stems bound together by thongs or straps—the heads of the plant forming the capital of the column, and the stems the shaft (Fig. 5). In some cases the lotus was substituted for the papyrus; and in other instances the palm-leaf was used in a similar way; these modifications can be seen in the Egyptian Court at Sydenham with great advantage, and many varieties of form resulting from the use of the one plant, as of the papyrus, may also there be observed.
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We have here an opportunity of noticing how the mode of building, however simple or primitive in character, first employed by a nation may become embodied in its ultimate architecture; for, undoubtedly, the rude houses first erected in Egypt were formed largely of bundles of the papyrus, which were gathered from the river-side—for wood was rare in Egypt—and, ultimately, when buildings were formed of stone, an attempt was made at imitating in the new material the form which the old reeds presented. But mark, the imitation was no gross copy of the original work, but a well-considered and perfectly idealised work, substituting for the bundle of reeds a work having the true architectural qualities of a noble-looking and useful column. We must now pass from the ornament of the Egyptians to that of the Greeks, and here we meet with decorative forms having a different object and different aim from those already considered.



Egyptian ornament was symbolical in character. Its individual forms had specific meanings—the purport of each shape being taught by the priests—but we find no such thing as symbolism in Greek decoration. The Greeks were a refined people, who sought not to express their power by their art-works so much as their refinement. Before the mental eye they always had a perfect ideal, and their most earnest efforts were made at the realisation of the perfections of the mental conception of absolute refinement. In one respect the Greeks resembled the Egyptians, for they rarely created new forms. When once a form became sacred to the Egyptians, it could not be altered; but with the Greeks, while bound by no such law, the love of old forms was great; yet the Greeks did not seek simply to reproduce what they had before created, but laboured hard to improve and refine what they had before done; and even through succeeding centuries they worked at the refinement of simple forms and ornamental compositions, which have become characteristic of them as a people.

The general expression of Greek art is that of refinement, and the manner in which the delicately cultivated taste of some of the Greeks is expressed by their ornaments is astonishing. One decorative device, which we term the Greek Anthemion, may be regarded as their principal ornament—(the original ornamental composition by one of my pupils, Fig. 6, consists primarily of three anthemions)—and the variety of refined forms in which it appears is most interesting.

But it must not be thought that the Greek ornaments and architectural forms present nothing but refinement made manifest in form, for this is not the case. Great as is the refinement of some of these forms, we yet notice that they speak of more than the perfected taste of their producers, for they reveal to us this fact—that their creators had great knowledge of natural forces and the laws by which natural forces are governed. This becomes apparent in a marked degree when we inquire into the manner in which they arranged the proportion of the various parts of their works to the whole, and especially by a consideration of the subtle nature of the curves which they employed both in architectural members and in decorative forms; but into this we must not now inquire. Yet, by way of throwing some faint light upon the manner in which knowledge is embodied in Greek forms, I may refer to the Doric column, such as was employed in the Parthenon at Athens[6] (Fig. 7). The idea presented by this column is that of energetic upward growth which has come in contact with some superposed mass, the weight of which presses upon the column from above, while the energy of the upward growth causes the column to appear fully equal to the task of supporting the superincumbent structure. Mark this—that by pressure from above, or weight, the shaft of the column is distended, or bent out, about one-third of the distance from its base to its apex (just where this distension would occur, were the column formed of a slightly plastic material), and yet this distension of the shaft is not such as to give any idea of weakness, for the column appears to rise with the energy of such vigorous life as to be more than able to bear the weight which it has to sustain.

[image: ]

Mark also the singularly delicate curve of the capital of the column, which appears as a slightly plastic cushion intervening between the shaft and the superincumbent mass which it has to support. The delicacy and refinement of form presented by this capital is perhaps greater than that of any other with which we are acquainted.

The same principle of life and energy coming in contact with resistance or pressure from above is constantly met with in the enrichments of Greek cornices and mouldings; but having called attention to the fact, I must leave the student to observe, and think upon, these interesting subjects for himself. Let me, however, say that there are few classic buildings in England which will aid the learner in his researches; there is but little poetry in our architectural buildings, and but little refinement in the forms of the parts, especially in our classic buildings; and, added to this, Greek art without Greek colouring is dead, being almost as the marble statue to the living form. For the purposes of my readers, the Greek Court at the Crystal Palace will be the best example for study.

I might now review Roman ornament, and show that in the hour of pride the materials of which the Roman works were formed were considered, rather than the shapes which they assumed; and how we thus get little worthy of praise from the all-conquering Romans—how the sunny climate and religious superstitions of the East called forth the gorgeous and beautiful developments of art which have existed, or still exist, with the Persians, Indians, Turks, Moors, Chinese, and Japanese; but I have not space to do so; yet all the forms of ornament which these people have created are worthy of the most careful and exhaustive consideration, as they present art-qualities of the highest kind. I know of no ornament more intricately beautiful and mingled than the Persian—no geometrical strapwork, or systems of interlacing lines, so rich as those of the Moors (the Alhambraic)—no fabrics so gorgeous as those of India—none so quaintly harmonious as those of China; and Japan can supply the world with the most beautiful domestic articles that we can anywhere procure.

We must pass on, however, to what we may term Christian art, or that development of ornament which had its rise with the Christian religion, and has associated itself in a special manner with Christianity.

Neither the Egyptians nor early Greeks appear to have used the arch structurally in their buildings; the Romans, however, had the round arch as a primary structural element. This round arch was also used by the Byzantines, and amongst their ornaments we find those combinations of circles, or parts of circles, which so constantly recur in later times in Gothic architecture and Gothic ornament. Norman buildings, again, show us the round arch, and present us with such intersected arcs as would naturally suggest the pointed arch of later times, with which came the full development of Gothic or Christian architecture and ornamentation. There was a very fine and marvellously clever development of decorative art, enthusiastically worked at by the Christian monks of the seventh and eighth centuries, called Celtic, of which we have many beautiful examples in Professor Westwood's great work on early illuminated manuscripts; but what is generally understood by Christian or Gothic art had its finest development about the thirteenth century.

Gothic ornament, like the Egyptian, is essentially symbolic. Its forms have in many instances specific significance. Thus the common equilateral triangle is in some cases used to symbolise the Holy Trinity; so are the two entwined triangles. But there are many other symbols employed in Gothic ornament which set forth the mystery of the Unity of the Trinity. Thus in Fig. 8 we have three interlaced circles, which beautifully express the eternal Unity of the Holy Trinity, for the circle alone symbolises eternity, being without beginning and without end, and the three parts point to the Three Persons of the Godhead. A very curious and clever symbol of the Trinity is portrayed in Fig. 9, where three faces are so combined as to form an ornamental figure.

[image: ]

Baptism under the immediate sanction of the Divine Trinity was represented by three fishes placed together in the manner of a triangle (Fig. 10); but so numerous were Christian symbols after the ninth century, that to enumerate them merely would occupy much space. Every trefoil symbolised the Holy Trinity, every quatrefoil the four evangelists, every cross the Crucifixion, or the martyrdom of some saint. And into Gothic ornamentation the chalice, the crown of thorns, the dice, the sop, the hammer and nails, the flagellum, and other symbols of our Lord's passion have entered. But, besides these, we have more purely architectural forms making gentle utterance: the church spire points heavenwards, and the long lines of the clustered columns of the cathedral direct the thoughts upwards to heaven and to God.

Gothic ornament, having passed from its purity towards undue elaboration, began to lose its hold on the people for whom it was created, and the form of religion with which it had long been associated had become old, when the great overthrow of old traditions and usages occurred, commonly called the Reformation. With the reformation of religion came a revival of classic learning, and a general diffusion of knowledge, and thus the immediate necessity for art-symbols was passing away, it being especially to an unlettered people that an extended system of symbolism appeals. With this revival of classic learning came the investigation of classic remains—the exploration of Greek and Roman ruins; and while this was going on, a dislike to whatever had been associated with the old form of religion had sprung up, which dislike turned to hate as the struggle advanced, till the feeling against Gothic architecture and ornament became so strong that anything was preferred to it. Now arose Renaissance architecture and ornament (revival work), which was based on the Roman remains, but was yet remoulded, or formed anew; so that the ornament of the Renaissance is not Roman ornament, but a new decorative scheme, of the same genus as that of the Roman. Here, however, all my sympathies end. I confess that all Renaissance ornament, whether developed under the soft sky of Italy (Italian ornament), in more northerly France (French Renaissance), or on our own soil (Elizabethan, or English Renaissance), fails to awaken any feeling of sympathy in my breast; and that it, on the contrary, chills and repels me. I enjoy the power and vigour of Egyptian ornament, the refinement of the Greek, the gorgeousness of the Alhambraic, the richness of the Persian and Indian, the quaintness of the Chinese and Japanese, the simple honesty and boldness of the Gothic; but with the coarse Assyrian, the haughty Roman, and the cold Renaissance, I have no kindred feeling—no sympathy. They strike notes which have no chords in my nature: hence from them I instinctively fly. I must be pardoned for this my feeling by those who differ from me in judgment, but my continued studies of these styles only separate me further from them in feeling.

It will be said that in my writings I mingle together ornament and architecture, and that my sphere is ornament, and not building. I cannot separate the two. The material at command, the religion of the people, and the climate have, to a great extent, determined the character of the architecture of all ages and nations; but they have, to the same extent, determined the nature of the ornamentation of the edifices raised. Ornament always has arisen out of architecture, or been a mere reflex of the art-principles of the building decorated. We cannot rightly consider ornament without architecture; but I will promise to take no further notice of architecture than is absolutely necessary to the proper understanding of our subject.



DIVISION II.

In my previous remarks I have attempted to set forth some of the first principles of ornament, and to call attention to the purport or intention of certain of the leading historic styles, and the manner in which they make utterance to us of the faith or sentiments of their producers.

[image: ]

But there are other utterances of ornament, and other general expressions which decorative forms convey to the mind. Thus sharp, angular, or spiny forms are more or less exciting (Fig. 11); while bold and broad forms are soothing, or tend to give repose.

Sharp or angular forms, where combined in ornament, act upon the senses much as racy and pointed sayings do. Thus "cut" or angular glass, spinose metal-work, as the pointed foliage of some wrought-iron gates, and other works in which there is a prevalence of angles and points, so act upon the mind as to stimulate it, and thus produce an effect opposite to repose; while "breadth" of form and "largeness" of treatment induce tranquillity and meditation.
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