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PREFACE T0 THE FOLIO EDITION.

It would be far beyond the limits of the powers of any one individual to
attempt to gather together illustrations of the innumerable and ever-varying
phases of Ornamental Art. It would be barely possible if undertaken by a
Government, and even then it would be too voluminous to be generally useful.
All, therefore, that I have proposed to myself in forming the collection which I
have ventured to call the Grammar of Ornament, has been to select a few of
the most prominent types in certain styles closely connected with each other, and
in which certain general laws appeared to reign independently of the individual
peculiarities of each. I have ventured to hope that, in thus bringing into
immediate juxtaposition the many forms of beauty which every style of ornament
presents, I might aid in arresting that unfortunate tendency of our time to
be content with copying, whilst the fashion lasts, the forms peculiar to any
bygone age, without attempting to ascertain, generally completely ignoring, the
peculiar circumstances which rendered an ornament beautiful, because it was
appropriate, and which, as expressive of other wants when thus transplanted, as
entirely fails.

It is more than probable that the first result of sending forth to the world
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PREFACE.

this collection will be seriously to increase this dangerous tendency, and that
many will be content to borrow from the past those forms of beauty which
have not already been used up ad nauseam. It has been my desire to arrest
this tendency, and to awaken a higher ambition.

If the student will but endeavour to search out the thoughts which have
been expressed in so many different languages, he may assuredly hope to find
an ever-gushing fountain in place of a half-filled stagnant reservoir.

In the following chapters I have endeavoured to establish these main facts,—

First. That whenever any style of ornament commands universal admira-
tion, it will always be found to be in accordance with the laws which regulate
the distribution of form in nature.

Secondly. That however varied the manifestations in accordance with these
laws, the leading ideas on which they are based are very few.

Thirdly. That the modifications and developments which have taken place
from one style to another have been caused by a sudden throwing off of some
fixed trammel, which set thought free for a time, till the new idea, like the old,
became again fixed, to give birth in its turn to fresh inventions.

Lastly. I have endeavoured to show, in the twentieth chapter, that the
future progress of Ornamental Art may be best secured by engrafting on the
experience of the past the knowledge we may obtain by a return to Nature
for fresh inspiration. To attempt to build up theories of art, or to form a style,
independently of the past, would be an act of supreme folly. It would be at
once to reject the experiences and accumulated knowledge of thousands of
years. On the contrary, we should regard as our inheritance all the successful
labours of the past, not blindly following them, but employing them simply as
guides to find the true path.

In taking leave of the subject, and finally surrendering it to the judgment of
the public, I am fully aware that the collection is very far from being complete ;
there are many gaps which each artist, however, may readily fill up for himself.

My chief aim, to place side by side types of such styles as might best serve
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PREFACE.

as landmarks and aids to the student in his onward path, has, I trust, been
fulfilled.

It remains for me to offer my acknowledgment to all those friends who have
kindly assisted me in the undertaking.

In the formation of the Egyptian Collection 1 received much valuable
assistance from Mr. J. Bonomi, and from Mr. James Wild, who has also con-
tributed the materials for the Arabian Collection, his long residence in Cairo
having afforded him the opportunity of forming a very large collection of
(fairean Ornament, of which the portion contained in this work can give but
an imperfect idea, and which I trust he may some day be encouraged to publish
in a complete form.

I am indebted to Mr. T. T. Bury for the plate of Stained Glass. From
Mr. C. J. Richardson I obtained the principal portion of the materials of the
Elizabethan Collection ; from Mr. J. B. Waring, those of the Byzantine, and I
am also indebted to him for the very valuable essays on Byzantine and Eliza-
bethan Ornament. Mr. J. O. Westwood having directed special attention to
the Ornament of the Celtic races, has assisted in the Celtic Collection, and
written the very remarkable history and exposition of the style.

Mr. C. Dresser, of Marlborough House, has provided the interesting plate
No. 8 of the twentieth chapter, exhibiting the geometrical arrangement of natural
flowers.

My colleague at the Crystal Palace, M. Dighby Wyatt, has enriched the
work with his admirable essays on the Ornament of the Renaissance and the
Italian periods.

Whenever the material has been gathered from published sources, it has
been acknowledged in the body of the work.

The remainder of the drawings have been chiefly executed by my pupils,
Mr. Albert Warren and Mr, Charles Aubert, who, with Mr. Stubbs, have

reduced the whole of the original drawings, and prepared them for publication.
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PREFACE.

The drawing upon stone of the whole collection was entrusted to the care
of Mr. Francis Bedford, who, with his able assistants, Messrs. H. Fielding,
W. R. Tymms, A. Warren, and S. Sedgfield, with occasional help, have executed
the One Hundred Plates in less than one year.

My special thanks are due to Mr. Bedford for the care and anxiety which
he has evinced, quite regardless of all personal consideration, to render this
work as perfect as the advanced stage of chromolithography demanded; and
I feel persuaded that his valuable services will be fully recognised by all in
any way acquainted with the difficulties and uncertainties of this process.

Messrs. Day and Son, the enterprising publishers, and at the same time
the printers of the work, have put forth all their strength; and notwith-
standing the care required, and the vast amount of printing to be performed,
the resources of their establishment have enabled them, not only to deliver the
work with perfect regularity to the Subscribers, but even to complete it

before the appointed time.

OWEN JONES.

9 Argyll Place,
Dec. 15, 1856
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General
principles.

GENERAL PRINCIPLES IN THE ARRANGEMENT OF FORM AND COLOUR,
IN ARCHITECTURE AND THE DECORATIVE ARTS, WHICH
ARE ADVOCATED THROUGHOUT THIS WORK.

Prorosition 1,
The Decorative Arts arise from, and
should properly be attendant upon, Ar-
chitecture.

Prorosirion 2.
Architecture is thematerial expression
of the wants, the faculties, and the senti-
ments, of the age in which it is created.

Style in Architecture is the peculiar form that
expression takes under the influence of climate
and materials at command.

Prorosrrion 3.

As Architecture, so all works of the
Decorative Arts, should possess fitness,
proportion, harmony, the result of all
which is repose.

Prorosrrion 4.

True beauty results from that repose
which the mind feels when the eye, the
intellect, and the affections, are satisfied
from the absence of any want.

Prorosition 5.
Construction should be decorated.
Decoration should never be purposely
constructed.

That which is beautiful is true; that which is true
must be beautiful.

Prorosition 6.

| Beauty of form is produced by lines
' growing out one from the other in
| gradual undulations: there are no ex-
- crescences ; nothing could be removed

' and leave the design equally good or
better.

Prorosrrion 7.

The general forms being first cared
tor, these should be subdivided and orna-
mented by general lines; the interstices
may then be filled in with ornament,
which may again be subdivided and en-
riched for closer inspection.

Prorosition 8.

All ornament should be based upon a
geometrical construction.

Prorosition 9.

As in every perfect work of Archi-
tecture a true proportion will be found
to reign between all the members which
compose it, so throughout the Decorative
Arts every assemblage of forms should
be arranged on certain definite propor-
tions; the whole and each particular
member should be a multiple of some
' simple unit.

On general
orm.

Decoration of
the surface.

On propor-
tion.



On harmony
and contrast.

Distribution.

Radiation.
Continuity.

On the con-
ventionality
of natural
forms.

On colour
generally.

PROPOSITIONS.

Those proportions will be the most beautiful |
which it will be most difficult for the eye to
detect.

Thus the proportion of a double square,
or 4 to 8, will be less beautiful than
the more subtle ratio of 5 to 8; 3 to 6,
than 8 to 7; 3 to 9, than 8 to 8;
3 to 4, than 3 to 5.

Prorosirion 10.

Harmony of form consists in the
proper balancing, and contrast of, the
straight, the inclined, and the curved.

Prorosirion 11.

In surface decoration all lines should
flow out of a parent stem Every orna-
ment, however distant, should be traced
to its branch and root. Oriental practice.

Prorosirron 12.

All junctions of curved lines with
curved or of curved lines with straight
should be tangential to each other.
Natural law. Oriental practice in

ac-

cordance with 1t.

Prorosirion 13.

Flowers or other natural objects should
not be used as ornaments, but conven-
tional representations founded upon them
sufficiently suggestive to convey the in-
tended image to the mind, without de-
stroying the unity of the object they are
employed to decorate. Universally obeyed
in the best periods of Art, equally violated |
when Art declines.

Prorosirion 14.

Colour is used to assist in the devel-
opment of form, and to distinguish |
objects or parts of objects one fromi
another. i

6

Prorosirion 15.

Colour is used to assist light and
shade, helping the undulations of form
by the proper distribution of the several
colours.

Prorositioxn 16.

These objects are best attained by the
use of the primary colours on small sur-
faces and in small quantities, balanced

and supported by the secondary and ter-

tiary colours on the larger masses.

Prorositiox 17.

The primary colours should be used
on the upper portions of objects, the
secondary and tertiary on the lower.

Provrosition 18,

(Field’s Chromatic equivalents.)

The primaries of equal intensities will
harmonise or neutralise each other, in

| the proportions of 3 yellow, 5 red, and

8 blue,—integrally as 16.
The secondaries in the proportions of

8orange, 13 purple, 11 green,—integrally

as 32.
The tertiaries, citrine (compound of

~orange and green), 19; russet (orange

and purple), 21; olive (green and
purple), 24 ;—integrally as 64.

It follows that,—

Each secondary being a compound of
two primaries is neutralised by the re-
maining primary in the same proportions:
thus, 8 of orange by 8 of blue, 11 of green
by five of red, 13 of purple by 3 of yellow.

Each tertiary being a binary com-
pound of two secondaries, is neutralised
by the remaining secondary: as, 24 of
olive by 8 of orange, 21 of russet by 11
of green, 19 of citrine by 13 of purple.

On the pro-
portions by
which har-
mony in
colouring is
produced.



On the con-
trasts and

harmonious
equivalents

“of tones,

- On the posi-
- tions the se-
| veral colours
- should oc-

shades, and
hues.

- cupy.

PROPOSITIONS.

Prorosirion 19.

The above supposes the colours to be used in

their prismatic intensities, but each colour has |
a variety of fones when mixed with white, or |

of shades when mixed with grey or black.

When a full colour is contrasted with

Prorosirion 23.

No composition can ever be perfect
in which any one of the three primary
- colours is wanting, either in its natural
~state or in combination.

another of a lower tone, the volume of

the latter must be proportionally in-

creased.

Prorosrrion 20.

Each colour has a variety of Aues, obtained by
admixture with other colours, in addition to
white, grey, or black: thus we have of yellow,
—orange-yellow on the one side, and lemon-
yellow on the other; so of red,—scarlet-red,
and crimson-red; and of each every variety of
tone and shade.

When a primary tinged with another

primary is contrasted with a secondary,
the secondary must have a hue of the

third primary.

Prorosirion 21.
In using the primary colours on

moulded surfaces, we should place blue,
which retires, on the concave surfaces;

yellow, which advances, on the convex; |

and red, the intermediate colour, on the
undersides ; separating the colours by
white on the vertical planes.
When the proportions required by Proposition 18
cannot be obtained, we may procure the balance

by a change in the colours themselves: thus,
if the surfaces to be coloured should give too

much yellow, we should make the red more |

crimson and the blue more purple,—i.e. we
should take the yellow out of them; so if the
surfaces should give too much blue, we should
make the yellow more orange and the red more
scarlet.

Prorosirion 22

The various colours should be so
blended that the objects coloured, when
viewed at a distance, should present a
neutralised bloom.

Prorosition 24,

When two tones of the same colour
are juxtaposed, the light colour will
appear lighter, and the dark colour
darker.

Prorosirion 25.

When two different colours are juxta-
posed, they receive a double modification;
first, as to their tone (the light colour
appearing lighter, and the dark colour
appearing darker) ; secondly, as to their
- hue, each will become tinged with the
complementary colour of the other.

|
|
|
|
|
|
|
[
|

Prorostriox 26.

Colours on white grounds appear
darker ; on black grounds lighter.

ProrostTioN 27.

Black grounds suffer when opposed
to colours which give a luminous com-
' plementary.

Prorosition 28.

Colours should never be allowed to
impinge upon each other.

Prorosirion 29.

When ornaments in a colour are on a
ground of a contrasting colour, the orna-
ment should be separated from the ground
by an edging of lighter colour; as a red
flower on a green ground should have an
edging of lighter red.

-1

On the law of
simultaneous
contrasts of
colours, de-
rived from
Mons. Chev-

ruil.

On the means
of increasing
the harmo-
nious effects
of juxtaposed
colours.
Observations
derived from
a considera-
tion of
Oriental
practice.



PROPOSITIONS.

ProrosiTion 30.

When ornaments in a colour are on |
a gold ground, the ornaments should be |
separated from the ground by an edging
of a darker colour. !

[
Prorosirion 31. |

Gold ornaments on any coloured
ground should be outlined with black.

|

|

|

Prorostrion 32. |
Ornaments of any colour may be sepa- |
rated from grounds of any other colour

by edgings of white, gold, or black.

Prorosirion 33.

Ornaments in any colour, or in gold,
may be used on white or black grounds,
without outline or edging.

ProrosiTion 34.

In “gelf-tints,” tones, or shades of |
the same colour, a light tint on a dark |

ground may be used without outline;
but a dark ornament on a light ground
requires to be outlined with a still darker

 tint.

Prorosirion 35.

Imitations, such as the graining of

woods, and of the various coloured
marbles, allowable only, when the em-
ployment of the thing imitated would not

have been inconsistent.

Prorosition 36.

The principles discoverable in the
works of the past belong to us; not so
the results. It is taking the end for the
means.

Prorostrion 37.

No improvement can take place in
the Art of the present generation until
Call classes, Artists, Manufacturers, and
| the Publie, are better educated in Art,
and the existence of general principles is
more fully recognised.

On imita-
tions.
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LIST OF PLATES.

CHar. I.  Ornament of Savage Tribes.
No

1 Ornaments from Articles belonging to various Savage Tribes, exhibited in the United Service and
British Museums.

2 Ditto ditto ditto.
3 Ditto ditto ditto.

Cuar. II. Egyptian Ornament.

1 The Lotus and Papyrus, types of Egyptian ornament.

2 Ditto ditto with Feathers and Palm-branches.
8 Capitals of Columns, showing the varied applications of the Lotus and Papyrus.
3*Ditto ditto ditto.

4 Various Cornices, formed by the Pendent Lotus.

5 Ornaments from Mummy Cases in the British Museum and the Louvre.
6 Gteometrical Ornaments from Ceilings of Tombs,

7 Ornaments with Curved Lines from Ceilings of Tombs.

8 Various Ornaments from Ceilings and Walls of Tombs.

Cuap. ITI.  Assyrian and Persian Ornament.

1 Painted Ornaments from Nineveh.
2 Ditto ditto.

3 Carved Ornaments from Persepolis, and Sassanian Ornaments from Ispahan and Bi-Sutoun.

Cuap. IV. Greek Ornament.

1 The Various Forms of the Greek Fret.

2
\

3
* | Ornaments from Greek and Etruscan Vases in the British Museum and the Louvre.
5

6

7

8 Painted Greek Ornaments from the Temples and Tombs in Greece and Sicily.
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LIST OF PLATES.

Cuar. V. Pompeian Ornament.

Plate. No.
23 1 Collection of Borders from different Edifices in Pompeii.
24 2 Ditto Pilasters and Friezes ditto.

25 3 Mosaics from Pompeii and the Museum at Naples.

Caapr. VI. Roman Ornament.

26 1 Roman Ornaments from Casts in the Crystal Palace.
27 2 Ditto from the Museo Bresciano.

Caar. VII. Byzantine Ornament.

28 1 Carved Byzantine Ornaments.
29 2 Painted ditto.

29* 2*Ditto ditto.

30 3 Mosaics.

Cuap. VIII. Arabian Ornament.

31 1 Arabian Ornaments of the Ninth Century from Cairo.

32 2 Ditto Thirteenth Century ditto.

33 3 Ditto ditto ditto.

34 4 Portion of an Illuminated Copy of the “ Koran.”

35 & Mosaics from Walls and Pavements from Houses in Cairo.

Caar. IX. Turkish Ornament.

36 1 Ornaments in Relief from Mosques, Tombs, and Fountains at Constantinople.
37 2 Painted Ornaments from the Mosque of Soliman at Constantinople.
38 8 Decoration of the Dome of the Tomb of Soliman I. at Constantinople.

Cuar. X. Moresque Ornament from the Alhambra.

39 1 Varieties of Interlaced Ornaments.
40 2 Spandrils of Arches.

41 3 Lozenge Diapers.

41* 3*Ditto ditto.

42 4 Square Diapers.

42*% 4*Ditto  ditto.

42+ 4fDitto  ditto.

43 5 Mosaics.

Cuapr. XI. Persian Ornament.

44 1 Ornaments from Persian MSS, in the British Museum.

45 2 Ditto ditto.

46 3 Ditto ditto.

47 4 From a Persian Manufacturer’s Pattern-Book, South Kensington Museum.
47* 4*Ditto ditto ditto.

48 5 From a Persian MS., South Kensington Museum.
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Cuapr. XII. Indian Ornament.

Plate. No.
49 1 Ornaments from Metal-work from the Exhibition of 1851.
650 2
51 IDitto from Embroidered and Woven Fabrics and Paintings on Vases exhibited in the Indian
59 4 J Collection in 1851, now at South Kensington Museum.
53 5
53* 5* n . ; : :
Bl g Specimens of Painted Lacquer-work from the Collection at the India House.
54* G’J
55 7 Ornaments from Woven and Embroidered Fabrics and Painted Boxes exhibited at Paris in 1855,
Crap. XIII. Hindoo Ornament.
56 1 Ornaments from a Statue at the Asiatic Society’s House.
57 2 From the Collection at the Crystal Palace, Sydenham.
58 3 From the Collection at the India House,
Cuapr. XIV. Chinese Ornament.
59 1
60 2 : Chinese Ornaments painted on Porcelain, and on Wood, and from Woven Fabrics.
61 3
62 4 Conventional Renderings of Fruits and Flowers.
Cuap. XV. Celtic Ornament.
63 1 Lapidary Ornamentation.
64 2 Interlaced Styles.
65 38 Spiral, Diagonal, Zoomorphie, and later Anglo-Saxon Ornament,

Cuaap. XVI. Medizval Ornament.

66 1 Conventional Leaves and Flowers from Illuminated MSS.

67 2 Borders from Illuminated MSS. and Paintings.

67* *Ihtto ditto ditto.

68 3 Diapers from Illuminated MSS. and Backgrounds of Pictures.
69 4 Stained Glass of various periods.

69*% 4*Ditto ditto,

70 5 Encaustic Tiles ditto.

IrnivMminaTED MSS,

71 1 Portions of Illuminated MSS. of the Twelfth and Thirteenth Centuries.
72 2 Ditto ditto Thirteenth and Fourteenth  ditto.
78 3 Ditto ditto Fourteenth and Fifteenth  ditto.
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Cuaap. XVII. Renaissance Ornament.

No.
! lRenaissance Ornaments in Relief, from Photographs taken from Casts in the Crystal Palace,
2

=3 Sydenham.

4 Enamels from the Louvre and Hétel Cluny.
5 Ornaments from Pottery at South Kensington Museum.

6 Ditto ditto Hétel Cluny and the Louvre.
7 Ditto ditto ditto.
8

Q}Ornaments from Stone and Wood from the Collections of the Louvre and Hotel Cluny.

(gap. XVIII. Elizabethan Ornament.

;}Various Ornaments in Relief from the Time of Henry VIII. to that of Charles II.

3 Painted Ornaments and Ornaments on Woven Fabrie, ditto.

Cuap. XIX. Italian Ornament.

1 Pilasters and Ornaments from the Loggie of the Vatican, reduced from the full-size Paintings at
South Kensington Museum.

1*Ditto ditto ditto ditto.
9 Ornaments from the Palazzo Ducale, Mantua.

3 Ditto from the Palazzo Ducale and the Church of St. Andrea, Mantua.

4 Ditto from the Palazzo del Te, Mantua.

5 Ornaments from Printed Books.

COuar. XX. Leaves and Flowers from Nature.

1 Horse-chestnut leaves.

2 Vine leaves.

3 Ivy leaves.

4 Leaves of the Oak, Fig-tree, Maple, White Bryony, Laurel, and Bay-tree.
5 Leaves of the Vine, Hollyoak, Turkey Oak, and Laburnum.

6 Wild Rose, Ivy, and Blackberry.

7 Hawthorn, Yew, Ivy, and Strawberry-tree.

8 Various Flowers in Plan and Elevation.

9 Honeysuckle and Convolvulus.

10 Passion Flowers.



Cuarrer I.—Prates 1, 2, 3.

ORNAMENT OF SAVAGE TRIBES.

== 0 —
PLATE I
1. Cloth. Otaheite.—UxiTED SERVICE MUSEUM. | 9. Cloth Matting from Tongotabu, Friendly Islands.
2. Matting from Tongotabu, Friendly Islands. { 10. Cloth. Otaheite.—U.S. M.
3. Cloth. Otaheite.—T.S. M. | 11 Cloth. Sandwich Islands—B. M.
4, Cloth. Sandwich Islands.—U. S. M. [ 12. Cloth.
5-8. Cloths. Sandwich Islands.—Britisa Museum. 13. Cloth made from Paper Mulberry, Feejee Islands.—B. M.
PLATE IL
1. South America.—UNI1TED SERVICE MUSEUM. | 9,10. Tahiti. Adze. U. 8. M.
2. Sandwich Islands. U. 8. M. | 11, 12. Friendly Islands. Drum. U. 8. M.
3. Owhyhee. U.S. M. ; 18, 14. Tahiti. Adze. U.S. M.
4. New Hebrides. Inlaid Shield. U.S. M. | 15. Sandwich Islands. U.8. M.
5. Sandwich Islands. U.S. M. 16, 17. New Zealand. U.S. M.
6. South Sea Islands. U. 8. M. 18-20. Sandwich Islands. U.S. M.
7, 8. Sandwich Islands. TU.8. M.
PLATE III.
1. Owhyhee. Club.—Ux~1TED SERVICE MUSEUM. | 6. New Zealand. Pajee, or War Club. U.S.M.
2. Sandwich Islands. Club. U.8. M. 7. South Sea Isles. War Club. U.S. M.
3. New Zealand. Patoo-Patoo. .5 . 8. Handle, full size of Fig. 5. U. 8. M.
4, Tahiti. Adze. U.8. M. 9. Feejee Islands. Club. U.S. ML
5. New Zealand. Paddle. U. S. M.
-_

FroM the universal testimony of travellers it would appear, that there is scarcely a people, in however
early a stage of civilisation, with whom the desire for ornament is not a strong instinet. The desire is
absent in none, and it grows and increases with all in the ratio of their progress in civilisation. Man
appears everywhere impressed with the beauties of Nature which surround him, and seeks to imitate to the
extent of his power the works of the Creator.

Man’s earliest ambition is to create. To this feeling must be ascribed the tattooing of the human face
and body, resorted to by the savage to increase the expression by which he seeks to strike terror on his
enemies or rivals, or to create what appears to him a new beauty.® As we advance higher, from the

* The tattooing on the head which we introduce from the Museum at Chester is very remarkable, as showing that in this very

barbarous practice the principles of the very highest ornamental art are manifest, every line upon the face is the best adapted to
develope the natural features.
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ORNAMENT OF SAVAGE TRIBES.

decoration of the rude tent or wigwam to the sublime works of a Phidias and Praxiteles, the same feeling is
everywhere apparent : the highest ambition is still to create, to stamp on this earth the impress of an
individual mind.

From time to time a mind stronger than those around will impress itself on a generation, and carry with
it a host of others of less power following in the same track, yet never so closely as to destroy the individual
ambition to create; hence the cause of styles, and of the modifications of styles. The efforts of a people in
an early stage of civilisation are like those of
children, though presenting a want of power, they
possess a grace and naiveté rarely found in mid-age,
and never in manhood’s decline. It is equally so in
the infancy of any art. Cimabue and Giotto have
not the material charm of Raphael or the manly
power of Michael Angelo, but surpass them both in
grace and earnest truth. The very command of
means leads to their abuse : when Art struggles, it
succeeds ; when revelling in its own successes, it as
signally fails. The pleasure we receive in con-
templating the rude attempts at ormament of the
most savage tribes arises from our appreciation of
a difficulty accomplished ; we are at once charmed
by the evidence of the intention, and surprised at
the simple and ingenious process by which the result
is obtained. In fact, what we seek in every work of
Art, whether it be humble or pretentious, is the
evidence of mind,—the evidence of that desire to
create to which we have referred, and which all,

feeling a natural instinet within them, are satisfied

with when they find it developed in others. It is

strange, but so it is, that this evidence of mind will

Female Head from New Zealand, in the Museum, Chester.

be more readily found in the rude attempts at
ornament of a savage tribe than in the innumerable productions of a highly-advanced civilisation.
Individuality decreases in the ratio of the power of production. When Art is manufactured by combined
effort, not originated by individual effort, we fail to recognise those true instincts which constitute its
greatest charm.

Plate I. The ornaments on this Plate are from portions of clothing made chiefly from the bark
of trees.  Patterns No. 2 and 9 are from a dress brought by Mr. Oswald Brierly from Tongotabu, the
principal of the Friendly Island group. It is made from thin sheets of the inner rind of the bark of
a species of hibiscus, beaten out and united together so as to form one long parallelogram of cloth, which
being wrapped many times round the body as a petticoat, and leaving the chest, arms, and shoulders
bare, forms the only dress of the natives. Nothing, therefore, can be more primitive, and yet the
arrangement of the pattern shows the most refined taste and skill. No. 9 is the border on the edge
of the cloth; with the same limited means of production, it would be difficult to improve upon it. The
patterns are formed by small wooden stamps, and although the work is somewhat rude and irregular
in execution, the intention is everywhere apparent; and we are at once struck with the skilful balancing
of the masses, and the judicious correction of the tendency of the eye to run in any one direction by
opposing to them lines having an opposite tendency.
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ORNAMENT OF SAVAGE TRIBES.

When Mr. Brierly visited the island one woman was the designer of all the patterns in use there,
and for every new pattern she designed she received as a reward a certain number of yards of eloth.
The pattern No. 2, from the same place, is equally an admirable lesson in composition which we
may derive from an artist of a savage tribe. Nothing can be more judicious than the general arrange-
ment of the four squares and the four red spots. Without the red spots on the yellow ground there
would have been a great want of repose in the general arrangement; without the red lines round the
red spots to carry the red through the yellow, it would have been still imperfect. Had the small red
triangles turned outwards instead of inwards, the repose of the pattern would again have been lost,
and the effect produced on the eye would have been that of squinting; as it is, the eye is centred in

each square, and centred in each group by the red spots round the centre square. The stamps which

form the pattern are very simple, each triangle ' and each leaf being a single stamp: we thus see
how readily the possession of a simple tool, even by the most uncultivated, if guided by an in-
stinetive observation of the forms in which all the works of Nature are arranged, wonld lead to the

creation of all the geometrical arrangements of form with which
we are acquainted. On the upper left-hand corner of pattern
No. 2, the eight-pointed star is formed by eight applications of

the same tool; as also the black flower with sixteen pointing

inwards | and sixteen pointing outwards. The most ecom-
plicated patterns of the Byzantine, Arabian, and Moresque

mosaics would be generated by the same means. The secret of success in all ornament is the pro-
duction of a broad general effect by the repetition of a few simple elements; variety should rather be
sought in the arrangement of the several portions of a design, than in the multiplicity of varied
forms.

The stamping of patterns on the coverings of the body, when either of skins of animals or material such
as this, would be the first stage towards ornament after the tattooing of the body by an analogous process.
In both there would remain a greater variety and individuality than in subse-
quent processes, which would become more mechanical. The first notions of
weaving, which would be given by the plaiting of straws or strips of bark,
instead of using them as thin sheets, would have equally the same result of
gradually forming the mind to an appreciation of a proper disposition of
masses : the eye of the savage, accustomed only to look upon Nature’s
harmonies, would readily enter into the perception of the true balance both
of form and colour; in point of fact, we find that it is so, that in savage
ornament the true balance of both is always maintained.

After the formation of ornament by stamping and weaving, would naturally
follow the desire of forming ornament in relief or carving. The weapons for

defence or the chase would first attract attention. The most skilful and the

bravest would desire to be distinguished from their fellows by the possession ]
Plaited Straw from the Sandwich Islands,
of weapons, not only more useful, but more beautiful. The shape best fitted
for the purpose having been found by experience, the enriching of the surface by carving would naturally
follow ; and the eye, already accustomed to the geometrical forms produced by weaving, the hand would
seek to imitate them by a similar repetition of cuts of the knife. The ornaments on Plate II. show this
instinet very fully. They are executed with the utmost precision, and exhibit great taste and judzment
in the distribution of the masses. Nos, 11 and 12 are interesting, as showing how much this taste and
skill may exist in the formation of geometrical patterns, whilst those resulting from curved lines, and the
human form more especially, remain in the very first stage.

15



ORNAMENT OF SAVAGE TRIBES. »

The ornaments in the woodeuts below and at the side show a far higher advance in the distribution
of curved lines, the twisted rope forming the type as it naturally would be of all curved lines in ornament.
The uniting of two strands for additional strength would early accustom

the eye to the spiral line, and we always find this form side by side with

Head of Qanoe, New Guinea.

geometrical patterns formed by the interlacing of equal lines in the orna-

ment of every savage tribe, and retained in the more advanced art of every
civilised nation.

Head of Canoe, New Guinea.

From the Side of a Canoe,
New Zealand,

The ornament of a savage tribe, being the result of a natural instinet,
is necessarily always true to its purpose; whilst in much of the ornament of civilised nations, the first
impulse which generated received forms being enfeebled by constant repetition, the ornament is often-
times misapplied, and instead of first seeking the most convenient form und adding beauty, all beauty is
destroyed, because all fitness, by superadding ornament to ill-contrived form. If we would return to
a more héalthy condition, we must even be as little children or as savages; we must get rid of the
acquired and artificial, and return to and develope natural instinets,

The beautiful New Zealand paddle, Nos. 5-8, on Plate III., would rival works

of the highest civilisa-
tion: there is not a line upon its surface misapplied.

The geneial shape is most elegant, and the
decoration everywhere the best adapted to develope the form.

A modern manufacturer, with his
16



ORNAMENT OF SAVAGE TRIBES.

stripes and plaids, would have continued the bands or rings round the handle across the blade. The
New Zealander’s instinet taught him better. He desired not only that his paddle should be strong,
but should appear so, and his ornament is so disposed as to give an appear-
ance of additional strength to what it would have had if the surface

had remained undecorated. The centre band in the length of the blade

’
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Handle of a Paddle.—B. M.

is continued round on the other side, binding together the border on
the edge, which itself fixes all the other hands. Had these bands run
out like the centre one, they would have appeared to slip off. The centre
one was the only one that could do so without disturbing the repose. )

The swelling form of the handle where additional weight was required
is most beautifully contrived, and the springing of the swell is well

defined by the bolder pattern of the rings.*

Club, Eastern Archipelago.

* Captain Cook and other voyagers repeatedly notice the taste and ingenuity of the islanders of the Pacific and South Seas:
instancing especially cloths, painted ¢ in such an endless variety of figures that one might suppose they borrowed their patterns from a
mercer’s shop in which the most elegant productions of China and Europe are collected, besides some original patterns of their own.”
The “thousand different patterns” of their basket-work, their mats, and the fancy displayed in their rich carvings and inlaid shell-work,
are, likewise, constantly mentioned. See The Three Voyages of Captain Cook, 2 vols. Lond. 1841-42 ; DumoNt p’URVILLE'S Voyage au
Pole Sud, 8vo. Paris, 1841 ; Ditto, 4tlas d’Histoire, fol.; PricuARD's Natural History of Man, Lond. 1855 ; G. W. EArLE’s Native Races of
Indian Archipelago, Lond. 1852 ; KERR'S General History and Collection of Voyages and Travels, London, 1811-17.
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Caapren I1.—Prares 4, 5, 6, 6%, 7, 8, 9, 10, 11.

EGYPTIAN

ORNAMENT.

PLATE 1V,

The Lotus, drawn from Nature.
Egyptian representation of the Lotus.
Another, in a different stage of growth.

Three Papyrus Plants, and three full-blown Lotus Flowers
with two Buds, held in the hand of a King as an
offering to a God.

A full-blown Lotus and two Buds, bound together with
Ribbons, the type of the Capitals of Egyptian
Columns.

The Lotus and Buds in the form of a Column, bound
round with Matting, from a Painting representing the
Portico of a Temple,

The Base of the Stem of the Papyrus, drawn from Na-
ture ; the type of the Bases and Shafts of Egyptian
Columns,

8. Expanding Bud of the Papyrus, drawn from Nature.
9. Another, in a less advanced stage of growth.
| 10. Egyptian representation of the Papyrus Plant; the com-
plete type of the Capital, Shaft, and Base of the
Egyptian Columns.

11. The same, in combination with Lotus Buds, Grapes, and
Ivy.

12. A combination of the Lotus and Papyrus, representing a
Column bound with Matting and Ribbons.
13. Egyptian representation of the Lotus and Buds.

14, ] Representations of the Papyrus, from an Egyptian
15. Painting.

16. Representation of Plants growing in the Desert.

17. Representation of the Lotus and Papyrus growing in
the Nile.
18. Another variety of Desert Plants.

PLATE V.

Fan made of Feathers, inserted into a wooden Stem in
the form of a Lotus.

Feathers from the Head-dress of the Horses of the Royal
Chariots.

Another variety, from Aboo-Simbel.

Fans made of dried Leaves.

Ditto.

Fan.

Royal Head=dress.

Ditto.

Representation of a species of Lotus.

' 10. The true Lotus.

11. Insignia borne by certain Officers of the time of the
Pharaohs.

12.  Another variety.
‘ 13,
| 14, » Gold and enamelled Vases in the form of the Lotus.
| 15,

16. A Rudder Oar decorated with the Lotus and the Eye,

representing the Divinity.
17.  Ditto, another variety.

' }S’ }Bo&ts made of Papyrus Plants bound together.

PLATE VI

Capital of the large Columns of the Temple of Luxor,
Thebes, of the time of Amunoph IIL, 1250 B.c.,
according to Sharpe. It represents the full-blown
Papyrus, and around it Papyri and Lotus Buds alter-
nating.

Capital of the smaller Columns of the Memnonium, Thehes,
B.c. 1200. Represents a single Bud of the Papyrus

decorated with the coloured pendent Fascize that are
seen in the painted representations of Columns of
Plate IV, Nos. 5, 6, 12.

3. Capital of the smaller Columns of the Temple of Luxor,
B.c. 1250. Representing eight Buds of the Papyrus
bound together, and adorned with pendent and
coloured Fascize.

19



EGYPTIAN

11. Capital from the unfinished hypwmthral Temple in the
Island of Philze.

of the Papyrus Plant in three stages of growth, and
arranged in three tiers: the first composed of four

full-blown and four large expanding Papyri; the |

second tier, of eight smaller expanding flowers; and
the third tier, of sixteen buds: making in all a
bundle of thirty-two plants. The stem of each plant
may be traced, by the size and colour of its stalk,
down to the horizontal bands or fasciee. See Plate
IV. Nos. 6, 6, 12.

Capital from the Temple at Koom-Ombos. The full-
grown Papyrus surrounded by various flowers.

12.

13. Capital from the principal Temple, Philee. Representing
two tiers of the Papyrus, in three stages of growth.
The first tier composed of eight plants, four full-blown
and four expanding; the second tier composed of eight

Roman period, B.c. 140. Composed |

ORNAMENT.

buds: making sixteen plants. In this capital the

circular form is not disturbed, as in No. 11.

| 14. Capital from the unfinished hypethral Temple, Phile.

‘ Composed of three tiers of the Papyrus Plant in
three stages of growth. The first tier has eight
full-blown and eight expanding plants; the second
tier, sixteen expanding flowers; and the third tier,
thirty-two buds of the Papyrus: in all, sixty-four
plants. The stem of each plant is distinguished
by its size and colour, and continued down to the
horizontal bands which bind them together round
the shaft.

Capital from the Portico of Edfu, B.c. 145. Represents
the Palm-tree, with nine branches, or faces. The
horizontal fascize of the Palm-tree Capital differ from
the fascize of all the other eapitals, inasmuch as there
is always a pendent loop.

16.

PLATE VI*.

4, Capital from a Temple in the Oasis of Thebes. Repre-
senting a collection of Aquatic Plants, with triangular
Stalks tied round a single full-blown Papyrus.

5. Capital from the Portico of Edfu, B.c. 145, of similar |

structure to No. 4.

6. Capital from the prineipal Temple in the Island of Phile,
B.C. 106. The full-blown Papyrus surrounded by the
same flower in various stages of growth.

7. Capital from a Temple in the Oasis of Thebes.

Capital from the Colonnade of the Island of Phile. |

Representing sixteen Lotus Flowers bound together
in three tiers. Shown in elevation.

9. The Capital No. 8 seen in Perspective.

10. Capital from a Temple in the Oasis of Thebes. Re-
presenting eight Lotus Flowers bound together in
two tiers.

15. Capital from the unfinished hypsethral Temple, Phile.
Composed of the Papyrus in two stages of growth,
arranged in three tiers. The first composed of four

[ full-blown and four expanding flowers; the second

tier, of eight smaller, full-blown ; and the third tier,
of sixteen, still smaller.

17. Capital of the Grieco-Egyptian form, but of the Roman
period. Very remarkable, as showing the Egyptian
and Greek elements combined, viz. the Papyrus in
two stages of growth, with the Acanthus leaf and the

tendrils of the Honeysuckle.

"PLATE VIL

1. Ornament on the top of the Walls of a Tomb at Beni- |

hassan.
2. Ditto ditto.
3. Ditto, from Karnac, Thebes.
4. Ditto, from Gourna, Thebes.
5. Ditto, from Sakhara.
6. Decoration of the Torus moulding of some of the early
Tombs in the neighbourhoodof the Pyramids of Giza.
é: } From a wooden Sarcophagus.
10. From the Tombs, El Kab.
11. From the Tombs, Benihassan.
12. TFrom the Tombs, Gourna.
13. Ditto.
14. Ditto.
15. From a Necklace.
16. From the Wall of a Tomb, Gourna, immediately under
the Ceiling.
17,

L{g, } Portions of a Necklace.

20. From the Wall of a Tomb.

21. From a Necklace.

20

22," From the upper part of the Wall of a Tomb, Sakhara.
23. Ditto, at Thebes.

24, From a Necklace.

25. From the Wall of a Tomb, Gourna.

26. From a Sarcophagus.
27. From the Wall of a Tomb.
28. From a Sarcophagus.

| 29. From the upper part of a Picture.
30. Arrangement of Lines from dados.
31. TFrom a Sarcophagus in the Louvre.

32. Trom the Wall of a Tomb, Gourna, representing the
Lotus, in plan as well as in elevation.
From a Ceiling at Medinet Haboo.

Arrangement of Lines from dados, in Tombs.

33.
34.

Nos. 1-5, 10, 11, always occur on vertical surfaces, and on
the upper part of the walls of tombs and temples. Nos. 7-9,
12, 14, 18, 20, are all derived from the same elements, viz. the
Lotus in a pendent position, with a bunch of grapes intervening.
This very constant Egyptian ornament in some of its forms
so much resembles the Greek moulding, usually termed the
egg-and-tongue, or egg-and-dart moulding, that we can hardly
doubt that the Greek moulding was derived from this.
source. Nos. 13, 15, 24, 32, exhibit another element of
Egyptian ornamentation derived from the separated leaves
of the Lotus.




6. From a Tomb at Thebes.

EGYPTIAN ORNAMENT.

PLATE VIIL

The whole of the Ornaments on this plate are from Mummy- |

cases in the British Museum and the Louvre, and, like
those of the last Plate, are mostly composed of the
Lotus-flower and single leaves of the same plant. In
No. 2, ahove the Lotus-leaves, is a white ornament on
a black ground, very common in the tombs, suggested

by the interwoven strands of a rope; and in No. 7
we have the chequered pattern, one of the earliest
ornaments, evidently derived from the weaving to-
gether of different-coloured strands. In the lower
part of No. 18 we have another very common orna-
ment, derived from feathers.

PLATE IX

The Ornaments on this Plate ave taken from Paintings on
Tombs in various parts of Egypt, from original Draw-
ings. They are chiefly patterns that could be pro-
duced by the loom, and a single glance will show that
this is doubtless the origin of most of them.

1-8 are representations of Mats on which the kings stand.
They were evidently formed of interwoven straws of
different colours. The transition from this state to the
formation of patterns, such as 9-12, 17-19, 21, would
be very rapid, and they are most probably only repro-

ductions of woven articles of daily use. Nos. 9 and
10 may have suggested the fret to the Greeks, unless
they arrived at it themselves by a similar process.

20 is from a Ceiling of a Tomb at Gourna. It represents the
Trellis-work of a Garden Walk, covered with a Vine,
It is by no means an uncommon ornament for the
curved eceilings of small tombs, and usually occupies
the whole ceiling of each execavation at the period of
the nineteenth dynasty.

21-23 are derived from Mummy-cases in the Louvre, of a late
period.

PLATE X.

1-5. From Mummy-cases in the Louvre, at a late period.
Geometrical arrangements of the single Lotus-leaf.

Each cirele is formed of four
Lotus-flowers and four Buds, the intermediate star
probably intended for four Lotus-leaves.

7. From a Tomb at Thebes.

8,9. From a Mummy-case.

10-24 are from Ceilings of Tombs in various parts of Egypt.
In Nos. 10, 13-16, 18-23, are various examples of an
ornament representing the unwinding of a pile of
rope, which may have given the first suggestion of
the volute. In No. 24 the continuous blue line is
evidently from the same type.

PLATE XI.

1, 4, 6, 7, are from Tombs at Thebes, and are further examples
of the Rope Ornament given in the last Plate, Nos.
2 and 3 are varieties of arrangements of Stars, very
common on the ceilings hoth of tombs and temples.
No. 2 is formed on squares, No. 3 on equilateral
triangles.

9. From a Mummy-case.

10. From the Embroidery on a King’s Robe,

11-16 are varieties of Borders from Paintings in Tombs.

17.  From the Dress of a figure in one of the Royal Tombs
of Biban el Moluk. Tt represents the Scales of the
Armour worn by the Heroes and Gods of Egypt.

18-20 are similar, and most probably were suggested hy the

feathers of hirds.

21. Ornament on the Dress of the god Amun, from Aboo-
simbel.

22, From a Fragment in the Louvre.

23. Dado from the Tomb of Ramses, Biban el Moluk, pro-
bably representing, in diagram, a Papyrus-grove, as
it occupies a similar position to those dados of a
later period which were formed of buds and flowers
of the papyrus.

24, From a very ancient Tomh at Giza, opened by Dr.
Lepsius.  The upper part represents the usual
Egyptian torus; the lower portion is from the dado
of the same tomb, and shows that the practice of
imitating grained woods in painting is of the highest
antiquity.
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THE Architecture of Egypt has this peculiarity over all other styles, that the more ancient the monu-
ment the more perfect is the art.  All the remains with which we are acquainted exhibit Egyptian Art in
a state of decline. Monuments erected two thousand years before the Christian era are formed from the
ruins of still more ancient and more perfect buildings. We are thus carried back to a period too remote
from our time to enable us to discover any traces of its origin; and whilst we can trace in direct succession
the Greek, the Roman, the Byzantine, with its offshoots, the Arabian, the Moresque, and the Gothic,
from this great parent, we must believe the architecture of Egypt to be a pure original style, which
arose with civilisation in Central Africa,® passed through countless ages, to the culminating point of
perfection and the state of decline in which we see it. Inferior as this state doubtless is to the unknown
perfection of Egyptian Art, it is far beyond all that followed after; the Egyptians are inferior only to
themselves. In all other styles we can trace a rapid ascent from infancy, founded on some bygone
style, to a culminating point of perfection, when the foreign influence was modified or discarded, to a
period of slow, lingering decline, feeding on its own elements. In the Egyptian we have no traces
of infancy or of any foreign influence; and we must, therefore, believe that they went for inspiration
direct from nature. This view is strengthened when we come to consider more especially the ornament
of Egypt; the types are few and natural types, the representation is but slightly removed from the type.
The later we descend in art, the more and more do we find original types receded from ; till, in much
ornament, such as the Arabian and Moresque, it is difficult to discover the original type from which the
ornament has been by successive mental efforts developed.

The lotus and papyrus, growing on the banks of their river, symbolising the food for the body and
mind ; the feathers of rare birds, which were carried before the king as emblems of sovereignty; the
palm-branch, with the twisted cord made from its stems; these are the few types which form the basis
of that immense variety of ornament with which the Egyptians decorated the temples of their gods, the
palaces of their kings, the covering of their persons, their articles of luxury or of more modest daily use,
from the wooden spoon which fed them to the boat which carried their similarly adorned embalmed bodies
across the Nile to their last home in the valley of the dead. Following these types as they did in a
manner so nearly allied to their natural form, they could hardly fail to observe the same laws which the
works of nature ever display; and we find, therefore, that Egyptian ornament, however conventionalised,
is always true. We are never shocked by any misapplication or violation of a natural principle. On
the other hand, they mnever, by a too servile imitation of the type, destroyed the consistency of the
representation. A lotus carved in stone, forming a graceful termination to a column, or painted on the

walls as an offering to their gods, was never such a one as might be plucked, but an architectural

* In the British Museum may be seen a cast of a bas-relief from Kalabshee in Nubia, representing the conquests of Ramses II,
over a black people, supposed to be Ethiopians. It is very remarkable, that amongst the presents which these people are represented
as bringing with them as a tribute to the King, besides the leopard-skins and rare animals, ivory, gold, and other products of the country,
there are three ivory carved chairs precisely similar {o that on which the King sits to receive them; from which it would appear that
these highly-elaborated articles of luxury were derived by the Egyptians from the interior of Africa.
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representation ; in either case the best adapted for the purpose it had to fill, sufficiently resembling the
type to call forth in the beholder the poetic idea which it was sought to supply, without shocking his
feeling of consistency.

Egyptian ornament is of three kinds: that which is constructive, or forming part of the monument
itself, of which it is the outward and graceful covering of the skeleton within; that which is representative,
but at the same time conventionally rendered; and that which is simply decorative. 1In all cases it was
symbolic, and, as we have observed, formed on some few types, which were but slightly changed during
the whole period of Egyptian civilisation.

Of the first kind, viz. constructive ornament, are the decorations of the means of support and the
crowning members of the walls. The column only a few feet high, or one forty or sixty feet, as at
Luxor and Karnac, was an enlarged papyrus plant: the base representing the root; the shaft, the stalk;
and the capital, the full-blown flower, surrounded by a bouquet of smaller plants (No. 1, Plate VIL.),
tied together by bands. Not only did a series of columns represent a grove of papyri, but each column
was in itself a grove; and at No. 17 of Plate IV. we have a representation of a grove of papyri in
various stages of growth, which would only have to be assembled as they stand, and be tied round with
a string, and we should have the Egyptian shaft and its highly-ornamental capital; and further, we have
in Nos. 5, 6, 10, 11, 12, on Plate IV., pointed representations of columns forming parts of temples, in
which the original idea is unmistakably portrayed.

We may imagine it the custom of the Egyptians in early times to decorate the wooden posts of
their primitive temples with their native flowers tied round them; and this custom, when their art
took a more permanent character, became solidified in their monuments of stone. These forms, once
sacred, their religious laws forbade a change; but a single glance, however, at Plates VI. and VI¥*,
will show how little this possession of one leading idea resulted in uniformity. The lotus and papyrus
form the type of fifteen of the capitals we have selected for illustration; yet how ingeniously varied,
and what a lesson do they teach us! From the Greeks to our own time the world has been content
with the acanthus leaf arranged round a bell for the capitals of columns of all architecture called
classie, differing only in the more or less perfection of the modelling of the leaves, or the graceful
or otherwise proportions of the bell: a modification in plan has but rarely been attempted. And this
it was that opened the way to so much development in the Egyptian capital; beginning with the
circle, they surrounded it with four, eight, and sixteen other circles. If the same change were attempted
with the Corinthian capital, it could not fail to produce an entirely new order of forms whilst still
retaining the idea of applying the acanthus leaf to the surface of a bell-shaped vase.

The shaft of the Egyptian column, when circular, was made to retain the idea of the ttiangular
shape of the papyrus stalk, by three raised lines, which divided its circumference into three equal
portions; when the column was formed by a union of four or eight shafts bound together, these had
each a sharp arris on their outer face with the same intention. The crowning member or cornice of
an Egyptian building was decorated with feathers, which appear to have been an emblem of sovereignty ;
whilst in the centre was the winged globe, emblem of divinity.

The second kind of Egyptian ornament results from the conventional representation of actual things
on the walls of the temples and tombs; and here again, in the representations of offerings to the gods
or of the various articles of daily use, in the paintings of actual scenes of their domestic life, every
flower or other object is portrayed, not as a reality, but as an ideal representation. It is at the same
time the record of a fact and an architectural decoration, to which even their hieroglyphical writing,
explanatory of the scene, by its symmetrical arrangement added effect. In No. 4, on Plate IV., we
have an example in the representation of the three papyrus-plants and three lotus-flowers, with two buds,
in the hand of a king as an offering to the gods. The arrangement is symmetrical and graceful, and
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we here see that the Egyptians, in thus conventionally rendering the lotus and papyrus, instinctively
obeyed the law which we find everywhere in the leaves of plants, viz. the radiation of the leaves, and
all the veins on the leaves, in graceful curves from the parent stem: and not only do they follow this law
in the drawing of the individual flower, but also in the grouping of several flowers together, as may
be seen, not ouly in No. 4, but also in their representation of plants growing in the desert, Nos. 16
and 18 of the same plate, and in No. 13. In Nos. 9 and 10 of Plate V. they learned the same lesson
from the feather, another type of ornament (11 and 12, Plate V.): the same instinct is again at work
at Nos. 4 and 5, where the type is one of the many forms of palm-trees so common in the country.

The third kind of Egyptian ornament, viz. that which is simply decorative, or which appears so to
our eyes, but which has doubtless its own laws and reasons for its application, although they are not
so apparent to us. Plates VIIL, IX., X., XI., are devoted to this class of ornament, and are from
paintings on tombs, dresses, utensils, and sarcophagi. They are all distinguished by graceful symmetry
and perfect distribution. The variety that can be produced by the few simple types we have referred
to is very remarkable.

On Plate IX., are patterns of ceilings, and appear to be reproductions of woven patterns. Side by
side with the conventional rendering of actual things, the first attempts of every people to produce
works of ornament take this direction. The early necessity of plaiting together straw or bark of trees,
for the formation of articles of clothing, the covering of their rude dwelling, or the ground on which
they reposed, induced the employment at first of straws and bark of different natural colours, to be
afterwards replaced by artificial dyes, which gave the first idea, not only of ornament, but of geome-
trical arrangement. Nos. 1—4, Plate IX., are from Egyptian paintings, representing mats whereon the
king stands: whilst Nos. 6 and 7 are from the ceilings of tombs, which evidently represent tents
covered by mats. No. 9, 10, 12, show how readily the meander or Greek fret was produced by the
same means. The universality of this ornament in every style of architecture, and to be found in some
shape or other amongst the first attempts of ornament of every savage tribe, is an additional proof of
their having had a similar origin.

The formation of patterns by the equal division of similar lines, as by weaving, would give to a
rising people the first notions of symmetry, arrangement, disposition, and the distribution of masses.
The Egyptians, in their decoration of large surfaces, never appear to have gone beyond a geometrical
arrangement.  Flowing lines are very rare, comparatively, and never the motive of the composition,
though the germ of even this mode of decoration, the volute form, exists in their rope ornament.
(No. 10, 13-16, 18—24, on Plate X., and 1, 2, 4, 7, Plate XI.) Here the several coils of rope are
subjected to a geometrical arrangement; but the unrolling of this cord gives the very form which is
the source of so much beauty in many subsequent styles. We venture, therefore, to claim for the
Egyptian style, that though the oldest, it is, in all that is requisite to comstitute a true style of art,
the most perfect. The language in which it reveals itself to us may seem foreign, peculiar, formal,
and rigid; but the ideas and the teachings it conveys to us are of the soundest. As we proceed with
other styles, we shall see that they approach perfection only so far as they followed, in common with
the Egyptians, the true principles to be observed in every flower that grows. Like these favourites of
Nature, every ornament should have its perfume;: 4.e. the reason of its application. It should
endeavour to rival the grace of construction, the harmony of its varied forms, and due proportion and
subordination of one part to the other found in the model. When we find any of these characteristies
wanting in a work of ornament, we may be sure that it belongs to a borrowed style, where the spirit
which animated the original work has been lost in the copy.

The architecture of the Egyptians is thoroughly polychromatic,—they painted everything ; therefore

we have much to learn from them on this head. They dealt in flat tints, and used neither shade nor
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EGYPTIAN ORNAMENT.

shadow, yet found no difficulty in poetically conveying to the mind the identity of the object they
desired to represent. They used colour as they did form, conventionally. Compare the representation
of the lotus (No. 3, Plate IV.) with the natural flower (No. 1); how charmingly are the characteristics
of the natural flower reproduced in the representations! See how the outer leaves are distinguished
by a darker green, and the inner protected leaves by a lighter green: whilst the purple and yellow
tones of the innmer flower are represented by red leaves floating in a field of yellow, which most
completely recalls the yellow glow of the original. We have here Art added to Nature, and derive
an additional pleasure in the perception of the mental effort which has produced it.

The colours used by the Egyptians were principally red, blue, and yellow, with black and white
to define and give distinctiveness to the various colours; with green used generally, though not
universally, as a local colour, such as the green leaves of the lotus. These were, however,
indifferently coloured green or blue; blue in the more ancient times, and green during the Ptolemaic
period ; at which time, also, were added both purple and brown, but with diminished effect. The red
also, which is found on the tombs or mummy-cases of the Greek or Roman period, is lower in tone
than that of the ancient times; and it appears to be a universal rule that, in all archaic periods of
art, the primary colours, blue, red, and yellow, are the prevailing colours, and these used most
harmoniously and successfully. ~ Whilst in periods when art is practised traditionally, and not
instinctively, there is a tendency to employ the secondary colours and hues, and shades of every
variety, though rarely with equal success, We shall have many opportunities of pointing this out
in subsequent chapters.
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Crarrer ITI1.—Prates 12, 13, 14.

ASSYRIAN AND PERSIAN ORNAMENT.

PLATE XII.

1. Seulptured Pavement, Kouyunjik. 6-11. Painted Ornaments from Nimroud.
2-4. Painted Ornaments from Nimroud. 12-14. Sacred Trees from Nimroud.
5. Seulptured Pavement, Kouyunjik.

The whole of the ornaments on this Plate are taken from Mr. Layard’s great work, The Monuments of Nineveh. Nos. 2, 3,
4,6,7, 8,10, 11, are coloured as published in his work. Nos, 1, 5, and the three Sacred Trees, Nos. 12, 13, 14, are in relief,
and only in outline. We have treated them here as painted ornaments, supplying the colours in accordance with the prin-
ciples indicated by those above, of which the colours are known.

PLATE XIII.

1-4.  Enamelled Bricks, from Khorsabad.—Fraxpiy & Coste. 13, Enamelled Brick, from Khorsabad. F. & C.
5. Ornament on King’s Dress, from Khorsabad.—F. & C. 14. Ornament on a Battering Ram, Khorsabad.—F. & C.
6,7. Ornaments on a E:x.‘onze Shield, pitm‘ 1‘:‘ ‘\ C. 15, Ornament from a Bronze Vessel, Nimroud.—-LAYARD.
e e SRR A 16-21. Enamelled Bricks, from Khorsabad.—FLANDIN & COSTE.
10, 11. Ornaments from a Bronze Vessel, Nimroud.—

e 22. Enamelled Brick, from Nimroud.—LAYARD.
12. Ornament on a King’s Dress, from Khorsabad.— 23. Ditto, from Bashilhah.—Layarp.

Franpix & CosrE. 24. Ditto, from Khorsabad.—FrLanpix & Coste.

The ornaments Nos. 5, 8, 9, 12, are very common on the royal robes, and represent embroidery. We have restored the
colouring in a way which we consider hest adapted for developing the various patterns. The remainder of the ornaments on
this Plate are coloured as they have been published by Mr. Layard and Messrs. Flandin and Coste.

PLATE XIV.

1. Feathered Ornament in the Curvetto of the Cornice, 13-15. From Sassanian Capitals, at Ispahan.—Frixpin &

Palace No. 8, Persepolis.—Franpin & Cosre, . Cos1e.
2, Base of Column from Ruin No. 13, Persepolis.—F. & ¢. | 16. From a Sassanian Moulding, Bi Sutoun. F.&C.
4. Ornament on the Side of the Staircase of Palace No.2, | 17. Ornament from Tak I Bostan. F.&C.
Persepolis.—F. & C. 18,19. Sassanian Ornaments from Ispahan. F, &'O.
5. Base of Columm of Colonnade No. 2, Persepolis.—I', & C. 30' A.rchi\'olr from)il'uk . 1?(35{&11. F" ‘\' C.
6. Base of Columm, Palace No. 2, Persepolis, F. & C. ‘,"1' E-ppor .part‘of l xluﬁter, ek T Hope, F. &0,
7. Pasect Ol Pariine Mo 1. Porsenalia s 22, Sassanian Capital, Tspahan. - R, & C,
foSjien o SR, SOTUES Ho. 1, Yersapelin. F.&C 23. Pilaster, Tak I Bostan. F. &C.
8. Base of Column at Istakhr. F. & C. 24. Capital of Pilaster, Tak I Bostan. F. & C,
9-12. From Sassanian Capitals, Bi Sutoun. B. & C. 25. Sassanian Capital, Ispahan. B, &0,
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ASSYRIAN

AND PERSIAN

ORNAMENT.

RicH as has been the harvest gathered by Mons. Botta and Mr. Layard from the ruins of Assyrian Palaces,

the monuments which they have made known to us do not appear to carry us back to any remote period

of Assyrian Art. Like the monuments of Egvpt, those hitherto discovered belong to a period of decline,

and of a decline much further removed from a culminating poiht of perfection. The Assyrian must have

Assyrian,

either been a borrowed style, or the
remains of a more perfect form of art
have yet to be discovered. We are
strongly inclined to believe that the
Assyrian is not an original style, but
was borrowed from the Egyptian, mo-
dified by the difference of the religion
and habits of the Assyrian people.

On comparing the bas-reliefs of
Nineveh with those of Egypt we can-
not but be struck with the many points
of resemblance in the two styles; net
only is the same mode of representa-
tion adopted, but the objects repre-
sented are oftentimes so similar, that
it is difficult to believe that the same
style could have been arrived at by two
people independently of each other.

The mode of representing a river, a
tree, a besieged city, a group of prison-
ers, a battle, a king in his chariot, are
almost identical,—the differences which
exist are only those which would result
from the representation of the habits of
two different people ; the art appears to
us to be the same. Assyrian sculpture
seems to be a development of the
Egyptian, but, instead of being carried
forward, descending in the scale of
perfection, bearing the same relation to
the Egyptian as the Roman does to the
Greek. Egyptian sculpture gradually

declined from the time of the Pharaohs to that of the Greeks and Romans; the forms, which were

at first flowing and graceful, became coarse and abrupt; the swelling of the limbs, which was at first
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ASSYRIAN AND PERSIAN ORNAMENT,

rather indicated than expressed, became at last exaggerated; the conventional was abandoned for an
imperfect attempt at the natural. In Assyrian sculpture this attempt was carried still farther, and
while the general arrangement of the subject and the pose of the single figure were still conventional,
an attempt was made to express the muscles of the limbs and the rotundity of the flesh; in all art
this is a symptom of decline, Nature should be idealised not copied. Many modern statues differ in
the same way from the Venus de Milo, as do the bas-reliefs of the Ptolemies from those of the
Pharaohs.

Assyrian Ornament, we think, presents also the same aspect of a borrowed style and one in a state
of decline. It is true that, as yet, we are but imperfectly acquainted with it; the portions of the
Palaces which would contain the most ornament, the upper portions of the walls and the ceilings,
having been, from the nature of the construction of Assyrian edifices, destroyed. There can be little
doubt, however, that there was as much ornament employed in the Assyrian monuments as in the
Egyptian : in both styles there is a total absence of plain surfaces on the walls, which are either
covered with subjects or with writing, and in situations where these
would have been inapplicable, pure ornament must have been employed
to sustain the general effect. What we possess is gathered from the
dresses on the figures of the bas-reliefs, some few fragments of painted
bricks, some objects of bronze, and the representations of the sacred
trees in the bas-reliefs, As yet we have had no remains of their con-
structive ornament, the columns and other means of support, which
would have been so decorated, being everywhere destroyed; the con-

structive ornaments which we have given in Plate XIV., from Persepolis,

being evidently of a much later date, and subject to other influences,

would be very unsafe guides in any attempt to restore the constructive SR
ornament of the Assyrian Palaces.

Assyrian Ornament, though not based on the same types as the )
Egyptian, is represented in the same way. In both styles the orna- £ =
ments in relief, as well as those painted, are in the nature of diagrams. ! i
There is but little surface-modelling, which was the peculiar invention 56o000bo0

of the Greeks, who retained it within its true limits, but the Romans

carried it to great excess, till at last all breadth of effect was destroyed. —<essgD o
The Byzantines returned again to moderate relief, the Arabs reduced

the relief still farther, while with the Moors a modelled surfice became |

extremely rare. In the other direction, the Romanesque is distinguished f
in the same way from the Early Gothie, which is itself much broader i

in effect than the later Gothic, where the surface at last became so laboured that all repose was
destroyed.

With the exception of the pine-apple on the sacred trees, Plate XII., and in the painted ornaments,
and a species of lotus, Nos, 4 and 5, the ornaments do not appear to be formed on any natural type,
which still farther strengthens the idea that the Assyrian is not an original style. The natural laws
of radiation and tangential curvature, which we find in Egyptian ornament, are equally observed
here, but much less truly,—rather, as it were, traditionally than instinctively. Nature is not followed
so closely as by the Egyptians, nor so exquisitely conventionalised as by the Greeks. Nos. 2 and 3,
Plate XIIL, are generally supposed to be the types from which the Greeks derived some of their
painted ornaments, but how inferior they are to the Greek in purity of form and in the distribution

of the masses !



ASSYRIAN AND PERSIAN ORNAMENT.

The colours in use by the Assyrians appear to have been blue, red, white, and black, on their
painted ornaments; blue, red, and gold, on their sculptured ornaments; and green, orange, buff, white,
and black, on their enamelled bricks.

The ornaments of Persepolis, represented on Plate XIV,, appear to be modifications of Roman
details. Nos. 3, 5, 6, 7, 8, are from bases of fluted columns, which evidently betray a Roman influ-
ence. The ornaments from Tak I Bostan,—17, 20, 21, 23, 24,—are all constructed on the same
principle as Roman ornament, presenting only a similar modification of the modelled surface, such as
we find in Byzantine ornament, and which they resemble in a most remarkable manner.

The ornaments, 12 and 16, from Sassanian capitals, Byzantine in their general outline, at Bi
Sutoun, contain the germs of all the ornamentation of the Arabs and Moors. It is the earliest example
we meet with of lozenge-shaped diapers. The Egyptians and the Assyrians appear to have covered
large spaces with patterns formed by geometrical arrangement of lines; but this is the first instance
of the repetition of curved lines forming a general pattern enclosing a secondary form. By the prin-
ciple contained in No. 16 would be generated all those exquisite forms of diaper which covered the
domes of the mosques of Cairo and the walls of the Alhambra.
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Sassanian Capital from Bi Sutour.—FLANDIN & COSTE.
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Cmarrer IV.—Prates 15, 16, 17, 18, 19, 20, 21, 22.

GREEK ORNAMENT.

PLATE XV.

A collection of the various forms of the Greek Fret from Vases and Pavements.

PLATE XVI.-XXL

Ornaments from Greek and Etruscan Vases in the British Museum and the Louvre.

PLATE XXII.
land 4. From a Sarcophagus in Sicily.—HITToRFF.
3, 5-18. From the Propylaea, Athens.—HITTORFF.
12-17. From the Coffers of the Ceiling of the Propylea.—PENROSE.

18.  String-course over the Panathenaie Frieze. Published by Mr. PENROSE in gold only, we have supplied the blue
and red.
19-21, 24-26. DPainted Ornaments.—HITTORFF.
22 and 27. Ornaments in Terra Cotta.

29. Painted Ornament from the Cymatium of the raking Cornice of the Parthenon.—L. VULLIAMY, the blue and red

supplied.

30-33. Various Frets, the traces of which exist on all the Temples at Athens, The colours supplied.

WE have seen that Egyptian Ornament was derived direct from natural inspiration, that it was
founded on a few types, and that it remained unchanged during the whole course of Egyptian
civilization, except in the more or less perfection of the execution, the more ancient monuments being
the most perfect. We have further expressed our belief that the Assyrian was a borrowed style,
possessing mnone of the characteristics of original inspiration, bul rather appearing to have been
suggested by the Art of Egypt, already in its decline, which decline was carried still farther. Greek
Art, on the contrary, though borrowed partly from the Egyptian and partly from the Assyvian, was the
development of an old idea in a new direction; and, unrestrained by religious laws, as would appear
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GREEK ORNAMENT.

to have been both the Assyrian and the Egyptian, Greek Art rose rapidly to a high state of perfection,
from which it was itself able to give forth the elements of future greatness to other styles. It carried

W 77 A I

Upper Part of a Stele.—L. VOLLIAMY. The Upper Pars of a Stele.—L. VULLIAMY,

the perfection of pure form to a point which has never since been reached; and from the very
abundant remains we have of Greek ornament, we must believe the presence of refined taste was
32



GREEK ORNAMENT.

almost universal, and that the land was overflowing with artists, whose hands and minds were so trained
as to enable them to execute these beautiful ornaments with unerring truth,

Greek ornament was wanting, however, in one of the great charms which should always accompany
ornament,—viz. Symbolism. It was meaningless, purely decorative, never representative, and can
hardly be said to be constructive; for the various members of a Greek monument rather present
surfaces exquisitely designed to receive ormament, which they did, at first, painted, and in later times
both carved and painted. The ornament was no part of the construction, as with the Egyptian: it
could be removed, and the structure remained unchanged. On the Corinthian capital the ornament is
applied, not constructed: it is not so on the Egyptian capital; there we feel the whole capital is the
ornament,—to remove any portion of it wonld destroy it.

However much we admire the extreme and almost divine perfection of the Greek monumental
seulpture, in its application the Greeks frequently went beyond the legitimate bounds of ornament.
The frieze of the Parthenon was placed so far from the eye that it became a diagram: the beauties
which so astonish us when seen near the eye could only have been valuable so far as they evidenced
the artist-worship which cared not that the eye saw the perfection of the work if conscious that it was
to be found there; but we are bound to consider this an abuse of means, and that the Greeks were
in this respect inferior to the Egyptians, whose system of incavo relievo for monumental sculpture
appears to us the more perfect.

The examples of representative ornament are very few, with the exception of the wave ornament
and the fret used to distinguish water from land in their pictures, and some conventional renderings
of trees, as at No. 12, Plate XXI., we have little that can deserve this appellation; but of decorative
ornament the Greek and Etruscan vases supply us with abundant materials; and as the painted
ornaments of the Temples which have as yet been discovered in no way differ from them, we have
little doubt that we are acquainted with Greek ornament in all its phases. Like the Egyptian
the types are few, but the conventional rendering is much further removed from the types. In
the well-known honeysuckle ornament it is difficult to recognise any attempt at imitation, but
rather an appreciation of the prineiple on which the flower grows; and, indeed, on examining
the paintings on the vases, we are rather tempted to believe that the various forms of the leaves

of a Greek flower have been generated by the brush of the painter,

according as the hand is turned upwards or downwards in the

formation of the leaf would the character be given, and it is more

likely that the slight resemblance to the honeysuckle may have been

an after recognition than that the natural Hower should have ever r
served as the model.

In Plate XCIX. will be found a representation
of the honeysuckle; and how faint indeed is the resemblance! What is evident is, that the Greeks
in their ornament were close observers of nature, and although they did not copy, or attempt to
imitate, they worked on the same principles. The three great laws which we find everywhere in
nature—radiation from the parent stem, proportionate distribution of the areas, and the tangential
curvature of the lines

are always obeyed, and it is the umerring perfection with which they are,
in the most humble works as in the highest, which excites our astonishment, and which is only
fully realised on attempting to reproduce Greek ornament, so rarely done with suceess. A very
characteristic feature of Greek ornament, continued by the Romans, but abandoned during the
Byzantine period, is, that the various parts of a seroll grow out of each other in a continuous line,
as the ornament from the Choragic Monument of Lysicrates.

In the Byzantine, the Arabian Moresque, and Early English styles, the flowers flow off on
either side from a continuous line., We have here an instance how slight a change in any

K 33



GREEK ORNAMENT.

generally received principle is sufficient to generate an entirely new order of forms and ideas.
Roman ornament is constantly struggling against this apparently fixed law. At the head of the
Roman chapter is a fine example, which may be taken as a type of all other Roman ornament,

which scarcely ever got beyond the arrangement of a volute springing from a stem fitting into

From the Choragic Monument of Lysicrates, Athens.—L. VOLLIAMY.

another stem, euncircling a flower. The change which took place during the Byzantine period in
getting rid of this fixed ‘law was as important in its results to the development of ornament
as was the substitution of the arch by the Romans for the straight architrave, or the introduction
of the pointed arch in Gothic architecture. These changes have the same influence in the development
of a new style of ornament as the sudden discovery of a general law in science, or the lucky patented
idea which in any work of industry suddenly lets loose thousands of minds to examine and improve upon
the first crude thought.

Plate XXII. is devoted to the remains of coloured ornaments on the Greek monuments, It will
be seen that there is no difference whatever in the character of the drawing to those found on the
vases. It is now almost universally recognised, that the white marble temples of the Greeks were
entirely covered with i)ainted ornament. Whatever doubts may exist as to the more or less colouring
of the sculpture, there can be none as to the ornaments of the mouldings. The traces of colour exist
everywhere so strongly, that in taking casts of the mouldings the traces of the pattern are strongly
marked on the plaster cast. What the particular colours were, however, is not so certain. Different
anthorities give them differently: where one will see green, another finds blue,—or imagines gold
where another sees brown. We may be quite certain, however, of one point,—all these ornaments on
the mouldings were so high from the ground, and so small in proportion to the distance from which
they were seen, that they must have been coloured in a manner to render them distinet and to bring
out the pattern. It is with this consideration that we have ventured to supply the colour to 18, 29,
31, 32, 33, which have hitherto been published only as gold or brown ornaments on the white
marble.

Plate XV. In this Plate are given a collection of the different varieties of the Greek fret, from
the simple generating form No. 3, to the more complicated meander No. 15. It will be seen, that
the variety of arrangement of form that can be produced by the interlacing of lines at right angles in this
form is very limited. We have, first, the simple fret, No. 1, running in one direction with a single line ;
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the double fret, No. 11, with the second line interlacing with the first; all the others are formed by
placing these frets one under the other, running in different directions, as at No. 17; back to back,
as at Nos. 18 and 193 or enclosing squares, as at No. 20. All the other kinds are imperfect frets,—
that is, not forming a continuous meander. The raking fret, No. 2, is the parent of all the other
forms of interlacing ornament in styles which succeeded the Greek. From this was first derived the
Arabian fret, which in its turn gave birth to that infinite variety of interlaced ornaments formed by
the intersection of equidistant diagonal lines, which the Moors carried to such perfection in the
Alhambra.

=/ Pt ot ol

Greek. Arabian.

T s ety o

Arabim.

Moresque. Celtic.

The knotted work of the Celts differs from the Moresque interlaced patterns only in adding

curved terminations to the diagonal intersecting lines. The leading idea

once obtained, it gave birth to an immense variety of new forms.
The knotted-rope ornament of the Greeks may also have had some
influence in the formation both of these and the Arabian and Moresque

interlaced ornaments.

Greek.
The Chinese frets are less perfect than any of these. They are

formed, like the Greek, by the intersection of perpendicular with horizontal lines, but they have

not the same regularity, and the meander is more often elongated in the horizontal direction.

== EEEEE 2=

Chinese. Chinese.

Chinese.

They are also most frequently used fragmentally,—that is, there is a repetition of one fret after
the other, or one below the other, without forming a continuous meander.

The Mexican ornaments and frets, of which we here give some illustrations from Mexican pottery

in the British Museuam, have a remarkable affinity with the Greek fret: and

in Mr. Catherwood’s illustra-

LI I_I tions of the architecture of I :
Yucatan we have several va- I\ / E"

rieties of the Greek fret: one
A ” - ;
rl l'l especially is thoroughly Greek. i pentau

But they are, in general, fragmentary, like the Chinese: there is also to be
Y 3 o s a8

found at Yucatan a fret with a diagonal line, which is peculiar.
e The ornaments on Plate XVI. have been selected to show the various forms
of conventional leafage to be found on the Greek vases. They are all very far removed from any natural
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type, and are rather constructed on the general principles which reign in all plants, than attempts to
represent any particular one. The ornament No. 2 is the nearest approach to the honeysuckle—that is,
the leaves have the peculiar turn upwards of that flower, but it can hardly be called an attempt to
represent it.  Several of the ornaments on Plate XVII. are much nearer to Nature: the laurel, the ivy,
and vine will be readily distinguished. Plates XVIIL, XIX., XX., and XXI., present further varieties

from borders, necks, and lips of vases in the British Museum and the Louvre. Being produced by one

or two colours, they all depend for their effect on pure form: they have
) mostly this peculiarity, that the groups of leaves or flowers all spring from N

\\ 2/ a curved stem, with a volute at either end, and all the lines grow out
-9'@ of this parent stem in tangential curves. The individual leaves all radiate from the centre
of the group of leaves, each leaf diminishing in exquisite proportion as it approaches the

springing of the group.

When we consider that each leaf was done with a single stroke of the brush, and that from the
differences which appear we may be sure no mechanical aids were employed, we must be astonished
at the high state of the Arts which must have existed for artists to be found in such numbers able

to execute with unerring truth what it is almost beyond the skill of modern times even to copy with

the same happy result.
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ORNAMENTS FROM MEXICAN POTTERY IN THE BRITISH MUSEUM.
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Cuaprer V.—Prates 23, 24, 25.

POMPEIAN ORNAMENT.

s s
v LY <

PLATE XXIII.

Collection of Borders from different Houses in Pompeii.—ZABN'S Pomperi.

PLATE XXIV.

Various Pilasters and Friezes from different Houses in Pompeii. —ZABN's Pompeti.

PLATE XXV.

Collection of Mosaics from Pompeii and the Museum at Naples.—From the Author’s Sketches.

THE ornament of Pompeii has been so ably and so fully illustrated in Zahn’s magnificent work, that
we have thought it only necessary for this series to borrow from him the materials for two plates, to
illustrate the two distinct styles of ornament which prevail in the decorations of the edifices of Pompeii.
The first (Plate XXIII.) are evidently of Greek origin, composed of conventional ornaments in flat tints,
either painted dark on a light ground, or light on a dark ground, but without shade or any attempt
at relief; the second (Plate XXIV.) are more Roman in character, based upon the acanthus scroll,
and interwoven with ornament in direct imitation of Nature.

We refer the reader to Zahn’s work™ for a full appreciation of the system of ornamentation in
use at Pompeii. An examination of this work will show that this system was carried to the very
limit of caprice, and that almost any theory of colouring and decoration could be supported by authority
from Pompeii.

The general arrangement of the decoration on the walls of the interior of a Pompeian house

* Les plus Beaux Ornemens et les Tableaux les plus Remarquables de Pompeii, d’Herculanum, et de Stabie, de., par Guillaume Zahn.
Berlin, 1828.
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POMPEIAN ORNAMENT,

consists of a dado, about one-sixth of the height of the wall, upon which stand broad pilasters
half the width of the dado, dividing the wall into three or more panels. The pilasters are
united by a frieze of varying width, about one-fourth of the height of the wall from the top.
The upper space is frequently white, and it is always sub-
jected to a much less severe treatment than the parts below,
generally representing the open air, and upon the ground are
painted those fantastic architectural buildings which excited
the ire of Vitruvius. In the best examples there is a gra-
dation of colour from the ceiling downwards, ending with
black in the dado, but this is very far from being a fixed
law. We select from the coloured illustrations in Zahn's

work several varieties, which will show how little this was

the result of system:—

Diagram of the side of a Pompeian House.

Dado. Pilasters. Panels. Frieze.
Yellow Green Red Black
Red Red Black Purple
Black Yellow Black Red
Black Yellow (Green Green
Blue Yellow Green Green
Blue Yellow Blue Blue
Black Green Yellow and Red ‘White
(alternately)

Black Grey Yellow and Red Black
(alternately)

Black Black Green and Red White
(alternately)

The most effective arrangement appears to be black dado, red pilasters and frieze, with yellow,
blue, or white panels, the upper part above the frieze being in white, with coloured decorations upon
it. The best arrangement of colours for the ornaments on the ground appears to be, on the black
grounds, green and blue in masses, red sparingly, and yellow still more so. On the blue grounds,
white in thin lines, and yellow in masses. On the red grounds, green, white, and blue in thin lines:
the yellow on red is not effective unless heightened with shade.

Almost every variety of shade and tone of colour may be found at Pompeii. Blue, red, and
yellow are used, not only in small quantities in the ornaments, but also in large masses as grounds
for the panels and pilasters. The yellow of Pompeii, however, nearly approaches orange, and the
red is strongly tinged with blue. This neutral character of the colours enables them to be so violently
Juxtaposed without discord, a result still further assisted by the secondary and tertiary colours by
which they are surrounded.

The whole style, however, of the decoration is so capricious that it is beyond the range of
true art, and strict criticism cannot be applied to it. It generally pleases, but, if not absolutely
vulgar, it oftentimes approaches vulgarity. It owes its greatest charm to the light, sketchy,

free-hand manner of its execution, which it is quite impossible to render in any drawing; and
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which has never been accomplished in any restoration of the style. The reason is obvious; the
artists of Pompeii invented as they drew; every touch of their brush had an intention which no
copyist can seize.

Mr. Digby Wyatt’s restoration of a Pompeian house in the Crystal Palace, Sydenham, admirable
and faithful as it is in all other respects, necessarily failed in this; no one could possibly have
brought greater knowledge, experience, and zeal to bear upon the realisation of that accuracy in
the decorations which was so much desired than did Signor Abbate. The want of his perfect
success consisted in the fact, that his paintings were at the same time too well executed and not
sufficiently individual.

The ornaments which are given on Plate XXIII., and which have evidently a Greek character,
are generally borders on the panels, and are executed with stencils. They have a thinness of
character compared with Greek models, which show a marked inferiority; we no longer find
perfect radiation of lines from the parent stem, nor perfect distribution of masses and proportional
areas. Their charm lies in an agreeable contrast of colour, which is still further heightened when
surrounded with other colours in sifu.

The ornaments from pilasters and friezes on Plate XXIV., after the Roman type, are shaded
to give rotundity, but not sufficiently so to detach them from the ground. In this the Pompeian
artists showed a judgment in not exceeding that limit of the treatment of ornament in the round,
altogether lost sight of in subsequent times. ~We have here the acanthus-leaf scroll forming the
groundwork, on which are engrafted representations of leaves and flowers interlaced with animals,
precisely similar to the remains found in the Roman baths, and which, in the time of Raphael,
became the foundation of Italian ornament.

In Plate XXV. we have gathered together all the forms of mosaic pavement, which was such
a feature in every home of the Romans, wherever their dominion extended. In the attempt at
relief shown in several of the examples, we have evidence that their taste was no longer so refined
as that of their Greek teachers. The borders, formed by a repetition of hexagons at the top and
the sides of the page, are the types from which we may directly trace all that immense variety
of Byzantine, Arabian, and Moresque mosaics.
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Fragmoant in White Marble from the Mattei Palace, Rom3, =L, VuLLIAMY.*

Cuarrer VI.—Prates 26, 27.

ROMAN ORNAMENT.

e
PLATE XXVI.
1, 2. Fragments from the Forum of Trajan, Rome. 4. Pilaster from the Villa Medici, Rome.
3. Pilasters from the Villa Medici, Rome. 5, 6. Fragments from the Villa Medici, Rome,

Nos. 1-5 are from Casts in the Crystal Palace ; No. 6 from a Cast at South Kensington Museum.

PLATE XXVIL

1-3. Fragments of the Frieze of the Roman Temple at 5. Fragment of the Soffits of the Architraves of the Roman
Brescia. Temple at Brescia.
4. Fragment of the Soffits of the Architraves of the Roman 6. From the Frieze of the Arch of the Goldsmiths, Rome.

Temple at Brescia.
Nos. 1-4 from the Museo Bresciano;t No. 5 from TAvror and CresY's Rome.

* Ezamples of Ornamental Sculpture in Architecture, by Lewis Vulliamy, Architect. London.
t Museo Breseiano, illustrato. Brescia, 1838.
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ROMAN ORNAMENT.

THE real greatness of the Romans is rather to be seen in their palaces, baths, theatres, aqueducts,
and other works of public utility, than in their temple architecture, which being the expression of a
religion borrowed from the Greeks, and in which probably they had little faith, exhibits a corve-
sponding want of earnestness and art-worship.

In the Greek temple it is everywhere apparent that the struggle was to arrive at a perfection
worthy of the gods. In the Roman temple the aim was self-glorification. From the base of the
column to the apex of the pediment every part is overloaded with ornament, tending rather to dazzle
by quantity than to excite admiration by the quality of the work. The Greek temples when painted
were as ornamented as those of the Romans, but with a very different result. The ornament was so
arranged that it threw a coloured bloom over the whole structure, and in no way disturbed the
exquisitely designed surfaces which received it.

The Romans ceased to value the general proportions of the structure and the contours of the
moulded surfaces, which were entirely destroyed by the elaborate surface-modelling of the ornaments
carved on them; and these ornaments do not grow naturally from the surface, but are applied
on it. The acanthus leaves under the modillions, and those round the bell of the Corinthian
capitals, are placed ome before the other most unartistically. They are not even bound together
by the necking at the top of the shaft, but rest upon it. Unlike in this the Egyptian capital,
where the stems of the flowers round the bell are continued through the necking, and at the same
time represent a beauty and express a truth.

The fatal facilities which the Roman system of decoration gives for manufacturing ornament,
by applying acanthus leaves to any form and in any direction, is the chief cause of the invasion
of this ornament into most modern works. It requires so little thought, and is so completely a
manufacture, that it has encouraged architects in an indolent neglect of one of their especial
provinces, and the interior decorations of buildings have fallen into hands most unfitted to supply
their place.

In the use of the acanthus leaf the Romans showed but little art. They received it from the
Greeks beautifully conventionalised; they went much nearer to the general outline, but exaggerated
the surface-decoration. The Greeks confined themselves to expressing the principle of the foliation
of the leaf, and bestowed all their care in the delicate undulations of its surface.

The ornament engraved at the head of the chapter is typical of all Roman ornament, which
consists universally of a scroll growing out of another seroll, encircling a flower or group of leaves.
This example, however, is constructed on Greek principles, but is wanting in Greek refincment.
In Greek ornament the scrolls grow out of each other in the same way, but they are much more
delicate at the point of junction. The acanthus leaf is also seen, as it were, in side elevation.
The purely Roman method of using the acanthus leaf is seen in the Corinthian capitals, and in the
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examples on Plites XXVI. and XXVII. The leaves are flattened out, and they lay one over the other,
as in the cut.

Fragment of the Frieze of the Temple of the Sun, Colonna Palace, Rome.—L. VULLIAMY.

The various capitals which we have engraved from Taylor and Cresy’s work have been placed in
juxtaposition, to show how little variety the Romans were able to produce in following out this application
of the acanthus. The only difference which exists is in the proportion of the general form of the mass;
the decline in this proportion from that of Jupiter Stator may be seen readily. How different from the
immense variety of Egyptian capitals which arose from the modification of the general plan of the
capital, even the introduction of the Ionic volute in the Composite order fails to add a beauty, but
rather increases the deformity.

The pilasters from the Villa Medici, Nos. 3 and 4, Plate XXVI., and the fragment, No. 5, are as
perfect specimens of Roman ornament as could be found. As specimens of modelling and drawing
they have strong claims to be admired, but as ornamental accessories to the architectural features of a
building they most certainly, from their excessive relief and elaborate surface treatment, are deficient in the
first principle, viz. a.daptatia-ﬂ. to the purpose they have to fill.

The amount of design that can be obtained by working out this principle of leaf within leaf and
leaf over leaf is very limited ; and it was not

till this principle of one leaf growing ount of
another in a continuous line was abandoned
for the adoption of a continuous stem throw-
ing off ornaments on either side, that pure
conventional ornament received any develop-
ment. The earliest examples of the change
are found in St. Sophia at Constantinople ;
and we introduce here an example from St.
Denis, where, although the swelling at the

stem and the turned-back leaf at the junction

From the Abbey of 8t. Denis, Paris.

of stem and stem have entirely disappeared,
the continuous stem is not yet fully developed, as it appears in the narrow border top and bottom.
This principle became very common in the illuminated MSS. of the eleventh, twelfth, and thirteenth
centuries, and is the foundation of Early English foliage.

The fragments on Plate XXVIL, from the Museo Bresciano, are more elegant than those fromL the
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ROMAN ORNAMENT.

Villa Medici; the leaves are more sharply accentuated and more conventionally treated. The frieze from
the Arch of the Goldsmiths is, on the contrary, defective from the opposite cause.

We have not thought it necessary to give in this series any of the painted decorations of the
Romans, of which remains exist in the Roman baths, We had no reliable materials at command;
and, further, they are so similar to those at Pompeii, and show rather what to avoid than what to
follow, that we have thought it sufficient to introduce the two subjects from the Forum of Trajan,

in which figures terminating in scrolls may be said to be the foundation of that prominent feature

in their painted decorations.
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The Acanthus, full size, frem a Photograph,

46



ROMAN ORNAMENT.

im “'i: A

Pantheon, Rome. Portico,
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Interior of Pantheon, Rome. Arch of Septimius SBeverus, Rome.

/

Corinthian and Composite,Capitals reduced from Ta¥rLor and CrESY's Rome.*

* The Architectural Antiquities of Rome, by G. L. Taylor and Cresy, Architects. London, 1821.
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Cuaprer VII.—Piates 28, 29, 29* 30.

BYZANTINE

ORNAMENT.

PLATE

1,2, 3. Stone Sculptured Ornament, Sta. Sofia, Constanti-

nople. 6th century.—SALZENBERG, Alt Christliche
Baudenkmale, Constantinopel.

4, 5. From the Bronze Gates, Sta. Sofia.—SALZENBERG, u.q.

6, 7. Portions of Ivory Diptychs, Beauvais Cathedral;
apparently Anglo-Saxon work of the 11th century.
— WiLLemIN, Monuments Frangais inédits.

8. Portion of Bronze Door, Basilica of the Nativity, Beth-
lehem. 38rd or 4th century.—GAILHABAUD, I Ar-
chitecture et les Arts qui en dependent.

9-18. Stone Sculptures, from St. Mark’s, Venice. 1lth

century.—J. B. W. from Casts at Sydenham.

14,15, 16. Portion of a Capital, St. Michael's Church,
Schwibisch Hall. 12th Century.—HEIDELOFF,
Ornamentik des Mittelalters.

| 22.

XXVIIL

From the principal Bronze Door,

Monreale, near Palermo.—J.B.W. |
onrea €, near alermo llth and lgtb e

23. From the Bronze Door of the rica
Duomo, Ravello, near Amalfi.— .
J. B W.

24, 25. From the Bronze Door of the Duomo, Trani. 12th
century.—BARRAS ET LuUyNES, Reckerches sur les
Monuments des Normands en Sieile.

Stone Sculpture, from the small Cloister, Huelgas
Monastery, near Burgos, Spain,  12th century.—J. B. W,

26.

27. From the Porch of Lucca Cathedral. Circa 1204 A.p.—
J.B. W.

28. From St. Denis (Porch), near Paris. 12th century.—
3. B WL

29. From the Cloisters of Sant’ Ambrogia, Milan.—J. B. W.

30.
31.
32.

From the Chapel of Heilshronn, Bavaria.—HEIDELOFF.
From St. Denis.—J. B. W.
From Bayeux Cathedral.

12th century.—PueIN, An-
tiquities of Normandy.

17. From a Doorway, preserved at Murrhard Monastery,
—HEIDELOFF, . a.
18. Composition of Bosses, from St. Sebald, Nuremberg,
and the Church of Nosson, Saxony.—HEIDELOFF.,
19, 20. Friezes from the Church of St. John, Gmund,
Swabia,— I ®IDELOFF. ¢
21. Romanesque Wood and Ivory Carving, in the Collec-
tion of Herr Leven, Cologne.—HEIDELOFF,
PLATE
1-6. Mosaics from Sta. Sofia, Constantinople. 6th century.
—SALZENBERG, Alt Christliche Baudenkmale von
Constantinopel.
7. Marble Pavement, Agios Pantokrator, Constantinople.
First half of 12th century.—SALZENBERE, u. a.
8,9. Marble Pavement, Sta. Sofia.
10-11. Mosaics, Sta. Sofia.—SALZENBERG.

33. Trom St. Denis.—J. B. W,
34. Bayeux Cathedral.—PugIn, u. a.
35. From Lincoln Cathedral Porch. Close of 12th century.
J.B.W.
36. From the Kilpeck Porch, Herefordshire. 12th century.—
J.B. W.
XXIX.
12-15. From Illuminated Greelk MSS., British Museum.—
J. B. W.
16,17. Borders, from Illuminated Greek MSS.—CHAMPOL-
rioN Freeac, Paleographie Universelle.
18. The Centre, from St. Mark’s, Venice.—DiaBy Wryarr,

Mosaics of the Middle Ages.
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19.

20.

21, 92,
23.

24,
25.

1.9,

£o

7-10.

11.
12.
13.
14,

15, 16.
17.
18.
19.

S o

BYZANTINE ORNAMENT.

PLATE XXIX*.

From a Greek MS., British Museum.—J. B. W.

The border beneath from Monreale.—DigBy WyATT'S
Mosaics.

From the Homilies of Gregory Nazianzen. 12th cen-
tury.—CaAMPOLLION FI1GEAC, %. a.

From Greek MSS., British Museum.—J. B. W.

From the Acts of the Apostles, Greek MS., Vatican
Library, Rome.—DieBy WYATT, . a.

St. Mark’s, Venice.—Digsy WYATT, . a.

Portion of a Greek Diptych. 10th century. Florence.
—J. B. W. (The fleurs-de-lys are believed to he of
later workmanship.)

26.

27.

28,

29,

30.

Enamel of the 13th century (French)—WiLLeMIN,
Monuments Frangais inédits.

From an Enamelled Casket (the centre from the
Statue of Jean, son of St. Louis).—Du SoMMERARD.
Les Arts du Moyen Age.

From the Enamelled Tomb of Jean, son of St. Louis,
A.D, 1247. —WILLEMIN, . a.

Limoges Enamel, probably of the close of the 12th
century.— WILLEMIN, %. a.

Portion of Mastic Pavement, 12th century.

Preserved
at St. Denis, near Paris.—WILLEMIN, -

PLATE XXX.

Mosaics (opus Grecantcum) from Monreale Cathe-
dral, near Palermo. Close of 12th century.—
J.B. W.

Mosaics from the Church of Ara Ceeli, Rome.—J. B, W,
Monreale Cathedral.—J. B. W.
Marble Pavement, St. Mark’s, Venice.—J. B, W.

From San Lorenzo Fuori, Rome. Close of 12th cen-

tury.—J. B. W.
San Lorenzo Fuori, Rome.—J. B. W.
Ara Ceeli, Rome.—J. B. W,
Marble Pavement, St. Mark’s, Venice.—J. B. W.
San Lorenzo Fuori, Rome, Architectural Art in Italy
and Spain, by WARING and MacQuorp.,
Palermo.—Diany Wyarr, Mosaics of the Middle Ages.
From the Cathedral, Monreale.—J. B. W.
From Ara Ceeli, Rome.—J. B. W,

Marble Pavement, S. M. Maggiore, Rome.—HESSEMER,
Arabische und alt Italiinische Bau Verzierungen.
Marble Pavement, San Vitale, Ravenna, —HESSEMER,

U, .
Marble Pavement, S, M. in Cosmedin, Rome.—Hgzs-
SEMER, «. @.

22, 93.

33-35,
36-38.

39.

40,
41.

Mosaie, St. Mark’s, Venice.-—Specimens of the Mosaics
of the Middle Ages, DiaBy WyaArT.

Baptistery of St. Mark, Venice.—Architectural Art in
Italy and Spain.—W ARING and MAcQuoip.

o . ; ‘rom DigBy Wy ’
San Giovanni Laterano, Rome. { =k

The Duomo, Civita Castellana.
Ara Ceeli, Rome.—J. B. W,
San Lorenzo, Rome. } Architectural Art in Italy and

Mosaics of the Mid-
dle Ages.

Ara Ceeli, Rome. Spain, WARING and MAc-

San Lorenzo, Rome. Quorp.

San Lorenzo Fuori, Rome.—J, B. W.

San Giovanni Laterano, Rome.—DraBy W¥xATTS
Mosaies of the Middle Ages.

Monreale Cathedral.—J. B. W,

Marble Pavement, S. M. Maggiore, Rome.—HESSE-
MER, %, @.

St. Mark’s, Venice.—Mosaics of the Middle Ages,
Dieey WyaAtT.

From the Baptistery, St. Mark’s, Venice.—J. B. W.

From St. Mark’s, Venice.—Arehitectural Art in Italy
and Spain.

From the Duomo, Monreale.—J. B. W,

BYZANTINE ORNAMENT.

The vagueness with which writers on Art have treated the Byzantine and Romanesque styles of
Architecture, even to within the last few years, has extended itself also to their concomitant decoration.
This vagueness has arisen chiefly from the want of examples to which the writer could refer; nor
was it until the publication of Herr Salzenberg’s great work on Sta. Sofia at Constantinople, that

we could obtain any complete and definite idea of what constituted pure Byzantine ornament.

San

Vitale at Ravenna, though thoroughly Byzantine as to its architecture, still afforded us but a very
incomplete notion of Byzantine ornamentation: San Marco at Venice represented but a phase of the
Byzantine schbool; and the Cathedral of Monreale, and other examples of the same style in Sicily,
served only to show the influence, but hardly to illustrate the true nature, of pure Byzantine Art:
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fully to understand that, we required what the ravages of time and the whitewash of the Mahom-
medan had deprived us of, namely, a Byzantine building on a grand scale, executed during the best
period of the Byzantine epoch. Such an invaluable source of information has been opened to us
through the enlightenment of the present Sultan, and been made public to the world by the liberality
of the Prussian Government; and we recommend all those who desire to have a graphic idea of what
Byzantine decorative art truly was, to study Herr Salzenberg’s beautiful work on the churches and
buildings of ancient Byzantium.

In no branch of art, probably, is the observation, ex mihilo mihil fit, more applicable than in
decorative art, Thus, in the Byzantine style, we perceive that various schools have combined to form
its peculiar characteristics, and we shall proceed to point out briefly what were the principal formative

«causes.

Even before the transfer of the seat of the Roman Empire from Rome to Byzantium, at the

commencement of the fourth century, we see all the arts in a state either of decline or transformation.

Certain as it is that Rome had given her peculiar style of art to the numerous foreign peoples
ranged beneath her sway, it is no less certain that the hybrid art of her provinces had powerfully
reacted on the centre of civilisation; and even at the close of the third century had materially
affected that lavish style of decoration which characterised the magnificent baths and other public
buildings of Rome. The necessity which Constantine found himself under, when newly settled in
Byzantium, of employing Oriental artists and workmen, wrought a still more vital and marked change
in the traditional style; and there can be little doubt but that each surrounding nation aided in

giving its impress to the newly-formed school, according to the state of its civilisation and its

capacity for Art, until at last the motley mass became fused into one systematic whole during the

long and (for Art) prosperous reign of the first Justinian.

In this result we cannot fail to be struck with the important influence exercised by the great
temples and theatres built in Asia Minor during the rule of the Cewsars; in these we already see the
tendency to elliptical curved outlines, acute-pointed leaves, and thin continuous foliage without the
springing-ball and flower, which characterise Byzantine ornament. On the frieze of the theatre at

51



BYZANTINE ORNAMENT.

Patara («), and at the Temple of Venus at Aphrodisias (Caria), are to be seen examples of flowing
foliage such as we allude to. On the doorway of the temple erected by the native rulers of Galatia
at Ancyra (), in honour of Augustus, is a still more characteristic type, and the pilaster capital of
a small temple at Patara (¢), inscribed by Texier to the first century of the Christian era, is almost
identical with one drawn by Salzenberg at Smyrna (), which he believes to be of the first part of
Justinian’s reign, or about the year 525 A.D.

In the absence of authentic dates we cannot decide satisfactorily how far Persia influenced the
Byzantine style, but it is certain that Persian workmen and artists were much employed at Byzantium ;
and in the remarkable monuments at Tak-i-Bostan, Bi-Sutoun, and Tak-i-Ghero, and in several

ancient capitals at Ispahan—given in Flandin and

(i rl':usu;w!”\‘.,Wm Coste’s great work on Persia—we are struck at
I Ihu’ll a'\” il

once with their thoroughly Byzantine character;
but we are inclined to believe that they are pos-

terior, or at most contemporaneous, with the best

period of Byzantine art, that is, of the sixth century.

However that may be, we find the forms of a still
earlier period reproduced so late as the year 363
A.D.; and in Jovian's column at Ancyra (e), erected
during or shortly after his retreat with Julian’s
army from their Persian expedition, we recognise
an application of one of the most general orna-
mental forms of ancient Persepolis. At Persepolis
also are to be seen the pointed and channelled

leaves so characteristic of Byzantine work, as seen

in the accompanying example from Sta. Sofia (f);
and at a later period, 4.e. during the rule of the
Cmesars, we remark at the Doric temple of Kangovar (g) contours of moulding precisely similar
to those affected in the Byzantine style.

Interesting and instructive as it is to trace the derivation of these forms in the Byzantine style,
it is no less so to mark the transmission of them and of others to later epochs, Thus in No. 1,

Plate XXVIIIL., we perceive the peculiar leaf, as given in

Texier and in Salzenberg, reappear at Sta. Sofia; at No. 3,
Plate XXVIII., is the foliated St. Andrew’s cross within a
circle, so common as a Romanesque and Gothic ornament.
g On the same frieze is a design repeated with but slight altera-
tion at No. 17 from Germany. The curved and foliated branch
of No. 4 of the sixth century (Sta. Sofia) is seen reproduced,
with slight variation, at No. 11 of the eleventh century (St.
Mark’s). The toothings of the leaves of No. 19 (Germany)
are almost identical with those of No. 1 (Sta. Sofia); and be-
tween all the examples on the last row but one (Plate XXVIIL.)
is to be remarked a generic resemblance in subjects from Germany, Italy, and Spain, founded on

Plia ™

e

N

a Byzantine type.
The last row of subjects in this plate illustrates more especially the Romanesque style (Nos. 27
and 36), showing the interlaced ornament so affected by the Northern nation, founded mainly on a

native type; whilst at No. 35 (St. Denis) we have one instance out of numbers of the reproduction
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of Roman models; the type of the present subject,—a common one in the Romanesque style,—being
found on the Roman column at Cussy, between Dijon and Chalons-sur-Saone.

Thus we see that Rome, Syria, Persin, and other countries, all took part as formative causes in
the Byzantine style of art, and its accompanying decoration, which, complete as we find it in Justinian’s
time, reacted in its new and systemised form upon the Western world, undergoing certain changes.
in its course; and these modifying causes, arising from the state of religion, art, and manners in
the countries where it was received, frequently gave it a specific character, and produced in some
cases co-relative and yet distinct styles of ornament in the Celtic, Anglo-Saxon, Lombardie, and
Arabian schools. Placing on one side the question of how far Byzantine workmen or artists were
employed in Europe, there can be no possible doubt that the character of the Byzantine school of
ornament is very strongly impressed on all the earlier works of central and even Western Europe,
which are generically termed Romanesque.

Pure Byzantine ornament is distinguished by broad-toothed and acute-pointed leaves, which in
sculpture are bevelled at the edge, are deeply channelled throughout, and are drilled at the several
springings of the teeth with deep holes; the running foliage is generally thin and continuous, as at
Nos. 1, 14, and 20, Plate XXIX*,, Plate XXIX. The ground, whether in mosaic or painted work,
is almost wuniversally gold; thin interlaced patterns are preferred to geometrical designs. The
introduction of animal or other figures is very limited in sculpture, and in colour is confined prin-
cipally to holy subjects, in a stiff, conventional style, exhibiting little variety or feeling; sculpture is
of very secondary importance.

Romanesque ornament, on the other hand, depended mainly on sculpture for effect: it is rich in
light and shade, deep cuttings, massive projections, and a great intermixture of figure-subjects of
every kind with foliage and conventional ornament. The place of mosaic work is generally supplied
by paint; in coloured ornament, animals are as freely introduced as in sculpture, vide No. 26, Plate
XXIX*.; the ground is no longer gold alone, but blue, red, or green, as at Nos, 26, 28, 29, Plate
XXIX* In other respects, allowing for local differences, it retains much of the Byzantine character;
and in the case of painted glass, for example, handed it down to the middle, and even the close of
the thirteenth century.

One style of ornament, that of geometrical mosaic work, belongs particularly to the Remanesque
period, especially in Italy ; numerous examples of it are given in Plate XXX. This art flourished
principally in the twelfth and thirteenth centuries, and consists in the arrangement of small diamond-
shaped pieces of glass into a complicated series of diagonal lines; the direction of which is now
stopped, now defined, by means of different colours. The examples from central Italy, such as Nos.
7, 9, 11, 27, 31, are much simpler than those of the southern provinces and Sicily, where Saracenic
artists introduced their innate love of intricate designs, some ordinary examples of which are to be
seen in Nos. 1, 5, 33, from Monreale, near Palermo. It is to be remarked that there are two

distinct styles of design coexistent in Sicily: the one, such as we have noted, consisting of diagonal

interlacings, and eminently Moresque in character, as may be seen by reference to Plate XXIX.5 -

the other, consisting of interlaced curves, as at Nos. 33, 34, 35, also from Monreale, in which we
may recognise, if not the hand, at least the influence, of Byzantine artists. Altogether of a different
character, though of about the same period, are Nos. 22, 24, 39, 40, 41, which serve as examples
of the Veneto-Byzantine style; limited in its range, being almost local, and peculiar in style. Some
are more markedly Byzantine, however, as No. 23, with interlaced circles; and the step ornament,
so common at Sta. Sofia, as seen at Nos. 3, 10, and 11, Plate XXIX,

The opus Alexandrinuwm, or marble mosaic work, differs from the opus Grecanicum, or glass

mosaic work, chiefly from the different nature of the material; the principle (that of complicated
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geometric design) is still the same. The pavements of the Romanesque churches in Italy are rich
in examples of this class; the tradition of which was handed down from the Augustan age of Rome;
a good idea of the nature of this ornament is given in Nos. 19, 21, 36, 37, and 38.

Local styles, on the system of marble inlay, existed in several parts of Italy during the Roman-
-esque period, which bear little relation either to Roman or Byzantine models. Such is No. 20, from
San Vitale, Ravenna ; such are the pavements of the Baptistery and San Miniato, Florence, of the
-eleventh, twelfth, and thirteenth centuries; in these the effect is produced by black and white
marble only; with these exceptions, and those produced by Moresque influence in the South of Italy,
the principles both of the glass and marble inlay ornament are to be found in ancient Roman inlay,
in every province under Roman sway, and especially is it remarkable in the various mosaics found
at Pompeii, of which striking examples are given in Plate XXV,

Important as we perceive the influence of Byzantine Art to have been in Europe, from the sixth
to the eleventh century, and still later, there is no people whom it affected more than the great and
spreading Arab race, who propagated the creed of Mahomet, conquered the finest countries of the
East, and finally obtained a footing even in Europe. In the earlier buildings executed by them at
‘Cairo, Alexandria, Jerusalem, Cordova, and Sicily, the influence of the Byzantine style is very strongly
marked. The traditions of the Byzantine school affected more or less all the adjacent countries; in
Greece they remained almost unchanged to a very late period, and they have served, in a great degree,
as the basis to all decorative art in the East and in Eastern Europe.

J. B. WARING.

September, 1856.

*.* For more information on this subject, see * Handbook” to Byzantine and Romanesque Court at Sydenham.—
Wryarr and Warine.

BOOKS REFERRED TO FOR ILLUSTRATIONS.

‘SarzeENBERG, Alt Christliche Baudenkmale von Constantinopel. Barras er Luvyses (Duc oE).  Recherches sur les Monuments de
Fraxpiy er Coste.  Voyage en Perse, Normands en Sicile.
Texter. Description de UArménie, Perse, dec CramporLioN Fieeac. Paleographie Universelle.

7 . ) dc. ‘

WiniemiN.  Monuments Francais inédits.

HEessEMER. Arabische und alt Italiinische Bau-Verzierungen,
Diaey Wyarr, Geometrical Mosaics of the Middle Ages.
GarrmaBavp. L’Architecture et les Arts qui en dépendent. WariNG AND MacQuoip.  Adrehitectural Arts in Italy and Spain.
Du SoMMERARD. Les Arts du Moyen Age. WariNG. drchitectural Studies at Burgos and its Neighbourhood.

Heiperorr. Die Ornamentik des Mittelalters,
Krrurz, La Basilica di San Marco,
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Cuarrer VIII.—Prates 31, 32, 33, 34, 35.

ARABIAN ORNAMENT,

FROM CAIRO.

PLATE XXXI.

This Plate consists of the ornamented Architraves and Soffits of the Windows in the interior of the Mosque of Tooloon,
«Cairo. They are executed in plaster, and nearly all the windows are of a different pattern. The main arches of the building
-are decorated in the same way ; but only a fragment of one of the soffits now remains, sufficiently large to make out the design.
This is given in Plate XXXTIT., No. 14.

Nos. 1-14, 27, 29, 34-89, are designs from architraves round the windows. The rest of the patterns are from their soffits
and jambs,

The Mosque of Tooloon was founded A.p. 876-7, and these ornaments are certainly of that date. It is the oldest Arabian
building in Cairo, and is specially interesting as one of the earliest known examples of the pointed arch.

PLATE XXXII.

1-7. TFrom the Parapet of the Mosque of Sultan Kalaoon.

9,16. Ornaments round Arches in the Mosque En Nasi-
reeyeh,

| 14. Softit of one of the Main Arches in the Mosque of
‘ Tooloon.
1

5-21. Ornaments on the Mosque of Kalaoon.
22. Wooden Stringcourse Pulpit.

|
11-18. Ornaments round curved Architraves in the Mosque

Sultan Kalaoon.

23-25. TFrom the Mosque of Kalaoon.

The Mosque of Kalaoon was founded in the year 1284-5.

All these ornaments are executed in plaster, and seem to
have been cut on [the stucco while still wet.

There is too great a variety on the patterns, and even disparities on the
.corresponding parts of the same pattern, to allow of their having been cast or struck from moulds.

PLATE XXXIII.

1-7. From the Parapet of the Mosque of Sultan Kalaoon. 15.

Soffit of Window, Mosque of Kalaoon.
2-10. Curved Architraves from ditto.

16,17. 'Wooden Architraves.

12, Soffit of Arch, Mosque En Nasireeyeh. 18.  Frieze round Tomh, Mosque En Nasireeyeh.
13. From Door in the Mosque El Barkookeyeh. 19. Wooden Architrave.
14, Wooden Architrave, Mosque En Nasireeyeh. 20-23.

Ornaments from various Mosques.

PLATE XXXIV.
These designs were traced from a splendid copy of the Koran in the Mosque El Barkookeyeh, founded A.n. 1384
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PLATE XXXY.

Consists of different Mosaics taken from Pavements and walls in Private Houses and Mosques in Cairo. They are executed
in black and white marble, with red tile.

Nos. 14-16 are patterns engraved on the white marble slab, and filled in with red and black cement.

The ornament on the white marble on the centre of No. 21 is slightly in relief.

The materials for these five Plates have been kindly furnished by Mr. James William Wild, who passed a considerable time
in Cairo studying the interior decoration of the Arabian houses, and they may be regarded as very faithful transcripts of Cairean
ornament,.

Qb

ARABIAN ORNAMENT.

WHEN the religion of Mohammed spread with such astounding rapidity over the East, the growing
wants of a new civilisation naturally led to the formation of a new style of Art; and whilst it is certain

that the early edifices of the Mohammedans were either old Roman or Byzantine buildings adapted

Spandril of an arch from Sta, Sophia.—SALZENBERG.

to their own uses, or buildings constructed on the ruins and with the materials of ancient monuments,
it is equally certain that the mew wants to be supplied, and the new feelings to be expressed, must

at a very early period have given a peculiar character to their architecture.
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In the buildings which they constructed partly of old materials, they endeavoured, in the new
parts of the structure, to imitate the details borrowed from old buildings. The same result followed
as had already taken place in the transformation of the Roman style to the Byzantine: the imitations
were crude and imperfect. But this very imperfection gave birth to a new order of ideas; they never
returned to the original model, but gradually threw off the shackles which the original model imposed.
The Mohammedans, very early in their history, formed and perfected a style of art peculiarly their
own. The ornaments on Plate XXXI. are from the Mosque of Tooloon in Cairo, which was erected in
876, only 250 years after the establishment of Mohammedanism, and we in this mosque already find
a style of architecture complete in itself,—retaining, it is true, traces of its origin, but being entirely
freed from any direct imitation of the previous style. This result is very remarkable when compared
with the results of the Christian religion in another direction. It can hardly be said that Christianity
produced an architecture peculiarly its own, and entirely freed from traces of paganism, until the twelfth
or thirteenth century.

The mosques of Cairo are amongst the most beautiful buildings in the world, They are remarkable
at the same time for the grandeur and simplicity of their general forms, and for the refinement and
elegance which the decoration of these forms displays.

This elegance of ornamentation appears to have been derived from the Persians, from whom the
Arabs are supposed to have derived many of their arts. It is more than probable that this influence
reached them by a double process. The art of Byzantium already displays an Asiatic influence. The
remains at Bi-Sutoun, published by Flandin and Coste, are either Persian under Byzantine influence,
or, if of earlier date, there must be much of Byzantine art which was derived from Persian sources,
so similar are they in general character of outline. We have already, in Chapter IIL., referred to an
ornament on a Sassanian capital, No. 16, Plate XIV., which appears to be the type of the Arabian
diapers; and on the spandril of the arch which we here introduce from Salzenberg’s work on Sta. Sofia,
will be seen a system of decoration totally at variance with much of the Graco-Roman features of that
building, and which it may not be impossible are the result of some Asiatic influence. Be that as it
may, this spandril is itself the foundation of the surface decoration of the Arabs and Moors. It will
be observed that, although the leafage which surrounds the centre is still a reminiscence of the acanthus
leaf, it is the first attempt at throwing off the principle of leafage growing out ome from the other:
the seroll is continuous without break. The pattern is distributed all over the spandril, so as to produce
one even tint, which was ever the aim of the Arabs and Moors. There is also another feature connected
with it,—the mouldings on the edge of the arch are ornamented from the surface, and the soffit of the
arch is decorated in the same way as the soffits of Arabian and Moresque arches.

The collection of ornaments from the Mosque of Tooloon, on Plate XXXI., are very remarkable,
as exhibiting in this early stage of Arabian art the types of all those arrangements of form which
reach their culminating point in the Alhambra. The differences which exist result from the less perfection
of the distribution of the forms, the leading principles are the same. They represent the first stage of
surface decoration. They are of plaster, and the surface of the part to be decorated being first brought
to an even face, the patterns were either stamped or traced upon the material, whilst still in a plastic
state, with a blunt instrument, which in making the incisions slightly rounded the edges. We at once
recognised that the principles of the radiation of the lines from a parent stem and the tangential curva-
ture of those lines had been either retained by Grmco-Roman tradition, or was felt by them from
observation of nature.

Many of the patterns, such as 2, 3, 4, 5, 12, 13, 32, 38, still retain traces of this Greek origin:
two flowers, or a flower turned upwards and another downwards, from either end of a stalk; but
there was this difference, that with the Greeks the flowers or leaves do not form part of the seroll,
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but grow out of it, whilst with the Arabs the scroll was transformed into an intermediate leaf. No, 37
shows the continuous seroll derived from the Romans, with the division at each turn of the scroll, so
characteristic of Roman ornament, omitted. The ornament we engrave here from Sta. Sophia would

seem to be one of the earliest examples of the change.

Arabian,

Moresque.

The upright patterns on this Plate, chiefly from the soffits of windows, and therefore having all
an upright tendency in their lines, may be considered as the germs of all those exquisitely-designed
patterns of this class, where the repetition of the same patterns side by side produces another or
several others. Many of the patterns on this Plate should be double in the lateral direction: our

anxiety to exhibit as many varieties as possible preventing the engraving of the repeat.

With the exception of the centre ornament on Plate XXXII., which is from the same mosque as
the ornament on the last plate, the whole of the ornaments on Plates XXXIII. and XXXIV, are
of the thirteenth century, 7.e. four hundred years later than those of the Mosque of Tooloon. The
progress which the style had made in this period may be seen at a glance. As compared, however,
with the Alhambra, which is of the same period, they are very inferior. The Arabs never arrived
at that state of perfection in the distribution of the masses, or in the ornamenting of the surfaces
of the ornaments, in which the Moors so excelled. The guiding instinet is the same, but the
execution is very inferior. In Moresque ornament the relation of the areas of the ormament to the
ground is always perfect; there are never any gaps or holes; in the decoration of the surfaces of
the ornaments also they exhibited much greater skill,—there was less monotony. To exhibit clearly
the difference, we repeat the Arabian ornament, No. 12, from Plate XXXIIL, compared with two
varieties of lozenge diapers from the Alhambra,

The Moors also introduced another feature into their surface ornament, viz. that there were

often two and sometimes three planes on which the patterns were drawn, the ornaments on the

upper plane being boldly distributed over the mass, whilst those on the second interwove themselves
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with the first, enriching the surface on a lower level ; by which admirable contrivance a piece of
ornament retains its breadth of effect when viewed at a distance, and affords most exquisite, and

oftentimes most ingenious, decoration for close inspection. Generally there was more variety in

their surface treatment; the feathering which forms so prominent a feature on the ornaments on
Plates XXXII., XXXIII., was intermixed with plain surfaces, such as we see at Nos. 17, 18, 32,
Plate XXXII. The ornament No. 13, Plate XXXIII., is in pierced metal, and is a very near
approach to the perfection of distribution of the Moorish forms; it finely exhibits the proportionate

Arabian. Moresque,

diminution of the forms towards the centre of the pattern, and that fixed law, never broken by
the Moors, that however distant an ornament, or however intricate the pattern, it can always be
traced to its branch and root.

Generally, the main differences that exist between the Arabian and Moresque styles may be
summed up thus,—the constructive features of the Arabs possess more grandeur, and those of the
Moors more refinement and elegance,

The exquisite ornaments on Plate XXXIV., from a copy of the Koran, will give a perfect
idea of Arabian decorative art. Were it not for the introduction of flowers, which rather
destroy the unity of the style, and which betray a Persian influence, it would be impossible to
find a better specimen of Arabian ornament. As it is, however, it is a very perfect lesson both
in form and colour.

The immense mass of fragments of marble derived from Roman ruins must have very early
led the Arabs to seek to imitate the universal practice of the Romans, of covering the floors of
their houses and monuments with mosaic patterns, arranged on a geometrical system; and we have
on Plate XXXV. a great number of the varieties which this fashion produced with the Arabs.
No better idea can be obtained of what style in ornament conmsists than by comparing the mosaics
on Plate XXXV, with the Roman mosaics, Plate XXV,; the Byzantine, Plate XXX.; the Moresque,
Plate XLIII. There is scarcely a form to be found in any one which does not exist in all the
others. Yet how strangely different is the aspect of these plates! It is like an idea expressed
in four different languages. The mind receives from each the same modified conception, by the

sounds so widely differing.
59




ARABIAN ORNAMENT. =
P

The twisted cord, the interlacing of lines, the crossing of two squares b4 , the equilateral
triangle arranged within a hexagon, are the starting-points in each; the main differences resulting in
the scheme of colouring, with the material employed and the uses to which they were applied,
mainly suggested. The Arabian and the Roman are pavements, and of lower tones; the Moresque
are dados; whilst those of the brighter hues, on Plate XXX., are decorations on the constructive
features of the building.
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* Crarrer IX.—PraTes 36, 37, 38.

TURKISH ORNAMENT.

e

PLATE XXXVL

1, 2, 3,16, 18. From a Fountain at Pera, Constantinople. 10,11, 17,19, 21. From the Yeni D’jami, or new mosque,
4. TFrom the Mosque of Sultan Achmet, Constantinople. ! Constantinople.

5,6,7,8,13. From Tombs at Constantinople. [

9,12, 14, 15. From the Tomb of Sultan Soliman I., Constan- ‘f 20, 22, From a Fountain at Tophana, Constantinople.

tinople.
PLATE XXXVIIL
1,2,6,7,8 From the Yeni D’jami, Constantinople. 4, 5. Ornaments in Spandrils under the Dome of the Mosque
3. Rosace in the Centre of the Dome of the Mosque of of Soliman I., Constantinople.

Soliman I., Constantinople.

PLATE XXXVIII

Portion of the Decoration of the Dome of the Tomb of Soliman I., Constantinople.
—— e e

THE architecture of the Turks, as seen at Constantinople, is in all its struectural features mainly
based upon the early Byzantine monuments; their system of ornamentation, however, is a modifi-
cation of the Arabian, bearing about the same relation to this style as Elizabethan ornament does to
Italian Renaissance.

When the art of one people is adopted by another having the same religion, but differing in
natural character and instincts, we should expect to find a deficiency in all those qualities in which
the borrowing people are inferior to their predecessors. And thus it is with the art of the Turks as
compared with the art of the Arabs; there is the same difference in the amount of elegance and
refinement in the art of the two people as exists in their national character.

We are, however, inclined to believe that the Turks have rarely themselves practised the arts;
but that they have rather commanded the execution than been themselves executants, All their
mosques and public buildings present a mixed style. On the same building, side by side with
ornaments derived from Arabian and Persian floral ornaments, we find debased Roman and Renaissance
details, leading to the belief that these buildings have mostly been executed by artists differing in
religion from themselves, In more recent times, the Turks have been the first of the Mohammedan
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TURKISH ORNAMENT.

races to abandon the traditional style of building of their forefathers, and to adopt the prevailing
fashions of the day in their architecture; the modern buildings and palaces being not only the work
of European artists, but designed in the most approved European style.

The productions of the Turks at the Great Exhibition of 1851 were the least perfect of all the
Mohammedan exhibiting nations.

In Mr. M. Dighy Wyatt's admirable record of the state of the Industrial Arts of the Nineteenth
Century, will be found specimens of Turkish embroidery exhibited in 1851, and which may be

compared with the many valuable specimens of Indian embroidery represented in the same work,

Tuarkish. Turkish.

Elizabethan, Turkish.

It will readily be seen, from the simple matter of their embroidery, that the art-instinct of the
Turks must be very inferior to that of the Indians. The Indian embroidery is as perfect in
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distribution of form, and in all the principles of ornamentation, as the most elaborate and important
article of decoration.

The only examples we have of perfect ornamentation are to be found in Turkey carpets; but
these are chiefly executed in Asia Minor, and most probably not by Turks. The designs are
thoroughly Arabian, differing from Persian carpets in being much more conventional in the treatment
of foliage.

By comparing Plate XXXVII, with Plates XXXII. and XXXIIIL the differences of style will be
readily perceived. The general principles of the distribution of form are the same, but there are a
few minor differences that it will be desirable to point out,

The surface of an ornament both in the Arabian and Moresque styles is only slightly rounded,
and the enrichment of the surface is obtained by sinking lines on this surface; or where the surface
was left plain, the additional pattern upon pattern was obtained by painting.

The Turkish ornament, on the contrary, presents a carved surface, and such ornaments as we
find painted in the Arabian MSS., Plate XXXIV., in black lines on the gold flowers, are here
carved on the surface, the effect being not nearly so broad as that produced by the sunk feathering of
the Arabian and Moresque.

Another peculiarity, and one which at once distinguishes a piece of Turkish ornament from
Arabian, is the great abuse which was made of the re-entering curve A A.

This is very prominent in the Arabian, but more especially in the Persian styles. See Plate
XLVI.

With the Moors it is no longer a feature, and appears only exceptionally.

This peculiarity was adopted in the Elizabethan ornament, which, through the Renaissance ot
France and Ttaly, was derived from the East, in imitation of the damascened work which was at that
period so common.

It will be seen on reference to Plate XXXVI. that this swell always occurs on the inside of the
spiral curve of the main stem; with Elizabethan ornament the swell often occurs indifferently on the
inside and on the outside.

It is very difficult, nay, almost impossible, thoroughly to explain by words differences in style ot
ornament having such a strong family resemblance as the Persian, Arabian, and Turkish ; yet the eye
readily detects them, much in the same way as a Roman statue is distinguished from a Greek. The
general principles remaining the same in the Persian, the Arabian, and the Turkish styles of ornament,
there will be found a peculiarity in the proportions of the masses, more or less grace in the flowing
of the curves, a fondness for particular directions in the leading lines, and a peculiar mode of inter-
weaving forms, the general form of the conventional leafage ever remaining the same. The relative
degree of faney, delicacy, or coarseness, with which these are drawn, will at once distinguish them as
the works of the refined and spiritual Persian, the not less refined but reflective Arabian, or the unima-
ginative Turk.

Plate XXXVIIL is a portion of the decoration of the dome of the tomb of Soliman I. at Constan-
tinople; it is the most perfect specimen of Turkish ornament with which we are acquainted, and nearly
approaches the Arabian. One great feature of Turkish ornament is the predominance of green and
black; and, in fact, in the modern decoration of Cairo the same thing is observed. Green is much

more prominent than in ancient examples where blue is chiefly used.
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CHAPTER X.—Puates 39, 40, 41, 41*, 42, 42*, 42+, 43.
MORESQUE ORNAMENT,

FROM THE ALHAMBRA.

PLATE XXXIX.
INTERLACED ORNAMENTS.

1-5, 16, 18, are Borders on Mosaic Dados. 13, 15. Square Stops in the Bands of the Inseriptions.
6-12, 14. Plaster Ornaments, used as upright and horizontal 17. Painted Ornament from the Great Arch in the Hall of
Bands enclosing Panels on the walls. the Boat.

i L e

9,

3.

PLATE XL.
SPANDRILS OF ARCHES.

From the centre Arch of the Court of the Lions. 4. From the Entrance to the Court of the Fish-pond from
From the Entrance to the Divan Hall of the Two Sisters. the Hall of the Boat.
From the Entrance to the Court of the Lions from the

Court of the Fish-ponds. 5,6. From the Arches of the Hall of Justice.

FLATE XLE
LOZENGE DIAPERS.

Ornament in Panels from the Hall of the Boat. - i 5, Ornament in Panels of the Hall of the Ambassadors.
" 5 from the Hall of the Ambassadors. 6. & in Panels of the Courts of the Mosque.
- in Spandril of Arch, entrance to Court of Lions, | 7. ” in Panels, Hall of the Abencerrages.
. in Doorway of the Divan, Hall of the Two Sisters. | 8. 5 over Arches, entrance to the Court of Lions.

PLATE XLI*,

10. Ornaments in Panels, Court of the Mosque. 13. Ornaments in Spandrils of Arches, Hall of the Aben-
11. Soffit of Great Arch, entrance to Court of Fish-pond. cerrages.
12. Ornaments in Sides of Windows, Upper Story, Hall of | 14, 15. Ornaments in Panels, Hall of the Ambassadors.

the Two Sisters. 16. ,»  in Spandrils of Arches, Hall of the Two Sisters.

PLATE XLII.
SQUARE DIAPERS.

1. Frieze over Uolumns, Court of the Lions, \ 2. Panelling in Windows, Hall of the Ambassadors.

PLATE XLIT*.

Panelling of the centre Recess of the Hall of the Ambassadors. 4. Panelling on the Walls, Tower of the Captive.
8 65



MORESQUE ORNAMENT.

PLATE XLIIt.

5. Panelling on the Walls, House of Sanchez. 6. DPart of the Ceiling of the Portico of the Court of the Fish-pond.

PLATE. XLIII.

MOSAICS.
1. Pilaster, Hall of the Ambassadors, 9. Dado in centre Window, Hall of the Ambassadors.
2. Dado, ditto. 10. Pilaster, Hall of the Ambassadors.
3. Dado, Hall of the Two Sisters. 11. Dado, Hall of Justice.
4. Pilaster, Hall of the Ambassadors. 12, 13. Dados, Hall of the Ambassadors.
5, 6. Dados, Hall of the Two Sisters. 14. From a Column, Hall of Justice.
7. Pilaster, Hall of Justice. 15. Dado in the Baths.
8. Dado, Hall of the Two Sisters. 16. Dado in Divan, Court of the Fish-pond.
e LS =

MORESQUE ORNAMENT.

OvRr illustrations of the ornament of the Moors have been taken exclusively from the Alhambra,
not only because it is the one of their works with which we are best acquainted, but also because it
is the one in which their marvellous system of decoration reached its culminating point. The
Alhambra is at the very summit of perfection of Moorish art, as is the Parthenon of Greek art. We
can find no work so fitted to illustrate a Grammar of Ornament as that in which every ornament
containg a grammar in itself. Every principle which we can derive from the study of the ornamental
art of any other people is not only ever present here, but was by the Moors more universally and
truly obeyed.

We find in the Alhambra the speaking art of the Egyptians, the natural grace and refinement of
the Greeks, the geometrical combinations of the Romans, the Byzantines, and the Arabs. The
ornament wanted but one charm, which was the peculiar feature of the Egyptian ornament, symbolism.
This the religion of the Moors forbade; but the want was more than supplied by the insecriptions,
which, addressing themselves to the eye by their outward beauty, at once excited the intellect by the
difficulties of deciphering their curious and complex involutions, and delighted the imagination when
read, by the beauty of the sentiments they expressed and the music of their composition.

“There is no conqueror hut God.”” Arabic inseription from the Alhambra.

To the artist and those provided with a mind to estimate the value of the beauty to which they
gave a life they repeated, Look and learn. To the people they proclaimed the might, majesty, and
good deeds of the king. To the king himself they never ceased declaring that there was none
powerful but God, that He alone was conqueror, and that to Him alone was for ever due praise and
glory,
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The builders of this wonderful structure were fully aware of the greatness of their work. It is
asserted in the inscriptions on the walls, that this building surpassed all other buildings; that at sight
of its wonderful domes all other domes vanished and disappeared; in the playful exaggeration of their
poetry, that the stars grew pale in their light through envy of so much beauty; and, what is more to
our purpose, they declare that he who should study them with attention would reap the benefit of a
commentary on decoration.

We have endeavoured to obey the injunctions of the poet, and will attempt here to explain some
of the general principles which appear to have guided the Moors in the decoration of the Alhambra—
principles which are not theirs alone, but common to all the best periods of art. The principles which
are everywhere the same, the forms only differ.

1.¥ The Moors ever regarded what we hold to be the first principle in architecture—to decorate
construction, never to construct decoration: in Moorish architecture not only does the decoration arise
naturally from the construction, but the constructive idea is carried out in every detail of the
ornamentation of the surface.

We believe that true beauty in architecture results from that ““repose which the mind feels when
the eye, the intellect, and the affections ave satisfied, from the absence of any want.” When an
object is comstructed falsely, appearing to derive or give support without doing either the one or the
other, it fails to afford this repose, and therefore never can pretend to true beauty, however harmonious
it may be in itself: the Mohammedan races, and Moors especially, have constantly regarded this rule;
we never find a useless or superfluous ornament; every ornament arises quietly and naturally from
the surface decorated. They ever regard the useful as a vehicle for the beautiful; and in this they
do not stand alone: the same principle was observed in all the best periods of art: it is only when
art declines that true principles come to be disregarded; or, in an age of copying, like the present,
when the works of the past are reproduced without the spirit which animated the originals.

2. All lines grow out of each other in gradual undulations; there are no excrescences; nothing
could be removed and leave the design equally good or better.

In a general sense, if construction be properly attended to, there could be no excrescences; but
we use the word here in a more limited sense: the general lines might follow truly the construction,
and yet there might be excrescences, such as knobs or bosses, which would not violate the rule of
construction, and yet would be fatal to beauty of form, if they did