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EDITOR'SNINTROPUCTION

A GOOD many years ago now, wandering about Italy, I found
myself, almost by accident, in Venice My ntention was to stay
a week only, but 1t happened that during that time I somehow
found out my way to a pubhc hbrary, which was situated in
an old palace on one of the back canals near S Mana Formosa,
and heie, among the few English hooks, I discovered, and
for\the first nme made acquaintance with, Ruskin’s “ Stones
of Wenice” The book engrossed me immediately Every
mght until the closing of the library I sat up filling notebooks
“with definitions and desciiptions, or with diagrams of arches
and capitals, and all diy I rowed fiom church to church
and palace to palace, comparing, examiming, and from time
to time addmg certain profound 1eflections of my own to the
ideas with which Ruskin had supplied me. The immediate
result of all thus was that from a week my stay lengthened
to three months, but the more important one was that, mn this
way, through the msttumentality of this book, there was
unlocked for me a souice of mterest which giew into one of the
most engrossing occupations and studies of my life, an incentive
to many journeys and a chief clue and help to the understand-
mg of histoty And although by and by many of Ruskin’s
Judgements came to me to seem untenable, and I let them go,
yet this in no way atfected or lessened the intetest which he
had revealed 1n the subject, and which continued steadily to
grow and increase

My reason-for 1ccalling this personal incident here 1s that it
seems to me a good iHustration of Ruskimn's geneial influence
Most people have felt the attraction of that pecubar and wvital
fascination with which he mvested the study of ait, and most
pepple, too, have learnt ultimately to question pretty fieely his
decisions and judgements, and to doubt whether his enthusiastia-
and emotional manner of adopting theones that were pleasing
to him was calculated to stand the test of disinteiested examin-
ation It 15 probably very tiue that few of Ruskin’s critical
'estimates will stand petmanently, in the manner at Jeast m
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which he stated them But what I thmk s also tiue 1s that
m Rushin’s case this 1s a matter of no gieat moment, because
his value does not depend on the accuiacy of his asthetic
definitions, but on the human intetest and glow of human hfe
which he succeeds in powning into a subject which 1n so many
hands iemams technical and cold Ileie hes his 1cal claim
upon owt regard, and this will endure even if every asthetic
Jjudgement he eyver pronounced should be questioncd o1 annulled
I will attempt to show n the picsent preface why this 1s so
I will endeavour to state the case agammst Rushin, against s
cntical accuracy and trustworthiness, as fully as possible to
begm with, and then go on to consider why 1t 15 that as 1t
seems to me, lus positive achievement surs ines unimpaned

Of course, what Rushin’s ciitics mean when they speak of
his maccuracy, 1s that his judgement was always moie or less
m the hands of his sympathies With him intellect and
reason acted 1in subordination to, and wete employed to justify,
loves and hates, which they had httle share 1n establishing, not,
indeed, that he lacks anything 1n intellectual vigow and agility,
for no cutic s richer in illustiation o1 wider 1n range of thought,
but with Rushin this plry of mind 1s not a fiee plyy of mmnd,
and the thronging thoughts are 1eally the obedient vissils of a
passion which has alieady pronounced judsement, and now calls
upon the mind to uphold and cotroborate that judgement  The
whole process, first of the selection of the necessary aiguments,
and next of the mampulation and anangement of them, 1s
cairied out under the immediate o1ders and supetrvision of the
strongest emotional nstinct 1n Ruskins nature

And what that mstinct was we have only to turn a few of the
pages of this piesent book to discover It was hius passion for
an ethical interpictation of all objects and cicated things  Such
an interpretation supplied, for hum, the test not only of intercst
but of beauty He deciphercd 1n the wotk the vices o1 vittues
of the workman, and condemned ot pratsed 1t much mote on
cthical than westhetic prinaples It m1y cven be said that the
measme of the hiking he felt for a1t w s 1lw 1) s 1 proportiongto
he amount and richness »f human inteiest it contaned  \When
it was a pait of the life of its age, and closely 1cflected the
thoughts and fancies and beliefs of that hife, he adoted it Vwhen
it failed to do this, never mind how futhfully it adheted to the
fired principles of art, he was quite indifferent to it His treat
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ment of Greek art 1s 1n this 1espect very characteristic  he had
no paiticular fault to find with 1t, but 1t failed altogether to
engage Ins mterest, the reason being, of course, that Greek art
is moie vsthetic than human, and, while it has much to
tell us of the principles of art, has very httle to tell us about the
mtimacies of Greek daily Iife However keen Ruskin’s asthetic
perception might be when not interfered with there was another
interest and prepossession in s mind which moved him far
more strongly, and which alone could really rouse and hold his
jentne atlention, and that was the absorbing interest he felt 1n
the struggles and passions and virtues and vices of lus fellow
men
This interest it was which constantly took command of the

wsthetic sense and dictated 1its judgements, and the better to
understand this I will ask the reader to tuin, if he will, at once
to the chaptets in this book dealing with Byzantine and Gothic
prlaces, and contrast the natwe of the crincism apphed to each
The human nterest, it mav be ponted out, which Byzantine
ait possesses 15 of a quite subdued and secondary kind, 1ts main
puipose being, as 1s the case with all Greek ait, wsthetic  Itis
not until the Gothic period approaches that there 15 developed
hat stiony famihar and hving interest which 1s indeed the main
«characteisuic of the style  Accordingly, so long as he s con-
cerned with the Dyzantine palaces, Ruskin retains his calmness,
and judges entuely on the lines of wsthetic effect  The colour
schemes obtamed by maible backgrounds and nlaid discs and
patterns, the arrangement and grouping of the arcades, and
especially the msistence on the punciple of centralisation by the
mperceptible enlaigement of the middle aiches, are very charac-
tetstic examples of the delicacy of Greek disciimination, the
object of which 1s to heighten and harmonise the architectural
effect of the whole facade TIhey illustiate, as Ruskin most
clearly perceived, ceitam broad artistic and structural puinciples

He himsclf maintains steadily the same standpomt  Throughout
us criticism the fagade 1s always treated as a whole, and the
significance of each featurc 1s shown to depend on the part 1t
plays i the whole

So we go on, until the consideration of the Doge’s Palace

rings as within the attraction of that popular element n art
t/hlch appealed to Rushin so nresistibly, and then 1r51med1ately
theie comes a change 1 the whole method of judging and



X Editor's Introduction

eriticising It 1s, I think, quite possible, if the long row of
capitals of the Doge’s Palace be considered as a part of the
architectural design of the whole facade, that their compatatively
florid and broken outline, as contrasted with the severe regulaiity
and smoothness of the rest of the building, might be a fair sub-
ject for censme, o1 at least for comment Ruskin, however,
does not treat them as parts of the building at all His crniti-
cism 1s confined to 2 minute examination of the tny figures and’
groups nestling among the foliage, figures of Hope, Despau,’
Chasuity, Gluttony and the like, together with vanous httle
representations of medieval everyday hfe, ploughing, harvest-
g, building, and so on, on so small a scale as to be almost
mnvisible to the oidinary passer-by, and his study of which
Ruskin conducts from the top of a ladder with the help of a
duster and a magnifying glass That these figures and gioupss
have much interest no onc will deny, but it 1s evident that,
besides this interest of detail, and taking precedence of 1t, comes
the question of the part played by the capitals in the whole
structural design A moment ago Ruskin, in dealing with the
Byzantine facades, was quite aware of the propriety of judgmg
architectual details by architectural principles, but no soonet
does he come within view of these nane little impeisonations
of medizeval Life than all question of ait and wsthetics 1s clean
forgotten 1n the excitement which human contact never fails to
rouse n him  You raise the question of stiuctuial propriety
and the effect of the whole, and he answers with a dissertation
on a figure of Tempeiance three inches long, which he has
discovered tucked away under a leaf In short, the whole of
the elaborate criticism of these capitals 1s cairied out, and
judgement at great length delnered upon them, without their
ever having been regaided as capitals, 7 ¢ as bits of a bullding,
at all

The substitution of the ethical for the wsthetic standpoint 1s
here evident and disturbing , and not less disturbing 1s 1t when
we pass on to the art of the Renaissance Most people will
agree, I take it, even when we have admitted the cold-
-heartedness and worldly pride and ostentation which certainly
are the human charactenstics to be detected in Renaissance
architecture, that there still remains to 1t a certain cesthetic
value Renaissance architectwie 15 an attempt to formulate
certain positive laws of art. With a wise parsimony, and calcu
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lating the value of every stroke, 1t arranges its designs by a
process of wmsthetic reasoming, seeking to know and grasp the
causes of what 1s pleasing This at least 15 1ts aim and the
temper in which it works. It 15, of course, confessedly ex-
jperimental, but the experiments of 2 man like Bramante have
hts, that whatever their success may be, they attain 1t by means
hat e definable and can in large measure be learnt Laws can
fse deduced fiom them which are absolute and hold good under
hll citcumstances.  Renaissance architecture has fought up to
ts efiects, and can therefoiec give a much clearer account of
them than Gothic can, so that even if its achicvement 1s less 1t
can teachmore  Ina wotd, tlus arclutecture has for all leatners
some of the value that Greek architecture has, a valye, that 1s to
say, so fa as it goes, of 4 purely xsthetic kind  This, however,
makes no appeal to Ruskimn at all, orif 1t does the appeal 15
drowned in another of a ditferent kind  What he teels, and all
that he feels, in respect to this architecture 1s the human qualiues
which mnspue 1t or make 1t possible, and just as, in the case of
the Doge’s capitals, the human quahities he discovered pleased
and captivated lim, and answered to him for the =osthetic
value of the capitals themselves which he had never really
consideied at all, so in the case of Renaissance architectwme the
human qualities 1t indicates, otfensive and very displeasing to
him as they were, were quite sufficient guarantecs of the
asthetic worthlessness of the style, and precluded any necessity
of analysmng 1ts pietensions in this respect  Judgements such
as these, one may as well admt it frankly, have, from the
xsthetic pont of view, no value whatever
1 dare say the reader will by this time be weary of so much
fault-finding, and will be wishing peihaps that the duty of
supplying this mtroduction had been entiusted to some moie
cordial cratic In my opmmon, honever, it 1s essential to clear
the way for a just appreciation of Ruskin by an uncompromising
avowal of deficiencies which, after all, are not hidden from the
acute. Not until one has looked these 1n the face can one go
on to mamtain that the vital influence and power for good m
him are 1n no way crippled or senously affected by them
And the source of Ruskin’s 1eal power for good lay, as 1t 1s
'aasy to sce, 1n just that human way of looking at ait which so
often, as we were just now pomting out, overbalanced his
vsthetic judgement In an appreciation of Corregyio which
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appeared lately, M1 Stuige Moore diew a distinction between
the scientific o1 technical school of ciiticism, and that, as 1t
seems to him, deeper and much moic illuminating criticism
which identifies itself with individual gemus 1nd the personality
of the attist It 15 not necessaiy to 1eview his a1, uments here’
Personally I am verv fu fiom shaing his low opmion of the
scientific method fot it 1s, I think, + most vtluble ttut 1 al’
great artistic epochs that many of those principles ind pirocesse
by which the loftiest ind most movin,, eftects e obtuned, e
held with such confidence and become so syvstemitised tha’
they really aie susceptible of scientific hindling It 1s just tlus
which makes such e11s so profoundly mstruct ve becausc the
Lnowledge we can extinct fiom them 1s tangible ind sohd bth
whaterer the merits of this kind of ertticism m i pe 1t 1s certun |
that 1t mclines to ignote and pass over itogether w aspect of
the question of gie it historical interest ind prictical impaitwce
If the human nteipretition of art brou ht us only wm idded’
realisation of the hife of past centiies 1t would sull be of the
highest value, for this ight that 1# thiows on the past, espccnlly
the light that aichitecturc throws, 1s of 2 kind that 1eveuls lhe
spimit of 1ts age with an intimacy and realism such 1s no other®
souice of informtion possesses  Lut this 15 not all 1t bungs _
I'he human interpretation of wurt by which I meaa the con ”
sideration 1 the fiist plice, of 1l the human qualities which o
to produce 1t, 1s thit which Lkeeps befoie owt eves the tder of
irt as an mstrument for worthins out the welfuc ind happiness’
of the race  Those who hneeihiscd hoy 1 phicaihy hifeof old
was cast m stone, who have become cons 1ous of the enthusiism
which this process, in the j1eit epochs of ut 1wakened among
the people, and of the cest 1t added to the 1 castence will never
henceforth consent to hue their views 1cstticted to the
“scientific * pomnt of view, o1 be 1n 1y dinger of for ctung the
root fact that the proper function of art 1s to espress life, and
that, whatova its after success asthetically may be, it must,
to Inc itself, be,in by doing that
To Ruskin that great fact about art was constantly present

Art never was to him m iy of its manifestations 1 matter
of technique, of pi ments, of mannciisms, of airan,cments ind
patterns of punt marble o1 stone, but, much more, of motn es,
of human passions, of impulses and tdes of feehng which
had aninited the creators of it, or dwelt broadcast, as con-

-
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victions and deep-lymg beliefs, among the humanity of the age
IIe did not dwell among externals and appearances, but among
the causes and tendencies which had had those results Things
gave up for him the mood of mind in which they had been
engendeied lle looked at the world with Giotto, clear-eyed
and simple, sceing men as they were for the fiust ime He
felt 1n his own heart the ecstasy of those prayers of Angelico
which drew down, almost without the pamter’s volition, figmes
steeped 1 cclestial sweetness and hght The eager, lhteral
faith of medixval builders, the independence of character, the
keenncss of vision, the interest 1 natwie and in life of the
masons and sculptors of Gothic architecture, weie to Ruskin
moods of mind that still ined with an almost palpitating 1eality
1n the creations of then hands And so,too, with eveiry depraved
and sclfish and cold-heaited motive, these never appeared to him
m the light of mete aitistic phenomena, to be noted calmly
as such on the camvas or 1n the buillding, but as human attn-
butes, as real as the living face malignant or debauched that the
flare of a gm-shop 1eveals to the passer-by

And 1t was preciscly this power of sympathy, leading him as it
did to many stiange and doubtful a1tistic judgements, which led
him also to that conception of the uses and functions of art
which 1t 1s every day becommg more and more a matter of
necessity for us to shaie with him  Deauty m ait, the beauty
which 15 a petfect exposition of fived wsthetic principles, 1s,
of cowse, one of the raest and most precious things m
the wotld  But beauty 1s not the whole of art, more, if the
1cader will tuin back m imagination to the gieat cieative epochs,
to the eaily Ren. ce m Italy and to the eaily Gothic perod
m France and Engiand, I think he will peicene that to the
men and women hving at that time the mnpoitance of the
art they weie producing did not really consist in its beauty
at all It consisted rather in 1its vitality, in the fact, that 1s
to say, that the art of the time was a full, free and spontaneous
utterance of the national lIife To the builders and masons
and metal workers of the medizeval age the use and nestimable
value of then handiwork lay m its being a reflex of them-
sclves, an outpouting of their own thoughts and emotions,
an mscparable portion of thewr own natures and of then
own custence That this 1s so we have only to turn over any old
chronicle of the gwlds and corporations of the time sn » ui1e
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or, better still, we have only to enter any Gothic cathedial and
observe its vivid and vital energs, and the peisonal mmtiatine
and personal 1deas and feelings worhked into capital and sculp-
tured detail

This vitality 1t was which to the medizeval nations was the
really important thing about mediaval art, this, not 1ts beauty
It seems to me, mndeed, very doubtful whether, if we assign to
the word beauty any dehnite meaning, any such meaning as 1t
has 1n Gieek usage, we can apply it to Gothic ait at all  but
a few days ago I was standing before the west fiont of I \eter
ca hedral obsernving the curnious compound stiucture of the thiee
facades emerging one behind the other, and the closely packed
sculpture which 1educed the whole fiont to a mere inderipherable
mass of crumbling stone Irom a Doric temple it 1s possible to
deduce certain permanent westhetic laws [ am not awatre of
any @sthetic law which can be deduced fiom the west fiont
of Exeter But aie we for that to foiget 1l that Exeter was to
the life of its time, the enteiprise and zeal, the eager aspnations
and industry 1t embodied and ennobled? [t w1s all this human
nature poured into 1t which made 1t precious to the people of its
day, and which still makes 1t precious to us  We think we love
1t for its beauty, but really we love 1t for 1ts vitality

And 1ndeed this 15 the quality with which Ruskin all through
hrs criticism 1s constanthy concetned  Iianspose the two tcims,
and we shall find that every atyument he uses .nhis dealings with
Gothic, 1s much more a vindication of the vitalitv of the ait
than of its beauty Its humour, 1ts sense of the giotesque, 1its
infinite delizht in every occupation and purswmit wnd industry of
common life, its earnest, Literal, childhke piety, all these things
are less guarantecs of beauty than mdicatine of somethimg
much more, pethaps, duectly impottant, namely, of the vital,
popular and national intetest taken in the subject  Givethem this
turn, and all Ruskin’s remarks become luminous, suggestive and
consistent For, in the same way, if we take the cuticism
exposing the defects of the Renaissance, its cold stateliness,
selfishness and cynicism, its alienation fiom what 1s humble and
mtimate 1in populai life, and 1f, instead of siying this made 1t
unbeautiful, we say this deprived it of vitality and diained the
life out of it, how much more direct and stringent the criticism
becomes! It will be found that all the amimadsveisions on

= ce att »ith which the present book 1s filled may be/
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taken m this way They are not proofs that Renaissance art 1s
ugly, but they are proofs that Renaissance art 1s dying

I believe, then, that if he gives due thought to the matter the
reader will agree in this, that the whole weigh. of Ruskin’s
teaching and eloguence and msight 15 directed really to vindi-
cating the supreme necessity, significance, and value of vitality,
that 1s of populai paiticipation 1n 1ts fullest sense, in ait  Art
dies when 1t 1s cut off from the life of the nation, and lives when
it 1s closely associated with it That 1s the teaching of ““ The
Stones of Venice,” and 1t was the most piccious part, I may
add, of the teaching of the pre-Raphaelite movement, « f which
Ruskin was theintellectual centre Ruskin s criticisms should be
compared with the action of Motrls, and the gencial revival
of ciaftsmanship which the latter’s strenuous cxample in-
augurated Both concened of art and hife as inseparable com-
panions , of ait as a poor, bloodless affectation, unless intimately
united to nattonal life and labout , of national life and labour
as brutahsed and degiaded, unless raised up and inspired by
the compamonship of art

It may well be that tlus will turn out to be the most du-
able and valuable pait of all Ruskins teaching The inter-
pretative function of art and the haht 1t throws on past history
have never, so far as [ know, been 1llustiated with such powel
as mn the present book  T'he qualities which were b make
Venice great, and which the inst iefusees caried with them
theu Dbieasts to the desolate lagoons—faith, a stern pnde, n-
domitable tenacity—qualities which wete the foundation of all
that was vital in her citizenship, these qualities 1t was which
were at the root, too, of eveiything that was vital m her aichi-
tecture  And with not less ceitamiy, as these vimle guahties
died out of Vemice’s Iife did they dic out of her aichitecture too,
and ginve place to that worldly ¢ynicism which was undermining
the scnse of citizenship of the state  The reader who has
magination cannot help being drawn to an art which sgeaks in
such human accents He will feel the hold 1t gives hin'pn that
past Iife, the mutiation it confers. WWritten mn the romantic
renaissance, 1n the full flush of its author's young enthusiasm,
fand under the spell of such a city as Venice, 1t 15 not to be
wondeied at that Ruskin’s book, 1n the vividness of its historical
mterest, should stand alone But I cannot help being conscror-
of & USC 1N 1t Superior eve~ = sue Dl UL ab wattea St time
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awakening, n the minds of those who can enter into Rushin’s
thoughts on the subject, an enlarged sense of the p1ictical uses
and possibihities of it They, too, may leain to see 1t, as Rushin
and Morns saw 1t, as an ntegial and mmibienable pait of hfe
They need not shght its othet purposes 7nd functions ‘Lhey
will acknowledye the greatness of a beauty that 1s independent
of time and place, and 1everence those prmciples of ait which
are fived and changeless DBut still, when once the mutual
mterdependence of life and art upon cach other are 1ecognised,
this close connection will seem the fitst thing to be estabhished
To make the tiee of ait take 100t and sprout and giow, that
must be ow fitst object The asthetic quility of the fimt it
will eventually yield will be a secondary and 1cmote consider-
ation Better 1n any case, we shall s, a vijorous and lnimmg
art, however 1ude, than one, 1efined and cultmed pethaps, but
nursed by a chique and out of touch with the nationl hfe

Let me add in conclusion that there ate puticular 1easons
why this thought, the thought of the supieme importance of the
vitality of art, which 1s what Rushin’s teaching stands for, should
be applied by us at the present time to the study of aichitectuic
Those reasons are of two hunds  In the first plice, architectne
1s the most human of all the aits, and so stands to lose most by
being treated technically , and in the second plice, an ex-
clusnvely technical ciiticism has of late confitmed in a very
marked degrec 1ts hold upon the subject

This was to be expected 9o engrossing 1s architecture fiom
a purely constructive standpoint, so mtent must architects he
on the techmcal pioblems mmvolved in the ciection of grcat
buildings, that their critictsm 15 apt mevitably to hmiat atself to
this aspect of the subject Of the miny works yearly witten
on architecture the gieat mjority are by professionil nien, and
of these almost all tahe the professional view, the view, namcly,
that all interest 1s confined to and contained i the stiuctuie,
and that the development of new featuies and new styles con-
stitute a hind of “ growth,” to use the favouiite wotd, each stage
bemng the 1esult of what went before and the cause of what 1s
to follow, and the entire process bemg a natuial and inevitable
one, explicable 1n full by a careful study of the mchitectme
iself Mr Russell Stuigess voices this view of the matter when
a](:lﬂ ashs us in what Gothic aichitecture difters fiom Romanesque,

4t M wi with wihien the ‘préseing that the @ "=w~wees are

i
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to be found “in a minute comparison of the wotks” of the two
styles, and that they consist entirely “in actual masonry and
carpentry ”

Yet this 1s a view which directly tends to destroy all the
human interest of the subject, since the more we accustom
outsclies to look for an evplanation of changes of style to
stuictly technical and stiuctural causes, the more we shall come
to 1gnoic their significance as an expression of life A Gothic
mterion will be metely the solution of a number of structural
problems It will have much to tell us conceimng the natme
of building matenal and the application of ceitain structural
principles  But there its infoimation will cease No doubt
when we submit ourselies to the mfluence of the architectwe
itself, when we stand n some great nave and sec all round us
the harmony and agieement of the floning lines, and feel the
emphasis, and, mn such styles as Gothic, the passion even of
this stone utterance, we must be conscious of the wnadequacy
of these professional explanations It 1s evident that here ss a
human chaiacter and a human meaning, here *s the spirit of an
age, incarnated n these evpressive and chaiactenistic Iines and
forms Weeco 'mise an eloquent, perfectly coherent appeal
the architecture, and when we turn back in thought to the age
in which 1t was created, we find m the life of that age so much
that cortesponds to what 1n the building 1s expiressed 1n stone,
that 1t 15 1mpossible to doubt the genwneness and reality of
this expiession  Evidently it was human thought and feeling
aud human needs and aspirations that led the way and dictated
this utterance of themsclies, and the analysis of the structural
development explains, not in the least w/y the new style arose,
but only the means and degrees by which the change was
brought about

This should seem a self-evident truth, certainly 1t 1s a truth
on the 1ealisation of which the mnterest of the study of architec-
ture mainly depends , and yet 1t 1s a truth so obscured by those
professional guides 1n whom the novice is naturally inchned to
repose confidence, and whose explanations certainly have a very
plausible anz on the face of them, that 1t 1s often 1n dange:r of
being lost sight of, and indeed I cannot help thinking that one
of the chief reasons for that popular indifference on the subject, of
which we hear so much, 1s that this aspect of it, its human and
Iiving aspect, has been almost lost sight of at the present time.
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Agamst such mdifference, which the method of building
also of the day tends to confum, a ticaitment such as
Ruskin’s, a treatment wlich mspues the subject with that vivid
interest which only man’s wotk his for man,1s the best antidote
It 1s well to lav ourselves open to such an mfluence  \bove 1ll
do not let us be cheched and turned back by Rushins tendency
to judge art by other thin aitistic stindaids lhere are
many, I know, who set store exclusnely on the asthetic point
of view, who haie an eye for artistic propricty, but none for
aitistic vitality, who taste and enjoy with pensive delibertion the
subtle savour of beauty, but have no cate for the influcnces that
tell on human life Lo these the faults of Ruskin will alwnys
be unpardonable, his mernts always mcomptehensible  Tor-
tunately, however, theie must always be many who hnow how
to value the rnichness of Iife embodied in ut, who set stotc by
all the signs n 1t of popular, mtimate hwndling, who prise 1t for
its vitality 1n short, and for whom, 1n consequence, ait 1s a tie
binding them closer to all the living nterests of past and
present, rather than 2 delicious motsel to be enjoyed in a coiner

Upon these Rus]in will act It 15 among these that that
pleasure of wlich I spoke to begm with, which I expenenced
myself long ago in \ enice, the pleasure of seeing 1 v ing interest
first poured into dead stone, will be shued and propijated
Moreover, the number of these 1s likely to inciease s we
enter upon a democtatic age the hope must anse that labow
may once more hnk itself to the 1deals 1t has lost There aie
indeed many signs and evidences already that sucha hope 1s not
wholly illusoty  Among the influences working to such an end,
that of Ruskin s to be counted as not the least, and 1t 1s not
unlikely that, during the next fifty years much that he preached,
though n ways he never thought of, may bea fruit in practice.
The future—who can doubt 1t >—is going to favour the vital
1ather than the wmsthetic estimate of art, and the effect of this
cannot but be to bring the figure of Ruskin 1nto ever increasing
prominence and relef.

L. MARCH PHILLIPPS.
Feb, 1907
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PREFACE

IN the course of arranging the followng essay, I put many
things aside in my thoughts, to be said in the Preface, things
which I shall now put aside altogether, and pass by , for when
a book has been advertised a year and a half, 1t seems best to
present 1t with as hittle preface as possible

Thus much, howeve, 1t 1s necessary for the reader to know,
that, when I planned the work, I had materials by me, collected
at different times of sojourn 1n Venice during the last seventeen
years, which 1t seemed to me might be arranged with little
difficulty, and which I believed to be of value as 1illustrating the
history of Southern Gothic  Requiring, however, some clearer
assurance respecting certain pointsof chronology, I went to Venice
finally 1n the Autumn of 1849, not doubting but that the dates of
the principal edifices of the ancient city were either ascertaned, or
ascertamable without evtraordinary iesearch To my conster-
nation, I found that the Venetian antiquaries werc not agreed
within a centuiy as to the date of the building of the fagades of
the Ducal Palace, and that nothing was known of any other ciil
edifice of the early city, except that at some time or other 1t had
been fitted up for somebody’s reception, and been thereupon
fresh pamted Every date in question was determinable only
by internal evidence, and 1t became necessary for me to examine
not only every one of the older palaces, stone by stone, but
every fragment throughout the city which afforded any clue to
the foimation of 1ts styles This I did as well as I could, and I
believe there will be found 1n the following pages, the only
existing account of the details of early Venetian architectme on
which dependence can be placed, as far as it goes 1 do not
care to pomnt out the deficiencies of other works on this subject,
the reader will find, if he examines them, either that the buwld-
mgs to which I shall specially direct his attention have been
hitherto undescribed, or else that there aic great discrepancies
between previous descriptions and mine * for which discrepancies
I may be permitted to give this single and sufficient reason, that
my account of every building 15 based on personal exathmation

xx1
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and measurement of 1t, and that my taking the pans so to
examine what I had to desciibe, was a subject of giave suipuse
to my Itahan fitends The woik of the Maichese Selvatico 15,
however, to Le distinguished with 1espect , 1t 1s clear in alrange-
ment, and full of useful, though yv1gue, mfoimation and I have
found cause to wdopt, in reat measwe, its views of the chiono
logical succession of the cdifices of \ enice [ shall h e cause
heicafter to quaizcl with 1t on other grounds, but not without
expiession of tatitude for the assistance 1t has gnnen me  Ton
tanas ‘“ I"abbiiche di \ enea ” 1s also lustorically valuable, but
does not attempt to gnve aichitectmial detul  Cicognaia, as 1s
now generally known, 1s so maccmate as haidly to deserve
mention

Indeed, it 15 not easy to be accimate in an account of any-
thing, however simple Zoologists often disagree 1n then de
scuiptions of the cuive of a shell, or the plumage of a bud,
though they may Iny their specimen on the table, and examine
1t 1t their lasure, how much gicater becomes the likelihood of
erior i the description of things which must be in many parts
obscrved fiom a distance, o1 under unfavowable cicumstances
of light and shade, and of which man) of the distinctn c featuies
have been woin away by time I believe few people have any
idea of the cost of truth in these things, of the expendituie of
tume necessaly to mahe sume of the stmplest facts, and of the
strange way 1 which sepaiate observations will sometimes filsify
each other, incapable of 1econcilement, owing to some impei
ceptible mnadvertency I am ashamed of the number of times
m which I have had to sav, in the following pages, I am not
sute,” and I clum for them no authonty, as if they weie
thoroughly sifted fiom ei1o1, even in whit they more confidently
state  Only, as fa1 as my time, and stiength, and mind sened
me, [ havc endervoured, down to the smallest matteis, to
ascertain and speih the tiuth

No: was the subject without many and most discouraging
difficulties, peculiar to itself As far as my inquiries have
extended, there 15 not a building 1n Venice, raised prior to the
sixteenth centuy, which has not sustained essential change in
one o1 mote of its most important features By far the greater
number piesent examples of three or four different styles, 1t may
be successive, 1t may be accidentally associated , and, 1n many
nstancc., the restorations or additions have gradually replaced
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ithe entire structuie of the ancient fabiic, of which nothing but
the name 1emains, together with a hind of identity, exhibited 1n
the anomalous association of the modernized poitions the Whll
of the old building asseited tlmough them all, stubbornly,
though vamly expressine, supetseded by codicils, and falsified
by musinterpretation, yet ammating what would otheiwise be a
metre group of fantastic masyue, as cmbarrassing to the antiquary,
as, to the mineralogist the epigene ciystal, foomed by materials
of onc substance modelled on the peinished crystals of another
Ihe chuich of St Vark’s itself, haimonious as its structure may
at fust sizht appeai, 15 an epitome of the changes of Venetian
atchitecture from the tenth to the nincteenth century Its crypt,
and the line of low aiches which suppoit the suieen, are ap-
paitently the eailiest poitions, the lower stoiies of the mam
fabuic aie of the eleventh and twelfth centuries, with Inter Gothie
mterpolations , the pinnicles are of the eatliest fully developed
1 enetian Gothic (foumrteenth century), but one of them, that on
the piojection at the eastein extiemuiy of the Piazzetta de Leons,
15 of fa1 finer, and probably ealier wortkmanship than all the
1est Lhe southern i1ange of pmnacles 1s again inferior to the
notthern and westein, and visibly of later date  Then the screen,
which most wiiters have descuibed as part of the original fabric,
bears 1ts date msctibed on 1ts architiave, 1394, and with 1t are
associated a multitude of smnll scieens, balustiades, decorations
of the intenior building, and pirobably the 10se window of the
south tiansept lhen come the inteipolated tiacenes of the
fiont and sides, then the ciocketings of the upper arches, ex-
tiavagances of the ncipient Renawssance, and, finally, the
figures which cany the wateir-spouts on the noith side-—utterly
baibailous seventeenth ot cighteenth century worth—connect the
whole with the plastered restorations of the year 1844 and 1845
Most of the palaces m Venice have sustamed inteipolations
haidly less numerous, and those of the Ducal Palace aic so
intricate, that a jear’s labour would probably be msufficient
altogether to disentangle and define them I therefore gave up
all thoughts of obtaining a peifectly clear chionological view of
the early aichitecture, but the dates necessaiy to the main
purposes of the book the 1eader will find well established , and
of the evidence biought forwaid for those of less impoitance, he
15 himself to judge Doubtful estimates a1e never made grounds
of argument, and the accwmacy of the account of the suildings



xxiv Preface

themselves, for which alone 1 pledge myself, 1s of couise entunely
independent of them

In like manner, as the statements briefly made n the chapteis
on construction nvolve questions so difficult and so geneial, thac
1 cannot hope that every espiession refeiring to them wili be
found free fiom eiro1 and as the conclusions to which I have
endeavoured to lead the ieader are thiown into a foim the
validity of which depends on that of each successive step, 1t
mught be argued, if fallacy o1 weakness could be detected 1n one
of them, that all the subsequent reasonings were valucless The
reader may be assured, howevel, that 1t 1s not so, the method
of proof used in the following essay being only onc out of miny
which weie 1n my choice, adopted because 1t seemed to me the
shortest and simplest, not as being the strongest In many
cases, the conclusions are those which men of quick feeling
would arrive at instinctively , and I then sought to discover the
reasons of what so strongly recommended itself as tiuth.
Though these reasons could every one of them, from the begin-
ning to the end of the book, be proved insufficient, the truth of
its conclusions would remamn the same. I should only regtet
that I had dishonomed them by an ill grounded defence , and
endeavour to repan my erto1 by a better one.

1 have not, howeser, witten carelessly , not should I in any
wise have expressed doubt of the secunty of the following wrgu-
ment, but that 1t 15 physically impossible for me, beng engaged
quite as much with mountans, and clouds, and tiees, and
criticism of painting, as with architectute, to veiify, 1s I should
desire, the expiession of every sentence bearing upon empuical
and technical matters  Life 1s not long enough , not does a day
pass by without causing me to fecl more bitterly the impossibility
of carrying out to the extent which I should desue, the separate
studies which general criticism continually foices me to undei-
take 1 can onlyassure the reader, that he will find the certainty
of every statement I permit myself to male, increase with its
importance , and that, for the secunty of the final conclusions
of the following essay, as well as for the resolute veracity of its
account of whatcver facts have come under my own immediate
cogmzance, I will pledge myscIf to the uttermost

It was necessary, to the accompl shment of the purpose of the
work (of which account 1s gnen 1n the Fust Chapter), that I
should establish some canons of judgment, which the general
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1cader should thoroughly understand, and, if it pleased him,accept,
before we took cognizance, together, of any airchitecture whatso-
ever It has tahcn me more time and tiouble to do this than I
eapected , but, 1f 1 have succeeded, the thing done will be of
use for many othar puiposes than that to which it 1s now put
The cstablishment of these canons, which I have called “the
Foun lations, ’ and some account of the conncction of Venetian
architectute with that of the rest of Luope, have filled the
present volume The second will, I hope, contam all [ have to
say about \ cnice 1itself

It was of cowse mnexpedient to 1educe diawings of crowded
details to the size of an octavo volume,—I do not s1y impossible,
but mcipecdient , 1equning 1nfinite pams on the pait of the
engiavel, with no 1csult except faithar pains to the beholder
And as, on the othet hand, folio books aie not casy 1eading, I
deteimned to separate the text and the unteduceable plates I
have gnen, with the puncipal text, all the illustiations absolutely
necessary to the undeistanding of 1t, and, n the detached work,
such additional text as had special 1cference to the laiger
llustiations

A considerable number of these laiger plates weie at first
mntended to be evccuted 1n tinted lithousraphy , but, finding the
1esult unsatisfactory I have determined to prepare the principal
subjccts for mezzotinting,—a change of method requiring two new
drawings to be made of every subject, one a caiefully penned
outhne for the etchei, and then a fimshed diawing upon the
ctchmg This work does not piroceed fast, while I am also
occupied with the completion of the text, but the numbers of it
will appear as fast as I cin prepue them

For the illustiations of the body of the woik 1tself, I have used
any kind of engraving which seemed suited to the subjects—line
and mezzotint, on stec], with mived litho,1aphs and woodcuts, at
considerable loss of uniformity 1n the appeaiance of the 1olume,
but, I hope, with advantage, in rendering the chaiacter of the
aichitecture 1t desctibes  And both m the plates and the text I
have aimed chiefly at clear intelligibility , that any one, howevel
Iittle versed in the subject, might be able to take up the book,
and undeistand what 1t meant forthwith I have utterly failed
of my puipose, if I have not made all the essential parts of
the essay inteligible to the least leained, and easy to the
most desultory 1eaders, who are lkely to take intere.t 1n the
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matter at all Therc are few passages which even require so
much as an acquamtance with the elements of Euchid, and thesc
may be missed, without harm to the scnse of the rest, by every
reader to whom they may appear mjysteitous ; and the aichitec-
tural terms necessanly employed (which are very few) ae
explamed as they occur, or In a note, so that, though I may
often be found trite or tedwous, [ trust that I shall not be
obscure I am especially anvious to r1d this essay of ambuguity,
because I want to gain the ear of all kinds of persons  Every
man has, at some time of hus Lfe, personal mtetest i archi-
tecture. He has nfluence on the design of some public build-
ing; or he has to buy, or buwld, or alter lus own house It
signifies less whether the knowledge of other aits be general o1
not , men may live without buying pictures or statues Dbut, n
architecture, all must in some way commit themsches, they
must do mischief, and waste their moncy, 1f they do not know
how to turn it to account Churches, and shops, and ware-
houses, and cottages, and small row, and place, and teirace
houses, must he buwilt, and lived 1n, however jorless ot mcon-
venient And it 1s assuredly mtended that all of us should have
knowledge, and act upon our knowledge, in matters with which
we are daily concerned, and not be left to the captice of archi-
tects, or mercy of contractors There 15 not, indeed, anvthing
n the following essay bearing on the special forms and needs of
modern buildings, but the principles it inculcates are uniersal,
and they are 1illustrated from the remains of a ctty which should
surely be mteresting to the men of London, as affording the
richest existing examples of architecture raised by a mercantile
community, for civil uses, and domestic magnificence

DENMARK HILL,
February, 1851,
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THE STONES, OF VENICE

CHAPTER T
THE QUARRY

§ 1. SINCE first the dommnion of men was asserted over
the ocean, three thrones, of mark beyond all others, have
been set upon 1ts sands the thrones of Tyre, Venice, and
England Of the First of these great powers only the
memory remains, of the Second, the rum. the Third,
which inherits their greatness, 1f 1t forget thewr example,
may be led thiough prouder emmence to less pitied
destruction

The exaltation, the sin, and the punishment of Tyre
have been recorded for us, m perhaps the most touching
words ever uttered by the Prophets of Isracl against the
cities of the stranger  But we rcad them as a lovely song,
and close our cars to the sternness of their warning for
the very depth of the Fall of Tyre has blmded us to 1ts
reality, and we foiget, as we watch the bleachmg of the
rocks between the sunshme and the sca, that they were
once “as m Eden, the garden of God ™

Her successor, hke her m perfection of beauty, though
less m endurance of domnion, 15 still left for our beholding
1n the final period of her dechine a ghost upon the sands
of the sea, so weak—so quet,—so bereft ot all but her
lIoveliness, that we nmught well doubt, as we watched her
fant reflecbon i the mirage of the lagoon, which was the
City, and which the Shadow,

I would endeayour to trace the hnes of this image before
1t be for cver lost, and to record, as fur as I may, the
warning which seems to me to be uttered by every one of
the fast-gamng waves, that beat, hike passing bells, agamst
the S1onES or VENICE

§11 It would be difficult to overniate the value of the
lessons which might be derived from a faithful study of
the history of this strange and nughty city  a history which,

VOL. L. . B
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i spite of the labour of countless chroniclets, 1emams in
vague and disputable outline,—barred with bnghtness and
shade, like the far away edge of her own ocean, where the
surf and the sandbanks are mmgled with the <ky  The
mnquiries m which we have to engage will hardhy render this
outlme clearct, but therr 1esults will, in some degree, alter
its aspect, and, so far as they bear upon it at all, they
possess an mterest of a far higher kind than that usually
belonging to architectwial mvestigations I mav, perhaps, m
the outset, and n few words, enable the general reader to
form a clearer 1dea of the mportance of every existing
expression of Venetian character through Venctian ait, and
of the breadth of mterest which the true history of Venice
embraces, than he 15 likely to have gleaned from the current
fables of her mystery o1 magmficence

§11 Venice 15 usually concerved as an oligarchy  She
was so during a penod less than the half of her existence, and
that including the days of her dedine  and 1t 15 one of the
first questions necdmg seveie exammation, whether that
decline was owing m amywise to the change n the form
of her government, or altogether, as assmedhy o great part,
to changes 1n the character of the persons of whom it was
composed

The state of Vemce existed Thirteen Hundied and
Seventy-siv years, from the first establishment of a con-
sular government on the land of the Rialto,! to the
moment when the Generalan-chief of the Taench army of
Italy pronounced the Venetian 1cpublic a thmg of the
past  Of this period, Two Hundred and Scyventy-ix? vears
werc passed m a nommal subjection to the cities of old
Venetia, especially to Padua, and mn an agtated form of
democracy, of which the executive appears to have been
entrusted to tribunes, chosen, one by the mmhabitants of
cach of the principal 1slands  For siv hundred years,*
durmg which the power of Venice was continually on the
increase, her government was an electhne monarchy, her
King or doge possessing, in early times at least, as much
independent authority as any other European sovereign, but

1 Appendix 1 ¢ T'oundation of Vemece ”
2 Appendix 2 *“ Power of the Doges ”

. % Sismondy, Ihist des Rép Ital, vol 1 ch w.
* Appendix 3 ““ Serrar del Consiglio ”
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an authonty gradually subjected to nitation, and shortened
almost daily of 1ts prerogatives, while 1t mcicased m a
spectral and 1ncapable magnificence T1he final govemn-
ment of the nobles, under the mmage of a king, lasted for
five hundred ycears, durmg which Vemce reaped the frunts
of her formau cnetgies, consumed them,—and expired.

§1v Lct the reader therefore concenc the cxistence of
the Venctian state as broadly divided into two periods
the first of nme hundred, the second ot five hundred years,
the separation bung marhed by what was called the “ Serrar
del Consigho 7 that 15 to say, the final and absolute dis-
tinction of the nobles from the commonalty, and the
estabhshment of the government mn then hands to the
exclusion alike of the mfluence of the people on the one
side, and the authonty of the doge on the other

Then the first period, of nine hundred years, presents
us with the most mteresting spectacle of a people strugghng
out of anarchy mto order and power, and then governed,
for the most part, by the worthiest and noblest man whom
they could find among them,! called their Doge or Leader,
with an anstectacy gradually and resolutely formmg itself
around him, out of which, and at last by which, he was
chosen, an arstouracy owing its onigin to the accadental
numbers, intlucnce, and wealth of some among the famibes
of the fugitives from the older Venctia, and gradually
organmising itself, by its unity and heroism, nto a separate
body

Thus first period mncludes the Rise of Venice, her noblest
achievements, and the arcumstances which determined her
character and position among European powers  and within
its 1ange, as nught have been anticipated, we find the
names of all her hero princes,—of Pietro Urseolo, Ordalafo
Falier, Domenico Michiel, Sebastiano Ziam, and Ennco
Dandolo

§ v The second period opens with a hundred and twenty
years, the most eventful in the career of Venice—the central
struggle of her hife—stained with her darkest crime, the
murder of Carrara—disturbed by her most dangerous

1 ¢J{a saputo trovar mcdo che non uno, non pochi, non molts,
signoreggano, mtu moltt buoni, pochi mighon, ¢ insiememente, 2
ottime solo ¥ Samvovino  Ah, well done, Vemce'! Wisdom this,
indceed -
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internal sedition, the conspnacy of Falier—oppressed by her
most fatal war, the war of Chiosza—and distingmished by
the glory of het two noblest utizens (for m this period the
heroism of her atizens 1cplaces that of her monarchs),
Vittor Pisam and ( atlo Zeno

1 date the communcement of the fall of Venice from
the death of Catlo Zeno, 8th Mav, 1416 1 the cuwedle
commencement from that of another of her nosblest and
wisest children, the Doge lomaso Mocenizo, who evpied
five years later  Ihc ragn of Loscant followed, sloomy
with pestilence and war, a war m which Lirge acquisitions
of territory wcre made by subtle o1 fortunate policy m
Lombardy, and disgrice, sigmificant as rreparable, sustained
i the battles on the Po at Cremona, and 1n the maishes of
Cararaggio In 14354, Venice, tne first of the stues of
Chrnstendom, humiliated herself to the lurk m the same
year was established the Inquisition of State,~ and from this
period her govurnment takes the perfidious and mysterious
form under which 1t 15 usually concenned In 1477, the
great Turkish mvasion spread terror to the shores of the
lagoons , and 1n 1508 the league of (ambiar marks the
penod usually assigned as the commeoncement of the decline
of the Venetian powct ,? the commercial prosperity of \ cnice
in the closc of the fifteenth century blinding her historians
to the praiious evidence of the dimmution of her mternal
strength

§ vi Now there 15 apparently a sigmificative comcidence
between the establishment of the austocratic and oligarch-
ical powers, and the dimmution of the prospenty of the
state  But this 15 the very question at 1ssuc  and 1t appears
to me quite undctermmed by any historian, or detammed
by each 1 accordance with his own prejudices It 19 vtriple
question first, whether the obigarchy cstablished by the
efforts of mdividual ambition was the cause, in 1ts subse-
quent operation, of the Fall of Venice, or (secondly)
whether the establishment of the oligarchy itself be not

! Dary, v wn ch \n

2Daru hv w1 cap x» We owe to this histonan the discovery
of the statutes of the tribunal and date of its establishment

* Ominously signified by their humiliation to the Papal power (as
before t¢ the Turkish) 1n 1509, and their abandonment of thexr nght
of appointing the clergy of therr terntones



The Quarry 5

the sign and evidence, rather than thc cause, of national
enervation, or (lastly) whether, as I rather thnk, the
history of Venice might not be wntten almost without
reference to the construction of her scnate or the prero-
gatines of har Doge It 16 the lnstory of a people eminently
at unmity mtself, deseendants of Roman 1ace, long disciplined
by adveraty, and compelled by 1ts posiion either to hive
nobly o. to perish —for a thousand ycars they fought for
Ife  for thice hundred they mvited death  therr battle was
rewarded, and their call was heard

§ v Throughout her career, the victories of Venice, and,
at many periods of it, her safety, weie purchased by ind:-
vidual herotsin, and the man who exalted or saved her was
sometimes (oftenest) her king, sometimes a noble, sometimes
a citiven  T'o lim no matter, nor to her the real question
15, not so much what names they bore, or with what powers
they were entiusted, as how they were tramned , how they
were made mastets of themsclves, servants of their country,
patient of distress, impatient of dishonour , and what was
the true reason of the change from the time when she
could find saviours among those whom she had cast into
prison, to that when the voices of her own children com-
manded ha to sign covenant with death?

31 On this collateial question I wish the reader’s
mm to be fived throughout all our subscquent mquiries
It will gne double mterest to every detul nor will the
mterest be profitless for the evidence which T shall be
able to deducc from the arts ot Venice will be both frequent
and rrrefragable, that the decline of her political prospenty
was exactly comcident with that of domestic and individual
religion

I say domestic and individual, for—and this 1s the
second pomt which I wish the rcader to keep m mind—
the most curious phenomenon in all Venetian history 1s
the wvitality of rehgion in private hfe, and its deadness
public policy Amudst the enthusiasm, chivalry, or fanati-
cism of the other states of Europe, Vemce stands, from
first to last, ke a masked statue, her coldness impenc-
trable, her exertion only aroused by the touch of a secret
spring  That spring was her commercial mterest,—this the

! The senate voted the abdication of their authonty by a.majonty
of 512 to 14. (Alson, ch xxm )
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one motive of all her important political acts, or enduring
national ammosities  She could forgnve sults to her
honour, but never rvalship 1 her commerce  she calculated
the glory of her conquests by theirvalue, and estimated therr
justice by therr factlity  ‘The fame of success remains, when
the motives of attempt are forgotten , and the casual reader
of her history may perhaps be surprised to be reminded,
that the expedition which was commanded by the noblest
of her princes, and whose results added most to her military
glory, was one 1n which, while all Europe around her was
wasted by the fire of 1ts devotion, she first calculated the
highest price she could exact from its piety for the arma-
ment she furnished, and then, for the advancement of her
own private interests, at once broke her faith ! and betrayed
her rehgion

§1x .\And yet, m the mudst of this national crimmality,
we shall be struck again and agam by the evidences of
the most noble mdinidual feeling  The tears of Dandolo
were not shed m hvpocnisy, though thev could not bhind
him to the importance of the conquest of Zara  The habit
of assigming to religion a direct mfluence over all Zus own
actions, and all the affairs of 425 ooz daily hife, 15 1emarkable
n every great Venctian dunng the times of the prospenty
of the state, nor are mstances wanting in which the private
feeling of the atizens reaches the sphere of their policy,
and even becomes the guide of its course where the scales
of expediency are doubtfully balanced I sincercly trust
that the mquirer would be disappomted who should
endeavour to trace anv more immediate reasons for their
adoption of the cause of .\lexander III aganst Barbarossa,
than the piets which was evaited by the chaiacter of therr
supplhant, and the noble pride which was provoked by
the msolence of the empcror  But the heart of Venice
13 shown only mn her hastiest counails, her worldly spint
recovers the ascendency whenever she has time to calculate
the probabilities of advantage, or when they arc sufficiently
distmet to need no calculation , and the entire subjection
of private piety to national policy 1s not only remarkable
throughout the almost endless semes of treacheries and
tyrannies by which her empire was enlarged and mam-

1 By directing the arms of the Crusaders agamnst a Chnstian prince
Darg, hv » ch n v
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tamned, but symbolised by a very singular circumstance 1n
the building of the uity itself I am aware of no other city
of Lurope m which 1its cathedral was not the principal
feature  But the pnncipal church m Venice was the
chapel attached to the palace of her prince, and called the
“Chiesa Ducale”  The patrniarchal church,! mconsiderable
m size and mean 1 decoration, stands on the outermost
islet of the Venetian group, and 1its name, as well as its
site, ate probably unknown to the greater number of
travellers passing hastily through the city. Nor 15 1t less
worthy of remaik, that the two most important temples of
Venice, next to the ducal chapel, owe thewr size and
magnificence, not to national efforts, but to the cnergy of
the Ilancscan and Donumcan monks, supported by the
vast organisation of those great societies on the mainland of
Ttaly, and countenanced by the most pous, and perhaps
also, 1n his generation, the most wise, of all the princes of
Venice,” who now rests beneath the roof of one of those
very temples, and whose hfe 15 not satnised by the images
of the Virtues which a Tuscan sculptor has placed around
his tomb

§X There are, thercfore, two strange and solemn lights
m which we have to regard almost every scene m the fitful
history of the Rivo Alto We find, on the one hand, a deep
and constant tone of mdividual religion charactenising the
Iives of the atizens of Vemice m her gicatness , we find this
spiit mfluenung them m all the fanibar and immediate
concerns of life, giving a pecullar dignity to the conduct
even of therr commerual transactions, and confessed by
them with a ssmphuty of faith that may well put to shame
the hesitation with which a man of the world at present
admits (even 1f 1t be so 1n reahity) that religious feeling has
any mfluence over the minor bianches of his conduct
And we find as the natural consequence of all this, a
healthy seremity of mind and emergy of will expressed in
all their actions, and a habit of heroism which never fails
them, even when the immediate motive of action ceases
to be praiseworthy With the fulness of this spint the
prosperity of the state 1s exactly correspondent, and with

1 Appendix 4 *““San Pietro di Castello ” »
2 Tomaso Mocemgo, above named, § v
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its failure her dechme, and that with v cdoscness and
precision which 1t will be one of the collatcral objccts of
the followmng cssav to demonstiate from such accdental
evidence as the tield of its mquny presents  .And, thus
far, all 15 natwal wnd stmple  But the stopping short of
this religious faith when 1t appears Iihev to mnfluence
national action, corrcspondent as 1t 15, and that most
strikingly, with scveral characteristics of the temper of our
present Englsh  legislatwe, 15 a4 subject, morally  and
politically, of the most curtous mterest and complic ted
difficulty , one, howcier, which the 1ange of my present
mquiry will not pumt me to approach, and for the treat
ment of which I must be content to furnish mutcerials in the
hght I may be able to throw upon the private tendenacs of
the Venetian charactct

§ x1 There 15, howcver, another most mteresting fature
in the poliy of Venice which will be often brought before
us, and which a Romanist would gladly assign as the
reason of its trreligion  namely, the magmficent and success
ful struggle which she maintamed agamst the temporal
authonity of the Church of Rome It s tiue that, mn a
raptd survey of her career, the eyc 15 at first artested by the
strange drama to which I have alrcady alluded. cosed by
that cver memotable scene m the portico of St Marks,!
the central evpression m most men’s thoughts of the un
endurable elevation of the pontifical power 1t 15 tiue that
the proudest thoughts of Vemce, as well as the msigma of
her prince, and the form of her chief fustival, recorded the
service thus rendued to the Roman Chwch But the
enduring sentiment of vears moie than balanced the
enthusiasm of a momnt, and the bull of Clement V7,

1 ““In that temple porch,

(The brass 1s gone, the pouiphyry remains,)
Did BirBAROssA fling his mantle off,

And hneehing, on Ins neck receive the foot

Of the proud Ponuff—thus at last consoled
For fght, disguise, and many an aguish shake
On his stone pillow ”

I need haidly say whence the lines are taken Rogers's “* Italy ” has, I
believe, now a place mn the best beloved compartmert ofall libraries, and
will never be removed from it There 15 more true expression of the

spirit of Venice in the passages devoted to her in that poem, than 1 all
else that has been wntten of her
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which excommunicated the Venetians and their doge,
likening them to Dathan, Abiram, .\bsalom, and Lucifer, 1s
a stronger (vidence of the great tendencies of the Venetan
government than the umbrella of the doge or the ring
of the \drnatic  The humilation ol I'rancesco Dandolo
blotted out the shame¢ of Barbarossa, and the total ex-
clusion of ecclestastics from all share m the councils
of Vemice became an endurimg mark of her knowledge
of the spint of the Church of Rome, and of her defiance
of 1t.

To this exclusion of Papal influence from her councils,
the Romamst will attribute their mrehgion, and the
Protestant their success.! The first may be silenced by a
reference to the character of the policy of the Vatican
itself, and the second by his own shame, when he reflects
that the English legislature sacrificed therr principles to
evpose themschies to the very danger which the Venctian
senate sacrificed thewrs to avord

§x1r One more drcumstance remams to be noted
respecting the Venctian government, the singular umty
of the famihes composing it,—umty far from smcere or
perfect, but still admirable when contrasted with the fiery
feuds, the almost daily revolutions, the restless successions
of famihes and parties 1 power, which fill the annals of the
other states of Italy, That rivalship should sometimes be
ended by the dagger, or enmity conducted to 1ts ends
under the mask of law, could not but be anticipated where
the fierce Italian spint was subjected to so severe a
restramnt 1t 15 much that jealousy appears usually unmingled
with 1illegitimate ambition, and that, for every nstance
which private passion sought 1ts gratification through public
danger, there aie a thousand m which 1t was sacnficed to
the public advantage  Venice may well call upon us to
note with reverence, that of all the towers which are still
seen nising like a branchless forest from her islands, there
15 but one whose office was other than that of summoning
to prayer, and that one was a watch-tower only from
first to last, while the palaces of the other cities of Italy
were hifted into sullen fortitudes of rampart, and fringed
with forked battlements for the javelln and the bow, the

1 At least, such success as they had Vide Appendix § ¢ The
Papal Power 1n Venice ”
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sands of Venice never sank under the weight of a war
tower, and her roof terraces were wreathed with Arabian
1magery, of golden globes suspended on the leaves of
lilzes !

§ x1r These, then, appear to me to be thc points of
chief general mterest m the character and fate of the
Venetian people I would next endeavour to give the
reader some 1dea of the manner m which the testimony of
Art bears upon these questions, and of the aspect which
the arts themselves assume when they are regarded 1n their
true connection with the history of the state —

1st Recence the witness of Pamting

It will be remembered that I put the commencement of
the Fall of Venice as far back as 1418,

Now, John Bellm: was born 1n 1423, and Titian 1 1480
John Bellimy, and his brother Gentile, two years older than
he, close the line of the sacred pamnters of Venwe But
the most solemn spinit of religious faith animates their works
to the last  There 15 no rehiglon m any work of Titian’s
there 1s not cven the smallest evidence of religious temper
or sympathies either m himself, or m those for whom he
pamnted  His larger sacred subjects are merely themes for
the exhibition of pictorial rhetoric,—composition and colout
His mmor works are generally made subordinate to purposes
of portraiture  The Madonna 1n the church of the Fiar 15
a mere lay figure, introduced to form a link of connection
between the portraits of vaiious members of the Pesaro
family who surround her

Now this 1s not mercly because John Bellm was a
rehigious man and Titian was not. Titian and Belhm are
each tiue representatives of the school of pamters con-
temporary with them, and the difference n thaer artistic
feeling 1s a consequence not so much of difference 1n their
own natural characters as 1n their eatly education Bellim
was brought up m faith, Tittan in formalism Between
the years of their births the vital religion of Venice had
exapired

§ x1v The zz¢a/ religion, observe, not the formal Qut-
ward observance was as strict as ever ; and doge and senator

! The mnconsiderable fortifications of the arsenal are no exception to

this statement, as far as 1t regards the city itself. They are little more
than a semblance of precaution against the attack of a foreign enemy
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still were painted, 1n almost every mportant instance, kneel-
ing before the Madonna or St Maik, a confession of faith
made universal by the pure gold of the Venctian sequin
But observe the great picture of Titan’s, in the Ducal
palace, of the Doge Antomo Grimam kneching before Faith
there i3 a curious Iesson m 1t The figure of kaith 15 a
coarse portraut of onc of Titian’s least graccful female
models IFaith had become carnal The eye 15 first caught
by the flash of the Doge’s armour. The heart of Venice
was 1 her wars, not in her worship,

The mind of Tintoret, mmcomparably more decp and
serious than that of Titian, casts the solemmty of 1its own
tone over the sacred subjects which 1t approaches, and
sometimes forgets itself into devotion, but the prmciple of
trcatment 15 altogether the same as litian’s  ahsolute sub-
ordmation of the religious subject to purposes of decoration
or portraiture

The cvidence might be accumulated a thousandfold from
the works of Veronese, and of every succeeding pamter,—
that the fiftecenth century had taken away the rehgious
heart of Venice

§ xv Such 15 the evidence of Pamting  To collect that
of Architecture will be our task through many a page to
come , but I must here gine a gencral 1dea of 1ts heads

Philippe de Commynes, writing of his entry into Venice
m 1495, 5a35,—

“Chascun me fait scoirr au mellicu de ces deux am-
bassadeurs qui est honneur d’Italic que d'estre au meilheu,
¢t me menerent au long de la grant rue, quils appellent
le Canal Grant, et est bien large  Les gallees y passent A
travers, ¢t ¥ ay veu navire de quatre cens tonneaus ou
plus pres des maisons et est la plus bedle rue que je croy
qut soit en tout le monde, ¢t la miculs maisonnee, et va
le long de la wille Les masons sont fort grandes et
haultes, et de bonne pierre, el les anciennes toutes panctes ,
les aultres faictes depuis cent ans. toutes ont le devant de
marbre blanc, qui leur vient d’Istrie, 2 cent nuls de 13, et
encores mamcte grant piece de porphire et de sarpentine
sur le devant . . Clest la plus triumphante cité
que jaye jamais veue et qut plus faict d honncur & am-
bassadeurs et estrangiers, et qu plus saigement se gouverne,
et ol le service de Dieu est le plus sollempnellement faict
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et encores quil y pecust bien avorr d’aultres faultes, si croy
je que Dicu les a en ayde pow la reverence qu'ilz portant
au service de 'Eglise 1

§ xv1 This passage 14 of pecuhar nterest, for two reasons
Obscrig, first the mmpression of Commynes respecting the
rehgion of Venice of which, as I have above said, the
forms still remamed with some ghmmenng of hfc m them,
and were the evidence of what the real hife had been in
former times  But obeenve, secondly, the mmpression -
stantly made on Commyney’ mind by the distimnection betwan
the clder palaces and those buwlt * within this last hundied
years , which all have ther fronts of white marble breught
from Istria, a hundred mules awas, and besides many o
large piece of porpltry and serpentine upon thar fronts

On the opposite page I have grven two of the ornaments
of the palaces which <o struck the French ambassador
He was nght m his notice of the distinction There had
indeed come a change over Venctian architecture i the
fiftcenth century , and a change of somc mportance o us
moderns we English owe to 1t our St Pauls Cathadial,
and Europe m general owes to 1t the uttar degradation or
destruction of her schools of architutuie, never -mec
rexined  But that the reader may understand this, it s
nccessary that he should have somc general dea of U
conncction of the archituoture of Venwe with that of th
rest of Europe, from 1ts ongm fornards

§xvir Al Buropean architecture, bad and good, old and
new, 1 dernved from Greece through Rome, and coloud
and perfected from the East  The history of architecturc
1s nothing but the tracing of the various modes and dinec-
tions of this dernation  Understand this, once for all
you hold fast this great connecting «lue, you may sting
all the types of successive architectural mvention upon 1t
bke so many beads  "The Done and the Cormthian orders
are the roots, the one of all Romanesque massy-capitaled
buildings—Norman, Lombard, Byzantine, and what clsc
you can name of the kind, and the Cornthan of all
Gothic, Early Enghsh, French, German, and Tuscan Now
observe* those old Greeks gave the shaft, Rome gave the
arch, the Arabs pointed and fohated the arch. The shaft

; Mémorres de Commvnes, iv v ch wviL
Appendix 6  “‘ Renaissance Ornaments ”
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and arch, the framework and strength of architecture, are
from the race of Japheth the spirtuanty and sanctity of
it from Ishmael, .\braham, and Shem.

§avi There 1s high probability that the Greek received
his shatt system from Egypt, but I do not care to keep
this catlicr dervation i the mind of the reader It 1s only
necessaty that he should be able to refer to a fixed pomnt of
ornigin, when the form of the shaft was first perfected DBut
it may be madentally observed, that if the Grecks did
mndeed recene then Dorie from Egypt, then the three
famihes of the carth have each contributed their part to
its noblest architecture, and Ham, the senvant of the
others, furnishes the sustammng o bearing member, the
shaft Japheth the arch, Shem the spiritualisation of both

§x1v 1 have said that the two orders, Doric and
Cormnthian, arc the roots of all Luropean architecture  You
have, perhaps, heard of five orders  but thete are only two
real orders , and there never can he any more until dooms-
dayv  On one of these ordus the ornament 15 convex  those
are Dorie, Norman, and what clse you recollect of the kind
On the other the orrament is concave  those are Cornthian,
Early English, Decorated, and what else you recollect of that
kind  The transtional form, 1in which the ornamental line
15 strawght, 15 the centre or root of both  All other orders
are varieties of these, or phantasms and grotesques, altogether
indefmite 1 number and species !

¥ aX This Greek architecture, then, with its two orders,
was dumsily copied and varied by the Romans with no
particular result, until they begun to bring the arch mnto
extensive practical senvice, evcept only that the Dornc
capital was spoiled 1n endeavours to mend 1it, and the
Cormthian much varnied and ennched with fancful, and
often very beautiful 1magery  And in this state of things
came Christanmity  seized upon the arch as her own,
decorated 1t, and delighted in 1t mvented a new Dornc
capital to replace the spolled Roman one and all over the
Roman empire set to work, with such materals as were
nearest at hand, to express and adorn herself as best she
could This Roman Chrnistian architecture 1s the exact
expression of the Chnstianity of the time, very fervid and

1 Appendix 7 “‘Vaneties of the Orders *
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beautiful—but very mmperfect, 1n many respects ignorant,
and et 1aduant with a strong, childiihe hght of 1magn-
ation which flames up under Constantine, illununes all the
shores of the Bosphorus and the lgean and the Adnate
Sea, and then gradually, as the people grne themselves up
to wdolatry, becomes cotpse-hight The architecture <inks
mioa scttled form—a strange, mlded, and embalmed repose
it, with the relgion 1t expressed ; and so would have re-
mained for ever,—so does remam, where ity lunguor has
been undistuibed ' But rough wahening was ordamed
for 1t

st This Chonstian art of the declimng cmpire 1s
dimided mto two great branches, western and castern, one
centred at Rome, the other at Byzantium, of which the
onc v the catly Chinstian Romancesque, properls so called,
and the other, carred to igher mmagmative perfection by
Grech workmen, 15 distinguished from it as Bizantine  But
I wish the 1eader, for the present, to class these two branches
of art togcther n lis mund, they bemg, m pomts of mamn
mmportance, the same  that 15 to say, both of them a true
contmuance and sequence of the art of old Rome itself,
flowing unmterntuptedhy down from the fountam-head, and
entrusted alwavs to the best workmen who could be found
—Latms m Italy and Giechs m Greece, and thus both
branches may be ranged under the general term of Christian
Romanesque, an architecture which had lost the refinement
of Pagan a1t in the degadation of the empire, but which
was clevated by Christianity to higher aims, and by the
fancy of the Greck workmen endowed with brighter forms
And this art the reader may concene as evtending m ats
various branches over all the central provinees of the emipire,
taking aspeets more or less 1efined, according to 1ts proxnnty
to the stats of government, dependent for all 1ty power on
the vigout and freshness of the rebigion which amimated it
and as that vigour and purity departed, losing its own vitality,
and sinkimg mto nenveless rest, not deprived of its beauty,
but bhunumbed, and incapable of advance or change

3 a\aut Meanume thete had been preparation for 1ts

T Th. reader will find the zwal ponts of Byzantine architecture
shrewdly seized, and exquisitely shetched, in the opening chapter of the

mnst delightful book of trasvels I ever opened,—Curzon’s ““ Monastenes
of the Livant.” '
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renewal While in Romc and Constantinople, and 1n the
districts under thot immediate mfluence, this Roman art
of purc descent was practised m all ats refinement, wn 1m
pure form ot it—a patois of Romanesque—was carred by
inferion wothmen mto distant provinces  and sull ruda
umitations of this pators were veeuted by the bubarous
nations on the shitts of the empne  But these barbaious
nations were 1n the stienath ot thar youth, and while, m
the centre of Lutope, a 1ddmied and puicdy descended at
was sinhing mto graccful formalism, on 1ts confines a bu
barous and bortowed art w s organising 1tscdf mto stiength
and consistency LThe reada must thacfore consider the
history of the work of the paod as browdly dinided mto
two grcat howds  the one embracing the cibotatcd, Tinouid
succession of the € histian art of Rome , and the other, the
mmutations of 1t executed by nations m ovay concenable
phasc of eatly organisation, on the cdges of the cmpne, ot
mcluded 1 ats now mach nominil otent

§xa1il Some of the barbarie nations wete, of coursc
not susceptible of this mfluence , and, when they buist
over the Alps, appear, ke the Huns, as scourges only, or
mu, as the Ostrogoths, with the encryated Itidans, and give
physical strength to the mass with which they nungle with
out matenally affecting its mtdllectual chatactar But others
both south and north of the cmpirg, had felt 1ts influence
back to the beach of the Indian Occan on the onc hand
and to the 1ce creehs of the North Sca on the other  On
the north and west the influence was of the Latins, on
the south and east, of the Giuchs  Two nations, pre
eminent above all the rest, represent to us the fowce ot
derived mind on either side  As the cential power 15
echpscd, the ortbs of reflected light gathar mnto then ful
ness, and when sensuality and idolatty had done than
work, and the rehigion of the empire was laid asleep 1n a
ghttering sepulchre, the living light 10se upon both horizons,
and the fierce swords of the Lombard and Aiab werc
shaken over 1ts golden paralysis

§ xx1v. The work of the Lombaid was to give hardihood
and system to the enervated body and enfecbled mind of
Christendom , that of the Arab was to pumish 1dolatry, and
to proclaim the spintuality of worship The Lombard
covered every church which he built with the sculptured

VOL. I. C
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1epresentations of bodily exercises—hunting and war! The
Arab bamished all imagmation of creature form from his
temples, and proclaimed from their minarets, ** There 1s no
god but God” Opposite mn their character and mission,
alike i theu magnificence of energy, they came from the
North and from the South, the glacter torrent and the lava
stream  they met and contended over the wrech of the
Roman empire  and the veny centre of the struggle, the
pomt of pause of hoth, the dead water of the opposite
cddies, charged with embayed fragments of the Roman
wieek, 15 ViNIc

The Ducal palace of Venice contams the three elements
i exacth equal proportions—the Roman, Lombard, and
Arab It 15 the central bullding of the world

§ vy The reader will now begm to understand some-
thing of the mmportance of the study of the edifices of
a catv which concludes, within the arcuit of some seven
or cight nules, the fidd of contest between the three pre-
cnunent architectures of the world —each architecture ev-
pressimg a conditon of religion, each an erroncous con-
dition, vet necessary to the correction of the others, and
corrceted by them

§ xnvn It will be part of my endeavour 1 the followng
work, to mark the various modes m which the notthern and
southcrn architectures were developed from the Roman
here T must pause only to name the distingwshing charac-
teristics of the great tamilies  The Christian Roman and
Byzantine work 15 round arched, with single and wclipro
portioned shafts , capitals mmitated from classical Roman,
mouldings more or less so, and large surfaces of walls
entirely  covered  with imagery, mosaic, and pamtings.
whcther of senpture history or of sacred symbols

The .\rab school 15 at first the same m 1ts principal
features, the Byzantine workmen bemng employed by the
caliphs, but the Arab rapidly mtroduces characters half
Persepahitan, half Egyptian, mnto the shafts and capitals m
his mtense love of excitement he poimnts the arch and
writhes 1t mto extravagant foliations, he bamshes the animal
mmagery, and mvents an ornamentation of his own (called
Arabesque) to replace it this not being adapted for cover-

1 Appendix 8 *The Northern Energy
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ing large surfaces, he concentrates 1t on features of mterest,
and bars hus surfaces with horizontal lines of colout the
expression of the level of the Desert  He retans the dome,
and adds the mmaret All 15 done with exquisite riime-
ment

N xxvii The changes effected by the Lombard are morc
curious still, for they are m the anatomy of the builldmg,
more than its decoration  The Lombard architecture 1epre-
sents, as I said, the whole of that of the northern baibaric
nations And this T believe was, at first, an mitation m
wood of the Chrstian Roman churches or basticas With-
out staymmng to examine the whole structure of a basihics, the
reader will easily understand thus much of 3t that 1t had a
nave and two asles, the nave much highua than the wsles
that the nave was separated from the aisles by rons of
shatts, which supported, above, large spaces at flat o dead
wall, risimg above the aisles, and formmyg the upper part of
the nave now called the clerestoy, which had o gabled
wooden roof

These high dead walls were, m Roman work, built of
stone , but in the wooden work of the North, they must
necessartly have been made of horivontal boards o1 timbers
attached to uprights on the top of the nave pillars which
were themeehies also of wood!  Now, these uprights wae
necessanly thicker than the rest of the ttmbers, and tormed
vertical square pilasters above the nave prers s Chris-
tamity extended and onvilisation mcreased. these wooden
structures were changed mto stone  but they were hterally
petrified, retaming the form which had been made necessary
by thar being of wood  The upright plaster above the
nave pir remains i the stone edifice, and 15 the first form
of the great distmetive feature of Northem architecture—
the vaultng shaft  In that form the Lombards brought it
mto Italy in the seventh century, and 1t remams to this
day m St Ambrogio of Milan, and St Michele of Pavia

§ xxvir When the vaulting shaft was mtroduced m the
clerestory walls, additional members were added for 1ts sup-
port to the nave piers  Perhaps two or three pine trunks,
used for a single pillar, gave the first 1dea of the grouped
shaft. Be that as 1t may, the arrangement of the nave pier

1 Appendix 9 ‘ Wooden Churches of the North ”
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m the form of a cross accompanies the superimposition ot
the vaulting shaft , together with cotrespondmyg grouping of
minor shatts i doorwavs and apertures of wmdows — Thus,
the whole bodv ot the Northern architecture acpresented
by that of the Lombards, may be descnibed as 1ough but
majestic work, round-arched, with grouped  shafts, added
vaulting shafts, and endless 1imagery of active hife and fan-
tastic superstitions

§ xxix The glacier strcam of the Lombards, and the
followmg onc of the Normans, left thar erratic blocks
wherever they had flowed, but without influenang, I think,
the Southun nations buayond the sphere of therr own
presence  But the lava stream of the J\ab, even after it
ceased to flow, warmed the whole of the Noithem arr,
and the history of Gothic architecture 1s the history of
the refinement and spintualisation of Northern work under
its mfluence  The noblest buildings of the world, the
Prsan-Romanesque, Tuscan (Grottesque) Gothie, and Vero-
nese Gothie, are those of the Lombard schools themselves,
under 1ts close and direct mfluence , the various Gothics ot
the North are the ongmal forms of the ardutecture which
the Lombards brought mnto Italy, changing under the less
direct influence of the .\rab

§ xxx. Undcrotanding thus much of the formation of the
great European styles, we shall have no difficulty mn tracing
the succession of architectures m Venice hersclf  From
what I said of the central character of Venctian art, the
rcader 1s not, of course, to conclude that the Roman,
Northern, and .Arablan elements met together and con-
tended for the mastery at the same period  The carliest
element was the pure Christian Roman . but few, 1if any,
remams of this ait cust at Vemce , for the present cty
was m the earlicst times only one of many scttlements formed
on the chamn of marshy islands which extend from the mouths
ot the Tsonzo to those of the Adige, and 1t was not until
the beginming of the nminth century that 1t became the seat
of goveinment, while the cathedral of Torcello, though
Christian Roman 1 general form, was rebuilt in the cleventh
century, and shows evidence of Byzantine workmanship in
many of 1ts details  This cathedral, however, with the
church of Santa Fosca at Torcello, San Giacomo di Rialto
at Venice, and the crypt of St Mark’s, form a distinct group
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of buildings, in which the Byzantine influence 15 exceedingly
shght, and which 15 probably very sufficiently 1epresentative
of the earliest archiiecture on the 1slands -

§ axar The Ducal residence was removed to Venice n
8o0g, and the body of St Mark was brought fiom .Alexandia
twenty years later  The first church of St Marks was,
doubitless, built in imitation of that destroved at Alexandna,
and from which the iclies of the samt had been obtamed
Punng the minth, tenth, and cleventh centuiies, the archi-
tecture of Venice seems to have been formed on the same
model, and 15 almost 1dentical with that of Cairo under
the caliphs,! 1t bemg quite mmmatetial whether the reader
chooscs to call both By zantine or both J\abic , the workmen
bemy certanly By zantine, but forced 1o the mnvention of new
forms by their Arabian masters, and bringing these forms nto
usc 1 whatever other paits of the world they were employed

To this fiist manner of Venctian architecture, together
with such vestiges as remain of the Christian Roman, I shall
devote the fist division of the followmg mqury  The
examples 1emammg of 1t consist of three noble churches
(those of Torcello, Murano, and the gicater part of St
Mark’s), and about ten or twelve fragments of palaces

§ xaa1r To this style succeeds a transitional one, of a
character much more distinctly Arablan  the shafts become
more slender, and the arches consistently pomted mstead
of round , ceitam other changes, not to be enumerated mn a
sentence, taking place m the capitals and mouldings  This
style 15 almost exclusnely secular It was natwal for the
Venetians to mmitate the beautiful detals of the Arabian
dwecllmg-house, while they would with reluctance adopt those
of the mosque for Christian chuiches

I have not succeeded 1 fining limiting dates for this
style. It appears mn part contempolary with the Byzantine
manner, but outlives 1t  Its position 1s, however, fixed by
the central date, 1180, that of the elevation of the gramte
shafts of the Piazzetta, whose capitals are the two most im-
portant pieces of detail in this transitional style m Venice
Examples of its application to domestic buildings exist n
almost every street of the city, and will form the subject
of the second division of the following essay

1 Appendix 10 *“ Church of Alexandria.”
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§ xxxu1 The Venetians were always ready to recerve
lessons m art trom their enemies (Llse had there heen no
Arab work in Vemce)  But their espeaial dread and hatred
of the Lombards appears to have long prevented them from
recennmyg the miflucnce of the art which that people had
mtroduced on the mamland of Italy  Nevertheless, during
the practice of the two styles above distmguished, a puculiar
and very prinntive condition of pomted Gothic had aiisen
m ecclesiastical architecture It appears to be a fecble
reflection of the Lombard-.\rab forms, which were attaining
perfection upon the continent, and would probably, 1if left
to itself, have been soon merged m the Venetian-\rab
school, with which 1t had from the first so close a fcllowship,
that 1t will he found difficult to distinguish the \raban
ogives from those which scem to have been built under
this emly Gothic influence  The churches of San Giacopo
dell’ Orio, San Giovanm m Bragora, the Carmine, and one
or two more, furnmish the only mmportant examples of 1t
But, m the thurteenth century, the Franciscans and Domi-
nicans introduced from the contiment their morality and their
architecture, already a distinct Gothie, curiously developed
from Lombardic and Northern (German ) forms , and the
influence of the punciples exiibited m the vast churches
of St. Paul and the Frannt began rapidly to affect the
Venetian-Arab school — Stll the two systems never became
umted, the Venctian pohey repressed the powa of the
church, and the Venetian artists resisted its caample  and
thenceforward the architecture of the city becomes dnided
mto ecclesiastical and el the one an ungraceful yet
powerful form of the Western Gothi, common to the whole
pemnsula, and only showmg Venetian sympathies m the
adoption of certamn characteristic mouldings , the other a
rich, lununant, and entirely orygnal Gothie, formed fiom
the Venetian-Arab by the influence of the Dominian and
Franciscan architecture, and especially by the engraftimg
upon the Arab forms of the most novel feature of the
Tranciscan work, 1ts tracenes These vanous forms of
Gothic, the distnctive architecture of Vemice, chiefly repre-
sented by the churches of St John and Paul, the Frari, and
San Stefano, on the ecclesiastical side, and by the Ducal
palace, and the other principal Gothic palaces, on the secular
side, will be the subject of the third division of the essay.
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§ axxiv Now obserse The tanaitional (or espcaally
Arabic) style of the Venctian work 15 centralised by the date
1150, and 15 transformed gradually into the Gothie, which
aatends moats purtty from the middle of the thnteenth to
the begmning of the fiftcenth contury — that 18 to say, over
the prease pertod whach I have desenbed as the central
epoch of the bfe of Vemee I dated ha dedine from the
yvear 1418 Foscan became Doge five years later, and
his 1agn the fust marhed signs appear v architectuie of
that mughty change which Philippe de Commynes notices
as aboyve, the change to which London owes St Paul’s, Rome
St Pctars, Veniee and Vicenza the edifices commonly sup
posed to be thur noblest, and Luope m general the
degradition of cvery ait she has smee practised.

Y 2. This change appears fitst m a loss of truth and
vitality m exsting architectwre all over the world  (Com-
pare “Seven Lamps ' ¢hap 1) Al the Gothics m caast
ence, southun or northemn, were corrupted at once  the
German and Irench lost thamsches m avay specics of
avttnagance , the Lnghsh Gothic was confmed, m 1ts
msanity by a swrait-waistcoat of perpendiculat Ines  the
Italian cfiloreseed on the mamnland mto the meaningless
omamcntation ot the Ccurtosa of Pavia and the Cathedral
of Como (a style sometimes 1gnoranthy called Italian Gothic),
and 1t \cnice mto the msiprd confusion of the Porta della
Carta and wild crockets of St Mark’s  Lhis corruption
of all architecture, esprually cecdesiastical, corresponded
with, and marked the state of 1chigion ovar all Curope,—
the peculiar degiadation of the Romanist supcrstition, and
of public morahty mn conscquence, which brought about
thc Reformation

Y Axvr Agamnst the cottupted papuy uose two great
divisions of adversarics, Protestants i Geumany and kng
land, Rationalists in France and Italy, the one requiring
the purification of religion, the other its destruction  The
Protestant kept the religion, but cast aside the hcresies of
Rome, and with them her arts, by which last rejection he
mjured his own character, cramped his intellect in refusing
to 1t one of its noblest exercises, and materially dimmished
his influence. It may be a serious question how far the
Pausing of the Reformation has been a consequence of this
error,
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The Rationalist kept the arts and cast aside the rehgion,
This rationalistic art 15 the art commonly called Renars-
sance, marhed by a rcturn to pagan systems, not to adopt
them and hallow them for Christianity, but to rank itsclf
under them as an mmtator and pupil  In Pamung 1t 15
headed by Giulio Romano and Nicolo Poussm, m .\rchi-
tecture, by Sansovino and Dalladio

§ xxxvir Instant degradation tollowed m every direction,
—a flood of tolly and hypocrisy  Mythologies 11l under-
stood at fiist, then perverted mnto fecble sensualities, take
the place of the representations ot Christian subjects, which
had become blasphumous under the treatment of men like
the Caracai Gods without power, satyrs without rusteny,
nymphs without mnocence, men without humamty, gather
mto 1diot groups upon the polluted canvas, and scemic
affectations encumber the streets with preposterous niarble
Lower and lower declines the level of abused intcllect, the
base school of landscape! gradually usurps the place of the
historical pamting, which had sunk mto prurient pedantry,
—the Alsatian sublimities of Salvator, the confectionary
idealitics of Claude, the dull manufacture of Gaspar and
Canaletto, south of the Alps, and on the north the patient
devotion of besotted Lives to dehincation of biicks and fogs,
fat cattle and ditch-water  And thus, Chnstiamty and
morality, courage, and mtcllect, and art all crumbling
together mto one wreck, we are hurned on to the fall
of Italy, the revolution m France, and the condition of
art i England (saved bv her Protcstantism from severer
penalty) in the time of George 11

§ xxxviur I have not written 1 sam 1if T have hereto-
fore done anything towards dimmnishing the reputation of
the Renaissance landscape panting But the harm which
has been done by Claude and the Poussins 1s as nothing when
compared to the mischief effected by Pallacho, Scamozaz,
and Sansovino Claude and the Poussins were weak men,
and have had no serious mfluence on thc general mind
There 15 little harm 1n their works bemng purchased at high
prices; therr real influence 1s very shght, and they may be
left without grave indignation to thewr poor mission of
furnishing drawing-rooms and assisting stranded conversa-

T Appendix 11 ““Renaissance Landscape ”
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tton  Not so the Renarssance architedture  Raised at
once mto all the magmficence of which 1t was capable by
Michacl Angelo, then tahen up by men of real intdllect
and mmagmation, such as Scamoszy, Sansovino Imgo Jones,
and Wren, 1t 15 impossible to ¢stimate the ovtant ol 1ty
mfluence on the Luropean mind, and that the more,
because few persons are concarned with pamtmg, and, of
those few, the larger numbcer regard 1t with slight attention
but all men are concerned with architedture, and have at
some time of ther Iives senous busmess with 1t It does
not much matter that an mndmnidual Toses two or thice hun-
dred pounds mn buying a bad picture, but 1t 15 to be regretted
that a nation should lose two or three hundred thousand
m 1asmg a ridicalous bulddmyg Nor 1y st merddy wasted
wealth or distempered conception which we have to regret
m this Renawssance architecture  but we shall find 1mn at
partly the root, partly the cypression, of cortamn dominant
evils of modern times—over-sophistication and  1gnorant
classicalism, the one destroying the healthfulness of general
society, the other rendenng owm schools and unnersitics
uscless to a large number of the men who pass through
them

Now Venwce, as she was once the most religious, was
m her fall the most corrupt, of European states, and as
she was 1 her strength the centre of the pure currents of
Christian architecture, so she 15 m her deeline the source
of the Renaissance It was the origmality and splendour
of the palaces of Vieenza and Veniee which gave this school
its enunence 1 the cyes of Ewmope, and the dying aty,
magnificent 1 her dissipation and graceful in her tolhes,
obtamed wider womship n her decrepitude than m her youth,
and sank from the midst of her admirers into the grave

$ Axnax It 15 m Veniee, therefore, and i Vemee only,
that effectual blows can be struck at this pestilent art of
the Renaissance Destroy its claims to admiration there,
and it can assert them nowhere else  This, therefore, will
be the final purpose of the followmng essay I shall not
devote a fourth section to Palladio, nor weary the reader
with successiie chapters of vituperation, but I shall, n nyy
account of the earlier architecture, compare the forms of
all its leading features with those mto which they were
corrupted by the Classicalists, and pause, in the close, on
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the edge of the preapice of dechine, so soon as I have
made 1ts depth discermible  In domg this T shall depend
upon two distinct kinds of evidence —the first, the test
mony borne by particular mcidents and facts to a want of
thought or of fecling m the burlders, from which we may
conclude that therr architecture must be bad —the second,
the sense, which I doubt not I shall be able to cycite 1n
the reader, of a systematic ugliness 1n the architecture itself
Of the first kind of testimony I shall here give two mstances,
which may be immediately useful n fising 1 the reader’s
mind the epoch above mndicated for the commencement of
decline

§ xv I must agam refer to the importance which I have
above attached to the death of Carlo Zeno and the doge
Tomaso Mocemigo The tomb of that doge 1s, as I said,
wrought by a Florentime , but 1t 15 of the same general type
and feeling as all the Venetian tombs of the period, and
it 1s one of the last which retains it The classical clement
enters largely mnto 1ts details, but the feeling of the whole
1s as yet unaifected lake all the lovely tombs of Venice
and Verona, 1t 15 a sarcophagus with a recumbent figure
above, and this figure 1s a fathful but tinder portras,
wrought as fa1 as 1t can be without pamfulness, of the doge
as he lay mn dcath  He wears hus ducal robe and honnet—
his head 15 lud shghtly aside upon his pillow—his hands
are simply crossed as they fall  The face 1s umaciated, the
features large, but so pure and lordly n their natural chisel-
Iing, that thex must have looked like marble even m therr
anmmation They are deeplv worn awav by thought and
death, the vens on the temples branched and starting, the
skin gathered m sharp folds, the brow high-arched and
shaggy, the cye-ball magmficently large, the curve of the
lips just veiled by the hight moustache at the wide, the
beard short, double, and sharp-pomnted all noble and
queet, the white sepulchral dust marking hke hght the
stern angles of the cheek and brow

This tomb was sculptured in 1424, and 1s thus described
by one of the most intelligent of the recent wrters who
represent the popular feeling respecting Venetian art

“Of the Ttalian school 1s also the rch but ugly (ricco
ma non bel) sarcophagus in which repose the ashes of
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Tomaso Mocermigo It may be called one of the last hnks
which connect the dechnmyg art of the Middle Ages with
that of the Renaissance, which was m its rie We will
not stay to particulatise the defects of cach of the seven
figures of the fiont and sides, which represent the cardmal
and theological vntues, nor will we make any 1cmarks upon
those which stand 1 the niches above the pavilion, because
we consider them unworthy both of the age and reputation
of the Florentine school, which was then with reason con-
stdered the most notable i Ttaly * 1

It 15 well, indeed, not to pause over these defects, but
1t might have been better to have paused a moment beside
that noble 1mage of a king's mortality

§ x11 In the choir of the same church, St Giov and
Paolo 15 another tomb, that of the Doge Andrea Vendranun
This doge died m 1478, after a short ragn of two vears,
the most disastrous 1 the annals of Vance  He died of
a pestilence which followed the ravage of the Turks, carned
to the shores of the lagoons He died, leaving Venice
disgraced by sea and land, with the smoke of hostile devasta-
tion rising 1 the blue distances of Friul , and therc was raised
to him the most costh tomb ever bestowed on her monarchs

§ arn If the wrter above quoted was cold beside the
statuc of onc of the futhers of his country, he atones for
it by his eloquence beside the tomh of the Vendramin 1
must not spoil the foree of Itahan supcrlative by translation

“Quando st guarda a quella corretta elegansza di profill
¢ di proporziony, a quella squisitezza d’ornamenty, a quel
certo sapore antico che sunza ombra dinutazione traspare
da tutta Popera”—&c  Sopia ornatissimo soceolo formito
di squatt mtagh ¢ alza uno stvlobate—&c  Sotto le
colonne, 1l predetto stilobate s1 muta leggiadramente m
predistallo, po1 con bella novith di pensiero e di effetto va
coronato da un fregio 11 piii gentile che veder s1 possa—&c
Non puoss! lasciar senza un cenno I’ arca dove sta chiuso
1l doge , capo lavoro di penstero e di esecuzione, &c.

There are two pages and a half of closely printed praise,
of which the above specimens may suffice, but there 1s

1 Selvatico, ** Archutettura di Venczia,” p 147
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not a word of the statue of the dead from beginmg to end
I am myselt i the habit of considermg this rather an
mmportant pat of a tomb, and I was espeaally intcrested
i 1t here, bocause Sehvatico only echoes the prase of
thousands It 15 unammoushy declared the ehef-daeuvre of
Renaissance sepulchral weorky, and pronounced by Cicognara
(also quotcd by belvatico)

“Ilvertice a cur I’ art1 Vencsziane s1 spmsero col ministero
del scalpello,” —* The very culminating pomt to which the
Venetian arts attaned by mmustry ot the chisel ?

To this culmmating pomt, thercfore, covered with dust
and cobwebs, T attamed, as 1 did to every tomb of import-
ance 1 Venice, by the mmistry of such ancient ladders
as were to be found mn the sacristan’s keeping I was struck
at first by the cxcessive ankwardness and want of feeling
m the fall of the hand towards the spectatos, tor 1t 1s
thrown off the nuddle of the bodv m oider to show 1ts fine
cutting  Now the Mocemgo hand, severe and even suff m
its articulations, has its vens finely dravwn, its sculptor having
justly felt that the delicacy of the vemng capresses altke
dignity and age and birth  The Vendramm hand 15 far
more laboriously cut, but 1ts blunt and clumsy contour at
once makes us feel that all the care has been thrown away,
and well 1t may be, for 1t has been entirely bestowed m
cutting gouty wrinkles about the jomts  Such as the hand
15, I looked fou its fellow At first I thought 1t had been
broken off, but, on clearmg away the dust, I saw the
wretched cffigy had only oxe hand, and was a mere block
on the mncr side The face, heavy and disagrecable m 1ts
features, 15 made monstrous by 1ts semisculpture  One side
of the forehead 15 wrmnkled claborately, the other left
smooth, one side only of the doge’s cap 15 chased, one
cheek only 15 fimished, and the other blocked out and
distorted besides, finally, the ermime robe, which 15 elabor-
ately imitated to 1ts utmost lock of hair and of ground har
on the one side, 15 blocked out only on the other 1t having
been supposed throughout the work that the effigy was
only to be seen from below, and from one side.

§ xuur It was mdeed to be so seen by nearly every
one; and I do not blame—1I should, on the contrary, have
praised—the sculptor for regulating his treatment of 1t by its
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position, 1f that treatment had not myolved, firsg, dis-
honesty, m giving only half a face, 2 monstrous mask, when
we demanded true portrature of the dead, and, sccondly,
such uttar coldness of fuedling, as could onlyv consist with
an creme of mtdlectual and moral degradation Who,
with a hcut m his breast, could have staved his hand
as he drew the dim lines of the old mans countenance—
unmajestic once, mdeed, but at feast sanctified by the
solemmitics of death—could have stayed his hand, as he
reached the bend of the grey forchead and measured out
the last vans of 1t at so much the scechin?

I do not thmk the rcadet, 1f he has fecling, will expect
that much talent should be shown in the st of his work,
by the sculptor of this base and senseless e The whole
monument 15 one weartsome aggregation of that species of
ornamental flourish, which, when 1t 15 done with a pen,
15 called penmanship, and when done with a chisel, should
be called chisclmanship, the subject of 1t bemg chiefly
fat-hmbed boys sprawhng on dolphins, dolphms mcapable of
swimmmg, and dragged along the sca by xpanded pocket-
handkerchufs

But now, reader. comes the very gist and pomt of the
whole matter This lying monument to a dishonoured
doge, this culmmating ptide of the Renatssance art of
Venice, 15 at least veractous, if m nothing clse, m 1ts testi-
mony to the character of its sculptor  He was banished
from Venee jfor forgery m 14871

§ xLiv I have moie to say about this convict’s work
hereafter, but I pass at present, to the second, shghter, but
yet more mteresting prece of evidence, which I promised

The Ducal palace has two prinapal fagades , one towards
the sca, the other towards the Piazzetta  1he seaward side,
and, as far as the seventh mamn arch mclusne, the Piazzetta
side, 15 work of the early part of the fourteenth century,
some of 1t perhaps even earlier, while the rest of the
Piazzetta side 15 of the fifteenth The difference n age has
been gravely disputed by the Venetian antiquanes, who
have examined many documents on the subject, and quoted
some which they never exammed I have myself collated
most of the written documents, and one document miore,

1 Sehatico, p 221
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to which the Venetian antiquaries never thought of refurrng
—the masonny of the palace 1tselt

§ xLv That masonry changes at the centre of the eighth
arch from the sea angle on the Piazzetta side It has been
of comparativ (v small stones up to that pomt, the fitteenth
century work mstanily begins with larger stones, © brought
from Istria, ¢ hundred miles away 1 The ninth shatt from
the sea 1 the lower arcade, and the seventeenth, whach s
above 1t, m the upper arcade, commence the series of
fifteenth century shafts  These two ate somewhat thicker
than the others, and carry the partv-wall of the Sala del
Scrutinio Now observe, 1cader The face of the palace,
from this pomt to the Porta dilla Carta, was huilt at the
mstance of that noble Doge Mocemgo beside whose tomb
you have been standing, at his imnstance, and 1n  the
begimmning of the reign of his successor, Foscari, that 15
to say, arca 1424 This s not disputed, 1t 15 only disputed
that the sca facade 15 earlier, of which, however, the proofs
are as sumple as they are mncontrovertible  tor not only the
masonry, but the sculpture, changes at the nmth lower
shaft, and that in the caprtals of the shafts both of the upper
and lowcr arcade the costumes of the figures mtroduced
m the sca facade being purely Giottesque, correspondent
with those of Giotto's work 1 the Arena Chapel at Padua,
while the costume on the other capitals 15 Renaissance-
Classic  and the hons’ heads between the arches change
at the same pomt  And there are a multitude of other
evidences 1n the statues of the angles, with which I shall
not at present trouble the reader

§ XLvi Now, the architect who built under Foscarn,
1424 (remember my date for the decline of Vemce, 1418),
was obliged to tollow the principal forms of the older palace
But he bad not the wit to invent new capitals in the same
style, he therefore clumsily copied the old ones  The
palace has seventeen mam arches on the sca fagade,
eighteen on the Pszetta «ide, which 1 all are of course
carried by thirty-six pillars, and these pillars I shall always
number from nght to left, from the angle of the palace at
the Ponte della Pagha to that nest the Porta della Carta
I number them 1n this succession, because I thus have the

1 The older work 1s of Istnian stone also, but of different quality.
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earlicst shafts first numbered  So counted, the 1st, the
18th, and thc 36th, arc the great supports of the angles of
the palace , and the first of the fiftuenth century series,
being, as above stated, the gth from the sea on the Piazzctta
side, 15 the 26th of the entuc serics, and will alwavs
futurc be so numbered, so that all numbers above twenty-
six mdicate hftcenth centwy work, and all bllow 1,
fourteenth century, with some exceptional cases of restoration.

Then the copred capitals are  the 28th, copied from the
7th, the 2gth, from the gth, the zoth from the 1oth, the
31st, from the 8th, the 331d, from the 12th, and the 34th,
from the 11th, the others bung dull mventions of the 15th
century, exeept the 36th, wiuch 15 vers nobly designed

§ xLvir The captals thus seleeted from the carhier portion
of the palace for mmutation, together with the rest, will be
accurately described hercafier, the pomnt I have here to
notice 15 11 the copy of the minth capital which was decor-
ated (bung, hike the rest, octagonal) with figures of the
aght Virtues —TFaith, Hope, Chanity, Justice, 'Temperance,
Prudence, Humilhity (the Venctian antiquaries call it Human-
ity '), and Foritude  The Virtues of the fourteenth century
are somewhat hard-featured , with viad and Inving expres-
sion, and plan eveny-day clothes of the time  Charity has
her lap full of apples (perhaps loaves), and 15 gnmg one to a
Iittle child, who stretches his aam for 1t across a gap in the
leafage of the capital  Fortitude tears open a lion’s jaws;
Faith lays her hand on her breast, as she beholds the Cross,
and Hope 15 praying, while above her a hand 14 scen emerg-
mg from sunbeams—the hand of God (according to that
of Revelations, “The ford God gncth them hght”), and
the mnscription above 15, “ Spes optima n Deo ”

§ anvur This dewgn, then, 15, rudely and with imperfect
chisclhing, 1mitated by the fifteenth century workmen the
Virtues have lost their hard features and living expression ,
they have now all got Roman noses, and have had their
hair curled Their actions and emblems are, howecr, pre-
served until we come to Hope she 1s still praymng, but she
1s praying to the sun only Z%e Aand of God s gone

Is not this a curious and striking type of the spirit which
had then become domnant in the world, forgetting to see
God’s hand mn the hght He gave, so that in the 1ssue, when
that light opened nto the Reformation on the ane side, and
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into full knowledge of ancient hterature on the other, the
one was arrested and the other perverted?

§ xux Such s the nature of the aceidental evidence on
which I shall depend for the proof of the inferionty of
character m the Renarssance wortkmen  But the proof ot
the mfenority of the work itsclf 15 not so easy, for m this 1
have to appeal to judgments which the Renaissance work
has itself distorted I felt this duficulty very foraibly as I
read a shght raview of my former work, *The Seven
Lamps,” m *The .\rchitect ’ the writer notied my con
stant prase of St Mark's “Mr Ruskmin thinks 1t a very
beautrful bmlding ' We, sad The Jachitect, »think1ita ven
ugly building ’ I was not surprised at the difference of
opinion, hut at the thing bemng considered so completely a
subject of opimion My opponcnts i matters of pamting
always assume that there s such a thing as a law of nght,
and that I do not understand 1t but my architectural
adversaries appeal to no law, they simply sct thur opinion
against mine, and mdeed there 1s no law at present to
which etther they or I can appeal  No man can speak with
rational decrsion of the ments or dements of buildmgs  he
may with obstinacy . he may with reselved adherence to
previous pryjudices, but never as if the matier could be
otherwise dectded than by a majonty of votes, or pertinacity
of parttisanship T had alwavs, however, a cear conviction
that there zeas a law m this matter  that good archizecture
might be indisputably discerned and dinided from the bad
that the opposition m their vers nature and essenee was
clearly vistble  and that we werc all of us just as unwise m
disputing about the matter without reference to prinaple, as
we should be for dchating about the genumeness of 4 con
without rmging 1t I felt also assured that this law must be
universal 1f 1t were conclusive, that it must enable us t
reject all foohsh and base work, and to accept all noble and
wise work, without reference to style or national feeling,
that 1t must sanction the design of all truly great nations
and times, Gothie or Greek or \rab, that 1t must cast off
and reprobate the design of all foolish nations and times,
Chmese or Mexican or modern European, and that it must
be asily applicable to all possible architectural inventions of
human mind I set mysclf, thercfore, to establish such a
law, mn full belief that men are intended, without eacessive
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difficults, and by use of their gencral common sense, to
know good thmgs from bad, and that 1t 15 only because
thoy will not be at the pams 1equned for the discernment,
that the wotld 15 50 widddy encumibered with forgenes and
bascnesses I tound the work simplar than I had hoped,
the rcasonible things ranged themsclies m the order ©ac
quued, and the foolish thngs fell aside, and took themsclves
anay 50 soon as thuey were looked 1o the face I had then,
with respect to Venctian architecturg, the choree, athar to
establish cach division of law m a scparate form, as I came
to the features with which 1t was concaned, or Llse to ash
the rcadcrs patience, while I followed out the gencral inquny
first, and determined with him a code ot nght and wron, to
which we mught togctha make retiospectine appeal I
thought this the best, though puhaps the dullest way , and
i these fitst following pages I have thacfore endeavomed
to artange those foundations of cutcrsm, on which 1 shall
rest m my account of Venctian architecture m o form ddear
and simple cnough to be mtclhigible even to those who nevas
thought of architecture before 1o those who have, much
of what 15 stated m them will be well known o sclf evident,
but they must not be indignant at o sitmphaty on which the
whole argument depunds for ats uscfulness  Lrom that which
appears & marc ttusm when fust stated, they will find veny
singular conscquences sometimes following,—consequences
altogcther unaspected, and of constdurable 1importance, T
will not pause hare to dwedl on than importance, nor on that
of the thmg itscdt to be done, for T believe most readers
will at once admit the value of a crnitenon of nght and wiong
1 0 practical and costly an art as architecture, and will be
apt 1ather to doubt the possibility of 1ts attanment than dis-
pute its usefulness it attamed I it them, thadfore, to
a fan tnal, bang catam that ¢venat I should farll mmy mam
purpose, and be unable co induce 1 my reader the conlidence
of judgment I desire, T shall at least 1eceive his thanks for
the suggestion of consistent reasons, which may dcteimine
hesitating choice, or justify mvoluntary preference  .And it
I should succecd, as I hope, in making the Stones of Vamice
touchstones, and detecting, by the mouldering of het matble,
poison mote subtle than ever was betrayed by the rending
of her crystal, and if thus I am enabled to show thc base-
ness of the schools of architecture and nearly every other
VOL. 1 b
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art, which have fo three wntunes buen predommant in
Curope, I behieve the result of the inquny may be sciviceable
for proof of a more vital truth than any at which I have
hithato hmted Lot obsave I said the Protestant had
despraed the arts, and the Rationalist conrupted them But
what has thc Romanist done meanwhile®  He boasts that
it was the papacy which rased the aits, why could 1t not
support them when 1t was Ieft to 1ts own stiength?  How
«ume 1t to vield to Classicalism which was based on mhdcity,
ind to oppose no bartier to mnovations, which have reduced
the once tarthfully concerved imagery of 1ts worship to stage
decoration?  Shall we not rathar find that Romanism, mstead
of hunz a promoter of the arts, has nuver shown atself
cpible of a smgle great conception since the separtton of
Protestintism fiom ats side >l So long as, cottupt thoush 1t
might be, no clear witness had beun borne agamst 1t, <o that
it still mncluded m 1ts ranks v vast numba ot taithful Chris
t1ins, so long 1ts arts ware noble  But the witness was borne
—the aror made apparent, and Rome, 1ctusing to heu the
tostimony o1 foisahe the falschood, has buun <truck hom
thit mstmt with an mtclectual palsy, which his not only
meapacttated her from any further use of the uts which once
waie har minsters, but has made her worship the shame
of 1ty own shimnes, and her worshippas then destiovers
Come, then, if truths such as these arc worth ow thoughts,
come, and let us know bcfore we enter the strects of the
Sca city, whether we are ndced to submut ourselves to therr
undistinguished enchantment, and to look upon the last
chges which were wrought on the hifted forms of her
palaces, as we should on the capricious towermg of summer
clouds n the sunset, erc they sank into the deep of mght,
or whethar, rather, we shall not behold n the brghtness of
their accumulated marble, pages on which the sentence of
her luvury was to be wntten until the waves should efface
1t, as they fulfilled—‘God has numbered thy kingdom, and
fimshed 1t ”

1 Appendix 12 ““ Romanist Modern Art *
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CHAPTER II
THE VIRTUES OF ARCHITECTURL

§ 1 WE address ourselves, then, first to the task of
determinmg some law of right, which we may apply to the
architecture of all the world and of all ime, and by
help of which, and judgment according to which, we may
as casily pronounce whether a building 15 good or noble, as,
by applymg a plumb-line, whether 1t be perpendicular

The first question will of course be, What are the possible
Virtues of architecture ?

In the man. we require from builldings, as from men, two
kinds of goodness  first, the domg their practical duty well .
then that they be yraceful and pleasmg m domgit, which
last 15 1tself another form of duty

Then the practical duty divides itself mto two branches,
—acting and talking —acting, as to dcfend us from weather
or violence, talkmg, as the duty of monuments or tombs, to
record facts and erpress feelings . or of churches, temples,
public edifices, treated as books of history, to tell such history
clearly and forcibls

We have thus, altogether, three great branches of archi-
tectural virtue, and we require of any bullding,—

1. That 1t act well, and do the things 1t was mtended to

do m the best way.

2 That 1t speak well, and say the things it was ntended

to say m the best words

3 That 1t look well, and please us by 1ts presence, what-

ever 1t has to do or say !

§ 1 Now, as regards the second of these virtues, 1t 1s
evident that we can establish no general laws First, because
1t 15 not a virtue required in all bwildings , there are some
which are only for covert or defence, and from which we ask
no conversation Secondly, because there are countless
methods of expression, some conventional, some natural
each conventional mode has 1ts own alphabet, which evidently

1 Appendix 13 Mr Fergusson's System ”
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can be no subject of general laws  Every natural mode 15
mstinctively employed and nstmctively understood, wher-
ever there 15 true feeling, and this mstinct 1s above law
The choice of conventional methods depends on ciieum-
stances out of calculation, and that of natural methods on
sensations out of control so that we can only say that the
choice 1s right, when we fedl that the means are effective,
and we cannot always say that 1t 15 wrong when they are
not so

A building which recorded the Bible history by means of
a sertes of sculptural pictures, would be perfectly uscless to
a person unacquamted with the Bible beforchand, on the
other hand, the text of the Old and New Testaments might
be written on 1its walls, and yet the building be a very
mconvenient hind of book, not so useful as 1f 1t had been
adorned with mtelligible and +ivid sculpture  So, agamn, the
power of exciting cmotion must vary or vanish, as the spee-
tator becomes thoughtless or cold, and the bulldmg may be
often blamed for what 15 the fault of ity enng, or endowed
with a charm which 15 of 1ts spectator’s creatton It 15 not,
therefore, possible to make expressional (haracter any fair
criterion of excellence mn bwldings, until we can fully place
ourselves mn the position of those to whom their expression
was origmnally addresscd, and until we are certam that we
understand every symbol, and are capable ot bung touched
by every association which its builders emploved as letters
of their language I shall contimuallv endeavour to put the
reader mto such svmpathetic temper, when T ask for his
judgment of a bwldimg, and mn every work I may bring
before him I shall pont out, as far as I am able, whatover
15 peculiar n 1ts cipression, nay, I must even depend on
such peculiarities for much of my best evidence respecting
the character of the builders But I cannot legalise the
judgment for which I plead, nor msist upon it if 1t be refused.
I can ncither force the reader to feel this architectural
rhetori, nor compel him to confess that the rhetoric 1s
powerful, 1f 1t have produced no impression on his own
mund

§1ur I leave, therefore, the expression of buildings for
mcidental notice only  But therr other two virtues are proper
subjccts of law,—their performance of their common and
necessary work, and their conformity with umversal and
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dwvine canons of loveliness respecting these there can be
no doubt, no ambigusty I would have the reader discern
them so quickly that, as he passes along a strect, he may, by
a glance of the ¢ye, distinguish the noble fiom the 1gnoble
work  He can do this, 1if he permiut free play to his natural
mstincts , and all that I have to do for him 1s to remove fiom
those 1stincts the atifical restramnts which prevent their
action, and to cncourage them to an unaffected and unbiassed
choice between night and wiong

§ 1v Wc have, then, two quahities of buildings for subjects
of separate mncquiry  thetr actron, and aspect, and the sources
of virtue m both, that 1s to say, Strength and Beauty, both
of these beng Iess admired in themsclves, than as testifying
the mtelhigence or imagmation of the bullder

Fror we have a worthier way of looking at human than at
divine architecture  much of the value both of construction
and dccoration, m the edifices of men, depends upon our
bemy led by the thing produced or adorned, to some con-
templation ot the powers of mmd concerncd 1n its creation
or adornment  We are not so led by divime work, but are
contunt to rest 1 the contemplation of the thing created 1
wish the reader to note this especially , we tahe pleasure, or
should take pleasure, 1 architectural construction altogether
as the mamfestation of an admirable human mtelligence , 1t 15
not the strength, not the size, not the finsh of the work which
we are to venctate  rochs are always stronger, mountains
always larger, all natural objects more finished, but it 15
the mtclhgence and 1esolution of man i overcoming
phyarcal difficulty which are to be the source of our pleasure
and subject of our prase  .\nd agam, in decoration or
beauty, 1t 15 less the actual lovelness of the thing produced,
than the chowce and mnvention concerned m the production,
which are to delight us, the love and the thoughts of the
workman more than his work*® his work must always be
imperfect, but his thoughts and affections may be truc and
deep

§ v This onigin of our pleasure i architecture I must
msist upon at somewhat greater length, for I would fan
do away with some of the ungrateful coldness which we
show towards the good builders of old time In no art 1s
there closer connection between our delight 1n the work, and
our admiration of the workman’s mind, than 1n architecture,
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and yet we 1auely ask for a builder’s name  The patron at
whose cost, the monk through whose drcaming, the found-
ation was laid, we 1emember occasionally , never the man
who verly did the work  Ihd the rcader cver hear of
Wilham of Sens as having had anything to do with Canter-
bury Cathedial? or of Pictro Basegio as i anywise con-
nected with the Ducal Palace of Vemee?  There s much
mgratitude and 1njustice n this, and thercfore I desire my
reader to obscrve carcfully how much of his pleasure in
building 15 derived, or should be derived, from admiration
of the mtellect of men whose names he knows not

§ vi The two vntues of architecture which we can justly
welgh, are, we said, 1ts strength or good constiuction, and
1ts beauty or good decoation  Constder first, therefore, what
you mean when you say a bwlding 1 well constiucted or
well built, you do not mercly mean that 1t answers 1ts pur-
pose,—this 15 much. and many modein buildings fail of this
much, but if 1t be verly well bult, 1t must answer this
purpose m the simplest way, and with no over-eapenditure
of means We ruquire of a hght-house, for mstance, that
1t shall stand firm and carry a light, 1f 1t do not this,
assuredly 1t has been 1l built, but it may do 1t to the end
of ime, and jer not be well bmlt It may have hundieds
of tons of stone m 1t more than were needed, and have
cost thousands of pounds more than it ought 1o mo-
nounce 1t well or il built, we must know the utmost forces 1t
can haive to 1esist, and the best anangements of stone for
encountering them, and the quickest wavs of cffecting such
arrangements  then only, so far as such arrangements have
been chosen, and such methods used, 15 1t well buillt Then
the knowledge of all difficulties to be met, and of all means
of meeting them, and the quick and true fancy or i ention
of the modes of applying the means to the end, arc what
we have to admire 1in the builder, even as he 15 seen through
this first or inferior part of s work Mental power, ob-
serve  not muscular, nor mechanical, nor technical, nor
empirical,—pure, precious, majestic, massy mntellect, not to
be had at vulgar price, nor received without thanks, and
without asking from whom

§ vir Suppose, for mstance, we are present at the build-
mng of a bridge  the bricklayers or masons have had therr
centering erected for them, and that centerng was put
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together by a carpenter, who had the lme of 1its curve
traced for him by the architect  the masons are dester-
ously handling and fitting thar brichs or by the help of
machinery, carefully adjusting stones which are numbered
for their places  There 15 probably m then quickness of
eye and rcadimess of hand somcthimg admmable, but this
15 not what I ask the rcader to admuce  not the carpenter-
g, nor the bricklaymg, nor anvthing that he can presently
sec¢ and understand, but the cholee of the curve, and the
shaping of the numbered stones, and the appomtment of
that number, there were many thmgs to be known and
thought upon before these were decided  The man who
chose the curve and numbered the stones, had to know the
times and tides of the river, and the strength of ats floods
and the height and flow of them, and the soil of the hanks,
and the endurance of 1it, and the weght of the stones he
had to bwld with, and the kind of traffic that day by day
would be carricd on over his bridge,—all this speaally, and
all the great general laws of force and weght, and thor
working , and m the choice of the cunve and numbering of
stones arc cxpressed not only his knowledge of these, but
such mgenuuty and fiimness as he had. m apphmg special
means to overcome the speaal difficuluces about his budge
There 15 no sayying how much wit, how much depth of
thought, how much fancy, presence of mind, courage, and
fixed resolution thete may have gonc to the placing of a
single stone of it This 15 what we have to admire—this
grand power and heart of man m the thing, not his tech-
nical or empirical way of holding the trowel and laying
mortar

§vur Now there 15 mn eventhing {nopuly called art this
concernment of the mtellect, even m the province of the
art which scems merely practical  Ior observe 1n this
bridge-building I suppose no reference to aichitectural
principles, all that I suppose we want 1s to get safely over
the river, the man who has taken us over 1s still a mere
bridge-buillder,—a buzl/der, not an architect he may bc a
rough, artless, feelingless man, mcapable of doing any one
truly fine thing all his days. I shall call upon you to
despise him presently m a sort, but not as if he were a
mere smoother of mortar, perhaps a great man, infimte n
memory, wndefatigable in labour, exhaustless mn expedient,
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unsurpassable 1 quickness of thought Take good heed
you understand him before you despise him

§1X But why 1s he to be m amwise desprsed? By no
means despise him, unless he happen to be without a soul,?
or at least to show no signs of 1t, which possibly he may
not in merely carning you across the mier  He may be
mercly what Mr Carlyle rightly calls a human beaver after
all, and therc may be nothmg m all that mgenuity of his
greater than a comphication of ammal facuities, an mtricate
bestiality,—nest or hive butlding 1n 1ts highest devclopment.
You need something mote than this, or the man 15 despie
able, you need that virtue of building through which he
may show his affections and dehights, you nced its beauty
or decoration

§$ X Not that, m reality, one division of the man 15 more
human than another Theologists fall mto this error very
fatally and continually, and a man fiom whom I have
learned much, TLord Lindsav, has hurt his noble book by
1t speaking as if the spint of the man only were immortal,
and were opposed to his ntellect, and the latter to the
senses , whereas all the divisions of humanity are noble or
brutal, immortal or mortal, accordmg to the degrec of their
sanctification  and there 15 no part of the man which 1vnot
immortal and divine when 1t 15 once gnen to God, and no
part of him which 15 not mortal by the second death, and
brutal before the first, when 1t 15 withdrawn from God  Ior
to what shall we trust for owm distinction fiom the beasts
that pensh? To our higher intellect >—yct are we not
bidden to be wise as the serpent, and to consider the
ways of the ant?—or to our affections ? nay, thesc are
more shared by the lower ammals than ow ntelhgence
Hamlet leaps mto the grave of his beloved, and leaves 1t
—a dog had stayed Humamty and mmottality consist
nerther m reason, nor m love, not 1 the body, nor in the
ammation of the heart of it, nor m the thoughts and stir-
rings of the brain of 1t,—but in the dedication of them all
to Him who will raise them up at the last day

$x1 It 1s not, therefore, that the signs of his affections,
which man leaves upon his work, are indeed more ennobling
than the signs of his ntelhgence ; but 1t 1s the balance of

! Appendix 14 **Divisions of Humanty *
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both whost expression we nced, and the signs of the govern-
ment of thum all by Conscience and Iisaetion, the
daughter of Conscience o, then, the mtlhgent part of
man bung cmmently, 1f not chicdhy, displaved m the stiuc
ture of his work, his affcctionate part 15 1o he shown n its
decoration , and, that dccolation may be andead lTovdly, two
things are necded  first, that the altections be smad, and
honestly shown, secondly, that thoy be fined on the nght
things

§$ 21 You think, perhaps, T have put the requirements
i wrong order 1 ogually T have, practically I have not
for 1t 15 necessary first to teach men to speak out, and say
what they like, tiuly , and, m the sceond place, to teach
them which of thar ikmgs are 111 st and which justly
If a man 15 cold in his hhings and dishihings, o1 1t he will
not tell vou what he likes, you can make nothmg of him.
Only get him to fcel quickly and to speak planly, and you
may set him 1ght  And the fact 15, that the geat evil of
all 1ecent architectmal effort has not been that men like
wrong things, but that thay atha cared nothimg about any,
o pretended to hke what thev did not Do vou suppose
that any modun architect thes what he builds, o1 enjovs 1t?
Not 1 the least  He bulds it because he hw been told
that such and such thmgs aie fing, and that he vhowld Iike
them He pretends to ke thom and aives thom a false
relishof vanmity Do you scuously 1maging, 1cader, that any
hving soul m T ondon likes trghphs ? 2—or gets any hearty
enjoyment out of pcdiments? - You are much mistaken
Giechs did  Lnghsh people nover did,—nava will - Do
you faney that the architect of old Buihngton Mews, n
Regent Strect, had any patical u satisfaction m putting the
blank tnangle over the archway, mstead of a uscful ganct
window > By no manna of means  He had been told at
was right to do so, and thought he should be admired for
domg 1t Very few faults of architecture are mistakes of
honest choice they are almost always hypocrsics

§ xm1 So, then, the first thing we have to ask of the

1 Tnglyph  Literally, ¢ Three Cut * The awhward uprnight orna-
ment with two notches mn 1t, and a cut at cach side, to be seen
everywhere at the tops of Donc colonnades, ancient and modern

2 Pediment The trniangular space above Greek porticoes, as on the
Mansion Iouse or Royal Lichange
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decoration 1s that 1t should mdicate strong hhing, and that
honestly It matters not so much what the thing 15, as that
the builder should 1eally love 1t and enjoy 1, and say so
plamly  The aichitect of Bourgzes Cathedial liked haw-
thomns , so he has covered his porch with hawthoin,—it 15
a perfect Niobe ot May  Never was such hawthomn, you
would t1y to gather 1t forthwith, but for fear ot bemg
piicked  The old Lombard architects Iiked hunting, so
they covered then work with horses and hounds, and men
blowng trumpcts two yards long  The base Renaissance
architects of Venwce Iiked masquing and fiddling , so they
covered therr work with comic mashs and musical mstiu
ments  Evcen that was better than our English way of hking
nothing, and professing to like trigly phs

§ uIv But the second 1equrement m decordtion, 15 sien
of our liking the nght thing  .\nd the night thing to be
liked 15 God s work, which He made for owmr delight and
contentment 11 this woild  And all noble ormamentation 15
the cxpression of man’s dehght m God’s worh

§ WV 5o, then, these are the two vitues of bullding  first,
the s1gns of man s own good work , sceondly, the expression
of man’s delizht m bettar worth thwn his own  .And these
aic the two witues of which I desuie my rcader to he ble
quichly to judge, at least m some measure, to have a
definite opmion up to a catan pomt  Beyond a catan
pomt he cannot form one  Whan the science of the build
mg 15 Jicat, great science 15 of comse iequired to comprchend
1t and, thadfore, of difheult birdges, and Tight houses, and
harbour walls, wnd rma dyhes, and 1alway tunnels, no
Judgment may be rapidly foomed  But of common bwld-
mgs, buillt m common arcumstances, 1t 15 very possible for
every man, ot woman, o child, to form judgment both
rational and 1apid.  Thur necessany, or even possible,
fcatures we but few , the laws of thewr construction are as
simple as they are interesting  The labour of a few hours
15 wnough to render the reader master of their main points;
and from that moment he will find 1n himself a power of
judgment which can nether be escaped nor decerved, and
discover subjects of mterest where everything before had
appeaicd barien  For though the laws are few and simple,
the modcs of obedience to them are not so  Every build-
mg presents 1ts own requircments and difficulties , and every
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good buildmg has peculiar apphances or contrnances to
meet them  Understand the laws of structure. and you will
feel the speaial difficulty in (very new butlding which you
approach , and you will know also, or feel mstimctyely,?
whether 1t has been wiacly met or otharwise  And an
enormous number of buildmgs, and of styles of buildings,
you will be able to cast aside at once, as at varlance with
these constant laws of structure, and thercddore unnatural
and monstrous

§ x31 Then, as regards decoration, I want you only to
consult your own natural choice and hkimg  There s a night
and wrong n 1t, butyou will assurcdly Iike the nght 1if you
suffer yom natural mstinct to lead you  Half the cvil in
this world comes from people not knowing what they do
like, not deliberately sctting themselves to find out what
they really enjoy  All people enjoy gning away money, for
mstance they don’t know #az,—they ratha thmk they like
keepmg 1t , and they do keep 1t under this false impression,
often to their great disccomtort Eveny body likes to do
good , but not one m a hundred finds #ss out  Multitudes
think thev Iike to do vl vet no man ever really enjoyed
doing-evil since God made the world

So e this lesser muatter of ornament It needs some
httle care to try experniments upon yoursclf, it needs de-
Iiberate question and upright answer  But there 15 no
difficulty to be overcome, no abstruse reasonmg to be gone
mto, only a little watchfulness needed, and thoughttulness,
and so much honesty as will cnable you to confcss to your-
self, and to all men, that vou enjoy thngs, though great
authorities say you should not

§ xvir This looks somewhat hike pude, but 1t 15 true
humility, a trust that you have beun so created as to enjoy
what 1s fitting for you, and a willmgness to be pleased. as 1t
was mtended you should be It 15 the child’s spirt, which
we are then most happy when we most recover, only wiser
than children 1n that we are ready to think 1t subject of
thankfulness that we can still be pleased with a fair colour
or a dancing light And, above all, do not try to make
all these pleasures reasonable, nor to connect the dehight
which you take i ornament with that which jou take in

1 Appendin 15 *“ Instinctive Judgments
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construction or uscfulness  “They have no connection , and
every cffort that vou make to reason from onc to the other
will blunt your sun ¢ of beauty, or contuse 1t with sensations
altogcther mfuior to 1t You were made for enjoyment, and
the world was filled with things which vou will enjoy, unless
you arc too proud to be pleased by them, or too asping
to carc for what you cannot turn to otha account than merc
dclight Remembua that the most beautiful things in the
world are the most uscless  peacocks and hihes for mstance
at least I suppose this quill T hold m my hand writes better
than a peacock s would, and the peasants of Vevay, whose
ficlds m spring time arc as white with hlies as the Dent du
Mid: 1s with 1ts snow, told me the hay was none the better
for them

§xvin Our task therdfore dinvides itsclf mto two branches,
and these I shall follow in successton T shall first consider
the construction of buildings, dividing them nto ther 1eally
necesswry members or featuies  ind I oshall endeavour so
to lcad the reudar forw ud fiom the foundation upwards, as
that he mav find out for himsddf the best way of doing
avenvthing, and havine so discovered ity never forget it I
shall give him stonces, and bricks, and stiaw, chiscls and
trowcls, and the ground and then ash him to builld  only
helpmes him, as I can, 1f I find him puzzicd  And when he
has built his housc or church, T shall ask him to ornament 1t,
and leave 1t to him to choose the omaments as I did to
find out the construction I shall use no mfluence with
him whatever, except to counteract previous prejudiees, and
leave him, as far as may be, free  And when he has thus
found out how to build, and cho-cn his forms of decora
tion, I shall do what I can to confim his confidence m what
he has done I shall assure him that no one m the wotld
could, <o far, haie donc bettcr, and requirc him to con
demn, as futile or fallacious, whatever has no resemblance
to his own performances
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CHAPTER III

THE SIX DIVISIONS OF ARCHITECTURE

§ 1 THE practical duties of bmldings are twofold.
They have either (1), to hold and protect somethmg , or
(2), to place or carry something,

I

Architecture of Protection This 15 architecture n-
tended to protect men or thewr possessions from vio-
lence of any hind, whether of men or of the elements
It will mclude all churches, houses, and treasuries,
fortresses, fences, and ramparts , the architecture of the
hut and sheepfold , of the palace and ataded, of the
dyke, brcahwater, and sea-wall  And the protection,
when of Ining creatures, 15 to be understood as mclud-
mg commodiousness and comfort of habitation, wher-
ever these are possible under the gnven aicumstances

Architecture of Position.  This 15 arc hitecture mtended
to carry men or things to some certamn places, or to
hold them there This will include all bndges, aque-
ducts, and road architecture , hight-houses, which have
to hold light m appomted places . chimneys to carry
smoke or direct cutrents of air  stancases, towers,
which are to be watched fiom or cried from, as n
mosques, or to hold bells, or to place men i positions
of offence, as anctent moscable attacking towers, and
most fortress towers

§ 11. Protective architecture has to do one or all of three
things * to wall a space, to roof 1t, and to give access to 1,
of persons, light, and air, and 1t 1s therefore to bc con-
sidered under the three drvisions of walls, roofs, and apurtures

We will take, first, a short general view of the conncction
of these members, and then examine them in detall  endea-
vouring always to keep the simplicity of our first arrange-
ment I view, for protective architecture has mdecd no
other members than these, unless flooring and paving be
considered architecture, which 1t 1s only when the flooring
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15 also a roof ; the laying of the stones or tumbers for foot-
mg being paviours or carpenter’s work, rather than archi-
tect's, and, at all cvents, work respecting the well or 1ll
domyg of which we shall hadly find much difference of
opmion, except m points of esthetics We shall therefore
concern oursclves only with the construction of walls, roofs,
and aperturcs

§m 1 TValls —A wall 15 an even and unmited fence,
whether of wood, caith, stone, or metal When meant for
purposes of mere partition or enclosure, it remains a wall
proper  but it has gencrally abso to sustamn a certam vertical
or lateral pressure, for which its strength 1s at first increased
by some general addition to 1ts thickness , but if the pres-
sure becomes very great, it 1> gathered up into peers to resist
vertical pressure, and supported by dufiresses toresist lateral
pressure

If 1ts functions of partition or enclosure are continued,
together with that of resisting vertical pressure, 1t remains as
a wall verl between the prers mto which 1t has been partly
gathered , butaf 1t 15 required only to resist the vertical or
roof pressure, it 15 gathered up mto piers altogether, loses
1ts wall character, and becomes a group or Iine of piers

On the other hand, 1if the lateral pressure be shight, it
may retam its character of a wall, bemyg supported aganst
the pressurc by buttresses at mtervals, but of the lateral
pressure be very great, 1t 15 supported aganst such pressure
by a continuous buttress, loses its wall character, and
becomes a dyke o1 rampart

y1v We shall have thercfore (A) first to get a general

1dea of a wall, and of right constiuction of walls , then (B)
to see how this wall 1s gathered mto piers, and to get a
general 1dea of picrs and the night construction of pers,
then (C) to see how a wall 15 supported by buttresses, and
to get a general idea of buttresses and the nght construction
of buttresses  This 15 surely very simple, and 1t 15 all we
shall have to do with walls and their divisions

AV 2 Roofs —A roof 15 the covering of a space, narrow
or wide It will be most comvenently studied by first con-
sidenng the forms in which 1t may be carried over a narrow
space, and then expanding these on a wide plan only there
15 some difficulty here in the nomenclature, for an arched
roof over a narrow space is called an arch ; but a flat roof



Six Divisions of Architecture 45

over a nartow space has (I bidlieve) no name, cxcept that
which belongs properly to the piece of stone or wood com-
posing such a roof, namely. Iintel  But the reader will have
no difficulty m understanding that he 15 first to consider
roofs on the section onhy, thinking how best to construct
a nainow bar or slice ot them, of whatever form, as, for
nstance, %, ¥, or z, over the plan or area @, Fig I Having

b c d

done this, let him 1magine these several divisions, first moved

along (or set side by wide) over a rectangle, 4, Fig 1., and

then revolied round a pomt (or crossed at it) over a

polygon, ¢, or circle, 4, and he will have every form of simple

roof the arched section giving successively the vaulted roof

and dome, and the gabled section giving the gabled roof
} and spire.

As we go further mto the subject, we shall only have to
add one or two forms to the sections here given, 1n order to
embrace all the wncombined roofs 1 existence , and we shall
not trouble the reader with many questions respecting
cross-vaulting, and other modes of their combination
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§ vi. Now, it alvo happens, from its place mn buildings,
that the sectional roof over a narrow spacc will need to be
considered before we come to the cipanded roof over a
broad one Lor when a wall has been gathcered, as above
explamed, mto piers, that 1t may better bear vertical pressure,
1t 15 generally necessary that it should be expanded agam at
the top mto a contmuous wall before 1t carries the true roof
Arches or Iintels are, therefore, thrown from pier to per,
and a level preparation for carrying the real root 15 made
aboie them  After we have exammud the structure of
piers, therefore, we shall have to sec how lmtels or arches
are thrown from prer to pier, and the whole prepared for the
supermcumbent roof , this arrangement being unnersal
all good architecture prepared for vertical pressures and
we shall then examme the condition of the great roof
iself  And because the structure of the roof very often
mtroduces certan lateral pressures which have muth to do
with the placing of buttresses, 1t will be well to do all thrs
beforc we examine the nature of buttresses, and, therefore,
between parts (B) and (C) of the above plan, § 1 So now
we shall have to study  (.\) the construction of walls, (B)
that of prers, (C) that of Imtels or arches prepared for
roofing, (D) that of roots proper, and (k) that of
buttresses

yvir 3 Apertures —There must either be mtervaly be-
tween the piers, of which mtervals the character will be
determined by that of the piers themscelves, or else doors or
windows mn the walls proper .\nd, tespecting doors or
windows, we have to determme three things  first, the
proper shape of the entire aperture  secondly, the way m
which 1t 15 to be filled with valses or glass  and, thirdly, the
modes of protecting 1t on the outside, and fittmg apph-
ances of convenience to ity as porches or balcomes  And
this will be our division b, and 1t the reader will have the
patience to go through these s1x heads, which mclude every
posable fuature of protective architecture, and to con51dc r
the wimple necessities and fitnesses of each, T will answir
for 1t, he shall never confound good architecture with bai
amy more  For, as to architecture of position, a great payt
of 1t mvolves necessities of construction with which t
spectator cannot become generally acquainted, and of tl‘nv
comphance with which he 1 therefore never expected t
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judge,~—as m chimneys, hght-houses, &c and the other
forms of 1t are 0 closely connected with those of protective
architecture, that afew words m Chap NIX 1especting stan-
cases and towers, will contain all with which the reader need
be tioubled on the subject

CHAPTER IV
THE WALL BASE

§ 1 Our first business, then, 1s with Wall, and to find out
wheren lies the true ewcellence of the “ Wittiest Partition ”
For 1t 1s rather strange that, often as we speak of a “dead”
wall, and that with considerable disgust, we have not often,
since Snout’s time, heard of a hving one  But the common
epithet of opprobrium 1s justly bestowed, and marks a nght
feeling A wall has no business to be dead It ought to have
members 1n 1ts make, and purposes 1n 1ts existence, like an
organised creature, and to answer its ends 1 a living and
energetic way, and 1t 15 only when we do not choose to
put any strength nor otganisation into 1, that 1t offends us
by 1ts deadness  Every wall ought to be a “sweet and lovely
wall > I do not care about 1ts having cars, but, for instruc-
tion and e.hortation, I would often have 1t to “hold up
1ts fingers”  What 1ts nccessary members and excellences
dare, 1t 15 our present business to discoves

S 11 .\ wall has beun defined to be an even and umted
fence of wood, carth, stone, or metal  Metal fences, how-
evel, seldom, 1f ever, take the form of walls, but of railings |
and, like all other metal constructions, must be left out of
our present mmvestigation, as may be also walls composed
merely of light planks or laths for purposes of paitition or
enclosure. Substantial walls, whether of wood or earth (I use
the word earth as mncluding clay, baked or unbaked, and
stone), have, in thetr perfect form, three distinct members —
the Foundation, Body or Veil, and Cormice.

§ 1. The foundation 1s to the wall what the paw 15 to an
ammal. It1s a long foot, wider than the wall, on which the

VOL. I. E
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wall 1s to stand, and which keeps it from: scttlng nto the
ground It 15 most necessany that this great element of
security should be s1uble to the eve, and thaefore made a
part of the structure above ground  Somctimes, mdecd, 1t
becomes mmcorporated with the entire foundation of the
building, a vast table on which walls or pias arc alihe set

but even then, the eve, taught by the 1eason, wquires <ome
additional prcparation or foot for the wall, and the building
15 felt to be 1mpetfect without it "1his foundation we shall
call the Base of the wall

R 1v The body of the wall 15 of course the principal mass
of 1t, formcd of mud or clay, of biicks o1 stones, of logs or
hewn timbur, the condition of structure bumy, that it 15 of
equal thichness overvwhere, below and above It mav be
half a foot thick, or six feet thick, or fifty feet thick  but
if of equal thichness everywhere, 1t 15 still a wall proper
1f to 1ts fifty feet of proper thickness theie be added so much
as an mch of thickness m particular parts, that added thick
ness 1s to be considered as some form of butttess o per,
or other apphancc !

In perfcct architectme, howeser, the nalls wie gencally
kept of moderate thichness, and strengthened by piers or
buttresses and the pait of thc wall between these bung
generally intcnded only to secwie privacy, or keep out the
shighter forces of weather, may be propeily called a Wall
Vel I shall always use this word “Val’ to sigmfy the
even portion of a wall, 1t bemng more c\pressive thn the
term Body

§ v When the matenals with which this val 15 built are
very loose, ot of shapes which do not fit well toactha, 1t
sometimes becomes necessary, o1 at least adds to scunty,
to mtroducc courses of more sohid matcrial — Thus, biichs
alternate with rolled pebbles 1n the old walls of V ciona, and
hewn stones with brick 1n its Lombard churches A banded
structure, almost a stratification of the wall, 15 thus pro-
duced , and the courses of more solid maternal are sometimes
decorated with carving Even when the wall 15 not thus

1 Many walls are shghtly sloped or curved towards their tops, and
have bLuttresses added to them (that of the Queen’s Bench Prionisa
curious mnstance of the vertical buttress and 1nclined wall), but n all
such instances the slope of the wall 15 properly to be considered a
condhtion of incorporated buttiess.
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bandcd through sts whole height, it frequently becomes ex-
pedient to lay a course of ston, or at least of more carefully
chosen materials, at regular haghts , and such belts or bands
we may call String courses These are a hind ot epochs
m the wall's existence  something ke pertods ol 1est and
reflection m human hfe, belore cntering on a new cdreer
Or else, in the bhuilldmg, they correspond to the divisions
ol 1ts stotits withm, espress its mternal structure, and
mark off some portion of the ends of 1ts existence already
attamed

§ vi. I'mally, on the top of the wall some protection from
the weather 15 necessary, or some preparation for the recep-
tion of supermcumbent weight, called a coping, o1 Cormee
I shall use the word Cormuce for both, for, 1n fact, a copmg
1s a roof to the wall itself, and 15 carrted by a small cornice
as the roof of the building by a large one  In etther case,
the cornice, small or large, 15 the termmation of the wall’s
existence, the accomplishment of 1ts work  When 1t 1s meant
to carry some supermcumbent weight, the cornice may be
considered as ats hand, opened to carry something above its
head, as thc base was considered ats foot and the three
parts should grow out of cach other and form one whole,
Itke the root, stalk, and bell of a flower

These three parts we shall examime m succession, and,
first, the Dase

§ vir It may be sometimes 1n our power, and 1t 1s always
expedient, to prepare for the whole building some settled
foundation, level and firm, out of sight  But this has not
been done m some of the noblest builldings in existence It
cannot always be done perfectly, exeept at enormous expense ,
and, m reasonmyg upon the superstructure, we shall never
suppose 1t to be done  The mind of the spectator does not
_concene it, and he estimates the ments of the edifice on
ithe supposition of its bemng built upon the ground Even
if there be a vast table land of foundation elevated for the
whole of 1t, accessible by steps all around, as at Pisa, the
surface of this table 15 always conceived as capable of yiclding
somewhat to superimmcumbent weight, and generally 15 so,
and we shall base all our arguments on the widest possible
supposition, that 15 to say, that the building stands on a
surface either of earth, or, at all events, capable of yielding
1 some degree to 1ts weight
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§ viir. Now, let the reader simply ask himself how, on
such a surface, he would set about building a substantial
wall, that should be able to bear weight and to stand for
ages He would assuredls look about for the largest stones
he had at his disposal, and, rudely levellmg the ground,
he would lay these well together over a considerably luger
width than he required the wall to be, (suppose as at a,
Fig 1T), in order to equalise the pressure of the wall over
a large surface, and form 1ts foot On the top of these
he would perhaps lay a second tier of laige stones, 4, or
even the third, ¢
makimg the breadth ke II
somenw hat less cach
tume, so as to pre-
pare for the pres-
sure of the wall on o
the centre, and, d N
naturally or ncces-
sarlly, using some- ¢

what smaller stones - 7 T i
- |

g
T
77

above than below
(smce we supposed
him to look about i -
for the largest first), il
and cuttng them ¢ (ﬂl ="
more neatly s - -
third tier, 1f not his
second, will probably appear a sutficiently secure foundation
for finer work , for 1f the earth jyield at all, 1t will probably
yield pretty equally under the great mass of masonry now
knit together over 1t So he will prepare for the wall 1tself
at once by slopmg off the next tier of stones to the nght
diameter, as at 4 If there be any jonts in this tier within
the wall, he may perhaps, for further securnty, lay a binding
stone across them, ¢, and then begin the work of the wall
vell itself, whether in bricks or stones

5 1x I have supposed the preparation here to be for a
large wall, because such a preparation will give us the best
general type But 1t 1s evident that the essential features
of the arrangement are only two, that 1s to say, one tier
of massy work for foundation, suppose ¢, missing the first
two , and the receding tier or real foot of the wall, 4. The
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reader will find these members, though only of brick, n
most of the considerable and mdependent walls 1n the
suburbs of London

§ x It 15 cvideni, however, that the general type, Fig
II, will be subject to many diffuent modifications 1
different circumstances Sometimes  the ledges of the
tiers @ and & may be of greater width, and when the
building 15 m a secure place, and of finished masonry,
these may be sloped off also hike the mam foot 4 In
Venetian buildings these lower ledges are exposed to the
sea, and thercfore left rough hewn, but i fine work and
In mmportant positions the lower ledges may be bevelled
and decorated hike the upper, o1 another added above &,
and all these paits may be in different proportions, accord-
mng to the disposition of the bulding above them  But we
have nothing to do with any of these varations at present,
they beng all more or less dependent upon decoratnve
considerations, except only one ot very great importance,
that 15 to say, the widening of the lower ledge mto a stone
seat, which may be often done in butlldings of gieat size with
most beautiful cffect 1t looks kind and hospitable, and
presenves the work above fiom violence  In St Mark’s
at Venice, which 15 a <cmall and low church, and nceding
no great foundation for the wall vals of 1it, we find only
the three members, 4, ¢, and 4 Of these the first rises
about a foot above the pavement of St Marks Place, and
forms an elevated dais m some of the recesses of the porches,
chequered red and white, ¢ forms a scat which follows the
line of the walls, while 1ts basic character 15 marked by
its also carrying certam shafts with which we have here no
concern, & 15 of white marble, and all aie enriched and
dceorated 1n the simplest and most perfect manner possible,
as we shall see in Chap XXV And thus much may senve
to fix the type of wall bases, a type oftcner followed m
real practice than any other we shall hereafter be enabled
to determine for wall bases of necessity must be solidly
built, and the architect 1s therefore driven into the adoption
of the night form, or if he deviate from 1t, 1t 15 generally in
meeting some necessity of peculiar circumstances, as n
obtaming cellars and underground room, or m preparing
for some grand features or particular parts of the wall, or
in some mistaken 1dea of decoration,~—nto which errors
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we had better not pursue him until we understand some-
thing more of the rest of the building: let us thercfure
proceed to consider the wall veil.

CHAPTER V
THE WALL VCIL

§ 1. THE summer of the year 1849 was spent by the
writer 1n researches little bearing upon his present ~ubject,
and connected chiefly with proposed illustrations of the
mountamn forms in the works of J M W Tumer Buat
there are sometimes more valuable lessons to be learned
n the school of nature than n that of Vitrunius, and a
fragment of building among the Alps 15 singularly 1llustratnve
of the chief feature which I have at present to devclope
a5 necessary to the pirfection of the wall vel

It 1s a fragment of some size, a group of brokin walls,
one of them overhanging, crowned with a cormice nodrding
some hundrcd and fifty feet over 1ts massy flank, three
thousand abovc 1ts glauer base, and fourteen thounsand
above the sca,—a wall truly of some majesty, at once the
most precipitous and the strongest mass m the wholc chan
of the Alps, the Mont Cervin

§ u It has been falsdly represented as a peak or tower
It 15 a vast ridged promontory, connccted at its western
root with the Dent d Enn, and Ifung 1t-elf hke a rcanng
horse with 1ts face to the cast A\l the way along the flank
of 1t, for half a day s journey on the Zmutt glacir, the
grim black turraces of 1ts foundations range almost without
a break; and thc clouds, when thar days work 15 done,
and they are weary, lay themselves down on those foundation
steps, and rest till dawn, each with his leagues of grey
mantle stretched along the gnsly ledge, and the cornice of
the mighty wall gleammg n the moonhght, three thousand
feet above

§ 11 The eastern face of the promontory 1s hewn down,
as 1f by the single sweep of a sword, from the crest of it
to the base, hewn concave and smooth, like the hollow of
a wave - on each flank of it there 1s set a2 buttress, both of



The Wall Vel 53

about equal height, their heads sloped out from the man
wall about seven hundred feet below 1ts summit  That on
the north 15 the most mmportant, 1t 15 as shaip as the
frontal angle of a bastion, and sloped sheer away to the
north-east, thiowing out spur beyond spur, unul it taminates
n a long low curve of russct preapice, at whose foot a
great bay of the glauier of the Col de Cervin lies as level
as a lake This spur 15 onc of the few pomts from which
the mass of the Mont Curvin 1s m anywise approachable.
It 15 a continuation of the masomy of the mountain itself]
and affords us the means of examining the character of ats
maternials

§ 1v Few architects would bike to bwld with them  The
slope of the 1ocks to the north-west 15 covered two fect
deep with their ruins, a mass ot loose and slaty shale of
a dull brickred colour, which yiclds bencath the foot hike
ashes, so that, m running down, you step one yard, and shde
three  The rock 1s indeed hard beneath, but sull disposed
in thin courses of these cloven shales, so finely Iaid that
they loock m places morc Iilke a heap of crushed autumn
ledves than a rock, and the fust sensation is one of unmiti-
gated surprise, as 1t the mountain were uphedd by miracle,
but surprise becomes mote intelhgent 1averence for the great
builder, when we find, mm the middle of the mass of these
dead leaves, a coumse of Ining rock, of quartz as white
as the snow that cncircles 1t, and harder than a bed of steel

§ v It 1sone only of a thousand ron bands that knit
the strength of the mighty mountain - Through the buttress
and the wall alike, the courses of 1ts yvaried masonry are
secn 1 their successive order, smooth and tiue as if lad
by hne and plummet,? but of thickness and strength con-
tinually varying, and with silver cotnices ghittenng along the
edge of each, laid by the snowy winds and carved by the
sunshine,—stainless ornaments of the eternal temple, by
which “neither the hammer nor the axe, nor any tool,
was heard while 1t was in building ”

§ v1. I do not, however, bring this forward as an instance
of any universal law of natural building, there are sohd as
well as coursed masses of precipice, but 1t 15 somewhat
curious that the most noble chff m Europe, which this

1 On the eastern side violently contorted on the northern and
western.
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castern front of the Ccrvin 15, 1 beheve, without dispute,
should be to us un example of the utmost possible stabality
of preupitousncss attained with materials of mmperfect and
variable character  and, what s more, there are very few
chffs which do not display  alternations between compact
and frnable condinons of thar matenal, marked m thar
contours by bevelled slopes when the bricks are soft, and
vertical steps when they are harder  .And, although we are
not hence to conclude that 1t 15 well to mtroduce courses
of bad matcrials when we can get perfect materal 1 believe
we may conclude with great cortamty that it 15 hetter and
caster 1o strengthen o wall necessartly of imperfect substance,
as of brick. by mrroducing carefully laid courses of stone,
than by adding to 1ty thickness, and the first impression
we recuive from the unbroken aspeet of a wall vell unless
it be of hewn stonc throughout, 15 that 1t must be both
thicker and wcaker than it would have been had it been
properly coursed  The decorative reasons for adopting the
coursed arrangement, which we shall notice herealter, are
so weighty, that they would alone be almost sutficent to
enforce 1t, and the constructive ones will apply unnersalh,
except i the rare cases 11 which the chowe of perfcet or
mmperfect maternial s entirdly open to us, or wheie the
general system of the decoration of the bullding requires
absolute umty mn 1t surface

y v As regards the arrangement of the mtermediate
parts themselves, 1t 15 regulated by certain conditions of
bonding and fitting the stones or bricks, which the reader
need hardly be troubled to consider, and which I wish that
bricklayers themselves were always honest c¢nough o ob-
serve  But I hardly hknow whether to note under the head
of esthetic or constructive law, this unportant principle,
that masonry is always bad which appears to have anested
the attention of the architect more than absolute conditions
of strength require. Nothung 1s more contemptible m any
work than an appearance of the shghtest desire on the part
of the huilder to direct atfenfion to the way its stones are
put together, or of any trouble taken either to show or to
conceal 1t more than was rigidly necessary 1t may some-
times, on the onc hand, be necessary to conceal 1t as far
as may be, by declicate and close fitting, when the jonts
would interfere with lines of sculpture or of mouldings , and
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it may often, on the other hand, be dclightful to show 1t
as it 1s dehightful m places to show the anatomy even of the
most delicate human frame  but séudionsiy to conceal it 15
the error of sulgar pamters, who dre afrard to show that
their figures have bones  and studiously to display it 15 the
error of the base pupils of Michacl Angelo, who turncd
heroes’ hmbs nto surgeons’ digrams,—but with less excuse
than themrs, for there 1s less mterest m the anatomy dis-
played  Exhibited masonry is 1 most vases the expedient
of architects who do not know how to fill up blank spaces.
and many a building, which would have heen decent enough
if let alone, has been scrawled over with straght lines, as m
Fig III, on enactly the same principles, and with just the
same amount of mntelh-

gence as a boys m b TH

scraw ling his copy-book

when he cannot wrnte | I I ]
The device was thought f 1 1 I |1
mngenious at one period | I A
of architectural history , | | | | |

St Paul’sand Whitehall T T ] ] {
are covered with 1t, and T 1 T 1
it 15 m this I imagme

that some of our modern | |l
architects suppose the } I 1 ] ]
great ment of those

buildings to conast  ‘lhere i, however, no excuse for
errors n disposition of masonry, for there 15 but one law
upon the subject, and that casily comphed with, to avoid
all affectation and all unnccessary expense, cither m show-
ing or concealmg  Every one knows a buildmg 15 built of
separate stones , nobody will ever objcct to seeing that 1t 18
so, but nobody wants to count them  The divisions of a
church are much like the divisions of a sermon, they are
always right, so long as they are necessary to edification, and
always wrong when they are thrust upon the attention as
divisions only There may be neatness in carving when
there 1s nchness in feasting, but I have heard many a dis-
course, and seen many a church wall, m which 1t was all
carving and no meat
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CHAPTER VI
THE WALL CORNICE

§ 1. WE have lastly to consider the close of the wall’s
existence, or 1ts cornice It was above stated, that a cornice
has one of two offices 1f the wall have nothing to carry, the
cornice 1s 1ts roof, and defends 1t from the weather, if there
15 weight to be carried above the wall, the cornice 1s 1ts hand
and 1s expanded to carry the said weight.

There are sevcial ways of roofing or protecting mde-
pendent walls, according to the mecans nearest at hand
sometimes the wall has o true roof all to itself, sometimes
1t termmates m a small gabled ndge, made of bricks sct
slanting, as constantly m the suburbs of London, or of
hewn stone, m stronger work or m a smgle slopmg face,
mchned to the outside  We need not trouble oursclyes at
present about these small roofings, which are merely the
diminutions of large ones, but we must examine the 1m-
portant and constant member of the wall structure, which
prepares 1t either for these small roofs or for weights above,
and 15 1ts true cornice

Y1t The rcader will, perhaps, as herctofore, be kind
enough to think for himself, how, having carmed up his
wall veil as ligh as 1t may be needed, he will set about
protecting 1t fiom weather, or preparing it for weight  Let
him 1magine the top of the unfimshed wall, as it would
be seen from aboyve, with all the joints, perhaps uncemented,
or mmperfectly filled up with cement, open to the sky ; and
small broken materials filling gaps between large ones, and
leaving cavities ready for the ram to soak mto, and loosen
and dissolve the cement, and split, as 1t froze, the whole
to pleces I am much mistaken if his first 1impulse would
not bhe to take a great flat stone and lay 1t on the top, or
rather a series of such, side by side, projecting well over the
edge of the wall veil. If, also, he proposed to lay a weight
(as, for mstance, the end of a beam) on the wall, he would
feel at once that the pressure of this beam on, or rather
among, the small stones of the wall veil, mght very possibly
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dislodge or disarrange some of them, and the first impulse
vwould be, m this case, alvo to lay a large flat stonc on the
top of all to recenc the beam, o1 any other weight, and
distribute 1t equally among the small stones below, as at
a, Fig 1V

§ur We mast therefure have ow flat stone m ather
case, and let 4, Ing IV, be the scetion
or side of 1t, as 1t 15 oot acrnss the wall Hie IV
Now, evidently, 1if by amy chance this
weight happen to be thrown more on
the edges of this stone than the centre,
there will be a chance of these edges
breaking off Had we not bettcr, there-
fore, put another stone, sloped off o
the wall, beneath the projccting one, as
at ¢ But now our cornice looks some-
what too heavy for the wall, and as the
upper stone 1s evidently of necdless
thickness, we will thin it ~sonwwhat, and
we have the form ¢ Now obsunve
the lower or bevelled stone here at &
corresponds to 4 1 the base (g 11,
page so0) That was the foot of the
wall, this 15 1ts hund  And the top
stone here, which 15 o constant niember
of cornices, corresponds 1o the under
stonc ¢, n g IT, winch 15 a constant
member of bases  The 1cader has no
1dea at piesent of the cnormous mmportance of these
members, but as we shall have to refer to them per-
petually, I must ask him to compare tham, and fix their
relations well in s mind  and, for comamence, T shall
call the hevdlled or <lopmg stone, X, and the upnight
edged stone, Y, The reader may remember casily which
15 which, for X 15 an mtersection of two slopes, and may
therefore properly mean either of the two slopmg stones,
and Y 1s a figure with a perpendicular hine and two slopes,
and may therefore fitly stand for the upright stone m
relation to each of the slopmg ones. and as we shall have
to say much more about cormces than about bhases. let
X and V stand for the stones of the comice, and Xb and
Yb for those of the base, when distinction 15 needed
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§ iv. Now the form at 4, Fig IV, 1s the great root and
primal type of all cornices whatsoever. In order to sec
what forms may be developed from 1t, let us take its
profile a lttle larger—a, Ing V, with X and Y duly
marhed Now this form, bemg the root of all comices,
may either have to finish the wall and so keep off 1am,
or, as so often stated, to carry weight If the former, 1t1s
evident that, in its present profile, the ram will run back
down the slope of X; and if the latter, that the sharp
angle or edge of X, at %4 may be a little too weak for 1ts
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work, and run a chance of giving way To avoid the
evil m the first case, suppose we hollow the slope of X
mwards, as at &, and to avoid 1t in the second case,
suppose we strengthen X by letting 1t bulge outwards, as at ¢

yv These (¢ and ¢) are the profiles of two vast families
of cornices, springing from the same root, which, with a
third ansing from thewr combination (owmng 1its ongin to
wsthetic considerations, and inclining sometimes to the
one, sometines to the other), have been employed, each
on 1ts third part of the architecture of the whole world
throughout all ages, and must continue to be so employed
through such time as 1s yet to come. We do not at present
speak of the third or combined group; but the relation of
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the two mamn branches to cach other, and to the Imc of
origin, 15 gihven at ¢, g V., where the dotted hines are the
representatives of the two famihies, and the straght Ime
of the root The slope of this right line, as well as the
nature of the curves, hure drawn as segments of cndes,
we leave undetermmed  the slope, as well as the proportion
of the depths of X and Y to cach other, vary according to
the weight to be carnied, the stiungth of the stone, the swze
of the cornice, and a thousand other acadents, and the
nature of the curves accordmy to wmsthetic laws It 15
m these mnfinite fields that the mvention of the architect
1s permutted to expatiate, but not m the altcration of
primitive forms

§vi But to procced It will doubtless appear to the
reader, that, cven allowmg for some of these permissible
vanations m the cune or slope of X, neither the form
at 4, nor any approammation to that form, would be
sufficiently undercut to keep the ramn from running back
upon 1t This 15 true, but we have to consider that the
cornice, as the close of the walls hife, 15 of all 1ts features
that which 15 best fitted for honour and ornament It has
been estcemed so by almost all builders, and has been
lavishly decorated m modes hereafter to he considered
But it 15 evident that, as 1t 15 hugh abovc the eye, the
fittest placc to recene the decoration 1s the slope ot X,
which 15 mmdmcd towards the spectator, and i we cut
away or hollow out this slope more than we have done at 4,
all decoration will be Ind in the shadow 1f] therefore,
the climate be fine, and ramn of long contmuance not to
be dreaded, we shall not hollow the stone X farther,
adopting the curve at 4 mercly as the most protective m
our power But if the chimate be one m which ram 1
frequent and dangerous, as m alternations with frost, we
may be compelled to consider the cornice 1 a character
distinctly protective, and to hollow out X farther, so as
to enable 1t thoroughly to accomplish its purpose A\
cormice thus treated loses its character as the crown or
honour of the wall, takes the office of its protector, and 1s
called 2 DripSTONE ~ The dripstone 1s naturally the attribute
of Northern buildings, and therefore especially of Gothic
architecture , the true cormce 15 the attribute of Southern
buildings, and therefore of Greek and Itahan architecture :
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and 1t 15*one of their peculiar beauties, and eminent features
of supenonty

§yvir Befoie passig to the drpstone, however, let us
examine a little farther into the nature of the true cornicc
We cannot, mdeed, render cither of the forms 4 o o
Fig V, perfecth protectne from ram, but we can hdlp
them a little in therr duty by a shght advance of their upper
ledge This, with the form 4, we can best manage by
cutting off the sharp upper pomt of 1ts curve, which 1s
evidently weak and uscless, and we shall have the form f
By a shght advance of the upper stone ¢, we shall have the
parallel form ¢

These two cornices, / and g are charactestic of early
Bysanune work, and arc found on all the most lovely
examples of it m Vemee  The type @15 rarer, but occurs pure
iz the most exquisite piece of composition m \ enice—the
northern portico of St Mark’s , and will be grven in due time

§vir Now the reader has doubtless noticed that these
forms of cormice result, fiom considerations of fitness and
necessity, far more ncathh and decsively than the forms
of the base, which we leit only very generally determmed
The reason 15, that there are many ways of huildmng
foundations, and many good ways, dependent upon the
pecuhar accidents of the ground and nature of accessible
materials  There 1s also room to spare m width, and a
chance of a part of the arrangement bemg concealed by the
ground, so as to modify height  But we have no room
to sparc m width on the top of a wall, and all that we do
must be thoroughly visible, and we can but have to deal
with bricks or stones of a certan degree of fineness, and
not with mere gravel, or sand, or clay,—s0 that as the
conditions are limited, the forms become determmed , and
our steps will be more dear and certamn the farther we
advance The sources of a river are usually half lost among
moss and pebbles, and its first movements doubtful m
direction , but, as the current gathers force, 1ts banks are
determuned, and its branches are numbered

§1x So far of the true cornice we have still to determine
the form of the drnipstone

We go back to our pnmal type or root of cormice,  of
Fig V. We take this at ¢ m Fig VI, and we are to
consider 1t entirely as a protection agamnst rain.  Now
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the only way m which the ram can be kept from running
back on the slope of X 15 by a bold hollowng out ot 1t
upwards, & But clearly, by thus domyg, we shall so weaken
the projecting part of 1t that the least shock would break it
at the neck, ¢, we must thercfore cut the whole out of one
stong, which will give us the foom & ‘That the water nmay
not lodge on the upper ledge of this, we had better round
1t off, and 1t will better protect the jont at the bottom of
the slope if we let the stone project over 1t 1 a roll, cutting
the recess deeper above  These two changes are made
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me e1s the type of dnpstones, the projecting part beng,
however, more or less rounded mto an approuimation to
the shapc of a falcon’s heak, and often 1eachmg 1t com-
pletely  But the essential part of the arrangement 1s the
up and under cutting ot the curve  Wherever we find this,
we are surce that the chimate 1s wet, or that the builders
have been dred 1n a wet country, and that the rest of
the building will be prepared for rough weather The up-
cutting of the curve 15 somctunes all the distinction between
the mouldings of far-distant countries and utterly stiange
nations

Fig VII represents a moulding with Fie VI
an outer and inner curve, the latter ——
undercut  Take the outer line, and
this moulding 1s one constant 1n Venice,
1 architecture traceable to Arabian types,
and chiefly to the early mosques of
Cairo  But take the mner lne, 1t 1s a
dripstone at Salisbury In that narrow
mterval between the curves there 1s,
when we read 1t rightly, an expression
of another and mghtier curve,—the
orbed sweep of the earth and sea, between the desert of the



62 The Stones of Venice

Pyramids, and the green and level fields through which
the clear streams of Sarum wind so slowly
And o delicate 15 the test, that though pure cornices are
often found n the North,—borrowed from classical models,
—s0 surely as we find a true dnpstone moulding 1 the
South, the mnfluence of Noithern builders has been at work,
and this will be one of the principal ¢vidences which I shall
use 1n detecting Lombard influence on Arab work, for the
true Byzantine and Arab mouldings are all open to the sky
and bght, but the Lombards brought with them from the
North the fearof
Fic VII ram, and m all

the Lombardic

Gothic we 1n-

stantly recognise

the shadowy
a & c d

dripstone a,
Fig VIII, 1
from a noble
fragment at

Milan, m the

Piazza der Mer-

canti, &, from

the Broletto of
e S g k

Como Com-
pare them with
¢ and 4, both from Salsbury, ¢ and f from Lisicuy,
Normandy, g and % from Wenlock Abbey, Shropshire
$ X The reader 15 now master of all that he need know
about the construction of the general wall cornice, fitted
either to become a crown of the wall, or to carry weight
above If, however, the weight above become consider-
able, 1t may be necessary to support the cornice at intervals
with brackets, especially if 1t be required to project far, as
well as to carry weight , as, for mstance, 1f there be a gallery
on top of the wall  This kind of bLracket-cornice, deep or
shallow, forms a scparate family, essentially connected with
roofs and galleries, for if there be no supermcumbent
weight, 1t 15 evidently absurd to put brackets to a plamn
cornice or dripstone (though this 15 sometimes done 1n
carrying out a style) , so that, as soon as we sce a bracket
put to a cormice, 1t implies, or should mmply, that there 15
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a roof or gallery above 1t Hence this family of cornices
I shall consider m connection with roofing, calling them
“roof cornices,” while what we have hitherto exammned are
proper “wall cormices ” - The roof cornice and parapet are
thercfore ticated m division 1)

We are not, honwaver, as yet nearly ready for our roof
We have only obtammed that which was to be the object of
our first division (.\), we have got, that 1s to say, a general
idea of a wall and of the three essential parts of a wall;
and we have next, 1t will be remembered, to get an 1dea of
a pier and the essential parts of a pier, which were to be
the subjects of our sccond division (B).

CHAPTER VII
THE PIER BASE

§1 IN § 11 of Chap III 1t was stated that when a wall
had to sustain an addition of vertical pressure, it was first
fitted to sustam 1t by some addition to 1ts own thickness;
but 1f the pressure became very great, by being gathered up
mto PiErs

I must first make the reader understand what I mean
by a wall's buing gathered up  Take a piece of tolerably
thick drawmmg-papct. or thin Btistol board, five or a1 mches
squarc  Set 1t on 1ts cdge on the table, and put a small
octayo book on the edge or top of it, and 1t will bend
mstantly  ‘Tear 1t mto fowr strips all across, and roll up
each stup tightly  Sct these rolls on end on the table, and
they will carry the small octavo perfectly well  Now the
thickness or substance of the paper employed to carry the
weight 1s exactly the same as 1t was before, only 1t 15 differ-
ently arranged, that 1s to say, “gathered up ”1 If therefore
a wall be gathcred up like the Bristol board, 1t will bear

1 The experiment 1s not quite fair 1n this rude fashion ; for the small
rolls owe therr increase of strength much more to therr tubula form
than therr aggregation of material, but 1f the paper be cut up nto small
strips, and tied together firmly mn three or four compact bundles, 1t will
eahibit increase of strength” enough to show the punciple  Vide,
however, Appendin 16 *‘Strength of Shafts ”

VOL. 1. P
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greater weight than 1t would if 1t 1emained a wall verl, The
sticks mto which you gather 1t are called Prers. A prer 1s
a coagulated wall

§ 11 Now jou cannot quitc treat the wall as jou did the
Bristol board, and twist it up at once, but let us see how
you can treat it Let 3, 11 IN, be the plan of 2 wall
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which you have made inconveniently and expensively thick,
and which still appears to be shightly too weak for what 1t
must carry divide 1t, as at B, into equal spaces, a, §, @, §,
&c Cut out a thm slice of 1t at every a on each 51de, and
put the shces you cut out on at every & on each side, and
you will have the plan at B, with exactly the same quantity
of bricks But your wall 1s now so much concentrated,
that, of 1t was only shghtly too weak before, it will be
stronger now than 1t need be, so you may spare some
of your space as well as your bricks by cutting off the
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comers of the thicker parts, as suppose ¢ 4 ¢, ¢ at ¢ and
you have now a scrics of square prers connected by a wall
veal, which, on less space and with less materials, will do the
work of the wall at a perfectly well

§ mr I do not say Aow smuck may he cut anway m the
corners ¢, 6,—that 15 a mathematical question with which we
need not trouble ourselves  all that we need know 1, that
out of every shce we take from the “45” and put on at the
“g@’s,” we may keep a certam percentage of 1oom and
bricks, until, supposing that we do not want the wall veil
for its own sake, this latter 15 thinned entirely away, like
the gndle of the Lady of \\venel, and finally breaks, and we
have nothing but a row of square picrs, D

§ v But have we yct arrived at the form which will
spare most room, and use fewest materials?  No, and to
get farther we must apply the general principle to our wall,
which 15 equally true in morals and mathematics, that the
strength of matcrials, or of men, or of minds, 15 always most
available when it 15 applied as closely as possible to a smgle
point

Let the pomt to which we wish the strength of our square
piers to be applied, be chosen  Then we shall of course
put them directly under it, and the pomt will be 1n theirr
centre  Dut now some of their materials are not so near or
close to this pomnt as others  Those at the corners are
farther off than the rest

Now, if every particle of the pier be brought as near as
possible to the centre of it, the form it assumes 1s the
crcle

The crrcle must be, therefore, the best possible form
of plan for a picr, from the beginming of time to the end
of it .\ arcular pier 1s called a pillar or column, and all
good architecture adapted to vertical support 15 made up
of pillars, has always been so, and must ever be so, as long
as the laws of the universe hold

The final condition 1s represented at E, 1n 1ts relation to
that at ». It will be observed that though each circle
projects a little beyond the side of the square out of
which 1t 15 formed, the space cut off at the angles 1s greater
than that added at the sides, for, having our matenals 1n a
more concentrated arrangement, we can afford to part with
some of them 1n this last transformation, as in all the rest.
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§ v And now, what have the base and the cornice of the
wall been doing while we have been cutting the vail to
pleces and gathering 1t together

The base 1s also cut to pieces, gathered together, and
becomes the base of the column

The cornice 15 cut to pieces, gathered together, and be-
comes the capital of the column Do not be alarmed at
the new word, 1t does not mean a new thing, a capital
1s only the cormce of a column, and you may, if you like,
call a cornice the capital of a wall

We have now, therefore, to enxamine these three con-
centrated forms of the base, veil, and cormce. first, the
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concentrated base, still called the BASE of the column , then
the concentrated veil, called the SHAFT of the column , then
the concentrated cornice, called the CapiTaL of the column

And first the Base —

§ vi. Look back to the man type, Fig II, page 50, and
apply 1ts profiles in due proportion to the feet of the
pillars at E m Fig IX If each step in Fig II. were
gathered accurately, the projection of the entire circular
base would be less m proportion to its height than 1t 15 1
Tig 1I , but the approximation to the result m Fig X. 15
quitc accurate enough for our purposes (I pray the reader
to observe that I have not made the smallest change,
except this necessary expression of a reduction n diameter,
m Fig. IT as it 1s applied n Fig X, only T have not drawn
the jomts of the stones because these would confuse the



The Pier Base 67

outlines of the bases, and I have not represented the
rounding of the shafts, because 1t does not bear at
present on the argument) Now 1t would hardly be
convenient, 1f we had to pass between the pillars, to have
to squeeze ourselves through one of those angular gaps or
bréches de Roland m Ing X Our first 1impulse would be
to cut them open, but we cannot do this, or our prers are
unsafe We have but one other resource, to fill them up
untll we have a floor wide enough to let us pass easily

this we may perhaps obtain at the first ledge, we are nearly,
sure to get 1t at the second, and we may then obtain access
to the raised interval, either by raising the earth over the

Fic XI
r [l = o~ g
S = =

lower courses of foundation, or by steps round the entire
building

Fig XI 15 the arrangement of Fig X so treated

§ vir, But suppose the pillars are so vast that the lowest
chink in Fig X would be quite wide enough to let us pass
through 1t  Is there then any reason for fillmg 1t up?
Yes It will be remembered that 1n Cl'a’p IV, —§: {11 the
chief reason for the wide foundation of ‘the wall Was stated
to be “that 1t might equalise 1ts pressutg over a large sur-
face,” but when the foundation 1s cut g pieces a> m
Fig X, the pressure 1s thrown on a successiC narrowed
and detached spaces of that surface If the ground 1s n
some places more disposed to yield than mn others, the prers
in those places will sink more than the rest, and this distor-
tion of the system will be probably of more importance m
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pillars than m a wall, because the adjustment of the weight
above 1s more delicate, we thus actually want the zpesght
of the stones between the pillars, in order that the whole
foundation majy be bonded mnto one, and snk together if
1t sink at all and the more massy the pillats, the more we
shall need to fill the mtervals of their foundations  In the
best foom of Greck architecture, the mtetsals aic filled up
to the root of the shaft, and the columns have no nde-
pendent base, they stand on the even floor of ther
foundation

§ viiL Such a structure 1s not only admissible, but, when
the column 15 of great thickness in proportion to its height,
and the sufficient firmness, either of the ground ot prepared
floor, 1s evident, 1t 1s the best of all, having a strange
digmity m ats excessive simplieity It 1o, o1 ought to be,
connected 1 our nmynds with the deep meaning of primeval
memonal  ““.And Jacob took the stone that he had put for
his pillow, and sct it up for a pillar.” I do not funcy that
he put a base for 1t first  If you try to put a base to the
rock-piers of Stonchenge, you will hardly find them m-
proved, and two of the most perfect burldmgs m the world,
the Parthenon and Ducal Palace of Venwe, have no bases
to therr pillars  the latter has them, indeed, to 1ts upper
arcade shafts, and had once, 1t 15 said, a contmuous raised
base for its lower ones but successne devations of St
Mark’s Placc have covercd this base, and parts of the
shafts themselves, with an mundation of paving stoncs, and
yet the building 15, I doubt not, as grand as ever  Finally,
the two most noble pillars m Venice, those brought from
Acre, stand on the smooth marble surface of the Piazzetta,
with no mdependent bases whatever  They are rather
broken away beneath, so that you mav look under parts
of them, and stand (not quite crect, but leaning somew hat)
safc by their own massy weight Nor could any bases
possibly be devised that would not spoil them

§1X But 1t 15 otherwise if the pillar be so slender as to
look doubtfully balanced. It would indeed stand quite
as safcly without an independent base as 1t would with one
(at lcast, unless the base be mn the form of a socket)
But 1t will not appear so safe to the eye. And here, for
the first time, I have to express and apply a principle,
which I believe the rcader will at once grant,—that features
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necessary to express security to the mmagination, are often as
essential paits of good architecture as those required for
security 1tself It was said that the wall base was the foot
or paw of the wall  Esactly m the same way, and with
clearer analogy, the pier base 1s the foot or paw of the pier
Let us, then, take a hint from nature A foot has two
offices, to bear up, and to hold firm  As far as 1t has to
bear up, 1t 15 uncloven, with shght projection,~—look at an
elephant’s (the Doric base of ammality), ! but as far as 1t
has to hold firm, it 15 dinided and clawed, with wide pro-
jections,—look at an cagle™

§ x Nowobserse In proportion to the massiness of the
column, we require its foot to cypress merely the power
of bearing up, mn fact, 1t can do without a foot, ike the
Squire in Chevy Chase, 1f the giound only be hard enough.
But 1f the column be slendu, and look as if 1t might lose
its balance, we require 1t to lovk as 1f 1t had hold of the
ground, or the ground hold of 1t, 1t does not matter which,
—some expression of daw, prop, or socket  Now let us go
back to Ing XI, and take up one of the bases there, i the
state m which we left it We may leave out the two lower
steps (with which we have nothing more to do, as they
have become the united floor or foundauon of the whole),
and, for the sake of gicater cleainess, I shall not draw the
bricks 1n the shaft, nor the flat stone which carres them,
though the readcr 15 to suppose them remanmg as drawn
m g XI ., but I shall only draw the shatt and 1its two
essential members of base, Xb and Yb, as explamed at
P 57, «bove and now, cypressing the roundmyg of these
members on a somewhat larger scale, we have the profile g,
Thg XII, 4, the purspectine appearance of such a base
seen from aboive, and ¢, the plan of it

§ x1 Now I am quite sute the reader 15 not satisfied of
the stability of this form as 1t 1s seen at 4, nor would he
ever be so with the main contour of a cwcular base
Observe, we have taken some trouble to reduce the
member Yb into this round form, and all that we have
gamed by so domg, 15 this unsatisfactory and unstable
look of the base, of which the chief reason 1s, that a circle,
unless enclosed by right lines, has never an appearance of

1 Appendin 17 ¢ Answer to Mr Garbett ”
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fixture, or dcfimte plice,l—we suspect it of motion, like an
orb of heaven, and the sccond 1, that the whole base,
considered 1 the foot of the shift, his no j1wsp nor
hold 1t 1s a clubioot, and looks too blunt for the limb,
—it wants at lc st cxpansion, 1f not division

§ a1 Suppost, then, mstead of tiking so much tiouble

Tic \II

with the mumber Vb, we save time and labour, and leave 1t
a squirc block Xb must, however, evidently follow the
pillir, a5 1ts condition 15 that 1t slope to the very basc of the
wall val, and of whatever the wall veill becomes So the
corners of Yb will project bevond the circle of Xb, and we
shall havc (Fig XII) the profile , the perspective appear-

! Yet more so than any other figme enclosed by a curved hme for

the circle, 1n 1ts relntions to its own centre,1s the curve of greatest
stabihty ~ Compare § xX. of Chap X X.
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ance ¢, and the plan # I am quite sure the reader likes
¢ much better than he did & The circle 15 now placed, and
we are not afraid of its rolling away  The foot has greater
expansion, and we have saved labour beades, with httle
loss of space, for the mnterval between the hases 15 just as
great as it was before,—we have only filled up the corners
of the squares

But 15 1t not possible to mend the form still farther?
There 15 surely still an appuarance of separation between
Xb and Yb, as if the onc might ship off the other  The foot
15 expanded enough , but 1t needs some expression of grasp
as well It hasnotoes Suppose we were to put a spur or
prop to Xb at each corner, <o as to hold 1t fast 1n the centre
of Yb  We will do this m the simplest possible form We
will have the spur, or small buttress, sloping straight from
the corner of Yb up to the top of Xb, and, as scen from
above, of the shape of a tnangle Applying such spurs in
Fig XII, we have the diagonal profile at g, the perspective
/%, and the plan z

§ xmr I am quite surc the reader likes this last base
the best, and feels as if 1t were the firmest But he must
carefully distingmish between this feeling or imagmation of
the eye, and the real stability of the structure  That this
real stability has heen slightly mcrcased by the changes
between 4 and /4, m Fig XII, 15 true There 15 mn the
base 2 somewhat less chance of accidental dislocation, and
somewhat greater sohidity and weight  But this very ohght
gain of security 15 of no mmportance whatever when com-
pared with the general requirements of the structure  The
pillar must be pesfectly secure, and more than secure, with
the base &, or the building will be unsafe, whatever other
base you put to the pillar  The changes are made, not
for the sake of the almost mappreciable merease of secunty
they involve, but m order to convince the eye of the rcal
security which the base & appears to compromise This s
especially the case with regard to the props or spurs, which
are absolutely useless 1n reality, but are of the highest
umportance as an expression of safety  And this will farther
appear when we observe that they have been above quite
arbitrantly supposed to be of a tnangular form  Why
trangular? Why should not the spur be made wider and
stronger, so as to occupy the whole width of the angle of
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the square, and to become a complcte expansion of Xb to
the edge of the square? Simply because, whatever its width,
1t has, m reality, no supporting power whatever, and the
expresston of support 1s greatest where 1t assumes a form
approximating to that of the spur o1 claw of an animal We
shall, however, find hereafter, that 1t ought mdecd to be
much wider than 1t 1s m Fig XII, where 1t 15 narrowed
1n order to make 1ts structure clearly mtelhigible,

§ xav If the reader chooses to consider this spur as an
esthetic feature altogether, he 15 at hberty to do so, and to
transfer what we have here said of it to the begmning of
Chap XXV I thmnk that 1ts true place 15 here, as an
expresston of safety, and not a means of beauty , but I will
assume only, as established, the form ¢ of Ing XII, which
1s absolutely, as a construction, casier, stronger, and more
perfect than 4 A word or two now of its matenals The
wall base, it will be remembered, was bult of stones
more neatly cut as they were higher in place. and the
members, Y and X, of the prer base, were the highest
members of the wall base gathered DBut, exactly i pro-
portion to thrs gathering or concentration 1 form, should,
if possible, be the gathering or concentration of substance.
For, as the whole weight of the building 15 now to rest upon
few and hnmuted spacces, 1t 1s of the greater importance
that 1t should be there recenned by solid masonry  Xb
and Yb are thercfore, 1f possible, to be each of a single
stone, or, when the shaft 15 small, both cut out of one
block, and espcually if spurs are to be added to Xb  The
reader must not be angry with me for stating things so
self-evident, for these are all necessary steps m a chamn of
argument which I must not break  Even this change from
detached stones to a smgle block 15 not without significance,
for 1t 15 part of the real service and value of the member
Yb to provide for the reception of the shaft a surface free
from jomts, and the eye always conceives 1t as a firm
covering over all inequalities or fissures in the smaller masonry
of the floor

§ xv I have said nothing yet of the proportion of the
height of Yb to its width, nor of that of Yb and Xb to
each other Both depend much on the height of shaft, and
are besides vanable within certam himuts, at the architect’s
discretion.  But the hmits of the height of Yb may be
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thus generally stated.  If it look so thm as that the weight
of the column above might break it, 1t 15 too low , and of at
1s higher than 1ts own width, 1t 15 too lugh  The utmost
admissible haght 15 that of a4 cubie blodk, for if 1t ever
become higher than 1t 16 wide, 1t becomes itself a pait of
a pier, and not the basc of one

§ xvi I have also supposed Yb, when cypanded from
beneath Xb, as alwais cypanded into a square, and four
spurs only to be added at the angles But Yb may be
cxpanded mto a pentagon, heaagon, or polygon, and Xb
then may have five, s1vy or many spws  In proportion,
howeser, as the sides increase m number, the spurs become
shorter and less energetic m ther cffect, and the square 1s m
most cases the best form

§ avir We have hitherto conducted the argument entirely
on the supposition of the piliars being numerous, and in a
range. Suppose, however, that we rcquue only a single
pillar as we have frce space round it, there 1 no need to
fill up the first ranges of 1ts foundations , nov need we do so
m order to cqualise pressure, since the pressure to be met 1s
its own alone Under such circumstances, it 15 well to
exhibit the lower tiers of the foundation as well as Yb and
Xb  The noble bases of the two granite pillais of the Piaz-
zetta at Venice are formed by the entire series of members
given mn Fig X, the lower courses eapanding into steps, with
a superb bicadth of proportion to the shaft  The member
Xb 1s of course circular, having 1ts proper decoratne mould-
mgs, not here considered, Yb 15 octagonal, but filled up
mto a square by certam curtous groups of figures representing
the trades of Veniwce  The three courses below are
octagonal, with thar sides set across the angles of the
mnermost octagon, Yh - The shafts are 15 feet m circum-
ference, and the lowest octagons of the base 56, (7 fect cach
side).

§ xvinn Detached buildings, hke our own Monument,
are not pillars, but towers bwlt 1n imitation of Pillars  As
towers they are barbarous, bemng dark, mconvenient, and
unsafe, besides lying, and pretending to be what they are
not. As shafts they are barbarous, because they were
designed at a time when the Renaissance architects had
mtroduced and forced 1nto acceptance, as de rigwenr, a kind
of columnar high-heeled shoe,—a thing which they called
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a pedestal, and which 15 to a true base exactly what a Greek
actor’s cothuinus was to a Greek gentleman’s sandal — But
the Greek actor knew better; I believe, than to exhubit o1 to
decorate his cork sole, and, with shafts as with heroes, 1t 15
rather better to put the sandal off than the cothurnus on
There are, mndeed, occasions on which a pedestal may be
necessary , 1L may be better to raise a shaft fiom a sudden
depression of plinth to a level with others, its compamons,
by means of a pedestal, than to introduce a higher shaft
or it may be better to place a shaft of alabaster, 1f otherwise
too short for ow purpose, on a pedestal, than to use a larger
shaft of coarser matenial , but the pedestal 1s 1 ecach case a
make-shift, not an additional perfcenon It may, 1 the
hike manner, be sometimes comventent for men to walk on
stilts, but not to keep ther stilts on as ormamental parts of
dress. ‘The bases of the Nelson Column, the Monument,
and the column of the Place Vendéme, are to the shalfts,
exactly what highly ornamented wooden legs would be to
human beings

§ x1x So far of bases of detached shafts  As we do net
yet know mn what manner shafts are hkelv to be giouped,
we can say nothmg of those of grouped shafts until we know
more of what they are to support

Lastly , we have throughout our 1easonmyg upon the base
supposed the prer to be cucular  But circumstances may
occur to prevent 1ts being reduced to this form, and 1t may
remam square or tectangular, its base will then be simply
the wall base following its contour, and we have no spurs
at the angles, ‘Thus much may serve respecting pier bases
we have net to enamine the concentration of the YWall Ve,
or the Shaft

CHAPTER VIII
THE SHAFT

§ 1. WE have seen 1n the last Chapter how, in converting
the wall into the square or cylindrical shaft, we parted at
every change of form with some quantity of matenial In
proportion to the quantity thus surrendered, 15 the necessity
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that what we retamn should be good of 1ts kind, and well set
together, smce everything now depends on 1t

It 15 clear alvo that the best material, and the (losest con-
centration, 1s that of the hatural (rystallme rocks  and that,
by having 1educed ow wall mto the shape of <hatts, we may
be enabled to avail oursclves of this better matcral, and
to exchange cemented hricks for crystallised blocks of stone
Therefore, the general 1dea of a perfect shaft 15 that of a
single stone hewn mto a form mote or less clongated and
caylindrical.  Under this foim, or at least under the ruder
onc of a long stone set upnght, the conception of true
shafts appears first to have occurred to the human mind
for the reader must note this carefully, once for all, it does
not m the least follow that the order of architectural
features which 1= most 1casonable m thur arrangement, 15
most prohable mn their imvention I have theoretically de-
duced shafts from walls, but shafts were never <o reasoned
out m architectural practice  ‘The man who first propped
a thatched roof with poles was the discoverer of their prin-
ciple , and he who first hewed a long stone mto a cyhinder,
the pertecter of therr practice

§ 11 It 15 clearly necessary that shafts of this hind (we
will call them, for comvemence, ddock shafts) should be com-
posed of stone not liable to flaws or fissures, and, therefore,
that we must no longer contmue our argument a~ 1f 1t were
always possible to do what 15 to be done 1in the best way ,
for the style of a national architecture may evidently depend,
m great measute, upon the nature of the rocks of the
country

Our own Inglish rocks, which supplhy excellent building
stone from thar thin and casily divisble beds, are for the
most part entirely meapable of bemg worked mto shafts of
any slze, except only the gramtes and whmstones, whose
hardness renders them mtractable for ordmary purposes —
and English architecture therefore supplies no mstances of
the block shaft applied on an citensne scale, while the
facility of obtaming large masses of marble has m Greece
and Italy been partly the cause of the adoption of certamn
noble types of architectural form pecuhar to those countries,
or, when occurring clsewhere, derived from them

We have not, however, 1n rcducing our walls to shafts,
calculated on the probabilitics of our obtaming betler
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materials than those of which the walls were built, and
we shall thereforc fitst consider the form of shaft which
will be best when we have the best materials, and then
consider how far we can mmitate, or how far 1t will be wise
to mmitate, this form with any materals we can obtamn
§ ur Now as I gave the reoder the ground, and the
stones, that he might for himself find out how to buld his
wall, I shall gine him the block of marble, and the chisel,
that he may himsclf find out how to shape his column.
Let him suppose the clongated mass, so gnen hum, rudely
hewn to the thickness which he has <alculated will be
proportioned to the weight 1t has to cairy  The conditions
of stability will require that some allowance be made m
finishing 1t for any chance of shght disturbance or sub-
sidence of the ground bclow, and that, as ¢verything must
depend on the uprightness of the shaft, as little chance
should be left as possible of 1ts bemg thrown off 1t balance.
It will therefore be prudent to leave it shghtly thicker at
the basc than at the top  This excess of diameter at the
base being determimed, the reader 15 to ask himself how
most castly and sumply to smooth the column from one
extremity to the other To cut 1t into a true straght
sided cone would be a matter of much trouble and mcety,
and would mcur the continual risk of chippmg mto 1t too
deep Why not leave some room for a chance stroke, work
it shghtly, z2sp slightly, convey, and smooth the curve by
the eye between the two extromities® you will save much
trouble and time, and the shaft will he all the stronger
This 15 accordingly the natural form of a detached bloch
shaft It 15 the best  No other will ever be so agrecable
to the mind or eye I do not mean that 1t 15 not capable
of more refined execution, or of the application of some of
the laws of wsthetic beauty, but that 1t 15 the best re-
cipient of esecution and subject of law; better, 1n either
case, than if you had taken more pains, and cut 1t straight
§ 1v You will observe, however, that the convexty 1s to
be very slight, and that the shaft 1s not to dw/ge mn the
centre, but to taper from the root mn a curved line, the
peculiar character of the curve you will discern better by
exaggerating, m a diagram, the conditions of its sculpture
Let a, a, 4, 4, at A, Fig XIII, be the rough block of the
shaft, laid on the ground, and as thick as you can by any
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chancerequireit tobe 3jou willleave 1t of this full thickness
at ats base at 4, but at the other end you will mark off upon
it the diameter ¢ 4, which you mtend 1t to have at the
summit, you will then take your mallet and chisel, and
working from ¢ and # you will roughly knock off the corners,
shaded 1n the figure, so as to reduce the shaft to the figure
described by the mside hines 1 A and the outside hines 1n B,
you then proceed to smooth 1t, you chisel away the shaded
parts m B, and leave your fimished shaft of the form of the
wnside hines ¢, g, 1, /.

Fr. XIII

a
A

B j“y
- —k

The result of this operation will be of course that the
shaft tapers faster towards the top than it does near the
ground  Obsenve this carefully, 1t 1s a pomt of great future
umportance

$ v So far of the shape of detached or block shafts We
can carry the type no farther on merely structural consider-
ations let us pass to the shaft of inferior matenals

Unfortunately, 1n practice, this step must be soon made
It 15 alike difficult to obtain, transport, and raise, block
shafts more than ten or twelve fect long, except mn remark-
able positions, and as pieces of singular magnificence Large
pillars are therefore always composed of more than one block
of stone. Such pillars are either jomnted like basalt columns,
and composed of solid pieces of stone set one above another ,
or they are filled up fozers, built of small stones cemented
nto a mass, with more or less of regulanity Keep this dis-
tinction carefully in mind, 1t 1s of great importance , for the
jomnted column, every stone composing which, however thin,
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15 (so to speak) a complete s/ce of the shaft, 15 Just as strong
as the Dblock pillar of one stone, <o long as no forces are
brought into action upon 1t which would have a tendency
to cause horizontal dislocation But the millar which 1s
built as a filled-up tower 1s of course lhable to fissure n
any direction, 1f 1ts cement grve way

But, 1n erther case, 1t 15 ¢vident that all constiuctiy e reason
for the curved contour 15 at once destroyed  Far from being
an easy or natural procedure, the fitung of each portion of
the curve to 1ts fellow, 1n the separate stones, would require
painful care and considerable masonic skill, while, mn the
case of the filled-up tower, the curve outwards would be
even unsafe, for its greatest strength (and that the more
In proportion to 1ts careless building) lies m s bark, or
shell of outside stone , and this, if cuned outwards, would
at once burst outwards if heavily loaded above

If, thercfore, the curved outhine be ever retained n such
shafts, 1t must be m obedience to sesthetic laws only

§ vi But farther Notonly the cunature, bu* (ven the
tapermg by stiaight lines, would be somewhat difficult of
execution n the pieced column  Where, indeed, the entire
shaft 15 composed of four or five blocks set one upon
another, the diamceters may be easily determined at the
successhve Joints, and the stones chiselled to the same slope
But this becomes sufficiently troublesome when the jonts
are numcrous, so that the pillar 15 ike o pile of cheeses, or
when 1t 15 to be built of small and 1rregular stones Ve
should be naturally led, in the one case, to cut all the
cheeses to the same diameter, m the other, to buld by
the plumb-line, and, m both, to gine up the tapenng
altogether

§ viu Farther Since the chance, m the one case, of
honzontal dislocation, m the other, of rcgular fissure, 1
much mncreased by the composition of the shaft out of jomts
or small stones, a larger bulk of shaft 1 required to camy
the gnen weight , and, ceferss paridus, jomted and cemented
shafts must be thicker in proportion to the weight they carry
than thosc which are of one block

We have here evidently natural causes of a very marked
division 1 schools of architecture  one group composed of
buildings whose shafts are cither of a single stone or of few
jomts , the shafts, theiefore, bemg gracefully tapered, and
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reduced by successive experiments to the nariowest possible
diameter proportioned to the weight they carry and the
other group embracung those bwildings whose shafts are of
many jomts or of small stones, shafts which are therefore
not tapcered, and rather thick and ponderous m proportion
to the weight they cany, the latter school bang evidently
somewhat mmperfcet and mclegant as compared with the
forme

It may perhaps appear, also, that this artangement of the
materials 1 (ylindnical shafts at all would hardly have sug-
gested atself to a people who possessed no large blocks out
of which to hew them, and that the shaft bwilt of many
preces 15 probably daved fiom, and imitative of, the shaft
hewn fiom fow o1 fiom one

§ vinn If, therefore, you take a good geological map of
Europe, and lay your finger upon the spots where volcanic
nfluences supply cither travertin or marble m accessible
and available masses, vou will probably mark the pomts
where the types of the first school have been onginated and
developed I, m the neat place, you will mark the districts
where broken and 1ugged basalt or whmstong, or slaty sand-
stone, supply materials on casier terms mdeed, but frag-
mentary and unmanageable, you will probably distinguish
some of the birthplaces of the dernvative and less graceful
school  You will, n the first case, lay jour finger on
Paestum, _\gugentum, and .\thens, m the second, on
Durham and Lindisfarne

The shafts of the great primal school are, ndeed, m
their first form, as massy as those of the other, and the
tendency of both 1v to continual dimnution of their
diameters  but m the first school at 1s a true dimimution
mn the thickness of the mdependent picr, m the last, it 1s
an apparent dimmution, obtamed by giving 1t the appear-
ance of a group of mmnor piers The distinction, however,
with which wc arc concerned 15 not that of slundeiness,
but of vertical or curved contour, and we m1, note
generally that while throughout the whole range of Northern
work, the perpendicular shaft appears mn contmually clearer
development, throughout every group which has mhented
the spint of the Greck, the shaft retans 1ts curved or
tapered form, and the occurrence of the vertical detached
shaft may at all times, m Europcan architecture, be

VOL I. C
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regarded as one of the most 1mportant collateral ev.dences
of Northern mnfluence

§ 1x It 15 necessary to limat this observation to Euro-
pean architecture, because the Egyptian shaft 15 often
untapered, ke the Northern It appears that the Central
Southern, or Greek shaft, was tapered or curved on aesthetic
rather than constructinve principles , and the Egy ptian which
precedes, and the Northern which follows 1t, are both
vertical, the one because the best form had not been dis-
covered, the other because 1t could not be attamcd  Both
are 1n a certam degree barbaric  and both possess m com-
bination and m their ornaments a power altogether different
from that of the Greek shaft, and at least as impressive, if
not as admirable

§ x We have hitherto spoken of shafts as if ther
number were fixed, and only their diameter variable
according to the wught to be borne  But this supposition
1s evidently gratuitous, for the same weight may be carned
either bv many and <lender, or by few and massy shafts.
If the rcader will look back to Fig IX, he will find the
number of shafts mto which the wall was reduced to be
dependent altogether upon the length of the <paces a, 4, 6
b, &c, a length which was arbitranly fived We are at
Iiberty to make these spaces of what length we choose, and,
m so doing, to increase the number and dimuush the
diameter of the shafts, or wee versa

§ X1 Supposing the matenals arc 1n each case to be of
the same kind, the choice 15 m great part at the architect’s
discretion, only there 15 a limit on the one hand to the
multiplication of the slender shaft, in the mconycmence of
the narrowed intenval, and on the other, to the enlarge-
ment of the massy shaft, m the loss of breadth to the
building! That will be commonly the best proportion
which 15 a natural mean between the two hmits, leaning to
the side of grace or of grandeur according to the expres-
sional mtention of the work I say, commonly the best,

1 In saying this, 3t 15 assumed that the interval 15 one which 1s to be
traversed by men , andthat a certan relation of the shafts and ntervals
to the sive of the human figure 15 therefore necessary  When shafts are
used 1n the upper stories of buildings, or on a scale which ignores all
relation to the human figure, no such relative hmits exist exther to
slenderness or solidity
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because, 1 some cascs, this expiessional invention may
presall over all other considerations, and a column of
unnccessary bulk or fantastic shghtness be adopted
order to strike the spectator with awe or with surprise !
The architect 15, howaver, 1arddy 1n practice compelled to
usc one hind of matenal only , and his chotce hes frequently
between the cmployment of a larger number of solid and
perfect small shafts, o1 a less number of preced and cemented
large ones 1t 15 often posable to obtan from quarries
near at hand, blocks which mught be cut mto shafts eight
or twehe feet long and four or five feet round, when
larger shafts can only be obtamed m distant locahties,
and the question then 15 between the perfuction of smaller
features and the mnperfuction of larger  We shall find
numberless mstances m Italv m which the first choice has
been boldly, and I think most wisely made, and magnifi-
cent buildings have been composed of sy stems ot small but
perfect shaits, multiplied and superimposed 5o long as
the 1dea of the ssmmetry of a petfect shatt remaned m the
builder s mind, his choice could hardly be directed other-
wise, and the adoption of the built and tower-like shaft
appears to have been the result of a loss of this sense of
symmetry conscquent on the employment ot intractable
materials

§ xu1 But farther we have up to this pomt spoken of
shafts as alwavs set m ranges, and at cqual mtervals from
each other  But there 15 no necessity for tlus, and
material differences may be made i their diameters of
two or more be grouped so as to do together the work of
one large ong, and that within, or ncarly within, the space
which the larger one would have occupied

§ xum Let y, B ¢, Ing NIV, be three surfaces, of
which B and ¢ contam equal arcas, and each of them
double that of A then supposmng them all loaded to the
same height, & or ¢ would 1ecence twice as much waght as
A; therefore, to carry b or ¢ loaded, we should need a <hait
of twice the strength needed to carry o Let s he the
shaft required to carry a, and s, the shaft required to
carry B or C, then s may be divided into two shafts, or s,

1 Vide the interesting discussion of this pomt in Mr Feiqusson s
account of the Temple of Karnak, “Prnciples of Beauty m \it,’
p. 219
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Fie. XIV. mto four shafts, as
o at s, all ?c(llual n
arca or solid con-
%S? tents,} and the
mass A might be
cared safcly by
two of them, and
the masses B and
¢, each by four of
them
Now if we put the
single shafts each
undcr  the centre
of the mass they
have to bear, as
wepresented by the
shadcd cuddes at g,
@, @3 the masses a
and ¢ aiv both of
them wvery 1l sup-
ported, and cven B
S insuthciently ,  but
apply the four and
©1 the two shafts as
at b, &, &,,and they
are suppotted satis-
factonly  Let the
weight on each of
be

the massces
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m
% arca, then we shall
€3

have such arrange-
ments as those at
6 ¢y ¢, and If

11 havcassumed that
the sticngth of similar
shafts of cqual height
15 as the squares of
therr diametars , which,
though not actually 2
correct expression, 1s sufficiently so for all our present purposes.
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again the shafis and weight be doubled, we shall have
d, d, d,

§ xn Now it will at once be observed that the
anangement of the shafts m the scries of B and ¢ 15
always chactly the same m thewr relations to cach other,
only the group of 1 15 set evenly, and the group of ¢ 15
set obliquely,—the one carrying a square, the other a
cross

You have 1n these two series the primal representations
of shaft arrangement 1 the Southern and Northern schools,
while the group 4, of which 4,15 the double, set cvenly,
and 4, the double, set obhiquchy, 15 common to both The
reader will be swrprised to find how all the comples and
varied forms of shaft anangement will 1ange themselves
into one or uther of these groups, and still more swpnsed
to find the oblique 01 cross set system on the one hand,
and the square set system on the othet, severally distinctive
of Southern and Northein work  The dome of St Mark s,
and the crossing of the nave and transepts of Beauvais, are
both cariied In squarc pias, but the pieis of St Marks
are sct square to the walls of the chuich, and those of
Beauvars obliqudhy to them and this dufterence 15 cven a
more essential one than that between the smooth surface of
the one and the 1eedy complication of the other  The two
squares heie m the magm (Ing XV') are enactly of the
same size, but their expression
15 altogcthar diffuent, and m
that difference lies one of the
most subtle distinctions be- p
tween the Gothie and Greck '
spint,—from the shaft, which [t
bears the bulding, to the
smallest  decotation The
Greek squarc 15 by preference set evenly, the Gothie square
obliquely, and that so constantly, that wherever we find
the level or even square occurring as a prevailing form,
either 1n plan or decoration, 1n early northern work, there
we may at least suspect the presence of a southern or
Greek nfluence, and, on the other hand, wherever the
oblique square 1> promment m the south, we may con-
fidently look for farther evidence of the influence of the
Gothic architects  The rule must not of course be pressed

Fic XV
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far when, 1n either school, there has been determuned search
for every possible variety of decoratny e figures  and accidental
crcumstances may reverse the usual system m special cases
but the evidence drawn fiom this character 1s collaterally
of the highest valug, and the traung 1t out 15 a pursuit of
singular mtetest  Thus, the Psan Romancsque might m
an nstant be pronounced to have beun formed under
some measure of Lombardic mfluence, fiom the oblique
squares set under 1its arches, and m 1t we have the spirit of
northern Gothie affucting detaits of the southern ,—obliquity
of square, m magmiicently shafted Romanesque At
Monva, on the other hand, the levelled square 1s the char-
acteristic figure of the entire decoration of the facade of
the Duomo, eminently gning 1t southcin character, but
the details are derned almost entirely from the northem
Gothic  Here then we hasve southern spirit and northern
detail  Of the cruaform outline of the load of the shaft, a
still more positive test of northern work, we shall have more
to say mthe 28th Chapter, we must at prescnt note certam
farther changes m the form of the grouped shaft, which
open the way to every branch of 1ts endless combinations,
southern or northern

§ av 1 If the group at 4,, Tig XIV, be taken from
under 1ts loading, and have 1ts centre filled up, 1t will be-
come a quatrefoll, and it will represent, m their form of
most frequent occurrence, a family of shafts, whose plans
are foiled figures, treforls, quatrefoils, anquefoils, &c , of
which a trefoiled example, from the Fran at Vemce, 15 the
third in Plate IT, and a quatreforl from Salisbuny the vghth
It 15 rare, honesver, to find in Gothic architecture shafts of
this famuly composed of a large number of foils, because
multifoiled shafts arc seldom true grouped shafts, hut are
rather canaliculated conditions of massy piers  The repre-
sentatives of this family may be considercd as the guatre-
foll on the Gothic side of the Alps, and the Egyptian
multfoiled shaft on the south, appronimating to the general
type, 4, Ing AV1

§ xv1 Baactly opposed to this great family 1s that of
shafts which have concave curves mstead of convex on each
of their sides . but these are not, properly speaking, grouped
shafts at all, and their proper place 15 among decorated
piers, only they must be named here 1n order to mark their
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exact opposition to the foled system In then simplest
form. represented by ¢, Fig AVI, they have no 1cpresent
tives m zood architecture,
bune avdenth we lh ind
megre hut pproamations
to them exist m hite Gotha,
a m the vile cathedral of
Orleans, and 1 modern
castiron shafts  In therr
fully devdloped foim  they
ate the Gruelh Dorie, a,
Fig \\T, wind occur m
Ciptices of the Romanesque
and Itahin Gothie 4, 1ig
NVI s from the Duomo
of Mcas

S\t 2 Between ¢ and
d; of Ing \XI\  thete may
be cirdentls another con
dition, represented at 6,
Plate II und formed by
the msation of a central
shatt withm the four cx
ternal ones  This central
shaft we mav suppose to
aypand m  propoition  to
the waisht 1t has to cainy
It the ovtanal shifts oy
pand m the same propottion, the entine form 1emamns
unchanged but it thuy do not evpand thay mu (1) be
pushed out by the cxpinding shudt, ot (2) be stadunally swal
lowed up m 1ts cypansion, as at 4 Plate IT - If they are
pushed out, they wre removed furtha from cuch other by
every mcrease of the central shaft, and others mayv then
be mtroduced n the vacant spaces, giing, on the plu a
central orb with an ever increasing host ot satcllites, 10 Pl
IT , the satellites themselves often varymg m sizc nd
perhaps quitting contact with the central shaft  Suppose
them 1 any of their conditions fixed, while the mnur shaft
expands, and they will be gradually buried m 1t, formng
more complicated conditions of 4, Plate II  The combm-
ations are thus altogether infinite, even supposing the central

P \VI
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shaft to be circular only, but their mfinity 15 multiplied by
many other mfinities when the central shaft 1tself becomes
square, or cross-let on the seetion, or 1tself multifolled (8,
Plate IT) with satellite shafts eddying about 1ts recesses and
angles, m every possible relation of attraction.  .\mong these
endless conditions of change, the choice of the architect
1s free, this only bemg generally noted that, as the whole
value of such piers depends, first, upon then being wisely
fitted to the weight above them, and, secondly, upon
therr all worhing together and one not fuling the rest,
perhaps to the rum of all, he must nevar muluply shafts
without visible cause m the disposition of members super-
mmposed ! and m his multiphed group he should, if pos-
sible, avord a marked separation between the large central
shaft and its satellites, for if this cxist, the satellites will
erther appear useless altogether, or else, which 15 worse, they
will look asif they were meant to kecp the central shaft
together by winng or caging it m, like ron rods set round a
supple cylinder,—a fatal fault m the pers of Westmmster
Abbey, and, mn a less degree, m the noble nave of the
cathedral of Bourges

§ xvir While, however, we have been thus subdividing
or assembling our shafts, how far has 1t been possible to
retain their curved or tapered outhme? So long as they
remain distinct and equal, however close to cach other, the
mdependent curvature may evidently be retamned  But when
once they come m contact, 1t 15 equally evident that a column,
formed of shafts touching at the base and scparate at the top,
would appear as 1f mn the very act of sphtting asunder
Hence, 1 all the closely arranged groups, and especially
those with a central shaft, the tapermg 15 sacnificed, and
with less cause for regret, because 1t was a provision agamst
subsidence or distortion, which cannot now tahe place with
the separate members of the group Evidently, the work,
if safe at all, must be executed with far greater accuracy and
stability when 1ts supports are so delicately arranged, than
would be implied by such precaution In grouping shafts,
therefore, a true perpendicular line 1s, 1n nearly all cases, given
to the pier, and the reader will anticipate that the two

! How far this condition limits the system of shaft grouping we shall

see presently The reader must remember, that we at present reason
respecting shafts in the abstract only.
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schools, which we have ahcady found to be distinguished,
the one by ats peipendicular and picced shafts, and the other
by 1ts curved and block shafts, will be found divided alvo m
therr employment of grouped <hafts ,—it 15 Iikely that the
1dea of groupimg, however suggested, will be tully entertamed
and acted upon by the one, but hesitatmgh by the other,
and that we shall find, on the one hand, buildimgs displaying
somctimes massy piers ot small stones, sometimes clustered
prers of rich complesity, and on the other, more or less regular
succession of block shafts, cach treated as entirdly mdepen-
dent of those around it

$ xXix Farther, the groupimg of <hafts once admitted, 1t 1s
probable that the compleaty and nchness of such anange-
ments would recommend them to the ¢ye, and mduce therr
frequent, even thur unnecessary mtroduction, so that weight
which might have been borne by a smgle pillar, would be m
preference supported by four or five  .And 1t the stone of the
country, whose fragmentary character first occasioned the
buildmg and picaing of the large prer, were yet n beds con-
sistent enough to supply shafts of very small diameter, the
strength and simplicity of such a construction might justify
1t, as well asits gmace  The fact, however, 15 that the chaim
which the multiphcation of line possesses for the eye has
always been one of the chicf ends of the work mn the grouped
schools, and that, so fa trom employmyg the grouped piers
m order to the mtroduction of very slender block shafts, the
most common form in which such prers occur 1s that of a sohd
jointed shaft, cach joint bemng separately cut into the contour
of the group required

§ xx We have hitherto supposcd that all grouped or
clustered shafis have buen the result or the expression of an
actual gathering and bmdmg together of dctached shafts.
This 1s not, however, always so  for somc clustered shafts are
hittle more than sohd piers channelled on the surface, and
their form appears to be merely the development of some
longitudinal furrowmg or striation on the ongmal simgle
shaft. That clustering or stnation, whichever we choose to
call it, 1s in this case a decorative feature, and to be con-
sidered under the head of decoration

§ xx1. It must be evident to the rcader at a glance, that the
real serviceableness of any of these grouped arrangements
must depend upon the relative shortness of the shafts, and
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that, when the whole pier 15 so lofty that its minor members
become mere reeds or rods of stone, those minor members
can no longer be charged with any considerable weight.
And the fact 1y, that mn the most complicated Gothic
arrangements, when the pier 15 tall and 1its satellites stand
clear of 1it, no 1eal work 15 grven them to do, and they might
all be remos ed without endangerig the bullding.  They are
merely the evpression of a great consistent system, and are
architecture what 15 often found in ammal anatomy,—a bone,
or process of a bone, uscless, under the ordamed circum-
stances of 1ts life, to the particular animal i which 1t 15 found,
and slightly developed, but yet distinetly enistent, and
representing, for the sake of absolute consistency, the same
bone 1 1ts appowmted, and generally useful, place, either m
the skeletons of all ammals, or 1 the genus to which the
animal 1tself belongs

§ xxu1 Farther as 1t 1s not casy to obtain pieces of
stonc long cnough for these supplementary shafts (especially
as 1t 15 always unsafe to lay a stratificd stone with its beds
upright) they have been frequently composed of two or more
shott shafts sct upon cach other, and to conceal the unsightly
junction, a flat stone has been mterposed, carved mto certan
mouldmgs, which have the appealance of a ring on the
shaft  Now observe the whole pier was the gathaing of
the whole wall, the base gathers into base, the veil mto the
shaft, and the string cowses of the val gather into these
rings , and when this 15 clearly expressed, and the rings do
mdeed cortespond with the string courses of the wall verl,
they are perfectly admissible and even beautiful, but
otherwise, and occurring, as they do n the shafts of West-
munster, 1 the middle of continuous lines, they are but sorry
make-shifts, and of late, smce gas has been invented, have
become espectally offenstve from their unlucky resemblance
to the jonts of gas-pipes, or common water-pipes. There are
two leaden ones, for instance, on the left hand as one enters
the abbey at Poet’s Corner, with their solderings and funnels
looking exactly ike rings and caputals, and most disrespect-
fully minucking the shafts of the abbey, mside

Thus far we have traced the probable conditions of shaft
structure 1n pure theory, I shall now lay before the reader

a brief statement of the facts of the thing i time past and
present
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§xxmr In the earliest and grandest shaft architecturc
which we know, that of Egvpt, we have no grouped
arrangements properly so callud, but either single and smooth
shatts, o1 nichly recdad and furroned shafts, which rwpre-
sent the extreme conditions of a comphicated group hound
together to sustain a single mass, and are mdeed, without
doubt, nothmg else than imitations of bundles of reeds, or
of clusters of lotus T but m these shafts there 1s merely the
dea of a group, nut the actual function or structure of a
group, they are just as much solid and simple shafts as
those which are smooth, and merely by the mcthod of their
decoration present to the vye the mmage of a richly complex
drrangement

§ xx1v  Afterthese we have the Greek shaft, luss 1n scale,
and losing all suggestion or purpose of suggestion of com-
plenity, 1ts so-called flutings bung, visibly as actually, an
eaternal decoration

§ xxv The 1dea of the shafi remamns absolutely smgle
m the Roman and Byzantme mund, but true gioupmg
begms m Christian architeeture by the placing of two or
more scparatc shafts side by side, each having its own
work to do, then thice or four, still with sepaate work,
then, by such steps as those above theoretically pursued,
the number of the mcmbers mcereases, while they coagulate
mto a single mass, and we have finally a shaft apparently
composed of thirty, foity, fifty, or more distinct members,
a shaft which, m the reabty of 1ts service, 15 as much a
single shaft as the old Tgyvptian one . but which differs from
the Egyptian m that all 1ts members, how many soever,
have each mdividual wotk to do, and a scpatate nib of arch
or roof to carty and thus the great Christian truth of dis-
tinct services of the mdinidual soul 15 tipificd m the
Chustian shaft, and the old Egiptun scrvitude of the
multitudes, the servitude insepaable fiom the childien of
Ham, 1s typified also 1n that ancient shaft of the Egyptians,
which 1 1ts gathered strength of the mver reeds, seems, as
the sands of the desert dnft over 1its rumn, to be micnded to
remind us for ever of the end of the assouation of the
wicked “Can the rush grow up without mire, or the

1 The capitals being formed by the flowers, or by a representation

of the bulging out of the recds at the top, under the weight of the
architrave
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flag grow without waterP—So are the paths of all that
forget God, and the hypocrite’s hope shall perish.”

& xxv1 Let the reader then keep this distinction of the
three systems clearly m his mmd  Egyptian system, an
apparent cluster <upporting a simple capital and smgle
weight, Greck and Roman systum, single shaft, single
weight , Gothic svstem, divided shafts, divided weight . at
first actually and simply divided, at last apparently and
mfinitely dinvided, so that the fully formed Gothic shaft 15
a return to the Egyptian, but the weight 15 divided m the
one and undivided m the other

§ axvi The ttansition from the actual to the apparent
cluster, 1n the Gothie, 15 a question of the most curious
mterest, I have thrown together the shaft sections 1 Plate
II tollustrate 1t, and exemphfy what has been generally
stated above !

1 The carlicst, the most {requent, perhaps the most
beautful of all the gioups, 1s also the simplest, the two
shafts artanged as at & or ¢, (Ing. XIV') above, bearing an
oblong muass, and substituted for the still carlier stiucture
a, Fig XIV In Plate XVII (Chap XXVII) arc three
examples of the transition  the one on the left, at the top,
15 the earliest simgleshafted arrangement, constant n the
rough Romanesque windows , a huge hammer-shaped capital
bemg employad to sustain the thickness of the wall It
was rapidly superseded by the double shaft, as on the right
of 1t , a very carly example from the cloisters of the Duomo,
Verona  Beneath, 15 o most claborate and perfect one
from St Zeno of Verona, where the group 15 twice compli-
cated, two shafts hang used, both with quatrefoil scetions
The plun double shaft, however, 15 by far the most
frequent, both m the Northein and Southern Gothic, but
for the most part carly, 1t 15 very frequent m cloisters,
and m the singular one of St Michael’s Mount, Normandy,
a small pseudo-arcade runs along between the pawrs of
shafts, a mimaturc aisle The group 1s employed on a
magnificent scale, but 11l proportioned, for the main pers
of the apsc of the cathedral of Coutances, 1ts purpose being

1T havc not been at the pains to draw the complicated prers n this
plate with alsolute exactitude to the scale of each they are accurate
enough for their purpose  those of them respecting which we shall have
farther question, will be given on a much larger scale









The Shaft o1

to conceal one shaft behind the other, and make 1t appear
to the spectator from the nave as 1t the apse weie sustamed
by smgle shafts of mordmate slenderness The attempt 15
ll-judged, and the result unsatistactony

§ xxvim 2 When these pars of shafts come near cach
other, as frequently at the turnmys of angles
(Fig. XVII ), the quadruple group results, 4,  Yie XVIT
Fig XIV, of which the Lombardic sculptors © 0 )
were excessively fond, usually ty mg the shalts © o®
together 1n their centie, m a lovers knot
They thus occur n Plate V', from the Bioletto
of Como at theangle of St Michele of Lucca, oQ®
Plate XXI , and m thc balustiade of St
Mark’s. This 15 a group, however, which I have never
seen uscd on a large scale !

§ xxix 3 Such groups, consohidated by a small square

m their centie, foim the shafts of St Zeno,

Fic XVIII  just spohen of, and figured m Plate XVII,

which arc among the most mteresting pieces
of work I know m Italy. I gne their entire
A arrangement here at the side m g XVIII :

] both shafts have the same scction, but one
recenves a half twin as 1t ascends, givung it an
exquisite spiral contour  the plan of therr
bases, with their plinth, isgnen at 2, Plate IT
and note 1t carcfully, for 1t 15 an epitome of

all that we observed above, respectnyg the

oblique and even squaie It was asserted
that the oblique belonged to the north, the
even to the south  we have here the northern

Lombardic nation naturalised m Italy, and,

bechold, the obhique and cven quatrefoil

linked together, not confused, but actually

Iinked by a bar of stone, as seen mn Plate

XVII, under the capitals

4. Next to these, observe the two groups of five
shafts each 5 and 6, Plate II, one obhque, the other
even. Both are from upper stories, the oblique one
from the tnforium of Salisbury the even one from

1 The largest T remember support 2 monument 1n St Zeno of Verona ;
they are of red marble, some ten or twelve feet high
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the upper range of shafts m the facade of St Mark’s at
Venice !

§ xxx Around these central types are grouped, in Plate
IT, four simple examples of the satellitic cluster, all of
the Northern Gothic 4, from the Cathedral of Amiens,
7, from that of Lyons (nave prer) . 8, the same from
Salisbury , 10, from the porch of Notie Dame, Dijon,
having satellites of thice magmtudes, ¢ 15 one of the piers
betwcen the doors of the same chutch, with shafts of four
magnitudes, and 15 an mstance of the confusion of mind
of the Northemn architects between prers proper and jamb
mouldings (noticed farther m the nest chapter, Y xxxr) for
this fig ¢ which 1s an angle at the meeting of two jambs,
15 treated Ihe a nich mdependent shaft, and the figure
below, 12, which 15 half of a true shaft, 15 treated hke a
meetmg of jambs

All these four examples belongimg to the oblique or
Northern systum, the curious trefoil plan, 3, hies dermween
the two, as the double quaticfoll nest it warfes the two
The treforl 15 from the Fraw, Venice, and has anichly worked
capital in the Bysantine manaer.—an mitation, I thik,
of the Byzantme work by the Gothic buldus 115 to be
compared with 1t, bemg one of the carliest conditions of the
cross shaft, from the atrium of St Ambiogio at Milan 13
1s the nave prer of St Michele at Pavia, showmg the same
condition more fully developed, and 11 another nave pier
from Vienne, on the Rhone, of far more distinct Roman
denvation, for the flat pilaster 15 set to the nave, and 1
fluted hke an antique one 12 15 the grandest develop-
ment I have ever seen of the cross shaft, with satellite
shafts m the nooks of 1t 1t 15 half of one of the great western
piers of the cathedral of Bourges, measunng cight feet
each side, thirty-two round 2 Then the one below (15) 1
half of a’nave picr of Rouen Cathedral, showing the mode
i which such conditions as that of Dyon (g) and that of
Bourges (12) were fused together mto forms of mextricable

1 The effect of this last 15 given i Plate VI of the folio scries

% The entire development of this cross system in connection with
the vaulting ribs, has been most clearly explained by Professor Wills
(Architecture of Mid .Ages, Chap IV ), and I strongly recommend
every rcader who 1s inchned to take pains 1n the matter, to read that

chapter T have been contented, 1n my own text, to pursue the abstract
dea of shaft form.
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complenity , (mestricable I mean m the wrregulanty of pro-
portion and projection, for all of them are casily resolvable
mto simple systems m connection with the roof ribs) — This
pter of Rouen 15 a type of the last condition of the good
Gothic, from this pomt the small shafts hegin to lose shape,
and run mto narrow fillets and ridges, projecting at the same
time farther and farther m weak tongue-like sections, as
described m the “Seven Lamps ” I have only here given
one example of this family, an unimportant but sufficiently
characteristic one (16), from St Gervars of Lalaise One
stde of the mave of that church 15 Noiman, the other
Flamboyant, and the two prers 14 and 16 stand opposite
each other It would be useless to endeavour to trace
farther the fantasticism of the later Gothie shafts, they be-
come mere aggregations of mouldmgs very sharply and
finely cut, their bases at the same time runnmg together
m strange complenity and theirr capitals dimimishmy and das-
appearing  Some of their conditions, which, m their nich
striation, resemble crystals of beryl, are very massy and
grand , others, meage, harsh, or effemmate mn themselves,
are redeemed by nchness and holdness of decoration
and I have long had it in my mind to reason out the entire
harmony of this French Ylamboyant system. and fix 1ts
types and possible power  But this mquuy i1s foreign
altogether to our present purpose, and we shall therefore
turn back from the Flamboyant to the Norman side of the
Falaise aisle, resolute for the future that all shafts of which
we maj havc the ordenng, shall be permitted, as with wisdom
we may also pernmt men o1 citics, to gather themselves into
companies, or constellate themselves mto clusters, but not
to fuse themschies mto mere masses of nebulous aggregation

CHAPTER IX
THE CAPITAL

§ 1 TuE reader will remember that in Chap. VII §v it
was said that the comice of the wall, being cut to pieces
and gathered together, formed the capital of the column.
We have now to follow 1t mn 1its transformation.

VOL I H
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We must, of course, take our simplcst form or root of
cormices (a4, m Fig V', above) We will take X and ¥
there, and we must necessanly gather them together as
we did Xb and Ybm Chap VII  Look back to the tenth
paragraph of Chap VII. rcad or glance 1t over agam, sub-
stitute X and Y for Xb and Yb, rcad capital for base,
and, as we said that the capital was the hand of the pillar,
while the base was 1ts foot, read also fingers for toes, and
as you look to the plate, Fig XII, tumn it upside down
Then %, m Fig XII, becomes now your best general form
of block capital, as before of block base

§ 11 You will thus have a perfeet 1dea of the analogies
between base and capital, our farther mquiny 15 mto therr
differences  You cannot but havc noticed that when Fig
XIT 15 turned upside down, the squaie stone (Y) looks too
heavy for the supporting stone (X), and that m the profile
of cormee (@ of T1g V) the proportions are altogether differ-
ent  You will feel the fitness of this in aninstant when you
consider that the prinapal function of the slopmg part m
Fig XII 15 a5 a prop to the pillar to kecp 1t from sépping
aside , bul the function of the slopmg stone m the cornice
and capttal 15 to carry weight above The thiust of the
slope 1 the onc case should therefoie be lateral, in the
other upwards

§ w1 We will thercfore take the two figures, ¢ and % of
Fig XII, and make this change in them as we reverse
them, using now the exact profile of the cormice a—the
father of comices, and we shall thus have a and &4, Fig
XIX

Both of these are sufficiently ugly, the reader thinks , so do
I, but we will mend them before we have done with them
that at a 15 assuredly the ughest,—lke a tilc on a floner-
pot It 15, nevertheless, the father of capitals bemg the
stmplest condition of the gathered father of cormices  But
it 15 to be observed that the diameter of the shaft here 18
arbitrarily assumed to be small, n order more clearly to
show the general relations of the sloping stone to the shaft
and upper stone, and this smallness of the shaft diameter
15 mconsistent with the serviceableness and beauty of the
arrangement at g, 1f 1t were to be reahsed (as we shall see
presently), but 1t 15 not inconsistent with 1ts central char-
acter, as the representative of every species of possible
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capttal ; nor 1s 1ts tile and [lower-pot look to be regretted,
as 1t may remmnd the reader of the reported ongm of the
Cormnthian capatal  The stones of the cormice, hitherto
called X and Y, recene now that they form the capital,
each a separate name, the sloping stone 15 called the Bell
of the capital, and that lawd above ity the Abacus  \bacus
means a board o tile I wish thaie were an English word
for 1t, but I fear there 15 no substitution possible, the term
having been long fined, and the reader will find 1t con-
venient to famihanise himself with the Latim one

§ 1v The form of basc. ¢ of Fig XII, which coiresponds
to this first form of capital, a, was smid to be objectionable

Fre. \IX

only becausc 1t /oked msecurc, and the spurs were added
as a kind of pledge of stability tothe eye But evidently
the projecting corners of the abacus at a, Fig XIX, are
acfually meecure , they may break off, 1if gicat weight be
laid upon them  This 15 the chief 1cason of the ughness
of the form, and the spurs mn & are now no mere pledges
of apparent stability, but have very serious practical use in
supporting the angle of the abacus  If, even with the added
spur, the support seems insufficient, we may fill up the cran-
mies between the spurs and the bell, and we have the form ¢
Thus &, though the germ and type of capitals, 15 1tself
(except under some peculiar conditions) both ugly and
mnsecure ; & 1s the first type of capitals which carry light
weight, ¢, of capitals which carry excessive weight,
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§ v I fear, however, the rcader may think he 1s gomng
shghtly too fast, and may not lhke having the capital
forced upon him out of the cornice , but would prefer invent-
mng a capital for the shaft itself, without rcference to the
cornice at all  We will do so then, though we shall come
to the same result

The shaft, it will be remembered, has to sustain the same
weight as the long piece of wall which was concentrated
mto the shaft, it 15 enabled to do this both by its better
form and better kmit materials , and 1t can carry a greater
waght than the space at the top of 1t 15 adapted to receive

The first pomnt, therefore, 15 to expand

' XX this space ay” far as possible, and that
J_—-I m a form more convenient than the
r T T m circle for the adjustment of the stones

above In genceral the square 1s a
more comvenient form than any
other, but the hexagon or octagon
15 sometimes better fitted for masses
a of work which divide 1in six or eight
directions Then our first 1mpulse
would be to put a square or hex-
l | agonal stonc on the top of the shatft,
projecting as far beyond 1t as might
be safely ventured , as at @, Iig XX,
This 15 the abacus  Our next 1dea
would be to put a conical shaped stone
3 beneath this abacus, to support its
outer edge, as at & This 15 the bell
% vi Now the entire treatment of
the capital depends simply on the manner mn wlich this
bell-stone 1s prepared for fitting the shaft below and the
abacus above Placed as at g, m lag, XIX, 1t gives us the
simplest of possible forms, with the spurs added, as at 4,
it gives the germ of the nchest and most elaborate forms
but there are two modes of treatment more dexterous than
the one, and less elaborate than the other, which are of the
highest possible importance,—modes m which the bell 15
brought to 1ts proper form by truncation
$vi1 Let 4 and £, Fig XIX,, be two bell-stones, & 15
part of a cone (a sugar-loaf upside down, with 1ts point cut
off) , f part of a four-sided pyramid  Then, assuming the
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abacus to be squarc, 4 will already fit the shaft, but has
to be chiselled to fit the abacus f will already fit the
abacus, but has to be chisclled to fit the shaft

From the broad end of £ chop o clusel off; m four vertical
planes, as much as will leave 1ts head an exact square  The
vertical cuttings will form curves on the sides of the cone
(curves of a cunous kind, which the reader need not be
troubled to examme), and we shall have the form ate, which
1s the root of the greater number of Norman capitals

From f cut off the angles, begmning at the comers of the
square and widening the truncation downwards, so as to give
the form at g where the base of the bell 15 an octagon, and
its top remains a squale A very shght roundmg away of
the angles of the octagon at the base of & will cnable 1t
to fit the circular shaft closely enough for all practical
purposes, and this form, at g 15 the root of nearly all
Lombardic capitals

If, mstead of a square, the head of the bell were hexagonal
or octagonal, the operation of cutting would he the same on
each angle, but there would be produced, of course, six or
aight curves on the sides of ¢, and twelve or siteen sides to
the base of ¢

§vir The truncations m ¢ and g may of course be
executed on concave or comex forms of &and f, bute 15
usually worked on a straight-sided bell, and the truncation
of g often becomes concave while the bell 1emams straight ;
for this simple reason,—that the sharp ponts at the angles
of g, baing somewhat difficult to cut, and casily broken off,
are usually avorded by begmnmg the
truncation a little way down the stde of Fic XXI
the bell, and then iecovenng the lost
ground by a decper cut inwards, as here,
Fig XXI This 15 the actual form ot
the capitals of the balustrades of St
Mark’s 1t 1s the root of all the Byzan-
tine Arab capitals, and of all the most
beautiful capitals i the world, whose
function 1s to express hightness,

§ 1x We have hitherto proceeded entirely on the
assumption that the form of cornice which was gathered
together to produce the capital was the root of cornices, e of
Fig V. But this, 1t will be remembered, was said i § vI. of
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Chap. VL. to bc esperally charactensuc of southern work,
and that m northern and wet chmates 1t took the form of a
dripstone.

Accordingly. in the northern clhimates the dnpstone
gathered together forms 4 peculiar northern capital commonly
ralled the karly Cnglish,! owing to s ¢special use m that
style

There would bhave been no absurdiy in this if shafts
were alwayvs to be exposed to the weather  but 1 Gothie
constructions the most 1mpnrtant shafts are 1n the inside of
the building The dripstone seruons of their capiuals are
therefore unnccessary and rnidiculous

§ x They are, howcver, much worse than unnecessary.

The cdge of a4 dnpstone, bemng unduircur has no bearng
pover, and the caputal fails, therfore. in s own principal

F1s XXII

jigig

function; and be~des this the undercut contour admts of
no distinctly visible decoration . 1t 1, therefore, left utterly
barren, and the capital looks as 1f it had been turned 1 a
lathe The Larly Enghsh capital has, therefore, the three
greatest faults that any design can have (1)1t fails 1 ats
own proper purpose, that of support, (2) it1s adapted toa
purpose to which it can never be put, that of keeping off
rain , (3) 1t cannot he decorated

The Early Enghsh capital 1, thercfore, a barbarnism of
triple grossness, and degrades the style m which it 15 found,
othcrwise very noble, to one of second-rate order

§ x1 Dismussing, therefore, the Early Englsh capital,
as deserving no place mn our system, let us reassemble n
one view the forms which have been legitimately developed,
and which are to become hereafter subjects of decoration.
To the forms a, 4, and ¢, Fig XIX, we must add the two
simplest truncated forms ¢ and g Fig XIX, putting ther

1 Appendin 18  “¢ Early English Capitals.”
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abaci on them (as we considered their contours in the bells
only), and we shall have the five forms now gnen mn parallel
perspectrve m Fig XXII, which are the roots of all good
capitals ewsting, or capable of ewstence, and whose
,variations, mfimite and a thousand times infimte, arc all
produced by wnttoduction of various curvatures mto ther
contours, and the endless methods of decolation super-
induced on such curvatures

§ x1. There 15, however, a kind of vamation, also
infinite, which takes place mn these radical forms, before
they receive either curvature or decoration. This 1s the

Fic XXIII

[

variety of proportion borne by the different lines of the
capital to cach other, and to the shafts This 1s a
structural question, at present to be considered as far as 15
possible.

§ xm Al the five capitals (which are indeed five orders
with legitimate distinction , very different, however, from
the five orders as commonly understood) may be re-
presented by the same profile, a section through the sides
of a, 4, d, and ¢, or through the angles of ¢, Fig XXII
This profile we will put on the top of a shaft, as at A,
Fig XXIIL, which shaft we will suppose of equal diameter
above and below for the sake of greater smphicity 1 this
simplest condition, however, relations of proportion cxist
between five quantities, any one, or any two, or any threc,
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or any four of which may change, irrespective of the.others.
These five quantities are

1. The haight of the shaft, « 4,

2 Its dhameter, & ¢,

3 The length of slope of bull, & &,

4. The mchnation ot this slope, or angle ¢ & 2,

5 The depth of abacus, d ¢

Tor every change m any one of these quantities we have
a new proportion of capital  five infimuies, supposmng
change only in one quantity at a time  mfinity of mfinities
m the sum of possible changes

It 1s, therefore, only possible to note the general laws
of change , every scale of pillar, and csvery weight laid upon
1t admitting, within certain limits, a variety out of whach the
architect has his choice, but yet fining hmits which the
proportion becomes ugly when 1t approaches, and dangerous
when 1t exceeds But the inquiry mto this subject 15 too
difficult for the general reader, and I shall content myself
with proving four laws, easly understood and generally
applicable , for proof of which 1if the said reader care not,
he may miss the next four paragraphs without harm

§ XN 1. TV more slender the shaft, the greater, pioporion-
ally, may be the projection of the abacus, For, looking back to
Ig XXIIT, let the heght @ 4 be fined, the length 4 4, the
angle & & ¢, and the depth & ¢ Let the single quantity 4 ¢
be varnable, let B be a capital and shaft which are found to
be perfectly safe in proportion to the weight they bear, and
let the weght be equally distibuted over the whole of the
abacus Then this weight may be represented by any number
of equal drvisions, suppose four, as /, #, #, , of brickwork
above, of which each drvision 1s one fourth of the whole
weight  and let this weight be placed m the most trying
way on the abacus, that 15 to say, let the masses 7 and 7 be
detached from # and #, and bear with their full weight on the
outside of the capital We assume, 1n B, that the width of
abacus e f 1s twice as great as that of the shaft, 4 ¢ and on
these conditions we assume the capital to be safe

But 4 ¢ 15 allowed to be vanable. Let it become 4, ¢, at
C, which 1s a length representing about the diameter of a
shaft containing half the substance of the shaft B, and, there-
fore, able to sustain not more than half the weight sustained
by B But the slope 4 £ and depth & ¢ remaimng unchanged,
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we have the capital of C, which we are to load with only
half the weight of 4, m, 7, 7,1 ¢ with Zand 7 alone  There-
fore the weight of 7 and 7, now represented by the masses
1, 75, 15 distributed over the whole of the capital.  But the
yeght 7 was adequately suppoited by the projecting plece
of the first capital 2 f ¢ much more 15 1t now adequately
supported by ¢ 7, f; ¢;  Therefore, if the capital of B was
safe, that of C 1s more than safe  Now m B the length ¢ 7
was only twice & ¢, but 1n C, ¢, f; will be found more than
twice that of &, ¢, Therelore, the more slender the shaft,
the greater may be the proportional excess of the abacus over
its diameter

§ XV. 2 The smaller the scale of the building, the gieater
may e the excess of the abacus over the diameter of the shaft,
This principle requires, I thmk, no very lengthy proof the

Fic \XIV.

a b c
reader can understand at once that the cohesion and strength
of stone which can sustain a small projecting mass, will not
sustamn a vast one overhanging mn the same proportion. A
bank cven of loose earth, siv feet high, will sometimes over-
hang 1ts base a foot or two, as you may see any day m the
gravelly banks of the lanes of Hampstead but make the
bank of gravel, equally loose, six hundred feet high, and see
if you can get 1t to overhang a hundred or two ! much more
if there be weight above 1t increased 1n the same proportion
Hence, let any capital be given, whose projection 1s just
safe, and no more, on its custing scale, mcrease its pro-
portions every way equally, though ever so little, and 1t 15
unsafe , dimimish them equally, and 1t becomes safe in the
exact degree of the diminution.

Let, then, the quantity e 4, and angle d 4 ¢, at A of Fig
XXIII, be mvarable, and let the length £ & vary then we
shall have such a series of forms as may be represented by
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a, b, ¢, Fig. XXIV, of which « 15 a proportion for a colossal
building,  for a moderatcly sized building, while ¢ could only
be admitted on a very small scale mdeed

§ xXVL. 3 The greater the excess of abacus, the steeper must
be the slope of the bell, the shaft diameter being constant

This will evidently follow from the considerations m the

last paragraph , supposing only that,

Fro XX\ mstead of the scale of shaft and

capital varymg together, the scale of

the capital varies alone  For it will

then sull be true, that, if the pro-

a jection of the capital be just safe

on a given scale, as 1ts excess over

the shaft diamecter increases, the

projection will be unsafe, 1if the
slope of the bell remam constant
3 But 1t may be rendered safe by

making this slope steeper, and so
Increasing 1t3 supporting power
Thus let the capital a, Fig XXV,
be just safe  Then the capital 4, m
which the slope 1s the same but the
excess greater, 15 unsafe. But the
capital ¢, 1n which, though the excess
equals that of 4, the stcepness of
the supporting slope 1s ncreased,
will be as safe as 4, and probably as strong as a!
S avu 4 The steeper the slope of
the bell, the thinner may be the abacus F1e XXVL

The use of the abacus 1s emnently
to equalise the pressure over the sur- v ?
face of the bell, so that the weight
may not by any acadent be dirccted ¢ 3

exclusnely upon 1ts edges  In pro
portion to the strength of these

edges, this function of the abacus
15 superscded, and these edges are
strong m proportion to the steepness . d
of the slope Thus mn Fig. XXVT,
1 In this case, the weight borne 1s supposed to increase as the abacus

widens, the illustration would have been clearer 1f I had assumed the
breadth of abacus to be constant, and that of the shaft to vary.

-

g
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the bell at @ would cairy werght safely enough without any
abacus, but that at ¢ would not 1t would probably have 1ts
edges broken off The abacus superimposed might be on
avery thiy, little more than formal, as at &, but on ¢ must
be thick, as at &

§xviir These four aules are all that are necessary for
genetal cuticssm . and observe that these are only senu-
mmperaty¢,—1ules of permission, not of compulsion  Thus
Law 1 asserts that the slender shaft zay have greater excess
of capital than the thick shait  but 1t need not, unless
the architect chooscs, his thick shafts mus? have small
excess, but s slender ones need not hatve large  So Law
2 says, that as the building 15 smaller, the excess may be
greater, but 1t need not, for the excess which 15 <afe m
the laige 15 still safer m the small  So Law 3 says that
caputals of gicat excess must have steep slopes  but it does
not say that capitals of small excess may not have steep
slopes also, 1f we choose  .And lastly, T.aw 4 asscrts the
necessity of the thick abacus for the shallow beli, but the
steep bell may have a thick abacus also

§ xix It will be found, however, that 1n practice some
confession of these laws will always be useful, and cspecially
of the two first  The eye always requnes, on a slender
shaft, a morc spreadmy capital than it docs on a massy
one, and a bolder mass of capital on a small scale than on
a lmge And, in the apphication of the first rule 1t 15 to
be noted that a shaft becomes slender cither by dimmution
of diameter or mercase of hught, that cither mode of
change presupposes the weght ubove 1t dumuushed, and
requires an espansion of abacus I know no made of spoil-
mg a noble building more ficquent m actual practice than
the imposition of flat and shightly expanded capitals on tall
shafts

§ xx The reader must observe, also, that, in the demon-
stration of the four laws, I always assumed the wcight above
to be given By the alteration of this werght, therefore,
the architect has 1t m his power to relicve, and therefore
alter, the forms of his capitals By 1ts various distribution
on therr centres or edges, the slope of therr bells and thick-
ness of abact will be affected also, so that he has countless
expedients at his command for the vanous treatment of s
design  He can divide his weights among more shafts, he
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can throw them mn different places and different directions
on the abaci, he can alter slope of bells or diameter of
shafts, he can use spurted or plan bells, thin or thick
abaci, and all these changes admittng of mfimty mn therr
degrees, and mfimty a thousand times told 1 their rela-
tions and all this without refirence to decoration, merely
with the five forms of block capital *

$aXr In the harmony of these arrangements, mn their
fitness, unity, and accuracy, lies the true proportion of every
bullding—propouon  utterly endless in 1ts mfimties of
change, with unchanged beauty  And yet this connection
of the fiame of thar buillding into one harmony has, I be-
lieve, never been so much as drcamed of by aichitects, It
has been mstinctively done i some degree by many, em-
pincally i some degree by many more, thoughtfully and
thoroughly, I bclieve, by nonc

§ xan1 We have lutherto consideted the abacus as neces-
sarily a scparate stone from the bell  cvidently, however,
the stiength of the capital will be undiminished if both
are cut out of one block  This 15 actually the case m
many capitals, especially those on a small scale and m
others the detached uppcer stone 15 a miere 1epresentatie of
the abacus, and 15 much thmner than the form of the
capital requues, while the tine abacus s umted with the
bell, and concealed by 1ts decoration, or made pait of 1t

§ xxnr Iarther We have hitherto considered bell and
abacus as both derived from the concentration of the
cormce But 1t must at once occur to the reader, that the
projection of the under stonc and the thickness of the upper.
which are quite enough for the work of the contimuous cor-
nice, may not be enough always, or rather are seldom hikely
to be so, for the harder work of the capital Both mas
have to be deepened and expanded but as this would
cause & want of harmony in the parts, when they occur on
the same level, 1t 15 better 1n such case to let the entire
cornice form the abacus of the capital, and put a deep
capital bell beneath 1t

s xx1v The reader will understand both arrangements
mstantly by two examples Fig. XXVII represents two
windows, more than usually beautiful examples of a very
frequent Venetan form. Here the deep cormice or string
course which runs along the wall of the house 1s quite strong
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enough for the work of the capitals of the slender shafts
its own upper stone 15 therefore also thars  1ts own lower
stone, by its revolution or concentration, forms thar bells
but to maik the mcoreascd mmportance of 1ts function n so
domg, 1t recenves decoration, as the bedl of the capital, which
it did not recerve as the under stone of the comice

In Yag XXVIIT, a hittle bt of the chuich of Santa Fosca
at Torcello, the cormee or string course, which goes round
every part of the church, 15
not strong cnough to form Fre NXVIT
the capitals of the shafts It
therefore forms thar abaa
only , and n order to mark
the dimmished mmportance
of its function, 1t ceases to
recene, as the abacus of
the capital, the decoration
which it reecenved as the
strmg course of the wall

This last arrangement
15 of great frequencty m
Venice, occurrmg  most
chaiacteristicallh,  m St
Mark's and m the Gothic
of St John and Paul we
find the two arrangements
beautifully umted, though
m great sumpheity , the
string courses of the walls = =
form the capitals of the
shafts of the traceries, and the abact of the vaulting shafts
of the apse

§xxv We have hitherto spoken of capitals of crcular
shafts only those of square prers are more frequently formed
by the cornice only , otherwise they are like those of circular
piers, without the difficulty of reconciling the base of the
bell with its head

§ xxvi When two or more shafts are grouped together,
therr capitals arc usually treated as separate, until they come
Into actual contact If there be any awkwardness m the
Junction, 1t 1s concealed by the decoration, and one abacus
serves, m most cases, for all. The double group, Fig.
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XXVII, 15 the smplest possible type of the arrangement,
In the nicher Northain Gothic groups of eighteen or twenty
shafts cluster together, and somctimes the smaller shafts
crouch undcr the capitals of the laiger, and lide their heads
m the crannies, with small nommnal abact of then own, while
the larger shafts caity the scrviceable abacus of the whole
pier, as m the nave of Rouen  There 15, however, evident
sacrifice of sound prmciple 1n this system, the smaller abaer
bemg of no use They are the exact contrary of the rude
carly abacus at Milan, given m Plite XVII  There one
poor abacus stretched itself out to do all the work here
there are 1dle abacl getting up 1ato corners and downg none,

Fieo AXMIII

§ xxvir Fmally we have considered the capital hitherto
entirely as an expansion of the bearmy power of the shaft,
supposing the shaft composed of a single stone  But, evi-
dently, the capital has a function, 1f possible, yet more 1m-
portant, when the shaft 1s composed of small masonry It
enables all that masonry to act together, and to receive the
pressure from above collectively and with a single strength
And thus, considered merely as a large stone set on the top
of the shaft, 1t 1s a feature of the highest archutectural im-
portance, irrespective of 1ts evpansion, which mdeed 1s, in
some very noble capitals, exceedingly small  And thus ever)
large stone set at any important pont to reassemble the
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force of smaller masonry and prepare 1t for the sustaiming of
weight, 1s a capital or *head ’ stone (the true meaning of
the word) whether 1t project or not - Thus at 6, n Plate IV,
the stones which support the thrust of the buckwork are
capitals, which have no projection at all, and the large
stones 10 the window above are capitals projecting m one
direction only

§axvir The 1eader 15 now master of all he need know
respecting construction of capitals , and from what has been
laxd before lum, must assuredly feel that there can never
be any new sistem of arclutectural forms munented, but
that all vertical support must be, to the end of tiume, best
obtamed by shafts and capitals It has been so obtaned
by neatly cvery nation of builders, with more or less refine-
ment mthe management of the detals, and the later
Gothic builders of the North stand almost alone m therr
effort to dispense with the natural development of the shaft,
and banish the caprtal fiom their compositions

They were gradually led mto this error through a senes
of steps which 1t 15 not hue our business to tiace. But
they may bu guneralised m a few words

§ xaix Al classical architecture, and the Romanesque
which 15 legitimately descended fiom at, 15 composed of
bold independent shafts, plam or fluted, with bold detached
capitals, forming acades o1 colonnades where they are
needed, and of walls whose apettures are surrounded by
courses of parallel hmes called mouldings, which are con-
tinuous round the apertures, and have nuther shafts nor
capitals  The shaft <y stem and moulding sy stem are entirely
separate

The Gothic architects confounded the two  They clus-
tered the shafts till they looked hke a group of mouldings
They shod and capitaled the mouldings till they looked like
a group of shafts So that a pler became meicly the side
of a door or window rolled up, and the side of the window
a pier unrolled (vide last Chapter, § xxx ), both being com-
posed of a series of small shafts, each with base and capital.
The architect seemed to have whole mats of shafts at his
disposal, hke the rush mats which one puts under cream
cheese. If he wanted a great pier he rolled up the mat,
if he wanted the side of a door he spread out the mat,
and now the reader has to add to the other distinctions
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between the Egypnan and the (5 thie <haft, already noted
i 5 Xxv1 of Chap VIII, th~ rne more—the most m-
portant of all—that while the Lr ptian rush cluster has only
one massive capital daltogetier the Gethee rush mat has a
separate tin? capital o oevery <2 cral rush

§ XXX Thu mats v ere gran all' mu'e of finer rushes,
until 1t became troublesome to gy cach rosh ats capital,
In furt, when the groups of shafis be ame excessively com-
plicated, the «xpan~ion of thar small abuer was of no use:
1t was dispenscd with altogether ard the mouldings of per
and jamb ran up continuousy muwe the aiches

This condition, though m many re-pects faulty and false,
1> yet the emmently characturistic ~tate of Gothic 1t 15 the
defimtc formation of 1t as a distinct «tvle, owiny no farther
aid to classical models . and 1t~ Iightness and complexity
render 1t, when well treated, and ennched with Flamboyant
decoration, a very glorious means of piciuresque effect Tt
15, 10 fact, this form of (Gothic which commends itself most
easily to the general mind, and which has suggested the
mnumerable foolish theoties about the denvation of Gothie
from trec trunks and avenues, which have from time to time
been brought forward by persons ignorant of the history of
architecture

§ xxx1 When the sense of picturesquencss, as well as that
of justness and digmity, had been lost the spung of the
contmuous mouldimgs was replaced by what Professor Wilks
calls the Discontinuous mmpost, which, bemng a barbarism
of the basest and most pamful kind, and being to architecture
what the setting of a saw 15 to music, I <hall not trouble
the reader to examme  Tor 1t 15 not i my plan to note
for him all the various conditions of error but only to gude
him to the appreciation of the night; and I only note even
the true Continuous or Flamboyant Gothic because this »
redcemed by its beautiful decoration, afterwards to be con-
sidered  For, as far as structure 1s concerned, the moment
the capital vamishes from the shaft, that moment we are m
error  all good Gothic has true capitals to the shafts of 1t
jambs and traceries, and all Gothic 1s debased the instant the
shaft vanmishes Tt matters not how slender, or how small, or
how low, the shaft may be wherever there 15 mdication of
concentrated vertical support, then the capital 15 a necessary
termmation I know how much Gothic, otherwise beautiful,
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this sweeping principle condemns, but it condemns not
altogcther. We may still take delight mnats lovely proportions,
its 1ch decoration, or 1ts elastic and reedy moulding , but
be assured, wherever shafts, o1 any approsimations to the
forms of shafts are employed, for whatever office, or on
whatever scale, be 1t m jambs or piers, or balustrades, or
traceiics, without capitals, theie 15 a defiance of the natural
laws of construction, and that, wherever such examples are
found 1 ancient buildings, they are either the experiments
of barbarism, or the commencements of decline.

CHAPTER X
THE ARCH LINE

§ 1 WE have seen m the last section how our means of
vertical support may, for the sake of economy both of space
and matcrial, be gathered into piers or shafts, and directed
to the sustammg of particular pomnts  The neat question 15
how 1o connect these pomts or tops of shafts with each other,
so as to be able to lay on them a contimnuous roof This
the reader, as before, 1s to favour me by finding out for
himsclt, under these following conditions

Tet s, s, g XXIX (on next page), be two shafts, with
therr capitals ready prepared for their work , anda, 4, 4, and
6 6 ¢ be six stones of different sizes, one very long and large,
and two smaller, and three smaller still, of which the reader
1s to choose which hc likes best, in order to connect the
tops of the shafts

I suppose he will first try of he can hft the great stone a,
and if he can, he will put 1t very simply on the tops of the
two pillars, as at A

Very well indecd he has done already what a number of
Greek architects have been thought very clever for having
done  But suppose he cannot hit the great stonc a, or
suppose I will not give 1t to him, but only the two smaller
stones at 4, &, he will doubtless try to put them up, tilted
against each other, as at & Very awkward this, worse than
card-house buildmg But if he cuts off the corners of the

VOL. L I
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stones, 5o as to makc each of them of the form ¢, they will
stand up very sccurely, as at B

But supposc he cannot Lft ¢ven these 1ess stones, but
can raise those ar ¢« 4 ¢ Then, cutting cach of them mto
the form at ¢, he will doubtless set them up as at f

§ 11 This last arrangement looks a Intle dangerous Is
there not a chance of the stone m the middle pushing the

Fic XXIX.

| ‘1 3 N ] )

others out, or tilting them up and aside, and shipping down
itsc)f between them? There 1s such a chance and if by
somewhat altering the form of the stones, we can dimmsh
this chance, all the better I must say “we?® now, for
perhaps I may have to help the reader a httle

The danger 15, observe, that the midmost stone at f pushes
out the side ones then if we can give the side ones such 2
shapc as that, left to themselves, they would fall heawvily
forward, they will resist this push ew# by therr weight,
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exactly m proportion to theirr own particular mclmation or
desire to tumble sz Take one ot them separately, standing
up as at g, 1t 1s just possible 1t may stand up as 1t 1s, hke
the Tower of P1sa  but we want 1t to fall fornard Suppose
we cut away the parts that are shaded at % and leave 1t as at
z, 1t 15 very certam 1t cannot stand alone now, but will fall
forward to ouwr entire satisfaction

Farther the nudmost stone at £ 1s hikely to be trouble-
some chicfly by 1ts weight, pushing down between the others,
the morc we highten 1t the better so we will cut 1t into
exactly the same shape as the side ones, chiselling away the
shaded parts, as at 2 We shall then have all the three
stones 4, /, m, of the same shape , and now putting them
together, we have, at C, what the reader, I doubt not, will
percelve at once to be a much more satisfactory arrangement
than that at f

§ m W have now got three arrangements, 1 one using
only one pece of stone, m the second two, and mn the third
three  The first arrangement has no particular name, except
the “horizontal ” but the sngle stone (or beam, 1t may be,)
is called a hintel, the second arrangement 1s called a “Gable ,”
the thud an “ Arch ”

We might have used pieces of wood mstead of stone mn all
these arrangements, with no difference m plan, so long as
the beams were kept loose, ike the stones, but as beams
can be securely nailed together at the ends, we need not
trouble oursclves so much about their shape or balance, and
therefore the plan at /15 a pecularly wooden construction
(the reader will doubtless recogmse 1 1t the profile of man)
a farm-housc root) and again, because beams are tough,
and Ilight, and long, as compared with stones, they are
admirably adapted tor the constructions at .\ and B, the plain
Iintel and gable, while that at C 15, for the most part, left to
brick and stone

§ v But farther The constructions, A, B, and C, though
very conveniently to be first considered as composed of one,
two, and three pieces, are by no means nccessanly so  When
we have once cut the stones of the arch into a shape like
that of #, /, and s, they will hold together, whatever their
number, place, or size, as at #, and the great value of the
arch 1s, that 1t permts small stones to be used with safety
instead of large ones, which are not always to be had.
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Stones cut into the shape of % / and #, whether they be
short or long (I have drawn them all sizes at # on purpose),
are called Voussous, this 1s a hard, ugly French name,
but the reader will perhaps be kind enough to recollect it ,
1t will save us both some trouble  and to make amends for
this infliction, T will rclieve him of the wrm Zeystome  One
voussotr 15 as much a keystone as another, only people usuatly
call the stone which 1s last put in the Aeyvstone, and that one
happens generally to be at the top or middle of the arch.

§ v Not only the arch, but even the lintel, may be bult
of many stones or bricks  The reader may see lintels built
in this way over most ot the windows of our brick London
houses, and so also the gable  there are, therefore, two distinet
gucstions respecting each arrangement —Iirst, what 15 the
Iine or direction of 1t, which gives it 1ts strength ? and,
secondly, what 15 the manner of masonry of 1t, which gives
1t 1ts consistence?  The first of these I shall consider in this
Chapter undcr the head of the Arch Line, using the term
arch as including all manner of construction (though we shall
have no trouble except about curves), and in the nest Chapter
I shall consider the seeond, under the head, Arch Masonry.

§ vi Now the arch lie 15 the ghost or skcleton of the
arch, or rather 1t 15 the spinal marrow of the arch, and the
voussotrs are the vertebrae, which keep it sate and sound,
and clothe 1t This arch line the architect has tirst to con-
cewve and shape m his mmd, as opposed to, or having to
bear, certamn forces which will try to distort 1t this way and
that | and agamst which he 1s first to direct and bend the
Ime 1tself mto as strong resistance as he may, and then, with
his voussorrs and what else he can, to guard i, and help i,
and keep 1t to 1ts duty and m 1ts shape  So the arch line
15 the moral character of the arch, and the adverse forces
are 1ts temptations , and the voussorrs, and what clse we may
help 1t with, are its armour and 1ts motives to good conduct

§ vil. This moral character of the arch 1s called by archi-
tects 1ts “Line of Resistance” There 1s a great deal of
nicety m caleulating 1t with precision, just.as there 1s some-
times 1n finding out very precisely what 1s a man’s true hne
of moral conduct, but this, in arch morality and m man
morality, 1s a very simple and easily to be understood principle,
—that if either arch or man expose themselves to their special
temptations or adverse forces, outside of the voussoirs or
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proper and appomted armour, both will fall. An arch
whose Ime of resistance 15 m the middle of 1its voussomrs 1s
perfectly safe i proportion as the said line runs near the
cdge of 1ts voussorrs, the arch 15 in danger, as the man 1s who
nears temptation, and the moment the Ime of resistance
emerges out of the voussorrs the arch falls

§ vir There are, therefore, properly speaking. two arch
Iines  One 1y the visible direction or cune ol the arch,
which mayv generally be considered as the under edge of its
voussoirs, and which has often no more to do with the real
stability of the arch, than a man’s apparent conduct has with
his heart  The other hne, which 15 the ine of resistance, or
Ime ot good behaviour, may or may not be consistent with
the outward and apparent cunves of the arch, but if not,
then the secunty of the wich depends simply upon this,
whether the voussons which assume or pretend to the one
Ime are wide enough to mndlude the other.

§ 1x Now when the rcader s told that the line of resistance
varies with eveny change ather m place or quantity of the
weight above the arch, he will see at once that we have no
chance of arranging aiches by therr moral characters we
can only take the apparent atch line, or viwible direction, as
a ground of arrangemient ' We shall consider the possible or
probable forms or contours of arches 1n the present Chapter,
and 1 the succeedmyg onc the forms of voussorr and other
help which may best forufy these visible lines against every
temptation to lose their consistency

§ x Look back to Fig XXIX. Evidently the abstract
or ghost line of the
arrangement at A 1s lie XXX
a plan honzontal
Iine, as here at a,

Fyg XXX The

abstiact line of the & ___
arrangement at B,

Fig XXIX, is com-

posed of two straight

hines, set agamst each

other, as here at & d

The abstract lme of ¢~~~

C, Fig. XXIX, 15 a2

curve of some kind, not at present determined, suppose
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¢, Tig AX\  Then, as 4 is two of the straight lmes at
@, set up azunst cich other, we may concene an arrange
ment, ¢, madc up of two of the curved hines at ¢ set agamst
each other  Ilus 15 called a pomted weh which 15 a con-
tradiction 1 terms 1t ought to be culed a curved gable,
but 1t must keep the namc 1t hs Jot

Now a, 4, ¢, 4 11z Y\\, arc the Jhests «f the lintel, the
gable, the arch, and the pomtcd wrech With the poor lintel
ghost we nced trouble ourselves no firther there are no
changes in him  but there 1s much v wricty in the other three,

A~ NN

9

and the mcthod of their variety will be best discerned by
studying & and &, as subordinate to and connected with the
simple arch at ¢

§ x1 Many architects, especially the woist, have been very
curious 1 designing out of the way arches, —elliptical arches,
ind four centred arches, so called, and other singularities
The good architects have generally been content, and we
for the present will be so, with God’s arch, the arch of the
1ambow and of the apparent heaven, and which the sun
shipes for us as it sets and nises  Let us watch the sun for
1 moment as 1t climbs when 1t 1s a quarter up, 1t will give
us the arch @, Fig XXXI , when it 1s half up, 4, and when
three quarters up, ¢ There will be an nfinite number of
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arches between these, but we will take these as sufficient
representatives of all  Then a 15 the low arch, & the central
or purc arch, ¢ the high arch, and the rays of the sun would
ha\ drawn for us thetr youssorrs.

§ x11 We will take these several arches successiely, and
fixing the top of cach accurately, draw two right ines thence
toits base, d, ¢, £, Iig XXXI  Then these lines give us the
relatrve gables of cach of the arches, & 15 the Itahan or
southern gable, e the central gable, £ the Gothic gable

§ xu1 We will agam tale the thice arches with therr
gables n succession, and on cach of the sides of the gable,
between 1t and the arch, we will describe another arch, as
at g, 4, ¢ Then the cunves so deseribed give the ponted
arches belonging to cach of the round aiches g, the flat
pomted arch, 4, the central pomted aich, and ¢, the lancet
pomted arch

§ xiv If the radhws with which these mtermediate curves
are dranwn be the base of £ the last 15 the equilateral pointed
arch, one of great impoitance m Gothie work  But between
the g'tble and arcle, mn all the thice figures, there are an
mfimite number of pomted arches, describable with different
radn ; and the thice 10und arches, be it 1emembered, are
themsehes representatives of an nfinute numbes, passing
from the flattest conceivable cunve, through the semicircle
and horseshoe, up to the tull arde

The central and the last group aic the most 1important.
The central round, or semicircle, 15 the
Roman, the Byzantine, and Noiman arch
and 1ts relative pomted includes one wide
branch of Gothic The horseshoe round
1s the Arabic and Moorish arch, and 1ts
relatnne pomted mncludes the whole ranae
of .Arabic and lancet, or Early English and
French Gothies. I mean of course by the relative ponted,
the entire group of which the equilateral arch 1s the repre-
sentatne, Between 1t and the outer horseshoe, as this
latter nises higher, the reader will find, on experiment, the
great families of what majy be called the horseshoe pointed,
—curnies of the highest importance, but which are all n-
cluded, with English lancet, under the term, relative ponted
of the horseshoe arch

§ xv. The groups above described are all formed of

e XXXII
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circular arcs, and inctude all trulv useful and beautiful
arches for ordmary work I behiese that singular and
complicated curves are made use of m morlern engineenng,
but with these the general reader can have no concern  the
Ponte dlla Trinita at 1lorence 15 the most graceful mstance
I hnow of surh structure  the arch marde use of beng very
subtle, and approximating to the low ellipse. for which, m
common work, a barbarous pointed arch, called four-centred,
and composed of bits of circles, 1s substituted by the English
builders  The high ellipse, I believe, custs in Eastern archi-
tccture I have never myself met with 1t on a large scale;
but 1t occurs 1n the niches of the later portions of the Ducal
Palace at Venice, together with a singular hyperbolic arch,
a m Fig XXXIII, to be described hcreafter. with such
caprices we arc not here concerned

Fic XXXIII

§ xvi. We are, however, concerned to notice the ab-
surdity of another form of arch, which, with the four-
centred, belongs to the English perpendicular Gothic

Taking the gable of any of the groups n Fig XXXI. (sup-
pose the equilateral), here at 4, n Fig XXXIII, the dotted
line reprecenting the relative pomnted arch, we may evidently
concun e an arch formed by reversed curves on the mside of
the gable, as here shown by the mner curved lmes. 1
imagme the reader by this time knows enough of the nature
of arches to understand that, whatever strength or stability
was gaincd by the curve on the owsside of the gable, exactly
so much 15 lost by curves on the zside. The natural ten-
dency of such an arch to dissolution by its own mere weight
renders 1t a feature of detestable ugliness, wherever 1t occurs
on a large scale It i1s emmently charactenstic of Tudor
work, and 1t 15 the profile of the Chmese roof, (I say on
a largc scale, because this as well as all other capricious
arches, may be made secure by thewr masonry when small,
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but not otherwise), Some allowable modifications of it will
be noticed m the chapter on Roofs

§ avir There 1s only one more form of arch which we
have to notice,  When the last described arch 15 used, not
as the principal arrangement, but as a mere headmg to a
common pomted arch, we have the foum ¢ g XXNIII
Now this 15 better than the entirely reversed arch for two
reasons first, less of the hine 1 weakened by reversing,
secondly, the double curie has a very high westhetic value,
not exssting 1in the mere segments of circles For these
reasons arches of this kmnd are not only admissible, but
even of great desirableness, when thetr scale and masonry
render them secure, but above a ceitain scale they are
altogether barbarous, and, with the reversed Tudor arch,
wantonly emplojed, are the characteristics of the worst and
meanest schools of architecture, past or present

This double curve 1s called the Ogee; 1t 1s the profile
of many German leaden roofs, of many Turkish domes (there
more excusable, because associated and m sympathy with
exqusitely managed arches of the same line in the walls
below), of Tudor turrets, as n Henry the Seventh’s Chapel,
and 1t is at the bottom or top of sundry other blunders alt
over the world

§ xviir The varieties of the ogee curve are infinite, as the
reversed portion of 1t may be engrafted on every other form
of arch, horseshoe, round, or pomted. \Whatever 1s generally
worth of note in thesc varieties, and in other arches of
caprice, we shall best discover by examinmng their masonry ;
for 1t 1s by their good masonry only that they are rendered
either stable or beautiful. To this question, then, let us
address ourselves.

CHAPTER XI
THE ARCH MASONRY

§ 1. On the subject of the stability of arches, volumes
have been wmtten and volumes more are required. The
reader will not, therefore, expect from me any very complete
explanation of its conditions within the hmits of a single
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chapter But that which 15 necessary for lum to know is
very simple and very easy. and yet, I beheve, some part of
it 15 very lLetle known, or nouced.

We must first have a clear wlea of what 15 meant by an
arcth It 15 a curved ske/Z of firm materials, on whose back
a burden 15 to be laid of Zoosc matenals So far as the
materials above tt are nof loose, but themsclies hold together,
the opening below 15 not an arch, but an eacevazion. Note
this difference very carefully.  If the King of Sardima tun-
nels through the Mont Cents, as he proposes, he will not
require to butld a brick aich under his tunnel to carry the
weight of the Mont Cenmis  that would need scientific
masonry mdeed  The Mont Cenis will carry itself, by its
own cohesion, and a succession of misible granite arches,
rather larger than the tunnel  But when Mr Brunel tun
nelled the Thames bottom, he needed to build a brick arch
to carry the siv or seven feet of mud and the weight of water
above That 15 a type of all arches proper

§ 11 Now arches, m practice, partake of the nature of the
two  So far as their masonry above 15 Mont-Cenrsian, that
15 to say, colossal in comparison of them, and granitic, so
that the arch 15 a mere hole n the 1ock substance of 1t, the
form of the arch 15 of no consequence whatever 1t may be
rounded, or losenged, or ogee'd, or anything else, and m
the noblost architecture there 1s always seme character of
this kind gnen to the masonry. It 15 mdependent enough
not to care about the holes cut n 1it, and does not subside
mto them hke sand  But the theory of arches does not
presume on any such condition of things, 1t allows self
only the shell of the arch proper, the vertebre, carrying
therr marrow of resistance , and, abose this shell, 1t assumes
the wall to be m a state of fluy, bearmng down on the arch,
like water or sand, with 1ts whole weight  .And farther, the
problem which 15 to be solved by the arch builder 1s not
merely to carry this weight, but to carry 1t with the least
thickness of shell It 15 easy to carry 1t by continually
thickening your voussotrs 1f you have six feet depth of sand
or gravel to carry, and you choose to employ granite voussoirs
siv fect thick, no question but your arch 1s safe enough.
But 1t 15 perhaps somewhat too costly the thing to be done
15 to carry the sand or gravel with brick voussorrs, six inches
thick, or, at any rate, with the least thickness of voussoir
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which will be safe, and to do this requires pecubar arrange-
ment of the lines of the arch. There are many arrange-
ments, useful all m their way, but we have only to do, in the
best architecture, with the simplest and most easily under-
stood We have fitst to note those which regard the actual
shell of the arch, and then we shall give a few cxamples
of the superseding of such eipedients by Mont-Cenisian
masonry

§ 1 What we have to say will apply to all arches, but
the central pointed arch 15 the best for general illustration.
Let a, Platc III, be the shell of a pomnted arch with loose
loading above, and suppose jou find that shell not quite
thick enough, and that the weight bears too heavily on the
top of the arch, and 15 hikcly to break it in - you proceed to
thicken your shell, but need you thicken 1t all equally ? Not
so, you would only waste your good voussorrs  If you have
any common sense you will thicken it at the top, where a
mylodon’s skull 15 thickened for the same puipose (and
some human skulls, I fancy), as at 4. The pebbles and
gravel above will now shoot off 1t nght and left, as the
bullets do off a cunassier’s breastplate, and will have no
chance of beating 1t in

If still it be not strong enough, o farther addition may
be made, as at ¢, now thickenng the voussours a hittle at the
base also. But as this may pethaps throw the arch mcon-
veniently high, or occaston a waste of voussorrs at the top,
we may employ another expedient

§ 1v. I mmagine the reader’s common sense, 1f not his
previous knowledge, will enable him to understand that if
the arch at @, Plate III, burst /# at the top, it must burst
out at the sides. Set up two pieces of pasteboard, edge
to edge, and press them down with jour hand, and you
will see them bend out at the sides  Therefore, 1if you can
keep the arch from starting out at the points g, g, it cannof
curve m at the top, put what weight on 1t you will, unless
by sheer crushing of the stones to fragments

§ v. Now you may keep the arch from starting out at g
by loading 1t at p, putting more weight upon 1t and aganst
1t at that point, and this, in practice, 1s the way 1t 15 usually
done. But we assume at present that the weight above 15
sand or water, quite unmanageable, not to be directed to
the points we choose ; and mn practice, 1t may sometimes
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happen that we cannot put weight upon the arch at . We
may perhaps want an opeming above 1t, or 1t may be at the
side of the building, and many other circumstances may
occur to hinder us

< VI But 1f we dare not sure that we can put weight above
1t, we are porfectly sure that we can hang waght under it
You may alwayvs thichen jour shcll inside, and put the
weight upon it as at & a, in 4, Plate III  Not much chance
of 1ts bursting out at g, now, 15 there?

yviI Whenever, therefore, an arch has to bear vertical
pressure, 1t will bear 1t better when 1ts shell 15 shaped as at
b or 4, than as at @ 4 and 4 are, thercfore, the types of
arches built to resist vertical pressure, all over the world,
and from the begmning of architecture to its end  None
others can be comparcd with them  all are 1imperfect except
these.

The addcd projections at & a, mn &, are called Cuses, and
they arc the very soul and Iife of the best northern Gothic,
yet never thoroughly undcrstoud nor found m perfection,
except m Ttaly, the northern builders working often, cven
mn the best times, with the vulgar form at a

The form at & 15 rarely found i the north  its perfection
15 1 the Lombardic Gothie , and branches of 1t, good and
bad according to their use, occur 1 Saracenic work

§ viir The true and perfect cusp 15 single only  But 1t
was probably mvented (by the Arabs ?) not as a constructive,
but a decoratine feature, 1 purce fantasy, and mn early
northern work 1t 15 only the apphcation to the arch of the
foliation, o called, of penctrated spaces m stone surfaces,
already enough cxplauncd i the ““Seven Lamps,” Chap. IIT,
P 86,ets5eg  It1s degraded m digruty, and loses 1ts useful-
ness, exactly 1 proportion to 1ts multipheation on the arch
In later architecture, ¢specially Enghsh Tudor, 1t 1s sunk
mto dotage, and becomes a simple excrescence, a bit of
stone pmched up out of the arch, as a cook pinches the
paste at the edge of a pie

3 1x The depth and place of the cusp, that 1s to say, 1ts
exact application to the shoulder of the curve of the arch,
varies with the direction of the weight to be sustammed I
have spent more than a month, and that in hard work too,
n merely trying to get the forms of cusps into perfect
order whereby the reader may guess that I have not space
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to go mto the subject now, but I shall heteafter give a few
of the leading and most pufect examples, with therr
measurcs and masonry

§ X The reader now understands all that he need about
the shell of the aich, considered as an umted picce of stone

He has nest to consider the shape of the voussons  Ths,
as much as 15 required, he will be able best to comprehend
by a few cnamples, by which I shall be able also to illus-
trate, o1 rather which will force me to illustrate, some of the
methods of Mont-Cenisian masonry, which were to be the
second part of our subject

§x1 1 and 2, Plate IV, are two counices, 1, from St.
Antonio, Padua 2, from the Cathedial of Sens I want
hem for cornices , but T have put them m ths plate because,
though thar arches are filled up behind, and are m fact mere
blocks of stone with arches cut mnto thar faces, they illus-
trate the constant masonry of small arches, both mn Itahan
and Northern Romanesque, but espeaially Itahan, each arch
bemng cut out of 1ts own proper block of stone  this 1s Mont-
Cenisian enough, on a small scale

3 15 a window from Carmarvon Castle, and very prnnmitive
and nteresting 1n manner,—one of 1ts arches bemg of one
stone, the other of two And here we have an instance
of a form of arch which would be barbarous ¢nough on a
large scale, and of many pieces, but quamnt and agreeable
thus massively built

4 1s from a httle belfry n a Swiss village above Vevay ,
one fancies the window of an absurd foim, seen mn the
distance, but one 1s pleased with 1t on seemng its masonry
It could hardly be stronger

§ x11  Thesc then are arches cut of one block  The next
step 1s to form them of two pieces, set together at the head
of the arch 6, from the Eremitani, Padua, 15 very quaint
and primitive 1In manner 1t 1s a curious church altogether,
and has some strange tracenies cut out/ of smgle blocks
One 1s given 1n the “Seven Lamps,” Plate VII, 1 the left-
hand comer at the bottom

7, from the Fran, Venice, very firm and fine, and
admirably decorated, as we shall see hereafter 5, the
simple two-pieced construction, wrought with the most ex-
qusite proportion and precision of workmanship, as 1s
everything else 1n the glorious church to which it belongs,

VOL. I. K
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San Fermo of Veiona The addition of the top piece,
which completes the circle, does not affect the plan of the
beautiful arches, with then simple and petfect cusps, but it
15 hughly curious and serves to show how the 1dea of the
cusp rose out of mere folhation  The whole of the architec-
ture of this chuich may be characterised as exhibiting the
maxima of simplicity 1n construction, and perfection mn work-
manship,—a 1are unison  for, 1n general, simple designs are
rudely worked and as the builder perfects his execution, he
complicates his plan  Nealy all the arches of San Fermo
are two-pleced

§xm We have scen the construction with one and two
pieces a and 4, Fig 8, Plate IV, are the general types of
the construction with threc pieces, uncusped and cusped,
c and 4 with five pieces, uncusped and cusped  Of thesc
the three-pieced construction 1s of enormous importance,
and must detam us some time The five-picced 15 the
three-picced with a jont added on each side, and 15 also of
great importance  The four-pieced, which 1s the two-picced
with added jonts, rarely occurs, and need not dctan us

§ xiv It will be remembered that in first working out the
prmciple of the arch, we composed the arch of thiee pieces
Three 15 the smallest number which can exhibit the real
princple of arch masonry, and 1t may be considered as
representative of all arches built on that principle . the
one and two-picced arches being microscopic Mont-Cenisian,
mere cavcs in blocks of stone, or gaps between two rocks
leaning 'together

But the three-pieced arch 1s properly representative of all,
and the larger and more complicated constructions are
mcrely produced by keeping the central piece for what 15
called a keystone, and putting additional jomts at the sides
Now so long as an arch 1s pure circular or ponted. 1t docs
not matter how many joints or voussoirs you have, nor wheré
the jomts are, nay, you may joint your keystone itself, and
make 1t two-pieced  But 1f the arch be of any bizarre form,
especially ogee, the jomts must be 1 particular places, and
the masonry simple, or 1t will not be thoroughly good and
sccure, and the fine schools of the ogee arch have only
ansen m countries where 1t was the custom to build arches
of few pieces

§ xv The typical pure pomted arch of Venice 1s a five-
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preced arch, with its stones m three orders of magmtude,
the longest bemg the lowest, as at 4, Plate III  If the
arch be very large, a fourth oider of magmtude 1s added,
as at @, The portals of the palaces of Venwce have one
or other of these masonries, almost without exeeption
Now, as one piece 1s added to make a larger door, one
pilece 1s taken away to make a smaller ong, or a window,
and the masonry type of the Venctian Gothic window 15
conscquently three-pieced, ¢,

§ xv1 The reader knows alrcady where a cusp 15 useful
It 1s wanted, he will remember, to give weight to those side
stones, and draw them 1nwards against the thrust of the top
stone Take one of the side stones of ¢, out for a moment,
as atd Now the proper place of the cusp upon 1t vanes
with the weight which 1t bears or requires, but m practice
this micety 15 rarely observed, the place of the cusp 1s
almost always determined by sesthetic considerations, and 1t
15 evident that the variations m 1ts place may be mfimte
Constder the cusp as a wave passing up the side stone from
its bottom to 1ts top, then yjou will have the succession
of forms from ¢, to g (Plate I11), with infimte degrees of
transition from cach to each but of which you may take
e, /, and g, as representing three great farmhes of cusped
arches Use ¢ for your side stones, and jou have an arch
as that at % below, which may be called a down-cusped
arch. Use f for the side stone, and you have 7, which may
be called a mid-cusped arch  Use g, and you have 4, an
up-cusped arch

§ xvii The reader will observe that I call the arch mud-
cusped, not when the cusped pomt 15 1 the middle of the
curve of the arch, but when 1t 1s m the mddle of the side
prece, and also that where the side pieces jomn the keystone
there will be a change, perhaps somewhat abrupt, m the
curvature

I have preferred to call the arch mid-cusped with respect
to its side piece than with respect to 1ts own curve, because
the most beautiful Gothic arches 1n the world, those of the
Lombard Gothic, have, 1n all the instances I have examined,
a form more or less approximating to this mid-cusped one
at 7 (Plate IIT ), but having the curvature of the cusp carried
up mto the keystone, as we shall see presently where,
however, the arch 1s built of many voussoirs, a mid-cusped
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arch will mean one whach has the pomt of the cusp mid-
way between 1ts own ba‘sc and apex
The Gothic arch= of Venice 15 almost mnvariably up-cusped
as at 2 The re ader may note that, m both down cusped
and up-cusped arches, the piece of stone, added to form the
cusp, 15 of thi¢ shape ot a seymutar, hedd down i the one
case and v m the othu
gxvretl Now, m the aiches 7 ¢, 4 a shght modification
has Wewn made m the form of the central prece, n oder
th «t 1t may contmue the curve of the cusp This modifi-
cation 1~ not to be given to it m practice without consider-
able nicety of workmanship  and some curious results took
place m Venice from thys difficults
At / (Plate IIT) 15 the shape of the Venctian side stone,
with 1ts cusp detached fiom the arch - Nothing can possibly
be bettar o more graceful, o have the weight better dis-
posed m order 1o cause 1t to nod torwards agamst the key-
stone, as above explamed, Ch X % 11, where T developed
the whole system of the arch fiom thiee pieces, n order
that the reader nught now clearly see the use of the weight
of the cusp
Now a Venetian Gothie palace has usually at least threc
stotiecs  with perthaps ten or twehe windows in each ston
and this on two or thiee of its ~ides, requinng altogether
some hundred to a hundred and fifty side preces
I have no doubt, from obserivation of the way the
windows are set together, that the side preces were varved
m pairs, like hooks, of which the kevstones were to he the
eyes, that these wide pieces were ordaed by the architeet
m the gross, and were used by him sometimes for wider,
sometimes for natower windows  bevellimg the two ends as
requued, fiting m keystones as he best could, and now and
then varying the anangement by turnmg the side pieces
upside down
There were various converiences 1n this way of worhing
one of the principal being that the side pieces with then
cusps were always cut to therr complete form, and that no
part of the cusp was carned out nto the keystone, which
followed the curve of the outer arch itself. The orna-
ments of the cusp might thus be worked without any
troublesome reference to the rest of the arch

§x1x Now let us take a pair of side picces, made to
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order, like that at /7, and see what we can make of them.
We will try to fit them first with a keystone which con-
tmues the curve of the outer arch, as at #  This the
reader assuredly thinks an ugly arch  There are a great
many of them m Venice, the ughest thmgs there, and the
Venctian buldets quickly began to feel them so  VWhat
could they do to betterthem? The arch at a has a central
piece of the form »  Substitute for 1t a prece of the form s,
and we have the arch at #

82X This arch at # 15 not so strong as that at z, but,
built of good marble, and with 1ts preces of proper thickness,
1t 15 quite sttong enough for all practical puiposes on
a small scale 1 have exammed at least two thousand
windows of this kind and of the other Venetian ogees, of
which that at y (in which the plam side piece 2 15 used
mstead of the cusped one) 15 the simplest, and I never
found one, even 1n the most rumous palaces (in which they
had had to sustain the distorted weight of falling walls) m
which the central piece was fissmed , and this 15 the only
danger to which the window 1s cxposed, m other respects
1t 1s as strong an arch as can be built

It 15 not to be supposed that the change from the » key-
stone to the s keystone was mnstantancous It was a change
wrought out by many curnious experiments, which we shall
have to trace hereafter, and to thiow the resultant varieties
of form mto their proper groups

§xx1 One step more I take a mud-cusped side picce
mn 1ts block form at # with the bricks which load the back
of it Now, as these bricks support 1t behind, and since, as
far as the use of the cusp 15 concerned, 1t matters not
whether 1ts weight be m marble or buicks, there 15 nothing
to hinder us from cutting out some of the marble, as at #,
and filling up the space with bricks (/7 /4y we should take
a fancy to do this, I do not pretend to gucss at present, all
I have to assert 15, that, if the fancy should strike us,
there would be no harm m 1t ) Substituting this side piece
for the other in the window 2, we have that at z, which
may, perhaps, be of some service to us afterwards, herc we
have nothing more to do with 1t than to note that, thus
built, and properly backed by brickwork, 1t 1s just as strong
and safe a form as that at 2, but that this, as well as
every vanety of ogee arch, depends entirely for its safety,
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fitness, and beauty. on the masonry which we have just
analysed . and that, built on a large scale, and with many
voussairs, all such arches would be unsafe and absurd
gencral architecture  Yet they may be used occasionally for
the sike of the cvquiaite beauty of which therr nch and
fantastic vaneties admit  and somenimes for the sake of
another ment, esactly the opposite of the constructional
ones we are at present examining, that they seem to stand
by enchantment

§xxi1 In the above reasonings, the mclmation of the
jomts of the voussors to the cunves of the arch has not
been conwidered It 15 a question of much micety, and
which I have not been able as vet fully to investigate:
but the natural wdea of the arrangement of these lues
(vhich m round arches are of course perpendicular to the
curve) would be that every voussotr should have the lengths of
its outer and mnner arched surface m the same proportion to
each other  Either this actual law or a close appronimation
to 1t, 15 assurediv enforced m the best Gothic buildings.

§xxir I may sumupall that 1t 1s necessary for the reader
to keecp m mmd of the general laws connected with this
subject, by giving him an example of each of the two forms
of the perfeet Gothie arch, uncusped and cusped, treated
with the most simple and magnificent masonry, and partly, in
both cases, Mont-Cenisian

The first, Plate V, 15 a window from the Broletto of Como
It shows, m its filling, first, the single-piceed arch, carried on
groups of four shafts, and a single slab of marble filhing the
space above, and pierced with a quatrefoil (Mont-Cenisiam,
this), while the mouldings ahove are each constructed with
a separatc svstem of voussoirs, all of them shaped, I think,
on the principle above stated, § xxi1, m alternate serpentine
and marble, the outer arch bemg a noble example of the
pure uncusped Gothic construction, 4 of Plate ITI

yxxiv Fig XXXIV. 15 the masonry of the side arch of;
as far as I know or am able to judge, the most perfect
Gothic sepulchral monument i the world, the foursquare
canopy of the (nameless?)! tomb standing over the small

1 At least I cannot find any account of 1t 1 Maffer’s * Verona,” nof
anywhere else, to be depended upon It 1s, T doubt not, a work of the

beginning of the thirteenth centu Vide Appendis 19, ¢ Tombs at
St. Anastasia” v PP i
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cemetery gate of the Church of St Anastasia at Veiona I
shall have frequent occasion to recu to this monument, and,
I believe, shall be able sutficiently to yustify the tams mwhich
Ispeak of it meanwhile I desneonly that the reader should
obseive the seventy and simpliaty of the arch hines, the
exquisitely dehieate suggestion of the ogee curve m the

Frc XXXIV

apex, and chiefly the use of the cusp n giving nward
weight to the great pieces of stone on the flanks of the
arch, and preventing their thrust outwards from being
severely thrown on the lowermost stones The cffect of
this arrangement 1s, that the whole massy canopy 1s sus-
tamed safely by four slender pillars (as will be seen hereafter
m the careful plate T hope to give of 1t), these pillars bemng
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rather steadied than matcrially assisted agamnst the thrust,
by ron bars, about an mch thick, connecting them at the
heads of the abaa, a feature of peculiar importance m
this monument, masmuch as we know 1t to be part of
the ongmal construction, by o beautitul httle Gothic
wreathed pattern, hike one of the hems of garments of Fra
Angelico, running along the 1ron bar itself  So carefully,
and so far, 15 the system of decoration carried out 1 this
pure and lovely monument, my most beloved throughout all
the length and breadth of Italy —chief, as I think, among
all the sepulchral marbles of a land of mourning,

CHAPTER XII
THE ARCH LOAD

§1. IN the preceding mquiry we have always supposed
either that the load upon the arch was perfectly loose, as of
gravel or sand, or that it was Mont-Cemsian, and formed
one mass with the arch voussorrs, of more or less compact-
ness

In practice, the state 1s usually somethmg between the
two  Over bridges and tunnels 1t sometimes approaches to
the condition of mere dust or yilding earth, but i archr
tecture 1t 1s mostly firm masonry, not altogether acting
with the voussoirs, yet by no means bearing on them with
perfectly dead weight, but locking 1tself together above them,
and capable of bemng thrown mto forms which relicve them,
n some degree, from 1ts pressure

§1 It 15 evident that 1f we are to place a continuous
roof above the line of arches, we must fill up the mtervals
between them on the tops of the columns., We have at
present nothmg granted us but the bare masonry, as here at
a, Ing XXXV, and we must fill up the intervals between
the semiarrcle so as to obtam a level line of support We
may first do this sumply as at 4, with plain mass of wall, so
laying the roof on the top, which 1s the method of the
pure Byzantine and Itahan Romanesque But if we find too
much stress 1s thus laid on the arches, we may mtroduce
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small second shafts on the top of the great shaft, @, Fig
XXXVI, which may assist mn carrying the roof, conveymyg
great part of 1ts weight at once to the heads of the mam
shafts, and relicving from its pressure the centres of the
arches

§ 11 The new shaft thus mtroduced may either remain
Iifted on the head of the great shaft, or may be carried to
the ground m front
of 1t, or through 1t, Fi¢ XXXV
b, Ing, XXXVI |, m
which latter case the
main shaft diides mto
two or more mmor
shafts, and forms a
group with the shaft
brought down from
above

§ v When this
shaft, brought from
roof to ground, 1s sub-
ordinate to the mam
pier, and etther 15 car- |z
ried down the face of <
it, or forms no large
part of the group, the
principle 15 Roman-
esque or Gothic, 4,
Fig XXXVI When
1t becomes a bold
central shaft, and the
mam pier sphts mto
two mior shafts on its
sides, the principle 1s
Classical or Palladian, ¢ Fig. XXXVI  Which latter
arrangement becomes absurd or unsatisfactory in proportion
to the sufficiency of the mamn shaft to carry the roof without
the help of the munor shafts or arch, which in many
mstances of Palladian work look as if they mnght be
removed without danger to the building

§ v The form @ 1s a more pure Northern Gothic type
than even 4, which 1s the connecting hnk between 1t and
the classical type. It 1s found chiefly in English and other
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northern Gothic, and m early Lombardic, and 15, I doubt

Lic. AXXVI

not, denved as
above  explaned,
Chap I § xxvm
b 1v a genernl
French Gothic and
Fiench Roman-
esque form, as m
great purnty at
\ alence

The small shafts
of the form a and
4,as being northem,
aic generally con-
nected with steep
vaulted 100fs, and
recetve for  that
reason the name of
vaulting shafts

§yv1 Oftheseforms
b, Fig XXXV, 1
the purest and most
sublime, expressing
the power of the
arch mostdistinctly
All the others have
some  appearance
of dovetailng and
morticng of timber
rather than stone-
work, nor have 1
ever jct seen a
single nstance,
quite satisfactory,
of the management
of the capital of the
main shaft, when it
had either to sus-
tam the base of the
vaulting shaft, as mn

a, or to suffer 1t to pass through it, as in 8, Fig XXXVI Nor
1s the bracket which frequently carries the vaultng shaft m
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Enghsh work a fitting support fo1 1 portion of the fabnc
which 15 at all cvents presumed to canry a considar ihle part
of the weicht of the 100

§vir Lhe tnangular spices on the flanks of the uch are
called Spandnls, and 1f the masomy ot these should be
found, m1 amv of 1ts forms, too hecavy for the uch, then
weight may be dimmished, while then strength 1cmams the
samg, by plerang them with enculw holes or ights  This
15 rirdy necessary m ordmary architecture, though some-
times of great use m birdges and non roofs (a succession of
such cuireles may be scen, tor instance, 1n the spandrils at the
Euston Squarc station) but, from 1ts consttuctional value,
it becomes the best form m which to anange spandnl
decorations, 1s we shall see hercafta.

§yir The hught of the load above the aich 15 detu
mmed by the necds of the bullding and possible length of
the shaft, but with this wc have at present nothing to do,
for we have performed the task which was set us.  We have
ascertamed, as 1t was rcquited that we should n § 11 of
Chap IIT, (A), the construction of walls, (B), that of prais,
(C), that of piers with lmtels or arches prepared for roofing
We have next, therefore, to exarmne (D) the structme of
the roof

CH\PTLR XIII
THL ROOF

§1 HiTHLrRTO our mquiry has becen unembarrassed by
any considcrations relating eaclusively either to the exteror
o1 mteuor of buldings But it can remamn so no longer
As far as the architect 1s concerned, one side of a wall 1s
generally the same as another, but in the roof theie aie
usually two distinct divisions of the structure, one, a shcll,
vault, or flat ceilling, mternally visible, the other, an uppe:
structure, built of timber, to protect the lower, or of somc
different form, to support 1t Sometimes, indeed, the
ternally visible structure 1s the real roof, and somctimes
there are more than two divisions, as 1n St Paul’s, where
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we bave a central shell with a mask below and above.
Still 1t will be convenient to remember the distmction
between the pait of the roof which 1s wsually vistble from
within, and whose only busmess 1s to stand strongly, and
not fall m, which I shall call the Roof Proper, and,
sccondly, the upper roof, which, being often partly sup-
ported by the lower, 1s not so much concerned with 1ts own
stabihity as with the weather, and 1s appomted to thiow off
snow, and get 11d of rain, as fast as possible, which I shall
call the Roof Mask

§ 11 It 1s, however, needless for me to engage the reader
mn the discussion of the various methods of construction of
Roofs Proper, for this simple reason, that no person without
long experience can tell whether a roof be wiscly constructed
or not, nor tell at all; even with help of any amount of
experience, without examination of the several parts and
bearings of 1t, very different from any obscrvation possible
to the general critic and more than this, the mquiry would
be useless to us 1 our Venetian studies, wherc the roofs
are either not contemporary with the buildings, or flat, or
else vaults of the simplest possible constructions, wlich
have been admirably explamed by Wilhs 1n his * Architecture
of the Middle Ages,” Chap VII, to which I may refer the
reader for all that 1t would be well for him to know re-
spectmg the connection of the different parts of the vault
with the shafts He would also do well to read the passages
on Tudor vaulting, pp 185-193, i Mr Garbett’s rudi-
mentary Treatise on Design, before alluded to! T shall
content myself therefore with noting one or two points on
which neither writer has had occasion to touch, respecting
the Roof Mask.

§ mt It was said in § v of Chapter III that we should
not have occasion, m speaking of roof construction, to add
materially to the forms then suggested The forms which
we have to add are only those resulting from the other
curves of the arch developed 1 the last Chapter ; that 1s to
say, the various eastern domes and cupolas ansing out of
the revolution of the horseshoe and ogee curves, together
with the well-kknown Chinese concave roof All these forms
are of course purely decorative, the bulging outline, or con-

1 Appendix 17
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cave surface, being of no more uss? or rather of less, mn
throwing off snow or rai, than the orclinary spire and gable ,
and 1t 1s rather curious, therefore, that a Il of them, on a small
scale, should have obtamed so eitens: ve use m Germany
and Switzerland, their native climate beu g that of the east,
where therr purpose secms 1ather to concentrate Iight upon
their orbed surfaces I much doubt theit apphcability, on
a large scale, to architeeture ot any admurable dignity , their
chef chaim 15, to the Luropean eye, that of strange-
ness, and it secms to me possible that m the east the
bulging form may be also de-
Fic XXNVII Lightful, from the 1dea of its
enclosing a volume of cool air
I enjoy them mn St Mark’s,
chiefly because they increase
the fantastic and unreal char-
acter of St Mark’s Place, and
because they appear to sym
pathise with an ewpression,
common I think, to all the
buildings of that group, of a
natural buoyancy, as if they
floated mm the an or on the
surfacc of the sea But, as-
suredly, they are not features
to be recommended for imi-
tation !

§ v Onc form, closely con-
nected with the Chinese con-
cave, 1s, however, often constructively nght,—the gable
with an mnward angle, occurting with exquisitely picturesque
effect thioughout the domestic architecture of the north,
especially Germany and Switserland, the lower slope
being erther an attached external penthouse roof, for pro-
tection of the wall, as in Fig XXXVII, or else a kind of

P

ot
i AR (N1 [1HPR
. 9 )

3 1 do not speak of the true dome, because I have not studied its
construction enough to know at what largeness of scale 1t begins to
be rather a fous de force than a convement or natwmal form of roof, and
becanse the ordinary spectator’s choice among its varions outlines must
always be dependent on wsthetic considerations only, and can 1n no
wise be grounded on any conception of 1ts nfinitely complicated
structural principles
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buttress set on the angle of the tower, and 1n either
case the roof itselt being a simple gable, continuous
beneath 1t

§ v The true gable, as 1t 1s the simplest and most natuial,
s0 I esteem 1t the grandest of roofs, whether risimg m 11dgyy
darkness, like a giey slope of slaty mountains, over the pre-
cpitous walls of the northern cathedrals, or stretched m
burning breadth above the white and square-set groups of
the southern architecture  But this difference between its
slope 1n the northern and southern structure 15 a matter of
far greater importance than 1s commonly supposed, and
it 15 this to which I would especially direct the reader’s
attention

§$ v1 One mam causc of 1t, the necessity of throwing off
snow 1 the north, has been a thousand times alluded to
ancther I do not remember having scen noticed, namely,
that rooms 1n a roof are comfortably habitable in the north,
which are pamnful sotfo proméde: m Italy , and that there 15 1
wet chimates a natural tendency m all men to ive as lagh
as possible, out of the damp and mst  These two causes,
together with accessible quantities of good timber, have
mduced 1n the north a general steep prtch of gable, which,
when rounded or squared above a tower, becomies a spire
or turret, and this feature, worked out with claborate
decoration, 15 the key-note of the whole system of aspira-
tion, so called, which the German critics have so igeniously
and falsely ascribed to a devotional sentiment pervading the
Northern Gothic I entirely and boldly deny the whole
theory , our cathedrals were for the most part built by
worldly people, who loved the world, and would bhave
gladly staid 1n 1t for ever, whose best hope was the escaping
hell, which they thought to do by building cathedrals, but
who had very vague conceptions of Heaven 1n general, and
very fecble desires respecting their entrance theremn, and
the form of the spired cathedral has no more mtentional
reference to Heaven, as distinguished from the flattened
stopc of the Greek pediment, than the steep gable of a
Norman house has, as distinguished from the flat roof of
4 Syrian one  We may now, with ingenious pleasure, trace
such symbolic characters mn the form, we may now use it
with such definite meaning, but we only prevent ourselves
from all nght understanding of istory, by attnbuting much
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influence to these poetical symbolisms 1n the formation of
a national style The human race are, for the most part,
not to be moved by such silken cords, and the chances of
damp 1in the cellar, o1 of loose tiles m the roof, have,
unhappily, much more to do with the fashions of a man’s
house building than his 1deas of celestial happmess or
angehe virtue  Associations of affection have far higher
power, and forms which can be no otherwise accounted for
majy often be explamned by reference to the natural fcatues
of the country, or to anything which habit must have ren-
dered famihar, and therefo.e delightful, but the direct
symbolisation of a sentiment 15 a weak motive with all men,
and far more so 1n the practical mmds of the north than
among the early Chrnistians, who weie assuredly quite as
heavenly-minded, when they built basilicas, or cut conchas
out of the catacombs, as were ever the Norman barons or
monks

§ vi1 There 15, however, in the north an ammal activity
which materally aided the system of buillding begun in mere
utility,—an anmmal hfe, naturally expressed m crect work,
as the languor of the south in rechnmg or lcvel work
Imagme the difference baween the action of a man urging
himself to his woik m a snow storm, and the maction of
one laxd at his length on a sunny bank among cicadas and
fallen olives, and you will have the key to a whole group
of sympathics which were forcefully expressed n the archi-
tecture of both, remembering always that slcep would be
to the one luxury, to the other death

§ vin And to the force of this vital instinet we have
farther to add the influence of natural scencry and chiefly
of the groups and wildernesses of the trec which 1s to the
German mind what the olive or palm 15 to the southern, the
sprucc fir The eye which has once been habituated to the
continual serration of the pme forest, and to the multiplica-
tion of 1ts infinite pmnacles, 1s not easily offended by the
repetition of similar forms, nor easily satisfied by the sim-
phicity of flat or massive outlines Add to the influence of
the pine, that of the poplar, more especially 1n the valleys of
France, but think of the spruce chiefly, and meditate on the
difference of feeling with which the Northman wculd be
inspired by the frost-work wreathed upon 1its glittering pomnt,
and the Itahan by the dark green depth of sunshine on the
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broad table of the stone-pine! (and consider by the way
whether the spruce fir be a more heavenly-minded tree than
those dark canopies of the Mediterranean 1sles)

§ Ix Circumstance and sentiment, thercfore, aiding each
other, the steep roof becomes generally adopted, and de-
lighted 1, thioughout the north, and then, with the gradual
exaggeration with which every pleasant 1dea 15 pursued by
the human mind, 1t 15 raised into all manner of peaks, and
pomts, and ndges , and pinnacle after pmnacle 15 added on
its flanks, and the walls 1ncreased mn height, 1n proportion,
until we get mdeed a very sublime mass, but one which has
no more principle of religious aspiration m 1t than a chitd’s
tovwer of cards What 1s more, the desne to build high 1
complicated with the peculiar love of the grotesque 2 which
1s charactenstic of the north, together with especial delight
in multiphcation of small forms as well as m exaggerated
pomnts of shade and energy, and a certamn degree of con-
sequent msensibility to perfect grace and quiet truthfulness ,
so that a northern architect could not feel the beauty of the
Eigin marbles, and there will always be (1n those who have
devoted themselves to this particular school) a certam 1n-
capacity to tastc the finer characters of Greek art, or to
understand Titian, Tintoret, or Raphacl whereas among
the Itahan Gothic workmen, this capacity was never lost,
ead Nmmo Prano and Orcagna could have understood the
Theseus m an mstant, and would have receved from it new
Iife There can be no question that theirs was the greatest
school, and carried out by the greatest men, and that while
those who began with this school could perfectly well feel
Rouen Cathedral, those who study the Northern Gothic
remamn m a narrowed field—one of small pmnacles, and
dots, and crockcts, and twitched faces—and cannot compre-
hend the meanmng of a broad surface or a grand lne
Nevertheless the northern school 1s an admurable and de-
hightful thing, but a lower thing than the southern The

! T <hall not be thought to have overrated the effect of forest scenery
on the rosthern mind , but I was glad to hear a Spanish gentleman, the
other day, describing, together with his own, the regret which the
petsants 1n his neighbourhood had testified for the loss of a noble
stone pime, one of the grandest in Spain, which its proprietor had
suffered to be cut down for small gnn  He said that the mere spot
where 1t had grown was still popularly known as ¢ El Pino ”
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Gothic of the Ducal Palace of Venice 15 m harmony with all
that 1s grand m all the world that of the noith 1s n har-
mony with the grotesque northern spirit only

Y X We are, however, begmnmg to lose sight of our
roof stiucture 1n 1ty spirit, and must icturn to our text  As
the height of the walls increased, m sympathy with the rise
of the roof, while their thickness remammed the same, 1t
became more and mote necessary to support them by but-
tresses, but—and this 15 another pomt that the reader
must specially note—it 15 not the steep 100f mask which
requires the buttress, but the vaulting beneath 1t , the roof
mask bemyg o mere wooden frame tied together by cross
timbers, and 1n small buildings often put together on the
ground, raised afterwaids, and set on the walls Iike a hat, bear-
g vertically upon them , and farther, I beltete in most cases
the northern vaulting 1cquires 1ts great airay of external
buttress, not so much from any peculiar boldness n its
own forms, as from the greater comparative thmness and
height of the walls, and more determmed throwmg of the
whole weight of the roof on particular pomnts Now the
connection of the mnteror framework (or true roof) with
the buttress, at such points, 15 not visible to the spectators
from without, but the 1elation of the roof mask to the top
of the wall which 1t protects, or from which 1t springs, 1s
perfectly visible, and 1t 1s a pomt of so great importance
1n the effect of the building, that it will be well to make it
a subject of distinct consideration 1 the following Chapter.

CHAPTER XIV

. THE ROOF CORNICE

§ 1. It will be remembered that in the Sixth Chapter we
paused (§ x ) at the pomnt where the addition of brackets to
the ordinary wall cormce would have converted 1t mnto a
structure proper for sustaining a roof Now the wall cornice
was treated throughout our inquiry (compare Chapter VII.
§ v.) as the capital of the wall, and as forming, by 1ts con-
centration, the capital of the shaft. But we must not reason
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back from the capital to the cormice, and suppose that an
extension of the principles of the capital to the whole length
of the wall, will serve for the roof cornice, for all our con-
clusions respecting the capital were based on the supposition
of 1ts being adapted to cany considerable weight condensed
on 1its abacus but the roof comice 15, m most cases, 1e-
quired rather to project boldly than to carry weight . and
arrangements are therefore to be adopted for 1t which will
secure the projection of large surfaces without bemng caleu-
lated to resist extraordmary pressuie  This object 15 ob-
tamed by the use of brackets at mtervals, which arc the
peculiar distmction of the roof cormice

§ 11 Roof cormnices are generally to be dnided mnto
two great families the first and simplest, those which are
composed mercly by the projection of the edge of the 10of
mask ovcr the wally sustamed by such mackets or spms as
may be necessary , the sceond, those which provide a walk
round the edge of the roof, and which require, thercfore,
some stronger support, as well as a considerable mass of
building above or beside the roof mask, and a parapet
These two familics we shall consider n succession

§ m 1 The Ewved Cormee  Wemay gnie it this name,
as represented m the wumplest form by cottage caves Ity
used, howesver, m bold projection, both m north, and south,
and cast , 1ts use bemg, 1 the north, to thiow the ram well
away from the wall of the builldimg, m the south to gne it
shade, and 1t 15 ordinanly constiucted of the ends of the
timbers of the roof mask (with their tiles ov shingles con
tinued to the edge of the cormice), and sustamed by spurs of
timber  This 15 1ts most picturesque and natural form,
not nconsistent with gicat splendour of architecture m the
medieval Itahan domestic builldmgs, superh m 1te mass of
cast shadow, and gnmg nch effect to the streets of Swiss
towns, even when they bave no other claim to interest.
A farther value 15 given to 1t by 1its waterspouts, for in
order to avoid loadimg 1t with weight of water i the
gutter at the edge, where 1t would be a stramm on the
fastenings of the pipe, 1t has spouts of discharge at intervals
of three or four feet,—rows of magnificent leaden or 1iron
dragons’ heads, full of delightful character, except to any
person passing along the nmuddle of the street mn a heavy
shower. I have had my shaie of thewr kmdness m my time,
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but owe them no grudge, on the contrary, much gratitude
for the dehght of therr fantastic outline on the calm bluc
sky, when they had no work to do but to open their 1ron
mouths and pant i the sunshine

§ 1v When, however, light 15 moie valuable than shadow,
or when the architectute of the wall 15 too lar to be con-
cealed, 1t becomes necessary to draw the comice mto
narrower imits, a change of considerable impoitance, n
that 1t permts the gutter, mstead of bemg of lead and hung
to the edge of the comice, to be of stone, and supported
by brackets m the wall, these brackets becommg proper
recipients of after decoration (and sometimes assoclated
with the stone chamnels of dischaige, called gaigoyles,
which belong, howevet, more properly to the other famly
of comices)  The most perfect and beautiful example of
this kind of cormice 15 the Venetian, m which the ram
from the tiles 1s recerved m a stone gutter supported by
small brackets, dilicately moulded, and having 1its outer
lower edge decorated with the English dogtooth moulding,
whosc sharp zigsag mungles richly with the curved edges of
the tilmg I know no comnice more beautiful n 1ts extreme
simplicity and serviceableness

§ v The cormice of the Greck Dorie 15 a condition of the
same kind, in which, however, there are no brackets, but
useless appendages hung to the bottom of the gutter (giving,
however, some impression of support as seen from a dis-
tance), and decorated with stone symbolisms of raindrops
The brackets are not allowed, because they would inter-
fere with the sculpture, which n this architectme 15 put
beneath the cormice, and the overhanging form of the
gutter 1s nothing more than a iast dripstone moulding, to
keep the ram from such sculptare 1ts decoration of guttee,
scen m silver pomts against the shadow, 15 pretty m feeling,
with a kind of continual refreshment and remembrance of rain
m it, but the whole arrangement 1s awkward and meagre,
and 1s only endurable when the eye 15 quickly diawn away
from 1t to sculpture

§ vi In later cornices, invented for the Greek orders,
and farther developed by the Romans, the bracket appears
m true 1mportance, though of barbarous and effeminate
outhne and gorgeous decorations are applied to 1t, and to
the various horizontal mouldings which it carries, some of
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them of great beauty, and of the highest value to the
medizeral architects who inutated them But a singularly
gross mistake was made m the distribution of decoration on
these rich cornices (I do not know when first, nor docs 1t
matter to me or to the reader,) namely, the charging with
ornament the under surface of the cormice between the
brackets, that 1s to say, the cxact prece of the whole
edifice, from top to bottom, where ornament 1s least
visible I need hardly say much respecting the wisdom
of this proceduie, excusable only if the whole building
were covered with ormament, but 1t 15 curious to scc the
way m which modern architects have copied 1t, cven when
they had lLttle enough ornament to spare  For mnstance, I
suppose few persons look at the Athenceum Club-house
without fechng vesed at the mecagreness and meanness of
the windows of the ground floor 1f, however, they look up
under the cormice, and have good eyes, they will percene
that the architect has reserved his decorations to put be-
tween the brackets, and by gomng up to the first floor,
and out on the gallery, they may succeed in obtaning
some ghmpses of the designs of the said decorations

§ viI Such as they are, or were, these cornices were
soon considered essential parts of the “order ” to which they
belonged , and the same wisdom which cndeavowed to
fix the proportions of the orders, appomted also that
no order should go without its cornice The reader has
probably heard of the architectural division of super-
structure 1nto architrave, frieze, and cornice , parts which
have been appointed by great architects to all their work,
in the same spirit in which great rhetoricians have ordamed
that every specch shall have an evordium, and narration,
and peroratton The reader will do well to consider that
it may be sometimes just as possble to carry a roof,
and get nd of ram, without such an arrangement, as 1t is
to tell a plam fact without an exordium or peroration, but
he must very absolutely consider that the architectural
peroration or cornice 1s strictly and sternly himited to the
end of the wall’s speech,—that 1s, to the edge of the roof,
and that 1t has nothing whatever to do with shafts nor the
orders of them And he will then be able fully to enjoy
the farther ordinance of the late Roman and Renaissance
architects, who, attaching 1t to the shaft as if it were part
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ot its shadow, and having to employ their shafts often n
places where they camc not near the roof, forthwith cut
the roof-cornice to pieces and attached a bit of 1t to every
column, thenceforward to be cariied by the unhappy shaft
wherever 1t went, 1n addition to any other work on which 1t
might happen to be employed I do not 1ccollect among
any Ilning bemgs, ewcept Renaissance architects, any
mstance of a paiallel o1 comparable stupidity but one
can 1maginc a savage getting hold of a picce of one of
our 1ron wire ropes, with 1ts rings upon 1t at ntervals
to bind 1t together, and pulling the wires asunder to
apply them to separatc purposes, but mmagining there
was magic n the nng that bound them, and so cutung
that to pleces also, and fastening a httle bit of it to
every wire

§ viir  Thus much may serve us to know respecting the
first famuly of wall cornices The sccond 15 1mmeasurably
more 1mportant, and mcludes the cornices of all the best
bulldings in the world It has detived 1ts best form from
medieval mihtary architecture, which imperatn ely required
two thimgs, first, a parapet which should permit sight and
offence, and afford defence at the same time, and secondly,
a projection bold enough to enable the defenders to rake
the bottom of the wall with falling bodies , projection which,
if the wall happened to slope mwards, 1equired not to be
small The thoroughly magmficent forms of cornice thus
developed by necessity m mihtary buildings, were adopted,
with more or less of boldness or distinctness, m domestic
architecture, accordmny to the temper of the times and the
crcnmstances of the mdividual—decisively m the baion’s
house, 1mperfectly in the burghei's gadually they found
therr way into ecclesiastical architecture, under wise modi-
fications 1n the early cathedrals, with mfinite absurdity n
the imitations of them , dimmishing in sive as their original
purpose sank mto a dccoiative one, until we find battlements,
two-and-a-quarter mches square, decorating the gates of the
Philanthropic Society

§1x There are, thercfoie, two distinct features m all
cornices of this kind first, the bracket, now become of
enormous mmportance and of most serious practical service ,
the second, the parapet. and these two features we shall
consider 1n succession, and m so domng, shall learn all that
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1s needful for us to know, not only respecting cormces, but
respecting brachcts in general, and balconies
§x 1 The Bracket In the stmplest form of miltary
cornice, the brackets are composed of two or more long
stones, supporting each other m gradually mcereasing pro-
jection, with roughly rounded ends, Tng XXXVIII, and
the parapet 15 simply a low wall carried on the ends of these,
leaving, of course, behind, or within 1t, a hole between each
bracket for the conyenient dejection of hot sand and lead
This form 1s best seen, I think, m the old Scotch castles,
1t 15 very grand, but has a giddy look, and one 15 aftaid of
the whole thing toppling off the wall  The next step was to
deepen the brackets, so as to get them propped agamst a
great depth of the mam rampait, and to
Fie NXXVIII have the mner ends of the stones held
by a greater weight of that main wall
above, while small arches were thrown
fiom brachet to bracket to carry the
parapet wall more securely.  This 15 the
most perfect form of cornice, completely
satisfymg the eye of 1ts sccunty, giving
full protection to the wall, and applic-
able to all architecture, the mterstices
between the brackets bemg filled up,
when one does not want to throw boiling
lead on any body below, and the pro-
jection bemg always delightful, as gning
greater command and view of the buillding, from 1ts angles,
to those walkmmg on the rampart .And as, m mulitary
buildings, there were usually towers at the angles (round
which the battlements swept) m order to flank the walls,
so often n the translation mto civil or ecclesiastical archi-
tecture, a small turrct remamed at the angle, or a more
bold projection of balcony, to give larger prospect to
those upon the rampart This cormice, perfect in all 1ts
parts, as arranged for ecclesiastical architecture, and ex-
quisitely decorated, 1s the one employed in the Duomo
of Florence and Campanile of Giotto, of which I have
already spoken as, I suppose, the most perfect architecture
mn the world
§ x1 In less important positions and on smaller edifices,
this cornice diminishes in size, while 1t retains its arrange-
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ment, and at last we find nothing but the spirit and form
of 1t left; the real practical purpose having ccased, and
arch, hrackets and all, bung cut out of a sngle stone
Thus we find 1t used 1 carly buildings thioughout the whole
of the noith and south of Luwope, m foims sufficiently
represented by the two cxamples m Plate IV 1, trom
St Antomo, Padua, 2, fiom Sens, m France

sxir I wish, howuver, at present to fiv the reader’s
attention on the form of the bracket itsclf,
a most mmportant featwie m modern as well  Fio XXXIX
as anclent architecture  The first sdea of a
bracket 1s that of a long stone or picce of o
timber projecting fiom the wall, as a, Iig
XXXIX, of which the stiength depends on
the toughness of the stone or wood, and the
stability on the weight of the wall above 1t 3
(unless 1t be the end of a mam beam) But
let 1t be supposed that the structure at a,
bemg of the required projection, 15 found
too weak then we may stiengthen 1t m one
of threc ways, (1) by putung a second or
third stone benecath 1t, as at &, (2) by grning
it a spur, as at ¢, (3) by gning it a shaft
and another bracket below, &, the great use
of this arrangement bemng that the lowermost
bracket has the help of the wught of the
shaft length of wall aboye 1ts 1nsertion, which
1s, of course, greater than the weight of the
small shaft and then the lower bracket may
be farther helped by the structure at & or ¢

§ xmr Of thesc stiuctures, a and ¢ ate
evidently adapted cspeaally for wooden
bulldings, 4 and & for stone oncs, the last, of course,
susceptible of the richest decoration, and superbly em-
ployed m the cornice of the cathedral of Monza but all
are beaut:ful in their way, and are the means of, I thmnk,
nearly half the picturesqueness and power of medieval
building, the forms 4 and ¢ bemg, of course, thc most fre-
quent, a, when 1t occurs, being usually rounded off, as at
a, Fig XL , 4 also, as m Fig XXXVIII, or else itsclt
composed of a single stone cut mto the form of the group
4 here, Fig. XL, or plamn, as at ¢ which 1s also the proper
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form of the brick bracket, when stone 1s not to be had.
The reader will at once percenve that the form & 1s a bar-
barism (unless when the scale 15 small and the weight to
be carried exceedingly Iight) 1t 15, of comse, therefore, a
favowmite form with the Renaissance architects ,

Fic XL and its mtroduction 1s one of the first corrup-

2 U] tons of the Venctian architecture

§ x1iv There 1s onc pomnt necessary to be
noticed, though bearmg on decoration more
than construction, before we leave the subject
of the bracket The whole power of the con-
struction depends upon the stones bemg well
let 1nto the wall, and the fiist function of the
decoration should be to give the idea of this
msertion, 1f possible, at all events, not to
contradict this idea  If the reader will glance
at any of the brackets used mn the ordmnary
architecture of London, he will find them of
some such character as Ing XLI., not a bad
form 1 itself, but exqusitely absurd m 1ts curling lines,
which give the idea of some writhing suspended tendril,
mstead of a stuff support, and by thewr careful avoidance
of the wall make the bracket look pmned on, and m
constant danger of shding down  This 1s, also, a Classical
and Renaissance decoration

§xv 2 The Parapet Its forms are fixed m mihbtary
architecture by the necessities of the art of war
at the time of building, and are always beautiful
wherever they have been really thus fived.
delightful 1n the variety of their setting, and m
the quaint daikness of their shot-holes, and fan-
tastic changes of elevation and outlme. Nothing
1s more remarkable than the swiftly discerned
difference between the masculine irregularty of
such true battlements, and the formal pitifulness
of those which aie set on modern buildings to give them a
mulitary air,—as on the Jail at Edinburgh

§ xv1 Respecting the Parapet for mere safeguard upon
bwldings not military, there arc just two fixed laws. It
should be pierced, otherwise 1t 15 not recogmsed from below
for a parapet at all, and 1t should not be n the form of a
battlement, especially i church architecture.

b
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The most comfortable headmng of a true parapet 15 a plain
level on which the arm can be rested, and along winch 1t
can ghde Any jags or elevations are disagreeable, the
latter, as mterruptmg the view and disturbing the eye, of
they arc higher than the aim, the former, as openmg some
aspect of danger if they aie much lower and the incon-
venience, therefore, of the battlemented form, as well as the
worse than absurdity, the bad fecling, of the apphance of
a mihtary feature to a church, ought long ago to have
determmed 1ts rejection  Still (for the question of 1ts
picturesque value 15 here so closely connected with that of
its practical usc, that 1t 15 vam to endeavour to discuss it
separately) therc 15 a certam agiecableness m the way m
which the jagged outline dovetals the shadow of the slated
or leaded roof mto the top of the wall, which may make the
use of the battlement excusable whare there 1s a difficulty
managing some umaried line, and where the expense of o
prercgd parapet cannot be cncountered  but 1emember
always, that the value of the battlement consisis 1n 1ty
letting shadow 1nto the light of the wall, or zuce vessd, when
1t comes aganst light sky, letting the hght of the shy into
the shade of the wall, but that the actual outline of the
parapet 1tself, 1f the eye be arested upon this, mstead of
upon the alternation of shadow, 15 as #¢/v a succession of
Iine as can by any possibility be invented  Theiefore, the
battlemented parapet may only be used wheie this altern-
ation of shade 1s certamn to be shown, under nearly all con-
ditions of cffect, and where the lmes to be dealt with are
on a scale which may admit battlements of bold and manly
size The 1dea that a battlement 15 an ornament any where,
and that a miserable and dimmutrive imitation of castellated
outlme will always serve to fill up blanks and Gothicise un-
manageable spaces, 15 one of the great 1diocies of the present
day A battlement 1s 1n 1ts ongm a piece of wall large
enough to cover a man’s body, and however 1t may be
decorated, or pierced, or finessed away mto tracerics, as
long as so much of its outline 1s retained as to suggest its
ongm, so long 1its size must remamn undimimshed To
crown a turret six feet igh with chopped battlements three
inches wide, 15 children’s Gothic 1t 1s one of the paltry false-
hoods for which there 1s no excuse, and part of the svstcm
of using models of architecture to decorate architccture,
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which we shall hercafter note as one of the chicf and most
destructive follics of the Renarssance ,1 and 1n the present
dav the practice may be classed as one which distigurshes
the architects of whom theac 15 no hope, who have natha
eyc nor head for thar work, and who must pass then Ines
m van stuuggles agunst the tfiactory Iimes of thar own
buildings

§xy1r .\s the only excuse for the battlemented parapet 1s
its altcrnation of shadow, so the only fault of the nitural o1
level parapet 15 1ts monotony of ine  This 1s, howeva, n
practice, almost alwayvs broken by the pmnacles of the but
tresses, and 1t not, mav be vaned by the tracery of 1ts pene-
trattions  The forms of these cvidently wdmat cvary hind of
thange, for a stonc parpet, howesar piereed, 15 sure to be
stiong cnough for 1ts purpose of protection, and, as 1egards
the strength ol the builldmg m gencal, the hightar at 1s the
bettcr  More fantastic forms may, thacdlore, be admtted
i a parapet than m any othur architectural feature, and for
most services, the Ilambovmt paapets scem to me pcter
able to all othars, cspeaally when the leaden 1oofs set off
by pomts of darkncss the lace ke intricacy of punctiation
These, however, as well as the forms usually given to
Renatssance  balustrades (of which, by the byve, the best
piece of catiasm I know 1s the shetch m “David Copper-
field ” of the pursonal appearance of the man who stole Jip),
and the other and fina forms mented by Paul Vaonese n
his architectural bickgrounds, togcther with the pute colum
nar balustrade of Venice, must be considered as altoguther
decorative features

s So alvo are, of course, the jagged or crown hike
fimshings of walls employcd whete no 1eal parapet of protec
tion 1s destred  onigmmating m the defunecs of outworks and
single walls  these are used much m the cast on walls

1 N\ot of Renatssance alone the practice of modelling huildings on
1m nute scale for niches and tabernacle work has always been more or
Iess admitted, and I supposc autkor ity for dimmutive battlements might
be gathered fiom the Gothic of 1lmost every period, as well as for many
othar faults and mistikes  no Gothic school having ever been thoroughly
systematised or perfected, cven m ats best times But that 2 mustaken
dccoration sumetimes occurs among 1 crowd of noble ones, 1s no more
an excuse for the habitual—far less, the exclusive—use of such 1 deco
ration, than the accidental or sceming misconstructions of a Grech chorus
are an excuse for a school-boy’s ungrammatical exercse.
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surrounding unroofed courts  The 1ichest examples of such
decoration arc .\1abian, and from Cano they secm to have
been brought to Vemce It 15 probable that few of my
readers, however famiular the general form of the Ducal
Palace may have been 1endered to them by mmumecrable
dranwings, have any distinct 1dea of its roof. owmg to the
staymg of the eye on its superb parapet, of which we shall
grve account hereafter  In most of the Venetian cases the
parapets which surround roofing are very sufficient for pro-
tection, cxeept that the stones of which they are composed
appear loose and mfirm  but then purpose 15 entirely decor-
ative, every wall, whether detached or roofed, bemng mdis-
criminately fringed with J\abie forms of parapet, more or
less Gothicised, according to the lateness of therr date

I thmk there 15 no other pomt of mportance requring
dlustration respecting the roof 1tself, or its cormce  but this
Venetian form of ornamental parapet connects itself curiously,
at the angles of nearly all the buildings on which 1t occurs,
with the pmnacled system of the north, founded on the
structure of the buttrcss  Thus, 1t will be remembereg, 15 to
be the subject of the fifth division of our inquiry

CH.APTER XV
THE BU1TRESS

§1 WE have hitherto supposed ourselves concerned with
the support of vertical pressure only, and the arch and roof
have been considered as forms of abstract strength, without
reference to the means by which therr lateral pressure was
to be resisted  Few readers will need now to be reminded,
that every arch or gable not tied at its base by beams or
bars, exercises a lateral pressure upon the walls which sus-
tain 1t,—pressure which may, indeed, be met and sustained
by increasing the thickness of the wall or vertical piers, and
which 1s 1n reality thus met in most Italilan buldings, but
may, with less expenditurc of material, and with (perhaps)
more graceful effect, be met by some particular appheation
of the provisions against lateral pressure called Buttresses
These, therefore, we are next to examine
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§ 1. Buttresses are of many kinds, according to the char-
acter and direction of the lateral forces they are mtended
to resist But their first broad division 15 mto buttresses
which meet and break the force before 1t arrives at the wall,
and buttresses which stand on the lee side of the wall, and
prop 1t against the force

The lateral forces which walls have to sustamn are of three
distinct kinds  dead weight, as of masonry or still water,
moving weight, as of wind or runming water and sudden
concussion, as of earthquakes, explosions, &c

Clearly, decad weight can only be resisted by the buttress
acting as a prop, for a buttress on the side of, or towards
the weight, would only add to 1its effect This, then, forms
the first great class of buttressed architecture , lateral thrusts,
of roofing or arches, being met by props of masonry outside
—the thrusts from within, the prop without, or the crush-
g force of water on a ship’s side met by 1ts cross timbers—
the thrust here from without the wall, the prop withm

Moving weight may, of course, be resisted by the prop
on the lee side of the wall, but 1s often more effectually
met, on the side which 15 attacked, by buttresses of pecuhar
forms, cunning buttresses, which do not attempt to sustain
the weight, but parry 1t, and throw 1t off in directions
clear of the wall

Thirdly concussions and vibratory motion, though in
reality only supported by the prop buttress, must be provided
for by buttresses on both sides of the wall, as their direction
cannot be foreseen, and 15 continually changing

We shall briefly glance at these three systems of but-
tressing , but the two latter bemg of small importance to
our present purpose, may as well be dismissed first

§mr 1 Buttresses for guard against moving weight and
set towards the weight they resist

The most famihiar instance of this kind of buttress we
have m the sharp piers of a bridge, in the centre of a
powerful strcam, which divide the current on their edges,
and throw 1t to each side under the arches A ship’s bow 1s
a buttress of the same kind, and so also the ridge of a breast-
plate, both adding to the strength of it 1n resisting a cross
blow, and giving a better chance of a bullet glancing aside.
In Switzerland, projecting buttresses of this kind are often
built round churches, heading up hill, to divide and throw
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off the avalanches The vanous forms gren to piers and
harbour quays, and to the bases of light-houses, m order to
mect the force of the waves, are all conditions of this kind
of buttress  But 1 works of ornamental architecture such
buttresses are of rare occutrence, and I merely name them
m order to maik therr place m our architectural oystem,
since m the mvestigation of our present subject we shall
not meet with a single cxample of them, unless sometimes
the angle of the foundation of a palace sct against the sweep
of the tide, or the wooden piers of some canal bridge quivering
1n 1ts current

§1v 2 Buttresses for guard agamst vibratory motion

The whole foimation of this kind of buttress resolves itself
into mere expansion of the base of the wall, so as to make
it stand steadier, as a man stands with his feet apart when
he 1s hikely to lose his balance This approach to a pyra-
midal form 1s also of great use as a guard against the action
of artillery , that 1f a stone or ticr of stones be battered out
of the lower portions of the wall, the whole upper part may
not topple over or crumble down at once  Various forms of
this buttress, sometimes applied to particular points df the
wall, sometimes formung a great sloping rampart along its
base, are frequent 1 builldings of countries exposed to earth-
quake They gne a pecularly heavy outline to much of the
architecture of the kingdom of Naples, and they are of the
form 1 which strength and solidity are first naturally sought,
i the'slope of the Egyptian wall  The base of Guy’s Tower
at Warwick 15 a smgularly bold example of therr military
usc . and so, 1n general, bastion and rampart profiles, where,
however, the object of stability against a shock 1s compli-
cated with that of sustaming weight of carth in the rampart
behind

§v 3 Prop buttresses agamst dead weight

This 15 the group with which we have principally to do,
and a buttress of this kind acts m two ways, paitly by 1ts
weight and partly by 1ts strength It acts by its weight
when 1ts mass 15 so great that the “exght 1t sustains cannot
stir 1t, but 15 lost upon 1t, buricd m 1t, and anminlated
nerther the shape of such a buttress nor the cohesion of
its maternals are of much consequence, a heap of stones
or sandbags, laid up agamst the wall, will answer as well as
a built and cemented mass
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But a buttress acting by 1ts strength 1s not of mass suffi-
clent to reswst the weight by mere mertia, but 1t comveys
the weight through 1its body to something clse which 15 so
capable, as, for mnstance, 2 man leaning agamst a door with
his hands, and propping himsclf agamnst the ground, com eys
the force which would open or close the door agamst him
through his body to the ground A buttress acting m this
way must be of perfectly coherent materials and so strong
that though the weight to be borne could casily move 1t,
1t cannot break it this kind of buttress may be called a
conducting buttress  Practically, however, the two modes
of action arc always 1n some sort united  Agamn, the weight
to be borne may cither act gunerally on the whole wall sur-
face, or with excessive energy on particular pomts  when 1t
acts on the whole wall surface, the whole wall 15 guncrally
supported , and the arrangement becomes a continuous
rampart, as a dyke, or bank of rescrvorr

§vr It 15, however, very scldom that lateral force mn
architecture 15 cqually distnbuted  In most cases the
weight of the roof, or the force of any lateral thiust, are
more or less confined to certam pomts and drections  In
an early state of architectmal scence this defimiteness of
direction 15 not yet clear, and 1t 15 met by uncertan apph-
cation of mass or strength n the buttress, sometimes by
mere thickening of the wall mto square piers, which are
partly piers, partly buttresses, as m Norman keeps and
towers But as scence advances, the weght to be borne
15 designedly and decisively thrown upon certam pomts,
the direction and degree of the forces which are then re-
ceived are enactly calculated, and met by conducting but-
tresses of the smallest possible dimensions, themselves, n
therr turn, supported by vertical buttresses acting by weight,
and these perhaps, in their turn, by another sct of conduct-
ing buttresses so that, mn the best examples of such arrange-
ments, the weight to be borne may be considered as the
shock of an electric fld, which, by a hundred different rods
and channels, 1s divided and carried away mto the ground

§ vir In order to give greater weight to the vertical but-
tress piers which sustan the conducting buttresses, they are
loaded with pimnnacles, which, however, are, I believe, mn all
the burldings m which they become very prominent, merely
decorative they are of some use, indecd, by theirr weight,
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but if this wero all for which they were put there, a fow
cubic feet of lead would much more securely answer the
purpose, without any danger fiom exposurc to wind 1t the
rcader likes to ask any Gothic arcluteet with whom he may
happen to be acquamted to substitute a lump of lead fin
his pmnacles, he will see by the expression of lus fuee how
far he considers the pimnacles decorative members  In the
work which scums to me the great type of simple and
masculine buttress structure, the apse of Beauvas, the pin-
nacles are altogether msignificant, and are evidently added
just as exclusnely to entertam the eve and Dhghten the
aspect of the buttress, as the shght shafts which are set on
its angles , while m other very noble Gothic buildings the
pmnacles are mtroduced as niches for statues, without any
reference to consttuction at all  and sometimes even, as
m the tomb of Can Signona at Vetona, on small prers
detached from the main buillding

§ viir I beheve, therclore, that the development of the
pmnacle 15 merely a part of the gencral erectness and
picturesqueness of northern work above alluded to  and
that, 1f there had been no other place for the pmnacles, the
Gothic builders would have put them on the tops of ther
arches (they often 4rd on the tops of gables and pediments),
rather than not have had them, but the natwmal position
of the pmnacle 15, of course, where 1t adds to, rather than
dimimshes, the stability of the building, that 1s to say, on
its mam wall piers and the vertical prers at the buttresses
And thus the edifice 15 surrounded at last by a complete
company of detached piers and pinnacles, cach sustaining
an inchned prop agamst the central wall, and looking
something ke a band of glants holding 1t up with the
butts of their lances  This arrangement would 1mply the
loss of an enormous space of ground, but the mtervals of
the buttresses are usually walled in below, and form minor
chapels

§ 1x The science of this arrangement has made 1t the
subject of much enthusiastic declamation among the Gothic
architects, almost as unreasonable, in some respects, as the
declamation of the Renaissance architects respecting Greek
structure The fact 1s, that the whole northern buttress
system 15 based on the grand requirement of tall windows
and vast masses of light at the cnd of the apse In order

VOL, I, M
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to gam this quantity of hight, the piers between the windows
are dimmshed 1 thichness until they arc far too weak to
bear the roof, and then sustamncd by external buttresscs
In the Italian method the Light 1s rather dreaded than
desired, and the wall 15 made wide (nough between the
windows to bear thic 100f, and so left  In fact, the simplest
eapression of the difference mn the systems 1s, that a northern
apse 15 a southern one with its inter-fenestrial prers sct
edgcways  Thus, g, Fig XLII, 15 the gencral 1dea of the
southern apsc, take 1t to pieces, and set all 1its picrs edge-
Wwdys, as at 4, and you have the northern onc  You gan
much lght for the mterior, but you cut the exterior to
pieces, and motead of a bold rounded or polygonal surface,
ready for any kind of decoration, you have a scries of dark
and damp cells, which no device that I have yet seen has

Fic \LII
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succeeded 1n decorating in a perfectly satisfactory manncr
If the system be farther carried, and a second or third order
of bLuttresses be added, the real fact 1s that we have a
buildimg standing on two or three rows of concentric piers,
with the 700/ off the whole of it except the central arcle,
and only nbs Icft, to carry the weight of the bit of remaining
roof m the middle, and after the eye has been accustomed
to the bold and simple rounding of the Itahan apse, the
sheleton  character of the disposition 15 panfully felt
Alter spending some months 1 Venice, I thought Bourges
Cathedral looked exactly like a halfbwilt ship on 1ts shores
It 15 uscless, however, to dispute respecting the ments of the
two systems  both are noble 1n their place, the Northern
decidedly the most scientific, or at least volving the
greatest display of science, the Ttalian the calmest and
purest, this having mn 1t the sublimity of a calm hecaven or
a windless noon, the other that of a mountan flank tor-
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mented by the north wind, and withering mto grisly furrons
of alternate chasm and crag

§ x If I have succeeded in making the rcader understand
the vertable action of the buttress, he will have no ditticulty
m determunmg ats fittest torm Ile has to deal with two
distmct hinds  one, a nartow vetuieal pier, acung princi-
pally by 1ts weight, and crowned by a pinnadle, the other,
commonly called a I'lying butticss, a cross bat set from such
a pier (when detached from the buillding) agamst the mam
wall  Ths latter, then, 15 to be conwidered as a mere prop
or shore, and 1ts use by the Gothie architects mmght be
llustiated by the supposition that we were to build all our
houses with walls too thin to stand without wooden props
outside, and then to substitute stone props tor wooden ones.
I have some doubts of the real dignity of such a proceeding,
but at all events the ment of the form of the flymg buttress
depends on 1its faithfully and visibly performmg this some-
what humble office, 1t 15, thercfore, 1 its purily, a mere
sloping bar of stone, with an arch benceath 1t to carry 1ts
weight, that 15 to say, to prevent the action of gavity from
n anywise deflecting it, or causing it to hieak downwards
under the lateral thiust, 1t 1 thus found quite simple m
Notre Dame of Pars, and in the Cathedral of Beauvais,
while at Cologne the slopmg bars are picrced with quatre-
foils, and at .Anuens with traceried arches  Both seem to
me elfemmate and false 1 prmaple, not, of course, that
there 1s any occaston to make the flying buttress heavy, it a
hght one will answer the purpose, but 1t seems as if some
security were sacrificed to ornament .\t .\miens the arrange-
ment 15 now seen to great disadsantage, for the early traceries
have been replaced by base flambovant ones, utterly weak
and desprcable  Of the degradations of the ongmnal form
which took place m after times, I have spoken at p 30 of
the “Seven Lamps”

§ x1 The form of the common buttress must be fanuliar
to the eye of every reader, sloping 1if low, and thrown into
successive steps 1f they are to be carried to any considetable
height There 15 much dignity m them when they are of
essential service, but, even m thewr best esamples, then
awkward angles are among the least manageable features of
the Northern Gothic, and the whole orgamsation of 1ts systum
was destroyed by their unnecessary and lavish application
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on a dimmushed scale, until the buttress became actually
confused with the shaft, and we find strangely crystalhised
masses of dimnutive buttress appled, for merely vertical
support, mn the northern tabernacle work , while n some
recent copies of 1t the principle has been so far distorted
that the tiny buttressings look as if they carned the super-
structurc on the pomnts of therr pinnacles, as n the Cranmer
memorial at Oxford  Indeed, n most modern Gothic, the
architects evidently consider buttresses as convenment breaks
of blank sutface, and general apologies for deadness of wall
They stand 1n the place of 1deas, and I think are supposed
also to have somcthing of the odour of sanctity about them,
otherwise, one hardly sees why a warehouse scventy feet
high should have nothing of the kind, and a chapel, which
one can just get Into with one’s hat off, should have a
bunch of them at every corncr, and worse than this, they
arc even thought ornamental when they can be of no
possible use, and these stupid penthouse outhnes are
forced upon the eye n every species of decoration m St
Margaret’s Chapel. West Strect, there are actually a couple
of buttresses at the end of every pew

yxu It 15 almost impossible, n consequence of these
unwise repetitions of 1t, to contemplate the buttress without
some degree of prejudice, and I look upon 1t as one of the
most justifiable causes of the unfortunate aversion with which
many of our best architects regard the whole Gothic school
It may, however, always be regarded with respect when its
form 1s sumple and 1ts service clear, but no treason to Gothic
can be greater than the use of it mn indolence o1 vamity, to
enhance the intricacies of structure, or occupy the vacuities
of design

CHAPTER XV1
FORM OF APERTURE
§ 1 WE have now, in order, examined the means of

raising walls and sustamning roofs, and we have finally to
consider the structure of the necessary apertures i the wall
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vell, the door and window , respecting which there are thiee
maln points to be considered

r The form of the aperture, 7 ¢ 1ty outlng, 1its sie,
and the forms of its sides

2 The filing of the aperture, ¢ e valves and glass, and
therr holdings

3. The protection of the aperture, and 1ts appliances, 7 e,
canopies, porches, and balcomes e shall examne
these 1 succession

§1m 1 The foum of the aperturc  and fist of doors  We
will, for the present, leave out of the question doors and
gates 1n unroofed walls, the forms of these bemg very
arbitrary, and confine oursclves to the consideration of
doors of entrance into roofed buildings  Such doors will,
for the most part, be at, or near, the base of the building ,
except when rased for purposes of defence, as m the old
Scotch border towers, and our own Martello towers, o1, as
m Switzerland, to pernut access mn deep snow, or when
stairs are carried up outside the house for convemence or
magnificence But 1 most cases, whether hagh or low, a
door may be assumed to be considerably lower than the
apartments or buildings mto which 1t gnes adoussion, and
therefore to have some height of wall abuve 1t, whose
welght must be carried by the heading of the door It 15
clear, therefore, that the best hecading must be an arch,
because the strongest, and that a square-headed door must
be wrong, unless under Mont-Cumisian masonry , or else,
unless the top of the door be the roof of the building, as in
low cottages And a sruarc-headed door 1s just so much
more wrong and ugly than a connection of mam shafts by
lintels, as the weght of wall above the door 15 likely to
be greater than that above the mam shafts Thus, while I
admit the Greek general forms of temple to be admirable
m therr kind, I think the Greek door always offcnsive and
unmanageable

§1m We have 1t also determined by necessity, that the
apertures shall be at least above a man’s height, with per-
pendicular sides (for sloping sides are evidently unnecessary,
and even inconvenient, therefore absurd) and level thiesh-
old, and this aperture we at present suppose simply cut



156 The Stones of Venice

through the wall without any bevelling of the jambs  Such
a door, wide enough for two persons to pass each other
castly, and with such fillings or valves as we mayv hereafter
find expedient, may be fit enough for any building mto
which entrance 15 required neither often, nor by many
pursons at 4 time  But when entrance and egress are
constant, or required by crowds, certamn further modifications

must take place
§ 1v When entrance and cgress are constant, it may be
supposed that the valves will be absent or unfastened,—
that people will be passing

Fi. \LIII more quickly than when the
P ~ry entrance and egress are unfre-
K ,I%"'.\ S ¢ C+ ] quent and that the square
S *.4 angles of the wall will be mncon-

venient to such quick passers
, through It 15 evident, there-
b fore, that what would be donc
et ik m tiume, for themsclves, by the
passing multitude, should be
done fou them at once by the architect. and that these
angles, which would be worn away by friction, should at
once be bevelled off, o, as 1t 15 called, splayed, and the
most contracted part of the aperture made as short as
possible, 50 that the plan of the entrance should become
as at a, I1g XLIII
§ v Fuarthet .\s persons on the outside may often
approach the door or depart from 1t, des:de the building,
su as to turn aside as they enter or leave the door, and
therefore touch 1ts jamb, but, on the msade, will m almost
every case approach the door or depart from 1t in the direct
Ime of the entrance (people generally walking forward when
they enter a hall, court, or chamber of any kind, and being
forced to do so when they enter a passage), it 1s evident that
the bevelling may be very slight on the inside, but should
be large on the outside, so that the plan of the aperture
should become as at 4, Fig XLIII  Farther, as the
buvelled wall cannot conveniently carry an unbevelled arch,
the door arch must be bevelled also, and the aperture, seen
from the outside, will have somewhat the aspect of a small
cavern dimmushing towards the mnterior
§ v1 If, however, beside frequent entrance, entrance 1s

%
&
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required for multitudes at the same time, the size of the
aperture either must be mcreased, or other apertures must
be mtroduced It mav, m some buildmgs, be optional
with the architect whether he shall gne many small doois,
or few large ones, and 1n some, as theatres, amphithcatres,
and other places where the crowd are apt to be impatient,
many doors are by far the best arrangemcent of the two.
Often, however, the purposes of the building, as when 1t 15
to be entered by processions, or where the crowd most
usually enter m one direction, requue the large single
entrance, and (for here agam the testhetic and structural
laws cannot be separated) the expression and harmony of the
building require, in ncarly every case, an entrance of large-
ness proportioned to the multitude which 15 to meet within
Nothing 1s more unseemly than that a great multitude should
find 1ts way out and 1, as ants and wasps do, through holes ;
and nothmg more undignified than the paltry doois of
many of our English cathedrals, which look as if they
were made, not for the open egress, but for the surreptitious
drainage of a stagnant congregation Desides, the expres-
ston of the church door should lead us, as far as possible,
to desire at least the western entrance to be single, partly
because no man of right feeling would witlingly lose the
idea of umty and fellowship mn gomg up to worship, which
1s suggested by the vast single entrance ., paitly because 1t
1s at the entrance that the most serious words of the
building are always addressed, by 1its sculptures or m-
scriptions, to the worshipper, and 1t 15 well that these
words should be spoken to all at once, as by one great
voice, not broken up nto weak repetitions oier mmor doors.

In practice the matter has been, I suppose, regulated
almost altogether by convemence, the western doors being
single mn small churches, while m the larger the entrances
become three or five, the central door remammng always
principal, in consequence of the fine sense of composition
which the medizeval builders never lost These arrangements
have formed the noblest buildings mn the world  Yet 1t 15
worth observing! how perfect m 1ts simplicity the single

1 And worth questioning, aleo, whether the triple porch has not
been associated with Romanist views of mediatorship . the Redeemer
being represented as presiding over the central door only, and the
lateral entrances being under the protection of saints, while the Madonnsa,
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entrance may become, when 1t 15 treated as m the Duomo
and St Zeno of Verona, and other such early Lombard
churches, hayvmg noble porches, and nch sculptures grouped
around the entrance

§ vir However, whether the entrances be wingle, trple,
or manmifold, 1t 15 a constant law that one shall he principal,
and all shall be of size mm some degree proportioned to that
of the bullding .\nd this sive 15, of course, chiefly to be
expressed m width, that bemng the only useful dimension m
a door (exeept for pageantry, chaning of bishops and waymg
of banners, and other such vamties, not, I hope, after this
century, much to be regarded m the building of Christian
temples), but though the width 15 the only nccessary
dimension, 1t 15 well to ncrease the height also m some
proportion to 1, m order that there may be less waght of
wall above, resting on the mereased span of the arch - This
15, however, so much the necessary result of the broad curve
of the arch iteelf, that there 15 no structural necessity of
elevating the jamb, and I believe that beautiful entrances
might be made of every span of arch, retaiming the jamb at
a little more than a man's height, until the sweep of the
curies became 5o vast that the small vertical hine became a
part of them, and one entered mto the temple as under a
great rambow

§ viir On the other hand, the jamb may be elevated
indefimtely, so that the mcieasing entrance retamns af
Jeast the proportion of width 1t had originally , say 4 ft by
7 ft 5 m But a less proportion of width than this has
always a meagic, mhospitable, and ungainly look, cxcept
m military architecture, where the narrowness of the
entrance 15 necessars, and 1ts height adds to 1its grandeur, as
between the entrance towers of our Brtish castles This
law, however, observe. applics only to true doors, not to the
arches of porches, which may be of any proportion, as of
any number, bemg 1n fact intercolummiations, not doors,

almost alw1ys has one or both of the transepts  But 1t would be wrong
to press this, for, in ninc cases out of ten, the architect has heen merely
influenced n his placing of the statues by an artist’s desire of variety in
thar forms and dress, and very naturally prefers putting a canonmisation
over one door, a martyrdom over another, and an assumplion over
a third, to repeatmg a crucifinion or a judgment above all  The
architect’s doctrine 15 only, thercfore, to be noted with indisputable
reprobation when the Madonna gets possession of the main door
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as 1 the noble example of the west fiont of Peteiborough,
which, m spite of the destructive absurdity of 1ts cential
arch bemg the narrowest, would sull, it the paltry porters
lodge, or gatchouse, ot turnpthe, or whatever it 1, were
knocked out of the nuddle of 1ty be the noblest west front
m England

vix lurther, and finally  In proportion to the height
and size of the building, and thercfore to the size of 1its
doors, will be the thickness of 1ts walls, especially at the
foundation, that 15 to say, beside the doors and also
proportion to the numbers ot a crond wall he the unrub-
ness and pressure of 1t Hence, partly m necessity and
paitly n prudence, the splaying or chamfering of the jamb
of the larger door will be deepened, and, if possible, made
at a larger angle for the luge door than for the small one,
so that the large door will always be encompassed by a
visible breadth of jamb proportioned to 1ts own magnitude
The decorative value of this feature we shall see hereafter

§ x The second kind of apertures we have to examme
are those of wmndows

Window apertures aic mamly of two kinds those for
outlook, and thosc for mnlet ot light, many bemng for hoth
purposes, and etther purpose, or both, combmned i military
architecture with those of offence and defence  But all
window apertures, as compated with door apertures, have
almost mfinite license of form and swe they may be of
any shape, from the slit or cross sht to the cncle,?! of any
size, from the loophole of the castle to the pnllars of light
of the cathedral apse  Yet, according to their place and
purpose, one or two laws of fitness hold respecting them,
which let us examme m the two classes of windows succes-
sively, but without reference to mlitary architecture, which
here, as before, we may dismiss as a subject of separate
sctence, only noticing that windows, like all other features,
are always debghtful, 1f not beautiful, when their position
and shape have mdced been thus necessanly determined,
and that many of their most picturesque forms hase resulted

1 The arch heading 1s indecd the best where there 15 much meum-
bent weight, but a window frequently has very little weight above 1t,
especially when placed ngh, and the arched form loscs light 1n a low
room therefore the squarc-headed window 1s admissible where the
square-headed door 1s not
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fiom the requuements of war, We should alsa’ find m
mihtary architecture the typical forms of the two j:lassca of
outlet and mlet windows m their utmost devclopmient, the
greatest sweep of sight and range of shot on the one hand,
and the fullest entry of hght and air on the othdr, beng
constantly required at the smallest possible apertures  Our
business, howescer, 1s to reason out the laws for cursehes,
not to take the examples as we find them

3 XL 1 Outlook apertures  Iror these no general outlme
15 determmable by the nccessitics or comventences of out-
lookmng, except only that the bottom or sill of the windows,
at whatever height, should be housontal, for the convenr-
ence of leaning on 1t, or standmg on 1t 1f the window be to
the ground  The form of the upper part of the window 1s
quite 1mmatetial, for all windows allow a greater range of
sight when they arc approached than that of the cve itself
1t 15 the approachability of the window, that 15 to shy, the
anmhilation of the thickness of the wall, which 15 the real
pomt to be attended to If, thercfore, the aperture be
maccessible, or so small that the thickness of the wall
cannot be entered, the wall 15 to be hevelled?! on the
outside, so as to mciease the range of sight as far as
possible , if the aperture can be entered, then bevelled from
the pomt to which entrance 15 possible.  The bevelling will,
if possible, be 1 every direction, that 15 to say, upwards at
the top, outwards at the sides, and downwards at the bottom,
but essentially dozenwards, the earth and the domgs upon
1t bemng the cinef object m outlook windows, except of ob-
servatories , and where the object 15 a dhistinet and special
view downwards, it will be of advantage to shelter the eve
as fa1 as possible from the rays of light coming from above,
and the head of the window may be left horizontal, or even
the whole aperture sloped outwards, as the st m a letter-
box 1s inwards

The best windows for outlook are, of course, orels and
bow windows, but these are not to be considered under the
head of aperturcs merely , they are either balconies roofed
and glazed, and to be considered under the head of cxternal
appliances, or they are each a story of an external semi-
toner, having true aperture windows on each side of 1t

! T do not like the sound of the word *‘splayed ,” Ialways shall use
“bevelled * mstead
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§ x11 2 Inletwindows These windows may, of course,
be of any shape and size whatever, according to the other
necessities of the building, and the quantity and dirccuion
of light destred, their purpose bemg now to throw it mn
streams on patticular lmes ot spots, now to diffuse 1t
everywhere, sometimes to mntroduce 1t i broad masses, tem-
pered m strength, as mn the cathedral coloured window,
sometimes 10 starry showcrs of scattered brilhancy, like the
apertures m the roof of an .\iabian bath , perhaps the most
beautiful of all forms bung the rose, which has m it the
umity of both characters, and sympathy with that of the
source of Iight mself It 1s noticeable, howeser, that while
both the cucle and pomterd oval are heautiful window forms,
it would be very pamtul to cut erther of
them 1n half and conncct tham by vertcal  Tie AT
lines, us m I1g XLIV  The ruason 15, I
believe, that so ticated the upper arch 15 not
considered as connected with the Jower, and
forming an cntire figure, but as the ordinary
arch roof of the aperture, and the lower arch
as an arch foor, cqually unnecessary and unnatuwial  Also,
the clliptical oval 15 generally an unsatisfactory form,
because 1t gives the 1dea of useless trouble in building 1t,
though 1t occurs uamtly and pleasantly i the dormer
windows of Irance I bihese it 15 also objectionable
because it has an indeterminate, shppery leok, hhe that
of a bubble risng through a flud It, and all clongated
forms, are still more objectionable placed hozontally, be-
cause ths 15 the weakest position they can structurally have ,
that 1s to say, less hght 15 admutted, with greater loss of
strength to the building, than by amy other foom  If ad-
missible any where, 1t 1 for the sake ot vauety at the top of
the building, as the flat parallelogram somctimes not ungrace-
fully in Italian Renaissance

§ xm The question of bevelling becomes a lttle more
complicated 1n the nlet than the outlook window, because
the mass or quantity of hght admitted 15 often of mowc
consequence than its direction, and often 7ue¢ 7e7sa  and
the outlook window 15 supposed to be approachable, which
1s far from bemng always the casc with windows for Iight, so
that the bevellmg which i the outlook window 1s chiefly to
open range of sight, .» in the inlet a means not only of



162 The Stones of Venice

admitting the light mn greater quantity, but of directing it to
the spot on which 1t 15 to full  But, 1n general, the bevelling
of the one window will reverse that of the other for, fist,
no natural hght will strike on the mlet window from bencath,
unless reflected light, which 1s (I believe) injurious to the
health and the sight  and thus, while 1 the outlook window
the outside bevel downwards 15 essential, in the inlet 1t
would be useless and the sill 1s to be flat, 1f the window
be on a level with the spot it 1s to hight, and sloped down-
wards within, if above 1t Again, as the brightcst rays of
hght arc the steepest. the outside bevel upwards 1s as
essential n the roof of the inlet as 1t was of small import-
ance 1n that of the nutlook window

§ x1v On the horivontal scction the aperture will expand
mternally, a somewhat larger number of rays bung thus
reflected from the jambs, and the aperture being thus the
smallest possible outside, this 15 the fayvourite mihtary form
of mlet window, always found m magmficent dcvdlopment
in the thick walls of mediesal castles and convents  Its
sffect 1s tranquil, but checrless and dungeon hike 1 1ts
fullest development, owing to the limitation of the range of
sight in the outlook, which, if the window be unapproach-
able, reduces 1t to a mere pomnt of hght .\ modified con-
ditton of 1t, with some combination of the outlook form, 1s
probably the best for domestic buildings in general (which,
however, 1n modern architecture, arc unhappils so thin
walled, that the outhne of the jambs becomes a matter
almost of mdifference), 1t bemng generally noticeable that
the depth of recess which I have observed to be essential
to nobility of external effect has also a certain digmty of
expression, as appearing to be intended rather to admut hight
to persons quietly occupied 1n their homes, than to stimulate
or favour the cunosity of 1dleness

CHAPTER XVII
FILLING OF APERTURE
§ 1. TuUs far we have been concerned with the outline

only of the aperture we were next, 1t will be remembered,
to consider the necessary modes of filing 1t with valves 1
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the case of the door, or with glass or tracery m that of the
window.

r Iallmgs of doors We concluded, m the provious
Chapter, that doors m buildmgs of any importance or s/t
should have headings m the form of an arch This 15, how-
ever, the most incony enrent form we could choose, as respects
the fittmg of the vabes of the docrway, for the arch-
shaped hcad of the valves not only requires considerable
nicety m fitting to the arch, but adds largcly to the weight
of the doot,—a double disadvantage, straming the hinges
and making 1t cumbersome m opening  And this mcon-
venience 1s <o much percenved by the eye, that a door valve
with a pomted head 1s always a disagreeable object It
becomes, therefore, a maltter of true necessity 50 to arrange
the doorway as to admit of 1ts being fitted with rectangular
valves

§11 Now, m determmng the form of the aperture, we
supposed the jamb of the door to be of the utmost height
required for entrance  The eatra height of the arch 15 un-
necessary as an openmg, the arch bemng required for its
strength only, not for 1ts elevatton  There 15, therefore, no
reason why 1t should not be barred across by a horizontal
lintel, nto which the valves may be fitted, and the triangular
or semucircular arched space above the Jtel may then be
permancntly closed, as we choose, etther with bars, or glass,’
or stone

This 15 the form of all good doors, without exception, over
the whole world and 1n all ages, and no other can ever be
mvented

11 In the simplest doors the cross lmtel 15 of wood
only, and glass or bars occupy the space above, a very
frequent form m Vemce In more elaborate doors the
cross lmtel 15 of stone, and the filling sometimes of brick,
sometimes of stone, very often a grand single stone bemng
used to close the entire space the space thus filled 15 called
the Tympanum. In large doors the cross hintel 1s too long
to bear the great incumbent weight of this stone filling with-
out support , 1t 1s, therefore, carned by a pier i the centre,
and two valves are used, fitted to the rectangular spaces on
each side of the pier In the most elaborate cxamples of
this condition, each of these secondary doorways has an
arch heading, a cross lintel, and a trangular filing or
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tympanum of 1its own, all subordipated to the mam arch
above

§ v 2 Tilhngs of windows

When windows are large, and to be filled with glass, the
sheet of glass, however constructed, whether of large panes
or small fragments, requires the support of bars of some
kind, either of wood, metal, or stone  Wood 15 mapplicable
on a large scale, owing to 1ts destructibility , very fit for
door-valves, which can be castly refitted, and mwhich weight
would he an mconvenience, but very unfit for window-bars,
which, 1f they decayed, might let the whole window be blown
m before their decay was ohserved, and in which weight
would be an advantage, as offering more resistance to the
wmd

Iron 15, however, fit for window-bhars, and there seems no
constructive reason why we should not have ron traceries,
as well as 1ron pillars, rron churches, and 1ron steeples But
I have, m the “Seven Lamps,” given reasons for not con-
sidering such structures as architecture at all

The window-bars must, therefore, be of stone, and of
stone only

§v. The purpose of the window bhemg always to let
m as much lght, and command as much view, as
possible, these bars of

stone are to be madc as Fi1c XLV
slender and as few as they a i
can be, consistently with 1
their due strength ¢

Let 1t be required to sup- 2B o1

port the breadth of glass, a,
4, Fig XLV Thetendency

of the glass sustaining any ¢ B—o—o—0—1
force, as of wind from
without, 1s to bend into fi—o—0—0—18}

an arch mwards, m the
dotted line, and break in 4B a
the centre It 1s to be

supported, therefore, by 1

the bar put 1 1ts centre, ¢ B—o—O—o—O—o0—C——3
But this central bar, ¢,

may not be enough, and the spaces @ ¢4 ¢ 4, may stll

need support. The next step will be to put two bars
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mstead of one, and dunide the window mto three spaces,
as at &

But this may still not be enough, and the window may
neced three bars  Now the greatest stress 1s alwayvs on the
centre of the window  If the three bars are equal m strength
as at ¢, the central bat 15 ather too slght for 1ts wotk, o1
the latcral bais too thick for thens Thecfole, we must
shghtly mcrease the thichness of the central bar, and dimmish
that of the lateral ones, <0 as to obtamn the arrangement at
S 2 If the window enlarge farther, cach of the spaces f g,
g/, 1s treated as the onginal space @ &, and we have the
groups of bars 2 and /

So that, whatever the shape of the window, whatever the
direction and number of the bars, there are to be central or
main bars , second bais suboidinated to them, third bars
subordmated to the second, and 50 on to the number required
Thus 1s called the subordimation of tracery, a system delightful
to the eye and mind, owing to its anatomucal framing and
umity, and to 1ts expression of the laws of good government
m all fragilc and unstable things. All tracery, therefore,
which 15 not subordinated, 15 barbarous, m so far as this part
of 1ts structure 1s concerned

§ vi The next question will be the dnection of the bais
The reader will understand at once, without any laborious
proof, that a given arca of glass, supported by 1ts edges, 1s
stronger 1 1ts reststance to violence when it 15 arranged 1n a
long strip or band than m a squaie, and that, theicfore, glass
15 generally to be arntanged, especially m wmdows on a large
scale, n oblong arcas and 1f the bars so dividng 1t be placed
horizontally, they will have less power of supporting them-
selves, and will nwed to be thicker m consequence, than if
placed vertically  .\s fai, therefore, as the form of the
window permits, they are to be vertical

§ vir. But even when so placed, they cannot be trusted to
support themselves beyond a certain height, but will nced
cross bars to steady them Cross bars of stone are, there-
fore, to be ntroduced at necessary mtervals, not to divide
the glass, but to support the upught stone bars  The glass
15 always to be divided longitudinally as far as possible, and
the upnight bais which divide 1t supported at proper mtervals
However high the window, 1t 15 almost impossible that 1t
should require more than two cross bars
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§ viir It may sometimes happen that when tall windows
are placed very close to cach other for the sake of more
light, the masonty between them mav stand 1n nced, or at
least be the better of, some additional support  The cross
bars of the windows may then be thickened, m order to
bond the mtermediate piers more strongly together, and if
this thickness appear ungamly, 1t may be modified by
decoration

§ 1Ix We have thus arrnved at the wdea of avertical frame-
work of subordinated bars, supported by cross bars at the
necessary ntervals, and the only remammg question 1 the
method of mscrtion mnto the apetture Whatever 1ts form,
1f we merely let the ends of the bars nto the voussours of
1ts headmg, the least settlement of the masonry would distort
the arch, or push up some of its voussorrs, or break the
window bars, or push them aside  Lividently our object
should be to conncct the window bats among themesdlves, so
framing them together that they may gnve the utmost possible
degree of support to the whole wimdow head n case of
any scttlement  But we know how to do this alieady our
window bars are nothing but small shafts  Capital them,
throw small arches across between the smaller bars, large
arches over them between the larger bas, one compichensive
arch over the whole, or else a horizontal Iitcl, 1f the window
have a flat head and we have a complete system of mutual
support, mdependent of the aperture head, and yet assisting
to sustain 1t, 1f necd e But we want the spandnls of this
arch system to be themschves as hght, and to let as much
hight through them, as possible  and we know alicady how
to pierce them (Chap XII v} We pierce tham with
circles , and we have, 1f the circles are small and the stone-
work strong, the tracenes of Giotto and the Pirsan school ,
if the arcles are as lage as possible and the bars slender,
those which I have already figured and described as the only
perfuct traceries of the Northern Gothic! The varieties of
their design arse partly from the different size of window
and consequent number of bars, partly from the different
heights of their pointed arches, as well as the various positions
of the window head 1n relation to the roof, rendermg one or
another arrangement better for dividing the light, and partly

1 ¢Seven Lamps,” p. 58.
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from eesthetic and expressional requirements, which, within
certamn limits, may be allowed a very smportant mmfluence
for the strength of the bars 1s ordinanly so much greater
than 1s absolutcly neccessary, that some portion of 1t may be
gracefully sacrificed to the attaimment of varicty n the plans
of traceiy—a varicty which, ¢ven withm its severest limats,
1s perfectly cndless, more eopecially m the pomted arch, the
proportion of the tracery bemy m the 10nnd arch necessanly
more fixed

¢ x The cucular window furmshes an exception to the
common law, that the bars shall be vertical through the
greater part of thewr length  for 1f they were so, they could
neither ha ¢ secure perpendicular footing, nor securc headmg,
their thrust bemg perpendicular to the cunve of the voussoirs
only m the centre ot the window , thewctore, a small arcle,
like the axic of a wheel, 15 put mto the centre of the window,
large enough to gnce footing to the nccessary number of
rachating bars, and the bars arc aunanged as spokes, being
all, of course, propetly capiialed and arch-hcaded  Thisss
the best form of tracery for arcular windows, naturally
enough called whecl windows when so filled

§ x1 Now, I wish the reader espeually to observe that
we have arnved at thesc torms of perfect Gothic tracery
without the smallest refcrence to any practice of any school,
or to any law of authority whatever They arc forms having
essentially nothing whatever to do either with Goths or
Greeks They are eternal forms, based on laws of gravity
and cohesion, and no better, nor any others so good, will
ever be mvented, so long as the present laws of gravity and
coheston subsist

¢ x11 It does not at all follow that this group of forms
owes 1ts ongim to any such course of reasoning as that which
has now led us to1t On the contrary, there 15 not the
smallest doubt that tracery began, partly, ;n the grouping
of windows together (subsequently enclosed within a large
arch?), and partly in the fantastic penetrations of a single
slab of stones under the arch, as the circle m Plate V' above

1 On the north side of the nave of the cathedral of Lyons, there 1san
early French window, presenting one of the usual groups of foliated
arches and circles, left, as 1t were, loose, without any enclosing curve
The effect 1s very pamnful This remarhable wiandow 15 associated with
others of the common form

VOL. L N
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I'he perfect form seems to have been acadentally struck n
passing from capertment on the one side, to affectation on the
other, and 1t was so far from ever beconming systematised,
that T am aware of no type of tracery for which a /Jess
deaded preterence 15 shown m the butldings m which 1t
extsts  The caily prerced traceries are multitudinous and
perfect m then hmd,—the late Flamboyant, luxuiant n
detail, and lavish m quantity,—but the perfect forms eust i
comparatn cly few churches, generally 1n portions of the church
only, and are always connected, and that closcly, cither with
the massy forms out of vhich they have emerged, or with
the enervated types mto which they are mstantly to
degenerate

y xtir Nor mdeed are we to look upon them as n all
ponts superior to the more ancient examples  We have above
conducted ovur rcasonmg entirely on the supposittion that a
single aperture 15 given, which 1t 15 the object to {ill with
glass, dimmishing the power ot the hight as hittle as possible
Bur there arc many cases, as m triforium and doster hights,
m which glazmg 15 not required , i which, therefore, the
bars, 1f there be any, must have some more important function
than that of merely holding glass, and in which thar actual
use 15 to give steadmess and Zowe, as 1t were, to the arches
and walls above and beside them, or to gne the dea of
protection to those who pass along the triforrum, and of
secluston to those who walk m the cloister  Much thicker
shafts, and more massy arches, may be properly umployed
woik of this kind and many groups of such tracery will be
found resolvable mto true colonnades, with the arches m
pairs, or i triple or quadruple groups, and with small rosettes
pierced above them for ight Al this 15 Just as 22¢%47 1 1ts
place, as the glass tracery 15 m 1ts own function, and often
much more grand  But the same mdulgence 15 not to be
shown to the affectations which succeeded the developed
forms  Of these there are three principal conditions the
Flamboyant of krance, the Stump tracery of Germany, and
the Perpendicular of England

§ xiv Of these the first arose, by the most dehicate and
natural transitions, out of the perfect school It was an
endeavour to mtroduce more grace into 1ts lines, and more
change mnto 1ts combnations , and the esthetic results are so
beautiful that for some time after the nght road had been
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left, the aberration was more to he admired than regretted
The final conditions became fantastie and cffeminate, but,
m the country where they had been myented, never lost then
pecuhar grace until they werce replaced by the Renaissance
The copies of the school in England and Ttaly have all 1ts
faults and none of 1ts beautics  m Trance, whatever 1t lost
m method or in majesty, 1t gamed m fantasy  hiterally Flam-
boyant, it breathed away 1ts strength mto the wr  but there
15 not more difference between the commonest doggrel that
ever broke prose mto umntelhgibiity, and the burning
mystery of Colendge, or spirtuality of Lhizabeth Barrett,
than there 1s between the dissolute dulness of Enghsh Flam-
boyant, and the flaming undulations of the wreathed hines of
delicate stone, that confusc themselves with the clouds of
every morning sky that bughtens above the valley of the
Semne

§ xv The second group of traceries, the mtcrstctional or
German group, may be considered as mcluding the entire
range of the absurd forms which were inented m order to
display dextenty n stone-cutting and mgenuty m construc-
tion. They express the pecubar character of the German
mind, which cuts the frame of every truth jomt from jomt,
mn order to prove the c¢dge of its mstruments  and, 1n all cases,
prefers a new or a strange thought to a good one, and a
subtle thought to a useful one  ‘The pomt and value of the
German tracery consists principally m turning the features
of good tracenies upside down, and cutting them m two where
they are properly continuous To destroy at once foundation
and membership, and suspend everything n the arr, keeping
out of sight, as far as possible, the evidences of a begmming
and the probabibttes of an end, aie the mam objects of
German architecture, as of modern German divinity

§ xvi This school has, however, at least the ment of
ngenuity, Not so the Englsh Perpendicular, though a very
cunious school also in 77s way. In the course of the reasoning
which led us to the determination of the perfect Gothic
tracery, we were iduced successively to reject certamn
methods of arrangement as weak, dangerous, or disagrecable
Collect all these together, and practise them at once and
you have the English Perpendicular

As thus  You find m the first place (s v), that your
tracery bars are to be subordinated, less to greater, so you
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take a group of, suppose, cight, which you mahe all exactly
equal, ghing you nine equal spaces m the window, as at A,
Fig XLVI You found, m the second place (3 v ), that
theie was no occaston for maore than two cross bars  so you
take at least four or five (also represented at A, iz XLVI),
also catefullv cqualised, and set at equal spaces  You found,
m the thund place (s vir), that these bars were to be
strengthened, mn order to support the mamn piers, you will
therefore cut the ends off the uppermost, and the fourth nto
three pieces (as also at A)  In the fourth place, you found
(§ 1x ) that you were never to run a vertical bat mto the arch

kic XLVI
AT TR
>\_ g \\-'\ "
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A B C

head , 50 you run them all mto 1t {as at B, Fig XLVT) and
this last arrangement will be useful mn two ways, for 1t will
not only cypose both the bars and the archnolt to an
apparent probability of every species of dislocation at any
moment, but 1t will provide you with two pleasing nterstices
at the flanks, m the shape of caningknives, a, 4, which, by
throwing across the curves ¢, 4, you may easily multiply mto
four and these, as you can put nothing mto their sharp
tops, will afford you a more than usually rational excuse for
a little bit of Germanism, 1n filling them with arches upside
down, ¢, f Youwill now have left at your disposal two and
forty sinular nterstices, which, for the sake of variety, you will
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proceed to fill with two and forty similar arches  and, as you
were told that the moment a bar recuned an arch heading,
1t was to be treated as a shaft and capitaled, you will take
care to give your bais no capitals nor bases, but to run bars,
foliations and all, well into each other, after the fashion of cast-
won, as at C  You have still two tuangular spaces occurnnyg
m an important part of your window, ¢ & which, as they
are very conspicuous, and you cannot make them ugher than
they are, you will do wisely to let alone —and you will now
have the west window of the cathedral of Winchester, a very
perfect example of Lnglish Perpendicular - Not do T think
that you can, on the whole, bettu the arrangcnent, unless,
perhaps, by adding buttresses to some of the hais, as 15 done
m the cathedral of Gloucester, these buttiesses havmg the
double advantage of darkenmg the window when seen fiom
within, and suggesting, when 1t 1s scen from without, the 1dea
of 1ts being divided by two stout party walls, with a heavy
thrust against the glass

§ xvit Thus far we have considered the plan of the tracery
only we have lastly to note the conditions under which the
glass 1s to be attached to the bars, and the sections of the
bars themselves

These bars we have scen, m the perfect form, are to
become shafts . but, supposing the object
to be the admission of as much light as 11 XLVIIL
possible, 1t 19 clear that the thickness of
the bar ought to be chiefly m the depth
of the window, and that by mncreasmg the
depth of the bar we may dimmsh us o y
breadth  clearly, therefore, we should
employ the double group of shafts, 4, of
Fig XIV, setung 1t edgeways in the wmdow  but as the
glass would then come between the two shafts, we must
add a member nto which 1t 1s to be fitted, as at a, lug
XLVII, and umiting these threc members togethar m the
simplest way, with a curved nstead of a sharp recess behind
the shafts, we have the section &, the perfect, but simplest
type of the main tracery bars in good Gothic  In trifortum
and closter tracery, which has na glass to hold, the central
member 1s omitted, and we have cither the purc double
shaft, always the most graceful, or a single and more massy
shaft, which 1s the sumpler and more usual form
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yavir Fmally  there 1s an intermediate arrangement
between the glascd and the open tracery, that ot the domestic
traceries of Venice  Peculiar conditions, hereafter to be
described, require the shafts of these traceries to become the
main vertical supports of the floors and walls  Ther thick-
ness 1 therefore enormous  and yet free egress 15 required
between them (mto balconies), which 15 obtamned by doors
in thar lattice glasmg To prevent the mconvenience and
ugliness of dinving the hmges and fastenmgs of them nto
the shafts, and having the play of the doors i the mtervals,
the entire glazing 1s thrown hehind the pillars, and attached
to thar abacr and bases with won It 1s thus securely
sustamned by thar massy bulk, and leaves thon symmetry
an.d shade undisturbed

3 aax The depth at which the glass should be placed in
windows without tracenies will generally be fixed by the forms
of thar bevelling, the glass occupy ng the narrow cst interval ,
but when 1ts position 1s not thus fised, as 1n many London
houses, 1t 15 to be remembered that the deeper the glass 1s
set (the wall beng of given thichness), the more hght will
enter, and the dearer the prospect will be to a parson sitting
quictly 1n the centre of the room, on the contary, the
farther out the glass 15 set, the more conventent the window
will be for a person nsing and lockmg out ot it The one,
therefore, 15 an arrangement for the 1dle and curnous, who
care omnly about what 15 gomg on upon the earth  the other
for those who are willmg to romam at rest, <o that they
have free admisston of the light of Heaven  This might be
noted as a curous epressional reason for the necessity (of
which no man of ordnary feehng would doubt for a
moment) of a decp recess m the window, on the outside,
to all good or architectural effect  still, as there 15 no reason
why people should be made 1dle by having 1t mn their power
to look out of window, and as the shight ncrease of hght or
«learness of view n the centre of a room, 15 more than
balanced by the loss of space, and the greater chill of the
nearcr glass and outside arr, we can, I fear, allege no other
structural reason for the picturesque external recess, than
the expediency of a certain degree of protection, for the

glass, from the brightest glare of sunshine, and heaviest rush
of rain
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CHAPTER XVIII
PROTECTION OF APERTURE

§ 1. WE have hitheito considered the apetture as meicly
pterced 1n the thickness of the walls , and when 1ts masonry
1s simple, and the filhings of the aperture are ummportant, it
may well remamn so  But when the fillings aie dehcate and
of value, as mn the case of coloured glass, finely wrought
tracery, or sculpturc, such as we shall otten find occupying
the tympanum of doorways, some protection bccomes neces-
sary agamst the run of the ram down the walls, and back
by the bevel of the aperture to the jomts or surta e of the
fillings

§ 11 The first and simplest mode of obtaiming this 1s by
channelling the jamhs and arch head , and this 15 the chief
practical service of aperture mouldings, which are otherwise
entirely decoratine  But as this very decoratne character
renders them unfit to be made channels for ran water, 1t
15 well to add some external roofing to the aperture, which
may protect it from the wun of all the run, ¢vcept that
which necessanly beats mto 1ts own area This protection,
m 1ts most usual form, 15 a mure drpstone moulding carnied
over or round the head of the aperture jut this 15, m
reality, only a contracted form of a tiue 200/, projecting
from the wall over the aperture and all protections of
apertures whatsoever are to be concanved as portions of
small roofs, attached to the wall behind . and supported by
1t, so long as their scale admits of their heing so with safety,
and afterwards in such manner as may be most expedient
The proper forms of these, and modes of thar support. are
to be the subject of our final inquiny

§ m Respecting their proper form we need not stay long
m doubt A deep gable 1s cvidently the best for thiowing
off rain , even a low gable bemng hetter than a high aich
Flat roofs, therefore, may only be used when the nature of
the building renders the gable unsightly , as when there 1
not room for 1t between the storics, or when the object 15
rather shade than protection from rain, as oftcn in yverandahs
and balconies But for gencral senvice the gable 1s the
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proper and natural form, and may be taken as representa-

Fio XLVIIT

tnne of the rest  Then this gable may
either project unsupported hrom  the
wall, @, Fig XLVIII, ;1 be carnied by
brackets or spuis, 4, or by walls or
shatts, ¢, which shaits ar walls mav them-
schves be, in windows, carried on a sill,
and this, i 1ts turn, supported by brackets
or spurs  We shall glance at the apphca-
tions of cach of theye forms m order

s v There 15 not much variety m
the case of the first, @, 11z XLVIII
In the Cumberland and border cottages
the door 15 generally protected by two
pieces of slate arranged m a gable, giving
the purest possible type of the first form
In claborate architecture such a pro-
jection hardly ever occurs, and 1 large
architecture cannot with safcty occur,
without brackets, but by cutting away
the greater part of the projection, we
shall annve at the 1dea of a plam gabled
cornice, of which a perfect example will
be found mn Plate VII of the folio senes
With this first complete form we may
associate  the rude, single, projecting,

penthouse roof, mperfect, be-
cause either it must be level and
the water lodge lasly upon 1,
or throw off the drnip upon the
persons cntering

§v 2 &4 Fig XLVIII ‘lhis
15 a most beautiful and natural
type, and 15 found m all good
architec ture, from the highest to
the most humble 1t1s a frequent
form of cottage door, more
espectally when carried on spurs,
bemg of peculiarly easy construc-
tion 1 wood  as applied to large

lic XLIX

architecture, 1t can cvidently be bult, m 1ts boldest and
simplest form, either of wood only, or on a scale which will
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admit of 1ts sides bemyg cach a single slab of stone  If so
large as to require jomted masonry, the gabled sides will
evidently require support, amd an arch must be thrown
across under them, as m kg NLIX, from Fiesole

If we cut the projuwction wadually down, we arme at the
common Gothic gable dipstone caniud on small brackets,
carved mto bosses, heads, or some other ornamental form ,
the sub-arch m such case bemng uscless, 15 removed, or
comcides with the arch head of the aperture

VI 3 ¢ Fig XLVIII Substitutng walls or pillars
for the brackets, we may carry the projection as far out as
we choose, and form the perfect porch, cither of the cottage
or village church, or of the cathedral As we enlarge the
structure, however, certam modifications of form becomc
necessary, owing to the increased boldness of the required

Fic. L

A A

supporting arch For, as the lower lines of the gabled
roof and of the arch cannot comcide, we have necessarily
above the shafts one of the two forms @ or ), n Fig L, of
which the latter 1s clearly the best, requiring less masonry
and shorter roofing , and when the arch becomes so large
as to cause a hcavy lateral thrust, it may become neccessary
to provide for 1ts farther safety by pmnnacles, ¢

This last 15 the perfect type of aperturc protection
None other can ever be mvented so good It 15 that once
employed by Giotto 1n the cathedral of Florence, and torn
down by the proveditore, Benedetto Uguctione, to crect a
Renaissance front nstead, and another such has been
destroyed, not long since, 1 Venice, the porch of the church
of St Apollnare, also to put up some Renaissance up-
holstery for Renaissance, as 1f 1t were not nuisance cnough
in the mere fact of 1ts own cwistence, appears mvariably as a
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buast of prey, and founds itscif on the rum of all that 15 best
and noblest Manv such porches, however, happily still
exst m Ttaly and are among 1ts principal glorics

t vii When porches of this kind, carried by walls, are
placcd close together, as in cases where there are mamy and
large entrances to a cathedral front, thay would in therr
general forny, leave deep and uncomfortable mtersals, m
which damp would lodge and grass grow , and there would
be a pamful fechng mn approaching the door in the midst
of a crowd, asif some of them mught miss the real doors,
and be driven mto the intervals, and embaved there.
Clearly 1t will be a natural and nght expedient 1n such
cases, to open the walls of the porch wider, so that they may
correspond m slope, or nearly so, with the bevcl of the door-
way, and either mect each other 1n the mtervals, or have the
said 1ntervals closed up with an mtermediate wall so that
nobody may get embayed in them  The porches will thus
be umited, and form one range of great open gulphs or
caverns, reads to recenve all comers, and direct the current
of the crowd into thc narrower entrances .\s the lateral
thrust of the arches 1s now met by each other, the pinnacles,
1f there were any, must be removed, and waterspouts placed
between cach arch to discharge the double dramace of the
gables  This 15 the form of all the noble northern porches,
without exception, best represented by that of Rhemms

1 vir Contracted conditions of the pinnacle porch are
beautifully rsed m the doors of the cathedral of Florence,
and the entirc arrangement, m 1its most perfect form, as
adapted to window protection and decoration, 15 apphed by
Grotto with mconcevable exquisiteness m the windows of
the campamle , those of the cathedral itsell being all of the
same type  Various singular and delightful conditions of 1t
arc applied 1n Italian domestic architecture (in the Broletto
of Monza very quaintly), being associated with balcomes for
speaking to the people, and passing into pulpits In the
north we glaze the sides of such projections, and they
become bow-windows, the shape of roofing bemng then nearly
immatenial and very fantastic, often a comical cap All
these conclitions of window protection, being for real service,
are endlessly dehightful (and I believe the beauty of the
balcony, protected by an opcn canopy supported by light
shafts, never yet to have been properly worked out). But
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the Renaissance architects destioyed all of them, and intro-
duced the magnificent and witty Roman mvention of a
modcl of a Greek pediment, with 1ts corniees of monstrous
thickness, brackcted up above the window  ‘Lhe horizontal
cornice of the pediment 15 thus useless, and of course, there-
fore, retaned, the protection to the head of the window
bemg constructed on the principle of a hat with ats crown
sewn up But the deep and daik tmangular cavity thus
obtamed affords farther opportumty for putting ornament
out of sight, of which the Renaissance architects are not
slow to avail themselves

A more rattonal condition 1s the complete pediment with
a couple of shafts, or pilasters, carnied on a bracketed sill,
and the widows of this kind, which have been well de-
signed, arc perhaps the best things which the Renaissance
schools have produced  those of Whitchall are, 1n their way,
exceedingly beautiful , and those of the Palazzo Ricardi at
Florence, 1n theirr simplicity and sublinuty, are scarcely
unworthy of their reputed designer, Michacl Angelo

CHAPTER XIX
SUPERIMPOSITION

§1 THE rcader has now some hnowledge of every feature
of all possible architecture Whatever the nature of the
building which may be submitted to his criticiom, if 1t be an
edifice at all, if 1t be anything clse than a mcre heap of
stones, ike a pyramid or breakwater, or than a large stone
hewn mto shape, like an obelsk, 1t will be mstantly and
easily resolvable into some of the parts which we have been
hitherto considermng 1ts pmnnacles will separate themsclves
into their small shafts and roofs, its supportng members
into shafts and arches, or walls penetrated by apertures of
various shape, and supported by various kinds of buttresses
Respecting each of these several features I amn ccrtan that
the reader feels himself prepared, by understanding therr
plam function, to form something hke a reasonable and
defimite judgment, whether they be good or bad, and this
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nght judgment of parts will, n most cases, lead him to just
1everence or condemmnation of the whole

Y 1t The varnous modes m which these parts arc capable
of combmation, and the ments of buildings of different
form and cypression are avidently not reducible mto lists,
nor to be wstimated by genctal laws The nobility ol cach
buillding depends on 1ts special fitness for its own puiposes ,
and these purposes vary with every chimate, every soil, and
every national custom  mnay, thare were never, probably,
tvo cdifices erected m which some accaidental difficrence of
condition id not reqquire some difference of plan or of
structure , so that, respecting plan and distithution of parts,
I do not hope to collect any universal law ol right, but
there are a few pomts necessars to be notieed 1especting
the means by which hught 15 attaned m bulldmgs of various
plans, and the cypedieney and mcthods of superimpost-
tion of one story or tier of architecture above another

$ 11t For, 1n the preceding inquiy, I hayve alway s supposed
cither that a smgle shaft would reach to the top of the
building, o1 that the farther hught 1equired nught be added
m plam wall above the heads of the arches, whereas it may
often be 1ather eapedient to complete the entire lower
sertes of arches, or finish the lower wall, with a bold string
course or cornice, and butld another series of shalts, or
another wall, on the top of 1t

§ v This superimposition 15 seen m 1ts simplest form 1n
the mterior shafts of a Gieck temple, and 1t has been
largely used m nearly all countrics where builldings have
been meant for real seriice Outary has often been rased
agamst 1t, but the thing 15 50 sternly necessary that 1t has
always forced 1tself into acceptance, and 1t would, there-
fore, be merely losing time to refute the arguments of those
who have attempted 1ts disparagement  Thus far, however,
they have reason on therr side, that if a building can be
kept 1 one grand mass, without sacrificing either 1ts visible
or real adaptation to 1ts objects, 1t 15 not well to divide 1t
mto stories until 1t has reached proportions too large to be
justly measured by the eye It ought then to be divided
m order to mark 1ts bulk , and decorative divistons are often
possible, which rather increase than destroy the expression
of general unity

§ v Supenmposition, wisely practised, 1s of two kinds,
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directly contrary to cach other, of wught on hghtness, and
of lightness on weight , while the supcrimposition of weight
on weight, or ightness on hightness, 15 nearly always wrong

1 Waght on hghtness 1 do not say weight on sewakaess
The superimposition of the human body on its limbs 1 eall
weight on lightness  the supcnmposition of the branches
on a trec ttunk I call lighiness on weight  1n both cases
the suppoit 15 fully adcguate to the work, the form of
support being regulated by the differences of requirement
Nothing m architccture 15 half so painful as the apparent
want of sufficient support when the waght aliove 15 visibly
passiie  for all buildings ate not passive, some scem to
rise by then own strength, or float by their own buoyancy
a dome requires no visinhty ol suppoit, one fandes 1t
supported by the an But passne architecture without help
for 1ts passivencss 1s unendurable  In a lately built house,
No 86, m Oxford Strect, three huge stone pillars in the
second story are cairicd apparentlv by the edges of three
sheets of plate glass m the first I haidly know anything
to match the pamfulness of this and some other of our
shop structures, m which the won-work 15 concealed , nor,
even when 1t 1» apparent, can the eye ever feel satisfied
of therr secuuty, when built, as at present, with fifty or
sixty feet of wall aboie a1od of ron not the width of this
page

Y vi The proper forms of this supentmposition of weight
on lightness have arisen, for the most part, from the necessity
or desirableness, n many situations, of clevating the mnhahited
portions of bwildings considerably above the gound level,
especially those exposed to damp or mundation, and the
consequent abandonment of the ground story as unservice-
able, or else the surrender of 1t to public purposes
Thus, 1n many market and town houses, the ground story 1s
left open as a gencral place of sheltered resort, and the
enclosed apartments raised on pillars  In almost all warm
countries the lusury, almost the necessity, of arcades to protect
the passengers from the sun, and the desirableness of large
space m the rooms above, lead to the same construction
Throughout the Venetian slet group, the houses seem to
have been thus, m the first mstance, unnversally bult, all
the older palaces appearmg to have had the res de chaussée
perfectly open, the upper parts of the palace being sustamed
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on magnificent arches, and the smaller houses sustained in
the same manner on wooden piers, still retained 1n many of
the cortiles and exlibited charactenstically throughout the
man sticet of Murano  .\s ground became more valuable
and housc-toom more scarce, these ground floms were
enclosed with wall veils between the ongmal shafts, and so
remain, but the type of the structure of the entire city 1s
agiven m the Ducal Palace

§vr To this kmd of supenimposition we owe the most
pictmesque street effects throughout the world, and the
most graccful, as well as the most grotesque, buldings,
from the mans-shafted fantasy of the Alhambra (a bulding
as beautiful 1n disposition as 1t 15 base 1 ornamentation) to
the four-legged stolidity of the Swiss Chalet ! nor these
only, but great pait of the effect of our eathedrals 1 which,
necessarily, the close trforum and clerestory walls are
superimposed on the nave piers , perhaps with most majesty
where with greatest ssmphicity, as n the old basilican types,
and the noble cathedral of Prsa

§vin In order to the delightfulness and secunity of all
uch arrangements, this law must be observed —that m
proportion to the height of wall above them, the shafts are
to be short  You mav take your grien height of wall, and
turn any quantity of that wall nto shaft that you hke, but
vou must not turn 1t all mto tall shafts, and then put more
wall above Thus, havmg a house five stores high, you
may turn the lower story mto shafts, and leave the four
stories 1n wall; or the two lower stories mto shafts, and
leave threc in wall, but, whatever you add to the shaft,
vou must take from the wall Then also, of course, the
shorter the shaft the thicker will be 1ts proporteonate, 1f not
1ts actual, diameter. In the Ducal Palace of Venice the
shortest shafts are always the thickest ?

§1x The second kind of superimposition, hightness on
weight, 1s, 1n 1ts most necessary use, of stories of houses one

1 T have spent much of my hfe among the Alps, but T never pass,
without some feeling of new surprise, the Chalet, standing on 1ts four
pegs (cach toppcd with a flat stone), balanced in the fury of Alpine
winds It 15 not, perhaps, generally known that the chief use of the
arrangement 15 not so much to raisc the bhulding above the snow, as
to get a draught of wind benecath 1t, which may prevent the drift from
nsing against 1ts sides

2 Appendix 20 Shafts of the Ducal Palace.”
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upon another, where, of course, wall veil 15 required m the
lower ones, and has to support wall vl above, aided by as
much of shaft structuie as 15 attammable withm the gnen
Iimits  The greatest, 1if not the enly, ment ot the Roman
and Renassance Vencuan architeets iy thur gracetul manage-
ment of this kind of supeiimposition , sometimes of complete
courses of external arches and shafts one above the other,
sometimes of aperturcs with mtermediate cornices at the
levels of the floors, and large shalts fiom top to bottom of
the buillding , always observing that the upper stories shall
be at once Dighter and nichar than the lower ones.  The
entne value of such builldings depends upon the perfect and
easy uapression of the rddatne strength of the stones, and
the umty obtamed by the vaetics ot then proportions,
while yet the fact of supenmmposition and scparation by
floors 1s frankly told

3 X In churches and other bwldmgs m which there 1s
no scparation by floors, another kind of pure shaft supei-
umposition 15 often used, m order to e¢nable the builder to
availl himselt of short and slender shafts It has been noted
that these aie often casily attainable, and of precious materials,
when shafts large enough and stiong cnough to do the work
at once, could not be obtained except at unjustifiable expense,
and of coarsc stone  The architect has then no choice but
to anange his work 1 successive stories , erther frankly com-
pleting the arch work and cornice of cach, and begmning
new story above 1, which 15 the honester and nobler way, or
else tymg the stories together by supplementary shafis from
floor to roof,—the general practice of the Northern Gothic,
and onc which, unless most gracefully managed, gives the
look of a scaffolding, with cross-poles tied to 1ts upnghts, to
the whole clerestory wall  The best method 1 that which
avoids all chance of the upnght shafts bemg supposed con-
tinuous, by increasing therr number and changmg thar
places 1n the upper stories, so that the whole work branches
from the ground lhke a tree  This 15 the superimposttion
of the Byzantine and the Pisan Romanesque, the most
beautiful examples of it being, I think, the Southern puitico
of St. Mark’s, the church of S Giovanm at Pistoja, and the
apse of the cathedral of Pisa  In Renassance work the two
prnciples are equally distinct, though the shafts are (I .imk)
always one above the other. The reader may sce onc of e



182 The Stones of Venice

bust examples of the separatcly superimposed stoty in White-
hall (and another far infertor m St Pauls), and by turning
himseli round at Whitchall may compare with 1t the system
of commecting shafts m the Treasury , though this 15 a singu-
larly bad example, the window corniees of the first floor
beng hke shelves m a cupboatd, and cutting the mass of
the buillding i two, m spite of the pillars

§ x1 But this superimposition of lightness on weight 1s
still more distinctly the <ystem of many buildings of the kind
which I have above called Architecture of Posttion, that 1s
to say, architecture of which the greater part 15 mtunded
mercly to keep something m a peculiar position, as
Iight-houses, and many towers and bldfnes The subject of
spire and tower architccture, however, 15 so mteresting and
extensive, that I have thoughts of wnting a dutached essay
upon 1t, and, at all events, cannot enter upon 1t here  but
this much 15 enough for the readet to note for owr present
purposg, that, although many towers do i reality stand on
piers or shafts, as the central towers of cathedrals, et the
expression of all of them, and the real structure of the best
and strongest, are the cevation of gradually dimmushing
welght on massy or even solid foundation  Nevertheless,
smee the tower 15 m 1ts ongin a bulding for strength of
defence, and futhfulness of watch, rather than splendour of
aspect, 1ts truc expression 1s of Just so much dimmution
of weight upwards as may be necessary to ats fully
balanced strength, not a jot more  There must be no
light-headedness 1 your noble tower  1mpregnable founda-
tion, wrathful crest, with the vizor down, and the dark
vigilance scen through the clefts of 1t, not the fligree crown
or embrordered cap No towcers are so grand as the square-
browed oncs, with massy cormces and rent battlements
nest to these come the fantastic towcers, with their various
forms of steep roof, the best, not the cone, but the plain
gable thrown very high, last of all in my mmnd (of good
towers), those with spires or crowns, though these, of course,
are fittest for ecclesiastical purposes, and capable of the
richest ornament The paltry four or eght pmnacled
things we call towers mn England (as m York Minster),
are mere confectioner’s Gothic, and not worth classing

§ xuz Bat, m all of them, this I believe to be a pomnt of
chief necessity,—that they shall seem to stand, and shall
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verily stand, in theirown strength , not by help of huttiesses
nor artful balancings on this side and on that  Your noble
tower must need no help, must be sustamed by no crutches,
must give place to no suspicion of decrepitude Its office
may be to withstand war, look forth {or tidings, or to pomt
to heaven  but 1t must have m 1ts own walls the strength
to do this, 1t 15 to be itselt a bulwark, not to be sustamed
by other bulwarks, to 1se and look lorth * the tower of
Lebanon that lookcth woward Damascus,’ hke a stern
sentmmel, not hike a child held up m 1ty nurses arms .\
tower may. mndeud, have a kind ot buttress a projection, or
subordinatc tower at cach of 1t angles  but these are to its
mamn body hke the satellites to a <haft, jomed with its
strength, and assocated m 1ts upnightness part of the tower
itself exactly m the proportion m which they lose their
massive mty with 1ts hody, and assume the form of true
buttress walls set on 1ts angles, the tower loses 1ts digmty

§ X1 These two charactus, then, are common to all
noble towers, however otherwrse different m purpose or
bature,—thc first, that they nse from massy foundation to
‘ghter summts, frowning with battlements perhaps, but yet

ndently morc prerced and thmner m wall than beneath,

3d, m most ecclestastical examples, divided mto Tich open
rl\,l‘k the sccond, that whatever the form of the tower, 1t
shall not appear to stand by hcdp of buttresses It follows
from the first condition, as mdeed it would have followed
from ordinary w@sthetic requirements, that we shall hase
contmual iariation m the arrangements of the stories, and
the larger number of apertures towards the top.—a condition
exquisttely carried out m the old Lombardic towers, n
which, however small they may be, the number of apertures
1S a.lways regularly ncreased towards the summit, generally
one window m the lowest stories, two m the second, then
three, five, and six, often, also, one, two, four, and s\, with
beautiful symmetnies of placing, nat at present to our pur-
pose. We may sufficiently exemphfy the gencral laws of
tower building by plaung side by side, drawn to the same
scale, a medizeval tower, 1n which most of them are simply
and unaffectedly observed, and one of our own modern
towers, 1n which every one of them 1s violated, mn small
space, convenient for comparnson, (Plate VT

§ xiv. The old tower 1s that of St Mark’s at Venice,
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not a very perfect example, for 1its top 1s Renaissance, but
as good Renarssance as there 1s m Venice, and 1t 1 fit for
our present purpose, because 1t owes none of its effect to
ornament It 15 bwlt as simply as 1t well can be to answer
its purpose 1o buttresses, no external features whatever,
exeept some huts at the base, and the loggia, afterwards
built, which, on putpose, I have not drawn, one bold
square mass of brickwork , double walls, with an ascendmg
mclmed plane between them, with apertures as small as
possible, and these only m necessaty places, gnving just the
Iight required for ascending the stan or slope, not a ray
more , and the weight ot the whole relieved only by the
double pilasters on the sides, sustaming small arches at
the top of the mass, each decorated with the scallop or
cockle shell. presently to be noticed as frequent m Renars-
sance ornament, and here, for once, thoroughly well apphed
Then, when the necessary height 15 reached, the belfry 1s
left open, as in the ordinary Romanesque campanile, only
the shafts more slender, but severe and simple, and the
whole crowned by as much spire as the tower would carry,
to render 1t more serviceable as o landmark  The arrange-
ment 1s repeated 1n numberless campamles throughout
Italy

§ xv The one beside 1t 15 one of those of the lately bmlt
college at Edinburgh I have not taken it as worse than
many others (Just as I have not taken the St Mark’s tower
as better than many others), but it happens to compress
our British system of tower bullding into small space  The
Venetian tower rises 350 feet,! and has no buttresses, though
built of brick the British tower rises 121 feet, and 15 built
of stone, but 15 supposed to be incapable of standing with-
out two huge buttresses on each angle The St Mark’s
tower has a high slopmg roof, but carres 1t stmply, requinng
no pmnacles at 1ts angles , the British tower has no visible
roof, but has four pinnacles for mere omament The Vene-
tian tower has 1ts lightest part at the top, and 15 massy
at the base, the British tower has its hghtest part at the

' I have taken Professor Wilhis 5 estimate , there being discrepancy
among ‘arious statements I did not take the trouble to measure the
height myself, the building being one which does not come within the
range of our fulure inquinies, and 1its exact dimensions, even here, are
of no importance as respecls the guestion at 1ssuc.
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base, and shuts up 1ts windows mto a mere arrowsht at the
top What the tower was built for at all must thadore 1
seems to me, 1emain a mystery to every beholder  for swely
no studious mhabitant of its upper chambers will be con-
cened to be pursumg his emplovments by the light of the
single chink on cach side, and. had 1t been mtended
for a belfiy, the sound of 1ty bells would have been as
effectually prevented from gettmyg out as the hght from
gettimg n

Y xv1 In connection with the subject of towers and of
superimposition, one othar feature, not comentently to be
onutted from our house-building requites « moment’s notice,
—the starcase

In modern houscs 1t can hardly be considered an archi-
tectural feature, and 15 ncarly always an uvgly one, from its
bemg apparently without support .\nd here 1 may not
unfitly note the mmportant distinction, which perhaps ought
to have been dwclt upon m some places before now, between
the marvellons and the pertlous m apparent construction
There are many edifices which are awful o1 admirable m
their height, and hightness, and boldness of form, respecting
which, nevertheless, we have no fear that they should fall
Many a mighty dome and aertal asle and aich may seem to
stand, as I said, by miracle, but by stedfust miracle not-
withstanding, there s no fear that the muadle should
cease  We have a sense of mherent power m them, or, at
all events, of concealed and mysterious provision for their
safety But m leaming towers, as of Pisa or Bologna, and
mn much minor architccture, passive architecture, of modern
tumes, we feel that there 1s but a chance between the building
and destruction , that there 15 no mnaculous hie n it, which
amimates 1t mto secunity, but an obstinate, prhaps vam,
resistance to mmmediate danger  ‘The appearance of this
1s often as strong 1 small things as m lage, m the
sounding-boards of pulpits, for mstance, when sustamed by
a single pillar behind them, o that one 15 1n dread, dunng
the whole sermon, of the preacher beng crushed i o smgle
nail should grve way, and agam, the modein geometnical
unsupported staircase  There 15 great disadvantage, also,
m the arrangement of this latter, when room 15 of value,
and excessne ungracefulness 1n 1ts awkward dnisions of the
passage walls, or windows. In medieval architecture, where
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there was nced of room, the staircase was spiral, and en-
closed generally 1n an exterior tower, which added mfinitely
to the picturesque effect of the building , nor was the stair
tself steeper nor less commodious than the  ordimnary
compressed strarght staircase of a modern dwelling-housce
Many of the nchest towers of domestic architecture owe thur
origm to this arrangement  In Italy the starcase 15 often
1 the opun air surrounding the mterior court of the house,
and grvng access to 1ts various galleries or loggias  m thiy
case 1t 15 almost always supported by bold shatts and arches,
and forn1s 4 most interesting additional feature of the cortile,
but presents no peculianty of construction iequiring our
present exammation

We mav here, therefore, close our mquries mto the
subject of construction, nor must the reader be dissatisfied
with the smpliaty or apparent barrenness of then present
1esults  He will find, when he begins to apply them, that
they are of mote value than they now seem, but I have
studiously avorded letting mysclt be drawn mnto any ntricate
question, because I wished to ask from the 1cader onlv so
much attention as 1t seemed that cven the most indferent
would not be unwilling to pay to a subject which 1s houtly
becoming of greater practwcal mterest  Hyvidently it would
have been altogether beside the purpose of this essay to
have entered deeply mto the abstract scence, o1 closely
mto the mechanical detatl, of construction  both  have
been illustrated by wnters tar more capable of domng so
than I, and mayv be studied at the reader’s disaction, all
that has been here ndeavoured was the leading him to
appeal to something hhe defimte prmaple, and retar to the
castly mtelligible laws of convenience and necessity when-
ever he found his judgment hkely to be overborne by
authority on the one hand, or dazded by novelty on the
other  If he has time to do more, and to follow out m all
tharr brilhancy the mechanical mventions of the great engt-
neers and architects of the day, I, m some sort, envy him,
but must part company with him  for my way hes not along
the viaduct, but down the quiet valley which its arches
(ross, nor thiough the tunnel, but up the hill-side which 1ts
cavein darkens, to see what gifts Nature will give us, and
with what imagery she will fill our thoughts, that the stones
we have ranged m rude order may now be touched with
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Iife , nor lose for ever, 1 their hewn nakedness, the voices
they had of old, when the valley strecamlet eddied round
them i palpitating hght, and the winds of the hill-side
shook over them the shadows of the fern

CHAPTER XX
THE MATERIAL OF ORNAVFNT

§1 WE enter now on the second dinvision of our subject
We have no more to do with heavy stones and hard lines;
we are gomg to be happy to look round mn the world and
discover (in a scrious manner always however, and under a
sensc of responsibility ) what we Iike best m i, and to enjoy
the same at our leisurc to gather it, cxamme i, fasten all
we can of 1t mnto mmperishable forms, and put it where we
may see 1t for ever

This 15 to decorate architecture.

11 There are, therefore, three steps in the process  first,
to find out m a grave manner what we like best, secondly,
to put as much of this as we can (which 15 Dittle enough)
mto form, thirdhy, to put this formed abstraction mto a
proper place

And we have now, therefore, to make these three -
quirtes 1 successton  first, what we like, or what 1s the
right material of ornament, then how we are to present 1t,
or its rnight treatment then, where we ate to put 1t, or
1ts right place I think I can answa that fist mquiry m
this Chapter, the second mquiry in the next Chapter, and
the third I shall answer m a more diffusive manner, by
taking up mn succession the several parts of architecture
above distinguished, and rapidly noting the kind of orma-
ment fittest for each

§$m I said in Chapter II & x1v, that all noble oma-
mentation was the expression of man’s delight n Gods
work This implied that there was an ¢gnoble ornamenta-
tion, which was the expression of man's delight in lus ozen
There 1s such a school, chiefly degraded classic and
Renaissance, in which the ornament 15 composed ol
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imutations of things made by man I think, before mquir-
g what we like best of God s work, we had better get nd
of all this 1mitation of man’s, and be quite sure we do not
hike ¢z

§ v We <hall rapidly glance, then, at the matenal of
decoration hence denved .And now I cannot, as I before
have done re»pecting construction, conornce the 1cader of
one thing bemng wrong, and another nght I have confessed
as much agam and agam, I am now only to make appeal
to him, and woss-question him, whether he 1eally doces like
things or not  If he likes the ornament on the base ot the
column of the Place Vendome, composed of Weillington
boots and laced frock coats, T cannot help at, 1 can only
say I differ from him, and don't hke 1t .\nd 1f, thaefine,
Ispeak dictatontally, and say this 15 base, or degraded, o1
ugly, I mean only that 1 believe men of the Iongest exper-
ence m the matter would cither think it so, or would be
prevented from thinking 1t so only by some morbid condi-
tion of thar minds . and I beheve that the reader, if he
examme himself candidly, will usually agiec 1 my
statements

3 v The subjects of ornament found m man’s work may
properly fall into four heads 1 Instruments of art, agn-
culture, and war armour, and dress, 2 Drapery, 3 Ship-
pmng, 4 \ichuecture itself

1 Instruments, armour, and dress

The custom of raising trophies on pillars, and of dedi-
cating arms 1n temples, appears to have fiist suggested the
idea of employing them as the subjects of sculptural orna-
ment thenceforward, this abuse has been chiefly charac-
tenstic of classical architecture,whether truc or Renaissance
Armour 15 a noble thing 1n 1ts proper service and subordina-
tion to the body , so 15 an animal’s hide, on 1ts back, buta
heap of cast skins, or of shed armour, 15 alike unworthy of
all regard or imitation ~ We owe much true sublimity, and
more of delightful picturesqueness, to the introduction of
armour both 1n painting and sculpture 1n poetry 1t 1s better
still,—~Homer's undressed Achilles 1s less grand than his
crested and shielded Achilles, though Phidias would rather
have had him naked 1n all medieval pamting, arms, like
all other parts of costume, are treated with eaquisite care
and delight, n the designs of Leonardo, Raffaelle, and
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Perugino, the armour sometimes becomes aluiost too con-
spicuous from the rich and endless mvention  bestowed
upon 1t, while Titian and Rubuns seck m 1ty flash, what
the Milanese and Perugian sought 1n its forn. sometmes
subordinating hcroism to the hight of the stecl, while the
great designers wearied themsches mnoits «labor e fancy
But all this labour was given to the Ining, not the dead
armour, to the shell with 1ts ammal m 1t, not the cast
shell of the beach, and cven <o, it was mtinduced more
sparingly by the good sculptors than the good pamters , for
the former felt, and with justice, that the pamter had the
power of conquering the over prominence ol costume by the
expression and colour of the countenance, and that by the
darkness of the eye, and glow of the cheek, he could always
conquer the gloom and the flash of the mail but they
could hardly, by any holdness or cnergy of the marble
featurcs, conquer the forwardness and conspicuousness of
the sharp armoral fooms Their armed figures were there-
fore almost always subordmate, their principal figures
draped or naked, and their choice of subject was much m-
fluenced by this feeling of nccessity.  But the Renaissance
sculptors displayed the love of a Camilla for the mere crest
and plume Paltry and false alike m cvery feeling of their
narrowed minds, they attached themselves, not only to cos-
tume without the person, but to the pettiest details of the
costume 1tself They could not describe Achilles, but they
could describe his shield , a shicld like those of dedicated
spoil, without a handle, nevcr to be wased i the face of
war And then we have helmets and lances, banners
and swords, sometimes with men to hold them, sometimes
without, but always chisclled with a talor-hike love of the
chasing or the embroidery,—show helmets of the stage, no
Vulcan work on them, no heavy hammer strokes, no Etna
fire i the metal of them, nothing but pasteboard crests and
high feathers And these, cast togcther in disorderly heaps,
or grinning vacantly over keystones, form one of the leading
decorations of Renaissance architecture, and that one of the
best, for helmets and lances, however loosely laid, arc hetter
than violins, and pipes, and books of music, which were
another of the Palladian and Sansoviman sources of orna-
ment. Supported by ancient authority, the abusc soon
became a matter of prnide, and since 1t was easy to copy a
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heap of cast clothes, but difficult to manage an arranged
design of human figures, the indolence of architects came
to the md of their affectation, until by the modemns wc
find the practice carned out to its most mteresting results,
and, as above noted, a large parr of boots occupyme the
puncipal place n the basreliefs on the base of the Colonne
Venddme

§vi A less offensive, because singularly grotesque, -
ample of the abuse at 1ts height, occurs in the Hotel des
Invaldes where the dormer wimndows are suits of armour
down to the bottom of the corselet, crowned by the helmet,
and with the window m the middle of the breast

Instruments of agnculture and the aits are of less fre-
quent occurrence, except i hieroglyphics and other work,
where they aie not employved as ormaments, but 1epresented
for the sake of accurate knowledge, ot as symbols  Wher-
ever they have puipose of this kind, they are of course
perfectly nght, but they are then part ot the bulding«
conversation, not conducne to its beauty The Erench
have managed, with grcat destenty. the representation of
the machmery for the clevation of their Luvot obelick now
sculptured on 1ts base

§ 31 2. Inapery. T have aheady spoken of the cerior of
mtroducing drapery, as such, for oinament, m the “seven
Tamps” T may here note a curious mnstance of the abuse
n the church of the Jesuth at Venice (Renaissance)  On
first entenng vou suppose that the chuich, bemng m a poor
quatter of the aits, has been somewhat meanly decorated by
hemvy green and white curtams of an ordinary upholsterer’s
pattern  on lookmg closer, they awe discovered to be of
marble, with the green pattun inlud  Another remarkable
mstance 15 1 a piece of not altogether unworthy aichitec ture
at Pans (Ruc Rivolr), where the columns are supposed to be
decorated with 1mages of handkerchiefs tied 1n a stout knot
round the middle of them  This shrewd mvention bids fair
to become a new order Multitudes of massy curtams and
varnious upholstery, more or less 1 1mitation of that of the
drawing-room, are carved and gilt, m wood or stone, about
the altars and other theatrical portions of Romanist churches .
but from these coarse and senseless vulganties we may well
turn, 1n all haste, to note, with respect as well as regret, onc
of the errors of the great schoo! of Niccolo Pisano,—an error
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so full of feeling as to be sometimes all but redeemed,
and altogether forgien,—the sculpture, namely, of curtams
around the recumbent statucs upon tomhs, curtans which
angels are represented as withdrawmg, to gaze upon the
faces of those who are at 1est I v some time the 1dea was
simply and shghtly expressed, and though thue was always
a painfulness 1in finding the shaits of stone, which were felt
to be the real supporters of the canopy, represented as of
yieldmg drapery, yet the beanty of the angehe figures, and
the tendemess of the thought, disarmed all anumadversion,
But the scholars of the Pisani, oy usual, carcatured when
they were unable to mvent | and the quiet curntamed canopy
became a huge marble tent, with a pole m the centre of 1t
Thus vulgansed, the 1dea 1tself soon disappeared, to make
room for urns, torches, and weepers, and the other modern
paraphernalia of the churchyaid

§ vimt 3 Shipping I have allowed this khind of subject
to form a separate head, owing to the importance of rostra
m Roman decoration, and to the continual occunence of
naval subjects m modun monumental basrehef Mr Fer-
gusson says, somewhat doubtfully, that he percenes a  &mnd
of beauty ” m a ship T say, without any manner of doubt,
that a ship 15 onc of the lovehiost things man ever made, and
one of the noblest, nor do I know any lines, out of divine
work, so lovely as those ot the head of a ship, or cven as
the sweep of the timbers of a small boat, not a race boat,
a merc floating chisel, but a broad, strong, sca boat, able to
breast a wave and break 1t and ot with all this beanty,
ships cannot be made subjects of sculptute No one pauses
mn particular delight beneath the pediments of the Admiralty ,
nor does scenery of shipping ever become prommnent m bas-
rehief without destroying it witness the base ot the Nelson
pilar It may be, and must be sometimes, miroduced m
severe subordination to the figure subject, but just enough
to indicate the scene , sketched i the hightest lmes on the
background , never with any attempt at rcalisation, nevet
with any equality to the force of the figures, unless the whole
purpose of the subject be picturesque I shall explam this
exception presently, m speakmng of imtatinc architecture

§1x. There 15 one piece of a ship’s fittimgs, however,
which may be thought to have obtamed acceptance as a
constant element of architectural ornament,—the cable 1t 1
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not, however, the cable itself, but its abstract form, a group
of twisted lines (which a cable onlv exhibits m common
with many natural objects), which 15 ndced beautiful as an
ormnament  Make the resemblance complete, give to the
stone the threads and chaiacter of the cable, and you may,
perhaps, regard the sculpture with curosity, but never
more with admiration Consider the effect of the base
of the statue of King Willam IV at the end of London
Bndge

§ X. 4 Architectureitself The erroneous use of armour,
or dress, or instruments, or shipping, as decoratnve subject,
1s almost exclusively confined to bad architecturc—Roman
or Renaissance But the false use of architecture itself, as
an omament of architecture 15 conspicuous even n the
medizval work of the best times, and 15 a guevous fault
some of its noblest examples

It 1s, therefore, of great mmportance to note exactly at
what pont this abuse begins, and m what 1t consists

§ x1 Inall basrelicf, architecture may be introduced as an
explanation of the scene in which the figures act, but with
more or less promimence m the weerse 1atio of the 1mport-
ance of the figures

The metaphssical reason of this 15, that where the figures
are of great value and beauty, the mind 1s supposed to be
engaged wholly with them, and 1t 15 an impertinence to
disturb 1ts contemplation of them by any minor features
whatever  As the figures become of less value, and are
regarded with less mtensity, accessory subjects may be
mtroduced, such as the thoughts may have leisure for

Thus, 1if the figures be as large as hfe, and complete
statues, 1t 15 gross vulganty to carve a temple aboive them,
or distribute them over sculptured rocks, or lead them up
steps mto pyranuds I need hardly nstance Canova’s
works,! and the Dutch pulpit groups, with fishermen, boats,
and nets, 1n the midst of church naves

If the figures be m basrehef, though as large as life, the
scene may be explamned by lightly traced outlines this 1s
admirably done m the Nmevite marbles

If the figures be 1 basrelief, or even alto-rehevo, but

! The adnuration of Canova I hold to be one of the most deadly

symptoms mn the civilisation of the upper classes in the present
century
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less than lfe, and if thewr purpose 15 rather to emnch a
space and produce picturesque shadows, than to diaw the
thoughts entirely to themsches, the scenery m which they
act may become promnent ‘lhe most cxquisite examples
of this treatment are the gates ot Ghiberti  What would
that Madonna of the .\nnunciation be, without the little
shrine mto which she shinks back® But all medieval
work 1s full of delightiul cxamples of the same kind of
treatment the gates of hell and of paradise are important
pieces, both of explanation and effect, 1n all caily represent-
ations of the last judgment o1 of the descent mto Hades
The keys of St Peter, and the crushing flat of the devil
under his own door, when 1t 15 beaten i, would hardly be
understood without the respectine gateways above,  The
best of all the later capitals of the 1ucal Palace of Venice
depends for great part of its valuc on the richness of a
small campanile, which .5 pomted to pioudly by a small
emperor m a turned-up hat, who, the legend mforms us,
is “Numa Pompilio, unperador, edifichador di tempi e
chiese ”

§ xir  Shipping may be mtioduced, ot 11ch fancy of vest-
ments, crowns, and ornanients, exactly on the same con-
ditions as architecture, and 1f the reader will look back to
my defimition of the picturesque n the “Seven Lamps,” he
will see why I said, above, that they might only be promi-
nent when the purpose of the subject was partly picturesque ,
that 1s to say, when the mind 15 mtended to derne part of
1ts enjoyment from the parasitical quahties or acaidents
of the thing, not from the heart of the thmg itself

And thus, while we must regret the flappmg sals m the
death of Nelson mm Trafalgar Square, we may yet most
heartily enjoy the sculpture of a storm m one of the bas-
reliefs of the tomb of St Pictro Martire 1n the chuich of St
Eustorgio at Milan, where the groupmng of the figures 1
most fancifully complicated by the under-cut cordage of
the vessel.

§ xunr In all these mstances, however, observe that the
permission to represent the human work as an ornament,
is conditional on 1ts being necessary to the 1epresentation
of a scene, or explanation of an action On no teims
whatever could any such subject be mdependently
admissible,
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Observe, therefore, the use of manufacture as ornament
15—

1 With heroc figure sculpture, not admissible at all

2 With picturesque figure sculpture, admissible m the
degree of 1ts picturesqueness

3. Without figure sculpture, not admiseible at all

So also m pamting Michael Angelo, m the Sistine
Chapel, would not have willingly pamted a dress of figured
damask or of watered satin  his was heroie pamnting, not
admitting accessories

Tmtoret, Titian, Veronese, Rubens, and Vandyck, would
be very sorry to part with their figured stuffs and lustrous
sitlks, and sorry, observe, exactly in the degree of therr
picturesque feelng  Should not e also be sorry to have
Bishop Ambrose without his vest, m that picture of the
National Gallery?

But I think Vandyck would not have liked, on the other
hand, the vest without the bishop I much doubt it Titian
or Veronesc would have enjoyed going into Waterloo House,
and making studies of dresses upon the counter

§ xiv So, therefore, finally, neither architecture nor any
other human work 15 admissible as an ornament, except m
subordination to figure subject And this law 15 grossly and
painfully violated by those curious examples of Gothic, both
early and late, in the north, (but late, I think, exclusnely,
m Italy,) in which the minor features of the architecture
were composed ot small models of the larger examples
which led the way to a series of abuses matenally affecting
the Iife, strength, and nobleness of the Northem Gothic,
—abuses which no Ninevite, nor Egyptian, nor Greek, nor
Byzantine, nor Italian of the earlier ages, would hav ¢ endured
for an mstant, and which strike me with renewed surprise
whenever I pass bceneath a portal of thirteenth century
Northern Gothic, associated as they are with mamfestations
of exquisite feehng and power in other directions The
porches of Bourges, Amiens, Notre Dame of Pars, and
Notre Dame of Dion, may be noted as conspicuous m
error  small models of feudal towers with diminutive windows
and battlements, of cathedral spires with scaly pmnacles,
mixed with temple pediments and nondescript edifices of
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every kind, are crowded together over the recess of the
niche mto a confused fools cap for the samt below. Itahan
Gothic 15 almost entiredy free from the tamt of this babarism
until the Renarssance pertod, when 1t becomes rampant 1n the
cathedral of Como and Cutosa of Pasta, and at Venwee we
find the Renaissance churches decorated with models of
fortifications ke those n the Repository at Woolwich, or
nlaid with mock arcades m pscudo-perspective, copied from
gardeners’ pamntings at the ends of consuvatorics

§$xv I conclude, then, with the rcade’s loave, that all
ornament 15 base which takes for its subject human work,
that 1t 15 utterly base,—puaunful to Gvary nghth-toned mind,
without perhaps immediate sense of the reason, but for a
reason palpable cnough when we do thmk of 1t For to
carve our own work, and set it up for admiration, 1 a
miserable sclf-complacency, a4 contentment n our own
wretched domgs, when we nught have been looking at
God’s domgs .And all noble ommament 1s the enact re-
verse of this It 15 the Lypression of man s dehght 1 God's
work

§ xvI For observe, the function of ornament 15 to make
you happy  Now m what are you nghtly happy ? Not m
thinking of what you havc done yourselt, not i your own
pride, not your own bhinth  not m yow own beny, o1 your
own will, but m looking at God  watching what He doces,
what He 15, and obeying His law, and yielding yourself to
His will

You aie to be made happny by omaments  therefore they
must be the expression of all this  Not copics of vour own
handiwork , not boastmgs of yout own grandeur not herald-
ries, not king’s arms, not any creatwics arms, but God’s
arm, scenn 1n His work  Not mamfestation of your dehght
m your own laws, or your own hiberties, or your own myen-
tions, but in dinine laws, constant, daily, common laws ,—
not Composite laws, nor Dorc laws, nor laws of the five
orders, but of the Ten Commandments

§xvi1 Then the proper matenal of ornament will be
whatever God has created, and us proper treatment, that
which seems in accordance with or symbolical of His laws
And, for matenal, we shall therefore have, fitst, the abstiact
lines which are most frequent 1 nature  and then, from
lower to higher, the whalc range of systematised norgamc
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and organic forms  We shall rapidly glance mn order at
therr kinds, and, however absurd the elemental division of
morganic matter by the anuients may scem to the modern
chemist, 1t 15 onc so grand and simple for arrangemcnts
of external appearances, that I <hall here follow 1t notiung
first, after abstract lines, the muable forms of the four
elements, of Earth, Water, Firc, and A, and then those
of ammal organisms It may be convement to the reader to
have the order stated 1n a clear succession at first, thas .—

1. Abstract lines

2. Forms of Earth (Crystals)
3. Forms of Water (WVaves).
4+ Forms of Fire (Flames and Rays).
5 Forms of Air (Clouds)
6. (Orgamc forms) Shells
7. Fish.

8 Reptiles and nsects

9 Vegetation (A ) Stems and Trunks.
10 Vegetation (B.) Folage.
11 Birds
12 Mammalian ammals and Man

It may be objected that clouds are a form of mousture,
not of air Theyare, however, a perfect expression of aenal
states and currents, and may sufficiently well stand for the
clement they move m  And I have put vegetation appar-
ently somewhat out of its place, owing to 1ts vast importance
as a means of decoration, and 1ts constant association with
birds and men

§ xviir 1 .\bstract lines I have not with ines named
also shades and colours, for this evident reason, that there
are no such thmgs as abstract shadows, wrespective of the
forms which exhibit them, and distinguished 1 therr own
nature from each other, and that the arrangement of
shadows, 1n greater or less quantity, or in certain harmonical
successtons, 1s an affair of treatment, not of selection  And
when we use abstract colours, we are 1n fact using a part of
nature herself,—using a quality of her hght, carrespondent
with that of the air, to carry sound, and the arrangement of
colour 1n harmonious masses 1s again a matter of treatment,
not selection.  Yet even i this separate art of colouring,
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as referred to architecture, 1t 15 very notable that the best
tints are always those of natural stones  These can hardly
be wrong, I think I never yet saw an offensy ¢ introduction
of the natmal colours of marble and precious stones, unless
m small mosaics, and mn one or two glanng mstances of the
resolute dctermmation to produce something ugly at any
cost On the other hand, I have most assuredly never yet
seen a pamted buildmg, ancient or modemn, which seemed to
me quite right

§ xix Qur first constituents of ormament will therefore
be abstract lines, that 15 to say, the most frequent contours
of natural objects, transferred to mchitectmal furms when 1t
1s not right or possible to render such forms distinctly inta-
tive  For mstance, the Ime or cunve ot the edge of a leaf
may be accurately gnen to the edge of a stone, without ren
dering the stone m the least Z4e a leaf, or suggestive of a
leaf, and this the more fully, because the hnes of nature are
alike n all her works, simpler or richer in combmation,
but the same 1n character and when they are taken out
of therr combiations 1t 15 1mposstble to say from which of
her works they have been borrowed, their universal property
being that of ever~arying curvature in the most subtle and
subdued transitions, with pecubar expressions of motion,
elastity, or dependence, which I have already sisted
upon at some length m the chapters on typical beauty n
“Modern Panters ”  But, that the rcader may here be able
to compare them for himself as deduced fiom different
sources, I have drawn, as accurately as I can, on the follow-
mg plate, some ten or eleven lines from natuial forms of
very different substances and scale the fust, @ 4, 15, m the
ongmnal, I think, the most becautiful simple cune I have
ever scen m my hife, it 15 a curse about three quarters of
a mile long, formed by the surface of a small glacier of the
second order, on a spur of the .\gulle de Blaitiére
(Chamoun1) I have merely outlmed the crags on the
nght of it, to show their sympathy and united action with
the curve of the glacier, which 1s of course entirely depend-
ent on their opposition to 1ts descent, softened, however,
mto unity by the snow, which rarely melts on this high
glacier surface
. The lme 4 ¢ 15 some mule and a half or two mules long ;
1t 1s part of the flank of the cham of the Dent d’'Oche above

VOL 1 P
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the lake of Geneva, one or two of the Imes of the higher and
more distant ranges being given in combiation with 1t

£ 15 a line about four feet long, a branch of spruce fir
I have taken this tree because it 1s commonly supposed
to be stiff and ungracetul; ity outer sprays are, however,
more noble m therr sweep than almost any that I know-
but this fragment 15 seen at great disadvantage, because
plactd upside down 1n order that the reader may compare
it cunvatures with ¢ 4, ¢ ¢ and ¢ £ which are all mountain
lines . ¢ g about five hundied feet of the southein edge of
the Matterhorn, 7 4, the entre slope of the JMigulie Bou-
chard, from 1ts summit mto the valley of Chamouns, a hne
some three miles tong . 2z 15 the lne ot the side of a willow
leaf traced by laymg the leat on the paper, 79, onc of the
mnumcrable groups of curves at the lip of a papcr Nautilus,
by aspiral, traced on the paperround a berpula, ¢ 7. the leaf
of the Alisma Plantago with ts mtertor nbs, real siec; s 4,
the side of o hay-leaf, # 20, of a salvia leaf and 1t 15 to
be carcfully noted that these last curves, bung never in-
tended by nature to be seen smgly, are more heavy and less
agreeable than any of the others which would be scen as
mdependent ines But all agree m therr character of
changeful curvature, the mountamn and glacier lines only
wxeelling the rest i delicacy and 1ichness of transition

§ XX Why Lines of this kind are beautiful, 1 endeayoured
to show n the * Modermn Pamnters,” but one pomnt, there
omitted, may be mentioned here,— that almost all these
lines are eapressive of action or foree of some khind, while
the arde 15 a hine of lintation or support  In leafage they
mark the forces of 1ts growth and eapansion, but some
among the most beautiful of them are deseribed by bodies
variously 1 motion, or subjected to foree , as by projectiles
i the air, by the particles of watur m a gentle cunent, by
plancts 1m motion m an orbat, by their satelhtes, 1f the actual
path of the satellite m space be considered nstead of its
relation to the planet, by boats, or birds, tummg i the
water or air, by clouds i vanous action upon the wind by
sails 1n the curvatures they assume under its force, and by
thousands of other objects moving or bearing force In
the Ahsma leaf, ¢ #, the lines through its body, which are
ot peculiar beauty, mark the different expansions of 1ts
fibres, and are, I think, exactly thc same as those which
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would be traced by the currents of a rver entermg a lake
of the shape of the leaf, at the end where the «talk 15, and
passing out at its pomt  Circular curves, on the contran.,
are always, I think, cutves of Iimitation o support, that 1
to say, curves of perfect rest  The «yhndncal carve round
the stem of a plant binds 1ts fibies together, while the
ascent of the stem 15 m lmes of varous cuvature  so the
curve of the hornzon and of the apparent heaven, of the
rambow, &c and though the reader nught umnagme that
the circular orbit of any moving body o the curve de-
scnibed by a shng, was a cunve of motion, he should
observe that the circular character 15 gnhen to the cunve
not by the motion, but by the confincment the circle 1
the consequence not of the energy of the body, but of its
bemg foibidden to lease the centre, and whenever the
whirhng or circular motion can be fully 1mpressed on 1t
we obtamn mstant balance and rest with 1espect to the
centre of the circle

Hence the pecular fitness of the circular curve as a sign
of rest, and securty of support, in arches, while the other
curves, belonging especially to action, are to be used 1 the
more actine architectural features—the hand and foot (the
capital and basc), and 1 all minor ornaments , more freely
in proportion to therr independence of structural conditions.

§ xx1 We need not, however, hope to be able to imitate,
in general work, any of the subtly combmed curvatures of
nature’s highest designing on the contiary. their extreme
refinement renders them unfit for coarse service or material
Lines which are lovely mn the pearly film of the Nautilus
shell, are lost 1n the grey roughness of stone, and those
which arc sublime m the blue of far away hills, are weak m
the substance of mcumbent marble.  Of all the graceful lines
assembled on Plate VII, we shall do well to be content with
two of the stmplest We shall take one mountam Ime (¢, §)
and one leaf line (%, =), or rather fragments of them, for
we shall perhaps not want them all I will mark off from
% w the httle bit x y, and from e g the picce ¢ £, both
which appear to me likely to be serviceable and if here-
after we need the help of any abstract hines, we will see
what we can do with thesc only

§ xx11, 2, Forms of Earth (Crystals) It may be asked
why I do not say rocks or mountamns?  Simply, because the
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nobility of these depends, first, on their scale, and, secondly,
onacadent  Ther scale cannot be represented, nor therr
acadent systematiscd  No sculptor can m the least imitate
the peculiar character of acadental fracture  he can obey or
wxhibit the Laws of nature, but he cannot copy the feliaty of
her fancics, nor tollow the steps of her fury The very glory
of a mountan 1 m the revolutions which rased 1t mto
power, and the forces which are striking 1t mto rum  But
we want no cold and carcful intation of catastrophe, no
calculated mockery of convulsion, no delicate recommend-
ation of rum  We are to follow the labour of Nature, but
not her disturbance, to imtate what she has diliberately
ordamcd,! not what she has violently suffercd, or strangely
permitted  ‘The only uses, thercfore, of rock form which
are wise 1n the arclitect, are 1ts actual mtroduction (by
leaving untouched such blocks as arc meant for rough
scrvice), and that nohle use of the general examples of
mountan structure of which 1 have often heretofore spoken
Imitanions of rock form have, for the most part, been con-
fincd to peniods of degraded feclng and to architectural
toys or pleces of dramatic effcet,—the Calvaries and holy
sepulchres of Romamism, or the grottoes and fountams of
Enghish gardens They were, howewer, not untrequent m
medueval bas-ichicts, very cunously and elaboratcly treated
by Ghiberti on the doors of Florence, and m religious sculp-
ture necessanly mtroduced wherever the life ot the anchonte
was to be eypressed  They were rardy mtroduced as of
ormamental <haracter, but for particular service and expres-
ston  we shall sc¢ an mteresting example m the Ducal Palace
at Vence .

3 xx1r But agamst crystalime form which 1s the com-
pletely systematised natural structure of the earth, none of
these objections hold good, and, accordingly, 1t 15 an end-
less clument of decoration, where higher conditions of
structure cannot be represented  The four-sided pyramid,
perhaps the most frequent of all natural crystals, 1 called
m aichitceture a dogtooth , 1ts use 15 quite imtless, and
always beautiful the cube and rhomb are almost equally
frequent m- chequers and dentils, and all mouldings of the

! Lhus ahbove, T adduced for the architect’s nmitation the appomted

:;_loncs and beds of the Matterhorn, not 1ts irregular forms of crag or
issure
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middle Gothic arc little more than representations of the
canaliculated crystals ot the beryl, and such other mineials

§ xx1v Not knowingly. T do not supposc a smgle hint
was ever actually taken from mimcral form not even by the
Arabsin therr stalactite pendants and vaulis  all that T mean
to allege 15, that beautiful ornament, whaeva found, or
however mmented 15 always cther an intentional or unin-
tentional copy of some constant natural form and that n
this particular mstance the pleasuie we have m thesc geo-
metrical figures of our onn mvention 1 dependent for all ats
acuteness on the natural tendency impicssed on us by our
Creator to love the loims into which the carth He gave us
to tread, and out of which He formed our hodies, knit itself
as 1t was separated fiom the deep

§ xxv 3 Foms of Water (Waves)

The rcasons which prevent rocks from Lung used for
ornament repress still more forethly the portraiture of the sca
Yet the constant necesaty of mtroducang some represent
atton of water in order to cxplamn the scenc of cvents, ot as
a sacred symbol, has foreed the sculptors of all ages to the
mention of some {ype or letter for i, 1f not an actual 1m:
tatton  We find «iery degree of conmventionalism or of
naturalism 1n these tyvpes, the earher bung, for the most
part, thoughtful symbols, the later awkward attempts at
portraiturc ! The most comventional of all types 15 the
Egypuan s1igrag. presetved m the astronomcal sign or
Aquanus, but every nation, with any capacitics of thought.
has given, m some of its work, the <ame great defimtion
of open water, as “an undulatory  thing with fish mat* 1
say open water, because inland nations have a totally different
conception of the clement  Tmagme for an mstant the
different fechngs of an hushandman whose hut 1s built by
the Rhine or the o, and who sees, day by day, the same
giddy succession of silent power, the same opaque, thick,
whirling, 1rresistible, labyrinth of rushing lines and twisted
eddies, coitling themselves mto serpentine race by the reedy
banks, 1n omne ‘olubilis wyum,—and the 1mage of the sea
1n the mind of the fisher upon the rocks of Ithaca, or by the
Straits of Sicily, who sees how, day by day, the mornmg
winds come coursimg to the shore, every breath of them with

! Appendis 21 ““.Ancient Representations of Wate
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a green wave rearng before 1t ; clear, crisp, ringing, merry-
minded waves, that fall over and over each other, laughing
like children as they necar the beach, and at last clash them-
selves all into dust of crystal over the dazzing sweeps of
sand Fancy the difference of the 1mage of water in those
two mumuls, and then compare the sculpture of the coiling
eddies of the Tigris and 1ts reedy branches 1n those slabs of
Nincveh, with the crested curls of the Greek sea on the coins
of Camerina or Tarentum But both agree m the undu-
latory lines, either of the currents or the surface, and 1n
the mtroduction of fish as explanatory of the meanng of
those hines (so also the Egyptians in their frescoes, with
most elaborate realisation of the fish) ‘There 15 a very
curious 1nstance on a Greek mirrror 1n the British Museum,
representing Orion on the sea , and multitudes of examples
with dolphins on the Greek vases the type 1s preserved
without alteration in medwieval painting and sculpture.
The sca 1in that Greek mirror (at least 4oo Bc), in the
mosaics of Torcello and St Mark’s, on the front of St
Frediano at Lucca, on the gate of the fortress of St
Michael s Mount in Normandy, on the Baycux tapestry, and
on the capitals of the Ducal Palace at Venwce (under
Arion on his Dolphin), 1s represented mn a manner abso-
lutely 1dentical Giotto, 1 the frescoes of Avignon, has,
with his usual strong feeling for naturahsm, given the best
cxample I remember, in painting, of the umity of the con-
ventional system with direet mmitation, and that both 1n
sea and river; gnng mn pure blue colour the coiling whirl-
pool of the stream, and the curled crest of the breaker
But m all early sculptural examples, both imitation and
decorative effect arc subordinate to easily understood sym-
bolical language , the undulatory lies are often valuable as
an enrichment of surfuce, but are rarely of any studied
gracefulness One of the best examples I know of therr
c\pressive arrangement 1s around some figures m a spandril
at Bourges, representing figures sinking 1 deep sea (the
deluge) the waved lines yield beneath the bodies and
wildly lave the edge of the moulding, two birds, as if to
mark the reverse of all order of nature, lowest of all sunk
m the depth of them In later times of debasement, water
began to be represented with 1its waves, foam, &c, as on
the Vendramin tomb at Vemice, above cited, but even
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there, without any definite ornamental purpose, the sculptor
meant partly to explam a story, partly to display dexterty of
chiselling, but not to produce beantiful forms, pleasant to
the cve The imtation 15 vapid and joyless, and 1t has often
been matter of surprise to me that sculptors, so tond of
cxhibiting their skill, should have suffered this mutation to
fall so short, and remam <o cold,—should not have taken
more pams to curl the waves dlearly, to edge them sharply,
and to express, by dnll-holes or other artifices, the character
of foam I think m one of the Antwerp churches some-
thing of this kind 15 done mn wood, but m general 1t 1s rare

§ xxv1 4 Forms of Tire (Flames and Rays)  If neither
the sea nor the rock can be 1maged, still less the devounng
fire It has been symbolised by radation both m pamting
and sculpture, for the most part mn the latter very unsuc-
cessfully It was suggested to me, not long ago,! that the
ngsag decorations of Normuan architects were typical of
light springmyg from the half-set orb of the sun, the rcsem-
blance to the ordinary sun type 15 mndeed remarkable, but
I beleve accidental I shall give, in my large plates, two
curous mstances of radiatton m brick ornament above
arches, but I thunk these also without any very lummous
mtention  The mmtations ot fire m the torches of Cupids
and genu, and burming n tops of urns, which attest and
represent the mephitic mspirations of the seventcenth cen-
tury m most London churches, and i monuments all over
cwilised Europe, together with the gilded rays of Romamst
altars, may be left to such merey as the reader 1s inclined to
show them

§ xxvir 5 Forms of Arr (Clouds) Hardly more man-
ageable than flames, and of no ornamental use, their
majesty bemg mn scale and colow, and mmutable i marble
They are hightly traced m much of the cmque cento
sculpture, very boldly and grandly in the strange Last
Judgment in the porch of St Maclou at Rouen, described
mn the “Seven Lamps ” But the most claborate 1mitations
are altogether of recent date, arranged m concretions hke
flattened sacks, forty or fifty feet above the altars of con-
tinental churches, mixed with the gilded truncheons mtended
for sunbeams above alluded to

1 By the friend to whom I owe Appendix 21
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§xxvmr 6 Shells I place these lowest in the scale
(after morgamic forms) as being moulds or coats of organ-
1sm, not themselves organic  The sense of this, and of
their bemg mere emptiness and descerted houses, must always
prevent them, however beautiful m their lines, from heing
largely used m ormamentation It 1s better to take the hine
and leave the shell  One form mndeed, that of the cockle,
has been 1n all ages used as the decoration of half domes,
which were named conchas from their shell form, and I
believe the wrinkled lip of the cockle, so used, to have been
the ongn, 1 some parts of Europe at least, of the exuberant
foliation of the round arch  The scallop also 15 a pretty
radiant form, and mungles well with other svmbols when 1t
1s needed  The crab s always as delightful as a grotesque,
tfor here we suppose the beast mside the shell, and he
sustans his part m a lively manner among the other S1g15
of the zodiac, with the scorpion, or scattered upon sculp-
tured shores, as beside the Bronse Boar of Florence We
shall find him m a basket at Veniee, at the base of one ot
the Piassctta shafts

§ xxix 7 lish  These, as beautitul m then forms as
they are fanuhar to our sight, while their interest 15 mereased
by their symbolic meanmg, are of great value as matenal of
ornamnt  Love of the picturesque has generally induced a
choice of some supple form with scaly body and lashing
tarl, but the simplest fish form 15 largely emploved m
medizeval work  We shall find the plain oval body and
sharp head of the Thunny constantly at Venice, and the
fish used mn the eypression of sca-waler, or water generally,
are always plain bodied creatwes m the best medieval
sculpturc  The Greek type of the dolphin, however, some-
times but shghthy exaggerated from the real outlme of the
Delphinus Delphis,! 15 one of the most picturesque of
animal forms, and the action of its slow revolving plunge
1s admirably caught upon the surface sea represented m
Greek vases

§y axx 8 Reptilesand Insects The forms of the serpent

! Onc 15 gld to hear fiom Cuvier, that though dolphins m general
*“les plus carnassiers, et, proportion gardée avec leur taille, les plus
cmcls de l'ordre ,” yct that 1n the Delphinus Delphls, ““ toute I’ orgamsa-
tion de son cerveau annonce gz’zf n. doit pas ity dépourve de la docalitd
qu'ils ’ (les anciens) ‘‘lm attribuaient ”
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and lizard exhibit almost every clement of beauty and horror
m strange combmation, the horror, which n an imitation 15
felt only as a pleasurable exatement, has rendered them
favourite subjects m all periods of att, and the unity of hoth
hizard and serpunt 1 the ideal dragon, the most puctaresque
and powertul of all amimal forms, and of peculiar symbolical
mterest to the Chrstian mind, 15 perhaps the poincipal of all
the materals of mediaval picturesque sculpture By the
best sculptors 1t 15 alwavs used with this symbolic meaning,
by the unque cento sculptors as an ornament merely  The
best and most natural 1epresentations of mete viper or snake
are to be found mterlaced among thur confused groups of
meanmgless objects  The real power and hotror ot the
snahe-head has, however, been rarely reached I shall give
one example from Verona of the tv.clith century

Other less powerful reptile forms are not unfrequent
Small frogs, hzards, and snails almost always enliven the
foregrounds and leafage of good sculpture  The tottuise 15
less usually employed 1 groups  Deetles are chiefly mystic
and colossal  Varous mscets, ihe everything else in the
world, occur 1 unque wnto work , grasshoppers most fre-
quently  We shall see on the Ducal Palace at Venice an
mteresting use of the bee

N XXXI g Branchesand stemsof Tices I arrange these
under a scparate hcad, because, while the forms of leafage
belong to all architecture, and ought to be employed n 1t
always, those of the branch and stem belong to o pecubarly
mitatine and luwuriant architecture, and are only applicable
at times Pagan sculptors scem to have percerved little
beauty 1n the stems of trees, they were httle else than
tumber to them, and they preferred the ngid and mon-
strous triglyph, or the fluted column, to a brohen bough or
gnarled trunk  But with Christan knowledge came a
peculiar regard for the forms of vegetation, from the root
upwards The actual represgntation of entire trees required
In many scripture subjects,—as 1n the most frequent of Old
Testament subjccts, the Fall, and agam in the Drunkenness
of Noah, the Garden Agony, and many others, famiharised
the sculptors of bas-relief to the beauty of forms before
unknown, while the symbolical name given to Christ by
the Prophets, “the Branch,” and the frequent expressions
refernng to this image throughout every scriptural description
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of conversion, gave an especial mterest to the Christian
mind to this pottion of vegetatne structure  For some
time, nevertheless, the sculpture of trees was confined to
bas-relief, but 1t at last affected even the treatment of the
mamn shafts in Lombard Gothic buildings,~—as m the
western fagade of Genoa, where two of the shafts are
represented as gnarled tiunks and as basaclief atself
became more boldly mtroduced, so did tree sculpture, until
we find the writhed and knotted stems of the vine ard fig
used for angle shafts on the Doge’s Palace, and entire oaks
and apple-trecs forming, roots and all, the prmcpal decora-
tive sculptures of the bcala tombs at Verona It was then
discovered to be more casy to carve branches than leaves,
and, much helped by the frequent employment in later
Gothic of the “Tree of Jesse” for tracerics and other pur-
poses, the system rcached full development i a pertect
thicket of twigs, which form the richest portion of the
decoration of the poiches of Beausars It had now been
carned to 1ts richest extreme, men weaned of it and aban-
doned 1t, and, like all other natural and beautiful things, it
was ostracised by the mob of Renawssance architects  But
it 15 nteresting to obscrie how the human mind, mn 1ts
acceptance of this feature of ornament, proceeded from the
ground, and followed, as 1t were, the natwial growth of the
tree It began with the rude and solid tiunk, as at Genoa,
then the branches shot out, and became loaded with leaves,
autumn came, the leaves were shed, and the eyc was directed
to the extremties of the dchcate branches —the Renas-
sance frosts came, and all perished

§ xxx11 1o Folage, Flowers, and Fruit It 15 necessary
to consider these as separated from the stems mnot only, as
above noted, because their separate use marks another school
of architecture, but because they are the only oiganic
structures which are capable of being so treated, and intended
to be so, without strong effort of imagmation To pull
ammals to pieces, and use their paws for feet of furniture, or
their heads for terminations of rods and shafts, 15 #swally the
characteristic of feelingless schools, the greatest men like
their ammals whole The head may, indeed, be so managed
as to look emergent from the stone, rather than fastened to
it, and wherever there 1s thioughout the architecture any
expression of sternness or severity (severty in 1ts literal sense,
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as n Romans, x1 22), such divisions of the Ining form may
be permitted, still, you cannot cut an animal to preces as
you can gather a flower or a lealfl These were mtended
for our gathering, and for our constant dchght wherever
men exist mn a perfectly crvilised and healthy state, they have
vegetation around them , wherever their state approaches that
of mmnocenc ¢ or perfectness, 1t approaches that ot Paradise,—
it 15 a dressing of garden  And, theiefore, where nothing
clse can be used for ornament, ycgetation may , vegetation
m any form, however fragmentary, howaver abstracted A
sigle leafl lud upon the angle of a stone, or the mere form
or framewoik of the leaf drawn upon 1, or the mere shadow
and ghost of the leaf,—the hollow “fml” cut out of it,—
possesses a charm which nothing else can replace, a charm
not exciting, nor demanding laborious thought or sympathy,
but perfectly stmple, peaceful, and satisfying

§ xxxmr The full recognition of leaf forms, as the general
source of subordinate decoration, 15 one of the chief char-
acteristics of Christian architecture ; but the two s00fs of leaf
omament are the Greek acanthus, and the Egyptian lotus !
The dry land and the river thus each contributed therr part,
and all the flonid capitals of the nchest Northern Gothic on
the onc hand, and the arrowy lmes of the severe Lombardic
capitals on the other, are founded on these two gifts of the
dust of Greece and the waves of the Nile  The leaf which
15, 1 believe, called the Persepolitan water-leaf, 1s to be
associated with the lotus flower and stem, as the ongin of
our noblest types of simple capital, and 1t 15 to be noted
that the flond leaves of the dry land are used most by the
Northern aichitects, while the water leaves are gathered for
their ornaments by the parched buildets of the Desert

§ xxxiv. Fruit 15, for the most part, mowe valuable mn
colour than form, nothing 1s more beautiful as a subject of
sculpture on a tree, but, gathered and put 1n baskets, 1t 15
quite possible to have too much of it  We shall find 1t so
used very dexterously on the Ducal Palace of Venice, therc

1 Vide Wilkmnson, 1ol 1., woodcut No 478, fig, 8 The tamansh
appears afterwards to have ginen the idea of a subdivision of lenf more
pure and quaint than that of the acanthus  Of late our botanists have
discovered, 1n the ¢ Victoria regia™ (supposing its blossom reversed),
another strangely beautiful type of what we may perhaps hereafter find
it convement to call Lz/y capitals
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with a meaning which rendered 1t right and necessary ; but
the Renaissance architects address themselves to spectators
who carc for nothing but feasting, and suppose that clusters
of pears and pmeapples are visions of which their imagmation
can never weary, and above which 1t will never care to
nse I am no advocate for image-worship, as I believe the
reader will elsewhere sufficiently find, but I am very sure
that the Protestantism of London would have found 1tself
quite as secure m a cathedral decorated with statues of
good men, as m one hung round with bunches ot ribston
pIppIns

§ axxv 11 Birds. The perfeer and sumple grace of bid
form, m general, has rendered 1t a favounte subject with
early sculptors, and with those schools which loved form
more than action, but the difficulty of cypressing action,
where the muscular markings are conccaled, has lmited the
use of 1t 1n later art  Half the ornament, at least, m Byzan-
tine architecture, and a third of that of Lombardic, 15 com-
posed of birds, aither pecking at fruit or flowers, or standing
on either side of a flower or vase, or alone, as generally the
symbolical peacock  But how much of our general sense of
grace or power of motion, of sercnity, peacefulness. and
spirituality, we owe to these creatures, it 15 1mpossible to
concence, thur wings supplying us with almost the only
means of representation of spiritual motion which we possess,
and with an omamental form of which the ¢ye 15 never
weary, however meaninglessly or endlessly repeated , whether
m utter wolation, or associated with the bodies of the lizard,
the horse, the hion, or the man  The heads of the birds of
prey are always beautiful, and used as the richest ornaments
m all ages

§ xxxv1 12 Quadrupeds and Men  Of quadrupeds the
horse has recened an elevation mto the primal rank of
sculptural subject, owing to his association with men The
full valuc of other quadruped forms has hardly been per-
ceived, or worked for, mn late sculpture, and the want of
science 1s more felt in these subjects than in any other
branches of early work  The greatest richness of quadruped
ornament 15 found 1n the hunting sculpture of the Lombards ,
but rudely treated, (the most noble examples of treatment
bemg the hons of Egypt, the Ninevite bulls, and the medizval
gnffins)  Quadrupeds of course form the noblest subjects of
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ormament next to the human form, this latter, the chief
subject of sculpture, bemng sometimes the end of architecture
rather than its decoration

We have thus completed the list of the materials of archi-
tectural decoration, and the reador may be assured that no
effort has ever been successful to draw elements of beauty
from any other sources than these  Such an effort was once
resolutely made It was contrary to the rehigron of the Arab
to mtroduce any amimal form nto his ornament , but although
all the radiance of colour, all the refinements of proportion,
and all the mtricacies of geometrical design were open to
him, he could not produce any noble work without an aé-
straction of the forms of leafage, to be used m his capitals,
and made the ground plan of his chased ornament  But I
have above noted that colourmg 15 an entuely distinet and
independent art  and m the *Seven Lamps” we saw that
thiy art had most powar when practised in airangements of
simple geometrical form  the Arab, therefore, lay under no
disadsantage m colourmg, and he had all the noble clements
of constructive and propottional beauty at his command  he
might not inutate the seashell, but he could build the dome.
The mutation of radunce by the variegated voussorr, the
expression of the sweep of the desert by the barred red limes
upon the wall, the starred msheddmmg of light thiough his
vaulted roof, and all the endless fantasy of abstract line,!
were still m the power of his ardent and fantastic spint
Much he achieved, and yet, in the effort of his overtaved
mtention, restrained from 1ts proper food, he made his archs-
tecture a glittering vacillation of undisciplined enchantment,
and left the lustre of 1ts edifices to wither like a startling
dream, whose beauty we may mdeed feel, and whose mstruc-
tion we may recelve, but must smile at 1ts inconsistency, and
mourn over 1ts evancscence

1 Appendix 22 *“ Arablan Ornamentation
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CHAPTER XXI
TREATMENT OF ORNAMENT

§ 1 WE now know where we are to look for subjects of
decoration  The neat question 15, as the reader must re-
member, how to treat or express thesc subjects

There are evidently two branches of treatment the first
bemng the expression, or rendering to the eye and mind, of
the thing itself, and the second, the arrangement of the thing
so cxpressed both of these bemg quite distinct from the
placmg of the ornament m proper parts of the building
For mstance, suppose we take a vinedeaf for our subject
The first question 1s, how to cut the vine-leaf? Shall we cut
its r1bs and notches on the edge, or only its general outlme?
and so on  Then, how to arrange the vincleaves when we
have them whether symmetricallv  or at random, or un-
symmetrically, yet within certamn Iimits? .\l these T call
questions of treatment Then, whether the vineleaves so
arranged are to be set on the capital of a pillar or on 1ts shaft,
I call a question of place

§ 11 So, then, the questions of mere treatment are two-
fold how to express, and how to arrange  And cxpression
i1s to the mind or to the sight. Therefore, the inquiry
becomes really threefold —

1 How ornament 1s to be expressed with reference to the
mind

2 How ornament 15 to be expressed with reference to the
sight

b 3 How omament 1s to be arranged with reference to
oth

§ 11 (1) How 15 ornament to be treated with reference
to the mind?

If, to produce a good or beaut:iful ornament, 1t were only
necessary to produce a perfect piece of sculpture, and if a
well-cut group of flowers or ammals werc indeed an ornament
wherever 1t might be placed, the work of the architect would
be comparatively easy Sculpturc and architecture would
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become separate arts and the architect would order so
many pteces of such subject and size as he needed, without
troubhing himsclf with any qucstions but those of disposition
and proportion  But this 1s not o Vo peifect prece erthes
of pamting or sculpture 1s an architectiural ornament at alfl,
except n that vague sense  which amv beautiful thing 1s
said to ormament the place 1t 15 m Thus we say that
pictures omament 4 Toom, but we should not thank an
architect who told us thit his design, to be complete, re-
quired a [itian t) be put m one corner of 1t, and a Velasquez
m the other and 1t 15 Just as unteasonable to call perfect
sculpture, niched 1, or enciusted on a buldding, a portion
of the ornament of that building, as 1t would be to hang
pictures by way of ornament on thc outside of 1t Tt 15
very possible that the sculptured work may be harmoniously
associated with the builuing, or the buillding c\ecuted with
reference to at, but i this latter case the architecture 15
subordinate to the sculpture, as m the Medicean chapel, and
I belicve alse m the Parthenon  .And so far from the per-
fection of the work conducing to 1ts ornamental purpose, we
may say, with entire secunty, that its perfection, n some
dogree, unfits it for 1ts purpose, and that no absolutely
complete sculpture can be decoratnvely right  We have a
familar mstance 1 the flower-work of St Paul’s, which 15
probably, i the abstract, as perfect flower sculpture as could
be produced at the time , and which 15 just as rational an
ornament of the bullding as so many valuable Van Huysums,
framed and glazed, and hung up over each window

§ 1v The especial condition of true ornament 1s, that it
be beautiful i 1ts place, and nowhere else, and that 1t aud
the cffect of every portion of the buildmg over which 1t has
mfluence . thit it does not, by 1ts nichness, make other parts
bald, or, by 1ts delicacy, make other parts coarse  Every one
of its quilities has reference toats place and use and 1£:1s
Sitted for its seroice by what wonld be favits and deficrencies if
@t had no espectal duty  Ornament, the servant, 15 often
formal, wherc sculpture, the master, would have been free,
the servant 1s often sient where the master would have
been eloquent, or hurried, where the master would have
been screne

§ v How far this subordmation 1s in different situations
to be expressed, or how far 1t may be surrendered, and

VOL. L. Q
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ormament, the servant, be pamitted to have mdependent
will and by what means the subordmation 1s best to be
wapressed when at 15 requied, uc by far the most difficult
questions I have wvar tied to work out 1especting am
hanch of art  for m many of the cvamples to whien 1 ook
4y authoutatne m thar majesty of offect 1t 15 almost
mpossible to sy whethar the abstiactien or mperlection
of the sculpture was owing ta the choiee, o1 the meapacity
of the workman, and it to the latta  how far the result
of fortunate mcapauty ¢in be inutated by prudent sl
restramt  The readar T think, will undastand ths at once
by considermy the cifeet of the allunuinations of an old
missal  In then bold iejection of all prunaples of per
spective, hght and shade and diawmyg, thev are mhinidly
more omamental to the page, owing to the vivid opposition
of thur bught colours and quamt Ines thwm 1f they had
been drawn by Da Vma himsclt and so the Miena chapcd
15 far mowe brighth decwzased by the archaic Ires oos of
Giotty, than the Stange of the Vatwan aic by tho ¢ ol
Raffaellc  But how far 1t 15 posstble to 1w to such
archaicism or to make up for 1t by amv voluntany ol wndon
ment of power, I camnot as yet ventme o amvwise to
dctermine

§ 31 So, on the othcr hand, m many nstances of
finished work m which I find most to 1e1ct o1 to reprobate,
I can hardlv distinguish what 15 crroncous n prunaple from
what 15 vulgal in cxecutton  For instance, m most Roman
esque churches ot Italy, the porches are guarded by gigantic
anmmals, hons o1 (uffins, of admirable seventy of design,
yct, 1 many cases, of so r1ude workmanship that 1t can
hardly be dctermmed how much of this seiertty was mten
tional,—how much mvoluntary 1 the cathedial ot Gonoa
two modurn hons have, in muntation ot this ancent custom
heen placed on the steps ot ats west front, and the Italian
sculptor, thinking himself a marvellous great man becausc
he knew what lions were really like, has copied them, 1 the
monagenie, with great success, and produced two hawy and
wll shishered beasts, as like to real lions as he could pos-
wbly cut thum  One wishes them back in the menagene for
his pans, but 1t 15 1mpossible to say how fur the offunce of
thur presence 15 owing to the mere stupidity and vulganty
of the sculpture, and how far we might have been delighted
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with a realisation, carried to nearly the same length by
Ghibert1 or Michael Angelo (I say wearly, because neither
Ghibertt nor Michael .\ngelo would ever have attempted,
or permitted, entire  realisation, even m  independent
sculpture

1w In spite of these embarrassments, however, some
few certamties may be marked m the treatment of past
architecture, and sccute conclusions deduced for future
practice  There 1 first, for mnstance, the assuredly intended
and resolute abstraction of the Nmewte and LEgyptian
sculptors  The men who cut those gramite hons m the
Egyptian room of the Bntish Museum, and who carved the
calm faces of those Nmevite kings, knew much more, both
of lons and kings, than they chose to express  Then there
15 the Greek system, m which the human sculptuie 15 perfect,
the architecture and amimal sculptwie 15 subordmate to at,
and the architectural otnament sevetely subordinated to this
agamn, so as to be composed of little more than abstract
lines  and, finally, there 15 the peculiatly medieval system,
m which the mfenor details are carmned to as great or
greater mmutative pettection as the higher sculpture, and the
subordination 15 chiefly effected by sy mmetties of arrange-
ment, and quaintnesses of treatment, respecting which it 1s
difficult to say how far they resulted from intention, and
how far from mcapacity

y vt Now ot these systems, the Ninevite and Egyptian
are altogether opposed to modern habits of thought and
action, they are sculptures evidently executed under abso-
lute authorities, physical and mental, such as cannot at
presentexist  The Greek system presupposes the possession
of a Phidias 1t 15 ndiculous to talk of bwlding m the
Greek manner, you may build a Greck shell or box, such
as the Greek mtended to contan sculpture, but you have
not the sculpture to put n1t  Find your Phidias first, and
your new Phidias will very soon settle all your architectural
difficulties in very unespected ways indeed, but until you
find lim, do not thmmk yourselves architects while you go
on copying those poor subordinations, and secondary and
tertiary orders of ornament, which the Greek put on the
shell of his sculpture Some of them, beads, and dentils,
and such like, are as good as they can be for their work,
and you may use them for subordnate work still . but they
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are nothing to be proud of, espeaalls when you did not
mvent them and others of them are mistakes and 1mperts
nences 1n the (reeh himsddt, such as his so called honey
suckle ormaments and othcrs, 1 which there 15 a starched
and dull suggestion ot vegetable foim, and vet no real
resemblance nor life, tor the conditions of thom result from
his own conceit of himsdlf, and 1ignotance of the physical
sciences, and want of 1elish for common nature and vam
fancy that he could mmprove eventhing he tcuched and
that he honoured 1t by taking 1t mto his scvice b fiee
dom fiom which concents the true Chrstian architecture s
distinguished,~—not by pomnts to 1ts arches

y 1IN There temains, therefore, only the medizeval svstem,
m which I think, gencrally, more completion 15 pamitted
(though this otten because more was possit 1) i the micuor
than m the hisha portions of ornamental subject Leaves,
and buds, and hzards are raalised o neatly so, men and
quadrupeds formaliscd  For, observe, the smallar and 1
furor subject 1emains subordmate, howevar nchly fimshed
but the human sculpture can onlv be subordmate by being
mmpetfect  The raalisation s, howeva, n all cases, danguous
except under most shilful management, and the abstraction,
1f truc and noble, 15 almost alwavs morc dehirhtiul 1

§ N What, then, 1s noble absttaction® It 15 taking fnst
the essential elements of the thing to be represented, then
the rest i the orda of mportance (50 that wherever we
paust we shall alwavs have obtamed nmiore than we leave
bchind), and using any expedient to mmpress what we want
upon the mind, without carmg about the mere htaal
accuracy of such expedient  Suppose, for mstance, we have
to represent a paacock now a peacock has a graccful neck,
s0 has a swan, 1t has a high cest, so has a codkatoo, 1t
has a long tal, so has a bud of Paradise  But the whole
spirit and power of peacock 15 m those cves of the tail
It 1 true, the argus pheasant, and one or two more buds,
have something like them, but nothing fo a moment com
parablc to them i brilhancy  eapress the gleaming of the
blue eyes through the plumage, and you have nearly all
vou want of peacock, but without this, nothing, and vyt
those eves are not m rehef, a ngidly 272 sculpture ot a

'Vade ““Seven Lamps, * Chap IV 8 34
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peacock’s form could have no eyes,—nothing but feathers
Here. then, enters the stratagem of sculpture , you must cut
the cyes i reliel, somchow or another  see how at 15 done
m the peacock on the apposite page, 1t s so done In
nearly all the Byzantme sculptors  this puticular peacock
1Is meant to be seen ot some dUstance (how far off T know
not, {or 1t 15 an mterpolation m the butlding where 1t occurs,
of which more hereatter), but at all events at a distance of
thirts or forty feet, T have put 1t close to vou that you
may sce plamly the rude rings and rods which stand for the
eves and quills, but at the Just distance therr effect 15 perfect

3 X1 And the simphaty of the means here cmploved
may hedp us, both to some clear understandmg of the spint
of Nmevite and Egyvptian work, and to some pereeption of
the kind of enfantillage or archaicism to which 1t may be
possible; even m davs of advanced saence, legitimately to
return - The architect has ro night, as we said before, to
require of us a prcture ot Fitlan’s m order to complete his
design , neither has he the right to calculate on the co-opera-
tion of perfect sculptors, m subordinate capacities  lax from
this  Ins busmess s to dispense with such aid altogether,
and to devise such a svstem of ornament as shall be capable
of exccution by ummentne and even unmtelbgent work-
men  for supposing that he required noble sculpture for s
ornument, how fa1 would this at once limit the number and
the scile of possible butldings?  Architecture 15 the work
of nations, but we cammot have nations of great sculptors
Evany house m evary sticet of every aty ought to be good
arc hitecture, but we cannot have Flaxman or Thorwaldsen
at work upon 1t nor, even if we chose onlv to devote
oursches to our pubhic bulldings, could the mass and
majesty of them be great, if we required all to be executed
bv great men  greatness 1s not to be had m the requrred
quantity  Grotto may design a campamile, but he cannot
tanve 1t, he can only carve one or two of the bas-rehefs at
the base of 1t  And with every increase of your fastidious-
ness n the execution of your ornament, you dimimnish the
possible number and grandeur of your buildings Do not
think you can educate vour workmen, or that the demand
for perfection will mcrease the supply  educated imbecility
and finessed foolishness arc the worst of all imbecilities and
foolishnesses, and there 1s no freetrade measurc which
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will ever lowcr the price of brams,—there 15 no California
of common sensc [ actly m the degree m which you
require vour decoration to be wiought by thoughttul men,
you dinmish the citent and numba of achitectural
worhs  Your business as an architect, 15 to caleulate only
on the co opcration ol mfcrior men, to think for them, and
to mdicate tor them such expresstons of vour thoughts as
the weakest capacity can comprehend and the fueblest hand
<an enceute L 1s the defimtion of the purest archutec-
tural absttactions  lhay ate the deep and  laborious
thoughts of the greatest men, put mto such casy letters that
they can be written by the simplest  Lher are evpressions
of the nund of manhood b the hands of childhood

§ x11 And now supposce one of those old Nmevite or
Egyptian buildas, with a couple of thousand men—mud
bred, onion cating creatures— unda him, to be sct to work,
hike so mamv ants, on his temple sculptures What 15 he
to do with thum? Hc can put them through a gramtic
excrase of cuntent hand  he can teach them all how to
curl hair thoroughly mto croche coeurs, as vou teach a
bench of school Loyvs how to shape pothooks, he can teach
them all how to diaw long (ves and straight noses, and
how to copy accuratddy certamn well defined Imes  Then
he fits his own great design to their capacities, he tihes
out of kg, or lion, or god, as much as was cxpressible by
croche caurs and granitic pothooks, he thiows this mto
noblc forms of his own 1mmagming, and having mapped out
thar Iines so that thae can be no possibility of crror, scts
his two thousand men to work upon them, with a will, and
$0 many ormons 4 day

waan T said those times cannot now retutn We have,
with Chistianity  1ecognised the individual value of cvery
soul, and theie s no mecdligence so fecble but that 1ts
single ray may m some sort contribute to the general light
This 15 the glory of Gothic architecture, that every jot and
tittle, ¢very pont and miche of 1t, affords room, fuel, and
focus for individual fire But you cease to acknowledge
this, and you refuse to accept the help of the lesser mind,
it vou require the work to be all executed mn a great
manncer Y our business 1s to thmk out all of 1t nobly, to
dictate the expression of 1t as far as your dictation can
assist the less elevated 1ntellbigence, then to leave this,
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aided and taught as far as may be, to 1its own simple act and
effort , and to rejoice n 1ts simpherty 1f not m 1ts power,
and m 1ts vitality 1t not mn its saence

§ X1iv We have, then, three orders of ornament, classed
accordmg to the degrees of correspondence of the excoutive
and conceptive minds  We have the senvile ornament, m
which the executne 15 absolutely subjected to the inventive,
—the ornament of the great Eastern nations, more especially
Hamite, and all pre-Christian, yet thoroughly noble 1 ats
submissneness  Then we have the medieval system,
which the mmd of the mfenor workman 15 recognmsed,
and has {ull room for action, but 15 guided and emnobled
by the ruling mind  This 15 the truly Christian and only
perfect system  linally, we have ornaments expressing
the endeavour to equalise the executne and mventne,—
endeavour which 15 Renamssance and revolutionary, and
destructive of all noble architecture

§ xv Thus far, then, of the mcompleteness or simphicity
of execution necessary m architectural ornament, as referred
to the mmnd Next we have to consider that which 1s
required when 1t 15 referred to the sight, and the various
modifications of treatment which are rendered necessary by
the vanation of 1ts distance from the eye 1 say necessary
not merely cipedient or economical It 15 foolish to carve
what 15 to be scen foity feet off with the delicacy which the
eye demands within two yards, not merely because such
delicacy 15 lost 1in the distance, but because 1t 15 a great
deal worse than lost —the delicate work has actually worse
effect in the distance than rough work  This 15 a fact well
known to panters, and, for the most part, acknowledged
by the cntics of pamnting, namely, that theres 2 certam
distance for which a pictuie 15 pamted, and that the finish,
which 15 delightful 1f that distance be small, 15 actually
mnjurious if the distance be great and, moreover, that there
1s a particular method of handling which none but consum-
mate artists reach, which has its effect at the mtended
distance, and 1s altogether hieroglyphical and unmtelhgible
at any other This, I say, 1s acknowledged i painting,
but 1t 1s not practically acknowledged mn architecture, nor
until my attention was specially directed to 1t, had I myself
any 1dea of the care with which this great question was
studied by the medieval architects. On my first careful
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exammation of the capitals of the upper arcade of the Ducal
Palace at Venic, I was mduced, by therr smgular ifenority
of workmanship, to suppose them posterior to those of the
lower arcade It was not till I discovercd that some of
those which T thought the worst above, were the best when
seen from below, that I obtammed the key to this manel-
lous system of adaptation a system which 1 afterwards
found carred out 11 ¢very building of the great times which
I had opportunity of examming

§ avt ‘There are two distinct modes m which this adapt-
ation 15 effected  In the first, the same designs which are
dehicately worhed when near the eve, are rudcly cut, and
have far fewer details when they are removed from it In
this method 1t 15 not alwass easy to distingursh economy
from skill, or slovenhmess from science  But, 1n the second
method, a different kind of design 15 adopted, composed of
fewer parts and of simpler lines, and this 15 cut with exquisite
precision.  This 15 of course the higher method, and the
more satisfactory proof of purpose, but an equal degiee of
mperfection 15 found m both kinds when they are scer
close, m the first, a bald exccution of a perfect design,
the second. a baldness of dewign with perfect execution
And m these very imperfections hies the admnablencss of
the ornament

§ xvir It may be asked whether, m adivecating this
adaptation to the distance of the ey¢, I obey myv adopted
rule of observance of naturallaw  .Are not all natural things,
it may be ashed, as lnely near as far avay?  Nay, not so
Look at the clouds, and watch the dilicate sculpture of
therr alabaster o1des, and the rounded lustre of thor mag-
nificent roling  They were meant to be beheld far anay,
they were shaped for thewr place, high above your head,
approach them. and they fuse mto vague mists, o1 whirl
awav n fierce fragments of thunderous vapowm  Look at
the crest of the Alp, from the far-away plamns over which
its hght 15 cast, whence human souls have communion
with it by their myriads  The child looks up to 1t 1n the
dawn, and the husbandman in the burden and heat of the
day, and the old man n the gomng down of the sun, and
1t 15 to them all as the celestial aity on the world's hornzon,
dyed with the depth of heaven, and clothed with the calm
of etermty  There was 1t set, for holy dommion, by Him
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who *marked for the sun his journey, and bade the moon
know her gomg down It was bult for 1ts place m the
far-off sky, approach 1t, and, as the sound of the vorce of
man dies anay about 1ts foundation, and the ude of human
Iife, shallowned upon the vast acnal shore, 15 at last met by
the Eternal »* Here shall thy waves be stayed,” the gloy of
1ts aspect fades 1nto blanched fearfulness, 1ty purple walls
are rent mto grisly rocks, its sihver fretwork saddened into
wasting snow, the storm-brands of ages are on its breast,
the ashes of 1ts own rumn lie solemnly on 1ts wlite raiment

Nor m such mstances as these alone, though, strangely
enough, the discrepancy between apparent and ac tual beauty
15 greater m proportion to the unapproachablencss of the
object, 15 the law obseried  For every distance from the
eye there 15 a peculiar hind of beauty, or a different system
of lines of form, the sight of that beauty 15 reserved for that
distance, and tor that alone If you approach ncarer, that
kind of beautv 15 lost, and another succeeds, to be dis-
organised and reduced to strange and mcomprehensible
means and apphances n 1ts turn If you desire to percerve
the great harmonics of the form of a rocky mountan, you
must not ascend upon 1ts sides Al 1s there disorder and
accident, or seems so, sudden starts of its shattered beds
hither and thitha, ugly struggles of unespected strength
from under the ground, fallen fragments, toppling one over
another mto more helpless fall  Retire from it, and, as
your eve commands it mote and mare, as you see the rumned
mountamn world with a wider glance, behold! dim sympa-
thies begm to busy themselves m the disjointed mass , Iine
binds 1tself mnto stealthy fellowship with lme, group by
group, the helpless fragments gather themsclves mto ordered
companies . new captans of hosts and masses of battalions
become vistble one by one, and far away answers of foot
to foot, and of bone to bone, until the powerless chaos
1s seen risen up with girded loms, and not one piece of all
the unregarded heap could now be spared from the mystic
whole

§ xviir Now 1t 15 indeed true that where nature loses
one kind of beauty, as you approach it, she substitutes
another, this 15 worthy of her mfinite power and, as we
shall see, art can sometimes follow her even m domg this,
but all I msist upon at present 1s, that the several effects
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of nature aic each worked with means referred to a particu-
lar distance, and producing their effect at that distance only.
Take a singular and marked mstance W hen the sun rises
behind a ndge ot pmnes, and those pmes are scen from a
distance of a mile or two, agamst his light, the whole form
of the tree, trunk, branches, and all, becomes one frostwork
of mtensely bnlhant sibher, which 15 1eliesed agamst the
clear skv like a burning fringe, for some distance on cither
side of the sun! Now suppose that a person who had
never seen pines wete, for the first time m his hfe, to see
them under this strange aspect, and, reasommng as to the
means by which such effect could be produced, laboriously
to approach the castern ridge, how would he be amaced to
find that the fiery specties had been produced by trees with
swarthy and grey trunhs, and datk green leaves' We, n
our stmphaty, if we had been required to produce such an
appearance, should have built up trees of chased silver, with
trunks of glass, and then been grievously amazed to find
that, at two mles off, neither sihver nor glass were any more
visible , but nature knew better, and prepared for her fairy
work with the strong branches and dark leaves, m her own
mysterious way

§ x1x Now this 1s exactly what you have to do with your
good omament It may be that it 15 capable of being
approached, as well as likely to be seen far away, and then
1t ought to have microscopic qualities, as the pine leaves
have, which will bear approach  But your calculation of 1ts
purpose 1s for a glory to be produced at a gnven distance,
1t may be hete, or may be there, but 1t 15 a grzen distance,
and the excellence of the ornament depends upon 1ts fitting
that distance, and bemg <een better there than anywhere
clse, and having a particular function and form which 1t
can only discharge and assume there You are never to

1 Shakspcare and Wordsworth (I think they only) have noticed this.
Shakspeaie, in Richard IT —

““But when, from under this terrestrial ball,
He fires the proud tops of the eastern pines ”
And Wordsworth, 1n one of his mmor poems, on leaving Italy ~—
““\Iy thoughts hecome bright like yon edging of pines
On the steep’s lofty verge—how 1t blackened the air !

But touched from behind by the sun, it now shines
With threads that scem part of his own silver hair ”



Treatment of Ornament 221

say that ornament has great ment because “ you cannot see
the beauty of it here,” but, 1t has great mernt because
“you car sec 1ts beauty lere only” And to give it this
merit 1s Just about as difficult a task as I could well set
you I have above noted the two ways m which 1t 15
done the one, bemg merely 10ugh cutting, may be passed
over, the other, which 15 scientific alteration of design,
falls, 1tself, mto two great branches, Sumplification and
Emphasis

A word o1 two 1s necessary on each of these heads

§ xx When an ornamental work 15 mtended to be scen
nedr, if 1ts composition be indeed fine, the subdued and
dehicate portions of the design lead to, and unite, the
energetic parts, and those eneigetic parts form with the
rest a whole, i which then own immediate 1elations to
each other are not percened Remove this design to a
distance, and the connecting delicacies vanish, the energies
alone  remam, now either disconnected altogether, or
assummg with cach other new 1elattons, which, not having
been mtended by the designer, will probably be panful
There 15 a like, and a more palpable, effect, in the retire-
ment of a band of music 1n which the mstruments are of
very unequal powers, the fluting and fifeing expire, the
drumming remams, and that m a panful anangement, as
demanding something which 15 unheard In like manner,
as the designer at arm’s length removes or elevates his work,
fine gradations, and 10undings, and nudents, vanish, and a
totally unespected arrangement 15 established between the
remainder of the markings, certamly confused, and m all
probability pamful

§xx1 The art of aichitectural design 15 therefore, first,
the preparation for this beforchand, the rejection of all the
delicate passages as worse than uscless, and the fining the
thought upon the arrangement of the features which will
remain visible far away Nor does this always mmply a
diminution of resource, for, while it may be assumed as a
law that fine modulation of surface in light becomes quickly
mvisible as the object retires, there are a softness and
mystery given to the harder markings, which enable them
to be safely used as media of evpression There 15 an
exquisite example of this use, mn the head of the Adam
of the Ducal Palace. It s only at the height of 17 o1 18
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feet above the eve, nevertheless, the sculptor felt it was
no use to trouble himsclf about drawing the coiners of the
mouth, o1 the Ines of the lips, delicately, at that distance,
his object has been to mark them clearly, and to prevent
accidental shadows fiom concealing them, o altermg their
expression  The hips are cut thin and <harp, so that their
Iine cannot be mistaken, and a good deep dnll-hole struck
mto the angle of the mouth, the eye v anxious and
questioning, and one 15 surprised, from below, to percene
a kind of darkness 1 the 1r1s of 1ty nather hike colour, nor
like a circular furron  The expedient can only be dis-
covered by ascending to the level of the head, 1t 15 one
which would have been quite madmissible except m distant
work, sin dnll-holes cut into the inis, round a central one
for the pupil,

§ xx11 By just calculation, Iike this, of the means at our
disposal, by beautiful antangement of the prominent features,
and by choice of different subjects for different places,
choosing the broadest forms fou the farthest distance, 1t is
possible to give the impression, not only of perfection, but
of an exquisite delicacy, to the most distant ornament
And this 15 the true sign ot the rnight having been done,
and the utmost possible power attained —The spectator
should be satisfied to stay in his place, feeling the decora-
tion, wheiever 1t may be, equally rich, full, and lovely not
desiring to climb the steeples in order to examme 1t, but
sure that he has 1t all, where he 1s Perhaps the capitals of
the cathedral of Genoa are the best mstances of absolute
perfection 1n this kind <een from below, they appear as
nich as the frosted sihver of the Strada degh Qrefic1, and
the nearer you approach them, the less delicate they scem

§xxur This 15, however, not the only mode, though the
best, n which ormament 1s adapted for distance  The
other 15 emphasis,—the unnatural insisting upon explanatory
Iines, where the subject would otherwise become unin-
teligible It 15 to be remembered that, by a deep and
narrow 1ncision, an architect has the power, at least
sunshine, of drawing a black line on stone, just as vigor-
ously as 1t can be drawn with chalk on grey paper, and
that hc may thus, wherever and in the degree that he
chooses, substitute ckalk sketchng for sculpture  They are
curously mingled by the Romans The bas-reliefs on the
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Arc d Orange are small, and would be confused, though mn
bold relief, if they depended for mtelligibility on the rehef
only , but cach figure 15 outhined by a stiong szcston at 1its
edge mto the background, and all the ornaments on the
armour dare simphy drawn with inased lmes, and not cut
out at all .\ smila use of hines 1v made by the Gothie
nations 1n all their early sculpture, and with dehicrous effect
Now, to diaw a mcre pattern—as, for mnstance, the bearmgs
of a shicld—with these simple mnasions, would, T suppose,
occupy an able sculptor twenty munutes or half an hour
and the pattern s then clearly seen, under all circumstances
ot hght and shade, there can be no mistake about 1t
and no memyg 1t To carve out the bearmgs mn due and
fintshed rehict would oceupy a long summers day, and the
results would be teeble and indecipherable i the best lights,
and m some hights totally and hopelessly mnvisible, 1gnored,
non-exstent Now the Renassance architects, and our
modern ones, despise the simple espedient of the rough
Roman or batharian ‘L hey do not care to be understood.
They carc only to spak finely, and be thought great orators,
if one could onhy hear them  bo I leave you to choose
between the old men, who took munutes to tell things
plamly, and the modern men, who 1ake days to tell them
unintclligibly

yxany Al epedients of this kind, both of simplification
and energy, tot the capression of details at a distance where
therr actual forms would have been mvisible, but more
espeuially this hinear method, 1 shall call Proutism, for the
greatest master of the art i modern times has been Samuel
Prout He actually takes up buildings of the later times
m which the ornament has Leen too refined for its place,
and translates 1t mto the encrgised linear ornament of
cather art  and to this power ot taking the hfe and
essence of decoration, and putting 1t mto a perfectly
mtelhgible form, when its own fulness would have been
confused, 15 owing the especial power of s drawmgs
Nothing can be more closely analogous than the mecthod
with which an old Lombard uses his chisel, and that with
which Prout uses the reed-pen , and we shall see presenth
farther correspondence m their feeling about the enrichment
of luminous surfaces

§ xxv. Now, all that has been hitherto said refers to
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omament whosc distance 1s fixed, or nearly so, as when it1s
at any considerable height from the ground, supposing the
spectator to desire to sec 1t, and to get as near 1t as he can
But the distance of ornament 1s never fined to the general
spectator  The tower of a cathedral 15 bound to look well,
ten miles off or five miles. or half a mile, or withm fifty
yards The ornaments of 1ts top have fixed distances,
compared with those of 1ts base , but quite unfized distances
m their relation to the great world and the ornaments of
the base have no fixed distance at all  They are bound to
look well from the other side of the cathedral close. and to
look cqually well, or better, as we enter the cathedral door
How are we to manage this?

§ xXVvI As nature manages 1t I said above, $ Xvir, that
for every distance from the eye there was a different system
of form m all natural objects this 15 to be <o then m
architeccture  The lesser ornament 15 to be grafted on the
greater, and third or fourth orders of ornaments upon this
agam, as nced may be, until we reach the linmits of possible
sight, each order of ornament being adapted for a different
distance  first, for example, the great masses,—the buttresses
and storics and black windows and broad cormices of the
tower, which give 1t make and organism, as 1t riscs over
the horizon, half a score of miles away  then the traceries
and shafts and pmnacles, which gne 1t nchness as we
approach  then the niches and statues and knops and
flowers, which we can only see when we stand beneath 1t
At this third order of ornament, we may pause, i the upper
portions , but on the roofs of the niches, and the robes of
the statues, and the rolls of the mouldigs, comes a fourth
order of ornament, as dclicate as the eye can follow when
any of these features may be approached

saxvvi All good ornamentation 15 thus arborescent, as
1t were one class of 1t branching out of another and sus-
tamed by 1t , and 1ts nobihty consists 1n this, that whatever
order or class of 1t we may be contemplating, we shall
find 1t subordmnated to a greater, simpler, and more
powerful, and if we then contemplate the greater order,
we shall find 1t again subordinated to a greater still , until
the greatest can only be quite grasped by retinng to the
Iimits of distance commanding 1t

And 1if this subordination be not complete, the ormament
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1s bad - if the figurmgs and chasings and borderings of a
dress be not subordmated to the folds of it,—if the folds
are not subordmmate to the action and mass of the figure,
—iaf this action and mass not to the dnisions of the
recesses and shafts among which it stands,—f these not
to the shadows of the great arches and buttresses of the
whole building, m each case there 15 error, much more 1f
all be contending with each other and stinmng for attention
at the samc time

§ xxvuxr It 1s nevertheless evident, that, however perfect
this distribution, there cannot be orders adapted to every
distance of the spectator  Between the ranks of ornament
there must always be a bold separation , and there must
be many mtermediate distances, where we are too far off to
see the lesser rank clearly, and yet too near to grasp the
next higher rank wholly and at all these distances the spec-
tator will feel himself ill-placed, and will desire to go nearer
or farther away  This must be the case in all noble work,
natural or artifictal It 15 exactly the same with respect to
Rouen cathedral or the Mont Blanc  We hike to see them
from the other side of the Seing, or of the lake of Geneva ,
from the Marché aux Tleurs, or the Valley of Chamount,
from the parapets of the apse, or the crags of the Montagne
de la Cote but there arc mtermediate distances which
dissatisfy us m either case, and from which one 15 1n haste
etther to advance or to retire

§ xxix Dncctly opposed to this ordered, disciplined,
well officered, and vanously ranked ornament, this type
of divine, and therefore of all good human government,
15 the democratic ormament, 1 which all 15 equally
mfluential, and has equal office and authonty, that 1s
to say, none of 1t anyv office nor authornity, but a lhife of
continual struggle for independence and notortety, or of
gamblmg for chance regards The English perpendicular
work 1s by far the worst of this kind that I know , 1ts mam
1dea, or decimal fraction of an 1dea, being to cover 1ts walls
with dull, successive, etermity of reticulation, to fill with
equal foils the equal mterstices between the equal bars, and
charge the intermmable blanks with statues and roscttes,
mwvisible at a distance, and uninteresting near

The early Lombardic, Veronese, and Norman work 15
the exact reverse of this, bemng divided first mto large

VOL. 1. R
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masses, and these masses covered with minute chasing and
surface work, which fill them with interest, and yet do not
disturb nor divide thar greatness  ‘The lights are kept
broad and bught, and yet are found on near approach to
be charged with mticate design This, agam, 15 a part of
the great system of treatment which T shall hercafter call
“ Prouttsm, > much of what 15 thought mannerism and
mperfeetion m Prout’s work, bemng the result of his deter-
mimned resolution that minor details shall never break up
his large masses of hight

§ XxXx Such are the mam prinaples to be observed
the adaptation of oinament to the sight  We have lastly to
mquue by what mcthod, and in what quantities, the
ornament, thus adapted to mental contemplation, and pre-
pared for its physical position, may most wisely be arranged
1 thmk the method ought first to be considercd, and the
quantity last , for the advisable quantity depends upon the
method

§xxxi It was said above, that the proper trcatment or
arrangement of omament was that which expressed the laws
and ways of Dary  Now, the subordmation of visble orders
to each other just noted. 15 one expression of these
But theie may also—must also—be a subordmation and
obedience of the parts of cach order to some visible law,
out of itselt, but having refurence to atself only (not to any
upper order)  some law which shall not oppress, but guide,
Iimuit, and sustam

In the tenth chapier of the sccond volume of “Modemn
Painters,” the reader will find that T traced one part of the
beauty of God’s cication to the expiession of a se/f-restraned
liberty that 1s to say, the mmage of that perfeetion of depene
action, which, though fice to work m arbitran methods,
works always 1 consistent methods, called by us Laws

Now, correspondingly, we find that when these natural
objects are to become subjects of the art of man, their
perfect treatment 15 an image of the perfection of JAuman
action  a voluntary submission to divine law

It was suggested to me but lately by the friend to whose
ongmality of thought I have before expressed my obligations,
Mr Ncwton, that the Greck pediment, with its enclosed
sculptures, represented to the Greek mind the law of Fate,
confining human action within limits not to be overpassed.
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I do not believe the Grecks ever distinctly thought of this,
but the mstinct of all the human race, since the world began,
agrees m some expression of such hnitation as one of the
first necessitics of good ornament ! And this expression 1w
heightened, rather than dinmimished, when some portion of
the design shightly breaks the law to which the rest 1s sub-
jected 1t 15 Iike expressing the use of muiracles n the divine
government , or, perhaps, m slighter degrecs, the relaxing of
a law, generally imperative, m comphance with some more
mmperative nceed—the hungering of David  How eagerh
this special infringement of a general law was sometimes
sought by the medieval workmen, T shall be frequently able
to pomt out to the reader, but I remember just now a
most curious mstance, m an archnolt of a house in the
Corte del Remer, (lose to the Rualto, at Venwe It s
composed of a wreath of flower-work—a constant Byzantme
design—with an animal m cach coil, the whole enclosed
between two fillets  Each amimal, leaping ot cating, sciatch-
mg or biting, 15 kept nevertheless stuctly within its conl, and
between the fillets  Not the shake of an car, not the tip
of a tatl, overpasses this appomted hne, through a series of
some five-and-twenty or thirty anmmals, until, on a sudden,
and by mutual consent, two hittle beasts (not looking, for the
rest, more rampant than the others) one on cach side, lay
their small paws across the enclosing fillet at exactly the
same pomnt of 1ts course, and thus break the continuity of ite
Ime Two cars of com, or leaves, do the same thing  the
mouldings round the northern door of the Baptistery at
Florence

§ xxx11 Obsenve, however, and this 15 of the utmost
possible importance, that the value of this tvpe does not
consist in the mere shutting of the ormament mto a certam
space, but i the acknowledgment &y the ornament of the
fitness of the Limitation ,—of 1ts own perfect willingness to
submut to 1t, nay, of a predisposition m 1tself to fall into
the ordamned form, without any direct expression of the
command to do so, an anticipation of the authonty, and
an instant and willing submussion to 1t, m cvery fibre and

! Some valuable remarks on this subject will be found 1n a notice
of the ‘“Seven Lamps” in the Bntish Quarterly for August, 1849
I think, however, the wrter attaches too great importance to onc out
of many ornamental necessities
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spray not mercly wnlling, but happy submission, as being
pleased rather thanivexed to have so beautiful a law sug-
gested to 1t, and onc which to follow 15 so justly m accordance
with 1ts own naturc  You must not cut out a branch of
hawthorn as 1t grows, and rule a trangle round 1t, and sup-
pose that 1t 15 then submutied to Jaw Nota bit of it It
only put m a cage, and will look as 1f 1t must get out, for 1its
Iife, or withar m the confinement  But the spint of tri-
angle must be put wto the hawthorn It must suck m
wosccelestsm with 1ty sap  Thorn and blossom, lcaf and
spray, must grow with an awful sense of tnangular necessity
upon them, for the guidance of which they are to be thankful,
and to grow all the stronger and more gloriously  And
though there may be a transgression here and there, and an
adaptation to some other need, or 4 rcaching forth to some
other end, greater cven than the tnangle, yet this hiberty
1> to be always accepted under a solemn sense of special
permussion , and when the full form 15 rcached and the
entire  submission  expressed, and every blossom has a
thnlling sense of 1ts responsibility down mto its tinzest
stamen, you may take your terminal linc away 1f you will.
No need for 1t any more The commandment 15 written
on the heart of the thing

3 Xaxin Then, besides this obedience to exteinal law,
there 15 the obedience to mternal headship, which constitutes
the umty of ornament, of which I thmk enough has been
said for my present purpose m the chapter on Umty 1 the
seccond vol  of " JModemn Pamters” DBut I hardly know
whether to arrange as an expression of a divine law, or a
representation of 4 phy sical fact, the alternation of shade with
light which, m cqual succession, forms one of the chief ele-
ments of confzinnons ormmament, and m some pecubar ones,
such as dentils and billet mouldings, 15 the source of their
only charm  The opposition of good and evil, the antagon-
1sm of the entire human sy stem (so ably worked out by Lord
Lindsay ), the alternation of labour with rest, the mingling
of Iifc with death, or the actual physical fact of the division
of light from darkness, and of the falling and nsing of might
and day, are all typified or represented by these chams of
shade and light, of which the eye never weares, though
thur true meaning may never occur to the thoughts

§ xxanv The next question respecting the arrangement
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of ornament 15 one closely connected also with its quantity
The system of creation 15 onc in which *God’s creatures
leap not, but express a feast, where all the guests sit close,
and nothing wants” It 15 also a feast, where there 15
nothing redundant  So, then, mn distributing our ornament,
there must never be any sensc of gap or blank, neither amy
sense of there bemng a single member, or fragment of a
member, which could be spared  Whatever has nothing to
do, whatever could go without bemg missed, 15 not orna-
ment, it 1s deformity and encumbrance  Away with 1t
And, on the other hand, care must be taken etther to diffuse
the omament which we permit, m duce relatton over the
whole buildmg, or so to concentratc 1t, as never to leave a
sense of 1ts having got mnto knots, and curdled upon some
pomts, and left the rest of the buldmg whey It 1s very
difficult to gie the rules, or analyse the feelings, which
should direct us 1n this matter for some shafts may be
carved and others left unfinished, and that with advantage,
some windows may be jewelled like Aladdin’s, and onc left
plain, and still with advantage, the door or doors, or a
simgle turret, or the whole western fagade of a church, or the
apse or transcpt, may be made special subjects of decora-
tion, and the rest left plam, and still sometimes with advan-
tage  But m all such cases there 15 cither sign of that
feelmg which I advocated m the First Chapter of the
“Seven Lamps,” the desire of rather doing some portion
of the building as we would have 1f, and leaving the rest
plamn, than doing the whole mmperfectly , or else there 15
chotce made of some mmportant feature, to which, as more
honourable than the rest, the decoration 15 confined  The
evil 15 when, without system, and without preference of the
nobler members, the omament alternates between <ckly
Iunuriance and sudden blankness  In mamy of our Scotch
and Enghsh abbeys, especially Mclrose, this 15 pamfully
felt, but the worst mstance I have ever scen 1s the wmdow
m the side of the arch under the Wellington statue, next
St George’s Hospital In the first place, 2 window has no
business there at all, 1n the second, the bars of the window
are not the proper place for decoration, especially wany
decoration, which one mstantly fancies of cast iron . n the
third, the nichness of the ornament 1s a mere patch and
eruption upon the wall, and one hardly knows whether tobe
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most wrated at the affectation of severity m the 1est, or at
the vamn luxuriance of the dissolute parallelogtam

3 AXXV  Fially, as regands quanuty of omnament, I have
alrcady said, agan and agam, you cannot have too much if
it be good  that 15, 1f 1t be thoroughly umited and har-
monised by the Jaws hitheito monsted upon  But you may
eas1ly have too much, 1t you have mote than you have scnse
to manage For with every added order of omament -
creases the difficulty of disapline It 15 exactly the same
asm war you cannot ds an dabstiact law, have too many
soldiers, but vou may castly have more than the country 1s
able to sustam, ot than your generalship 15 competent to
command .And wery regiment which vou cannot manage
will, on the day of battle, be m your way, and encumber the
moyements 1t 1s not m disposition to sustan

XXXy Gy an architect, therefore, you are modestly to
measure your capacity of governing ornament  Rumember,
ity esschce,—Its being ornament at all, consists i 1ts being
governed  Losc your authority over 1t, let 1t command you,
or lead vou, or dictate to you m anywise, and 1t 15 an
offence, an cncumbrance, and a dishonour. And 1t 1s
always ready to do this, wild to get the bit m 1ts teeth, and
rush forth on 1ts own devices  Measure, thercfore, your
strength , and as long as there 15 no chance of mutmy, add
soldiwcr to soldier, battalion to battalion , but be assured that
all are heartily in the cause, and that there 15 not one of
whose position you are ignorant, or whose service you could
spare

CHAPTER XXII
1HE ANGLE

+ 1 Wr have now examined the treatment and specific
kinds of ormament at our command We have lastly to
note the fittest places for their disposal Not but that all
kinds of ornament are used 1n all places, but there are
some parts of the building, which, without ornament, are
more pamful than others, and some which wear ornament



The Angle 231

more gracefully than others, so that, although an able
architect will always be finding out some new and unex-
pected modes of decoration, and fitting his ornament into
wonderful places where 1t 15 least expected, there are, never-
theless, one or two gencral laws which may be noted
respecting cvery one of the parts of a building, laws not
(except a few) imperatne, hke those of construction, but jet
generally expedient, and good to be understood, 1f 1t were
only that we might enjoy the bnllhiant methods i which
they are somctimes broken I shall note, however, only a
few of the simplest, to trace them into thar ramifications,
and class in due order the known or possible methods of
decoration for cach part of a building, would alone require
a large volume, and be, I thmk, a somewhat useless work,
for there 15 often a high pleasure in the very unespected-
ness of the ornmament, which would be destroyed by too
clabcrate an arrangement of 1ts kinds

§u I think that the rcader must, by this time. so
thoroughly understand the connection of the parts of a
building, that I may cla~s together, 1n treating ot decoration,
several parts which T kept separate m speaking of construc-
tion  Thus, I shall put under one head (1) the base ol the
wall and of the shaft, then (i) the wall val and shaft wself,
then (c) the cormce and capital, then (D) the jamb and
archivolt, ncluding the arches both over shafts and apertures,
and the jambs of apertures, which are closely connected with
therr archivolts , finally (E) the roof, mdluding the real roof,
and the mmor roofs or gables of pmnadles and arches I
think, under these divisions, alt may be ananged which s
necessary to be generally stated , for tracay decorations o
aperture fillngs arc but smaller torms of application of the
arch, and the cusps are merely smaller spandnls, while but-
tresses have, as far as I know, no specific oonament  The
best are those which have least, and the httle they have
resolves 1tself into pmnacles, which are common to other
portions of the building, or mto small shafts, arches and
mches, of still more general applicability  We shall there-
fore have only five divisions to examine 1n succession, from
foundation to roof

§ m1 But 1n the decorat.on of these several paits, certam
mmor conditions of ornament occur which are of perfectly
general application. For instance, whether in archrvolts,
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jambs, or buttresses, or m square piers, or at the extremity
of the cntire building, we necessanly have the awkward
(moral or architectural) {cature, the wrner  How to turn a
corner graccfully becomes, therefore, a perfectly general
question, to be cxamined without reference to any particular
part of the edifice

§1v Agam, the furrows and mndges by which bars of
parallel Iight and shade are obtamed, whether these are
employed 1 arches, or jambs, or bases, or cornices, must
of necessity present one or more of six forms square pro-
jection, @ (Ing LI), or squarc recess, &, sharp projection,
¢, or sharp recess, 4, curved projection, ¢, or curved recess,
f What odd curves the projection or recess may assume,
or how these different conditions may be mined and run

lic LI

M N A
Ve Ty

mto one another, 1s not our present business  We note only
the six distinct kinds or types

Now, when these ridges or furrows are on a small scale
they often themsclves constitute all the ornament required
for larger features, and are left smooth cut, but on a very
large scale they are apt to become meipid, and they require
a sub-ornament of their own, the consideration of which 1s,
of course, n great part, general, and 1rrespective of the place
held by the mouldings mn the buillding itself which con-
stderation I think we had better undertake first of all

S v But before we come to particular exammation of
these mmor forms, let us see how far we can simplify 1t
Look back to Fig LI, above There are distingusshed m 1t
aix forms of moulding  Of these, ¢ 15 nothing but a small
comer, but, for convenmence sake, it 1s better to call it an
edge, and to consider 1ts decoration together with that of the
member @, which 15 called a fillet, while ¢, which I shall call
a roll (because I do not choose to assume that 1t shall be
only of the semiarcular section here given), 1s also best
considered together with its relative recess, f, and because
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the shape of a recess 1s of no great consequence, I shall class
all tte three recesses together, and we shall thus have only
three subjects for separate consideration —

1 The Angle
2 The Edge and Fillet
3 The Roll and Recess

§ vi Theie are two other general forms which may prob-
ably occur to the reader’s nind, namely, the nidge (as of a
roof), which 15 a corner laid on ts back, or sloping,—a supine
corner, decorated 1n a very different manner from a stiff up-
right comer and the pomt, which 15 a concentrated corner,
and has wonderfully elaborate decorations all to 1ts insignifi-
cant self, fimals, and spikes, and I know not what more
But both these conditions are so closely connected with
roofs (even the cusp finual bemng a kind of pendant to a small
roof), that I think 1t better to class them and therr ornament
under the head of roof decoration, together with the whole
tribe of crockets and bosses, so that we shall be here con-
cerned only with the three subjects above distinguished
and, first, the corner or Angle

§ vi1 The mathematiaan knows there are many kinds of
angles , but the one we have principally to deal with now,
15 that which the reader may very casily concen e as the corner
of a square house, or squarcanything  It1s of course the one
of most frequent occurrence , and 1ts trcatment, once under-
stood, may, with shght modification, be referred to other
corners, sharper or blunter, or with curved sides

§ viir Ewvidently the first and roughest idea which would
occur to any one who found
a corner troublesome, would
be to cut 1t off This 15 a
very summary and tyranmical
proceeding, somewhat bar-
barous, yet adwvisable if
nothing else can be done
an amputated corner 1s said
to be chamfered It can,
however, evidently be cut off in three ways® 1. with a
concave cut, @, z with a straight cut, 4, 3. with a convex
cut, ¢, Ing LII

Fic LII




234 The Stones of Venice

The first tho methods, the most violent and summars,
have the apparent disadvantage that we get by them,—two
corners mstead of one much nilda cornars, howaver, and
with a diffuent isht 1nd shade between them, so that both
methods arc often vay axpedient . You mas sce the scraight
chamtfer (4) on most lamp posts and pillats ut 1ailway stations,
1t being the easiest to cut the concave chamfcr requires
more cate, and occurs generally 1 well mished but simple
architecture,—verv beautifully in the small arches of the
Broletto of Como, Plate V' and the straight chamfer n

Tic LIII

.

f
ﬂ T
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architccture of cvery kind, very constantly in Norman cornices
and uiches asn fig 2, Plate IV, at Sens

y v lhe thnd, or convex chamfer, as 1t 15 the gentlest
modc of ticatment, <o (as in mediunc and morals) 1t 15 very
senctlly the best 1 or while the two other methods produce
two corners mstead of one, this gentle chamfer does venly get
rid of the corner altogether, and substitutes a soft curie 1n
1ts pluc

But 1t has, in the form abov e given, this grave disadvantage,
that it looks as 1f the corner had been rubbed or worn off,
bluntcd by time and weather, and 1n want of sharpening again.
.\ grcat deal often depends, and 1n such a case as this, every-
thing depunds, on the Voluntariness of the ornament The
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work of time 15 beautiful on surfaces, but not on edges
mtended to be sharp  Even if we needed them blunt, we
should not like them blunt on compulsion 50, to show that
the bluntness 15 our own ordamming, we will put a shght
mased Iine to maik off the roundmg, and show that 1t goes
no farther than we choose  We <hall thus have the section
a, Fig LIIT , and this mode of turning an angle 15 one of
the very best ever mvented By enlarging and deepening
the mcesion, we get in succession the forms 4, ¢, &, and by
describing a small equal arc on each of the sloping Iines ot
these figures, we get e, £, o, £
§x I do not know whether these mouldings arce called by
architects chamfers o1 beads, but I think 4ead a bad word
for a continuous moulding, and the proper sens¢ of the word
chamfer 15 fixed by Spenser as descrniptine not merely of
truncation, but of trench or furrow —
** Tho gin you, fond flies, the cold to scorn

And, crowing 1n pipes made of green corn,

You thinhen to be lords of the year,

But ¢ft when ve count vou freed from fear,

Comes the brame winter with chamfrad brows,
Tull of wumnhles and frosty furrows

S0 I shall call the above mouldings beaded chamfers,
when there 15 gany chance of confusion with the plamn
chamfer, a or 4, of I'ng LII and when there 15 no such
chance, I shall use the word chamter only

yar Of those above given, 4 15 the constant chamfer of
Venice, and a of Verona « beng the grandest and best,
and having a peculia1 preusion and quaintness of effect about
it I found it twice m Venice, used on the sharp angle, as
at ¢ and 4, Ing LIV, @ bemng from the angle of a housc on
the Rio San Zulian, and 4 from the windows of the church of
San Stefano

§x11 There 15, however, evidently another vanety of the
chamfers, £ and ¢, Fig LIII, formed by an unbroken curve
mstcad of two curves, as ¢, Fig LIV , and when this, or the
chamfer 4, Fig LIII, 15 large, it 1s impossible to say whether
they have been denved from the mcised angle, or from
small shafts set ina nook, as at ¢, Fig 1.IV, or in the hollow
of the curved chamfer, as &, Fig LIV In general, howeer,
the shallow chamfers, q, 4, ¢, and #, Fig IIII, ar¢ peculia
to southern work , and may be assumed to have been derned
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from the incised angle, while the deep chamfers, ¢, 4, ¢, 4,
are charactcristic of northein work, and may be partly dernved
or mmitated from thc angle shaft, while, with the usual
extravagance of thc northern architects, they are cut decper
and decper until we arrve at the condition £, Tig LIV,
which 1s the favounie chamfu at Bourges and Baveux and
m other good French work

I have placed 1n the Appendin?! a figure belongin, to this
subject, but which cannot interest the general 1eader, showmng
the number of possible
chamfers with a roll
moulding of given size

S$xar If we take the
plan  chamfer, 4, of
kg LII, on a large
scale, as at e, Tig LYV,
and bead both 1ts edges,
cutting away the parts
there shaded, wc shall
have a form much
uscd i richly decorated
Gothig, both in Lngland
and Italy It might be
morc stmply deseribed
as the chamfer a of
Fig LII, with an
cision on cach edge,
but the part here
shaded 1s often worked
into ornamental forms,
not bung entirely cut
away

§x1v Many otha mouldings, which at first sight appear
very elaborate, are nothing more than a chamfer, with a
serics of small echoes of it on each side, dying away with
a nipplc on the surface of the wall, as mn 4, Fig LV, from
Coutanccs (observe, here the white part 1s the sohd stone,
the shade 1s cut away)

Chamfcrs of this kind are used on a small scale and m
delicate work the coarse chamfers are found on all scales

1 Appendix 23 ¢ Varichies of Chamfer ”
Pp
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fand g Fig LIII, in Venice, form the great angles of
almost every Gothic palace, the roll being a foot or a foot
and a half round,

and treated as a Fie LV.

shaft, with a capi-

tal and fresh basc

at every story,
while the stones of
which 1t 1s com-
posed form alter-
nate quoins 1n the
brickwork beyond -
the chamfer curie o b

I need hardly say

how much ncbler this arrangement 1s than a common
quomned angle, 1t gives a fimsh to the aspect of the whole
pile attamable m no other way  And thus much may serve
concerning angle decoration by chamfer

CHAPTER XXIII
THE EDGE AND FILLET

§ 1. THE decoration of the angle by various forms ot
chamfer and bead, as above described, 1s the quietest method
we can employ, too quiet, when great energy 15 to be given
to the moulding, and 1mpossible, when, mstead of a bold
angle, we have to deal with a small projecting edge, like ¢ m
Ing LI In such cases we may employ a decoration, far
ruder and easier in 1ts simplest conditions than the bead,
far more effectnve when not used n too great profusion , and
of which the complete developments are the source of mould-
ings at once the most picturesque and most serviceable which
the Gothic builders invented

§ 1 The gunwales of the Venetian heavy barges bemng
hable to somewhat rough collision with each other, and with
the walls of the streets, are generally protected by a piece
of timber, which projects mn the form of the fillet, a, Fig
LI, but which, like all other fillets, may, 1f we so choose,
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be considered as composed of two angles or edges, which
the natural and most wholesome love of the Venetian boat-
men for ormament, otherwise strikingly evidenced by ther
pamted sails and ghittering flag-vanes, will not sufict to remam
wholly undcecorated  The rough service of these timbers,
however, will not admit of rich ornament, and the boat-
bulder usually contents himself with cutting a series of
notches 1 each edge, one series alternating with the other,
as represented at 1, Plate IX

§ i1 In that simple ornament, not as confincd to Venctian
boats, but as representative of a general human mstinet to
hack at an edge, demonstrated by all school-boyvs and all idle
possessors of penknives or other cutting mstruments on both
sudes of the .Atlantic ,—in that rude Venetian gunwale, 1 say,
1s the germ of all the ornament which has touched, with its
rich successions of angular shadow, the portals and archivolts
of nearly every early building of importance, from the North
Cape to the Straits of Messina Nor are the modifications
of the first suggestion mtricate .\l that 15 generic i thar
character may be seen on Plate IN at a glance

§ 1v Taking a piece of stone mstead of timber, and en-
larging the notches, until they meet cach other, we have
the condition 2, which 15 a moulding from the tomb of the
Doge Andrea Dandolo, in St Mark's  Now, considering
this moulding as composed of two decorated edges, cach
edge will be reduced, by the meeting of the notches, to a
series of four-sided pyramuds, (as marked off by the dotted
hnes), which, the notches here bemng shallow, will be shallow
pyramids , but by deepeming the notches, we get them as at
3, with a profile a, more or less steep  This moulding I
shall always call “the plain dogtooth,” 1t 15 used mn pro-
fusion 1 the Venetian and Veronese Gotlue, geneially set
with 1its front to the spectator, as here at 3, but its dffect
may be much varied by placing 1t obhquely, (4, and profile
as at 4), or with one side horizontal, (5, and profile ¢) Of
these three conditions, 3 and 5 are exactly the same m
reality, only differently placed, but mn 4 the pyramid 15
obtuse, and the inchination of 1its base vanable, the upper
side of it being always kept vertical It 1s comparatively
rare  Of the three, the last, g, 1s far the most brilhant in
effect, giving n the distance a zigzag form to the high hght
on 1t, and a full sharp shadow below The use of this
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shadow is sufficiently seen by fig 7 in this plate, (the arch
on the left, the number beneath 1t), m which these levelled
dogteeth, with o small mntcrval between each, are employed
to set off by therr vigour the delicacy of {loal ornament
above. This arch 15 the wide of a mche from the tomb
of Can Signono della Scaly, at Verona, and the value, as
well as the distant expression of 1ts dogtooth, may be seen
by referning to Prout’s beautiful drawmg of this tomb mn his
¢ Sketches 1 France and Italy ” I have hefore observed
that this artist never fails of seirmg the true and leadmg
expression of whatever he touches  he has made this orna-
ment the leadmg feature of the niche, expressing ity as
distance 1t 15 only expressible, by a 21grag

§ v The reader may perhaps be surprised at my speak-
mg so highly of this drawing, if he take the pams to com-
pare Prout’s symbolism of the work on the niche with the
facts as they stand here m Plate IX But the truth 1s that
Prout has rendered the effect of the monument on the mund
of the passcr-by ,—the effect 1t was mtended to have on every
man who twned the corner of the stieet beneath it and
1 this sense there 15 actually more truth and likeness! m
Prout’s translation than m mv facsimile, made dibgently by
peermg into the details from a ladder T do not say that all
the symbolism 1 Prouts sketch 15 the best possible, but 1t
15 the best which any architectural diaughtsman has yet
mvented ; and m 1ts application to special subjects 1t always
shows curious mnternal evidence that the sketch has been
made on the spot, and that the artist tried to diaw what he
saw, not to myent an attractive subject I shall notice other
mstances of this hercafter

§ vi The dogtooth, emploved in this simple form, 15,
however, 1ather a foil for other ornament, than itselfl a satis-
factory or generally available decoration It 1s, however,
easy to enrich 1t as we choose takmg up 1ts simple form
at 3, and describing the arcs marked by the dotted lmes
upon 1ts sides, and cuttmg a small tnangular cavity between
them, we shall leave 1ts ridges somewhat rudely represent-
ative of four leaves, as at 8, which 1s the section and front

1 X do not here speal. of artistical menits, but the play of the hght
among the lower shafis 1s also singularly beautiful mn this shetch of
Prout’s, and the chaiacter of the wild and broken leaves, halfl dead, on
the stone of the foreground

VOL. I. S
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view of one of the Venetian stone cornices described above,
Chap XIV, 3 1v, the figure 8 being here put m the hollow
of the gutter  The dogtooth 1s put on the outer lower trun-
cation, and 15 actually m position as fig 5, but being always
looked up 1o, 15 to the spectator as 3, and always rich and
effective  The dogteeth are perhaps most feguently ex-
panded to the width of fig 9

y vl As m nearly all other oinaments previously de-
scribed, so 1 this,—we have only to deepen the Itahan
cutting, and wc shall get the Northern type  If we make
the ongmal pyramid somewhat steeper, and mstead of
hightly mcising, cut 1t through, so as to have the leaves
held only by thur pomts to the base, we shall have the
English dogtooth , somewhat vulgar m 1ts piquancy, when
compared with French mouldings of a simmlar himd 1 It
occwrs, I think, on one house m Veniee, mm the Campo
St. Polo, but the ordinary moulding, with hght masions,
1s frequent m archnolts and architraves, as well as m the
roof cornices

3 vir ‘IThis bemg the simplest ticatment of the pyviamid,
fig. 10, fiom the refectory of Wenlodk Abbey, 15 an example
of the simplest decoration of the recesses o1 mwad angles
between the pyramids, that 1s to say, of a simple hacked
edge like one of thosc m fig 2, the css being taken up and
dccorated mstead of the pozats  Lach 15 woiked mto a
small tiefoiled arch, with an masion round it to mark 1ts
outline, and another shght masion above, expressmg the
angle of the first cutting I said that the teeth m fig 7 had
m distance the offect of a gzag m fig 10 this agsay effect
1 seized upon and developed, but with the casiest and
roughest work  the angular inasion bemg a mere innting line,
like that described m § 1 of the last chapter  But hence
the farther steps to every condition of Norman ornament are
stlfevident I do not say that all of them arose from de-
velopment of the dogtooth m this manner, many bemng quite
mdependent myventions and uses of zigzag lmes, still, they
may all be referred to this simple type as their root and
representative, that 1s to say, the mere hack of the Venetian
gunwale, with a imiting hine following the resultant z1gzag

§1x Fig. 1115 a singular and much more artificial con-

1 Vide the ““Seven Lamps,” p 135
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dition, cast 1n brick, from the church of the Fran, and given
here only for futute reference Fig 12, resulting from a
fillet with the cuts on each of 1ts edges mterrupted by a bar,
1s a frequent Venetian moulding, and of great value, but
the plam or leaved dogteeth have been the fayvountes, and
that to such a degree, that cven the Renaissance architects
took them up. and the best bit of Renaissance design n
Venice, the side of the Ducal Palace nuwt the Bridge of
Sighs, owes great part of ity splendour to 1its foundation,
faced with large flat dogteeth, cach about a foot wide m
the base, with thewr p unts truncated, and alternating wath
cavitics which are ther own negatives o1 casts

§ x One other torm of the dogtooth 15 of great import-
ance m northern architecture, that produced
by obhque cuts shghtly curved, as m the  Yic LVI
margin, g LT It 15 susceptible of the
most fantastic and endless decoration, each
of the resulting leaves bemg, mn the carhy
porches of Rouen and Listeuy, hollowed
out and worked mto branching tracuiy
and at Bourges, for distant cffect, worked
mto plamn leaves, o1 bold bony processes
with knobs at the pomts, and near the
spectator, 1nto crouchmg demons and
broad winged owls, and other fancies and
mtricacies, mnumerable and mnexpressible

§ x1 Thus much 15 enough to be noted
respecting edge decoratton  We were nest
to consider the fillct  Professor Willis has
noticed an omament, which he has called the Venctian
denti], as “the most unnersal omament m its own district
that ever I met with,” but has not noticed the 1cason
for 1ts fiequenicy It 15 nevertheless highlv nteresting

The whole early architecture of Venice 1s architecture of
incrustation this has not been enough noticed mn 1ts pecu-
har relation to that of the rest of Italy There 1s. ndeed,
much 1ncrusted architecture throughout Italy, m claborate
ecclesiastical work, but there 15 more which 1s frankly of
brick, or thoroughly of stone But the Venetian habitually
mcrusted his work with nacre, he built his houses, even
the meanest, as 1f he had been a shell-fish,—roughly mside,
mother-of-pear]l on the surface he was content, perforce, to
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gather the clay of the Brenta banks, and bake 1t mto brick
for his substance of wall, but he overlaid 1t with the wealth
of ocean, with the most precous foreign marbles  You
mught fancy cails Venee one wildemness of brick, which a
petrifying sca had beaten upon till 1t coated 1t with marble
at first 2 dak atv—washed whate by the sca foam And
I told vou betore that 1t was also a city of shafts and arches,
and that 1ts dwellings were 1a1sed upon contmuous arcades,
among which the sca waves wandered.  Henee the thoughts
of ity builders were early and constantly directed to the
merustation of arches

§xi In Jig LVII T have given two of these Byzantine
stilted arches  the one on the right, @, as they now too
often appear, m 1ts bare brickwork, that on the left, with
its alabaster coverng, literally marble defunsne armour,
rivetted  together m
pieees, which follow
the contours of the
buwldimg  Now, on
the wall, these pieces
arc mure flat slabs
cut to the arch out-
lme  but under the
soffit of the arch the
marble mail 15 curved,
often cut wingularly
thin, hke bent tiles,
and fitted togethy so that the pieces would sustan cach
other even without rivets It 15 of course desnable that
this thin sub-arch of marble should project enough to
sustam the facing of the wall, and the reader will see,
Fig LVII, that 1ts edge forms a kind of narrow band round
the arch (4), a band which the least enrichment would render
a valuable decorative feature Now this band 1s, of course,
if the soffit-pieces project a Little beyond the face of the
wall-picces, a mere fillet, like the wooden gunwale m Plate
IX , and the question 1s, how to enrich 1t most wisely It
might casily have been dogtoothed, but the By:antine archi-
tects had not mvented the dogtooth, and would not have
used 1t here, 1if they had, for the dogtooth cannot be em-
ployed alone, especially on so principal an angle as this of
the main arches, without giving to the whole bulding a
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peculiar look, which I can no otherwise descube than as
bemng, to the cye, exactly what untempeaed aud 15 to the
tongue The mere dogtooth 15 an awd moulding, and can
only be used m certain mingling with otheis, to give them
piquancy  never alone  What, then, will be the next casiest
method of ginving mterest to the fllet ?

& xur Simph to make the masions square mstead of
sharp, and to lcave equal mtervals of
the square edge between them  Fig lic LVIII
LVIII 15 one of the curved preces
of arch armour, with 1ts edge thus
treated , one side only being done at
the bottom. to show the simphuty
and case of the work  This ornament
gnes force and mterest to the edge of
the arch, without m the lcast dimimish-
g its quictness  Nothmg was cver,
nor could be ever mvented, fitter for
1ts purpose, or more casily cut  From
the arch 1t therefore found its way
mto every position where the edge of
a piece of stone projected, and became,
from 1ts constancy of occurrence n
the latest Gothie as well as the ealiest
Byzantme, most tiuly deserving of the
name of the “ Venetian Dentil 7 Its
complete mtention 15 now, howeser,
only to be seen i the pictures of
Gentile Bellimt and Vittor Carpaccio,
for, ike most of the 1est of the mould
mgs of Venctin buldings, 1t was
always erther wilded or pamted—often
both, gold bemg laid on the faces of the dentils, and their
recesses coloured alternately red and blue

§ xiv Obsenve, howeser, that the reason above ginven for
the wnzversality of this ornament was by no means the reason
of 1ts nvention  The Venetian dentil 15 a particular appli-
cation (consequent on the mcrusted character of Venetian
architecture) of the gencral idea of dentil, which had been
origmally given by the Greeks, and realised both by them
and by the Byzantines 1n many laborious forms, long before
there was need of them for arch armour, and the lower
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half of Plate IX. will gine some 1dea of the conditions which
occur in the Romanesque of Venice, distinctly dernved from
the classical dentil, and of the gradual transition to the
more convenient and simple type, the runmng-hand denti,
which afterwards became the characteristic of Venctian
Gothic No 13! 1s the common dentiled cornice, which
occurs repeatedly m St. Mark’s, and, as late as the thir-
teenth century, a reduplication of 1t formmg the abaci of
the capitals of the Piazzetta shafts  Fig 15 15 purhaps an
earlier type, perhaps only one of more carcless workman-
ship, from a By.zantine ruin in the Rio di Ca’ Foscari . and
1t 15 1nteresting to compare 1t with fig 14 from the Cathedral
of Vienne, in South France Iig 17, from St Maik's, and
18, from the apse of Murano, arc two very early cxamples,
m which the future true Venetian dentil 15 already duvcloped
m method of exccution, though the object 15 still only to
mmitate the classical one, and a rude imitation of the bead
15 jomed with it m fig 17 No 16 mdicates two cxamples
of experimental forms the uppermost fiom the tomb of
Mastino della Scala, at Verona the lower from a door
m Venice, I behuve, of the thirteenth century 19 15 2
more frequent arrangement, chiefly found i cast brnck,
and connccung the dentils with the dogteeth 2015 a form
mtroduced richly in the later Gothie, but of rare occurrence
untif the latter half of the thirteenth century I shall call
it the gabled dent1l It 15 found m the greatest profusion mn
sepulchral Gothic, associated with several shight vanations
from the usual dentil type, of which No 21, from the tomb
of Pietro Cornaro, may serve as an example.

§ xv. All the forms gnen m Plate IX, aie of not unfre-
quent occurrence ary g much in sive and depth, according
to the expression of the work m which they occur  generally
increasing m si/e 1n late work (the earhest dentils arc seldom
mot¢ than an inch or an mch and a half long the fully
developed dentil of the later Gothic 1s often as much as
four or five m Iength, by one and a half in breadth), but
they arc all somewhat rare, compared to the truc or armour
dentil, above described. On the other hand, there are one
or two umque conditions, which will be noted m the bmld-

1 The <ections of all the mouldings are given on the right of each,

the part which 1s constantly solid being shaded, and that which is cut
mto dentils left 1n open line.
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ings where they occur! The Ducal Palace furmshes three
anomalies i the arch, dogtooth, and dentil 1t has a hyper-
bolic arch, as noted above, Chap X, § xv., 1t has a double-
fanged dogtooth m the rings of the spiral shafts on 1ts
angles and, finally, 1t has a dentil with concave sides, of
which the section and two of the blochs, real size, are given
m Plate XIV  The labour of obtaiming this difficult profile
has, however, been thrown away , for the effect of the dentil
at ten feet distance 1s exactly the same as that of the usual
form and the rcader may consider the dogtooth and dentil
m that platc as farrly representing the common use of them
n the Venetian Gothie

§xvi I am aware of no other form of fillet decoration
requiring notice 1n the Northern Gothic, the fillet 15 em-
ployed chiefly to gne severity or flatness to mouldmgs
supposed to be too much rounded, and 1s therefore gener-
ally plam It 15 1tsclf an ugly moulding, and, when thus
employed, 15 mercly a foil for others, of which, however, 1t
at last usurped the place, and became one of the most
pamnful features n the debased Gothic both of Italy and the
North

CHAPTER XXIV
THE ROLL AND RECESS

§1 IHavE classed these two means of architectural effect
together, because the one 15 1 most cases the negative of
the other, and 15 used to relieve it exactly as shadow reheves
hight , recess alternating with roll, not only n lateral, but 1n
successne order . not merely side by side with each other,
but mterrupted the one by the other in their own lines A
recess 1itself has properly no decoration, but its depth grves
value to the decoration which flanks, encloses, or interrupts
it, and the form which nterrupts 1t best 1s the roll

1 As, however, we shall not probably be led either to Birgamo or
Bologna, I may mention here a curiously rich use of the dentil, entirely
covering the fohation and tracery of a niche on the outude of the
duomo of Bergamo , and a roll, entirely incrusted, as the handle of a

mace often 1s with nails, with massy dogteeth or nail-heads, on the doox
of the Pepoli Palace of Bologna
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§ 11. T use the word roll generally for any mouldings which
present to the eve somewhat the appearance ot bemg
«yhindrical, and look bke round rods  When upright, they
are m appeaance, 1f not n fact, small shatts and are a
kind of bent shaft, ¢ven when used m archnivolts and
tracertes —when horzontal, thoy contuse thamselies with
cornices, and are, m fact, generally to be consudered as the
best means of drawimng an architectural lime i any direction,
the soft curve of their side obtaiming some shadow at nearly
all times of the day, and that moie tender and gratctul to
the eye than can be obtamned either by an mewsion or by
any other form of projection

§mr Their decorative power 1, howeves, too shght for
rich work, and they ficquently 1cquue, ke the angle and
the fillet, to be rendered mteresting by subdnision or muinor
ornament of their own  When the roll 15 small, this 1»
effected, exactly as m the case of the fillet, by cutting pieces
out of 1t . giving m the simplest results what 15 called the
Norman billet moulding and when the cuts are given m
couples, and the pieces rounded mto spheres and almonds,
we have the ordinary Greek bead, both of them too well
known to require illustration  ‘The Norman hillet we shall
not meet with i Venice, the head constantly occurs
By zantine, and of course in Renassance work  In Plate IX,
fig 17, there 1s a remarkable example of 1ts caily treatment,
where the cuts in 1t are left sharp

§ v But the roll, 1f 1t be of any sive, deserves better
treatment  Its rounded surface 15 too hrautiful to be cut
awav m notches, and 1t 15 rather to be covered with flat
chasing or mlud patterns Thus ornamented, it gradually
blends 1tself with the true shaft, both n the Romanesque
vork of the Naith, and m the Itahan connected schools .
and the patterns used for 1t are those used for shaft
decoration in general

§1v But, as alternating with the recess, it has a decora-
+on peculiar to itself  We have often, m the preceding
chapters, noted the fondness of the Northern bwlders for
deecp shade and hollowness in their mouldings and n the
second chapter of the “Seven Lamps,” the changes are
described which reduced the masstve roll mouldings of the
carly Gothic to a series of recesscs, separated by bars of
Light. The shape of these recesses 1s at present a matter
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of no mmportance to us 1t was, indeed, cndlessly varied ,
but needlessly for the value of a recess 1s moats darkness,
and ts dirkness disguses its foom. But it was  not
'm merc vanton mdulgence of their love of shade that
the Flambosvant builders deepened the furrows of their
mouldings they had found a means of decorating those
furrows as rich as it was expressive, and the entire frame-
work of their aichitecture was designed with a view to the
effect of this decoration, where the ornament ceases, the
framework 15 meagre and mean  but the ornament 1s,m the
best examples of the sty le, unceasing

§vi It 15, i1 fact, an ornament formed by the ghosts
or anatomes of the old shafts, left i the furrows which
had taken their place  Every here and there, a fragment of
a roll or shaft 15 left m the recess or furrow —a billet-
mouldmg on a huge scale, but a billet-moulding reduced to
a skeleton, for the frigments of roll are cut hollow, and
worked mto mere entinglement of stony fibres, with the
gloom of the recess shown through them  These ghost
rolls, forming sometimes pedestals, sumetimes canopies,
sometimes coveting the whole recess with an arch of
tracery, hencath which 1t runs hke a tunnd are the
peculiar decorations of the Flamboyant Gothie

§ vit Now obseive, n all kinds of decoration, we must
keep caretully under separate heads, the consideration of
the changes wrought in the mere physical form, and i the
mtellectual purpose, of ornwment  The relations of the
canopy to the statue it shelters, are to be considered alto-
gether distinctly fiom those of the canopy to the bulding
which 1t decorates  Inats carliest conditions the canopy 1s
partly confused with representations of mmatne architec-
ture 1t 1 sometimes a small temple or gateway, sometimes
an honolary addition to the pomp of a samt, a covering to
his throne, or to his shrine , and this canopy 15 often ex-
pressed 1n bas rehef (as m pamtmg), without much 1eference
to the great requircments of the building At other times
1t 15 a real protection to the statue, and 15 enluged mto
a complete pinnacle, carmied on proper shafts, and boldly
roofed. But m the late northern system the canopies are
nerther expressive nor protective  They are a kind of stone
lace-work, required for the ornamentation of the building,
for which the statues are often little more than an excuse,
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and of whieh the physical character 15, as above described,
that of ghosts of departed shafts

§ viir There 15, of course, much nch tabernacle work
which will not come hterally under this head, much which
1> stragglmg or flut mn 1ts plan, connectg itself gradually
with the ordmary forms of mdependent shrimes and tombs,
but the general 1dea of all tabernacle work 15 marked n the
common phrase of a “mche,” that 15 to say, a hollow
mtended for a statue, and crowned by a canopy , and this
niche decoration only reaches 1ts full development when
the Flamboyant hollows arc cut deepest, and when the
manncr and sprrit of sculpture had so much lost thar punty
and mtensity that 1t became desirable to draw the eyc anay
from the statue to 1ts covering, so that at last the canopy
became the more mmportant of the two, and 15 itself so
beautiful that we are often contented with architecture from
which profanity has struck the statues, if only the canopies
are left, and conscquently, in our modern mngenuty, even
set up canopics where we have no mtention of setting
statucs

§1x It 1sapity that thus we have no really noble example
of the cffect of the statue mn the recesses of architecture
for the Flamboyant recess was not so much a preparation
for 1t as a gulf which swallowed 1t up  When statues were
most canestly designed, they were thiust forward m all
kinds of places, often mn front of the pillars, as at .Amiens,
awkwardly enough, but with manly respect to the putpose of
the figures  The Flamboyant hollows yawned at their sides,
the statues fill back mto them, and nearly disappeared,
and a flash of flame m the shape of a canopy rose as they
expired

§x Idonot fedd mysell capable at present of speaking
with perfect justice of this niche omament of the North,
my late studies i Italy having somewhat destroyed my
sympathies with it But I once loved 1t intensely, and will
not say anything to depreciate 1t now, save only this, that
while I have studied long at Abbeville, without m the least
finding that 1t made me care less for Verona, I never
remamcd long 1n Verona without feeling some doubt of the
nobility of Abbeville.

§ x1. Recess decoration by leaf mouldings is constantly
and beautifully associated in the North with niche decora-
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tion, but requires no special notice, the recess i such cases
being used merely to give value to the leafage by its gloom,
and the difference between such conditions and those of the
south being merely, that in the one the leaves are laid across
a hollow, and 1n the other over a sohd surfwe, but m
neither of the schools exclusively so, each m <ome degree
mtermingling the method of the other,

§ x11 Fmally, the recess decoration by the ball flower 1s
very defimte and characteristic, found, I believe, chiefly 1n
English work. It consists merely in leaving a small boss or
sphere, fixed, as 1t were, at mtervals m the hollows, such
bosses bemng afterwards carved mto roses, or other orna-
mental forms, and sometimes lifted quite up oul of the
hollow, on projecting processes, hike vertibre, so as to
make them more conspicuous, as throughout the decoration
of the cathedral of Bourges

The value of this ornament 15 chiefly 1n the spotted
character which 1t gives to the hnes of mouldings seen from
a distance It1s very rich and dehghtful when not used n
excess , but 1t would satiate and weary the eye if it were
ever used mn general architecture  The spire of Salisbury,
and of St Mary's at Onford, are agreeable as 1solated
masses , but if an entue street were bult with this spotty
decoration at every casement, we could not traverse it to
the end without disgust It 1s only another example of the
constant aim at piquancy of effect which characterised the
Northern builders , an mgemous but somewhat vulgar effort
to give nterest to their grey masses of coarse stone, without
overtaxing their powers either of mmvention or execution
We will thank them for 1t without blame or praise, and
pass on

CHAPTER XXV
THE BASE

§ . WE know now as much as 1s needful respecting the
methods of mmor and universal decoration, which were
distinguished 1n Chapter XXII., § 111, from the ornament
which has special relation to particular parts. This local
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ornament, which, it will be remcmbered, we arranged 1 § 11
of the same chapter undet five heads, we have next, under
those heads, to consider  And, first, the ornament of the
basecs, both ol walls and shafts

It was noticed 1n our account of the divisions of a wall,
that there was something mn those divisions like the begin-
ning, the several courses, and the close of a human Iife,
And as, m all wellconducted lives, the hard work, and
roughing, and gaming of strength come first, the honour or
decoration i curtain intervals during theiwr course, but most
of all m therr close, so, 1in general, the base of a wall,
which 1s 1ts beginning of lubour, will bear least decoration,
its body more, cspecially those epochs of rest called ats
string courses , but 1ts crown or cornice most of all  Still,
mn some buildings, all these are decorated richly, though the
last most , and 1 others, whan the base 15 well protected
and yet conspircuous, 1t may probably recene even more
decoration than other parts

§ 1 Now, the man things to be expressed mn a base are
its levelness and cvanness  We cannot do better than
construct the several members of the hase, as developed m
Ing II, p 50, cach of a differently colowed marble, so as
to produce marhed level bars of colour all along the found-
atton Ty 15 exquisitely done n all the Itahan elaborate
wall bases | that of St Anastasia at Verona 15 one of the most
perfect euasting, for play of colour. that of Giotto’s campamle
15 on the whole the most beautifully fimshed  Then, on the
vertical portions, @, &, ¢, we may put what patterns m mosaic
we please, so that they be not too nich, but 1f we choose
1ather to have sculpture (or st have 1t for want of stones
to mnlay), then observe that all sculpture on bases must be
m panels, or 1t will soon be worn away, and that a plam
panclling 15 often good without any other ornament The
member 4, which 1n St, Mark’s 1s subordinate, and ¢, which
15 eapanded mto a scat, are both of them dccorated with
simple but exquisitely-fimished panelling, i red and white or
green and wiite marble, and the member ¢ 15 1 bases of
this kind very valuable, as an expression of a firm beginning
of the substance of the wall itself  This member has been
of no service to us hitherto, and was unnoticed m the
chapters on construction, but 1t was expressed mn the figure
of the wall base, on account of 1its great value when the
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foundation 1s of stonec and the wall of brick (coated or not)
In such cases 1t 1s always better to add the course ¢, above
the slope of the base, than abruptly to begin the common
masonry of the wall

§ 1 It 15, howevey, with the member 4, or Xb, that we
arec most seriously concemed  for this bemng the essential
leatuie of all bases, and the true preparation for the wall
or shaft, 1t s most necessary that here, 1t anywhere, we
should have full expression of levelness and precision, and
tarther, that, 1t possible, the eye should not be suffered to
rest on the pomts of junction of the stones, which would
give an cffect of mstabahty  Both these objects  are
accomplished by attracting the eye to two 1olls, separated
by a deep hollow, m the member & itself  The bold projec-
tons of their mouldings ¢ntirely prevent the attention from
being drawn to the jonts of the masonry, and besides form
a stmple but beautifully connected group of bars of shadow,
which ewpress, i their perfect parallelsm, the absolute
levelness of the foundation

§1v I nced hardly gne any petspectne drawing of an
arrangement which must be perfectly famihar to the reader,
as occring under nearly every eolumn of the too numerous
classical buildings all over Europe  But I may name the
base of the Bank of England as furnishig a very simple
mnstance of the group, with a square nstead of a rounded
hollow, hoth forming the base of the wall, and gathenng mto
that of the shafts as they occur, while the bases ot the
pillars of the facade of the Butish Museum are as good
examples as the reader can study on a larger scale

§v I belivve this group of mouldings was first 1mvented
by the Greeks, and 1t has never been matenally improved,
as far as 1ts peculiar purpose 15 concerned , ! the classical
attempts at 1ts vanation bemg the ughest one, the using a
single roll of larger size, as may be seen m the Duke of
York’s column, which therefore looks as if it stood on a

1 Another most 1mporlant reason for the pecubar sufiiciency and
value of this base, especially as opposed to the bulging forms of the
single or double roll, without the cavetto, has been suggested by the
wnter of the Essay on the .Esthetics of Gothic Architecture in the
Bntish Quarterly for August, 1849 —*“The Attic base secedes at the
pont where, 1f 1t suffered from superincumbent weight, it would bulge
out.”
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large sausage, (the Monument has the same base, but more
conccaled by pedestal decoration). another, the using two
rolls without the intermediate cavetto,—a conditton hardly
less awkward, and which may be studied to advantage m
the wall and shaft-bases of the Athenceum Club-house  and
another, the mtroduction of what are called fillcts between
the rolls, as may be seen 1n the pillars of Hanover Chapel,
Regent Street, which look, in consequence, as if they were
standing upon a pilc of pewter collection-plates  But the
only successful changes have been medieval, and therr
nature will be at once understood Dy a glance at the
varietics given on the opposite page It wall be well first
to give the builldings i winuch they oceur, m order

1 Santa Losca, Toicello 1 14 Ca’ Giustimam Venice
Noith transept, 5t Maik s, 15 Byzanuine fragment, Venice
Venice St Mark’s, upper  colon-

3 Nave, Torcello | nade
4 Nave, Torcello ! 17 Ducal Palace, Vemce (wn-
5 South transept, St Matks | dows)
6 Noithern  puitico upper ) 18 Ca’ Falwr, Venice
shafts, St Mark's | 19 St Zeno, Verona
7 Another of the same group ' 20 San Stefano, Venice
8 Cotile of St Ambiogio, ! 21 Ducal Palace, Vemce (win-
Milan dows)
9 Nave shafts, St Michele, , 22 Nave, Sahisbuy
Pavia 23 Santa Fosca, Toiccllo

10 Cutaide  wall  Dbas, St 23 Nave, Lyons ( athedral
Marh’s, Venice 25 Notre Dame, Dijon

11 1ondaco de’ Twchi, Vimice 26 Nave, Bourges Cathedral
12 Nawe Vienng, France 27 Nave, Mortamn (Normandy)
13 londaco d¢* Twichy, Vemee | 28 Nave, Rouen Cathedhal,

§vi Lighteen out of the twenty-cight vareties are
Venetian, bung bases to which I shall have need of future
reference  but the mterspersed examples, 8, g, 12, and 19,
fiom Milan, Pavia, Vicnne (France), and Verona, show the
exacthy correspondent conditions of the Romancsque base
at the purod, throughout the centre of Europe  The last
five enamples show the changes effected by the French
Gotlue wichitects  the Salisbury base (22) I have only
mtroduced to show 1ts dulness and vulganty beside them ;
and 23, from Torcello, for a special reason, mn that place

§ vir The reader will observe that the two bases, 8 and
9, from the two most important Lombardic churches of
Italy, St Ambrogio of Milan and St Michele of Pavia,
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mark the character of the barbarnic base founded on pure
Roman models, sometimes approaimating to such models
very closely . and the varneties 10, 11, 13, 16 ar¢ Byzantine
types, also tounded on Roman models But m the bases
1 to 7 indusine, and, stull more characteristically, m 23
below, there 15 evidently an onigmal cdement, o tendency to
use the fillct and hollow mstead of the roll, which 15
eminently Gothic, which m the base 3 reminds one even
of Flamboyant conditions, and 15 excessively remarkable as
occurring m Italian work ccrtanly not later than the tenth
century, taking cien the date of the last icbhuilding of the
Duomo of Torcello, though I am strongly mchined to
consider these bases portions of the ongmal church  And
I have therefore put the base 23 among the Gothic
group to which 1t has so strong relationship, though, on
the last supposition, five centuiies older than the earliest ot
the five termimal examples  and 1t 15 still more remarkable
because 1t reverses the usual treatment of the lower roll,
which 15 1n geneial a tolerably accurate test of the age of
a base, mn the degiece of 1ts projection, Thus, m the
examples 2 3. 4 5 9 IO, 12, the lower roll 1s hardly
rounded at all, and diametucally opposed to the late
Gothic conditions, 24 to 28, n which it adyances gradually,
like a wave preparng to break, and at last 15 actually seen
curhng over with the long-backed rush ot surf upon the
shore  Yet the Torcello base resembles these Gothic ones
both m expansion bencath and m depth of cavetto above.

§ viim There can be no question ot the incffable superiority
of these Gothic bases. m grace of profil,, 1o any ever
invented by the ancients But they have all two great
faults They seem, m the first place to have been designed
without sutficient reference to the neeessity of their being
uwsually scen from above  then grace of profile cannot be
estimated when 50 seen, and their excessive expansion grves
them an appearance of flatness and scparation from the
shaft, as 1f they had splashed out under its pressuie  1n the
second place, their cavetto 1s so deeply cut that it has
the appearance of a black fissure between the members of
the base, and in the Lyons and Bourges shafts, 2.4 and 26,
it is impossible to conquer the 1dea suggested by 1t, that the
two stones above and below have been mtended to jomn
close, but that some pebbles have got in and kept them

VOL. L, 1
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from fitting, one 1s always expecting the pebbles to be
crushed, and the shaft to settle mto its place with a thunder-
clap.

§ 1x For these reasons, I said that the profile of the pure
classic basc had hardly been matenally improved , but the
varous conditions of 1t are beantiful or commonplace, m
proportion to the variety of proportion among their hines
and the delicacy of their curvatures, that 1s to say, the
expression of characters like those of the abstract hnes n
Plate VII

The five best profiles m Plate X arc 10, 17, 19, 20, 21,
10 15 pecubiarly beautiful in the opposition between the bold
projection of 1ts upper roll, and the dehicate leafy curvature
of its lower, and this and 2r may be taken as nearly
perfect types, the one of the steep, the other of the expan-
sive basic profiles The characters of all, however, are so
dependent upon their place and expression, that 1t 15 unfair
to judge them thus separately . and the preasion of curva-
ture 15 a matter of so small consequence m general effect,
that we need not here pursue the subject farther

§x. We have thus far, however, considercd only the

Imes  of  mouldng
Fiec LIX m the member Xb,
whether of wall or

3 shaft base But the

reader will remember

¢ that m our best shalt
base, m Ty XII

(p 70), certain props

or spurs were apphed

to the slope of Xb,

but now that Xb 1s

dnided mto these

delicate mouldings,

we cannot convemn-

ently apply the spur

to its 1rregular pro-

a file , we must be con-
tent to set 1t agamnst

the lower roll.  Let the upper edge of this lower roll be
the curved line here, a, 4, ¢, 4, Fig LIX, and ¢ the angle
of the square phinth projecting beneath it. Then the spur,
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applied as we saw m Chap VII, will be of some such
form as the trnangle ¢ e 4, g LIX

§x1 Now 1t has just been stated that it 15 of small
importance whether the abstract hnes of the profile of a
basc mouldmg be fine or not, becausc we rarely stoop
down to look at them But this triangular spur 1s nearly
always seen from above, and the eye 1s drawn to 1t as one
of the most 1mportant features of the whole base, thercfore
1t 1s a pownt of immediate necessity to substitute for 1ts harsh
right lines (¢ &, ¢ ¢) some curve of noble abstract character

§ x11 I mentioned, in speaking of the line of the salvia
leaf at p 199, that I had marked off the portion of 1t, x 3,

Fic LX

because I thought 1t hikely to be generally useful to us
afterwards, and I promised the rcader that as he had built,
so he should decorate his edifice at his own free will  If,
therefore, he likes the above triangular spur, ¢ 4 ¢, by all
means let him keep 1t, but if he be on the whole dis-
satisfied with 1t, I may be permutted, perhaps, to advise
him to set to work like a tapestry bee, to cut off the hittle
bit of ine of salvia leaf x », and try how he can best substi-
tute 1t for the awkward lines ¢ &, ¢ ¢  He may try 1t any
way that he hkes, but if he puts the salvia cunature
inside the present lines, he will find the spur looks weak,
and I think he will determinc at last on placing 1t as I have
done at ¢ 4, ¢ ¢, Fig LX (If the rcader will be at the
pains to transfer the salvia leaf hne with tracing paper. he
will find 1t accurately used 1n this figure) Then I merely
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from fittmg, one 1s always expecting the pebbles to be
crushed, and the shaft to settle into 1ts place with a thunder-
clap
§ 1x. For these reasons, I said that the profile of the pure
classic base had hardly been materially improved , but the
various conditions of 1t are beauttful or commonplace, m
proportion to the varety of proportion among their lines
and the delicacy of their curvatures, that 15 to say, the
expression of characters hke those of the abstract lines in
Plate VII
The five best profiles m Plate X are 10, 17, 19, 20, 21,
o 15 pecuharly beautiful in the opposition between the bold
projection of 1ts upper roll, and the delicate leafy canvature
of its lower, and this and 21 may be taken as nearly
perfect types, the one of the steep, the other of the ¢xpan-
sive basic profiles The characters of all, however, are so
dependent upon therr place and expression, that 1t 1 unfaw
to judge them thus separately , and the precision of curva-
ture 15 a matter of so small consequence m gencral effect,
that we need not here pursuc the subject farther
§x We have thus far, however, considered only the
lines  of moulding
Fie LIX m the member Xb,
¢ whether of wall or
7 shaft basc  But the
reader will remember
e that i our best shaft
base, m Tig XII
{p 70), certamn props
or spurs were applied
to the slope of Xb,
but now that Xb 1s
diided into these
delicate mouldings,
we cannot convenl-
ently apply the spur
to 1its 1rregular pro-
a file ; we must be con-
tent to set it aganst
the lower roll.  Let the upper edge of this lower roll be
the curved line here, 4, d, ¢, 4, Fig LIX, and ¢ the angle
of the square plnth projecting beneath it. Then the spur,
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applied as we saw 1 Chap VII, will be of some such
form as the trangle ¢ e &, g LIX

§x1 Now 1t has just been stated that it 15 of small
mmportance whether the abstract hnes of the profile of a
base moulding be fine o1 not, because we rarely stoop
down to look at them  But this triangular spur 1s ncarly
always seen from above, and the eye 1s drawn to it as one
of the most important features of the whole base , therefore
1t 15 a pomt of immediate necessity to substitute for its harsh
night hines (¢ 4, ¢ ¢) some curve of noble abstract character

§ x11 I mentioned, m speaking of the line of the salvia
leaf at p 199, that I had marked off the portion of 1t, x 3,

Fic LX

because I thought 1t likely to be generally useful to us
afterwards, and I promised the rcader that as he had buult,
so he should decorate his edifice at his own free will  If,
therefore, he likes the above triangular spur, ¢ 4 ¢, by all
means let him keep 1t, but if he be on the whole dis-
satisfied with it, I may be permitted, perhaps, to advise
him to set to work hike a tapestry bee, to cut off the little
bit of line of salvia leaf x y, and try how he can best substi-
tute 1t for the awkward lines ¢ 4, ¢ ¢ He may trv 1t any
way that he likes, but if he puts the salvia cunature
mside the present lines, he will find the spur looks weak,
and I think he will determime at last on placing 1t as I have
done at ¢ 4, ¢ ¢, Fig LX (If the reader will be at the
pans to transfer the salvia leaf line with tracing paper he
will find 1t accurately used in this figure) Then I merely
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add an outer circular line to represent the outer swell of
the roll aganst which the spur 1s set, and I put another
such spur to the opposite corner of the square, and we
have the halt base, Fig LX, which 1s a general type of the
best Gothic bases m existence, beng very nearly that of the
upper shafts of the Ducal Palace of Venice  In those shafts
the quadrant @ &, or the upper edge of the lower roll, 1s 2
feet 13 inches round, and the base of the spu, 4 ¢, 15 10
mches, the hne & ¢ bemg therefore to e & as 10 to 258
In Fig LX 1t 15 as 10 to 24, the mecasurcment bemng
easter and the type somewhat more generally representative
of the best, z ¢ broadest, spurs of Itallan Gothic

§ xur Now, the reader 15 to remember, there 1s nothing
magical i salvia leaves  the lme I take from them happened
merely to fall conveniently on the page, and nnght as well
have been taken from anything else, 1t 15 simply 1ts
character of gradated curvature which fits 1t for our use
On Plate XI, opposite, I have given plans of the spurs
and quadrants of twelve Italian and three Northern bases,
these latter, (13) from Bourges, (14) from Lyons, (15)
from Rouen, arc ginen merely to show the Northem
disposition to break up boundmg lines, and lose breadth m
picturesqueness  These Northern bases look the prettiest
m this plate, because this varation of the outline 15 nearly
all the ornament they have, being cut very 1udcly, but the
Itallan bases above them are mercly prepared by their
simple outlines for far richer decoration at the next step,
as we shall see presently The Northern bases are to be
noted also for another grand error the projection of the
roll beyond the square plinth, of which the corner 15 seen,
m various degrees of advancement, in the three examples.
13 15 the base whose profile 1s No 26 1n Plate X , 1415 24
in the same plate, and 15 15 28

§ x1v The Itablan bases are the following, all, except 7
and 1o, being Venetian 1 and 2, upper colonnade, St.
Mark’s, 3, Ca’ Falier, 4, lower colonnade, and 3, transept,
St Mark’, 6, from the church of St. John and Paul, 7,
from the tomb near St Anastasia, Verona, described above
(p 127) 8 and g, Fondaco de’ Turchi, Venice, 10, tomb
of Can Mastino della Scala, Verona, 11, San Stefano,
Venwce, 12, Ducal Palace, Venice, upper colonnade.
The Nos 3, 8, 9, 11 are the bases whose profiles are
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respectively Nos 18, 11, 13, and 20 i Plate X The flat
surfaces of the basic plinths are here shaded, and mn the
lower corner of the square occupied by each quadrant 1s
put, also shadcd. the central profile of cach spur, from 1ts
root at the roll of the basc to s pomt, those of Nos 1
and 2 bung conjectural, for ther spurs were so rude and
ugly, that I took no note of thar profiles but they would
probably be as here given  As these bascs, though here,
for the sake of comparison, reduced withmn squares of equal
size, m reality belong to shafts of very different size, 9
being some six or seven inches m drameter, and 6, three
or four feet, the proportionate size of the roll varies
accordingly, bemg largest, as m g, where the base 1s
smallest and i 6 and 12 the leaf profile 15 given on
a larger scale than the plan, or its character could not have
been exhibited

§ xv Now, 1n all these spurs, the 1eader will observe that
the mnarrowest arc for the most part the earliest No 2,
from the upper colonnade of St Mark’s, 15 the only instance
I ever saw of the double spur, as transitive between the
square and octagon plinth, the truncated form, 1, 15 also
rare, and very ugly  Nos 3, 4, 5 7, and 9 are the general
conditions of the Bysantine spur, & 15 a very rare form of
plan mn Byzantine work, but proved to be so by 1ts rude
level profile, while 4, on the contrary, Byzantine i plan,
15 emmently Gothic in the profile ¢ to 1z are from
formed Gothic builldings, equally refined n their profile
and plan

§ xvi The character of the profile 15 indced much altered
by the acudental nature of the surface decoration ; but the
mmportance of the broad difference between the raised and
flat profile will be felt on glanung at the examples 1 to 6 1n
Plate XII. The three upper examples are the Romanesque
types, which occur as parallels with the Byzantine types, 1
to 3 of Plate XI Therr plans would be nearly the same,
but mnstead of resembling flat leaves, they arc hiterally spurs,
or claws, as high as they are broad, and the third, from
St Michele of Pavia, appears to be intended to have 1ts
resemblance to a claw enforced by the transverse fillet
1 is from St Ambrogio, Milan, 2 from Vienne, France
The 4th type, Plate XII, almost like the eatrenuty of a
man’s foot, 1s a Byzantine form (perhaps worn on the edges),
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from the nave of St Mark’s; and the two next show the
unity of the two principles, forming the perfect Italian Gothic
types,—3, from thc tomb of Can Signoro della Scala,
Verona, 6, fiom San Stefano, Venice (the base 11 of Plate
XI m perspectine)  The two other bascs, 10 and 12 of
Plate XI, aic conditions of the same kind, showimng the
varieties of nise and fall m exquisite modulauon, the 1oth,
a type more frequent at Verona than Venice, m which the
spur profile overlaps the roll, mstead of rising out of 1t, and
secms to hold 1t down, as if 1t were a ring held by sockets,
This 15 a character found both m carly and late work, a
kind of band, or fillet, appears to hold, and even compress,
the centre of the roll in the base of one of the cript shafts of
St Peter’s, Oxford, which has alvo spurs at its angles, and
long bands flow over the base of the angle shaft of the Ducal
Palace of Venice, next the Porta della Carta

§ xvir When the mamn contours of the basc arc once
determined, 1ts decoratton 15 as easy as 1t 1s infimte I
have merely grnen, m Plate X1II, threc examples to which
I shall need to refer, hereafter No g 1savery caly and
curious one, the decoration of the base 6 m Plate XIT,
representing a leaf turned over and flattened down. or,
rather, the 1dea of the turned leaf, worked as well as could
be managed on the flat contour of the spur. Then 1015
the perfect, but simplest possible development of the same
1dea, from the earlicst bases of the upper colonnade of the
Ducal Palace, that 15 to say, the bases of the sea fagade;
and 7 and 8 arc 1its lateral profile and transyerse section
Fmally, 11 and 12 are two of the spurs of the later shafts
of the same colonnade on the Praszetta side (No 12 of Plate
XI) No 11 occurs on onc of these shafts only, and 15
singularly beautiful I suspect 1t to be carlier than the
other, which 15 the characteristic base of the rest of the
series, and already shows the loose, sensual, ungoverned
character of fifteenth century ornament n the dissoluteness
of 1ts rolling

§ xvur I merely give these as examples rcady to my
hand, and necessary for future reference, not as in anywise
representative of the vanety of the Italian treatment of the
gencral contour, far less of the endless caprices of the North.
The most beautiful base I ever saw, on the whole, 1s a
Byzantinc one 1n the Baptistery of St. Mark’s, m which the
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spur profile approvimates to that of No 1o m Plate XL
but 1t 15 formed by a cherub, who sweeps downwards on the
wmg His two wings, as they half close, form the upper
part of the spur, and the nise of it 1 the front 15 formed by
exactly the action of Ahchmo, swoopmg on the pitch lake,
“quer diizzo, volando, suso 1l petto ”  But it requires noble
management to confine such a fancy within such lints,
The greater number of the best bases are formed of leaves
and the reader may amuse himself as he will by endless
mventions of them, from types which he may gather among
the weeds at the nearest roadside  The value of the veget-
able form 15 especially hetre, as above noted, Chap XX,
§ XXXII, 1ts capability of umty with the mass of the base,
and of being suggested by few lines, none but the Northern
Gothte architects are able to mtroduce entire amimal forms
m this position with perfeet success  There 15 a beautiful
mstance at the north door of the west front of Rouen;
a lizard pausing and cwling himself round a little in the
angle , one cypects him the next mstant to lash round the
shaft and vanish  and we may with advantage compare this
base with those of the Renarssance Scuola di San Roccol
at Venice, mn which the architect, imitating the medieval
bases, which he did not understand, has put an elephant,
four inches high, m the same position

§ xix I have not in this chapter spoken at all of the
profiles which are given in Noithern architecture to the
projections of the lower members of the base, # and ¢ 1n
Fig II, nor of the methods m which both these, and the
rolls of the mouldings m Plate X, are decorated, especially
in Roman architecture, with superadded chamwork or chas-
mg of various patterns  Of the first I have not spoken,
because I shall have no occasion to allude to them in the
following essay , nor of the second, because I consider them
barbarisms. Decorated rolls and decorated ogee profiles,
such, for mstance, as the base of the Arc de 'Etoile, at Paris,
are among the richest and farthest refinements of decorative
apphances ; and they ought always to be reserved for jambs,
cornices, and archivolts 1f you begin with them in the base,

1T have put in Appendin 24, “Renassance Bases,” my memoran-
dum wntten respecting this building on the spot  But the rcader had
hetter delay referring to 1t, until we have completed our examnation
of ornaments i shalfts and capitals
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you have no power of refining your decoration as you ascend,
and, which 15 still worse, you put your most deliate work
on the Jutting portions of the foundation,—the very portions
which are most exposed to abrasion The best expression
of a base 15 that of stern enduranc(,—the look of bung able
to bear roughing , or, 1f the whole bwlding 15 so dehicate
that no onc can be eapected to treat wven 1ts base with
unhmndness,! then at least the expression ot quict, prefatory
sunphaty  The angle spur may recanve such decoration as
we have seen, because 1t 15 one of the most mmportant
features m the whole building and the eve 15 always so
attracted to 1t that 1t cannot be m rich architecture left
altogether blank, the eye 15 staved upon 1t by 1ts position,
but ghdes, and ought to ghde, along the basic rolls to take
measurement of their length  and oven with all this added
fitness, the ornament of the basic spur 15 best, 1 the long
run, when 1t 1 boldest and simplest  The base above
described, § nv i1, as the most beautiful T ever <aw, was not
for that reason the best I ever saw  beautitul m ats place,
i a quiet corner of a Baptistery shected with jasper and
alabaster, 1t would have beun uvtterhy wrong, nay, cven
offensnve, 1f used m sterner work, or 1epeated along u whole
colonnade  The base No 10 of Platc XIT 15 the nchest
with which T was ever perfectly sotisficd for general servicee,
and the basic spurs of the bullding which I have named
as the best Gothic monument m the world (p 126), have
no ornament upon them whatever  The adaptation, there-
fore of nch cornice and roll mouldings to the level and
ordinary lines of bases, whethear of walls or shaits, T hold to
be onec of the worst barbarisms which the Roman and
Renaissance arcntects ever committed , and that nothing
<an afterwards rediem the effenimacy and vulganty of the
buildings 1n which 1t prommenthy takes place

§xx I have also passed over, without present notice,
the fantastic bases formed by couchant ammals, which
sustain many Lombardic shafts, The pillars they support
have mdependent bases of the ordinary kind, and the
anmmmal form bencath 15 less to be considered as a true
base (though often exquisitely combined with 1t, as in the
shaft on the south-west angle of the cathedral of Genoa)

1 Appendns 25 ¢ Romanist Decoration of Bases
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than as a piece of sculpture, otherwise necessary to the
nobihty of the building, and dernving 1ts value from 1ts specal
positive fulfilment of capressional puiposes, with which we
have here no concern  .\s the embodiment of a wild super-
stition, and the represcntation of supernatural powers, their
appeal to the imagmation sets at utter deflance all judg-
ment based on ordmnary canons of law, and the magmfi-
cence of their treatment atones, m ncarly c¢iery case, for
the extravagance of thewr conception I should not admit
this appeal to the imagmation, 1 1t had been made by a
nation 1 whom the powers of body ard mmd had been
languid, but by the Lombard, strong in all the realitics of
human bfe, we need not fear beng led astray  the visions
of a dntempered fancy are not mdeed permitted to re-
place the truth, or sct aside the laws of science  but the
mmagination which 15 thoroughly under the command of the
mtelligent will,l has a dominion indiscermible by suence,
and ilbmitable by law, and we may acknowledge the
authonity of the Lombardic gryphons mn the mere splen-
dour of therr presence, without thinking 1dolatry an excuse
for mechanical misconstruction, or drcading to be called
upon, 1 other cases, to admure a systemless architecture,
because 1t may happen to have sprung from an irrational
religion

CHAPTER XXVI
THE WALL VEIL AND SHAFT

§ 1. No subject has been more open ground of disputeamong
architects than the decoration of the wall veil, because no
decoration appeared naturally to grow out of 1ts construction .
nor could any curvatures be given to 1its surface large cnough
to produce much impression on the eye It has bucome,
therefore, a kind of general field for experiments of various
effects of surface ornament, or has been altogether abandoned
to the mosaicist and fresco pamnter. But we may perhaps

1Tn all the wildness of the Lombardic fancy (described 1n Appundin
8), this command of the will over its action 1s as distinct as 1t 1s

stern. ‘The fancy 15, 1n the early work of the nation, visibly diseased 5
but never the will, nor the reason
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conclude, from what was advanced m the Fifth Chapter,
that there 15 onc kind of decoratton which will, mndeed,
naturally follow on its construction Tor 1t 15 perfectly
natural that the different kinds of stone used 1n 1ts succes-
sive coutses should be of diffcrent colours, and there are
many assoctations and analogles which  metaphysically
justity the mtroduction of honzontal bands ot colour, or of
hght and shade  They are, mn the first place, a kind of
expression of the growth or age of the wall, ke the rings
m the wood of a tiee, then they are a farther symbol of
the alternation of light and darkness, which was above noted
as the source of the charm of many mfenor mouldings
agam, they are valuable as an expression of horizontal space
to the imagmation, space of which the conception 15 opposed,
and gnes more effect by 1ts opposition, to the enclosing
power of the wall atself, (this T spoke of as probably the
great charm of these horizontal bars to the Arablan mind).
and again they arc valuable m therr suggestion of the
natural courses of 1ocks, and beds of the carth itself  And
to all these powcrful mmagimatine reasons we have to add
the merely ocular ¢charm of mterhineal opposition of colour,
a charm so great, that all the best colounsts, without a
simgle eneeption, depend upon 1t for the most piquant of
their pictorial effects, some vigorous mass of alternate stripes
or bars of colour bemg made central m all their richest
arrangements  The whole system of Tintoret’s great picture
of the Miracle of St Mark 15 posed on the bars of blue,
which cross the white turban of the executioner

$u There are, thercfore, no ornaments more deeply
suggestive m thar simplicaty than these alternate bars of
horizontal colours; nor do T know any buwldings more
noble than those of the 1isan Romanesque, m which they
are habitually ¢mployed, and certanly none so graceful,
so attractive, so enduringly delightful in their nobleness.
VYet, of this pure and graceful ornamentation, Professor
Willis says, “a practice more destructive of architectural
grandeur can hardly be concened ” and modern architects
hasc substituted for 1t the mngemous ornament of which the
reader has had one specimen above, Fig III p 55, and
with which half the large builldings mn London are dis-
figured, or else traversed by mere straight hnes, as, for
mnstance, the back of the Bank The hnes on the Bank,






NOILY 107 I ITIV LIV w
anbsauLwon] ITIN TIVTL 2DUBLSTLUN




The \Wall Vel and Shaft 263

may, perhaps, be considered typical of accounts. but in
general the walls, if left destitute of them, would have been
as much faircr than the walls charged with them, as a sheet
of white paper 15 than the leaf of a ledger  But that the
reader may have free liberty of judgment m this matter, 1
place two cxamples of the old and the Renarssance orna-
ment side by side on the opposite page  That on the night
1s Romanesque, from St. Pietro of Pistoja, that on the left,
modern English, from the Arthur Club-house, St James'’s
Street

sur But why, 1t will be asked, should the lines which
mark the dnision of the stones be wiong when they
arc chisclled, and right when they are maiked by colour?
Tarst, because the colour scparation 15 4 natutal one  You
butld with different kinds of stone, of which, probably, one
15 more costly than another, which latter, as you cannot
construct your building of it entircly, you arrange i con-
spicuous bars  But the chisclhing of the stones 15 a wilful
throwing anway of ume and labour m defacing the building
1t costs much to hew one of those monstrous blocks mto
shape , and, when 1t 15 done, the bullding 15 zeeaer than 1t
was before, by just as much stone as has been cut away from
its jomts  And, secondh, because, as I have repeatedls
urged, strasht lines arc ugly things as Zxzes, but admirable
as limits of coloured spaces, and the jomts of the stones,
which are panful 1 proportion to their regularity, 1if drawn
as lincs, arc peifectly agreeable when marked by vanations
of hue

§1v What 15 true of the divistons of stone by chiselling,
15 equally true of divisions of bricks by pomting  Nor, of
course, 15 the mere hotizontal bar the only arrangement m
which the colours of brichkwork or masonry can be gracefully
disposed It 15 rather one which can only be employed
with advantage when the courses of stone are deep and bold
When the masonry 1s small, 1t 15 better to throw 1ts « olours
nto chéi aered patterns  We shall have several interesting
exa.mplé:%l to study in Venice besides the well-known one of
the Ducal Palace The town of Moulns, m France, 15
one of the most remarkable on this side the Alps for ats
chequered patterns m bricks  The church of Chrnistchuich,
Streatham, lately buwilt, though spoiled by many grievous
errors, (the wron work m the campanile beng the grossest),

VoL, 1.
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yet affords the inhabitants of the district a means of obtaming
some 1dea of the variety of effects which are possible with no
other material than brick

§ v Wehave yet to notice another effort of the Renassance
architects to adorn the blank spaces of their walls by what
1s called Rustication  There 15 sometimes an obscure trace
of the remains of the mtation of something organic n this
kind of work Insome of the better French eighteenth-century
buildings 1t has a distinctly floral character, hke a final degra-
dation of Flamboyant leafage, and some of our modern
English architects appear to have taken the decaved teeth of
elephants for their type, but, for the most part, 1t resembles
nothimg so much as worm-casts . nor these with uny precision
If 1t did. it would not bring 1t within the <phae of om
properly mmitativ¢ ornamentation I thought it unnccessary
to warn the 1cader that he was not to copy forms of refuse
or corruption , and that, while he might legitimatcly take the
worm or the teptile for a subject of mntation, he was not to
study the worm-cast or coprohte

§v1 It 1s, however, I believe, sometimes supposed that
rustication gives an appearance of sohdity to toundation
stones  Not s0, at least to any one who knows the look of
a hard stone  You may, by rustication, make youwr good
marble or granite look lke wet slime, honcycombed by
sand-eels, or hike half-baked tufo covered with slow csudation
of stalactite, or like rotten claystone coated with concretions
of its own mud, but not like the stones of which the hard
world 1s built Do not think that Nature rusticates her found-
ations  Smooth shects of rock, ghstenimg like sea waves, and
that rimg under the hammer lihe a brazen bell,—that 15 her
preparation for first stories  She docs rusticate sometimes
crumbly sandstones, with thar npple-marks filled with red
mud, dusty limestones, which the rams wash mto labyrin-
thine cavities, spongy lavas, which the volcano blast drags
hither and thither into ropy coils and bubbling hollows ,—
these she rusticates, indeed, when she wants to make oyster-
shells and magnesia of them, but not when she needs to lay
foundations with them  Then she seeks the polished surface
and 1ron heart, not rough looks and ncohcerent substance

§vit Of the richer modes of wall decoration 1t 15 1m-
possible to mstitute any general comparison, they are quite
mnfinite, from mere nlaid geometrical figures up Lo incrusta-
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tions of elaborate basaelicf  The architect has perhaps more
hicence m them, and more power of producng good effect
with rude desygn than m any other teatures of the buillding
the chequet and hatchet work of the Normans and the rude
bas-rchicts of the Tombards bemg almost as satsfactory as
the delicate panellmg and mosaic of the Duomo of Florence
But this 1s to be noted of ull good wall ornament, that 1t retams
the expression of firm and massive substance, and of broad
surface, and that architecture instantly dechined when hinear
design was substituted for massive, and the sense of weight
of wall was lost m a wilderncss of upright or undulating rods.
Of the nichest and most dehicate wall vell decoration by
mlaud work, as practned mn Italy from the twelfth to the
fifteenth century, I have given the reader two characteristic
examples m Plates XX and XXT

§ viir There are, however, three spaces m which the
wall veill, pecuharly
limited m shape, was Tic LXI
always felt to he
fitted for surface
decoration of the
most claboratc ki,
and m these spaces
arc found the most a
majestic motances of 6 c
its treatment, cven
to late puriods  One of these 1s the spandrl space, or
the filling between anv two arches, commonly of the shape
a, Fig LXI the hall of which, or the flank fillmg of any
arch, 15 called a spandril  In Chapter XVII, on Filling of
Apertures, the reader will find another of these spaces noted,
called the tympanum and commonly of the form 4, Fig
LXY and finallv, m Chapter AVIII, he will find the third
space described, that between an arch and its protecting gable,
approaimating gencrally to the form ¢, Fig LXI.

§ 1x The mcthods of treating these spaces might alone
furnish subject for three very nteresting essays, but I shall
only note the most essential ponts respecting them

(1) The Spandnl It was observed in Chapter XII, that
this portion of the arch load might frequently be hghtened
with great advantage by piercing it with a circle, or with a
group of circles, and the roof of the Euston Square railroad
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station was adduced as an example Onc of the spandrl
decorations of Baveun Cathedral 15 2iven m the “ Scven
Lamps,” Plate VII fiz 4 It s little more than one of
these Euston Square spandrils, with 1ts ardes fohated

Sometinics the arde 15 entncy pretced, at other times 1t
1s merely su..csted by a mosaic or hoht tracery on the wall
surface, as in the plate opposite, which 1s onc of the spandnls
of the Ducal Palacc at Venice It was cvidenthy ntended
that all the spandrils of this bullding should be ducorated in
this manncr, but only two of thum seum to have been
completed !

§ x The other modes of spandil filhing mav be broadly
reduced to four heads 1 1ree figure sculptuie, as m the
Chapter housc of Salisbury, and very supuabhy dong the west
front of Bourgcs, the best Gothic spandils I know 2z Radr-
ated foliage, more or less refetred to the centie, ot to the
bottom of the spandril for its origim  single igures with ex
panded wings often answering the same purpose 3 Iicfols
and 4, ordmary wall dccoration contimued mto the spandnl
space, as i Platc AIIT, above from St Pictro at Pistoa,
and m Westminster \bbey  The Renatssince architects
mtroduced spandnl fillings composed of colossal human
figures reclming on the «ides of the uch m precanous
lassitude but these cannot come undet the heed of wall val
decoration

§x1 (2) The Tympanum It was noted that, mn Gothic
architecture, this 15 for the most part a detached slab of stone,
having no constructional rclation to the rest of the bulding
The plan of 1ts sculpture 1s therefore quite arbitrary , and, as
1t 15 generally mn a conspicuous position, near the cye, and
above the entrance, 1t 15 almost alwavs charged with a sernes
of nich figure sculptures, solemn in fecling and consccutive
m subject It occupies i Christian sacred cdifices very
ncarly the position of the pediment 1n Greek sculpture  This
latter 15 1tself a hind of tympanum, and charged with sculpture
m the same manncr

§x11 {3) The Gable The same principles apply to it
which have been noted respecting the spandril, with one more
of somc 1mportance  The chief difficulty 1 treating a gable
hies m the excessive sharpness of its upper pomnt It may,

1 Vide end of \ppendin 20.
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indeed, on 1ts outside apes, recenve a fimal, but the meeting
of the mside hnes of its tetmmal mouldings 15 necessarily
both haish and conspicuous, unless artificially concealed
The most beautitul victory T have wver seen obtained over
this difficulty was by placng o sharp shield. #ts point, as
usual, downwards, at the apey of the gable, which exactly
reversed the oftensive lnes, yet without actually breaking
them, the gable bemg completed behmd the shield  The
same thing 15 done mn the Northern and Southern Gothic .
1 the porches of AAbbeville and the tombs of Verona

§ xr I believe there 15 hittle else to be noted of general
laws of ornament respecting the wall vell  We have next to
consider 1ts concentration mn the shaft

Now the prmapal beauty of a shaft 15 1ts perfeet proportion
to its work,—1ts enact expression of necessary strength  If
this has been truly attamed, it will hadly need, m some cases
hardly bear, morc decoration than 1s gnen to it by its own
rounding and taper curvatures, for 1f we cut ornaments in
mtagho on its surfuce, we wedken 1t 1l we leave them m
relief, we overchage it, and the sweep ot the hine from 1ts
base to 1ts summut, though deduced i Chapter VIIL, from
necessitics of constraction, 15 alrcady one of gradated curva-
ture, and of high decoratnve value

§xn It however, carefully to be noted, that decorations
are admissible on colossal and on dimmutine shafts, which
are wrong upon those of middle size  For, when the shaft 1s
enormous, 1ncisions or sculpture on 1ts sides (unless colossal
also), do not materially mtorfere with the sweep of its curve,
nor dimnish the cfficieney of 1ts sustaining mass  And if 1t
be diminutive, 1ts sustaining function 1s comparatively of so
small importance, the mjurious results of fulure so much less,
and the relative strength and cohesion of 1ts mass so much
greater, that 1t may be suffered in extravagancies of ornament
or outline which would be unendurable in a shaft of middle
size, and 1mpossible 1 one of colossal Thus, the shafts
drawn 1 Plate XIII, of the “Seven Lamps,” though given
as examples of exatravagance, arc yet pleasing m the general
effect of the arcade they support, being each some six or
seven feet high But they would have been monstrous, as
well as unsafe, 1f thcy had been sixty or seventy

§ xv Therefore, to determine the general rule for shaft
decoration, we must ascertain the proportions representative
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of the mean Lulk of shafts, they might casily be calculated
from a sufficient number of examples, but 1t may perhaps be
assumed, for nur present general purpose, that the mean
standard would be of sume twenty fuet m haght by eght
or nine In circuniference  then this will be the size on which
decoration 1s mo-t difficult and dangerous  and shafts become
more and morc fit subjects for des oration, as they nisc farther
above or fall further bencath 1t unul verv <mall and very
vast shafts will both be found to look blank unless they
recerve somc chasmg or imagery , blank, whether they support
a charr or table on the one side, or sustan a village on the
ridge of an Lugptian architrave on the other

sxv1 Of the various omamantation of colos<al <hafts,
there are no (csamples o noble as the Luyptian , these the
reader can ~tudv m Mr Roberts work on Euvpt nearly as
well, T imagime as 1f he were bencath thar <hadow, one of
their chie{ mcrits as esamples of method, bany the perfect
deciston and simbility of their designs at the nercssary
distance contrast with these the inerustations of bas-relef
on the Trajan pillar, much mterfering with the smooth lines
of the shaft, and sc¢t themsddves untraceable 1t rot miyble

§ xvil. On shafts of mddle «ize, the only ornement which
has ever been accepted as night, 15 the Dorie flutine, which,
mdeed, gave the effect of a succession of uncqual hines of
shade, but lost much of the repose of the ¢yhindrieal grada-
tion The Cormthun fluting, which 15 a mean multiplication
and deepening of the Dorie, with a square m~tead of a sharp
nidge between each hollow, destroyed the scremity of the
shaft altogether, and 15 always ngid and mcagre  Both are,
mn fact, wrong i principle , they are an claborate weakening!
of the shaft exactly opposed (as above shown) to the ribbed
form, which 15 the result of a group of shafts bound togcther,
and which 15 especially beautiful when special service 1s given
to cach member

§xvur On shafts of mfenor size, every species of decora-
tion may be wisely lavished, and n any quantity, so only
that the form of the shaft be clearly visible This I hold
to be absolutcly essential, and that barbarism begins wherever
the sculpture 1s either so bossy, or so deeply cut, as to break
the contour of the shaft, or compromise 1ts solidity. Thus,

! Vide, however, their defence 1n the Essay above quoted, p 251
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in Plate XXI (Appendix 8), the nichly sculptured shaft of
the lower story has lost 1ts dignity and defimte function, and
become a shapeless mass, mjurious to the symmetry of the
bullding, thoush of some value as addmg to 1ts imagmative
and fantastic character  Had all the shafts been like 1t, the
fagade would have been entirely spoiled , the mlaid pattern,
on the conirary, which 15 used on the shortest shaft of the
upper stoty. adds to 1t precinusness without interfering with
1ts purpose, and 15 every way delightful, as aie all the inlaid
shaft ornaments of this noble church (another example of
them 15 given n Plate XIT of the “Seven Lamps”)  The
same rule would condemn the Caryatid,

which T entirely agree with Mr Fagusson  ypq 1x11.
m thimking (both for this and other reasons)
onc of the chief errots of the Greck schools,
and, morc decwisively sull, the Renarssance
mmventions of shaft ormament, almost too
absurd and too monstious to be seriously
noticed, which consist m leaving square
blocks between the (ylnder jomts, as m
the portio of No 1, Regent Street, and
many other buildings in London, or m
rusticating portions of the shafts, or wrappimg
flceces about them, as at the entrance of
Burlington House, n Piccadilly, or tying
drapery round thcm m knots, as in the new
buildings above noticed (Chap XX §vin),
at Paris  But, within the hmits thus de-
fined, there 15 no fcature capable of nicher
decoration than thc shaft, the most beautiful examples
of all T have ween, arc the slender pillars, encrusted with
arabesques, which flank the portals of the Baptistery and
Duomo at Pisa, and some others of the isan and Lucchese
churches, but the varnenes of sculpture and inlaving,
with which the small Romanesque shafts, whether Italan
or Northern, are adorned when they occupy important
positions, arc quite endless, and ncarly all admuirable
Mr Digby Wyatt has given a beautiful example of mlad
work so employed, from the clowsters of the Lateran, m
lis work on early mosaic, an cxample which umtes the
surface decoration of the shaft with the adoption of the spiral
contour, This latter 1s often all the decoratton which 1s
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needed, and nonc can be more beautiful, 1t has been spoken
agamst, ke many other good and lovely things, becanse 1t
has been too often used m extravagant degrees, like the well-
known twisting of the pillars n Raffaclle s “ Beautiful gate *
But that extravagant condition was a Renaissance barbarism

the old Romancsque bulders kept therr spirals shght and
puic, oftun, as mn the example fiom St Zeno, i Plate XVII

below, ginng only haif a turn from the base ot the shaft to
1ts head, and nearly always observing what I hold to be an
mperatnne law, that no twisted shalft shall be smgle, but com-
posed of at least two distinct members, twined with each
other I supposc they followed their own nght fuding
domng this, and had never studied natural shafts , but the type
they mught have followed was caught by onc of the few great
pamters who were not affected by the evil mfluence of the
fifteenth century, Benozzo Gorsoly who, n the hescocs of
the Ricard: Palace, among stems of trecs for the most part
as vertical as stone shafts, has suddenly mtroduced one of
the shape given m Fig LXII  Many forest trees present,
m therr acadental contortions, types of most complicated
spiral shafts, thc plan bemg orgmally of a grouped shaft
nising from several roots, nor, mdeed, will the reader ever
find moddls for every hmd of shaft decoration, so graceful or
so gorgeous, as he will find in the great forest asle, where the
strength of the carth itself scems to nise from the roots mto
the vaulting , but the shaft surfuce, barred as 1t cxpands with
nings of cbony and silver, 1s frctted with traceries of vy,
marbled with purple moss, vemed with grey lichen, and
tesselated, by the rays of the rolhng hcaven, with flitting
fancies of blue shadow and burnmg gold

CHAPTER XXVII
THE CORNICE AND CAPITAL

§1 THERE are no features to which the attention of
architects has been more laboriously directed, m all ages,
than these crowning members of the wall and shaft, and 1t
would be vamn to endeavour, within any moderate hmits, to
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give the reader any 1dea of the vanous kinds of admirable
decoration which have buen myented for them  But, mn
proportion to the cffort and strammng of the fancy, have
been the extravagances mto which 1t has occasionally fallen,
and while 1t 15 uttcrly mpossible severally to cnumerate the
mstances either of 1ts success or its error, 1t 15 very possible
to note the Iimits of the one and the causes of the other.
This 15 all that we shall attempt m the present chapter,
tracing first for oursclves, as in previous mstances, the
natural channels by which mvention 15 here to he directed
or confined, and afterwards remarking the places where, m
real practice, 1t has broken bounds

§ 11 The reader remembets, I hope, the main points
respecting the comice and capital, established above 1n
the Chapters on Constiuction  Of these I must, however,
recapitulate thus much —

1 That both the cornice and caprtal are, with reference to
the slgpe of therr profile or bell, to be divided wmto two
great orders, m one of which the ornament 15 convex, and
mn the other concave  (Ch VI, §v)

2 That the capital, with reference to the method of
twisting the cornice round to construct 1it, and to unite the
arcular shaft with the square abacus, falls mto tive general
forms, represented n g XXII, p 98

3 That the most daborate capitals weie formed by true
or sumple capitals with a common conuce added above their
abacus (Ch IX, §\av)

We have then, m considermg decoration, first to observe
the treatment of the two great orders of the cornice, then
their gathering into the five of the caprtal  then the addition
of the secondary cornice to the capital when formed

§mr The two great orders or families of cornice were
above distinguished m Fig V., p 58, and 1t was mentioned
m the same place that a third fanuly arose from their
combination. We must deal with the two great opposed
groups first

They were distinguished in Fig V' by circular curves
drawn on opposite sides of the same line But we now
know that in these smaller features the ciicle 1s usually the
least interesting curve that we can use, and that 1t will be
well, since the capital and cornice are both active 1n therr
expression, to use some of the more abstract natural lines.



272 The Stones of Venice

We will go back, therefore, to our old friend the salvia leaf;
and taking the same piece of 1t we had before, + 3, Plate
VIL, we will apply 1t to the cornice lne, first within 1t
gining the concave cornice, then without gning the convey
cormice  In all the figures, a, &, ¢, 4, Plate AV, the dotted
Iine 15 at the same slope, and 1epresents an average profile
of the root of cormices (¢, Tig V', p 358), the cune of
the salvia leaf 15 applied to 1t mn each case, first with 1ts
roundest curvature up, then with 1ts roundest curvature
down, and we have thus the two varicties, @ and 4, of the
concave fanly, and ¢ and 4, of the comvex family

§ 1v. These four profiles will 1epresnt all the simple
cornices 1 the world, represent them, I mean, as central
types  for m amy of the profilcs an mfinite number of
slopes may bc given to the dotted line of the 100t (which in
these four figuics 15 always at the samc angle), and on
each of these innumerable slopes an mnumaeable varety
of curves may be fitted, from every leaf mn the furest, and
every shell on the shore, and every movement of the human
fingers and fancy , therefore, if the reader wishes to obtam
somethmg like & numernical represcntation of the number
of possible and beautiful cormces which may be based upon
these four types or roots, and among which the aichitect
has Jeave to choose according to the crcumstances of his
buillding and the method of 1ts composition, let him set
down a figure 1 to begin with, and wnte cyphers after 1t
as fast as he can, without stoppmg, for an hour

§ v None of the types are, however, found m perfection
of curvature, cxcept in the best work  Very often cornices
arc worked with circular segments, (with a noble, massive
cffect, for nstance, m St Michele of Lucca), or with rude
approximation to finer curvature, cspecally a, Plate XV,
which occurs often so small as to render 1t useless to take
much pams upon its curve It occurs perfectly pure in the
condition represented by 1 of the sentes 1-6, in Plate XV,
on many of the Bysantine and early Gothic buildings of
Venice , m more developed form 1t becomes the profile of
the bell of the capital n the later Venetian Gothic, and m
much of the best Northern Gothic. It also represents the
Corinthian capital, i which the curvature 1s taken from the
bell to be added m some excess to the nodding leaves. It 15
the most graceful of all simple profiles of cornice and capital.
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§vi 4 15 a much rarer and less manageable type; for
this evident reason, that while @ 1s the natural condition
of a lme rooted and strong hencath, but bent out by super-
mcumbent weight, or noddmg over m frecdom, 4 15 yielding
at the basc and nigid at the sumnmut It has, however, some
exquisite usts, especially 1 combmation, as the 1eader may
see by glancing m advance at the mner line of the profile 14
m Plate XV

§ vir. £ 15 the leading convex or Doric type, as a 15 the
leading concave or Conmthian  Its relation to the best
Greek [Doric 15 exactly what the relation of a 1s to the
Cormnthian , that 15 to say, the curvature must be taken
from the straighter limb of the cwive and added to the
bolder bend, givmng 1t a sudden turn mwards (as m the
Corinthian a nod outwards), as the rcader may see
the capital of the Paithenon m the Butish Museum, where
the lower mb of the curve s af/ fut o night hne!  But
these Dorie and Cormnthian lines are mere varicties of the
great fanmulies which are rcpresented by the central lines
a and ¢ mcluding not only the Doric capital, but all the
small cornices formed by a shight mcrease of the curve of ¢,
which are of o ficquent occurrence n Greek ornaments

§viir & 15 the Chrstian Dorne, which T said (Chap I,
§ xx) was mnvented to replace the antique , 1t 15 the repre-
sentatine of the great Bizantine and Norman families of
convex cormce and capital, and, next to the profile 4, the
most mmportant of the four, bemng the best profile for the
convex capital, as @ 15 for the concave, @ bung the best
expression of an elastic Ime nserted veitically m the shaft,
and £ of an elastic line mserted horizontally and rsing to
meet vertical pressure

If the reader will glance at the arrangements of boughs
of trees, he will find them commonly dividing 1nto these two
families, @ and & they rise out of the trunk and nod from
1t as g, or they spring with sudden curvature out from 1,
and nse mnto sympathy with 1t, as at £, but they only
accidentally display tendencies to the lines & or ¢ Boughs
which fall as they sprning from the tree also describe the
curve 2 1 the plurality of mnstances, but reversed m arrange-

! In very early Doric 1t was an absolute right line, and that capital
is therefore denved from the pure cornice root, represented by the dotted
line.
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ment, their junction with the stem bemg at the top of 1t,
therr sprays bendmyg out mto rounder curs ature

§ 1x These then being the two primal groups, we have
nent to note the combined group, tormed by the concave
and convex Imes jomed m various proportions of curyatuie,
50 as to form together the reversed or ogee curve, 1epre-
sented 1n one of 1ts most beautiful states by the glacier line
a, on Plate VII I would rathet have tahen this Iine than
any other to have formed my third group of cornices by,
but as 1t 15 too large, and almost too delicate, we will take
mstead that of the Matterhormn sude, ¢ £ Plate VII  For
umformity’s sake I heep the slope of the dotted line the
same as 1n the primal torms, and applying this Martterhorn
curvc 1n 1ts four relative positions to that lme, I have the
types of the four cornces or capitals of the third famuly, ,
1 & A on Plate XV

These are, however, genceral types only thus far, that
their line 15 composed of one short and one long curve, and
that they represent the four condittons of treatment of every
such line, namely, the longest curve concave m e and £
and convex m g and %, and the pomt of contrary flesure
set high m e and g and low m f and 2 The relatne
depth of the arcs, or nature of thur curvatuie, cannot be
taken mto consideration without a complealty of system
which my spacc does not admit

Of the four types thus constituted, ¢ and £ arc of great
importance , the other two are rarcly used, hay g an appear-
ance of weakness in consequence of the shortest cunve bemg
concave the profiles ¢ and £, when used for cornices, have
usually a fuller sweep and somewhat greater equality between
the branches of the curve, but those here given are better
representatnes of the structure applicable to capitals and
cornices ndifferently

§ X Very often, m the farther treatment of the profiles e
or £, another imb 15 added to thewr curve m order to jom 1t
to the upper or lower members of the cornice or capital I
do not consider this addition as forming another farmly of
cornices, because the leading and effectne part of the
curve 15 m these, as m the others, the single ogee, and the
added bend 1s merely a less abrupt termination of it above
or below still this group 15 of so great importance 1n the
nicher londs of ormamentation that we must have 1t suffi-



The Cornice and Capital 275

clently represented  We shall obtun a type of 1t by merchy
continumy the line of the Matterhorn side, of which badore
we took only a tragment  The wnure Ime e to g on Plate
VII, 15 enidently composed of thiee curves of uncqual
lengths, which 1if we call the shottest 1, the mtormediate
on¢ 2, and the longest 3, are thee wranged m the wida

3, 2, countng up\\.u’ds But uldently we mught also
haw. had the anangements 1, 2, 3 and 2, 1, 3. gving us
three distinet ines, altogether mdependent of position, which
bemng apphed to one general dotted ~tope will each gine
four comices ar twehe altogether Ot these the sy most
mmportant ate those which have the shortest curve conves
they are given m hight relief from £ to g, Plate XV, and,
by turning the page upside down, the other six will be seen
i dark rchict, enly the httle upnight bits of shadow at the
bottom arc not to be considered as parts of them, being
only admitted m order to give the complete profile of the
more mmportant cormices 1 hght

§ x1 In these types, as m e and f] the only general con-
dition 1s, that their line shall be composed of three curves of
diffcrent lengths and diiferent arrangements (the depth of
arcs and radius of curvatures being unconwidered)  They
are arranged 1 three couples, each couple bemg two
positions of the same entire Ime, so that numbering the
componcent curves 1 order of magmtude and counting
upwards, they will read —

k1, 2, 3
! 3 2T
n i, 3 2
nz2 031
02, I, 3
P 3L, 2
m and », which are the AMatteifoin line, are the most
beautiful and important of all the twelve, 4 and /7 ihe next,
o and p are used only for certamn conditions of flower
carving on the surface  The reverses (dark) of % and Z arc
also of considerable service, the other four hardly ever
used 1n good work
§ xu If we were to add a fourth curve to the com-
ponent series, we should have forty-eight more cornices
but there 1% no use mn pursuing the system further, as such
VOL. I.
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arrangements arc very rare and easily resolved nto the
simpler types with certam arbitrary additions fitted to their
special place, and, mn most cases, distinctly separate from
the mam curve, as m the mner Iine of No 14, which 15 a
form of the type ¢ the longest cunve, 7 ¢ the lowest, having
deepest cunature, and cach himb opposed by a short
contrary curve at its extremitics, the comvex hmb by a
concave, the concave by a comex

§ xm1 Such, then, are the great fanmilics of profile hines
mto which all cormices and capitale may be divided, but
their best examples unite two such profiles m a mode which
we cannot understand till we consider the further ornament
with which the profiles are charged  And mn domg this we
must, for the sale of clearness, consider first the nature of
the designs themselves, and next the mode of cutunyg them

§ x1v. In Plate XVI, opposite, I have thrown together a
few of the most characteristic medieyal examples of the treat-
ment of the simplest cornice profiles  the uppamost, 4, 1s
the pure root of comnices from St Marks  “The sccond, 4,
1s the Christian Dorie cornice, here Iettered 2 m oorder to
avold confusion, 1ts profile bemng & of Plate XV 1 hold
development, and here scen on the left-hand side  truly
drawn, though filled up with the ormnament to show the
mode m which the angle 15 turned  ‘This 15 also fiom St
Mark’s The third, 4, 15 & of Plate XV, the pattern bemng
mlaid in black because 1ts office was n the mtenior of St
Mark’s, where 1t was too dark to sce sculptured ornament at
the required distance  (The other two simple profiles, @ and
¢ of Plate XV, would be decolated i the same manner,
but require no example here, for the profile @ s of so
frequent occurrence that it will have a page to tscf alone mn
the next volume, and ¢ may be seen over nearly every shop
m London, being that of the common Greck ¢gg comice )
The fourth, e 1n Plate XVI, 1s a transitional cornice, passing
from Bycsantine mto Venetian Gothic  f1s a fully developed
Venetian Gothie cormice founded on Byzantine traditions,
and ¢ the perfect Lombardic-Gothic comice, founded on the
Prsan Romanesque traditions, and strongly marked with the
noblest Northern element, the Lombardic vitality restramned
by classical models I consider 1t a perfect cornice, and of
the highest order

§ xv Now 1n the design of this senes of ornaments there
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are two man pomnts to be noted  the first, that they all,
except 4, are disunctly rooted in the lowar part of the cor-
nice, and sminz to the top  This anangement s caastant
i all the bost cormees and capitals and at s osvnual
the evpression of the supportinig power ot both s o
actly opposed to the system ot 7unming cormices and banded !
capitals, n which the omament flows along them horizon-
tally, or 15 twined round them, as the mouldings are mn the
early English capital, and the foliage m many decorated ones
Such cornices have arsen from a nustaken apphance of the
runmng ornaments, which are proper to archivolts, jambs,
&c, to the features which have defimite functions of support
A tendnl may nobly follow the outline ot an arch, but must
not creep along a cotniee, nor swathe or bandage a capital
1t 1s essential to the expression of these teatures that their
ornament should have an clastic and upward spung, and as
the proper profile for the curve 15 that of a tree bough, as
we saw above <o the proper arntangement ol 1ts farther orna-
ment 15 that which best expresses 10oted and ascendant
strength like that of folage

There are cettaia very nteresting exceptions to the rule
(we shall sce a cuttous one presently), and n the carrying
out of the rule 1t If;, we may see constane licences taken
by the great designers, and momentary violations of 1it, hike
those abcve spoken of, respeetmyg other ornamental laws—
violations which are for our refreshment, and for increase of
delight m the general observance, and this 15 one of the
peculiar beautics of the cormce g which, rooting itself n
strong central clusters, suffers some of its leaves to fall
languidly aside, as the droopmg outer leaves of a natural
cluster do so often . but at the very mstant that 1t does this,
m order that 1t may not lose any of its expression of strength,
a frust-stalk 15 thrown up above the languid leaves, absolutely
vertical, as much otiffer and stronger than the rest of the
plant as the falling lcaves arc weaker  Cover this with your
finger, and the cornice falls to picces, hke a bouquet which
has been untied

§ xvi. There arc some mstances m which, though the real

! The word banded 15 used by Professor Willls 1 a cificrent sense ;
which I would respect, by applying it m his sense alwass to the Impost,
and n mine to the capital itsell (This note 1s not for the general
reader, who need not trouble himself about the matter )
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arrangement 15 that of & runnimg stum throwin off Laves up
and down, the positions of the leaves unve nearly a5 much
elasticity and organisation to the cornce. as 1f they had been
nghtly rooted | and others, hke 3 where the reversad por-
tion of the ormauent 15 lost mn the shade, and the general
expression of strength 15 got by the lower member  This
cornice will, nevertheless, be fult at once to be mfcnor to
the rest, and though we may often he called upon to admire
designs of these kinds, which would have heen cvquisite 1f
not thus misplaced, the reader will find that they are both
of rare occurrcnce, and significative of dechning style, while
the greatcr mass of the banded capitals are heavy and value-
less, mere aggreeations of confused sculpture, swathed round
the extremity of the shaft, as if one had dipped 1t mto a
mass of melted ormamcnt as the glass-blower dous his blow-
pipe nto the metal, and brought up a nuanuty adherng
glutmously to its extrerity  We hatc many capituls of this
kind 1in England some of the worst and heaviest m the
choir of York  The later capitals of the Ttahan Gothic have
the same kind of effcct, but owing to another cause, for
their structurc 15 quite pure, and basced on the Crrmthran
tvpe  and 1t 15 the branching form of the heads of te leaves
which destro: 5 the effcct of therr orgamsauon  On the other
hand, some of the Italian comices which are actualls com-
posed by running tendrls, throwmg off le.ves mto oval
mnterstices, are sn massive 1 thar treatment, and s marked
and firm i thar sortical and arched lines, that they are
nearly as suggestive of support as 1t they had heen arranged
on the rooted system .\ cormice of this hind 1~ used n
St Michele of Tucea (Plate VI in the * Soven Lamps” and
XXT here) and with exquisite propriets , for that cornice 15
at once a crown to the story bencath 1t and a foundation to
that which 1s above 1it, and thercfore umites the strength and
t astiaty of the lines proper to the cornice with the sub-
mission and prostration of those proper to the foundation

y xvir This, then, 15 the first point needing general notice
in the designs 1in Plate XVI The second 15 the difference
hetwecn the freedom of the Northern and the sophistication
of the rlassical comices, 1 connection with what has been
adsanced m Appendix 8 The cornices, a, 4, and 4, are of
the same date, but they show a singular difference m the
workman’s temper that at 4 1s a simple cupy of a classical
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mosaic  and many canved cornices oceur, associated wat -
it, which awe, m hke manner, mere copies of the Gredk and
Roman egy and anow mouldmgs  But the cormices o asnd
are copies of nothing ot the kind, the dea of them hos
mdeed been taken nom the Greek honavauckle om acn
but the chisddling of tham s mm no wise atha Greek, 0
By zantine, i temper  The Byzantines were languid copyists
this work 1s as ecnergelic as 1t 1s original  energetie, not
in the quantity of wotk, but the spirit ot 1t an indolent
man, torced mto tol may cover large spaces with evidence
of his techle action, or accumulate his dulness mto rnich
aggregation ot trouble, but 1t v gathaed wearmess still
The man who cut those two uppermost cornces had no
time to spae  did as much comnrce as he could m halt
an hout . but would not endure the shightest tiace of crror
m a cunve or of bluntness m an edge  Ihs work 1s abso-
lutely unreprovoble, keen and true as Natures own, his
enurre force 15 1 1ty and hined on scemg that every line of it
shall be shatp and nght  the fathful (magy v m him
we shall see something come of that commice  The fellow
who mlaid the othet (#), will stay where he 1s for ever, and
when he has nlaid onc leaf up, will mlay another down,—
and so undulate up and down to all etermty - but the man of
@ and 4 will cut his wav forward, ot there 15 no truth m
handicrafis, nor stubbormness m stone

§ xyvur But there 15 somethmg else noticeable m those
two corniccs, besides the encigy of them  as opposed either
to 4, or the Gieck honcyvsuckle o1 cug patteins, they are
natural designs The Gieek egg and arrow corice 15 a
nonsense cornice very noble m 1ts Imes, but utterly absurd
m meanmy  .A1tows have had nothing o do with eggs (at
least since Leda s ume), neither are the so-called arrows: hike
arrows, nor the eggs hike eggs, nor the honessuckles like
honeysuckles, they are all conventionalised into a monoto-
nous successh eness of nothing,—pleasant to the cye, useless
to the thought Dut those Chrstian comces aie, as far as
may be, suggestive . there 1s not the tenth of the work in
them that therc 1s 1n the Greek arrows, but, as far as that
work will go, 1t has consistent ntention, with the fewest
possible mcisions, and those of the casiest shape, they sug-
gest the true image, of clusters of leaves, cach leaf with 1ts
central depression from root to pomt, and that distmethy
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vistble at almost any distance from the ee, and m aImost
any hght

3 x1Xx Hor, then, are two great new elements visible,
energy and nururalism —Tafe, with submiscrn o the laws
of God and love of His works, this 15 Chratuoary i aling
with her classical morkls Now lonk back to v pat T ~aid n
Chap T §xx of this dealmg of hers and m.ontion of the
new Dornc line, then to what 15 abrove stated (2 311) re-
wpecting that new Dotie, and the Loughs of trees, and now
to the evidence m the cutting of the leaves on the same
Done section, and sce how the whole 15 hewnning to come
together

§ xx We said that somcthing would come of these two
comires, a and 4 Ine and f we see that scwcthing Adus
come of thcm e 15 also from St Mark s, and onc of the
earhest examples m Ventee of the transinon fiom the
Byzantine to the Gothic cormee It 1s aheady sngularly
developed , floners have been added between the clusters of
leaves, and the Jeaves themselves curled over  and obsene
the wcll-dirccted thought of the sculptor mn this curling ,—
the old meisions are retamned bolow, and thar cwecssne
ngidity 15 one of the proofs of the carliness of the comice,
but those masions now stand for the wnder surface of the
leaf, and bLehold, when 1t turns over, on the top of 1t you
sec truc 7265 Look at the upper and under sutface of a
cabhage-leaf, and see what quick steps we are making

% xx1 The fifth example (f) was cut m 1347, 1t 15 from
the tomb of Marco Gustiniam, m the church of St John
and Paul, and 1t exlibits the character of the eontral V unctian
Gothie fully duvdopud  The Imes are all now soft and
undulatory, though elastic , the sharp meisions have become
deeply-gathered folds, the hollow of the leaf 15 expressed
complctely beneath, and its edges are touched with hght,
and mc1sed into several lobes, and their ribs delicately drawn
above  (The flower between 15 only accidentally absent , it
occurs m most comices of the time )

But m both these comnices the reader will notice that
while the naturalism of the sculpture 1s steadily on the
mcrease, the classical formalism 15 still retamed The leaves
are accurately numbered, and sternly set in their places,
they arc lcaves m office, and dare not stir nor wave  They
have the shapes of leaves, but not the functions, “having
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the form of knowledge, but demying the power thercof
What 15 the meaning of this?

Y xxir Took back to the xxxarrd paragiaph of the finst
chapter, and vou will see the meamng of it These cornices
ate the Vinctian Lodlesiastical Crothie the Chrstian cle-
mant strugglmy with the Formaliem of the Papacy,  the
Papacy hemg entuddy heathen m all i prinaples.  That
officialism ot the leaves and then 1ths means .\postohe suc-
cesston, and I don’t know how much more, and 15 already
preparmg for the transitton to old Heathenmsm agan, and
the Renassance!

y xxur Now look to the last cornmice (¢)  That 15 Protes-
tantism,—a shght touch ot Dissent hardly amounting to
schism, m those fallmg leaves, but ttue bie m the whole of
1t The forms all broken through, and <ent heasen knows
where, but the root held fast, and the strong sap m the
branchcs . and best of all, good fiwit ripening and opeming
straight towards heaven, and m the face of 1t, even though
some of the leaves Iie m the dust

Now, observe  The commice £ represents Heathenism and
Papistry, ammated by the mmnglng of C hristiamity and
natute  The good m at, the hife of it, the veracity and
hberty of 1t, such as 1t has, ate Protestantism m 1ts heart ,
the nguhity and saplessness are the Romanism of it It 15
the mind of Ina Angelico i the monk’s dress—Chiistianity
before the Reformation The cornice g has the Lombaidic
Iife clement m ats fulness, with only some colour and shape
of Classicalism mmgled with it—the good of Classicalism ,
as much method and Formalism as ate consistent with Iife,
and fitting for 1t The continence within certam border
lines, the unity at the 10ot, the simplicity of the great profile,

1 The Renarssance period being one of 1ctmin to formalism on the one
side, of utter licentiousness on the other, so that sometimcs, as here, I
have to declarc its hfelessness, at other times (Chap XXV, § \vir)
its lasciviousness  Lhere 15, of course, no contradiction mn this but
the reader might well ask how I knew the change fiom the base 11 to
the base 12, 1n Plate XII, to be one from temperance to Iusury , and
that from the cornice f to the cormice g, m Plate AV, to be one from
formalism to vitahty I know 1t, both by cuatan internal evidences,
on which I shall have to dwell at length hereafter, and v the context of
the works of the time But the outward signs might m both orna-
nents be the same, distinguishable only as signs of oppostc tendencies
by the event of both  The blush of shame cannot always Le told from
the blush of indignation,
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—all these arc the healthy classical elements retamned  the
rest 15 reformation, new strength, and recoyered liberty.

§xxn There 15 onec more pomt about 1t espeually
noticeable  The leaves are thoroughly natural m thur general
character, but they are of no particular spectes , and after
bemg somcthing hke cabbage-leaves m the begmmming, one
of them suddenly becomes an nvy-leaf m the end  Now I
don’t know what to say of this 1 know 1t, indeed, to be a
classical character ,—it 15 emmently charac teristic of Southern
work, and marhedly distinetnve of 1t from the Northern
omament, which would have been oak, or ny, or apple,
but not am thmyg, nor two things m one It 15, I repeat, a
clearly classteal clement, but whether a good or bad clement,
I am not sure ;J—whether 1t 15 the last trace of Centaurism
and other monstrosity dving away , or whether 1t has a figur-
ative purpose, legitimate m architecture (though never m
pamtmg), and has been nghtly rdtamed by the Christian
sculptor, to express the workmg of that spint which grafts
one nature upon anothcr, and discerns a law m 1ts members
warring against the law of 1ts mind

§ xav These, then, bung the pomts most noticeable m
the spint both of the designs and the chiselling, we have
now to return to the question proposed m § xnr, and
observe the modifications of form of profile which 1esulted
from the changing contours of the leafage, for up to § an,
we had, as usual, considercd the possible condiuons of form
m the abstract ,—the modes m which they have been de-
mved from cach other n actual practice 1equire to be fol-
lowed m therr turn How the Greek Dore or Greek ogee
comices were mvented 15 not easy to deternune, and, for-
tunately, 15 Iittle to our present purposc , for the medizeval
ogee cornices have an mdependent development of their
own, from the first type of the concave comice, 2 m
Plate XV

§ xxv1 That cornice occurs, mn the simplest work, per-
fectly pure, but mn fimshed work it was quickly felt that
there was a meagreness 1n 1ts junction with the wall bencath
1t, wherc 1t was set as on page 283, at @, Fig LXIII, which
could only be conquered by concealing such junction 1n a bar
of shadow, There were two ways of getting this bar, one by
a projecting roll at the foot of the cornice (4, Fig LXIIL),
the other by shpping the whole cornice a little forward
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(6 Fig LXIII) From these two methods arise two groups
of cormces and capitals, which we shall pursue m suc-
cession

§ xxvir First group  With the 1ol at the hase (4 Tig
LXIII) The cham of its succession 15 represented from
I to 6, n Platc XV 1 and 2 are the steps already gamed,
as n Fig LXIII , and 1n them the profile of cornice used
15 a of Platc XV, or a refined condition of 4 of Tig V,
P 58 above Now, keeping the same 1cefined profile, sub-
stitute the condition of 1t, fof k1ig V' (and there accounted
for), above the roll here, and you have 3, Plate XV This
supecradded abacus was mstantly felt to be harsh i 1ts pro-
jecting angle , but you know what to do with an angle when
1t 15 harsh  Use jyour simplest chamfer on 1t (¢ or 4, Fig.
LIII, page 234, abovc), but on the visible side only, and
you have fig 4, Platc XV :
(the top stone being made ki LXIIL
deeper that you may have [
room to chamfer 1t) Now \
this fig 4 1s the profile of
Lombardic and Venetian
early capitals and coumces,
by tens of thousands, and |
1t contmues mto the late a b e
Venetian Gothie, with this
only difference, that as time advances, the vertical hine at
the top of the onginal cormce begins to slope outwards,
and through a serics of years rises like the hazel wand m
the hand of a divinet —but how slowly ! a stone dial
which marches but 45 degrees n three centuries, and
through the intermediate condition 5 arnnes at 6, and so
stays

In tracing this cham I hasve kept all the profiles of the
same height 1n order to make the comparison more easy ,
the depth chosen 15 about mtermediate between that which
1S customary in cornices on the one hand, which arc otten
a little shorter, and capitals on the other, which are often
a little deeper 1 .\nd 1t 1s to be noted that the profiles 5 and

1 The reader must alwavs remember that a cotnice, 1n becoming a
capital, must, 1f not ongmally bold and dep, have depth added to nts
profile, in order to reach the just proportion of the lower member of
the shaft head, and that therefore the small Grech egg cornices are
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6 establish themselses m capitals chiefly, while 4 15 retained
m cornices to the latest times
§xavir Sceond group (6 Fig LXIIT) If the lower
angle, which was quickly fult to be hard, be rounded off,
we have the form o, I LXIV  The fiont of the curnved
Ime s then duecorated, as we have scun, and the turmmation
of the decorated surface marked by an mcsion, as m an
ordmary chamfer, as at 2 here This I beheve to have been
the simple ongmn of most of the Venctian ogee cornices,
but they are farther complicated by the curves grven to the
leafage which flows over them  In the ordinary Cacek cor-
nices, and m g and 4 of Plate XVI, the decmation 1
mcrsed from the outside profile, without any suggestion of
an mtenor surfacc of a diffirent contom  But m the leat
cornices which follow, the decoration 15 represented as orer-
lazd on onc of the carly profiles, and
has another outside contour of s
own, which 15, mdeed, the true
profile of the comice, but bencath
which, more or less, the smmpler
profile 15 seen or suggested, which
termmates all the mewsions of the
a ¢ FF  (hisel  This under profile will often
be found to be some condition of
the type ¢ ar & Ing LXIV | and the leaf profile to be
another ogee with 1its fullest cune up mstead of down,
lappmg over the cormce edge above, so that the entire
profile may be considered as made up ob two ogee curves
laid, Like packed herrings, head to tal.  1agures 8 and
9 of Plate XV cvemphfy this anangement Iig 7 15
a heavier contour, doubtless compaosed in the same manner,
but of which I had not muarked the mnermost profile, and
which I have given here only to complete the series which,
from 7 to 1z nclusive, exemphfics the gradual restrichion

Fic LXIV.

utteily mepable of becommg capitals till they have totally changed
their form and depth The Renaissance architects, who never obtamned
hold of a night principle but they made it worse than & wrong one by
musapplication, caunght the 1dea of turning the cornice mto a capital, but
did not comprehend the necessity of the accompanying change of depth.
Hence we hmie pilaster heads formed of small éegg cornmices, and that
meanest of all mean heads of shafts, the coarse Roman Doric profile,
chopped 1nto a small egg and arrow moulding, both which may be seen
disfiguring half the buildings 1 London
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of the leaf outhine, from 1ts boldest projection m the cormce
to 1ts most modest service in the capital  This change,
however, 15 not one which mdicates difference of age, but
merely of office and posiion the comice 7 15 from the
tomb of the Dioge Andiea Dandolo (1330) m St Mark s, 8
from a canupy over a door of about the same period, 9
from the tomb of the Dogaressa Agnese Venter (1411),
10 from that of Dietro Cornaro (1361)! and 11 from that
of Andiea Morosuu (1347), all in the church of San Giov.
and Paola, all these bemg corniee profiles, and, finally,
12 from a ¢ wital of the Ducal Palace, ot fourteenth century
work

§ xxix Now the rcader will doubtless notice that in the
three c(xamples, 10 to 12, the leat has a diffirent contour
from that of 7, 8, or g This diffirence 1s peculiarly sig-
mficant I have always desired that the reader should
theorctically consider the capital as 4 concentration of the
cormce  but m practice 1t often happens that the cormee
15, on the contrary, an unrolled capital, and one of the
richest carly forms of the Bvzantime cornice (not gnen m
Plate XV, because 1ts separate character and importance
require examination apart) 1s nothing mote than an un-
rolled contmuation of the lower range of acanthus leaves on
the Corinthun capital  From this cotnice others appear
to haie been derned, hke ¢ 1n Plate XVI, m which the
acanthus outline has become confused with that of the
honeysuckle, and the rosctte of the centre of the Cormthian
capital mtroduced between them , and thus thar forms ap-
proach more and more to those derved from the corniee
iself  Now 1if the leaf has the contour of 10, 11, Or 12,
Plate XV, the profile 15 cither actually of a capital, or of
a cormice derned from a capital, while, f the leaf have
the contour of 7 o 8, the profile 15 uther actually of a
cornice or of a capital derived from a cormce Where the
Byzantines use the acanthus, the Lombards usc the Perse-
politan water-leaf , but the connection of the cornices and
capitals 1s exactly the same

§ xxx Thus far, however, we have considered the char-
acters of profile which are common to the cormice and
capital both  We have now to note what farther decorative

1 I have taken these dates roughly from Scivatico, thar absolute
accuracy, to within a year or two, 1s here of no mmpourtance
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features or peculiarities belong to the capital itself, or result
from the theorctical gathering of the one mto the other

Look back to g XXII,p 98 The five types there
given, represented the five different methods of concentra-
tion ot the 100t of comnices, @ of Fig V. Now, as many
profiles of comices as were developed m Plate XV, from
this cornice root, there represented by the dotted slope, so
many may be apphed to cach of the five typues m Fig,
XXIT ,—applied stmphy m @ and 64, hut with farther modi-
fications, nccessitated by their truncations or spurs, m ¢, 4,
and ¢

Then, these cornice profiles having been so applicd
such length and slope as 15 proper for capitals, the farther
condition comes mto cifect deseribed m Chapter IX, §
xxiv, and amv one of the comices m Plate XV may
becomec the adacus ot a capital formed out of any other,
or out of itself  The mfimity of forms thus resultant can-
not, as may well be supposed. be exhibited or catalogued
m the space at present permitted to us  but the reader,
once master of the principle, will casily be able to mvest-
gate for himself the syntax of all examples that may oceur
to bum, and I shall only here, as o kind of exerase, put
before him 2 fow of those which he will meet with most
frequently m his Venetran inquinies, or which illustrate
pomts, not hitherto touched upon, m the disposition of the
abacus

yaxxt In Plate XVII the capital at the top, on the left
hand, 15 the 1udest possible gathernng ot the plan Christian
Doric cornice, & of Plate XV The shaft 15 octagonal, and
the caprtal 15 not cut to fit 1t, but 15 square at the base  and
the cunve of 1ts profile projects on two of 1ts sides more
than on the other two, so as to make the abacus oblong,
m order to carry an oblong mass of brickwork, dniding
one of the upper lights of a Lombard campanile at Milan
The awkward stretching of the brickwork, to do what the
capital ought to have done, 1s very remarkable Therc 1s
here no second supenimposed abacus

§ xxxur The figure on the right hand, at the top, shows
the simple but perfect fulfilment of all the requirements in
which the first example falls The mass of brickwork to
be carried 15 exactly the same m size and shape , but mnstead
of bemg trusted to a single shaft, 1t has two of smaller area
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(compare Chap VIII, & xm1) and all the expansion neecs-
sarv 15 now gracefully attamed by thar united capitals hewn
out of onc stone  Take the section of these capitals through
their angle, and nothing can be simpler or purer, 1t 15 com-
posed of 2, m Plite XY, used for the caprtal itsclf. with ¢
of lug LXIII used for the abacus 5 the reader could hardly
have a ncater hittle bit of syntax for a first lesson  If the
section be taken through the side of the bell, the capital
profile 15 the root of corices, ¢ of Fig V', with the added
roll This capital 1s somewhat remarkable in baving its
sides perfectly straight, some shight curnvature bemng usual on
so bold a scale, but it 1s all the butter as a first example,

Fic LXV

the method of reduction bemg of order 4, in Fig XXIIL,
P- 98, and with a concave cut, as in Fig XXI,p 97 These
two capitals are from the closter of the duomo of Verona

§ xxxmu1 The lowermost figure i Plate XVII represents
an exquisitely finished example of the same type, from St
Zeno of Verona  Above, at 2, in Plate II, the plan of the
shafts was given, but T inadyertently reversed their posttion
in comparing that plan with Plate XVII, Platc II must be
held upside down. The capitals, with the band connecting
them, are all cut out of one block- ther profilec 15 an
adaptation of 4 of Plate XV, with a plain headstone
superimposed Their method of reduction 15 that of order
4 m Fig XXII, but the peculiarity of treatment of their
truncation 1s highly interesting  Fig LXV represents the
plans of the capitals at the base, the shaded parts bemg the
bells, the open line, the roll with us connecting band

VOL. 1. Y
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The bell of the one, 1t will be scen, 15 the exact reverse of
that of the other  the angle truncations are, n both, curved
horicontally as well as upughtly , but ther cunve 15 convex
m the ong, and 1 the other concave  Plate XVII will show
the cifect of both, with the farther masions, to the same
depth, on the flank of the one with the concave truncation,
which jom with the rest of 1ts smgularly bold and keen
execution m gnng the impression of 1ts rather having been
cloven mto 1ts form by the sweeps of a sword, than by the
dull travail of & chiscl  Its workman was proud of 1, as
well he might be  he has wntten his name upon ats front (I
would that morce of his fellows had been as kindh van), and
the goodly stone proclamms for cver, ADAMINTS DL SANCTO
GIORGIO MI 1ECIL

§axxiv The rcader will castly understand that the
graccfulness of this kind of truncation, as he sees 1t m
Plate XVII, soon suggested the 1dea of reduung it to
vegetable outline, and laymy four healing leaves, as 1t were,
upon the wounds which the sword had made These four
leaves, on the truncations of the capital, correspond to the
four leaves which we saw, m hike manner, extend themselves
over the spurs of the base, and. as they merease v dclicacy
of exccuthion, foom onc of the most lovely groups of
capitals which the Gothic workmen ever mvented | repre-
sentcd by two perfect types m the capitals of the Puzetta
columns of Viemece  But this pure group s an solated
one, 1t remams m the first simpheity of 1ts coneeption far
mto the thirteenth century, while around 1t rise up a crond
of other forms, mmtatnne of the old Cormthian, and mn which
other and younger leaves spring up m lununant growth
among the primal four  The varieties of therr groupmg we
shall enumcrate hereafter  one general charactenstic of them
all must be noted here

§ xxxv The reader has been told repeatedly?! that
there are two, and only two, real orders of capitals,
ongmally represented by the Cormthian and the Donc,
and distinguished by the concave or convenx contours of
therr bells, as shown by the dotted hnes at ¢, Iig V,
P 58 And hitherto, respecting the capital, we have been
exclusively concerned with the methods 1n which these
two families of simple contours have gathered themselves

! Chap I,§ xrx., Appendix 7; and Chap VI, §v.
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together, and obtammed reconctliation to the abacus above,
and the shaft below  But the last paragraph mtroduces us
to the surfuce ornament disposed upon these, m the chiscl-
Img of which the characters descrnbed above, 3 i,
which are but fecbly marhed m the cormee, boldly dis-
tmguish and dnide the famules of the capital

§xxxiv1 Whatever the nature of the ornament be, it must
clearly have relief of some kind, and must present projecting
surfaces separated by mewstons  But it 15 a very material
uestion whether the contour, hitherto broadly considered
as that of the entire belly shall be that of the exsside of the
projccting and relieved ornaments, or of the Zottoms of the
maswons which divde thum, whether, that s to say,
we shall first cut out the bell of our capital quite smooth,
and then cut farther mto 1t with mcisions, which shall leave
ornamental forms m relief, or whether, 1 ongmally cutting
the contour of the bell, we shall leave projecting bits of stone,
which we may afterwards work nto the relieved ornament

§ xxxvir Now, look back to Ing V, p 58 Clearly, if
to ornament the already hollowed profile, 4, we cut deep
mesions mto 1, we shall so far weaken 1t at the top,
that 1t will nearh lose all 1ts supportmng power  Clearly,
also, 1f to ornament the already bulging profile ¢ we were to
leave projecting preces of stone outside of 1t, we should
nearly destroy all 1ty relation to the ongmal sloping Iine X,
and produce an unseemly and ponderous mass, hardly
recognisable as a comice profile It 1v evident, on the
other hand, that we¢ can afford to cut mto this profile
without fear of destroying 1ts strength, and that we can
afford to leave projections outside of the other, without
fear of destroying 1ts hightness  Such 1, accordingly, the
natural disposition of the sculpture, and the two great
familics of capitals are therefore distinguished, not merely
by their concave and convex contours, but by the ornament-
ation being left outside the bell of the one, and cut nto
the bell of the other, so that, m either case, the ornamental
portions will full defsocer the dotted ltnes at e, Fig 'V, and
the pomnted oval, or vesiea prscis, which 15 traced by them,
may be called the Limit of ornamentation

§ xxxvin Several distinctions n the quantity and style
of the omament must wstantly follow from this great
distinction 1 1ts position. Fust, 1 its quantity For,
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obserie  <mce i the Donc profile, ¢, of Fig V, the
contour 1tself 15 to he composed of the surface of the
ornamentation, this omamentation must be close and
umted enough to form, or at least suggest, a continuous
smface 1t must therefore, be 11¢h m quantity and close
aggregation  otherwise 1t will destroy the massy character
of the profile 1t adorns, and appronimate 1t to 1ts opposite,
the concave  On the other hand, the otnament it pro-
jecting from the concave, must be spanng cnough, and
dispersed cnough, to allow the concave bell to be dearly
seen beneath 1t, otherwise 1t will choke up the concave
profile, and approximate 1t to 1ts opposite, the comen,
§ xxxIx .And, secondly, mats stvle Iror clearly, as the
sculptor ot the concave profile must leave masses ol rough
stone prepared for his outer ornament, and cannot fimsh
them at once, but must complete the cutting of the smooth
bell beneath first, and then return to the projecting masses
(for 1f he were to finish these latter fist, they would
assuredly, 1f delicate or sharp, be broken as he worked on),
since, I say, he must work m this foresceing and predeter-
mined mecthod, he 15 sure to reduce the <ystem ot his
ornaments to some defimte symmetrical order bedfore he
begms and the halnt of concenning heforchand all that
he has to do, will probably 1ender him not only more
orderly 1 1ts arrangement, but more skilful and accurate m
1ts execution, than 1f he could finrsh all as he worked on
On the othcr hand, the sculptor of the convex profile has
its smooth surface laid before him, as a piece ot paper on
which he can sketch at his pleasure  the mcisions he makes
m 1t are lihe touches of a dark penal  and he 15 at hiberty
to rove over the surface 1 perfeet freedom, with light ma-
sions or with deep, fimshing here, suggesting there, or
perhaps m places leaving the surface altogether smooth.
It 15 wn to one, therefore, but that, if he yield to the
temptation, he becomes trregular m design, and rude m
handhing and we shall assuredly find the two famihes of
capitals distinguished, the one by 1ts sy mmetrical, thoroughly
organised and exquisitely exceuted ornament, the other by
its rambling, confused, and rudely chisclled ornament.
But, on the other hand, while we shall often have to admire
the diseiplined precision of the one, and as often to regret
the 1rregular rudeness of the other, we shall not fail to find
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balancing qualities n both  The seventy of the diserphn-
artan capital represses the power of the mmagmation, 1t
gradually degencrates into Formalism, and the mdolunce
which cannot escape from its stern demand of accurate
workmanship, sceks refuge in copytsm of established foims,
and loses self at last m ifeless mechanism The hcense
of the other, though often abused, permits full excrcise to
the magmation the mind of the sculptor, unshackled by
the miccties of chiselling, wanders over its orbed field n
endless fantasy, and, when generous as well as powerful,
repays the Iiberty which has heen granted to 1t with mterest,
by developmg through the utmost wildness and fulness of
its thoughts, an order as much morc noble than the
mechanical symmetry of the opponent school, as the domam
which 1t regulates 15 vaster

§ XL And now the reader shall judge whether I had not
reason to cast aside the so-called Five orders of the Renais-
sance architects, with their volutes and fillets, and to tell
him that there were only two real orders, and that there
could never be more! For we now find, that these two
great and real orders are representatise of the two great
mfluences which must for ever dinvide the heart of man:
the one of Lawful Discipling, with 1ts perfection and order,
but 1ts danger of degeneracy into Formalism , the other of
Lawful Freedom, with its vigour and vanety, but its danger
of degeneracy into Licentiousness

§ xu1 I shall not attempt to give any 1llustrations here
of the most elaborate developments of either order ., they
will be better grven on a larger scale  but the ¢xamples m
Plates XVII and XVIII represent the two methods of
ormnament m therr carhiest apphance The two lower
capitals m Plate XVII are a pure type of the concave
school, the two in the centrc of Plate XVIII, of the
convex At the top of Plate XVIII are two Lombardic
capitals , that on the left from Sta Sofia at Padua, that on
the right from the cortile of St Ambrogio at Milan  They
both have the concave angle truncation , but bemg of date
prior to the time when the idea of the concave bell was
developed, they are otherwise left square, and decorated
with the surface ornament characteristic of the convex

1 Chap 1., § x1x
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school The rdation of the dewgns to each other 1s
intercsting , the aoss bung prominent m the centre of
each, but more richh rehieved m that from St Ambrogio
The two beneath are from the southem portico of St
Mark 5, the shafts having been of different lcngths, and
netither, m all probabihty, ongnally intended for ther
present place, they have double abacy, of which the upper-
most 15 the cornice running round the whole facade  The
zigzagged capital 15 highlv curnious, and 1 1ts place very
effcctive and beautiful , although one of the esceptions
which 1t was above noticed that we should sometimes find
to the law stated m §xv
aboe

Axri The lower capital,
which 15 also of the true
comex school, exhibits one
of the conditions of the
spurred ty pe, ¢ of Fig XXII,
respecting which one or two
pomnts must be noticed

If we were to take up the
plan of the simple spur,
represented at ¢ o Fig
XXII, p. 98, and treat 1it,
with the salvia lcaf, as we did
the spur of the basc, we
should have for the head of our capital a plan hike Fig
LXVI, which 15 actually that of one of the capitals of the
Fondaco de Turchi at Venice, with this only differcnce,
that the mtermediate curves between the spurs would have
been circular  the reason they are not so, here, 15 that the
decoration, mstead of bemng confined to the spur, 15 now
spread over the whole mass, and contours are therefore
given to the mtermechiate curves which fit them for this
omament , the mside shaded space being the head of the
shaft, and the outer, the abacus The reader has mm Tig
LXVT a characteristic type of the plans of spurred captals,
generally preferred by the sculptors of the convex school,
but treated with mfinite varety, the spurs often being cut
mto ammal forms, or the mncisions between them multiphed,
for ncher cffeet ; and m our own Norman capital the type ¢
of Fig XXII 1s vanously subdivided by incisions on 1ts slope,

Fic LXVIL
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approximating in generil ffect to many conditions of the 1cal
spurred tipe ¢, but totuly ditfermng from than m prncple
yarr Lhe treatment ot the spur in the concave school
15 far mote complic wed, bang borrowed m neatly ¢vany
case fiom the orgmud Commthian Is plan mawv be asoner-
ally represented by 11 ILAVII  The spur itself 1s carved
mto a curling tendril or concave leaf, which supports the
projecting andsle of a four sided abacus, whose hollow sides
fall back behnd the bell, and have generally a rosette or
other ornament m their centres  The medieval architects
often put another ‘quaie abacus above all, as represented
by the shaded portion of g LAVII, and some massy

Tic IAMVIIT

Fic L\VII

conditions of this form, claborately omamentcd, are very
beautiful, but 1t 15 apt to become ngid and cffeminate, as
assuredly 1t 15 1n the orngmal Cormthian, which 15 thoroughly
mean and meagic 1n 1ts upper tendrls and abacus

§ xLv The lowest capital in Plate XVIII 15 fiom St
Mark’s, and singular in having double spurs, it 15 there-
fore to be comparcd vith the doubly spurred base, also
from St Maik s, n Plate XI  Inothcr respects 1t 1s a good
examplec of the union of breadth of mass with subtlety of
curvature, which characterises nearly all the spurred capitals
of the comien schonl  Its plan 15 grven n lag LXVIIT
the mner shaded circle 15 the head ¢ f the shaft, the white
cross, the bottom of the capital, which cxpands 1tsclf into the
external shaded portions at the top  Each spur, thus formed,
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1s cut like 2 ship’s bow, with the Doric profile, the surfaces
so obtamced arc then charged with arborescent otnament

§xLv I shall not here farther examphfy the conditions
of the treatment of the spur, because I amafraid of con-
fusing the reader’s mind, and dimminishing the distine tness of
his conception of the diffurances between the two great
orders, which 1t has been my prmceipal object to develope
throughout this chapta  If all my readers Iinved m London,
I could at once fix this difference in thar minds by a simple,
yet somewhat curious 1llustration  In many parts of the
west ¢nd of London, as, for mstance, at the cornets of
Belgrave Square, and the north side of Grosvenor Square,
the Cornnthian capitals of newly-built houses arc put into
cages of wirc The wire cage 15 the exact form of the
typcal captal of the comvex school, the Cormthian capital,
withm, 15 a fimshed and hghly decorated example of the
concave 1he space between the cage and capital 1s the
Iimit of ormamentation

§xcvi Those of my readers, however, to whom this illus-
tration 15 inaccussible, must be content with the two pro-
files, 13 and 14, on Plate XV If they will glance along
the line of sections from 1 to 6, they will see that the profile
13 1s therr final developrient, with a superadded cornee for
its abacus. It 15 taken from a capital m a very important
rum of a palace, near the Rialto of Vemce, and hereafter
to be described the projection, outside of its principal
curve, 1s the profile of its superadded leaf ornamentation, 1t
may be taken as one of the simplest, yet a perfect type of
the concave group

§ xtvir The profile 1415 that of the capital of the mam
shaft of the northern portico of St Mark’s, the most fimished
example I cver met with of the convex famuly, to which, i
spite of the central mward bend of 1ts proﬁl(,, 1t 15 marked
as distinetly belongmng, by the bold convev curve at 1ts
root, springmg from the shaft i the Iine of the Christian
Doric cornice, and cnactly reversing the structure of the
other profile, which nises from the shaft, like a palm leaf
from 1ts stem  Farther, m the profile 13, the mnermost hine
15 that of the bell, but m the profile 14, the outermost line
15 that of the bell, and the mner hine 15 the It of the
mcisions of the chiscl, mn undercutting a reticulated vell
of ornament, surrounding a flower ke a hly, most -
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genously, and, T hope, justly, conjectured by the Marchese
Selvatico to have been mtended for an mmtation of the
capitals of the temple of Solomon, which Hiram made, with
“nets of checker work, and wreaths of cham wotk for the
chapiters that were on the top of the pillars and the
chapiters that were upon the top of the pillars were of hly
work m the porch ” (1 Kmgs,vu 17, 19)

§ xmvair On this exquisite capital there 1s imposed an
abacus ot the profile with which we began our mvestigation
long ago, the profile @ of Tig V©° This abacus 1s formed
by the cornice alicady given, @, of Plate XVI , and there-
fore we have, m this Tovely Venetian capital, the summary
of the results of our mvestigation, from its beginning to
1its close  the type of the fisst cormiee, the decoration of
it, m 1ts emergence fiom the dassical models, the gather-
mg mto the capital, the superimposition of the secondary
cornmice, and the refinement of the bell of the capital by
triple curvature m the two limits of chiselling I cannot
express the exdquisite refinements of the curves on the small
scale of Plate XV, I will give them motre accurately m a
larger cnuraving but the scale on which they are here
grven will not prevent the reader from percaiving, and let
him note 1t thoughtfully, that the outer curve of the noble
capital 15 the one which was our first example of associ-
ated curves, that I have had no need, throughout the
whole of our mquuy, to refer to any other ornamental
Iinc than the three which I at first chose, the simplest of
those which Nature set by chance hefore me, and that
this hly, of the dehicate Venetian marble, has but been
wrought, by the highcst human art, into the same line which
the clouds disclose, when they break from the rough rocks
of the flank of the Matterhomn

CH.APTER XXVIII
THE ARCHIVOLT AND APER1IURE
§1 IF the windows and doors of some of our best

Northern Gothic buildings were built up, and the crnament
of therr archivolts concealed, there would often reman
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Iittle but masses of dead wall and unsightly buttress, the
whole vitaliy of the building consisting 1 the graceful
proportions or rich mouldings of 1ts apertures It 15 not so
m the douth, where, frequently, the aperture 15 a mere dark
spot on the varegated wall, but there the column with
1ts horizontal or curved architrave, assumes an importance
of another kind, equally dependent upon the methods of
Iintel and archivolt decoration  These, though m therr nich-
ness of mmor vanety they defy all exemph-
fication, may be very broadly gencralised

Of the mere lintel, indeed, there 1 no
spectfic decoration, nor can be, it has no
organsm to direct 115 ornament, and there-
fore may rccene any kind and degree of
ornament, accordmg to its position  In a
Greek temple, 1t has meagre horizontal lmes ,
in & Romancsque church, 1t becomes a row
of upright miches, with an apostle m each,
and may become anything else at the archi-
tect’s will  But the arch head has a natural
organism, which separates 1ts ornament mto
distinet families, broadly definable

§ 11 In speaking of the arch-line and arch
masonry, we considered the arch to be cut
straight through the wall, so that, if half
bult, 1t would have the appcarance at a,
Fig LXIX Butn the chapter on Form of
Apertures, we fuund that the side of the arch,
or jamb of the aperture, might often require
to be bevelled, so as to gne the scction 4,
Fig LXIX It 15 casily concenvable that when two ranges
of voussoirs were used, one over another, 1t would be easer
to leave those beneath, of a smaller diameter, than to bevel
them to accurate junction with those outside Whether
influenced by this facility, or by decorative mstinet, the carly
Northern builders often substitute for the bevel the third
condition, 4 of Fig LXIX , so that, of the three forms mn
that figure, a belongs pnncipally to the South, ¢ to the
North, and 4 indifferently to both

§ur If the arch m the Northern building be very deep,
its depth wall probably be attamed by a succession of steps,
like that in ¢, and the richest results of Northern archivolt

Fie LNIN
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decoration arc entirely based on the aggregation of the orna-
ment of these several steps, while those of the South are
only the complete finsh and petfection of the ornament of
onc In this ornament of the smgle arch, the pomts for
general note are very few

§ 1v It was, m the first instance, derived from the
classical arcliutrave,! and the early Romanesque arches
are nothmg but such an architrave, bent round  The
horizontal lines of the latter become semicircular, but therr
mportance and value remam exactly the same, therr con-
tinuity 1> preserved across all the voussoirs, and the jomts
and functions of the latter are studiously concealed As
the builders get accustomed to the arch, and love 1t better,
they ccase to be ashamed of 1ts structure  the voussotrs begin
to show themsclves confidently, and fight for precedence
with the architrave Iines, and there 15 an entanglement of
the two structurces, 1 conscquence, hike the crcular and
radiating limes of a cobweb, until at last the architrave lines
get worsted, and driven away outside of the voussors,
bemng pamitted to stay at all only on condition of therr
dressmg themselyes m medieval costume, as m the following
plate

§v In other cases, however, before the entire dis-
comfiture of the architrave, a treaty of peace 15 signed
between the adverse parties, on these terms That the
architrasve shall entirely dismiss 1t> mner three meagre lines,
and leave the space of them to the voussorrs, to display
themselies after thar manner, but that, in return for this
concession, the architrave shall have Ieave to cexpand the
small cornice which usually termiunates 1t (the rcader had
better look at the orgmal form m that of the Erechtheum,
in the middle of the Elgin room of the British Museum)
mto bolder prominence, and even to put brackets under 1t,
as if 1t were a roof cormce, and thus mark with a bold
shadow the ternunal line of the voussoirs This condition
1s scen n the arch from St Pietro of Pistoja, Plate XIIT,
above, p 262

§ vi If the Gothic spint of the building be thoroughly

1 The architiave 15 properly the horizontal prece of stonc lard acioss
the tops of the pillars in Greeh bwldings, and commonly marked with
horizontal lines, obtained bv shght projections of 1ls swfuce, while 1t 15
protected above, 1n the richer orders, by a small cornice
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determined, and victorious, the architrave cornice 1s com-
pelled to relmquish 1ts classical form, and take the profile
of a Gothic cormice or dripstone, while, m other cases, as
m much of the Gothie of Verona, 1t 1s forced to disappear
altogether But the voussoirs then concede, on the other
hand, so much ot their dignity a5 to receive a running
omament of folage or ammals, hike a classical fricze, and
continuous round the arch  In fact, the contest between
the adversaries may be seen running through all the carly
architecture of Italy success mchmmg sometimes to the
one, sometimes to the other, and varnous kinds of truce or
reconcihation being effected between tham  somctimes
merely formal, sometimes honcst and  affec tionate, but with
no regular succession m fime  The greatest victory of the
voussolr 15 to annthilate the comice, and recerve an orna-
ment of 1ts own outlne, and entirely hmited by its own
joints and yet this may be seen m the very early apse of
Murano

§ vi1 The most usual condition, however, 15 that unity
of the two members above described, $ v, and which may
be generally represented by the archnolt scction a, I
LXX , and from this descend a family of Gothie archivolts
of the highest importance  For the cornice, thus attached
to the arch, suffers exactly the same changes as the level
cornice, or capital, recewves, m due time, 1ts claborate ogee
profile and leaf ornaments, hke fig 8 or g of Plate XV |
and, when the shaft loscs its shape, and 15 lost m the later
Gothic jamb, the archivolt has mfluence enough to mtro-
duce this ogee profile n the jamb also, through the banded
impost and we immediately find ourselves myolved m decp
successions of ogee mouldings m sides of doors and win-
dows, which never would have been thought of, but for the
obstinate resistance of the classical architrave to the attempes
of the voussorr at 1ts degradation or banishment

§ viir This, then, will be the first great head under which
we shall i future find 1t convement to arrange 4 large num-
ber of archn olt decorations It 15 the distinctively Southern
and Bysantme form, and typically represented by the section
a, of Tig LXX , and 1t 15 susceptible of almost every
species of surface ornament, respecting which only this
general law may be asserted  that, while the outsde or
vertical surface may properly be decorated, and yet the soffit
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or under surface left plain, the soffit 15 never to he decorated,
and the outer surface left plam Much beautiful sculpture
15, m the best Byzantine bwildings, half Jost by bong puat
under soffits , but the cye 15 led to discover 1, and even to
demandat, by thenich chasing of the outside of the voussorrs
It would have buen an hypocisy to carve them oaternally
onlv  But there 15 not the smallest excuse for carving the
soffit, and not the outside, for, m that case, we approach
the building under the 1dea of 1ts bang perfectly plain, we
do not Took for the sotfit decoration, and, of course, do not
see 1t oryaf we do, 1t 15 mercdy to regret that 1t should not
be m a better place  In the Renassance architects, 1t may,
pethaps for once, be considered a mert, that they put their
bad decoration systematically n the places
where we should least expect 1ty and can
scldomest see it —AApproaching the Scuola a
d1 San Rocco, you probably will regret the
extrame plamness and barrenness of the
window tracencs , but, 1f you will go very
close to the wall heneath the windows, you
may, on sunny days, discover a quantity
of pancl decorations which the mgenious
architect has concealed undar the soffits ro, uﬂr:ﬁ

Fi. LXX

The custom of decorating the arch soffit b h'ly Py

with panellmg 1 2 Roman application of @& i:‘l,‘J'
the Gireck roof ornament, which, whatever W
1ts st merit (e ompare Chap XXIX, :
§ 1v ). myy rationally be apphed to waggon vaults, as of St.
Peter s, and to arch soffits under which one walks  But the
Renanssance architects had not wit enough to reflect that
people wsually do not walk through windows

§ 1X So far then, of the Southern archnvolt  In Fig
LXIX, above, 1t will be remembered that ¢ represents the
simplest form of the Northern  In the farther dexdopment
of this, which we have next to consider, the voussorrs, m
consequence of thur own neghgence or over-confidence,
sustain & total and irrecoverable deteat That archnolt 1s
mn 1ts earliest conditions perfectly pure and undecorated,—
the simplest and rudest of Gothic forms  Necessarily, when
1t falls on the pier, and meets that of the oppostite arch, the
entire section of the masonry 15 m the shape of a cross, and
15 carnied by the crosslet shaft, which we above stated to be
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distinctive of Northern design I am more at a loss to
account for the sudden and fined devclopment of this type
of archnolt than for any other architectural transition with
which T am acquamted  But there 1t 15, pure and firmly
established, as catly as the building of St Michele of Pavia
and we have thenceforward only to observe what comes
of it

Y x Wefind 1t first, as T said, perfectly barren , cornice
and architrave altogether 1gnored, the existence of such things
practically demed, and a plan, deep-cut recess with a single
mighty shadow occupymg their place  The voussorrs, think-
ing therr great adversary utterly defeated, are at no trouble
to show themselves , visihle enough m both the upper and
under archnolts, they ate content to wait the time when, as
might hay e been hoped, they should recen e a new decoration
peculiar to themselves

§ ar In this state of paralysis, or expectation, therr flank
1s turned by an meadious chamfer  The edges of the two
great blank archivolts are felt to be panfully conspicuous ,
all the four are at once beaded or chamfored, as at 8, kg,
LXX , a rich group of deep lnes, runming concentrically
with the aich, 15 the result on the instant, and the fate of the
voussoirs 1ssealed  They surrender at once without a struggle,
and unconditionally , the chamfors deepen and multiply
themselves, cover the soffit, ally themsclves with other forms
resulting from grouped shafts or tracerics, and scettle mto
the mestricable richness of the fully devcloped Gothie jamb
and arch, farther complicated 1n the end by the addition
of miches to their recesses, as above desenbed

§ xu The voussorrs, - desparr, go over to the classical
camp, m hope of recewving some help or tolerance from
ther former enemies  They recene it mdeed, but as
traitors should, to their own cternal dishonour  They are
sharply chisclled at the jonts, or rusticated, or cut mto masks
and satyrs’ heads, and so set forth and pilloried 1n the van-
ous detestable forms of which the simplest 15 given above
m Plate XIIT (on the left), and others may be seen 1
nearly cvery large buildimg in London, more especially n the
bridges . and, as if n pure spite at the treatment they had
rccened from the archivolt, they are now not content with
vigoroushy showing their lateral joints, but shape themselves
mnto nght-angled steps at therr heads, cutting to pieces thear
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limiting line, which otherwise would have had sympathy with
that ot the arch, and fitting themselves to thar new friend,
the Renatssance Ruled Copy-book wall It had been better
they had died ten times over, m then own anaent cause,
than thus prolonged therr oistence

§ aur We bid them farewell m their dishonour, to return
to our victorious chamfer It had not, we said, obtamned so
easy a4 conguest, unless by the help of certain forms of the
grouped shaft  The chamfur was quite enough to decorate
the archivolts, if there were no more than two, but if, as
above noticed m § 1r, the archivolt was very deep, and
composed of a succession of such steps, the multitude of
chamferings were felt to be weak and maipid, and mstead of
dealing with the outside edges of the archivolts, the group
was softened by mttoduang solid shafts in therr dark mner
angles  Thus, the manliest and best condition of the carly
northern jamb and archivolt, 15 represented 1 section at
fig 12 of Plate IT , and 1te simplest aspect m Plate V', from
the Broletto of Como,—an mteresting example, because there
the voussoirs, bewg m the mudst of their aboye-desenibed
southern contest with the architrave, were better prepared
for the flank attack upon them by the shaft and chamfer, and
make a noble resistance, with the help of colour, in which
even the shaft itself gets shghtly worsted, and cut across
i several places, he General Zach's column at Marengo

§ xnv The shaft, however, rapidly rallies, and brings up
1ts own pecubar decorations to 1ts awd . and the itermediate
archivolts recenve runnimg or panelled ornaments, also, until
we reach the exquisitedy rich conditions of our own Norman
archnvolts, and ot the parallel T ombardic designs, such as
the entrance of the Duomo, and of San 1 ermo, at Verona
Thts change, howaver, occupies Iittle time, and tahes place
principally m doorwavs, oning to the greater thickness of wall,
and depth ol archnolt, so that we find the rich shafted sue-
cesston of ornament, m the doorway and wimdow aperture,
associated with the carliest and rudest double archnvolt, mthe
nave arches, at St Michele of Pavia  The nave arches, there-
fore, are most usuallv treated by the chamfer, and the vous-
soirs are there defeated much sooner than by the shaltad
arrangements, which they resisty as we saw, m the south by
colour, and even i the north, though forced out of their own
shape, they take that of birds’ or monsters heads, which for

vor, L ‘
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some time peck and pinch the rolls of the archnvolt to their,,
hearts’ content, while the Norman sigzag ornament alliey
itself with them, each sigrag often restramimgs itsclf amucably
between the jomts of each voussorr mm the ruder work, and
even m the highly fimshed arches, distmictly presenting a
concentric or sunlihe arrangement of lines, so much so, as
to prompt the conjecture, above stated, Chap XX, § xxvi,
that all such ornaments were mtended to be typical of light
1ssung from the orb of the arch - T doubt the mtention, but
acknowledge the resemblance, which perhaps goes far to
account for the nayer-faihing dehghtfulness of this a1gzag decor-
atton The dimmution of the zigzag, as it gradually shares the
defeat of the voussorr, and 15 at last overnhedmed by the com-
plicated, ratlroad-like flucney of the later Gothie mouldimgs, 1s
to me onc of the saddest sights m the drama of architecture

§ xv One farther crcumstance 15 descrving of espeaal
note m Plate V, the greater depth of the voussons at the
top of the arch  This has been above alluded to as a feature
of good construction, Chap XI, § 11 , 1t 15 to be notud
now as one still more valuable in decoration  for when we
arme at the deep succession of concentric archnolts, with
which northern portals, and many of the assouiated windows,
are beaded. we mmediately find a ditficulty m reconcling
the outer curve with the mnor  If, as 15 sometimes the
case, the width of the group of archivolts be twice or three
times that of the mner aperture, the mner arch may be
distmetly pomted, and the outer one, 1f drawn with concen-
tric arcs, approximate very nearly to a round arch  This
15 actually the case m the later Gothie of Verona  the
outer hine of the archivolt having a hardly pereeptible pomnt,
and every mner arch of course formmg the pomt more dis-
tinctly, ill the mnermost beromes a lancet By far the
nobler mcthod, however, 15 that of the pure carly Italan
Gothie , to make every outer arch a magufied fac-sunile of
thc mnermost one, every arc mcluding the same pumber
of degrees, but degrees of a larger circle  The result 1s the
condition represented m Plate V, often found in far bolder
development, esquisitely springy and elastic 1n its expres-
sion, and entirely free from the heaviness and monotony of
the diep northem archivolts

§ xx1 We have not spoken of the intermediate form, 5, of
Fyg LXIX (which its convemence for admission of hght
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has rendered common 1n nearly all architectures), because
1t has no transitions pecular to itselfl 1n the north 1t some-
times shates the fate of the outer architrave, and 15 chan-
nelled mteo longitudmal mouldmngs, sometimes remans
smooth and massy, as m military arclutecture, or m the
smpler forms of domestic and ccclesiastical  In Ttaly 1t
recenves sutface decoration like the architrave, but has,
perhaps, somcethmg of peculiar evpresston m bemg placed
between the tracery of the window within, and its shafts
and tabernacle work without, as m the Duomo of Florence
m this position it 15 always kept smooth 1in surface, and
mlaid (or panted) with delicate arabesques, while the
tracery and the tabernacle work are nichly sculptured  The
example of 1ty treatment by coloured voussoirs, gnen m
Plate XIX, may be uscful to the reader as a kind of central
expresston of the aperture decoration of the pure Italian
Gothic ,—aperture  decoration proper, applying no shaft
work to the jambs, but lcaving the bevelled opeming unen-
riched , using on the outer archivolt the voussorrs and con-
centric architrave m reconcilement (the latter having, how-
ever, some conuection with the Norman agrag) , and be-
neath them, the pure Itahan two-pieced and mid-cusped arch,
with rich cusp decoration It 1s & Veronese arch, probably
of the thirteenth centurs, and finushed with estreme care
the red portions are all 1 brick, delicately cast and the
most remdrhable feature of the whole 1 the small piece of
brick miud on the angle of cach stone soussoir, with a most
just feelmy, which cvery artist will at once understand, that
the colour ought not to be let go all at once

§ v We have traced the vanous conditions of treat-
ment m the archnolt alone , but, exeept m what has been
said of the peculiar expression of the voussoirs, we mught
throughout have spokhen m the same terms of the jamb.
Even a parallel to the expression of the voussoir may be
found 1n the Lombardic and Norman divisions of the shafts,
by zigzags and other transverse ormamentation, which m the
end are all swept away by the canahculated mouldings.
Then, m the recesses of these and of the archivolts alike,
the niche and statue decoration developes itself, and the
vaulted and cavernous apertures are covered with mcrusta-
tions of fretwork, and with cvery varous apphcation of
foliage to their fantastic mouldmgs
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§ xvir T have kept the mquiry mto the proper ornament
of the archnolt wholly free from all confusion with the
questions of beauty in tracery , for, in fact, all tracery 15 a
mere multiplication and entanglement of small archnolts,
and 1ts cusp ornament 15 a mmor condition of that proper
to the spandnl It does not reach 1ts completely defined
form until the jamb and archnolt have been divided into
longitudinal mouldings , and then the tracery 15 formed by
the mnermost group of the shafts or fillets, bent mto what-
cier forms or folations the designer may choose , but this
with a delicacy of adaptation which I rather choose to 1llus-
trate by particular ¢.amples, of which we shall meet with
many 1 the course of our inquiry, than to delay the reader
by specifymg here L\ for the conditions of beauty n the
disposition of the tracery bars, I see no hope of dealing with
the subject farrly but by devoting, if T can find tune, a
scparate essay to 1t—which, 1n 1tself, need not be long, but
would mvolve, before 1t could be completed, the examin-
ation of the whole mass of matcnals lately collected by the
mdefattigable mdustry of the Enghsh architects who have
devoted their specal attention to this subject, and which are
of the highest value as illustratiny the chronological succes-
sion or mechanical structure of tracery, but which, in most
cases, touch on therr esthetic merits moidentally only — Of
works of this hind, by far the best I have met with 15 Mr
Edmund Sharpe’s, on Decorated Windows, which seems to
me, as far as a cursory glance can cnable me to judge, to
evhaust the subject as respects English Gothic , and which
may be recommended to the readers who are interested m
the subject, as containing a clear and masterly enuncation
of the gencral principles by which the design of tracery
has been regulated, from 1ts first development to 1its final
degradation

CHAPTER XXIX
THE ROOF
§$ 1 THE modes of decoration hitherto considered, have

been common to the exteriors and interiors of all noble
buildings , and we have taken no notice of the vanous kinds
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of ornament which 1equne protection fiom weather, and are
necessartly confined to mtenor wortk  But in the case of
the roof, the cataiior and mtaio trcatments become, as we
saw . constiuction, so also m docotation, scpatated by
bioad and bold distinctions  One side of 4 wall 15, m most
casws, the same as another and if 1ts structure be conccaled
1t 15 mostly on the mside, but, m the 100f, the anatomical
structure, out of which dccoration should nitwmally sprng,
15 visible, 1f at ally mn the mteor only  so that the subject
of mtuml omament becomes both wide and important,
and that of catunal, comparatinely subordinate

§ 11 Now, so lonsas we ware concerned puncapally with
the outside of builldings we nught with safcty leave cxpres-
stonal chatacter out of the question for the time, because 1t
15 not to be expected that all persons who pass the bulding,
ot sce 1t from a distance, shall be i the temper which the
buildimg 15 propuly intended to mduce, o that ornaments
somewhat at vaanee with this tempa may often be
cmployed  extarnally without punful cffcct But  these
ommuments would be madmissible 1in the mtetior, for those
who cntar will for the most part uther be m the proper
temper which the building requites, or desnous of acquinng
i, (Lhe distinction 15 not 1gidly observed by the medieval
builders, and grotes jues or profanc subjucts, occur m the
mterior of churches, - bosses, aockets, capitals, brackets,
and such otha portions of munor omament, but we do
not find the mteior wall covared with hunting and battle
pieces, as ofuen the Lombardic exteriors ) And thus the
mterior cxpression of the 1oof or cetling becomes necessanly
50 vatious, and the hind and degree of fitting decoration so
depundent upon puticular arcumstances that 1t 1s neatly
mmpossible to classify 1ts methods, o1 imit 1ts applications

i I huwce httle, thecfore, to say hue and that
touching rathcr the omission than the selection of duwcoa
tion, as far as regards mterior roofing Whether of umba
or stone, roofs arc neccessarily divided mto surfaces nd 11bs
or beams, —surfaces, flat or carved, nbs, traversing these
m the directions where mam strength 15 requned o1
beams, filling the hollow of the dark gable with the intiate
roof tree, or supporting the flat celling  Wherevar the 1ibs
and beams are simply and unaffectedly airanged, thuie 1s no
difficulty about decoiation, the beams may be cuved, the
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1ibs moulded, and the eye 15 satisfied at once, but when
the vaulting 15 unribbed, as m plain waggon vaults and
much excellent early Gothic, or when the ceilling 15 flat, 1t
becomes a difficult question how far their surfaces may
recenc ornamentation mdependent of their structure I
have never myself seen a flat celling satisfactorily decorated,
except by pammting  there 15 much good and fanciful pancl-
Iing n old English domestic architecture, but 1t always 1s 1n
some degrec meanmgless and mean  The flat ceillings of
Venice, as1n the Scuola di San Rocco and Ducal Palace, have
m thur vast pancllings some of the noblest pamtings (on
stretched canvas) which the woild possesses  and this 1s
all very wdll for the celling, but one would rather have
the pamtmg 1 a better place, espeaally when the ram soaks
through 1ts canvas, as I have seen 1t domng through many
a noble Timtorct  On the wholg, flat ceithngs arc as much
to be avoided as possible, and, when necessary, perhaps a
panclled ornamentation with rnich coloured patterns 1s the
most satisfymg, and loses least of valuable Jabour Tt I
leave the question to the reader’s thought, being mysclf
exceedmgly undeaded respecting 1t execpt only touchmg
one puint—that a blank ceilling 15 not to be redeemed by
a decorated ventilator

§nn I have a more confirmed opmon, however,
respecting the decoration of curved surfaces  “The majesty
»f a root 1s never, I think, so great, as when the eye can
pass undisturbed over the course of all 1ts curvatures, and
trace the dying of the shadows along 1ts smooth and sweep-
g vaults  .\nd Iwould rather, myself, have a plam ndged
Gothic vault, with all 1ts rough stones visible, to keep the
slect and wind out of a cathedral assle, than all the fanning
and pendanting and foliation that ever bewildered Tudo
weight  But mosme or fresco may of course be used
as far as we can afford or obtamn them, for these do
not break the cunature  Perhaps the most solemn roofs
m the world arc the apse conchas of the Romanesque
basificas, with therr golden ground and severe figures.
Ixactly opposed to these are the decorations which disturb
the scremty of the curve without giving it interest, ike the
vulgar panelling of St Peter’s and the Pantheon, both, I
thmk, m the last degree detestable

§ v .\s roofs mnternally may be divided into surfaces and
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ribs, externally they may be divided nto surfaces, and pomts,
or nidges , these latter often recenving very bold and distine-
tive otnament  The outside surface 15 of small importance
m central Europe, bemng almost unnversally low m slope,
and tiled, throughout Spain, South France, and North
Italy of still less importance where 1t 15 flat, as a terrace ,
as often in South Italy and the East, mingled with low
domes but the lurger Eastern and .\rabian domes become
elaboratc 1n ornamentation I cannot speak of them with
confidence, to the mind of an mhabitant of the north, a
roof 1s a guard agamst wild weather, not a surface which 1s
for cver to bask mn serenc heat, and gleam across deserts
like a nising moon I can only say, that I have never seen
any drawing of a richly decorated Eastern dome that made
me desire to see the onginal

§ vi Our own northern roof decoration 1s necessarily
simple  Coloured tiles are used m some cases with quamt
effect, but I believe the dignity of the building 1s always
greater when the roof 1s kept m an undisturbed mass,
opposing 1tsclf to the variegation and richness of the walls.
The Itahan round tile 15 1tself decoration enough, a deep
and rich fluting, which all artists delight in, this, however,
18 fitted exclusinely for low pitch of roofs On steep
domestic roofs, there 15 no ornament better than may be
obtamed by merely rounding, or cutting to an angle, the
loner extremitics of the flat tiles o shingles, as m Switzer-
land thus the whole surface 1s covered with an appearance
of scales, a fish-like defence agamnst water, at once perfectly
simple, natural, and effectnve at any distance, and the best
decoration of sloping stone roofs, as of spircs, 1s a meie copy
of this scale armour, 1t enriches every one of the spires
and pmnacles of the cathedral of Coutances, and of many
Norman and early Gothic buildmgs Roofs covered o
edged with lead have often paticrns designed upon the lead,
gilded and recliesed with some dark colour, as on the housc
of Jaques Cceur at Bourges, and I imagme the efftct of
this must have been singularly delicate and beautiful, but
only traces of 1t now remam. The northern roofs, howevar,
generally stand 1n little need of surface decoration, the cyc
being drawn to the fantastic ranges of therr dormer wmdows,
and to the finials and fringes on their ponts and ndses

§ vi. Whether dormer wmdows are legitimatcly to bej
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classed as decorative features, seems to me to admt of
doubt The northern spire system 15 evidently a mere
elevation and exaggeration of the domestic turret with its
look-out wmmdows, and one can hardly part with the
grotesque limes of the projections, though nobody 1s to be
aipected to lve n the spire but, at all cvents, such
windows are never to be allowed m places visibly macces-
sible, or on less than a natural and serviceable scale

§ vur Under the general head of roofnidge and pont
decoration, we mayv mnclude, as above noted, the entire
race of fimges, fintals, and crackets  As there 18 no use n
any of these things, and as they ate visible additions and
parasitical portions of the structuie, more caution 15 requited
m therr use than m any other features of ornament, and the
architect and spectator must both be m fehiatous humour
before they can be well designed o thoroughly enjoyed
They are generally most admurable where the giotesque
Northern spinit has most power and I think thae 1
almost always a certam spirit of playfulness m  them,
adverse to the grandest architectural effects, or at least to
be kept m severe subordmation to the screner character
of the prevalent Iines  But as they are opposed to the
sertousness of majesty on the one hand, so they are to
the werght of dulness on the otha and I know not any
features which make the contrast between contmental
domestic atchitectute, and our own, more humilatingly
felt, or which give so sudden a fedimg of new hfe and
delight, when we pass from the strects of London to thosc
of Abbevile or Rouen, as the quammt pomts and pmnacles
of the roof gables and turrets  The commoncest and
heaviest roof may be redeemed by a spike at the end of
1t, 1f 1t 1s sct on with any spinit, but the foreign builders
have (or had, at lcast) a pecuhar fedling m this, and gave
anmmation to the whole roof by the finge of its back, and
the sprhe on its forehead, so that all goces together, like the
dorsal fins and spmes of a fish  but our spikes have a dull,
screnwed-on, look, a far-off relatonship to the nuts of
machinery , and our roof frmges are sure to look like
fenders, as af they were meant to catch ashes out of the
London smoke-clouds

Y 1x Stone finals and crockets are, I thmnk, to be
considercd 1 architecture, what pomts and flashes of light
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El
are m the colour of paunting, or of nature  There are some
landscapes whose best character 1s sparkling, and there 15 2
possibility of repose m the midst of brilhancy, or embrauing
1it,—as on the ficlds of summer sea, ot summer land

¢ Cam, and deep peace, on this high wold

And on the dews that diench the tursg,

And on the sithery gossamers,

That twinl b nto 21 ccn and vold ”
And there are colourists who can keep therr quiet in the
midst of a jewdlery of light, but, for the most part, 1t 1s
better to avond breaking up either limes or masses by too
many pomts, and to make the few pomnts used exceedingly
precious  So the best crockets and finals arc set, like
stars, along the lnes, and at the pomts, which they
adorn, with considerable mtervals between them, and
exquisite dehicacy and fancy of sculpture mm theirr own
designs . 1f very small, they may become more frequent,
and descnbe Imes by a chain of ponts  but therr whole
ralue 15 lost 1f they are gathered nto bunches or clustered
mto tassels and knots, and an over-indulgence n them
always marks lowness of school.  In Venue, the addition
of the fimal to the arch-head 15 the first sign of degradation,
all her best architecture 15 entircdy without cither crockets
or fimals, and her cocdesiastical architecture may be
classed, with fcailess aceuracy, as better or worse, 1 propor-
tion to the dimmution or cxpansion of the ciocket The
absolutely perfect use of the crocket 15 found, I think, mn
the tower of Giotto, and m some other buildings of the
P1san school  In the North they generally err on one side
or other, and are cither flond and huge, or mean n out-
Iine, lookmg as 1f they had been pinched out of the stone-
work, as thioughout the entire cathedial of Amiens, and
are besides connccted with the generally spotty sy stem wluch
has been spoken of under the head of archivolt decoration

§ x Employed, however, m moderation, they arc among

the most delightful means of delicate expression, and the
architect has more Iiberty n their individual treatment than
1n any other feature of the buillding  Separated entirels from
the structural system, they are subjected to no shadow of any
other laws than those of grace and chastity , and the fancy
may range without rebuke, for materals of thar design,
through the whole field of the visible or imaginable creation
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CHAPTER XXX
THE VESTIBULE

§ 1 I HavE hardly kept my promise The reader has
decorated but little for himself as yet, but I have not, at
least, attempted to bias hus judgment  Of the simple forms of
decoration which have been set before him, he has always been
left free to choose , and the stated restrictions 1n the methods
of appliing them have been only those which followed on
the necessities of construction previously determined These
having Leen now defined, I do mdeed leave my reader free
to build, and with what a freedom! All the lovely forms
of the unnerse set beforc him, whence to choose, and all
the lovely lines that bound therr substance or gmde therr
motion, and of all these lines,—and there are mynads of
mynads m every bank of grass and every tuft of forest, and
groups of them, drvinely harmonised, m the bell of every
flower, and 1n every several member of bird and beast,—of
all these hines, for the principal forms of the most important
members of architecture, I have used but Three! What,
therefore, must be the mfinity of the treasurc m them all?
There 15 material enough 1n a single flower for the ornament
of a score of cathedrals  but suppose we were satisfied with
less cahaustne apphance, and bumlt a score of cathedrals,
each to illustrate a single floner? that would be better than
trying to mvent new styles, I think There 15 quite difference
of style enough, between a violet and a harcbell, for all
reasonable purposes

\ 11 Perhaps, however, even more strange than the
struggle of our architects to mnent new styles, 15 the way
they commonly speak of this treasure of natural infimty
Let us take our patience to us for an instant, and hear one of
them, not among the least intelligent —

“It 15 not true that all natural forms are beautiful We
may hardly be able to detect this in Nature herself; but when
the forms are separated from the things, and exbibited alone
(by sculpture or carving), we then see that they are not all
fitted for ornamental purposes, and mndeed that very few,
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perhaps none, are so fitted without correction Yes, I say
correction, for though 1t 15 the highest aim of every art to
imitate nature, this 1s not to be done by mutating any
natural form, but by erznzsing and cor recting 1t,—cnticsing
1t by Natuies rules gathered tfrom all her works, but never
completely carried out by her m any one work , correeting it,
by rendering 1t more natural, z ¢ more contormable to the
general tendency of Nature, accordmng to that noble maxim
recorded of Raffaclle, ‘that the artist s object was to make
thmgs not as Nature makes them, but as she wouLD make
them ’ as she ever tries to make them, but never succeeds,
though her aim may be deduced from a comparison of her
efforts, just as if a number of archers had aimed unsuccess-
fully at a mark upon a wall, and this maik were then removed,
we could by the exammation of therr arrow marks pomt out
the most probable position of the spot aimed at, with a
certamty of bemg neater to 1t than any of their shots 1

§ ur I had thought that, by this time, we had done with
that stale, second-hand, once-sided, and misunderstood saying
of Raffaelle’s, or that at least, m these days of purer Chnistian
Light, men nught have begun to get some msight mto the
meanmg of 1t Raffaclle was a painter of humamty, and
assuredly there 15 something the matter with humamty, a
few dowscbbe s, more or less, wanting m 1t We have most
of us heard of origmal sin, and may perhaps, m our modest
moments, conjecture that we are not quite what God, or
nature, would have us to be Raffaelle 4ad <omething to
mend i Humanity T should have hhked to have seen him
mending a daisy '—or a pease-blossom, or a moth, or a
mustard seed, or any other of (Gods shghtest works If he
had accomplished that, one might have found for lum more
respectable employment,—to set the stars in better order,
perhaps, (they seem grievously scattered as they are, and to
be of all manner of shapes and sizes,—except the 1deal shape,
and the proper size), or to gie us a corrected view of the
ocean that, at least, seems a very trregular and impnoveable
thing , the very fishermen do not know, this day, how far 1t
will reach, driven up before the west wind —perhaps Some
One else does, but that 1s not our business  Let us g0 down
and stand by the beach of it,—of the great, wrregular sca, and

1 Garbett on Design, p 74
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count whether the thunder of it 15 not out of ttme  One,—
two —here comes a well-formed wave at last, trembling a
Iittle at the top, but, onthe whole, orderly  So, crash among
the shingle, and up as far as this grey pebble, now stand
by and watch ' Another —.\h, carcless wave! why couldn’t
you have hept your crest on? 1t 15 all gone away nto spray,
striking up agamst the chiffs there—I thought as much—
nissed the mark by a couple of feet ! Another —How now,
mmpatient one ! couldn’t you have watted tll vour friend’s
reflus was done with, mstead of rolling yoursdIf up with 1t n
that unseemly manner® You go for nothmg .\ fourth,
and a goodly one at last ~ What think we of yonder slow 115¢,
and crystalline hollow, without a flaw ?  Steady., good wave,
not so fast, not so fast, where are vou commg to *—By our
architectural word, this 1s too bad  two yards over the mark,
and cver so much of you mn our face besides, and a wave
which we had some hope of, behmd there, broken all to
pieces out at sea, and laying a great white tabledoth ot foam
all the way to the shoie, as 1t the manne gods were to dme
off it! .\las, for these unhappy arrow shots of Nature , she
will never hit her mark with those unruly wases of hers, nor
get one of them into the 1deal shape, 1f we wait for her a thous-
and years Letus send for a Greek ardmtedt to do 1t for her

He comes—the great Greek architect, with measure and rule

Will he not also make the weight for the wmds? and wagh
out the waters by measure? and make a decree for the ram,
and a way for the hghthing of the thunder?  He sets nmself
orderly to his work, and behold ! this 15 the mark of nature,
and this 15 the thimg mto which the gieat Greek architect
improves the sea—

®dAarra, Bdharra: Was 1t this, then, that they wept to see
from the sacred mountamn—those wearied ones ?

& 1v But the sea was meant to be uregular! Yes, and
were not also the leaves, and the blades of grass, and, m a
sort, as far as may be without mark of s, even the counte-
nance of man?  Or would 1t be pleasanter and better to have
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us all alike, and numbered on our forcheads, that we mght
be known one from the other ?

§ v I there, then, nothing to be done by mans art?
Have we only to copy, and agamn copy, for ever, the imagery
of the universe? Notso  We have work to do upon it , there
15 not any one of us ~o simple, nor so feeble, but he has work
to do upon it But the work 15 not to impros e, but to explain
This mfinite unnverse 15 unfathomable, meoncenable, 1n 1ts
whole, every human creature must slowly spell out, and long
contemplate, such part of 1t as may be poswible for im to
reach , then set forth what he has learned of 1t for those
beneath him, extricating 1t from mfinity, as one gathers a
violet out of grass, one does not improve either violet or
grass m gathoring it, but one makes the flower vistble, and
then the human bemng has to make 1ts power upon his own
heart visible also, and to give 1t the honour of the good
thoughts 1t has 1aised up m him, and to wrnite upon 1t the
history of his own soul  .\nd sometimes he may be able to
do more than this, and to set 1t i strange hights, and display
it m a thousand ways before unknown  ways speciallv
directed to necessary and noble purposes, for which he had
to choose mstruments out of the wide armoury of God
All this he may do  and 1 this he 15 only domyg what every
Christian has to do with the written, as well as the created
word, “rightly diording the word of truth” Out of the
mfinity of the written word, he has also to gather and set
forth thimgs new and old, to choose them for the season and
the work that are befc re bim, to explain and mamfest them
to others, with such tllustiation and enforcement as may be
m his power, and to cown them with the history of what,
by them, God has done for his soul  .And, 1 domg this, 15
he mmproving the Word of God?  Tust such difference as
there 15 between the sense m which a mmister may be smd
to 1mprove a text, to the people’s comfort, and the sense in
which an atheist might declare that he could improve the
Book, which, if any man shall add unto, there shall be added
unto him the plagues that are wrtten therein, just such
difference 1s there betwcen that which, with respect to
Nature, man 1s, in his humbleness, called upon to do, and
that which, in his msolence, he mmagines himself capable of
doing

§ vi. Have no fear, therefore, reader, in judging between
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nature and art, so only that you love both  If you can love
onc only, then let 1t be Nature ; you arc saft with her but
do not then atterapt to judge the art, to which you do not
care to give thought, or time  But 1f you love both, you
may judge between them fearlessly . you may estimate the
last, by 1ts making you remember the first, and gning you the
same kind of joy  If, i the square of the city, you can find
a delight, fimite, indeed, but pure and ntense, ike that which
you have 1 a valley among the hills, then 1ts art and archi-
tecture are right , but 1f, after far tndl, you can find no delight
1 them, nor any mstruction bike that of nature, 1 call on you
fearlessly to condemn them

We are foreed, for the sake of accumulating our power and
knowledge, to hive m atics  but such advantage as we have
m association with each other 15 1 great part counterbalanced
by our loss of fcllowship with nature  We cannot all have
our gardcns now, nor our pleasant fields to mcditate m at
eventide, Then the function of our architecture 15, as far as
ma) be, to replace these , to tell us about nature, to posscss
us with memories of her quietness , to be solemn and full of
tenderncess, Iike her, and rich m portiartures of her, full of
dehcate imagery of the flowers we can no more gather, and
of the hinmg creatures now far away trom us m thar own
solitude  If cver you fult or found this m & London Street,
—if ever 1t furnished you with one serious thought, or one
ray of true and gentle pleasure,—1f there 15 1 your heart 4
true delight m 1ts grim radings and dark casements, and
wasteful finery of shops, and feeble concombry of club-houses,
—it 15 well  promote the bulding of more hke them  But
if they never taught you anything, and nover made you
happicr as you passcd beneath them, do not think they have
any mysterious goodness nor occult cubhimitn . Have done
with the wretched affectation, the futile batbarnsm, of pre-
tending to enjoy  for, as surely asyou know that the meadow
grass, meshed with fairy rings, 1s better than the wood pave-
ment, cut mnto henagons , and as surely as you know the fresh
winds and sunshine of the upland are better than the choke-
damp of the vault, or the gas-hight of the ball-room, you may
know, as T told you that you should, that the good archi-
tecture, which has life, and truth, and joy n 1t, 15 better
than the bad architecture, which has death, dishonesty, and
vexation of heart 1n 1t, from the beginming to the end of time,
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§ vir And now come with me, for I have kept you too
long from your gondola come with me, on an autumnal
morning, through the dark gates of Padua, and let us take
the broad 10ad leading towards the East

It lies level, for a league o two, between its Jdms, and
vine festoons full laden, their thin leaves vened mto scarlet
hectic, and their clusters deepened mto gloomy blue, then
mounts an embankment above the Brenta, and runs between
the nver and the broad plam, which stretches to the north
n endless hines of mulbary and maize  The Brenta flows
slowly, but strongly , a muddy volume of jellowish-grey
water, that neither hastens nor slackens, but ghdes heavily
between 1ts monotonous banks, with here and there a short,
babbling eddy twisted for an mstant into 1ts opaque surface,
and vanshing, as 1if something had been dragged mto 1t and
gone down  Dusty and shadeless, the road taes along the
dyke on 1ts northern side, and the tall white tower of Dolo
15 seen trembling 1n the heat nust far away, and never secms
nearcr than 1t did at first  Presently, you pass one of the
much vaunted “sillas on the Brenta 7 a glaring, spectral
shell of buck and stucco, its windows with pamted archi-
traves like picture-frames, and a courtsard paved with
pebbles in front of 1t, all burning m the thick glow of the
feversh sunshine, but fenced from the high road, for magnifi-
cence sake, with goodly posts and chams, then another,
of Kew Gothi¢, with Chinesc varations, pamted red and
green . a third, composed for the greater pait of dead-wall,
with fictitious windows pamnted upon 1t, each with a pea-
green blind, and a classical architrave m bad perspective,,
and a fourth, with stucco figures set on the top of its garden-
wall some antique, like the kind to be seen at the corner
of the New Road, and some of clumsy grotesque dwarfs, with
fat bodies and large boots  This 15 the architecture to which
her studies of the Renaissance have conducted modern Italy

§ virn The sun chmbs steadily, and warms into intense
white the walls of the httle prazza of Dolo, where we change
horses  Another dreary stage among the now dmvided
branches of the Brenta, forming irregular and halfstagnant
canals, with one or tno more villas on the other side of
them, but these of the old Venetian type, which we may have
recognised before at Padua, and sinking fast imto utter run,
black, and rent, and lonely, set close to the edge of the dull
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water, with what werc once small gardens heside them,
kneaded mnto mud, and with blighted fragments of gnailed
hedges and broken stakes for thar fenung, and here and
there a few fragments of marble steps, which have once ginven
them graccful access from the water’s edge, now setthing mnto
the mud m broken joints, all aslope, and shppery with green
weed At last the road turns sharply to the north, and
there 1s an open space, covercd with bent grass, on the
night of 1t but do not look that way

§ x Five mmutes more, and we are in the upper 10om
of the Iittle mn at Mestie, glad of a moment’s rest i shade
The table 1 (always, [ think) covered with a cloth of nommal
white and perenmal grey, with plates and glasses at due mter-
vals, and small loaves of a peculiar white bread, made with
oll, and more like knots of flour than bicad  The view fiom
1ts balcony 15 not cheerful a narrow street, with a solitary
brick church and barren campamie on the other side of 1t,
and some conventual buildings, with a fuw crimson remnants
of fresco about thur wmdows , and, between them and the
street, a ditch with some slow current ity and one or two
small houses beside 1ty one with an arbour of roses at 1ts door,
as m an Lnglsh tea-garden, the an, however, about us
haymg mn 1t nothing of roses, but a dose smell of garhe and
crabs, warmed by the smoke of various stands of hot chest-
nuts  There 15 much youferation also gomg on bencath the
wmndow respeeting certain wheelbarrows which are n mvalry
for our baggage, we appease their nivaln with our best
patience, and follow them down the narrow street

§ X We have but walked some two hundred yards when
we come to 4 low wharf or quay, at the exticnuty of a canal,
with long steps on cach side down to the water, which latter
we fancy for an mstant has become black with stagnation ,
another glancce undecerves us,—1t 1s covered with the black
boats of Ventce  We enter one of them, rather to try if they
be real boats or not, than with any definite purpose, and
ghde away, at first feeling as if the water were yielding con-
tinually beneath the boat and letting her sink into soft vacancy
It 15 something clearer than any water we have seen lately,
and of a pale green, the banks only two or three fect above
1t, of mud and rank grass, with here and therc a stunted tree ,
ghding swiftly past the small casement of the gondola, as if
they werc dragged by upon a painted scene
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Stroke by stroke, we count the plunges of the car, each
heaving up the side of the boat shghtly as her silver beak
shoots forward We lose patience, and citricate oursclves
from the cushions  the sea arr blows keenly by, as we stand
leaning on the roof of the floating cell  In front, nothing
to be seen but long canal and level bank  to the west, the
tower of Mcstre 15 lowering fast, and behmd 1t there have
risen purple shapes, of the colour of dead rose-leaves, all
round the horizon, feebly defined aganst the afternoon sky,
—the Alps of Bassano  Forward still  the cendless canal
bends at last, and then breaks mnto mtricate angles about
some low bastions, now torn to pieces and staggering . ugly
rents towards the water,—the bastions of the fort of Malgheia.
Another turn, and another perspective of canal, but not
mtermmable  The siher beak cleaves it fast,—it widens -
the rank grass of the banks smks lower, and lower, and at last
dies 1 tawny knots along an expanse of weedy shore  Over
it, on the nght, but a few years back, we might have seen
the lagoon stretching to the horizon, and the warm southern
sky bendmg over Malamocco to the sea  Now we can see
nothing but what seems a low and monotonous dockyard
wall, with flat arches to let the tide through it ,—this 15
the rarlroad bridge, conspicuous above all things  Butat the
end of those dismal arches there nises, out of the wide water,
a straggling line of low and confused brick buildings, which,
but for the many towers which are mingled among them,
might be the suburbs of an Enghsh manufacturing town.
Four or five domes, pale, and apparently at a greater distance,
rse over the centre of the line, but the object which first
catches the eye 15 a sullen cloud of black smoke brooding
over the northern half of it, and which 1ssues from the belfry
of a church

It 1s Venice.
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APPENDIX

1. FOUNDATION OF VENICE.

I FIND the chroniclers agree n fixing the year 421, if any
the ;’ollo“mg sentence from De Monaci may perhaps interest the
reader

% God, who punishes the sins of men by war sorrows, and whose
ways are past finding out, willing both to save the mnocent blood,
and that a great power, beneficlal to the whole wo1ld, should
arise 1n a spot strange beyond belief, moved the chief men of
the cittes of the Venetian province (which, from the borderof
Pannonia, estended as far as the Adda, a river of Lombardy),
both in memory of past, and in diead of future distiess, to
establish states upon the nearer islands of the mne: gulphs of
the Adiatic, to which, 1n the last necessity, they might retreat
for refuge And first Galienus de Fontana, Simon de Glau-
conibus, and Antonius Calvus, or, as others have 1t, \dalbertus
Falerius, Thomas Candiano, Comes Daulus, Consuls of ’adua,
by the command of their King and the desire of the citizens,
laid the foundations of the new commonwealth, under good
auspices, on the 1sland of the Rialto, the highest and nearest to
the mouth of the deep river now called the Brenta, in the jear
of Our Lord, as many wiiteis assure us, four hundied and
twenty-one, on the 25th day of Maich ”!

It 1s matter also of very great satisfaction to know that Venice
was founded by good Christians *La qual citade & stada hedi-
ficada da ver1 e bon1 Chnisttam1 ? which information I found
m the MS copy of the Zancarol Chionicle, in the hibhary of
St Mark’s

Finally, the conjecture as to the ongm of her name, 1ecorded
by Sansovino, will be accepted willingly by all who love Venice
“Fu interpretato da alcum, che questa voce VLNL1I1A vogla
dire VENI ET/AAM], cio, vien ancoia, e ancoia, percioche
quante volte verra,, sempre vedrai nuove cose, € nuove
bellezze.”

2 POWER OF THE DOGES

The best authorities agree 1n giving the year 697 as that of
the election of the first doge, Paul Luke Anafeste Hec was
elected 1n a general meeting of the commonalty, tribunes, and
clergy, at Heraclea, “ divinis rebus procuratis,” as usual, in all
serious work, in those times His authorty 1s thus defined by

1 Ed Veneus, 1758, Lib I.
319 -
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Salellico, who was not hkels to have exagperated it —* Penes
quun decus omne MPErN ac Maje-ias €26t on jus concihium
cogendr quoties de 1opublica abrgmd refern oporteret , qui
tribunos annuos q singnlas tnanlas legeret, 4 quibus ad Ducem
esset provocane  Coateram, sl gus digmtatem  ceclesiam,
sacerdotnmve «lann populifque  suffragio  esset  adeptus, 1ta
dumum id ratim haberetur st dus aps anctor factus esset”
(Lib 1, The last clause 15 very unportaut, indicating the sub-
jecion of the ccclesiastueal o the popular and dural (or
patiician) powers, which, throughout her carcer, was one of the
most remarkable fcatures i the pohicy of Venice  The appeal
from the tnbuncs to the doge 15 also unportant , and the ex-
pression “decus omne tmpetn,” of of somewhat doubtful force, is
at least as encigctic as could have been cipected from an
histortan under the mfluence of the Council of Ten

3 SIRRAR DET CONSIGITO

The date of the decree which made the right of sitting 1n the
grand council hereditary, 15 variously given , the Venetian his-
torians themsclves saymg as hittle as they can about 1t The
thing was evidently not accomplished at onre, several decrces
following in successive years the Council of len was estab-
Iishcd without any doubt 1n 1310, 1n cunsequence of the con-
spiracy of Liepoln The Venctian verse, quaoted by \utinellt
(Annali Urbam di Vencaa, p 133), 15 worth remembering

¢ el mille tresento e diese
A mesro Jdmese delle cenicse
Bagramonte s ol ponte
T per oo fo fatto ol Consegio di diese

The reader cannot do better than take 1297 as the date of the
bLegmmug of the change of government, and this will enable
him exactly to divide tne 1100 years from the election of the
first doge nto foo of monaichv and 300 of arstocracy  The
comcidence of the numbeis 15 somewhat curious, 697 the date
of the estabhishment of the government, 1297 of its change, and
1797 of 1ts fall

4 S PIETRO DI CASTELLO

It 15 crechibly reported to have been founded 1n the seventh
cuntury, and (with somewhat less of credibibity)in a place where
the Trujans, conducted by Antenor, had, after the destruction of
Tioy, built “un castello, chiamato prima Troja, poscia Olivolo,
mterpietato, luogo pieno” It seems that St Peter appeared n
person to the Bishop of Heraclea, and commanded him to
found, m his honour, a church in that spot of the nising city
on the Rialto “ove avesse veduto una mandra di buo1 e di
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pecore pascoluie unitamente  Questa fu 11 prodigiost ongine
della Chiesy d1 S Pictro, che posciy, 0 1mov wta, O tistauratt,
da Orso Puuciprzio IV \escovo Ulivolense, divenne 11 Catte
drale dclv Nuovi atti’ (Nousic Storiche delle Chiese e
Monastcit di Venesir Paduy, 175> ) Whit thae wis so pro-
digious 1n oxen 1nd sheep feedimg, together, we need St Peter,
I think, to tell us  The uitle of Bishop of Castedlo was first
taken m 109t St Muks wis not made the cathedial church
tll 1507 It may be thou ht hiudly tw o conclude the small
impoitance of the old St lietio di Cstedlo fiom the appe u-
ance of the wictched modermisitions of 1620 But these
moderr 1sitions e spoken of 4> impronements  nd I hnd
no nottce of peculiut beauties in the older building, eitha
the work above quoted, or by Sinsovino  who only says that
when it was destioved by fite (15 evervthing m Venice was, [
thk, about thice times m a cuntury), in the 1eten of Vatal
Michele, 1t w 1w 1cbuilt “with Jood thich wlls muntunin,, /o2
all that, the ovdar of its niringement tahen from the Greeh mode
of buillding” TIlus docs not scem the descmption of 4 very
enthusiastic eftort to 1chuild a highly oinite cithedral 1he
prescnt chuich 15 amon, the lewst muaesting m Venice, a
wooden bndge, something ke thit of bHttaisca on a small
scile conncets its 151 ind, now 1lmost deserted, with a wretched
suburb of the city behind the usenil, and 2 bl uk level of life-
less 1458, 10tted away m plices 1 1itha than ttodden, 1s extended
before 1ts mildewed facade ind solitary towcr

5 PAPAL POWLR IN VTNICT

I my 1efer the reader to the eleventh chapter of the twenty
eighth book of Daiu for some rccount of the 1esti unts to which
the Venetinn cletgy were subjected [ hwc not myself been
able to devote any tune to the (vammnition of the otiinal
documents beains on this matter but the following extract
fiom 1 letter of a fliend, who will not at present permit me to
give his name, but who 1s ccitunly better conversant with the
records of the Venetinn State thin iny othar Englhishman, will
be of gieat vilue to the generil 1eader —

“In the yea: 1410, o1 pcthips 1t the close of the thnieenth
century, churchmen were excluded from the Grand Co mail 11
declared mehgible to civil emplovments , and 1n this sume veu,
1410, the Council of Ten, with the Giunta, decreed tl u when
ever m the state’s councils matteis concerning cocle s el
affans wete baing tieated, all the hinsfolk of \ cne 11 bonchieed
clergymen were to be eapclled, and, mn the yecu 1434 the
RELALIONS of churchmen weie declaied inehgible to th ¢ post of
ambassador at Rome

“The Venetians never gave possession of any <ce 1 Jen
territories to hushops unless they had been proposed to the pope
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by the senate which elected the patiiaich, who was supposed,
at the end of the sixteenth century, to be hible to ¢xamination
by hus Holiness, 1s 1n act ot conmmation or mstalliion , but,
of couise, evervthing depended on the relative power at any
ghen time of Rome and Venice for mnstance, a few days after
the accession of Julws II, in 1503, he 1cquests the Signory,
c1p m hind, to \LLOW him to confer the aichbishoptic of Zaia
on a dependant of his one Cipico, the Bishop of Famagosta
S1v years later, when \enice was overwhelmed by the leaguers
of Cambai, that funious pope would assmedly have confaied
/ua on Cipico WIFHOUL shing leave In 1608, the nch
Camaldolite \bbey of \ inrsadiszy, 1n the Polesine, fell vacant
through the death of Lionmido Loredano, in whose finuly 1t had
been since some while lhe \enctian ambassidor at Rome
tecened the news on the might of the 28th December, and,
on the moiiow, 1equested Paul IV not to dispose of this pre-
feiment until he hcard fiom the seaate  Lhe pope talhed of
‘poor cudmils’ wnd of lis nephew, but made no positive
reply , and, as iancesco Contumi was withdiawing, said to
him  *My Lord ambassador, with this opportunity we will
mform you thit to our very Jieat 1 1ct, we understand that the
chiefs of the Ten mewm 1o tuin sacistins , for they oider the
panish pricsts to close the chuich doors at the \ve Vann, and
not to 1, the bel's at rertain hours  Lhis 1s preciscly the
sacyustins ofice we dont know why then lordships, by
punted edicts, which we huve seen, choose to mtetfare m this
matter  Lhis s pute ind meare ecclesiastical junsdiction, and
even, 1n casc of wny mconicmence ansing, 15 there not the
pitriaich, who 1s tt any 1ite yow own, why not apply to hmm,
who could 1emedy these niejuluities? These ae matters
which ¢use us vers notable displeasure, we say so that they

may be wutten and known 1t 1s decided by the counals and
canons, and not uttered by us, thit whosoevel forms ans 1esolve
agunst the ccclesiastical ibetty, ¢ innot do so without incutiing
wnswe ind in oider that T ather I’wl [ icon s conespondent

muy not s hereafter 1» he did 1 his past wiinngs, that our
predecessors assented cither tacitly or by peimission, we de-
claie thit we do not .1ve our 1ssent, no: do we 1pprote 1t, nay,
we blame 1t, ind let this be announced 1n Venice, so that, for
the test, every one may takhe caic of hus own conscience St
Thom1s 1 Bechet, whose festinal 1s celebiated this very day,
suttercd mutvidom for the ecclesiastical hberty , 1t 1s our duty
likewise to sappoit and defend 1t’ Contuim says ‘This
1remonstiince was deliverted with some maiks of anger, which
mduced me to tell im how the titbunal of the most excellent
the Lotds chiefs of the len 1s 1n ow country supreme, that
it does not do 1ts business unadvisedly, or condescend to un-
worthy mattais, and that, therefoie, should those Lords have
comc to any public declaration of their will, it must be attributed
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to mders anterior, and to immemoriil custom and authonty ,
recollecting thit, on former occ 1s10ons likewise, sl commus
sions weie Jiven to prevent dinets 1mcongruities , wherefore an
upright intention, such 1s this ought not to be tiken n any
other sense thin its own especiilhv s the panshes of Venice
were 1n her own zift, &c &c¢  Lhe pope persisted 1n bestowing
the abbacy on his nephew, but the republic would not give
possession wnd 1 compromise was eftected by 1its beng con
feired on the \enetiin Matteo Priuli, who illowed the cudinal
five thousand ducats per annum out of its revenues A fow
years befoie this, this vetv same pope c¢rcommumcated the
State, because she had impuisoned two chuichmen for heinous
cuimes, the stuife Insted for more thain . ven, and ended throush
the mediation of Henry IV at whose st the prisonets were
delivered to the Fiench ambissidor, who made them over to 1
pp2l commissionet

“In January, 1464, a tournament was In prepirition on St
Mark s Squire some murmuis hid been he ud bout the dis-
tribution of the ptizes having been pre i wnged, without rtegud
to the ‘best man’ One of the chiefs of the Ien wis walking
along Rinlto on the 28th Januus, when 1 voun, ptiest, twenty-
two yeus old, 1 sword cutlet s son, and a Bolo,nese ind one
of Perugia, both men atums under Robert Sansoseiino,
fell upon 2 clothier with dinwn wepons  [he chief of the fen
desired they misht he seized, but at the moment the priest
escaped , he was however subsequently 1etahen, and n that
very evening hanged by torch hoht between the columns with
the two soldietrs Innocent VIII was less powetful than Paul
IV , Venice weaket 1n 1605 than mn 1494

“ ¥ % ¥ The exclusion fiom the (s 1nd Council, whether at the
end of the fourteenth o1 commencement of he followinag cen
tury, of the Venetinn ecclesiastics, (1» mnduced either by the
1epublic’s acquusitions on the maun Lind then made, and which,
thiough the 11ch benefices they embriced nu ht have 1endered
an ambitious churchman as danretous m the Giand Council 15
1victorious condottiere, ot fiom diead of then ille 1ince being
divided between the church 1nd then countiv 1t bemn, wknow
ledged that no man can setve two mastets  did not 1endar them
hostile to then fatheilind, whose mteiests were, with very few
exceptions, eagerly fartheied by the \ enctinn prel ies it kome,
who, 1n then tuin recened all honour it \ enice wheie state
receptions given to cirdinals of the houses of Coticr ¢ nmam,
Cornato, Pisani, Contarini, Zeno, Delfino and othais voich for
the good undetstandinz that enisted between the ‘1 apilists and
their countiymen The Cardind Grimanm was mstiument il m
detaching Julius IT fiom the lergue of Cambra, the Cudinal
Cornaro always aided the State to obtun anything requned of
Leo X , and, both befoie and after their times, all \enctitns
that had a seat 1n the Sacied College were patiiots 11ther thin
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plualists I mean thnt they cuted mote for Venice than for
their benefices, wmtuing thus the soundness of that pohcy
which demied them admission mto the (1 ind Council?

To this mterestin, stitement, I shill add fiom the twenty-
eighth book of Dru two pissages, well deserving consideration
by us En lish in present d s

“Pow ctre pufutement ssuice contre les eny thissements de
la pwssnce ccclesistiyue, V emse commenct pat lur oter tout
pretente d inteivenn dns les it ures del Etat  clle 1esta inv an
iblement fidcle 2u dogme  Jamaus aucune des cpmions nou
selles ny pnt 1v momdie faveur , jumas qucun hetestuque ne
sotit de Vemise  Les conailes, les disputes les ucires de
1eligion, se passcient sins quelle v prit jamus I moindic pait
Incbranlible dans sa foi, clle ne fut p1s moms 1 uiible dans
son systeme de tolciance  \on seulement scs sujets de 11 1elizion
recque consetverent leveicice de lewm culte lews civeques et
lewrs pretres mats les 1iotestants, les Atmeniens, les M ithom
tans, les Juifs toutes les 1ch 1ons, toutes les sectes qui se tiou
vauent dins \enise, 1 uent des temples et Iy scpultwe dans
les eglises netut pomnt refuse auny herctiques Une police
vigilante s wppliquut wec le meme son 1 cteindre les discordes,
et vempcecher les finatiques et lcs novatems de troubler 1 Etat *

+ * ] a *

“S1 on considure que cest dans un temps ou piesque toutes
les nations trembluent devant 11 puissance pontificile que les
1 cnitiens swient tenn lew clerge dnsl depend ince, et biaver
souy cnt les censuies ccclesinstiques et les interdits, sans encounnt
jam-aus aucun reproche sut I pwete de lem foi, on scra force de
reconnutic que cette 1epublique vt devance de lomn les quties
peuples dans cette puitic de 1a science du gouvernement  La
fimeuse m1nme, ¢ S1nmo veneziini pol chiisting, netut gu'une
formule tnergique qui ne prous ut pomt quils voulussent plicer
Imterct de 1y rehinon apres celut de 1Etat, mus qui annonc ut
leu1 inv ninblecsolution de ne pas soufttn quun pouvon et inger
portit 1ttemne 1w droits de 11 1cpublique

“1)ns toute 1 duice de son cnstence, 11 mihieu des revers
comme dnns I prospuite et incbianiable gouvernement ne fit
quune seule fois des concessions 1 11 cour de Rome et ce fut
pout dctacher le Pape Jules IT dela higue de Cambray

“Jamas 1l ne se relicha du soin de temir le clerge dans une
nullite tbsolue relatin ement au aftaires polit ques , on peut en
juget pu In conduite quil tint avec lordre religieux le plus
redout ible ct le plus accoutume a s'imnuscer dans les seciets de
I'Ttat et dns les intercts temporels °

1he mun points, next stated, respecting the Jesuits are, that
the decice which permitted then establishment in Venice required
foimnl 1enewnl every thiee yeats, that no Jesmt could stay mn
\ enice more than three veais , that the shightest disobedience
tothe authorty of the government was instantly punished by 1m-
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prisonment , thu no Venetinn could cntet the order without
express peimission fiom the jovernment, that the notanies were
forbidden to sanction any testiment uty dispos il of property to the
Jesuits  finally that the heads of noble fumilivs weie forbidden
to paamtt thanr childien to be educited in the Jesuits’ colleges,
on pun of de,11d wtion fiom then 1ank

Now, let it be observed that th  enfoicement of absolute
exclusion of the claly fiom the counuls of the state, dates
excth from the peniod which Thive maiked for the commence
ment of the decline of the \enctian power  Ihe Romamst 1s
welcome to his adyvantage n this fact, 1f adsantage 1t be , for I
do not bun, forw udthe couduct of the ~en ite of Venice, as Daru
does by wuv of an exumple of the Jenewal science of govern
ment  lhe Venctiins accomplished theiein whit we udicu-
lously c1ll 1 sepu wion of “Chwich and Stite ? (s if the State
were not mn il Chustendom, necessatily also the Church?),
but o, /f 1o call 1 sepaintion of 11y and clenical officers I do
not point out this sepuation 1s subject of praise, but as the wit
ness borne by the \ enetians a.y unst the principles of the Papicy
If they weie to blune, m yielding to then feu of the amb tious
spirit of Rome so fu 1s to deprive then councils of 1ll 1eligious
element, what excuse ate we to offar for the state, which, with
Lowds Spititu il of her own fath aliewdy 1n her senate, permits
the polity of Rome to be 1uptesented by 1y membets » lo have
sacuificed rehsion to mist iken policy, or puichised secunity with
1znominy, would have been no new thin, 1n the woild’s history,
but to be it once implous and impolitic, ind seck for dange:
thiough dishononr w1s 1eserved for the Lnzghish pailinment of
1829

I um glad to have this oppottunity of tefetiing to, and futher
enforciny, the note on this subject which, not without delibert
tion, I appended to the “ Seven Lamps , ’ and of adding to it the
following passige, wiitten by my fithar in the yeur 1839, and
published mn one of the journils of that yeu —a passage
temaikable as much for its intrnsic vilue as for having stated,
twelve years 1ro tiuths to which the mind of Lngland scems
but now, and tht slonly, to be 1wakening

“IWe heu 1t sud, thit it eannot be merely the Roman rehigion
that causes the difficulty [respecting Lieland], for we were once
all Roman Catholics, and nations abroad of this faith aie not as
the Irish It 1s totally overlooked, that when we were so0, out
government was despotic, and fit to cope with this dwn_erous
religion, as most of the Continental governments vet we In
what Roman Catholic state, o1 1 whit age of Roman Catholic
Lngland, did we ever heat of such agitation as now cuists 1n
Ireland by evil men taking advantise of an anomalous state of
things—Roman Catholic 1gnorance 1n the people, Piotestant

Compue Appendin 12



326 The Stones of Venice

toleration n the Government®> We have yet to feel the tre-
mendous difficulty 11 which Roman Catholic emancipation has
mohed us Too late we discover that a Roman Catholic 1s
wholly mcapable of being safely connected with the British
constitution, as 1L nOw e\ists, 77 iy mar relalron The present
constitution 1s no longct fit for Catholics It 1s a creature
essentially Protestant, ¢rowing with the growth, and strengthen-
ing with the strength, of Piotestantism  So entnely 1s Protest-
antism teiwoven with the whole frame of our constitution and
laws, that I take my stand on this, aganst all agitators in
custence that the Roman religion 1s totally incompatible with
the Biitish constitution  We have, in trying to combine them,
got mto a macze of ditficulties, we are the worse, and Ireland
none the better It 1s idle to talk of mumecipal reform or
popular Lords Lieutenant The mild sway of a constitutional
monarchy 1s not strong enough for a Roman Catholic popula-
tion  ‘The stein soul of a Repubhcan would not shrink from
sending half the misguided population and all the priests into
eule, and planting n ther place an industrious Protestant
people But you cannot do this, and you cannot comvert the
Insh, no by other means make them fit to wear the mild
restramnts of a Protestant Government It was, moreover, a
strange logic that begot the 1dea of admitting Catholics to
admmister any part of owr laws or constitution It was admitted
by all that, by the very act of abandoning the Roman religion,
we became a frec and enlightened people It was only by
throwing off the voke of that slavish religion that we attained
to the freedom of thought which has advanced us in the scale
of society \We aie so much advanced by adopting and adher-
g to a reformed 1chylon, that to prove our hiberal and unpre-
judiced views, we throw down the barmers betwint the two
rehgions, of which the one 1s the acknowledged cause of hght
and knowledge, the other the cause of darkness and i1gnorance
We arc so much altered to the better by leaving this people
enttely, and giving them neither pait nor lot amongst us, that
1t becomes prope: to mmgle agan with them  \We have found
so much good 1 leaving them, that we deem 1t the best possible
reason fotr returning to be amorg them No fear of their Church
again shakmg us, with all our light and knowledge It 1s true,
the most enlightened nations fell under the spell of her enchant-
ments, fell into total darkness and superstition , but no fear of
us—we arc too well informed! What mserable reasomng!
mfatuated presumption! 1 fear me, when the Roman religion
rolled her clouds of darkness over the earlier ages, that she
quenched as much hght, and knowledge, and judgment as our
modern Liberals have ever displayed I do not expect a states-
mn to discuss the point of Transubstantiation betwist Protest-
ant and Catholic, nor to tiace the narrow lmes which divide
Protestant sectarians from each other , but can any statesman
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that shall hwve tikeneiven 2 cutsory glance at the face of Curope,
hesitate a moment on the choice of the 1 otestint reliion? I
he unfortunueh hnew nothing of its bun, the tiue one m
tegard to owr cternal nterests he 1 at leist bound to see
whcther 1t be not the best for the worldhy prospety of a people

He may be but moderitcly mmbued w th pious ol for the
salvation of 1 kin,d>m but it lewst Few Il be expected to wegh
the compu tine ma ts of rchijion 15 of law o1t Joveinment ,
and blind inlced, must he be if he dis not discuin that 1m
neglecting to chensh the Liotestant futh or 1n too ey yield

g to wy cnctowchments noat he 1s foreyomg the use of a
state en,ine moie powcrful than il the liws which the un

mspired le isl1tors of the euth have ever promul, ited, in pro

motin, the hippmess the peice prospunty ind the oider,
the industin  1nd the weilth ot 1 people n forming every
qu thty YV iluible ot dusirable in 1subject o1 vetven  msustun

mg the public mind 1t that point ot educatim ind information
that forms the best securnity for the state and the best preseiva-
tive for the fieedom of 1 peop ¢, whether teli 10us o1 political ?

6 KLNAISSANCT 01 NVAMINTS

There havin, been three pumapal stiles of wchitecture n
Venice —the Ciech or byvzutine the Gothic ind the Renwus
since, 1t will be shown n the sejuu thit t'¢ henassance
atself 1s divided into thice correspondent families  henaissance
engafted on by intinc which 1s culiest and best  Ien-ussince
engrafted on ( othic, which 15 second md second best, Renais
saince on Renassince which 15 double dukness and woist of
all  The palices in which henusswn cis ergnifted on bivzan
tine are those noticed by Commynes  they ue chauctensed by
an otnamentition very closcly 1esembling, 11d n some cases
identical with early byzintine wotl  numcly L tups ot coloured
marble citcles inclosed 1nintetlicin, binds I have put on the
opposite pi,c one of these oimaments fi m the C1 Ticvisan,
m which 1+ most curnrus and dehicate piecce of mlvd desin 1s
itroduced into 1 bind which 15 1lmost exactly cop ¢l ftom the
chuich of Thestocos At Constintinople and correspondent with
others in 5t Muks Thoe s ibso much byzantine fedin, m
the treatment of the wimals espectilly i the two birds of the
lower computment while the peculiut curves of the cinque cento
leafage arc visible in the lewes above  lhe dove, i hted,
with the olive brnch pluched off 15 opposed to the 11en with
restless expindcd wings  Bencuth are oy dently the tw) sacn
fices “of every clemn frwland of evary dein bewt  Lhe colour
15 given with reen ind white mubles the dove 1chicved ona
ground of gieyish grecn, and 1l 1s exquisitely finshed

In Plate I, p 12, tle upper fijure 15 ftom the sume palice
(C~’ Trevisan), and 1t 1s very interesting 1n its propoitions. If
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we take five circles in geometnical proportion, each diameter
being two-thuds of the diameter next above it, and anange the
cucles so propoitioned, in contact with each othet, 1nthe mannel
shown 1n the plate, we shull find that an increase quite imper-
ceptible m the diameter of the cucles m the angles, will enable
us to msciibe the whole 1n a square The Iines so descaibed
will then 1un n the centie of the white bands I cannot be
certain that this 1s the actual constiuction of the Tievisan
design, because 1t 1s on a high wall smface, where I could not
get at 1ts measuiements , but I found this constiuction exactly
comcide with the lines of my eve shetch  The lower fizure in
Plate I 1s fiom the fiont of the Ca’ Dano, and p1obibhy stiuck
the eve of Commynes 1n 1ts fitst biightness  Selvatico, indeed,
considers both the Ca I1evisan (which once belonged to Bianca
Cappello) and the Ca’' Dano, as buildings of the sinteenth
centiin I defer the discussion of the qucstion at present, but
have, I believe, sufficient reason for assuming the Ca Dano to
have been built about 1386, and the Ca Tievisan not much later

7 VARIEIILS OI IHE ORDIRS

Of these phantasms and grotesques, one of some Jeneial
impoitance 1s that commonly called lonic, of which the 1dca was
taken (Vitinius says) fiom a woman’s han, cuiled , but 1its
lateral processes look more like 1ams’ hoins  Dbe that as 1t may,
1t 1s 2 merc picce of agiccable extiavagance, and if, instead of
rams' horns, vou put 1bex hoins, or cons’ horns, or an ass’s hewd
at once, you will havc ibex otders, or ass orders, or any number of
other oi1ders, one for cvery head ot hoin You mav have heud
of another oider, the Composite, which 1s Iomic and Cormnthian
mined, and 1s one of the woist of ten thousand forms 1efcrable
tothe Connthiin asthen hcad 1t may be described s a spoited
Countlnan  And vou muy have also heard of another order,
called Tuscan (which 15 no order at all, but a spoiled Dornic)
and of anothet called Roman Doiic, which 1s Dotic moie
spoiled, both which aic simply amons the most stupid vanations
ever micnted upon forms ahieady known T find also mn a
Irench pamphlet upon architecture,! as apphed to shops and
dwelling houses, a sinth oider, the * Oidie Francais,” at least
as Jood as am of the thiee last, and to be hailed with accla-
mation, considerng whence 1t comes, there being usually more
tendency on the other side of the channel to the confusion of

1 L \itiste en Batiments, pu Lows Bathaun  Dyon, 1847 My
printar wrnites at the side of the paye a note, which T nsert with
thanks —¢* This 15 not the first tempt at 1 1ienchorder  The waiter
has a Ticatise by Sebastinn Le Clae, a gieat man in his genceration,
which contains a Roman oider, 2 Spanish odar, which the mventor
appcars to think vury giand, wnd a #¢ 7 Tiench order nationahised
by the Gallic coch crowing and clapping its wings i the capital ”
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“ordies” than then multiphcation  but the 1eader will find 1n
the cnd that there aie 1 very decd only two orders, of which
the Gieek, Do, and Counthian are the fiist examples, and
thy not perfect, nor 1n anywise sufficienth representative of
the vast families to which they belong, but being the fust and
the best known, they mav propeily be considered as the types of
the 1est  Lhe essential distinctions of the two Jireat orders he
will find explaned 1n §3 \\\V and ST of Chap XXVIL,
and inthe passages theic refenned to, but I should rather desire
that these passages mught be 1ead 1n the order 1n which they
ocour

8 TIIL NORTHLRYN LVLRGY

I have sketched above, 1n the Fust Chapter, the gieat events
of architectmral history n the simplest and fewest woids I
could, but this mdiau,ht of the Lombard enetyles upon the
By zantine 1cst, he a wild north wind descending into a space
of 1arthed atmosphcre, and encountcred by an Arab simoom
fiom the south, may wcll requuce fiom us some faither atten-
tion, for the differences in all these schools ale moie in the
degrees of then umpetuosity and iefinement (these quahities
being, m most cases, in mnerse 1atio, yet much united by the
A1abs) than m the style of the ornaments they cmploy  lhe
same leaves, the samc anunals, the same anangements, aie
used by Scindinaviins, ancent Biutons, Sazons, Noimars,
Lombards, Romans, Byzintines, and \rabians , all being alike
descended thiough classic Gieece fiom Lavpt and Assyiia, and
some fiomn Phameia  Lhe bedts which encompass the Assyrian
bulls, 1 the hall of the bntish Muscum, aie the same as the
belts of the ornaments found m Scindimwiin tumul, then
method of otnamentation 1s the sune 1w that of the gate of
Aycen vy, ind of the Lombaird pulpit of St Ambrogio of Milan,
and ot the chuch ot ITheotocos at Constantimople  the
essential diffciences among the great schools are then ditter-
ences of temper and ticatment, and scicnce of expiession, 1t 1s
abswid to talk of Noiman oiniments, and Lombud otnaments,
and Byzantine oinaments, as foimally distinguished , but there
15 nreconcileable sep nation between .\1ab tempcr, and Lombard
tempe1, and By:zantine tempe:

Now, as fa1 as I have been able to compazre the thiee schools,
it appeats to me that the \1ab and Lombaid aie both distin-
gwshed fiom the Divcsantine by then energy and love of
excitement, but the Lombud stands alone 1 his love of jest
Neither an Arab nor BDyzantine cvet jests m lus aichitecture,
the Lombaid has gicat dithculty 1. ever bemng thotoughly
scrious  thus they repiesent thiee conditions of humanity, one
n perfect rest, the Iy santine, with cxquisite perception of ¢1ace
and digmty , the Aiab, with the same peiception of grace, but
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with a restless fever mn his blood , the Lombaid, equally ener-
getic, but not buining himself away, capable of submitting to
law, and of enjoving jest  But the Aiabiin fevenshness mfects
even the Lomb ud m the South, showins itsclf, however, n end-
less 1nvention, with 1 1cfreshing hrmness and oidet directing
the whole of 1t The c\citement is gicatest in the earhest
times, most of il shown i St Michele of Pavii, and I am
stiongly disposed to connect much of its peculiir mamfestations
with the Lombaid’s habits of eating and diinkmng, especially his
cainnorousness 1he Lombaid of euly times seems to have
becen exactly what a tiger would be, if you could _in¢ him love
of a joke, vigoious imagination, sttonyg sensc of justice, fear of
hell knowledge of noithern mitholo,y, a stone den, and a
mallet and chisel fancy lim parung up and down m the said
den to digest his dmner, and stiiking on the wall, with a new
fancy in Ius head, at every turn, and you have the Lombaidic
sculptor As cnibisation mcieases the supply of vegetables,
and shortens that of wild beasts, the excitement diminmshes, it
1s still strong 1n the thuteenth century at Lvons and Rouen, 1t
dies anay gadually 1n the later Gothic, and 1s quite estinct 1n
the fifteenth century

I think I shall best illustrate this general idea by simply
copyinyg the entties 1 my druy which were witten when, afta
six months’ close study of Lyvzantine woik 1n Venice, I came
again to the Lombard woik of Veciona and Pavia  lhere ate
some other pomnts alluded to 1n these entires not pettaimng to
the matter immcdiitely i hand , but I havc left them, as tl ey
will be of use herenfier

*(Veiona) Comparing the ainbesque wnd sculptmie of the
Duomo here with St Mail's, the first tiing that stnhes one 1s
the low 1ehef, the sccond the gieater motion and spuit, with
mfinitely less Jtace 1nd science . With he byzwntines, honever
rude the cutting, cvery line 15 lovely, ind the amimals o1 men
are placed 1n any attitudes which secure otnamental eftect,
sometimes 1mpossible ones, alw 1vs sevac 1estramned, or
langmd W ith the Romincsque workmen all the figuies show
the effort (often successful to express cnet etic action , hunting
chiefly, much fizhting wnd both spuited , some of the doys
running capitally, strtaimng to it, and the kmghts hitting hard,
while vct the faces and drawing are 1n the last degiee barbaious
At Vcmce all 1s graceful fined, o1 langmd , the eastein torpor
15 m every line,—the maik of a school formed on seveie tradi-
tions, and Leeping to them, and never likely o1 desitous to rise
beyond them, but with an exquisite sense of beauty, and much
solemn 1eligrous faith

“If the Gieek outer archiolt of St Maik’s 1s Byvzantine, the
law 1s somewhat bioken by 1ts busy domestiaity , figuies
engaged m every trade, and 1n the piepaiation of viands of all
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kinds, a crowded kind of London Christmas scene, interleaved
(hterally) by the superb balls of leafage, unique mn sculpture ,
but even this 1s strongly opposed to the wild war and chase
passion of the Lombard  Faither, the Lombard building 1s as
shaip, piecise, and accurate, as that of St Mark’s 1s careless
The Byzintines seem to have been too lazv to put their stones
together, and, n gencial, my fiist impiession on coming to
Verona, after four months in Venice, 1s of the exquisitely neat
masony and peifect feelzng hete , a style of Gothic formed by
a combimation of Lombard surface ornament with Pisan Gothie,
than which nothing can possibly be more chaste, pure, or
solemn '

I bhave smd much of the shafts of the entrance to the crypt
of St Zeno,! the followmy note of the sculptures on the archi-
volt «abovc them 1s to our present purpose —

“It 1s conered by verv hight but most cffective bas-reliefs
of Jestinz sybject —two cocks canving on their shoulders a
long staff, to which a fox (%) 1s tied by the legs, hanging down
between them  the strut of the foremost cock, hifting onc leg at
rizht angles to the other, 15 delicious  IThen a stag hunt, with
a centaur horseman diwing a bow , the arrow has gone clear
thioush the stug’s thioat, and 1s sucking thete  Several capital
hunts with dogs, with fruit tiees between, and bnds in them ,
the leaves, considering the early time, singulaily wcll set, with
the edg:s outwards sharp, and deep cut  snails and fiogs filhing
up the mtervals, as 1f suspended n the air, with some saucy
puypies on their hund legs, two o1 thiee nondescuipt beasts,
and, finally, on the centre of one of the arches on the south
sule, an elephant and castle,—a vcry stiangc elephant, yet cut
as 1f the carver had seen one ”

Observe this elephant and castle, we shall meet with him
farther notth

¢ These sculptures of St Zeno are howevet, quite quiet and
tame compircd with those of St Michele of Pavia, which are
desiznced also 1 a somewhat gloomier mood  sigmificative, as
[ think, of mdigestion  (Note that they ate much eathier than
St Zeno, of the scventh century at latest  Lheie 1s moie of
nmightmare, and less of wit m them ) Lord Lindsay has
desctibed them admunably, but has not said half enough, the
state of mind 1epresented by the west fiont 1s moie that of a
feverish ciean, than 1esultant from any determined aichitectural
purpose, ot even fiom anv definite love and delight in the gro-
tesque One capital 1s covered with a mass of grinming heads,
other heads giow out of two bodies, or out of and uuder feet,
the creatuies are all fighting, or devouing, or strugghing which
shall be uppermost, and yet in an meffectual way, as if they

1 The lower group 1 Plate XVII
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would fight fot ever, and come to no decision  \either sphinses
nor centauls did I notice nor 1 single peacock (1 beheve pea-
cocks to be putcly Lyzintine but metmuds with # tuls (the
sculptor hwvin, pethips scen double 1t the time , st e, large
fish apes stigs bulls  dy,» wolies wmd hoises gnthns,
eagles lon, tiled buds cocks  hawls, ind dii,ons without
end, o1 with 1 dosen of ends 4s the cise miy be  smdler irds,
with rabbits ind small nondescupts filling the 1 ezes The
actual leaf whch 15 used m the best. By/intine mouldings 1t
Venice, occurs m pats of these Pavian desiyns  1ut the
Lombud amimals we all @/ , and fiacely alne too all
mmpatience and sprn,, the bizintine birds pech 1dly at the
fimt 1nd the wmals hudly touch 1t with then noses The
cinque cento biids 1 Vemce hold 1t up damtlv  like trun
beuers, the bizds in the enther Gothie peck 1t it hunguly and
naturally but the Lomburd beists ,npe it it hike tigers and
tear 1t off with withing lips and Jlumng, eves  They ire exicth
lll:’e Jip with the bit of _er wmum, woirying 1ma,mnary cats m
it

The notice of the leif in the 1bove extiict1s impoitant —it 1s
the uine leat uscd constantly both by byzintines ind Lom
bards, but by the litter with espec al fiequency, thouh at this
time they were hudlhv able to mdicate what they mewnt It
forms the most rumul able geneinlity of the St “Michele
decoration thou,h hid it not luchily been cuved on the
fagnde, twining 1ound 2 stihe, and with gripes I should never
have Khnown what 1t wis meant fo1, its general form being 2
succession of shup lobes with mased funiows to the pomt of
each But 1t 15 thiown about n cndless chwn,e fowr or five
vaneties of 1t mu bt be found on evcny cluster of capitals and
not content with thns the Lombuds hint the sime form even
mn their gnithm wings  They love the vine very heutihy

In St Michile of Lucci we have perhips the noblest instance
in Italy of the T omb ud spnit in its liter 1cfinement 1t 15 some
four centunes liter than St Michele of P nir and the method
of workmanship 1s alto ether dificient  In the Pauvian chmceh,
nearly 1)l the oinwnent 15 cut 1 a conse sindstone 1 bold
1iehef 1 darker aind huder stone (I thinh, not serpentine, but
its smfice 15 s0 dis wistd by the lustie of ages that 1 could not
be certun) 1s used for the ¢ipitnls of the westein door, which
ire espeenlly elaborate in their sculptuie —two devilish apes,
o1 1pish devils T know not which, with bustly moustaches and
edgy teeth, half ctouching with then hands impettinently on
then Lnees, 1eadv for a spit o1 1 spunyg if one goes near them ,
but all 1s pure bossy sculpture, there 1s no mliyng, except of
some 1 e ted tiles m the shape of siucers set concue (an
ommment used 1lso very Lr cefully in St Jicopo of Bologna)
and the whole surface of the chuich is entiched with the massy
rchiefs, well preseived everywhere above the teach of human
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ammals, but utterly destioved to some five or s feet fiom the
ground , worn way mnto luge cdlulu hollows ind caverns,
some almost decp enough to 1ender the w uls uns ife, entnely
owin,, to the uses to which the recesses of the church ate dedi-
cated by the refined ind high minded Itiliins  but St Michele
of Lucct 15 wiou ht entncly mn white muble and reen serpen-
tine, thaie 15 hudh any releved sculpture except n the« ipitals
of the shafts and cornices, and il the designs of wll oiniment
are mlaid with exquisite preciston—white on dark ground, the
ground bumn, cut out and filled with serpenune, the fi,mes left
mn solid muble TChe desizns of the Puiin chuich aie en-
crusted on the walls, of the I ucc hese, mcorpointed with them,
small portions of 1eal sculptute beins introduced exartly where
the eye, after 1ts 1est on the flitness of the wll, will tike most
delight in the piece of substantiil form I hc cntite atingement
1s petfect beyond all praise, and the moibid 1estlessness of the
old desizns 15 now appeised (reomeliy seems to hue acted
as a febufuge, for beautiful ¢ cometric il desiins ate mntioduced
amidst the tumult of the hunt nd theic 15 no more seeing
double, no1 ghistly monstro-ity of conception  no more ending
of everythmg 1n something clse, no moic disputing for spue
legs amon., bewildered bodies>, no moie setting on of heads
wrong side foremost The fiigments huve come together we
are out of the Infeino with its weepmyg down the spine, we ate
m the fanr hunung ficlds of the T ucchese mouatuns (though
they had then tears also),—with hotse, and hound, and hiwk,
and meiry blast of the tiumpet —3\ e1v stiinge cieatures to be
hunted, in all tiuth, but still creatwmes with 1 sigle head, and
that on theun shoulders, which 1s evictly the Iwt place m the
Pavian church wheie a head 15 to be looked for

My good friend M1 Cockercll wondcers, m one of his lectuies,
why I give so much praise to thi, ¢ (1 vy fiont of Turca” But
1t 15 not crizy, not by any means Alloscthet sober, in com
parison with the eaily Lombud work, ot with our Nouman
Crazy 1n one scnse it 1s  utterly neglected, to the breaking of
1ts old stout henrt, the venomous ni hts and <1t hosts of the
Maremma wmntcts h e thent w1y with 1t— “ oot Ioms a cold!”
The weeds that feed on the matsh an, have twisted themselves
mto 1ts crannies , the polished fingments of sapentine aie spht
and rent out of theu cells, and he n g1een 1umns lons ats ledges
the salt ser winds have eaten away the fun shfung of its star
wimdow 1nto a skeleton of crumbling 11vs It cinnot stind much
longer, may Heaven onh, m its bemigmty, preseive it fiom
restoration, and the sands of the Sudchio give 1t honoutable
grave

In the “Seven Lamps,’ Plute VI, I gune i faithful diawing
of one of 1ts upper aiches, to which I must iefer the 1cader
for thete 1s a maiked piecc of chaiacter m the figme of the
horseman on the left of it And in making this 1eference, I
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would say a few words about those much abused plates of the
“Seven Lamps” ‘Ihey ate black, they are overbitten, they are
hastily diawn, they aic coarse and disagieeable , how disagree-
able to many 1caders I yventuie not to concenne  But thar tiuth
1s cained to an extent nawver before attempted mn aichitectural
drawing It does not in the lcast follow that becausc a diaw-
ing 15 delicate, o1 looks carcful, it has been carcfully diawn fiom
the thing iepresented , mn nine instances out of ten, carcful and
delicatc diawings ale made at home 1t 15 not so casy as the
reader, pethaps, 1Imymes, to fimsh a drawing altogether on the
spot, espectally of ddails seventy feet fiom the giound , and
anmy onc¢ who will t1y the pusition 1 which 1 have had to do
some of my worth— standing, namely, on a cornice ot window
sill, holding by one aim iound a shaft, und hanging over the
stieet (o1 canal, at \cnwe, with my shetch-book supported
agamst the wall fiom which I was diawmng, by my breast, so as
to lcave my nght hand fiec—will not thenceforward wonder that
shadows should be occasionally carelessh Laid i, o1 hines diawn
with some unstcadiness  But, stcady o1 mfirm, the sketches of
which those platcs m the “Scven Tamps ? arc tic similes, wue
made fiom the architecture itself, and 1¢present that architecture
with its actual shadows at the tme of day at which 1t was
diawn, and with cvery fissure and hne of 1t as they now exist,
so that when I am spe ihang of some new point, which peithaps
the diawing was not intended to illustiate, I can yet turn back
to it with peifeet cartamty that it anmvthing be found 1 it bear-
g on mattcis now i hand, I may dcpend upon 1t Just as
secutely as if I had gone back to look again at the building

It 15 necessary that my 1eadets should undastand this
thotoughly, and I did not liefore sufficiently explain 1t, but I
believe I can show them the use of this kind of tiuth, now that
we are again concerncd with this fiont of Lucca  They will find
a drawing of the entire fiont m Gilly kmght's ® Architecture
ot Italy ” It may sene to gne them an 1idea of its general
disposition, and 1t looks very caieful and accurate , but every
bit of the oinament on 1t 15 dzawn oul of the artist's head
Thete 15 not e /e of 1t that ewists on the building  The
reader will therefore, peibaps, think my ugly black plate of
somewhat moic value, upon the whole, mn 1ts rough 1eracity,
than the other in its delicate fiction !

1 Onc of the uppu stories 15 also m Gally Knight s plate 1cpresented
as merddy binded  and othawise plun 3t 1 1 reihity, covaed with
as delicale inbymg as the 1t The whole fiont 1 busides out of pro
portion, and out of puspectine, it onee, and vet this work 1s 1eferred
to as of authonty, by our mchitcets Wl my our architectme fall
from 1ts placc among the fine arts, as 1t 15 domg rapidly , nearly all
our works of value bung devotud to the Grudh architecture, which 18
e by useless t0 us—or worse  Ore most neble book, howcver, has
been dedicated to our Linglish abbeys,—Mr 1 Shape s © Architectural
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As, howerver, I mide a diawing of wnother pait of the church
somewhat mote dehcately, and as I do not choose that my
favourite chutch should suffer 1n honowt by my coarse work, 1
have had this, as far as might be, fic similicd by line engraving
(Plate \\I) It represcnis the southein side of the lower ascade
of the west fiont, aind may convey some 1dea ot the exquisite
fimsh and .1ace of the whole , but the old plate, in the “ Seven
Lamps, gives 2 nearer view of onc of the upper archbes, and a
more faithful impiession of the picsent aspect of the woik, and
especinlly ot the seats of the hotsemen , the hmb straight, and
well down on the stirrup (the waitior’s seat, obseive, not the
jockey s), with a single pointed spur on the hecd The bit of
the lowe1 coinice under this arch I could not sce, and therefore
had not diawn, 1t was supplied iom bencath another aich I
am afraid, honever, the reader has lost the thread of my story
while I huve been 1ecommending my vaacty to him I was
msisting upon the healthy tone of this Lucca work as compared
with the old spectial Lombaid friezces  The apes of the Pavian
church nde without stiztups, but all 1s 1n good order and hatness
heie civilisation had done 1ts woik , there was reaping of corn
in the Vald’Aino, though 1ough hunting still upon 1ts hills  But
in the north, though a centuiy o1 two later, we find the forests
of the Rhone, and 1ts 1ude hmestone cotes, hauntcd by phan
tasms still, (more meat eating, then, I think) 1 do not know a
more nteresting g1oup of cathedils than that of Lyons, Vienne,
and Valence moie nteresting indecd, generally, than bewtiful ,
but there 1s a row of nmiches on the west fiont of Lyons, and a
course of panelled decoration about 1t~ doots, which 1s, without
exception, the most exquisite piece of Noithein Gothic I ever
beheld, and with which I know nothing that 1s cven comparable,
except the work of the north transept ot Rouen, desciibed m the
“Seven Lamps,” p 176, woik of ahout the sime date, and exactly
the same plan, quatrefoils filled with grotcsques, but somewhat
less finished 1n execution, and somewhat less wild m imagmn-
ation I wrote down hastily, and m then own couise, the subjects
of some of the quatiefoils of Lyvons, of which I hete give the
1eader the sequence —

1. Elephant and castle, less giaphic than the St Zeno one

2 A huge head walling on two legs, turned backwaids,
hoofed, the head has a horn behind, with drapery over
1t, which ends in another head

3. Aboar hunt, the boar under a tree, very spirited

4. A bud putting 1ts head between 1ts legs to bite its own
tail, which ends 1n a head

5 A dragon with a human head set on the wiong way

Parallels ”—almost a model of what I should hle to see done for the
Gothic of all Europe.
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6 St Peter awihed by the angel m puson, full of spint,
the puison picturcsque, with a ticfoiled arch, the angel
eagel, St Pctar stutled, and full of motion

7 St Petar led out by the angcl

8 The mnaculous diaught of fishes , fish and all, in the small
spacc

9 A lugc leaf, with two snuls 1ampant, comingy out of
nautilus shclls, with grotesque faces, and eves at the
ends of thar horns

10 A man with an axe, sttiiking at a dog s head, which comes
out of a nautilus shedl the 1:m of the shell bianches
mto 4 stem with two I ge lenves

Martyidom of St Schastian, lis body very full of atrows.

12 Beasts commng to aih, Noah opening a hind of wichet
cage

13 Noah building the ark on shoies

14. A vine leaf with a diagon’s heid and tail, the one biting
the other

15 A man nding a got, catching a flying devil

16 An eel or muiacna giowin, nto a bunch of flowers, which
tuins mto two wings

17. A sprig of huzel, with nuts, thiown all 1ound the quatiefol ,
with 1 squuielm centie, appatently attached to the tiec
only v 1ts enormous tail, 1ichly furtowed 1nto hau,
and nobly sweeping

18. Four hues fistened together by the ears, galloping m 2
crcle Mingled with these giotesques ate mny sawrd
and dw//i7 combits, the bucklers bemg 1ound and
conicil hikeahat, I thought the first I noticed, carried
by a m1n at full gillop on horseback, had been 1 small
umbtelln

This lIist of subjects may sufficiently 1illustiate the fevensh
character of the Northern Encigy, but influcncing the tieat-
ment of the whole theie 15 also the Noithein love of what 1s
called the Grotesque, 1 feeling which I find myself, for the pe
sent, quite incapable either of analysin, o1 defining, though we
all have a distinct 1den attached to the word I shall try, how-
evel, 1n the next volume

9 WOODLN CHURCHES OF THE NORTH

I caanot pledge myself to this theoiy of the ongm of the
vaulting shaft, but the i1eader will find some mtercsting con
firmations of 1t in Dahl’s woik on the woodcn churches of
Norway The mside view of the chuich of Boigund shows
the timber construction of one shaft 1un up thiough a ciossing
architrave and continued into the clerestory , while the church
of Urnes 1s 1n the exact form of a basilica, but the wall above
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the arches 1s foimed of planks, with a strong upright above
each capital The passase quoted fiom Stephen Lddy’s Life
of Bishop Wilfiid, at p &6 of Chutons “Euly Enghlish
Church,” gives us one of the tiinsformauons o1 petrifactions
of the wooden Saxon chuiches * At Ripon he built a new
chumich of poltsicd stone, with columns variouslv ornamented,
and porches Mi Chuton dd-~  “ It was perhaps m bad
imitation of the maible buildings he had secn in Italy, that
he washed the walls of thus ongmnal Yok Minster, and made
them ¢whiter thin snow ”

10 CHURCH OrI' ATl XANDRIA

The verv cause which enabled tnhe Venetians to possess them-
selves of the body of St Maik, was the destiuction of the
chuich by the caliph for the sadc of ¢fs mardley  the Arabs
and Venetians, though bitter enemies, thus building on the
same models these 1 1everence for the destioved church,
and those with the very pieces of it  In the somcwhat prolin
account of the matter given mn the Nouse Storiche (above
quoted) the mun points are that 1l Califa de Saracem, per
fabbticaisi un Palasso presso di Babilonia aveva oidmato che
dalle Chiese de’ Cristiani s1 toghessero 1 pu sceltt marmi,”
and that the Venetians, “videto sotto 1 loto occlu flagellarst
crudelmente un Cuistiano per ava nfranto un maimo” I
heartily wish that the same hind of punishment were enforced
to this day, for the same sin

IT RINAISSANCI TANDSCAPE

I am glad heie to re assert opmions which 1t has grieved
me to be suspected of huins changed  The cilmer tone of
the second volume of *‘Modein Pamnters,” 1 compmed with
the fitst, induced, I beleve, this suspicion, very justifiably, 1n
the munds of mwv of its readeis The difterence tesulted,
howeser, fiom the simple fact, thit the mist was witten 1n great
haste and indignuion, for a speciil puipose and time ,—the
second, after I had got engiged, almost unawtes, in inqunies
which could not be hastilv nor ndignantly puisued my
opinions remamning then, and remaining now altoacther un-
changed on the subject which led me into the discussion  \nd
that no faither doubt of them mav be ente tained by amy who
may think them worth questioutng, I shall hete, once for all,
express them 1n the plamest and fewest words I can I think
that ] M W Tuner 15 not only the greatest (profe ssed) land-
scape pamnter who ever lived, but that he has n him 1s much as
would have furnished 21l the 1est with such power as they had,
and that, if we put Nicolo Poussin, Salvatol, and our own
Gamsboiough out of the wioup, he would cut up into Clandes,
Cuyps, Ruysdaels, and such otheis, by uncounted bunches I
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hdpe this 1s plainly and strongly enough stated And farther,
I lilke lus later pictures, up to thce vear 1645, the best, and
believe that those pcisons who only lihe his euly pictures do
not, mn fact, ke him at all  Thev do »o/ like that which 1s
essentially 475 Ihev hike that m which he 1esembles other
men , which he had leuned fiom Loutheiboury, Claude, or
Wilson, that which 15 mndeed his own, they do not care for
Not that there 15 not much of his own 1n s euly wotks, they
are all mvaluable mn their way , but those persons who can find
no beauty n lis stiangest fintasy on the .\cademy walls, cannot
distinguish the pecuhaily Turneresque characters of the earlier
pctures  \nd, therefoie, 1 agam state here, that I think his
pictutes pamnted between the years 1830 and 1845 his gieatest,
and that his entire power 1s best 1cpresented by such pictures

as the Temeraire, the Sun of \enice

Turner Tintoret going to Sea, and others, painted exactly
Masaccio at the time when the public and the
John Bellim press were together loudest 1n abuse of
Albert Durer him

Gioigione I desite, however, the teader to ob-
Paul Veronese serve that I said, above, #7 0/ sscd land-
Titian scape painteis, among whom, peihaps,
Rubens Ishould hardly have put Gainsborough
Correggio. The landscape of the gicat figme
Otrcagna pamte1s 1s often majestic m the hishest
Benozzo Gozzoli degree, and Tintoret s especially shows
Giotto «vactly the same power and feeling as
Raffaelle Tutner’s If with Tuiner I were to
Perugino rank the histotical pamnteis as land-

scapists, estimiting iathcr the power
thev show, than the actual vilue of the landscape thev pro-
duced, I should class those, whose landscapes I have studied,
m some such oider as this at the sidc of the page ,—associating
with the landscape of Petugino thit of TNancia and Angelico,
and the other scverc pamters of 1clizious subject I have put
Tuwner and Imtoret side by side, not knowing which 1s, In
landscape, the gicater, 1 had necaily associated in the same
mannc: the noble names of John Bellini and Albett Durer,
but Bellim must be put fist, for his profound 1ehigious peace,
yet not seprated fiom the other, if but that we might remember
Ins hindness to him 1n \enice and it 1s well we should take
note of 1t here, for it furnmishes us with a most nteresting con-
fiimation of what was said 1n the text respecting the position of
Bellim as the last of the 1eligious painteis of Venice. The
following passage 1s quoted in Jackson’s “ Essay on Wood-
engraving,’ fiom Albert Durer's Diary —
“1 have many good fiiends among the Italians who warn
me not to eat or drink with then pamters, of whom seivcial ate
my enemies, and copy my pictuie mn the chuich, and others
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of mine, wherever they can find them, and et they blame them,
and sy they e not weordin,, fo ancrenit art it therefore not
good  Giovinmi Bellini, howeser his prused me highly to
seveial gentlemen, and wishes to hive something of my doing
he called on me himself, ind 1equested that I would paint a
pictute for hum, for which, he sud, he would pay me well
Peoplc uc 1ll suiprised thut I should be so much thought of
by a person of his 1cputition he 1s very old, but 1s still the
best pruntet of them all”

A choice hitle piece of deseription this, of the Renaissance
painters, side by side with the 3ood old \ enetinn, who was soon
to lenve them 1o then own wiys The kenqssance men are
seen 1 petfuction, envving, stealing and lying, but wathout wit
enough to lie to puipose

12 KROMANISL MODFI N \R1

It 1s of the highest importance, in these days, thit Romanism
should be deprived of the nuser ible mfluence which 1ts pomp
and picturesquencss hive Jiven 1t over the wek sentimentiism
of the Lnglish people T cull it 2 muserible influcnce for of all
nmotines to sympathy with the Church of Rome this I unhest
tatingly cliss 25 the Dsest I cin, 1 some mesmie, 1espect
the othar feel nzs which have been the buomnin,s of 1postasy ,
I can tespect the desne for umty which would ieclam the
homnist by love wnd the distiust of his own heart which
subjects the proselvtc to priestly power, I o1y 1 ean respect
these fuclings, thou h I cimnot pudon unpninupled submission
to them, nn enyujh wondar it the inhnte fitwty of the un-
happy persons whom they hiuwe betrwed —1 atmty, self-
milicted, and stubboin n 1esist ince to God s Woid and mans
1e15n '—to tuk of the wathonits of the Chuich s 1f the Church
were anvthimg else than the vhole compiny of Clirisian men
o1 wcte evet spoken of in S uptuic ! s othar thin 1 company to
be tau,ht wd fed not to terch wnd feed —T rtuty ' to talk
of 1 sepution of Chutch ind State, wif v Chustin state and
every othicar therun wetc not necessitily v put of the Chuich,”
and 1s1f any stae othcer could do his duty without endeavout
g to aid wnd promote 1eligion, or wny clencil officer do his

! Lacept m the wingle jawswze ““tldl ot unto the Chwch which
1s simph the eazesrss 2z of whit had buen cemminded bucaie 72 ¢ tedl
the fault fiast ¢ butween thee and lum,  then tdmg “with thee one
or two more, then t Al Chisstian men cipable of heanmyg the cawse
1f he refuse to hcu then ¢ mmon voice, ¢ It him be unto thee w an
heathen man and publictr  (But consider how Chust treued both)

2 One or two temul s Hn this subject some >f which T had intended
to have mnscrted hae  wd othas m Appundiv 5 T huve uinged n
more consistent order i published 1 sep nate punphlet, *“ Notes
on the Constructi n  f Sheep tolds  for the convemence of 1ciders inte
rested 1 other architecturc than that of Venetian palaces.
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duoty without seehing for such aid and accepting 1t —Fatuity !
to seek for the unity of a Ining, body of tiuth and trust 1n God,
with a dead body of lies and trust 1n wood, and thence 1o expect
anything elsc than plajuc, and consumption by woims undying,
for both  Blasphemy as well as futuity ' to ash for any better
mtetpreter of God’s Word than God, o to expect hnowledge
of 1t 1n any other wav than the plamly ordered way  1if a2y man
will DO he shall kx\ow Jut of all these fatuitics, the basest
1s the being lured mto the Romanist Chuich by the glitter of 1t,
like latks mnto a tizp by broken glass, to be blown mnto 1 change
of religion by the whine of an organ pipe, stitched nto 1 new
cteed by gold thicads on pnests’ pctticoats, jangled nto a
change of conscience by the chimes of a belfty [ know nothing
1n the shape of enor so duk as this, no imbecihity so ibsolute,
no treachery so contemptible 1 had hardly belicved that it
was a thing possible, though vague stories had been told me of
the effect, on some nunds, of mere scatlet and candles, until
I camc on this passage m Pugins * Remaiks on atticles in the
Rambler * —

“ Fhose who hue hned mm want and pination are the best
qualitied to appreciate the blessings of plenty , thus to those
who have beun devout and sinceie members of the sepaiated
portion of the English Chuich who huwe prayed, and hoped,
and loved, thioush all the poverty of the mumed 1ites which 1t
has 1ctained— to them docs the 1ealication of all then lon g
desires appear tiuly ravishing # 7 < (Oh' then, what
delight * what jov unspeakable ' when one of the solemn piles
15 presented to them, in all ats pustine hfe and glory '—the
stoups ate filled to the bum, the 100d 15 rused on high, the
screen glows with sacted 1maseiy and 1ich device , the niches
are filled , the altar 15 repliced sustained by sculptured shfts,
the 1elics of the samnts 1cpose hencath, the body of Our Loid 1s
enshrined on 1ts consccrated stone, the limps of the sanctuary
burn bright , the samntly portraitures i the gliss windows shine
allglotously , ard the albs han, 1n the oaken ambiies, and the
cope chests aie filled with orphiered b udehins, and piy, and
pay, and chiismatory aie there, and thunble, and cross ?

One might have put this man under a pn, and left him, one
should hue thought, but he has been biought forwaid, and
parthy 1cceived, as an example of the efiect of ceremonial splen-
dour on the mind of 1 gieat architect It 1s very necessary,
thercfore, that all those who have felt soitow at this should
Lnow at once that he 1s not a gieit architect but one of the
smallest possible o1 concarvable architects . and thit by lus own
account and sctting forth of himself Ileu him —

1 believe, as regairds architcetuie, few men have been so
unfortunate as myself I have passed my life in thinking of fine
things, studying fine things, designing fine things, and 1eahsing
very poot ones. I have never had the chance of producing &
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single fine ccclesiastical building except my own church, w here
I am both pavmastar and arclutect, but everything else, either
for want of adequute funds or injudicious interference and
contiol, or some othcr contingency, 1s moie o1 less a
failure * -

“St Geot,es wis spoilt by the vay mstiuctions laid down
by the commttee, thit 1t was to hold 3000 people on the floor
at 1 himuted price, in consequence, height, proportion, every
thin,, was swathced to meet these conditions  Nottingham was
spoilt by the stylebemns 1estricted to Lincet —1 period well suited
to 1 Cisterci i abbey 1n 1 secluded 1 tle but very unsuitable fo
the centic of 1 cronded town e - -

* Kirkbam w s spoilt through several hundicd pounds being
1educed on the ongmmal cstimate, to eftect this which was a
great sum 1 propotion to the entiie cost, the area of the
chutch wis contiacted, the walls lowcied, tower wnd spire re-
duced, the thickness of wills dimimshed and stone aiches
omitted” Remuks, &c¢ by Y Welby Pusin Dolman, 1550)

Is that so® Phidiv ¢ niche himsclt mto the coiner of a
pediment, ind Ratticlle expatite within the circumference of
1 clyy platter  but Pugmn s mespressible m less than a cathe-
dinl© Let his mettableness be assured of this, once for all,
that no dunculty or 1estrunt ever happencd to 1+ man of 1eal
pownel, but his powct w s the moie mamfested n the contend-
1ng with, o1 conquennz it, and thit theie s no held so small,
no citnny so contiicted but that 1 1t spuit can house and
manitest 1tself tharem  Lhe thunder that smutes the Alp nto
dust, can sither itsclf into the width of 1 _olden wire What-
ever .1catness thete wis invou had it been buonuotis own,
you had 1oom enou.h for 1t in 1sinsle n1 he you might have
put the whole powct of 1t into two fect cube of Cacn stone
St Georges w 1> not high enouli for want of money? But was
it waint of money that mide you pnut that blunt, oveiloaded,
Inboiious ogee door mnto the side of it? W 151t for Inch of funeds
thit vou sunk the tricers of the piripet m its clumsy s1g7azs ?
Was 1t mn pusimony thit vou bunted its piltiy pmnacles i that
cruption of disersed crochets? or 1n pecumiary cmbanassment
thit you set up the belfiy foolscips with the municry of doimer
windows, which nobody can ever reach nor look out of? Not
50, but 1n mere incapibility of better things

I am sorry to have to spc ik thus of 1y hving architect , and
there 1s much 1 this mn, if he were 1ghtly estimated, which
one might both 1cgard wnd profit by  le has 1 most sincere
love for his profession, 14 hecaitilv honest enthusiasm fo1 pies
and piscinas  -and though he will nevar design so nuch as a
piv or a piscina thotoughly well, yet better than most of the
expermental architects of the dvy  Lmploy lim by all means,
but on small work Expect no cathedials of him, but no
one, at piesent, can design a better finial  That 15 an exceed-
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mgly beautiful one ove1r the western door of 5t George’s, and
there 1s some spited 1mpishness and switching of tails i the
supporting figutes at the 1mposts  Only do not allow his good
designing of fimals to be employed as an evidence in matters
of divinity, nor thence deduce the incompatibility of Pio
testantism and ait I should have sud all that I haye said, above,
of artistical apostasy, 1f Giotto had been now hiving 1n Florence,
and 1f art were still doing all that it did oncc foor Rome But
the giossness of the enor becomes incompichensible as well
as unpardonable, when we look to what leve] of desiadation the
human intellcct has sunk at this instaint in Italy  So far from
Romanism now producing, anything gicat 1n ait, 1t cannot even
presenie what has been unven to its keeping I know no abuses
of precious nherntance half so gricvous, as the abuse of all that
1s best mm art wheiever the Romanist priesthood ,cts posses-
sion of 1t It amounts to absolute infatuation The noblest
preces of medieval sculpture in North Italy, the two gnffing
at the central (west) door of the cathedial of \ecrona, were
daily permitted to be biought into scrvice, when I was there
m the autumn of 1549, by a washciwoman Ining m the Piazza,
who tied he: clothes Iines to their beaks  and the shafts of St.
Mark’s at Venice weie used by a salesman of common carica-
tures to fasten his prints upon (Compare \ppendi\ 25), and
this 1n the face of the continually passing priests while the
quantity of noble a1t innually destioved in altatpieces by candle
droppings, or pershing by pure brutality of neglect, passes all
estimate I do not know, 1s I have 1cpeatedly stated, how far
the splendowm of architecture, o1 othcr ait,1s compatble with
the honesty and uscfulness of 1eligious scrvice  The longer
I Iive, the more I incline to scvere judgment n this matter,
and the less I can trust the sentiments excited by painted glass
and coloured tiles  DBut if there be indeed yalue mn such things,
our plain duty is to ditect our’ stiength agunst the supeistition
which has dishonourcd tham, theie are thousands who mught
possibly be bencfited by them, to whom they are now mercly
an offence, owing to thci association with 1dolatious ceremonies
I have but this eshoitition for all who love them,—not to
1egulate their creeds by then taste 1 colours, but to hold calmly
to the nght, at whatever present cost to therr imagmatine
enjoyment , sure that thev will one day find in heavenly truth
a bughter chaim than in earthly imagery, and stinving to
gather stones for the ectetnal building, whose walls shall be
salvation, and whose gates shall be praise

13 IR TILCRGUSSON’S SYSTFVM

The reader may at first suppoce this division of the attr-
butes of buildings mto action, voice, and beauty, to be the
same division as Mr Fergusson’s, now well known, of their
mernts, into techme, asthetic, and phonetic
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But there 1s no connection butweun the two systems mine,
indeed, does not profess to be 1 sivstem, it 1s a mere arrange
ment of my subject, for the sike of oidcr and convemence
In 1its teuwment  but as fir s 1t Joes 1t ditfuis altogether
from Mr @agussons i these two following respects —

Ihe action of 1 bulding that 1s to siy its st inding or consist
ence depends on 1ts good construction  and the first part of the
forc oins volume his been entnely occupied with the consider
ation of the constructive mernt of buildin,s , but constiuction 1s
not their only techmicil ment  Theic 15 15 much of techmecal
meilt 1n thair eapiession, or m their bewty 1 1n then con
struction  Theie 15 no more mech wnical o techmeal admnable
ne-s 1n the stroke of the punter who covars them with fiesco,
thin 1n the dextenty of the mison wh) cuments their stones
therc 1s just 1 much of whit 1s technical in then beauty,
tharcfore as in then constiuction, and, on the other hand,
thae 1s often just 15 much intellect shown m then constiuc-
tion 1s thaie 1s m either thewr expression or decoration  Now
M Tajusson means by his “Phonctic  division, whatevet
cpresses mtcdlect my constructive division the efore includes
patt of his phonetic, and mv evpiessive and decorative divisions
include put of b s technical

Secondly, M1 1, usson tries to mike the same dnisions
tit the sudy v of ut and art itscdt, and theicfore talks of
techmc, usthetic wind phonctig, azzs, (o0 tianstating the Greeh,
of atful aits, scnsitne uts, ind tikatne uts ) but I have
nothin, to do with iy diviston of the uts I hue to deal only
with the ments of luwrd wnys  As, hovever, 1 have been led
mto rcference to Mt Iagussons system, I would famn say a
wotd or two to eftect M1 1lergussons extrication fiom it I
hope to find 1n him 1 noble 1lly, tewdy to join with me mn
war upon itectition falschood, and prejudice, of every kind
I huve derned much instiuction from his most interesting work,
and I hope for much moic fiom 1ts continuition, but he must
disentin,le himsclf fiom his system, or he will be strangled by
1t neier wis anything so mgeniously and hopelessly wrong
throushout , the whole of 1t 1s founded on 1 confusion of the
mstiuments of min with his cipacities

Mr Fergusson would have us tithe—

“Iirst, man’s musculu action o1 power’ (Technics)

“ Secondly, those devclopments of sense &y which 2 does 7/

as much as by his muscles  ( Lstheties)

“ Lastly, his intellect, or to cenfine this more conectly to its

extetnal action Zss pa s of spece '’ (Phonetics)

Granting this division of hummty coitect or sufficient, the
wiiter then most cutioushy supposes thit he may ariange the
arts as if there were some velonging to exch division of man,—
never observing thit every art must be goveined by, and
addressed to, one division, and executed by another exccuted
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by the muscular, addiesscd to the sensitive o ntellectual, an
that, to be an wut 1t all 1t must huve 'n 1t wok of the on
and gwdance fiom the other If, by anv lucky accident, h
had been led to ariange the ats, either by than objects, anc
the things to which they are wddicssed, or by thanr means
and the things by which thev aie ¢vecuted, he would have
discovered his mistahe mn an nstant  \s thvs —

These arts are addresscd to the —“uscles '
Scnses,
Intellect ,
or executed by,—VMuscles,
Senses !
Intellect

Indeed 1t 1s true that some of the arts arc mn o sot addiessed
to the muscles, surgery, for instance , but this 1s not among Mr
Fergusson’s technic, but his politic, a1ts ! and all the mts mav
m a sort, be said to be perfoimed by the senses, as“the senses
guide both muscles and intellect 1n then woik  but they guide
them as they 1ecen e information, o1 are standaids of accuracy,
but not as in themselves capable of action \r Feigusson is,
1 behieve, the first peison who has told us of senses that act or
do, they having been lutheito supposed onlv to sustun or per
cetve  The weight of eiror, however, rests just as much in the
origmal division of man, as in the endeavout to fit the arts to 1t
The shght onussion of the soul makes a considerable diffaience
when 1t begins to mfluence the fin1l 1esults of the atranzement

Mr Fergusson calis moials ind relijion *Poliuck arts’
(as if 1eligion were an art at Ul' or as 1f both wcie not as
necessary to mndiv duals as to societies;, and theicfore, forming
these into a bodv of atts by themselves, lewnves the 1est of the
arts to do without the soul 1nd the moial feehinss s hest they
may Hence “ capression,” o1 “ phonctics’ 15 of mtellect only
(as if men nevel expressed their fee/enrs ), ind then, stringest
and wotst of all, mtcllect 15 cnwcdy recolved mnta talking !
Thete can be no ntellect but 1t must tilh ind all talhing must
be ntellectuil I bcicve people do sometimes talk without
understanding, and 1 think the world would fare 1l af they
never understood without tilhing Ihe intellect 1s an entirely
silent faculty, and has nothmg to do with puts of speech any
morc than the moril pait has A man may feel and hnow
things without expressing either the feclin, o1 knowledge and
the talhing 15 a mesce/ar mode of communiciting the workings
of the intellect o1 heart —muscular, whether 1t be by tongue
or by sign, or Dy cirving or wnhing, or by cxpiession of
featurc, so that to dnide a man into musculir and talking
parts, 15 to dinide him mto body in geneinl and tongue n
particular, the endless confusion resulting from which anange-
ment 1s only less marvellous 1n 1tself, than the resolution with
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which M1 Fergusson has worhed through it, and 1n spite of 1t
up to some vely nteresting 1nd su,gestne tiuths, although
stuting with 1 dinision of humnamty which does not 1n the least
1use 1t ibove the brute for a 1iutlesnihe has his musculu
usthetic, 1nd tilking paut 1~ much 15 man only he talks with
his tul, and s1vs “1 am angry with you, ind should like to bite
you moze liconically wnd eftectivels thin iny phonetic biped
could, were he so minded And 1n fact, the 1c1l difference
between the biute ind man 1s not so much that the one has
fewer means of cypiression than the other, 15 that 1t has fewer
thoughts to expiess, 2and thut we do not understind its es
ptessions  lnimals cin tilk to one another intelligibly enough
when they hue wnvthing to sav and then captains have words
of comm nd just 1s clear 15 ouwrs ind better obeved  We have
mdeed 1m wiching the citorts of an intelligent wnimnl to talk
to 1 human bein,, 1 melincholy sense of its dumbness  but the
twlt 1s stll 1o 1ts ntellience, moie than n its tongue It has
not wit enouh ty systematise 1ts cries or si,ns ind form them
mto tinjuige

Lut thae 15 no end ty the fillweies ind confusions of M
e ussons urin,cment  Itis pelfect entin_lement of gun
cotton, nd explydes mto vicuty wherevar onc holds 1 light to
it I shill lewe him to do so with the test ¢f 1t for himselt,
and should peihips have left st to his own hindln 5 altogether,
but for the intempet iteness of the spint with which he has spoken
on 1 subject pcrthaps of il others demanding (entleness and
caution  Noman could more earnestly have desned the changes
Itely mmtioduced into tle system of the Unneisity of Oxford
than 1 did mysclf no man cin be moic deeply sensible than
I of ,uievous fulmes in the pricticil worhking even of the
present system  but I behicve that these fuluies m 1y be almost
without excepuion t11ced to one soutce, the want of evangelical
ind the excess of wubtical 1chiqin among, the tutois , together
with such 1ustinesses 1nd stultnesscs 15 neccessuly attend the
cowwmul oparttor  fany intellectuil michine  The fanlt s, at
un e fu less m the systum thanon the mmpetfection of 1ts
admmstwtton  ind hil 1t heen otherwise the tams in which
Mt Ieiusson spcihs f 1t ate hardhy decoinois mm one who
can but be imperfectly wcquainted with its working  they are
suificiently 2nsweied by the stiucture of the essav 1n which they
occur  for if the high powers of mind whichits wthot possesses
had been subjected to the discipline of the schools, he could
not have wisted his time on the desclopment of 1 system which
their simplest formul v of logic would have shown him to be
untenable

Mr Tergusson will however find it eastet to overthiow his
system than to 1eplice it Fyery man of science knows the
difficulty of uranging u 7e rsonrable svstem of clissification n
any subject, by any one gioup of characters, and that the best

VOL 1 cc
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classifications are, m many of then bianches, com enient rather
than 1easonable so that, to any peison who 15 1cally master
of his subject, 11any difierent modes of classification will oceur
at different times , onec of which he will use 1ather than another,
according to the point which hc has to mestigate 1 need
only mnstance the thice amrangements of muneials, by her
exteinal chuacters, and their positne or ncgatine basee, of
which the first 1s the most useful, the second the most nitual,
the thud the most sunple, and all 1n sevei1al w 1y s unsatistactory

But when the subject becomes onc which no sinshk mind
can giasp, and which embiaces the whole range of human
occupation and inquy, the difficulties become as gieat, and the
methods as various, as the uses to which the classific ition nusht
be put, and M1 Dergusson has entitely forgotien to inform us
what 1s the object to which his anlangements are addiessed
For observe there 1s one hind of anangement which 1s based
on the rational connection of the sciences or arts with one
another, an arzangement which maps them out like the rivers
of some great country, and matks the pomnts of then junction,
and the dnection and foice of then united curients, and this
without assigning to anyv one of them a superiotity above
another, but considening them all as necessary members of the
noble umty of human science and eftoit  Ihere 1s another hind
of classification which contemplates the otder of succession in
which they might most usefully be presented to a single mind,
so that the gnen mind shonld obtain the most effectine and
available knowledge of them all and, finally the most usual
classification contemplates the powers of mind which they each
requue for their puisuit, the objects to which they are addiessed,
or with which they are concerned , and assigns to each of them
a rank supeiior o1 nferior, according to the nobility of the
powers they requue, or the grandew of the subjects they
contemplate

Now, not onlyv would 1t be necessaiy 1o adopt a different
classification with 1espect to each of these gieat intentions, but
it might be found so cven to vary the oider of the succession
of sciences in the case of every scyveral mind to which they weie
addiessed , and that then rank would also vary with the poner
and specific chatacter of the mind engaged upon them 1 once
heard a very profound mathematician 1emonstrate against the
unpropticty of Wordsworth'’s receiving a pension fiom govern-
ment, on the ground that he was “only a poet” If the study
of mathematics had always this narrowing effect upon the
sympathies, the scicnce itself would need to be deprived of
the rank usually assigned to 1t, and there could be no doubt
that, in the effect 1t had on the mind of this man, and of such
otheis, it was a very contemptible science indeed Hence, in
estimatiag the real rank of any art or science, it 1s necessary foi
us to conceive 1t as 1t would be grasped by nmunds of every
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order Theie ate some aits and sciences which we underrate,
because no one has nsen to show us with what majesty they
may be invested, and others which we ovarate, because we
ate blinded to then geneial meanness by the magnificence
which some one man has thiown around them  thus, philology,
evidently the most contemptible ot all the sciences, has been
raised to unjust dignity by Johnson ! And the subject 1s farther
complicited by the question of usefulncss for many of the
aits and sciences 1equue considerable mtellectual power for
thenr puisuit, and yet become contemptible by the shghtness of
what they accomplish metaphvsics, for instance, exerusing
intethgence of a igh oider, yet uscless to the mass of mankind,
and, to 1ts own masters, dangeious Yet, as 1t has become so
by the wnt of the tiue mtelligence which 1ts mquities need, and
by substitution of vain subtleties mn its stead, 1t mav in futuie
vindicate for itself a higher rank than a man of common sense
usually concedes to 1t

Nevertheless, the mere attempt at arrangement must be
useful, even whete 1t does nothing more than develope diffi-
culies Perhaps the greatest fault of men of lcuning 1s then
so often supposing all othet bianches of science dependent upon
or inferior to then own best beloved bianch, and the greatest
deficiency of men comparativelv unleained, then want of per-
ception of the connection of the branches with each other
He who holds the tice only by the extremities, can percenve
nothing but the sepmiation of 1its sprays It must always be
desuable to prove to those the equilit. of 1ank, to these the
closeness of scquence, of what thev had falselv supposed sub-
owdinate o1 sepatate .And, aftet ~uch candid admission of the
co equal chgmty ot the truly noble aits and sciences, we may
be enabled more justly to estimate the infenonty of those which
mdeed seem mtended for the occupation of inferior powers
and natrower capacitics In Appendin 14, following, some sug-
gestions will be found as to the punciples on which classi-
hecatton might be based, but the anan,cment of all the arts
1s certamnly not a work which could with disctetion he attempted
mn the Appendin to an essay on a bianch of one of them

I4. DIVISIONS O’ HUMANITY

The rcader will piobably understand this pait of the subject
better 1f he will take the trouble briefly to consider the actions of
the mind and body of man 1n the sciences and arts, which give
these latter the 1clations of rank usually attiibuted to them

! Not, however, by Tohnson s testrmony Vide \dicnturer, No 39
*“ Such operations as requned nether celenty no strength,—the low
drudgery of collating copies, comparing authontics, digusting dictionaraes,
or accumulating compilations
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It was aboic obsetsed (\ppendin 13) that the arts were
generally 11nl ed according to the nobility of the powers they
1equite, that 1s to siy, the quantity of the bem, of mn which
they engazed or addiessed Now then rank 15 not 1ienn imm-
portant mauter 1s 1e, 1uds each othe, for there e few disputes
more futile thin thit conceinimyg the 1espectine dignity of ats,
all of which 11¢ necessary and honowable  Lutitis 2 very im
pottant matter 15 1c, uds themselves ,—venn mportant whethet
they are prwctised with the devotion and 1c ded with the 1e
~pect which 1e necussuy or due to then peifection It does
not at all matter whether uchitecture o1 sculpture be the nobler
art  but 1t matters much whether the thou_ ht 15 bestowcd upon
builldings, o1 the feeling, 1s expressed n stuues which make
cither deserving of om wdmuation It 1s foolish and nsolent to
imagme thit the art which we owselves practise 1s greater than
any other , but 1t 15 wise to t1ke cue that in our own hands 1t 1s
as noble as we can make 1t I et us tal e some notice therefore
m what degrees the ficultics of man my be enga,ed i hisseveial
arts  we may consider the entue min as mde up of body, soul,
and intellect (Lord Lindsay, meaning the same thing s1ys mac
cmately —sense, mntellect, and spnit—foigettn 3 that theie 1s a
moral sense as well as 1 bodily sense and 1 spiitual body 1s
well as a n1tural body, and so sets mto some awkward confusion,
though night 1n the mun pomnts I hen, taking the word soul
as a shott expiession of the mo 1l and 1esponsible pait of being,
c1ch of these thice parts has 1 passive and active power  The
body has senses and muscles , the soul, feeling and 1esolution ,
the intellect, understanding 1nd 1imagmnation  The scheme may
be put into tabulu foim, thus —

I s ¢ rheeggtnel it A tine oo Motave Part

Bod\ Senses Muscles
Soul 1 eeling Resolution
Intellect U nderstanding  Imagination

In this schemc I consider memoty 1 pat of undeistanding, and
conscience I leave out, 1s being, the voice of God in the heast,
mseparable fiom the system, yet not an cssentinl put of it The
sense of beauty I consider a mixture of the Senses of the body
and soul

Now 1ll these parts of the human system have a reciprocal
action on one 1nother, so that the tiue peifection of any of them
15 not possible without some relative petrfection of the others,
md yctany one of the parts of the sysiem mav be brought mto a
morbid des elopment, inconsistent with the perfection of the otheis
Thus, 1n 1 healthy state, the acuteness of the senses quickens
that of the feelings, and these latter quichen the understanding,
and then 1ll the three quicken the imagination, and then all the
four strengthen the resolution , while yet theirc 1s a danger, on
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the other hand, that the encowaged and moibid feeling may
weaken ot bias the undcaistanding, o1 that the over shiewd and
keen undeistanding may shotten the imgination, or that the
understanding and 1magination to,cther may tuhe place of, o1
undermine, the tesolution, 15 1 Hamlet  Soin the mere bodily
fiame therc 1s a dchghtful peifection of the senses, consistent
with the utmost health of the muscular system, as in the quick
sight and heanng of an active savage another false delicacy of
the senses, 1n the Svbante, consequent on then over indulgence,
until the doubled 10se leaf 15 pamfal  and this inconsistent with
muscular peifection  Agun, thce 15 a peifection of muscular
action cons:stent with exqusite sense, as in that of the fingers of
a musiclan o1 of a pamter, in which the muscles are guided by
the shizhtest feehin, of the stings, or of the pencil another
peifection of muscular action mconsistent with acuteness of
sense, as mn the effort of battle, m which a soldier does not pet-
ceive his wounds  So that 5t 1> never so much the question,
what 1s the solitary peifection of a given part of the man, as
what 1s 1ts bal inced perfection m 1elation to the whole of him

and again, the peifection of any single powet 15 not meiely to be
valued by the mete 1ank ot the power itself, but by the harmony
which 1t mcicates among the othet powers  Thus, for instance,
n an archer’s glance along his artow, ot a hunter ~ raising of his
ufle, there 1s a certam peifection of sense and finger which 1s
the result of meie pruwtice, a ssmple bodily peifection; but
theie 1s 1 farther value i the habit wlich tesults fiom the 1eso-
lution and ntellect neressary to the fooming of 1t 1n the huntet’s
1a1smg of his 1ifle thete 15 a quietness yimplymyg fu mote than
metc practice,—implying cowige, and habitual mecting ot
danger, and piescnce of mind, and many vther such noble
chatactets  So also 1n a musiciin’s way ot lwing finger on s
mstiument, ot a pamnter’s handhin, of his penal, there are many
qualitics expressive of the special sensibilities of ¢ich, operating
on the production of the habit, besides the sensibility oper wing
at the moment of action  So that theie ate thiec distinct stages
of meitt n wht 1s commonly called meie bodily desterity  the
fitst, the dexternty j1ven by practice, called comm ind ot tools ot
of weapons, the sccond stase, the dextenty o utace given by
chaiactes, as the geatieness ot hand procecding from modesty
or tendeiness of spuit, and the steadiness of it 1esulting fiom
habitual patience coupled with decision, and the thousand other
chaiacters paitially discernible, even 1n 2 mans wuting, much
moie 1 his geneial handinork ; and, thirdly, there 1s the perfec-
tion of action pioduced by the operation of pr s 2¢ stiength,
feeling, or intellivence, on mnstiuments thus prewioins/y pesfected,
as the handling of a gicat pamnter 1s 1endered more beautiful by
his immediate caic and feching and love of his subiect, o1 know -
ledge of it and as physical stiength 1s increased by stiength
of will and greatness of heait. Imagmne, for mnstance, the
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difference in mannar of fighting, and 1n actual muscular strength
and endurance, betwcen a common soldiel, and a man in the
cnincumstances of the Ioratn, o1 of the temper of Leomdas

Mete physical shill therefore, the mere peifection and power
of the body as an mstiument, 15 manifested n three stages

First, Bodilv power by piactice,
Secondly, Bodily power by moral habit ,
Thirdly, Bodily power by immediate eneigy ,

and the arts will be greater o1 less, cretens panbus, according
to the degrees of these desterities which they adnnt A snuth’s
work at his anvil admits hittle but the fust, fencing, shooting,
and nding, admit something of the second , wlhile the fine atts
admit (merely thiough the channel of the bodily dexteiitics) an
exptession almost of the whole man

Nevertheless, though the higher arts adnn¢ this higher bodily
petfection, they do not all 7equese 1t 1n equal degiees, but can
dispense with 1t more and more 1 proportion to then digmty
T he arts whose chief element 15 bodilv dextenty, may be classed
together as aits of the thnd ordar of which the lughest will be
those which adnut most of the power of mor il habit and enety,
such as 11ding and the management of weapons, and the 1est
mav be thiown together under the gencial utle of handiciafts, of
which 1t does not much matter which aire the most honomable,
but 1athe:, which a1e the most necessuy and least mjunous to
health, which 1t 15 not our present business to examme Men
engaged mn the practice of these aie called artizans, as opposed
to artists, who are concerned with the fine aits

I'he next step in elev ation of ait 1s the addition of the intelli-
gences which have no connection with bodilv dexterty , as, for
mstance, i hunting, the knowledse of the habits ot anunals and
then places of abode , 1n aichitecture, of mathematics , n paint-
g, of harmomes of colou1 , m music, of those of sound , all this
puie science being jomed with readiness of expedient in apply-
ing 1t, and with shiewdness in appichension of difficulties, either
present o1 probable

It will often happen that ntelligence of this kind 1s possessed
without bodily dextenty, o1 the need of 1t, one man dnecting
and another executing, as fot the most pait 1a atchitecture, wai,
and sexmanslip And 1t1s to be observed, also, that in proportion
to the dignity of the ait, the bodily dextentics needed even n
its suboidinate agents become less important, and are more and
more replaced by intelhigence, as in the steening of a ship, the
bodily dextenty 1equired 15 less than i shooting or fencing, but
the intelligence fargreater  and so 1n war, the mere swoidsman-
ship and marhsmanship of the tioops ate of small importance
m comparison with their disposition, and 1ight choice of the
moment of action. 5o that arts of this second order must be
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estimated, not by the quantity of bodily dexteuity they require,
but by the quanuty and di nity of the knowledge needed 1n
their practice, 1nd by the degiee of subtlety needed in bunging
such knowled e mto play ~ War certamly stands first 1n the
general mind, not only 1s the gieatest of the aits which [ have
called of the second vider, but as the greatest of all aats It 1s
not, honcver, easy to distinguish the 1espect paid to the Power,
fiom that 1endcied to the \it of the soldier, the honour of vie-
tory bang moie dependent, in the vul,ar mund, on 1its 1esults,
than its dithculties I believe, howevay, that taking into con-
sidaiation the greatness ot the anweties under which this ait
must be practised, the multitude of encumstances to be known
and 1egarded in 1t, and the subtleties both of appichension and
stiat wem constantly demanded bv 1t, as well as the muluphaty
of distmibing accidents and doubtful contingencies against which
it must mike provision on the mstant, it must indeed 1ank as
fa1 the first of the aits of the serond ordeir , and next to this
great art of hilling must come the art of healing, medicine being
much like war inits stiatagems and watchings aganst its dark
and subtle death enemy

Lhen the aits of the first oider will be those 1n which the
Imagmitive put of the intellect and the Sensitive part of the
soul aie jomed, as poetry, aichitecture, and punting; these
forming a kind of c1oss, in their pait of the scheme of the human
being, with those of the second order, which wed the Intelhgent
part of the intellect and Resolute part of the soul But the
reader must feel more and more, at every step, the impossibithty
of classing the aits themselves, independently of the men by
whom they are practised , and how an ait, low n 1tself, may be
made noble by the quintity of human stiensth and being which
a great man will pow 1nto 1t, and an ait, gieat 1n itself, be
made mean by the mecanness of the mind occupied init I do
not intend, when I call punting an art of the fust, and war an
art of the second, ordey, to class Dutch landscape pamnters with
oo00d soldiets , but I mean, that 1f fiom such a man as N 1poleon
we were to take away the honour of all that he hnd done in law
and civil goveinment, and to gine lum the reputation of his
soldierslup only his name would be less, if justly weighed, than
that of Buonaroti, himself a good soldier also, when need was
But I will not endeavour to putsue the inqury, for I believe
that of all the atts of the first order it would be found that all that
a man has, or i1s, o1 can be, he can fully express in them, and
give to any of them, and find 1t not enough,

I3 INSTINCTIVL JUDGMENIS.

The same rapid judgment which I wish to enable the reader
to form of architectute, may n some sott also be formed of
painting, owing to the close connection between execution and
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expression 1n the latter , as between stiucture and expression 1n
the formetr W e ouzhtto be able totell jood painting by a side
slance as we piss along a Jlen , ind il we can do so, we
arc not fit to pronounce judiment at all not that I class this
casily visible encellence of panting with the gieat expiessional
quahities which time ind watchfulnes- only untold I have vzam
and agam msisted on the suptemicy of these last, and shall
always continue to do so  But I peicenne a tendency wmong
somc of the mote thoughtful critics of the diy to foi et that the
business of 1 painter 1s to paraf, and so altowether to despise
those men, \ cronese and Rubens for mstance, who weie painters,
pu ercellence, and 1n whom the expressional qualities me
~uboidinate  Now 1t 15 well, when we huve stiong moiil or
poetical feelmz mnifested 1n painting, to matkh this as the best
putof the wotk, but it 15 not well to consider 15 a thing of small
. ccount, the punter~ langua,e m which that feeling 15 con-
waved, for if that language be not good and lovelv, the man
niy indeed be 1 jist moialist o1 a gieat poet, but he 1s not a
parntes, and it was wrong of him to paint  He had much better
have put his morality mnto scrmons, and his poetiy 1nto 1cise,
than into a linguige of which he was not master  \nd this
master of the lanzuage 15 that of which we should be cognis-
mnt by a glince of the eye, and if that be not found, 1t 1s
wasted time to look fatther the man hismustihen his vocition,
and his ewvpression of himsclf will be crtamped by his awkwad
cftorts to do what he was not fit to do  On the other hnd, if the
man be 1 p untcar indeed, ind have the gift of colours and hines,
what 1s m him will come from his hand fieely and faithfully ,
and the langfuige tself 1s so difficult and so vast, that the meie
possession of 1t 11zues the man 1s great, and thit his works ue
wotth 1eadin,  Sothat I haveneservet seen the case mn which
this true aitistical excellence, visible by the eye giance, was not
the 1index of some tiuc expressional worth in the wortk  Neither
have I ever seen a good expressionil work without high artisti

cilment and thatthisiscyer denied 1s only owing to the nairon
view which men ate apt to take both of espiession and of art, a
naitowncss consequent on then own especial practice and habits
of thought A mn long tiuined to love the monhk’s visions of
}T1a \n,clico, tuins 1 proud and meffable disgust fiom the first
work of Rubens which he encounteis on his retuin actoss the
Alps  But 1s he nght in lus indignation ? 1le has forgotten,
thit while Angcdico prayed and wept i his olire shad., there
was difietent worh doing in the dank fields of I'landers ,—wild
seas to be banked out endless canals to be dug, and bound

less mmishes to be diamed , haid ploughing and hatowing of
the frosty clayv , cueful meeding of stout hoises and fat cattle,
close setting of biick walls aganst cold winds and snow , much
hardening of hands and gioss stoutening of bodies n all this;
410ss jovialities of harvest homes and Christmas feasts, which
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were to be the reward of i1, rough affections, and sluggish
imagimnations , fleshy, substintinl, 1on shod humintties, but
humnities sull , humamties which God had his eye upon, and
which won, pethaips, here and theie, 15 much fivour in his sight
as the wisted 1spects of the whisjenng monks of Florence
(Heaven forbid 1t should not be so, since the most of us cannot
be monhks, but must be ploughmen md 1capers still)  And are
we to suppose there 1s no nobihity mm kubens’ masculine and
unmiversil svmipathy with all tlus, wnd with bis lurge human
rendenn, of t Gentleman thoulh he was, by buth, and feeling,
and educition and place, and, when he chose, lordly in con-
ception ilso e had hus faults, pethaps ¢1¢1t ind lamentable
faults thou h mote those of lis time aind his countiy than his
own, he his nerther closster breeding not boudon breeding, and
1syvery unfit to paunt either 10 nnssals o1 i uds  bot he has an
open shy and wide woild biceding m lum, that we may not be
ottended with, fit ahke for king e comt, km hts camp, o1
pesant’s cottije On tle other hind, a man unamed hae n
Lnglind m owmr Sn Joshuu school, will not ind cannot allow
that theie 1s anv ait 2t Il in the technical woik of Angelico
but hc 1s just as wrong as the other  }1t An.clico 15 as true
2 master of the art neccs 11y to his putpouses, 1s Rubens was of
that necessuy for his Ve hue been tu he mn I'ngland to
thimk there can be no vitue but m a loaded biush and rapid
hand but if we cn shike our common sense fice of such teach-
ms, we shall understind that theie 1v ait also in the delicate
pomnt and in the hand which tiecmbles 1s it moves, not because
it 1s mote lable to et but becuse there 1s more danger in 1ts
erro1, and moic 1t stike uponits precision  The 1t of Angelico,
both as 1 colounist and 2 diwghtsman, is consummale, so per
fect and beautiful, thit s woth may be recogmsed at an
distince by the runbow pliy and bullincy of it However
closelv 1t mv be suitounded Dy other works of the same school
slowins with enimel and gold, in_chicc s may be told from
them 1t a glance, ike so many hu.e pieces of opal lymg among
common mubles %o agamn with Cioito, the Azena chipel s
not only the most peifect cypressional woik, it 1s the prettiest
piece of wall decorntion ind fur colowr, m Noith Italy

Now theie 1s 1 cortespondence of the same hind between the
technicnl and expiessional puts of aichitectuic ,—not 1 tine o1
entirc cortespondence, so that when the e pression 1s best, the
butlding must be also best, but so much of cottespondence as
that good builldmg 1s nceessarty to good evpicssion, comes
before it, and 15 to be primanly looked for and the morc,
because the manner of building 1scapable of bemz determinatel
estimated and clissed , but the expressionil chirncter not so
we cn at once determme the tiue value of technical quabties
we can only appronimate to the value of expnessional qualities
and besides this, the looking fo1 the technical qualities first will
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enable us to cast 1 luge quantity of 1ubbish aside at once,
and so 10 nanow the dificalt icld of mguny mto cxpression -
we shall get 11d of Chincse pagodts and Indim tamples, and
Renussavce I dladinnisms, and  \lhimbin stucco and filigiee,
1n one gicat 1ubbish heap, nd shall not necd to trouble our-
schves about then espression, o amvthing else conceining them
Then taking the buitldin,s which hive been 11, htly purtogcther,
and which show common scnse 1n then structuie, we mav look
for their farther and higher cicellences, but on those y hich
aire absurd in then fiist steps we need waste no tine

16 STRENGTH Or' SHATIS

I could haie wished, before wuting this chapter, to have
gwven moie study to the difficult subject of the stiength of
shafts of different matenals and structure, but I cainnot enter
mto every inguny which genaal cutictsm might suggest, and
this T believe to be one which would have occupied the 1cader
with less profit than many others all that 15 necessary for him
to note 1s, that the great mncrease of stiength ganed by a tubulay
form 1n non shafts, of given solid contents, 1s no contradiction
to the general punciple stated in the tewt, that the strensth of
materinls 1s most available when they are most concentiated
The strength of the tube 15 owing to certamn properties of the
arch formed by its sides, not to the dispersion of 1ts matennls
and the pruinciple 1s altosether mapplicable to stone shafts  No
one would think of huilding a pillar of a succession of sand-
stone 11ngs ; however stiong 1t might be, 1t would be still
stionger filled up, and the substitution of such a pillar for a
solid one of the same contents would lose too much space,
for a stone pillar, even when solid, must be quite 1s thick as 1s
either graceful o1 conmvenient, and 1 modein chuiches 1s often
too thick as 1t 1s, lundeting sight of the preachet, and cheching
the sound of his voice

17 ANSWFR TO MR GARDETT.

Some threec months ago, and lons after the wniting of this
passire, I met acaidentally with Mr Garbett’s elementary
Tieatisc on Design  (Weale, 18550) If I had cared about
the 1cputation of orisinahty, I should have been annoyed—and
wns so, at first, on finding Mr Garbett’s illushations of the
subject exactly the same as mine, even to the choice of the
elephant’s foot foi the puallel of the Dornc pillar I even
thought of omitting, or re-w1itinz, great part of the chapten, but
determined at last to let 1t stand I am stuving to speak plain
trath on many sumple and tite subjects, and I hope, therefore,
that much of what I say has been said before, and am quite
willing to give up all claim to onginality 1n any reasomng or
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assertion whatsoever, if any one cares to dispute it I desire
the reader to 1ccept what I sy not s mune but as the truth,
which m1y be 21l the waild’s, of they leok fer it If Iiemember
nghtly, M: l1ink Howud momsed 1t some discussion
1espectin, the  Seven Lamps ’ 1¢joited in the ‘] wlder ? to
pluck 1ll my bhotrowed feithers oft me it I did not see the
end of thc¢ liscussim and do not Tnow t) this d1y how many
feathers I hine left 1t 1l events the ctephnts foot must
belong t¢ Mr Gubett thou h, stuctly speihing ncither he
not I ¢wn be quite justificd m using 1t fc  n clephant in
1eality st nds on tiptoe  ind this s by ne means the expression
of v Do shaft s, howaver I hive been obliged to spenk
of tht ticwise of M1 Gubcetts and desne 1lso to recommend
1t 25 of much mterest and ut hitv in its stitements of fact, 1t 1s
mposs ble fcr me to piss alto,ctha without notice, as if
uninswerable severad | w.es imwhich the witer has objected
tovicws stated 1 tte Scven Lumps” 1 should at any rate
have noticed the passi,e quited 1bose (Chap joth ) wlichruns
countcr to the spurt of il I have ever wintten though without
referting to me  but the references to the ¢ Seven Lamps? I
should not hne wmswered unless I had desned _enerally, to
recommend the book and y uth also becausc they mav senve
s examyles of the mmd of ammicyersion wlich the ‘Seven
T unps ’ had to sustun fr m uchitec s ver, geneially , which
cexumples bemg once mswered thue will be hittle occasion for
mjy 1efuning in futwe to other et asms of the kind

The fust 1efcrence to the “Seven Lamys’ 1s n the second
page where Vi (rubett asls 1 questim ¢ Why are not con
venience ind stibibity enoush to constitute 1 fine buillding *?
—uwhich I should hue wmswaied shortlv by ashing another,
‘Why we hine been mide men nnd nct vees noi termates ’
but M1 Gubett his 1nen avery pretty thoush putinl, answer
to 1t himself i his 4th to gth pajcs —wn wnswer which 1
hcuuly be, the reader to consider  ITut m page 12, 1t 1s
made 1 siue chuge ,unst me thit I use the woids beauty
uid ornwment mntetchin,cbly I dy so wnd ever shall, and
so, I belicve one diy, will Mr Gubett h mscdf  but noc while
he continues to hrd his pages thus — ‘1 wty not dependent
on ornament, o2 supesfluons features’ Wha n ht has he to
assume that ornament nghtly so called ever was, o can be
superfluous? I huve said 1bove, and 1epeatedly in other
places, that the most beautiful things aie the most uscless [
never said supetfluoas I sud usecless 1n the well understood
and usual sense, 1s meanng, mapplicable to the seivice of
the body  Thus I called peacochs and lihiecs useless , men
mg, that roast peacock was unwholesome (taking Juvenils
word Yor 1it), and that dned lilies made bad hay but I do
not think peacochs supeitluous buds, nor that the woild could
get on well without its Iilies  Or, to look close1, I supposc the
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peacock’s blue eyes to be very useless to him, not dangeious
indeed, as to then fiist master, but of small service, yet I do
not think thete is a superfluous ecye 1 all his tail, and for
liltes, though the gieat King of Isiael was not “arrayed ” like
one of them, can 1. Garbett tell us which are theu supetfluous
leaves® Is there no Diogenes among lhilies ? none to be found
content to diink dew, but out of sihver? Ihe fact 15, I never
met with the aichitect yet who did not think oinament meant
a thing to be bought in a shop, and pmned on, o1 left off, at
aichitectural toilets, as the fincy seized them, thinking little
more than many women do of the other kind of oinament—
the only tiue kind,—St Peter's kind —“ Not that outward
adoinmyg, but the mner —of the heart” I do not mean that
architects cannot conceive this better ornament, but they do
not understand that 1t 1s the only oinument, that «// archi-
tectmal oinament 1s this, and nothing but this, that a noble
building never has any extiancous ot supetfluous ornament ,
that all 1ts paits mie nceessuy to its loveliness, and that no
single atom of them could be 1emored without harm to its hife
You do not build a temple and then diess it! You create it
m 1ts loveliness, and leave 1t, as her Vlaker left Eve Mot
unadoined, I believe, but so will adorned as to nced no feather
ctowns And I use the words ornament and beauty inter-
changeably, 1n otder that architects may understand thus [
assume that then building 15 to be a peifect creature, capable of
nothins less than 1t has, and needing notlung moie It may,
indeed, 1ecene additional decoration afterwards, exactly as a
woman may gtacefully put a bacelet on her arm, or sct a
flower m her han but that addwuonal decoration 1s nof the
anitecfure It 1s of curtans, pictures, statues, things which
may be taken awav fiom the building, and not huit it What
has the aichiteet to do with these® He has only to do with
what 1s pait of the bwlding usclf, that 1s to say, its own
mherent heauty And because Mr Gaibett does not under-
stand or achnowledge this, he 1s led on ftom etror to eiror,
for we next find him endeavounins to define beauty as distinct
fiom ornament, and saving that ¢ Positive beauty may be pro-
duced by a studious collation of whatever will display design,
order, and congruity” (p 14) Isthatso? There1sa highly
studious collation of whatever will display design, order, and
congiwmty, 1n a skull, 1s there not?—yet small becauty The
nose 1s a decorative feature,—yet shghtly necessary to beauty,
1t seems to me, now, at least, for I once thought I must be
wrong mn considenng a skull disagieeable 1 gave it far
trial, put one on my bedroom chimney-piece, and locked at it

1 Wc have done so—theoretically , just as one would reason on the
human foum fiom the bones outwards ~ but the Aichitect of the human
form fiames all at once—Done and flesh,
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by surmise every morning, and by moonlight every night, and
by all the best hghts I could think of, for a month, mn vain 1
found 1t as ugly «t last as I did at first  So, al-o, the hair 15 2
decoration, and 1ts natural curl 1s of hittle usc, but can Mr
Garbett concenne a bald beauty? or docs he pefer a wig,
because that 1s a “stzdious collation” of whatever will produce
design, ordey, and congruity > So the flush of the check 1s a
decoration,—God’s painting of the temple of hus spint,—~and
the redness of the hp, and yet poor Viola thought it beauty
truly blent, and T hold with her

1 hayve answeled cnough to this count

The sccond point questioned 15 my asscrtion, “Ornament
cannot be oveichaiged 1t 1t 15 good, and 1s always over-
chareed when 1t 1s bad” To which Mr Garbett objects 1n
these texms  “I must contend, on the contrary, that the very
Lest ornamient may be overchaiged by being musplaced ”

A short sentence, with two mstakes m it

First  Mr Garbett cannot get nd of his unfortunate notion
that oinament 1s a thing to be manufactured separately, and
fastened on  He supposes that an ornament may be called
good 1 1tself, 1 the stonemason’s yard o1 1n the ronmonger’s
shop Once for all, let lum put this 1dea out of his head.
We may say of a thing, considered separately, that 1t 1s a pretty
thing, but before we can say 1t 1s a good ornament, we must
know what 1t 1s to adorn, and how  As, for instance, a ring of
gold 1s a pretty thing 1t 1s a good ornament on a womans
finger, not a good ornament hung through her under hip A
hollyhock, scven feet ligh, would be a good ornament for a
cottage-garden ; not a good oinament for a lady’s head-dress
Might not Mr Gaibett have seen this without my showing?
and that, thercfore, when I said “good” ornament, 1 said
“well-placed ” ornament, 1mn one word, and that, also, when
M1 Garbett says “1t may be overchaiged by being misplaced,”
he merely says it may be overcharged by beng dad

Sccondly  But, granted that ornament = 7. mdependent of
1ts position, and might be pronounced good 1n a separate form,
as books are good, or men ae good,—5Suppose T had wiitten to
a student 1in Oxford, ““ You cannot have too many books, if they
be good books,” and he had answered me, “Yes, for if I
have many, I have no place to put them in but the coal-cellar
Would that in anywise affect the general principle that he could
not have too many books ?

Or supposc he had wntten, “I must not have too many,
they confusc my head” I should have wntten back to him
“Don’t buy books to put in the coal-hole, nor recad them if
they confuse your head, you cannot have too many, 1if they
be gobd but 1f you are too lazy to take care of them, or too
dull to profit by them, you are better without them »

Exactly in the same tone, I repeat to Mr. Garbett, “You
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cannot have too much ornament, 1f 1t be good but if you
are too indolent to arrange 1t, or too dull to take advantage
of 1t, assurcdly vou are better without 1t”

The other points bearing on this question have already been
stated 1n the close of the 2rst Chapter

The third reference I have to answer, 15 to my repeated
assertion, that the evidence of manual labour 1s one of the
chief sources of value in ornament ( ¢ Seven Lamps,” p 53,
“ Modein Pamters,” § 1, Chap III,) to which objection 1s
made 1 these terms  “We must here warn the 1eader against
a rcmarkable eiror of Ruskmm  The value of ornaments in
architecture depends 2oz 11 the slightest degree on the manual
labowr they contain  If 1t did, the finest ornaments ever executed
would be the stone chamns that hang before certain Indian
rock-temples ’ Isthat so® Hear a paiallel aigument “ The
value of the Corntsh mines depends not 1n the shghtest degree
on the quantity of copper they contan If 1t did, the most
valuable things ever produced would be copper saucepans?
It 1s hardly worth my while to answer this, but, lest any of my
readers should be confused by the objection, and as I hold the
fact to be of gieat importance, I may 1e-state 1t for them with
some eplan.tion

Observe, then, the appearance of labour, that 1s to say, the
evidence of the past industry of man, 15 alnays, in the abstiact,
mtensely delightful man bung meant to labou, 1t 15 delightful
to sce that he Zas labourcd, and to 1ead the record of his active
and worthy existence

The evidence of labour becomes pamnful only when 1t 15 a
swn of Evil greater, av Ll than the lebour 15 groat, av Good
As, for mstance, if 2 man has labourcd for an hour at what
might have been done by anothe:r man in a moment, this
evidence of his labow 15 also evidence of his weakness , and
this weakness 1s greater in rank of evil, than lis industry 1s
great n rank of good

Agaun, if a man have labowed at what was not worth
accomphshing, the signs of lus labour are the signs of his
folly, and his folly dishonours lms industry , we had 1ather he
had been a wise man 1n rest, than a fool m labour

Agam, 1if a man have laboured without accomphshing any-
thing, the signs of his labour are the signs of his disappointment ,
and we have more soitow in sympathy with lus failure, than
pleasure 1n sympathy with his work

Now, theiefore, 1n ornament, whenever labour replaces what
was better than labout, that 1s to say, skill and thought , whes-
ever 1t substitutes itself for these, or nceatrves these by 1t
exestence, then 1t 1s positine evil  Copper 1s an evil when 1t
alloys gold, or poisons food not an evil, as copper, gbod
the form of pence, seriously objectionable when 1t occupies the
room of gumeas Let Danac cast 1t out of her lap, when the
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»
gold comes from heaven ; but let the poor man gather 1t up
carefully from the earth

Faither, the cvidence of labour is not only a good when
added to other good, but the utter absence of 1t destroys good
m human work It 1s only for God to create without toil,
that which man can create without toil 1s woithless machine
ornaments are no ornaments at all  Consider this carefully,
reader I could alustrate 1t for you endlessly , but you feel 1t
yowself every hour of yow ewustence And if you do not know
that you feel it, take up, for a little tune, the trade which of
all manual trandes has bcen most honoured be for once a
carpentet  Make for yoursclf a table or a chair, and see 1if
you cver thought any table ot chair so delighiful and what
stiange beaney there will be in thent ciooked limbs

I havc not noticed any othet anunadveisions on the
“Seven Lamps’ in Mi Garbett’s volume, but if there be
more, I must now leave 1t to his own consideration, whether he
may not, as n the above nstances have made them mncau-
tiously I may, perhaps, also be permitted to request other
arcluteets, who may happen to glance at the preceding pages,
not mmmediately to condemn what may appear to them false 1n
general principle I must often be found deficient 1 techmcal
knowledee, 1 may often cir mm my statements respecting
matters of practice or of special law  But I do not write
thoughtlessly respecting piinciples, and my statements of
these will gencrally De found worth 1econnoitning before
attacking  Aiclhitects, no doubt, tancy they lave stiong
grounds for supposmyg me wiong when they seck to mval date
my asseitions  Lel mc assuie tham, at Jeasy, that I mean to
be then fuend, although thev may not immcdiately recosmse
me as such  If I could obtam the public cu, and the pun-
ciples I have advocated were camed mto general prachce,
porphviy and serpentine would be unen to them nstead of
Iimestone and brick , mstead of tavern and shop-fionts they
would have to build goodly chuiches and noble dwelling-
houses , and for escts stunted Grecism and stucco Romantsm,
into which they aie now forced to shape then palsied thoughts,
and to whose ciumbling plagansms they must tiust then
doubtful fame, they would be asked to 1mse whole streets of
bold, and 11ch, and lLiving architecture, with the catanty in
their hearts of doing what was honowable to themselves, and
good for all men

Before 1 altogcther leave the question of the influence of
labour on aichitectural effect, the reader may expect fiom me
a word or two respecting the subject which this year must be
mteresting to all—the applicability, namely, of glass and iron to
architectule 1n general, as in some sort exemplified by the Crystal
Palace

It1s thought by many that we shall forthwith have great part
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of our architecture 1n glass and 1ron, and that new forms o
beauty will result from the studied employment of these matenale

It may be told in few words how far this 1s possible , how fa
eternally impossible

There are two means of delight 1n all productions of art—
colour and form '

The most v1vid conditions of colour attamable by human art
are those of woirks 1n glass and enamel, but not the most peifect.
The best and no lest colouring possible to art 1s that attained
by the touch of the human hand on an opaque surface,upon w hich
it can command any tint required, without subjection to alter-
ation by fire or other mechanical means No colout 1s so noble
as the colour of a good paintng on camas or gesso

This kind of colour being, however, impossible, for the most
part 1n architecture, the nest best 1s the scientific disposition
of the natural colours of stones, which e far nobler than any
abstract hues producible by human art

The delight which we recetve from glass painting 1s one alto-
gedher inferior, and 1n which we should degiade owmselves by
over mdulgence Nevertheless, 1t 1s possible that we may raise
some palaces like Aladdin’s, with coloured glass for jewels, which
shall be new in the annals of human splendou, and good 1n their
place , but not 1if they superseded nobler edifices

Now, colour 1s producible either on opague or in transpaient
bodies but form 1s only expressible, i its petfection, on opague
bodies, without lustre

This law 1s imperative, universal, irrevocable  No perfect o
refined form can be expressed except 1 opigue and lusticless
matter You cannot sec the form of a jewel, nor,mn any perfection,
even of a cameo or binaze  You cannot petfectly see the form
of a humming-bird, on account of 1ts buinishing , but you can
see the form of a swan perfectly No noble work 1n form can
ever, therefore, be produced m transparent o lustious glass ot
enamel All noble architecture depends fou 1ts majesty on uts
form therefore vou can never have any noble aichitecture 1n
transparent or lustrous glass or enamel Iionis, howes cr, opaque,
and both 1t and opaque enamel may, perhaps, be rendeted quite,
lustreless , and, therefore, fit to 1ccel, e noble form

Let this be thoroughly done, and both the ron and enamel
made fine 1n paste or gian, and you may have an architectme
as noble as cast or struck architecture even can be as
noble, therefore, as coins can be, or common cast bronzes, and
such other multiplicable things,!—eternally separated from

! Of course mere multiplicability, a~ of an engraving, does not dimmish
the intrinsic value of the work , and 1f the casts of sculpture _goul(l be
sharp as the sculpture itself, they would hold to 1t the relation of valu
which engravings hold to pamnungs  And, if we choose to hame ou
churches nll alike, we nught cast them all 1 bronze—uw e might actuall
coin churches, and have mints of Cachedrals It would be worthy of the!
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I good and great things by a gulph which not all the
abular biidges nor engincering of ten thousand nineteenth
,enturies cast into onc gieat brongze-foreheaded century, will
ver overpass one inch of All ait which 1s wotth 1its room 1n
his world, all art which 1s not a piece of blundering refuse,
accupying the toot o1 two of earth which, 1 unencumbered by
it, would have grown corn or violcts, or some better thing, 1s a7
which procecds from an ndrwordial mind, wording through
st iements sokich assidy, but do not superside, the muscular
twwleon of the hunaoi hand, wpon the mates wals whek most tenderly
vty amd most securldy sotarn, e inpressions of suck human
fabour
And the value of every work of art 1s exactly in the ratio of
the quantity of humanmity which has been put into 1t, and legibly
cwpressed upon 1t for ever — d
Fust, of thought and mmal purpose,
Secondly, of technical skill ,
Thirdly, of bodily mdustry
The quantity of bodily industry wlich that Crystal Palace
e\presses 15 vely gieat  So far it 1s good
L he quantity of thought 1t exptesses 1s, I suppose, a single and
very admitable thought of Mr Pastons, ptobably not a bit
sighter than thousands of thoughts which pass through his
ctn ¢ and intelligent brain cvery hour, —that 1t might be possible
*o build a greenhouse larger than ever greenhouse was built
efore  This thought, and some 1ery ordinary algebra, aie as
imuch as all that glass can 1epresent of humin'intellect  “ But

one poor halipennywoith of bread to all this intolerable deal of
ack ¥ Alas’

¢ The carth hath bubbles as the water hath .
And this 15 of them ”

18 LARLY ENGLISH CAPITALS

The depth of the cutting in some of the early English capitals
1s, indeed, part of u zeneral system of attempts at exaggerated
force of effect, hke the “ #rk touches of =ccond 1ate draughts-
men, which [ have noticed as chatactenstic ot neatly all northern
work, assocuited with the lve of the grotesque  but the main
scction of the ciptal 15 mmdeed a dnpstone rolled 10und, as
above descnibed and dnipstone sections are continually found
1n noithan wok, where not only they cannot mcicase force of
effect, but we entireh invisible except on close examination ,
as, for mstance, undd the uppearmost range of stones of the
spirit of the centmny to pu nulled dges for movld ngs, ana lave a
popular curiency of rehgious subjects, a new cast of patvities every
Chistmas T huve not heard this contemplated, however, and T <peak,
thcfure, only ot the results which I believe aie cortomplated, as
att unable by merc mcchaniel appheations of glass ard 3ron
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foundation of Whitchall, or under the slope of the 1estored base
of All Souls College, Oxfoid, under the level of the eye I much
doubt 1f anv of the Fellows be anwaie of 1ts existence

Many readers will be swipused and displcased by the dis-
paragement of the cauly Loghsh capital ~ Ihat capital bas,
indeed, onc charactet of constderable valne , namely, the bold-
ness with which 1t stops the mouldings which fall upon 1t, and
severs them fiom the shaft, contrasting itscIf wrth the multiphaty
of their vertical lines  Sparingly used, o1 scldom «cen, 1t 1s thus,
1n 1ts place, not unpleasing , and we knglish love it from assoct-
ation, 1t being always found in connection with our purest and
lovehest Gothic arches, and never m mulutudes large enough to
satiate the eye with its form The 1eader who sits in the Temple
church every Sunday, and sees no architecture dung the week
but that of Chancerv Lane, may most justifiably quairel with
me for what I have said of it  Dut if evers housen Fleet Stieet
or Chancery Lane were Gothic, and all had carly Enghsh
capitals, I would answer for his making peace with me m a
fortmight.

19 TOMBS NE\AR ST AN\STASIA

Whose they are, 15 of little consequence to the reader or to
me, and [ hae taken no pains to discover , their value bemng not
in any evidence they bea respecting dates, but in their intunsic
merit as examples of composiion  'wo of them are within the
gate, one on the top of 1t, and this latter 1s on the whole the best,
though all are beautiful , uniting the intense northern eneigy 1n
their figure sculpture with the most sciene classical restramt mn
their outhines, and unaffected, but masculine simplicity of con-
struction

[ have not put letters to the diagiam of the lateral arch at
page 127, in oider not to intei fere with the cleainess of the curves,
but I shall always express the samc points by the same letters,
whenever I have to grve measures of arches of this simple kind,
so that the rcader need never have the diagtams lettered at all
The base or span of the centre arch will alwaysbe @ &, 1tsveiten
will alwavs be V7, the points of the cusps will bec ¢, # pwill
be the bases of perpendiculars let fall from Vand con ¢ 4, and
 the base of a perpendiculai from the pomnt of the cusp to the
arch hme  Then a 4 will always be the span of the arch, \ Aats
perpendicular height, V'« the chowd of 1ts wide arcs, ¢ the depth
of its cusps, ¢ ¢ the horizontal interval hetween the cusps, 2 ¢ the
length of the chowd of the lower arc of the cusp, V¢ the length
of the choid of the upper arc of the cusp, (whether continuous
or not,) and ¢ 4 the length of a perpendicular from the poipt of
the cusp on a &

Of course we do not want all these measuies for a single aich,
but 1t often happens that some of them are attainable more easily



Appendix 363

¥

than others , some are often unattainable altogether, and t 1s
necessary therefore to have expressions for whicheyer we may be
able to determine

Vpor\ a ab and 4 . are aluays essential , then either a ¢
and Vgorccande # whenl have my choice, [ always take 4,
Vp de e and o p, but ¢ 4 1s not to be generally obtamed
so accurately as the cusp aics

The measures of the present arch aie

ab, 3,8
Vp 4,0
Vi 2, 45}:
@c, 2,0}
de, 0y 3%

20, SHATTS OF DUCAL PALACE.

The shortness of the thicker ones at the angles 1s imnduced by
the greater depth of the enlarged capitals thus the 36th shaft
1s 10t 4} in 1n circumference at its base, and 10,, o} 1 cn1-
cumference under the fillet of 1its capital, but 1t 1sonly 6,, 1}
high, while the minor intermediate shafts, of which the thickest
1S 7 . 8 round at the base, and 7 ,, 4 under capital, are yet on
the average 7, 7 high The angle shaft towards the sea (the
18th) 1s nearly of the proportions of the 36th, and therc are threc
others, the 135th, 2jth, and 26th, which are thicker than the 1est,
though not so thick as the angle ones  The 23th and 26th have
both party walls to bear, and I imagimne the 15th must in old
time have cairied another, reaching across what 1s now the
Sala del Gran Consigho

They measuie 1espectively round at the base,

lhe 15th, 8, 2
24th, 9,6}
26th, 8, 0}

The other millars towards the sea, and those to the 27th
inclusive of the Piazsctta, are all seven feet round at the base,
and then theie 15 a most curious and delicate crescendo of
circumfetence to the 36th, thus

The 28th, 7, 3 The 33rd, 7,6
a9th, 7,4 34th, 7,8
3oth, 7, 6 35th, 7,8
31st, 747 36th, 10, 4}

3and, 7,5

1 T shall often have occasion to write measures 1n the current text,
therefore Lhe reader will kindly understand that whenever they are thus
written, 2 ,, 2, with double commas between, the first figures stand for
English feet, the second for English inches.

DD 2
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The shafts of the upper atcade, which are ahove these thicker
columns, are al»o thicket than then compamons, mcasuring, on
the average, 4, 8! 1n cucumference, while those of the sca fagade,
except the 29th, averaze 1, 73 n arcumference  The 29th,
which 1s of course above the 15th of the lower stor, s 5,,5
1 ciicumfeience, which hittle piece of evidence will be of no
small value to us by-and by The 35th carnes the angle of the
palace, and 15 6,, 0 1ound  The 47th, which comes above the
24th, and cainiesthe party wall of the Sali ded Gian Consiglio, 15
strengthened by a pidister , and the 51st, which comes over the
26th, 1s 5, 4! 10und, o1 neailv the sune as the 2yth , 1t caires
the party wall of the Saltdel Sautinwo , a smallioom containing
patt of St Maik’s libian, coming between the two saloons, a
1oom which, 1n 1emembrance of the help I have recenned m all
my mquuics fiom the kindness and intelligence of its usual
occupant, I shall never ewsily distingmsh othaawise than as
“A Lowena’s !

I mav as well connect with these notes 1especting the arcades
of the Ducal Pilace, those which 1efer to Plate NIV, which
repiesents one of its spinduls  Every spandul ot the lower
arcade was intunded to have been occupied by an oinament
1esembling the one gnen in that Plite  lhe mass of the
building bemny of Istrian stone, a depth of about two mnches 1s
left within the mouldings of the aiches, 1oush hewn, to 1eceive
the slabs of fine maible composing the piteins 1 cannot say
whether the design was nev et completed,or the mubles havebeen
since removed, but thetc aie now only two spandnls retaining
their illings 1nd vestioes of themm 2 thind - 1The two complcte
spandiils aie on the sea ficde, above the 31d and 10th capitals
{vide method of numbcuing, Chip 1, paze 28), that 15 to say,
connecting the 2nd arch with the 3:d, ind the gth with the 10th
The lattar 15 the one gnven n Plie XIV  LThe white poitions
of 1t ate all white maible, the dentit band surroun ling the cucle
15 10 conrse susaty mauble, which I believe to be (neek, and never
foundn \ emice, to my recollection,exce pt in woik at least anteriot
to the fiftecnth centwy  The shaded ficlds charged with the thiee
white tuiangles are of red Verona marble , the mner disc 1s sieen
seipentine, and the dak pieces of the 1ndiating leaves are grey
muble The thiee triangles are equilateral  The two uppermost
ate 1 ,, 5 cach side, and the lower 1 ,, 2.

The extieme diameter of the cncle 1s 3,, 10}, its field 1s
shghtly 1a15ed above the 1ed maibles, as shown 1n the section
at A, on the left A a 15 part of the red marble field, @ é the
section of the denti] moulding let nto 1t , & ¢ the entire breadth

¥ 1 cinnot suffer this volume to close without also thanking my kind
fucnd, \Ir Rawdon Brown, for help given mein a thonsand ways danng

my stay m Venice but chucfly for his direction to passages eluaidatory
of my subject 1 the MSS of St Mark's hibrary. e
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of the rayed zone, represented on the other side of the spaixdnl
by the linc C f, ¢ « 15 the white marble band let 1, with the
dogtooth on the face of 1t, # ¢ 1s 7} mches acioss, ¢ d 3},
and at B are given two joints of the dentil (inentioned above, n
the chapter on dentils, as umque in Venice) of thewr actual sice.
At C1s gnen one of the mlaid leaves 1ts measure bemg (in
mches) C /7!, CA}, fo], fc4, the base of the smaller
leaves being of comse /¢ ~ [y = ‘I ie pattern which occu-
pres the other spandiil 1s simular, except that the field & o
mnstead of the mteisecting aics, has only tuangles of grey
marble, artanged like rays, with their bases towards the centre
There being twenty round the cucle, the 1eader can of course
draw tham for humself, they being 1sosceles, touching the dentil
with theil pomts, and beng 1n contact at their bases 1t has lost
its cent1al boss  Lhe maibles are, m both, covered with a rusty
coatiny, thiough which 1t 1s excessively ditficult to distinguish
the colours (another proof of the age of the ornament)  But the
white marbles aie certamly, n places (except only the sugary
dentil), vemed with purple, and the gicy seem warmed with
green

A tiace of another of thesc ornaments may he seen over the
z1st capital , but I doubt 1f the maibles have ever been in-
seited m the other spanduls, and therr want of oinament occa-
sions the shght meagteness 1 the eticet of the lower story,
which 1s almost the only fault of the bwlding

This decoration by discs, o1 shield-hke ornaments, 15 a
marked charactenstic of Venetian arclutectuie m ats eatlier
ages, and 15 cained nto later times by the Bysantine Renais-
sance, alrcady distinguished from the more conupt forms of
Renarssance, n Appendin 6 Of the disc decoration, so bor-
towed, we have alieady an example m Plate I In Plate VITI
we have an carher condition of it, one of the discs bemg thete
sculptured, the others sutrounded by sculptured bands heie
we have, on the Ducal Palace, the most chatactensuc of all,
because likest to the shield, which was probably the orgim of
the same oinament amony the Arabs, and assmedly among
the Giceks  In M1 Donaldson’s 1estoration of the gate of the
treasury of Atieus, this uinament 1s conjec turally employed, and
it occuis constantly on the Arabian buildings of Cairo,

21, ANCICNT REPRESENTATIONS OF WATER

I have long been desirous of devoting some time to an
inquiry mto the effect of natural scenery upon the pagan, and
especially the Greek, mmd , and knowing that my fuend, Mr.
C Newton, had deyoted much thought to the elucidation of the
figugative and symbolic language of ancient art, I asked him
to draw up for me a few notes of the facts which he considered
most nteresting, as llustrative of its methods of representing
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naflire 1 suzzested to im, for an imititne subject, the repre-
sentation of witar  beciuse this 15 one of the natui il objects
whose portiaiture m1y most casily be made 2 test of ticatment,
for 1t 15 one of ununeirsil mterest, ind of mote closcly simlar
aspect m all puts of the woild thin any other W wnves, cm-
1ents, and eddics uce much hlker cich othel, everiwhetre, than
cither land o czletwion Rnvers ind hikes mdeed, differ
widely fiom the sey wnd the cden Picilic fiom the angry
Noithein ocem but the Nile 1> ket the Idanube than a
knot ot Nubiin pums 15 to a glude of the Blick Fotest, and
the Meditetranean 15 liker the \tlwntic than the Cimpo Felice
1s ike Solway moss

M1 N\ewton has accordin,lv most kindly furmished me with
the followin, dit1  One o1 tno of the types which he desciibes
have been alrewdy noticed mn the n un test, but 1t 15 well that
the 1eader should again contuemplite them mm the position
which they here occupy in 2 general system I recommend his
speciil attention to M1 Newton s delimitions of the terms “figur-
ative ’ and “svmbolic, as applied to ait, m the beginning of the
paper

IN ancient ut, that 15 to sy, m the art of the Lgvptan,
Assyrian, Gieel, ind Roman 1aces, watet 15, for the most part,
represented com entionlly rathet than naturalh

By natural 1epresent ition 1s here meant 1s just and perfect
an imitation of natwe as the technical means of art will allow
on the other hind, i1epresentation 1s said to be conventional,
cither when a confessedly inadequate mmrtation 1s accepted n
default of a bettes, o1 when unitation 1s not tttempted at 1ll, and
1t 1s agreed that other modes of reptesentation, those by figures
or by symbols, shall be 1ts substitute and equiv1lent

In figuritive representation there 16 alwavs wmpes sonation »
the sensible form, bortowed by the artist fiom oigamc life, 1s
concelved to be actuated by a will, and ny ested with such mental
attributes as constitute personality

The sensible vy mfio/, whether bottowed fiom orgamc o1 fiom
morganic nature, 1s not a persomfication at all, but the conven-
tional sign or equnalent of some object or notion, to which
1t m1y perhaps beair no visible resemblance, but with which the
intellect or the imagination has 1n some way associated it.

For instance, a city may be figuratively i1epresented as a
woman crowned with towers, herc the artist has selected for
the expression of his 1dea a human form amimated with a will
and motives of action analogous to those of humanity generally
Or, again, as 1n Greek art, a bull may be a figurative represent-
ation of a 11ver, and, in the conception of the artist, this ammal
form may contain, and be ennobled by, a human mind.

This 1s still impersonation , the form only in which personality
ts embodied 1s changed.
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Again, a dolphin may be used as a symbol of the sea, a man
ploughing with two oxen 1s a well-hnown symbol of 2 Roman
colony In netther of these mstances is there impeisonation
The dolphin 1s not i ested, hike the figuie of Neptune, with any
of the attributes of the human mind 1t has ammal nstincts, but
no will | it represents to us 1ts natn e element, only as a part may
be taken for a whole

Again, the man ploughing does not, like the twireted female
figure, pos son fv, but 1ather ) pzffes the town, standing as the
visible reptesentation of a real event, 1its fitst foundation To
our mental perceptions, as to our bodilv senses, this figuie
seems no more than man theie 1s no blendiag of s personal
naturc with the impersonal nature of the colony, no transfer of
attitbutes fiom the one to the other

Though the conventionally mmitative, the figurative, and the
symbolic, are three distinct Linds of representation, they ae
constantly combined 1 one composition, as we shall see 1n the
following examples, cited fiom the wt of successive races in
chronological order

In Euyptian art the geneial representation of water 1s the
comventionally mmunatne  In the Bunish Muscum are two fres-
coes from tombs at Thebes. Nos 177 and 170 the subject of the
nrst of these 15 an ablonyg poad, ground-plan and elevation being
strangely confused 1n the design  In this pond water 1s repre-
sented by parallel 71uzay Iines, in which fish are sw unming about
On the suiface are buds and lotos flowers , the herbage at the
edye of the pond 1s represented by « boider of sy mmetrical fan-
shaped flowers the held bevond bn 10ws of trees, arranged
round the sides of the pond at rght angles to each other and n
defiance of all laws of perspectine

In the fresco, No 170, we have the i1epicsentation of a
er \\1}11 papirus on 1ts bank lleie the 1. LXNI
water 1s rendered by aygzag hnes ananged
vertically and 1n  parallel lmes. so  a- -
to resemble herting-hone masonry, thus
There are fish 1n this fresco as m the pre
ceding, and i both, each fish 1s drawn ven
distinctly, not as it would appea to the ey
viewed through water The mode of repic-
senting this element 1n Fyyptian panting 15 further abbieviated
1n their hierogh phic wrniung, where the sign of water 1> a 21g-
zag line, this line 1s so to spenk a picture of water written in
short hand In the Lgvptian Pantheon theic was but one
aquatic deity, the god of the Nilc . s tipe 15, therefore,
the only figurative repiesentation of water in Egyptan art
(Birgh, “Gallerv of Bntish Muscum Antiguties,” Pl 13)
In Assyilan sculpture we have very cunious conientionally
mmitative representations of water On several of the friezes
from Nimroud and Khorsabad, men are seen crossing a
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river 1n boats, o1 on shins, accompanied by horses swimming
(see Lavard, n p 381) In these scencs water 15 1cpresented
by masses of wavv lines somewhat 1esembling tresses of harr,
and termmating m cuils or volutes these wavy hnes eapress
the gcneinl chaiicter of a decp and 11pid current, like that
of the Tiguis  Fish are but sparingly intioduced, the 1dea of
surface being suiticiently expiessed by the floatiny fi ures and
boats In the 1epiesentation of these theie 1s the same want
of peispective as 1n the Lgyptian fiesco which we have just
cited

In the Assynan Pantheon one aquatic deity has been dis-
covered, the god Dagon, whose human form teiminates in a
fish’s tail  Of the chuacter and attitbates of this deity we
know but hittle

The morc abbievinted mode of 1epresenting water, the zigzag
line, occuis on the laige silier comns with the type of a city o
a wa galley, (see T avaid, n p 3566) lhese coins were probably
sttuch m Assviia, not long afta the conquest of 1t by the
Persians

In Gieek art the modes of 1epiesenting water are far more
vaned Two conventional mmitations, the wave moulding and
the Maander, e well known  Both me probaibly of the most
1emote antiquity , both have been 1u,clv employed as an archi-
tectural ornument, nd suLoidinatcly 15 a decolation of 1ases,
costume, fuinitre and implements  In the wave moulding we
have a comventionl 1cpreseéntation of the small crisping waves
which bieak upon the shote of the Mcditciranean, the sea of the
Greeks

Then regulu succession, ind equality of force and volume,
are generaliscd m tlus moulding, while the minuter vuieties
which distinzuish one waie fiom another aie merzed m the
general type  Ihe character of ocean waves 1s to be “for ever
chanzing,vet the same for ever ,” 1t 1s this etermity of 1ecunence
which the eatly artist has expiressed m this hierogly phic

With this profile 1epiesentition of water may be compared
the sculptuted waves out of which the head and ums of
Hyperion are 11sing in the pediment of the Parthenon (Elgin
Room, No {65] 91, Muscum Maibles, vi Pl 1) Phidias has
1epresented these waves hike a mass of oveilapping tiles, thus
gencrilising their 11ppling movement  In the Maander pattern
the graceful curves of natwe are 1epresented by angles, as in the
E.ovptian hieroglyphic of water  so again the eailiest 1epresenta-
tion of the labyrinth on the coins of the Cietan Cnossus 15 rect-
angular, on later coins we find the cuivilinear form ntioduced

In the languazse of Gieek mythonaphy, the wave pattein and
the Maander aic sometimes used singly for the 1dea of wate,
but more fiequently combined with figuratinc 1epresentation
The number of aquatic deitics 1n the Gieek Pantheon led to
the invention of a great variety of beautiful types Some of
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these are vely well known TIveiybody 1s famihar with the
genernl form of Poseidon (Neptunc), the Nere ds, the Nymphs
and Rner Gods, but the modes m which these tvpes were
combmed with comienuional mmtation and with arcessory
symbols deseive careful study, if we would appieciate the sur-
passinz richness and beauty of the language of ut formed out of
thesc elements

This class of 1epresentations may be divided into two principal
groups, those 1clnting to the sen, wnd those 1elatin g to fiesh watea

The power of the ocean and the gieat featuies of maune
scenery 1c cmbodied mn such types as Poseidon, Nereus and
the Nueids, that 1s to say, in human forms moving thioush the
hqud element m chariots, or on the back of dolphins, or who
combinc the human foim. with that of the fish ike 1iitons The
sen monstets who diaw these chanots ue called Hippocamps,
hemng composed of the tail of 1 fish and the fore pait of a hotse,
the legs teimmating 1n web feet this umon seems to ewpiess
speed and power under peifect contiol, such as would chuac
terise the moy ements of sca deities A few cvumples have been
here sclected, to show how these types were combined with
symbols and conventional imtation

In the British Museum 1s a vase, No 1237, ensived, (Lenor-
mant et De Witte, Mon Cuam, 1 Pl 27) of which the subject
1s, Europa crossing the sca on the back of the bull In this
design the sea 1s represented by a vainety of expedients I irst,
the swimming action of the bull sugaests the ide1 of the hqud
medium thiough which he moves  Lehind him stands Neteus,
his staff held perpencicululy in lus hind, the top of his staff
comes nearly to the level of the bulls back, and 1s probably
meant as the measure of the whole depth of the sea, Towaids
the surface line thus indicated a dolphin 1s 1smg, in the
mddle depth 1s nother dolphin, below a shump and a cuttle-
fish, 1nd the bottom 1s indicated by a jigged line of rocks, on
which ate two echim

On a mostuc found 2t OQudnah n Al enia (Revue Aichéol , 1.
Il 50), we htve 1 representation of the set, iemithable for the
fulncss of details with which 1t 1s made out

Lhis, thouzh of the Roman penod, 1s so thotoughly Gieek in
feeling, that 1t may be cited as an example of the class of mytho-
g1iphy now undel considerition The mostic hines the floor and
sides of a bath, and, 15 was commonly the case in the baths of
the ancients, setves as a figurati e 1epresentation of the water it
contained

On the sides we hippocamps, figmes nding on dolphins and
islands, on which fishcimen stand, on the floor are fish, ciabs,
and shuimps

Lhese, as 1n the vasc with Cuiopa, indicate the bottom of the
sen  the same symbols of the submatine world appeat on many
other ancient designs lhus in vase pictwmes, when Poseidon
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upheares the island of Cos to overwhelm the Giant Polybotes,
the 1sland 1s 1epresented as an immense mass of rock  the parts
which have been under water ate indicated by a dolphin, a
shump, and a sepry, the parts above the water by a goat and a
seipent (Lenoimant et De Witte, 1t 50

Somctimes these symbols occur singlyv 1in Greek ait, as the
t+ pes, fo1 mstance, of coins  In such cases they cannot be inter-
picted without bem, viewed m 1cdation to the whole context of
mithography to which thev belong  If we find, for example, on
one com of Iaentum a shell, on another a dolphm, on a third
a ficure of I1r1s the mythic founder of the town, 11ding on a
dolphm 1 the midst of the waves, ind this latter group ex-
presses the 1dca of the town 1tself wnd its position on the coast,
then we know the two former tvpes to be but pottions of the
greater design having been detached fiom it, as we may detach
woids fiom sentences

The study of the fuller and clearer examples, such 4s we have
cited above, enibles us to esplun manv more compendious
foims of expiession  We have, for 1instance, on couns several
representations of ancient huibowus

Of these the earliest occuis on the coins of /1ncle, the modern
Vessinam Siaahy The incients hkened the form of this harbour
to a sickle, and on the coins of the town we find a curvedobject,
within the aret of which 15 a dolphm  On this cuivc ate four
squaie clesvations pliced at equal distances It has been conjec
tured that thesc projections arc either towers o the large stones
to which gallevs werc mooted still to be seen n ancient hirbours
see Burgon, Numismatic Chionicle,1m,p 40 Wath thisaichaic
representation of a hubour may be compaied some eximples of
the Roman period  Onn com of Sept Severus struch 1t Cormnth,
Millingen, Sylloge of Uned Coins, 1637, p 57, 'l 1I No 30)
we have a femalc figure standing on a 10ch between two 1ccum
bent male fisuies holding rudders I rom an arch at the foot of
the 1ock a sticim 15 flowing  this 1s a representation of the 1och
of the Aciopohs of Connth, the female figure 1s a statue of
Aphiodite, whose temple surmounted the rock  The stieam 1s
the fount un Pirene  The two recumbent figures aie impersona
tions of the two huboms, Lechicum wind Cenchiela, between
which Corinth was situated Philostiatus (Icon u, ¢ 106) de-
sciibes a sumlu pictuie of the Isthmus between the two har
bouts, one of which was n the form of a vouth, the othet of a
mmph

On another com of Connth we have one of the harbours in a
semiciicul ir form, the whole 1ice being maiked with small equal
diisions, to denote the 1ichwys under which the ancient galleys
wete diawn, swbdncte  at cither horn or extremty of the har-
bout 1s a temple, 1n the centre of the mouth, a statue of Nep-
tune (Millingen, Mcdailles Ined, P] 11, No 19 Compare
Uso Vllingen, Ancient Comns of Cities and Kings, 1831, pp
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59-61, P1 IV, No 15, Mionnet, Suppl vi p 79, No 246;
and the harbowm of Ostium, on thc larze brass coins of Nero,
in which thete 1s a 1epresentation of the Roman fleet and a
rechming fizme of Neptune )

In vase pictutes we e occasionally an attempt to represent
water natwially  On a vase in the Buush Museum (No. 785), of
which the subject 15 Llvsses and the Sirens, the sea 1s rendered
by wavy lines drawn 1 black on a 1ed giound, ind something
Iike the effect of liht playins on the suifice of the water 1s
given  On each side of the ship are shapeless masses of rock
on whicn the Stens stwnd

One ot the most beautiful of the fisurative representations of
the sca 15> the wddl known tvpe of Scylla She has a beaunful
body, tetminiting 1n two barking dogs and two serpent tails
Sometimes diowning men, the (a7 pautes 112 gusgiie vasto,
appeai caught up n the coils of these taills  Below ate dolphins
Scylla genernlly brandishes a rudder, to show the manner m
which she tw.sts the comse of ships T o1 vaneties of her type
see Monum dell Inst \itcheol Rom, m, Lawv 32-3.

The repiesentations of fiesh water may be ananged under the
following heids—t1vers, likes, fountains

ILhere ate several fijuritive modes of repiesenting 1ivers very
frequentlhy employed 1n ancient mythogtaphy

In the type whch occuts cailiest we have the human form
combined with that of the bull mn seveial wivs  On an archac
com of \letipontum 1 Lucama, (see fiontisplece to Millingen,
Ancient Coms of Greek Cities and Kings,) the 1iver Achelous
1s iepresented with the fijure of a man with a shaggy beard
and bull’s hoins and eus On a vase of the best period of
Gieek ait (Bt Mus No 789, Buch, Trans Roy Soc of Lit,
New Series, Lond 1843,1 p 1oo; the same 11 er 1s repiresented
with a satyi’s head and lons bull’'s hoins on the forehead , his
foim, human to the w1ist, terminites 1n a fish’s tail, hs hair
falls down his back , hisbeud 1s long and shagyy  In this type
we see a combmation of the thiee forms separately enumerated
by Sophocles, 1 the commencement of the I'achinie

*AXEACOY Aevye,
vs & & Tpioly poppaiow éipTer warpls,
Porrdv evapyns Tabpos #AAer aidAos,
dpdiwy EAunTds, EANoT’ Gudpetw KiTe
Bobmpwpos, én 3¢ dacniov vyeverddos
povwol Bieopalvorro xpmvalov morot

In a thitd vanety of this type the human headed body 1s
united at the waist with the shouldeis of a bull’s body, in which
it tetminates  Lhis occuis on an eaily vase (But Mus, No
4352)" On the coms of (Cniade 1n Acainania, and on those of
Ambracia, all of thc peiod after Alcvander the Great, the
Achelous has a bull’s body, and head with a human face 1In
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this vanety of the type the human clement 15 almost absorbed,
as 1 the fiist vanety ated above, the comn ot \ct pontum,
the bull portion of the type 15 only indicated by the addition of
the hotns and ¢ us to the humn head  On the analogy between
these varietics 1 the type of the .\chclous and those under
which the metamoiphoses of the maine .oddess [hetis are
1epicsented, sce Gerhard, Ausell Visenb, 11, pp 106 113 It1s
probable that, m the type of Thetis, of Protcus, and also of the
Achclous, the sinjular combimations and transformations aie
mtended to expicss the changcful natuie of the element water

Numetous other examples may be cited, wheie 1veis are
1iepiesented by this combination of the bull and human form,
which may be called, for convenience, the Andiotiunc type
On the coms of Sialy, of the \ichaic and also of the finest
petiod of art, 1me1s aic mast usually 1epresented by a youthful
male figuie, with small budding hoins, the han has the lank
and matted foom which charactenises aquatic derties 1 Greek
mythogiaphy The name of the 1na1 15 often msenbed round
the head W\ hen the whole figure occurs on the coin, it 1s always
repiesented standing, never 1echming

lhe type of the bull on the comns of Sybans and Thunum,
Magna Gteda, his been considered, with great probability, a
representation of this kind  On the coms ot Sybaiis, which are
of avery culy peitod, the head of the bull 1s turned 1ound , on
those of ‘Lhuiium, he stoops his head, butting the fust of
these actions has been thought to symbolise the winding cowise
of the inve1, the second, its headlong cuttent On the comns of
Thuwium, the 1dea of water 15 further suggested by the adjunct
of dolphins and other fish in the evergue of the comn  lhe
giound on which the bLull stands is indicated by heibage or
pebbles  This probably represents the 1ner bank  Lwo bulls
heads occur on the coins of Sadis, and 1t has been ing enously
conjectured by Mr Burson that the two nveis of the place ate
expresscd under this type

The representation of niver gods as human figures n a reclin-
ing position, though piohably not so much employed m eailier
Greck ant as the Andiothuric type, 1s very much more famihar to
us, from its subscquent adoption i Roman mythogiaphy lhe
eatliest eximple we have of a rechnig mver god 1s 1n the figure
m the klgim Room commonly called the Ilissus, but more prob-
ibly the Cephissus  This occupied one angle 1in the westein
pediment of the Paithenon , the other Atheman river, the Iissus,
and the fountamn Callimihoe being represented by a male and
female higure 1n the opposite angle, this group, now destioyed,
15 visible 10 the diiwing made by Carrey in 1678

It 15 probable that the necessities of pedimental composition
first led the artist to place the 1ver god 1n a 1echiming position
‘Lhe head of the Thissus bung bicken off, we ate not smie whether
he had bull’s hoins, ke the Sicihan figures alieady descnibed
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His form 1s youthful 1n the fHlds of the diapery behind him
there 15 a flow Iike that of wues but the 1der of water 1s not
suggested by any other symbol  \When we compue this figure
with that of the Nile Visconti Mus Pio Clem 1 Pl 3%6), and
the figuic of the Thber in the Touvie both of which e of the
Romn peiiod we see how n these later types the artist mult
plied svmbols d tccessoties mgnifun,, them on the onginal
simple tipe of 1 iner | d 15 1t was concenned by Lhidias in
the fijute of the Ilissus  lhe Nile is represented as 1 colossal
beurded fijurc 1eclimin, At h s side 15 a comnucopin full of the
vegetible proyduce of the Loyjuwn sol Iound hs bodv re
sinteen niked bovs who rejiesent the sivteen cubits the hei ht
to which theinver 1ose mnafiv urable veur  1he statueis pliced
on 1 bisement divided mto thice compartments, one 1bove
wnothar  In the uppeimost of these, waves uc floning over m
one jtet sheet fiom the side of the 1ver god  In the other two
compitments ue the tumals wnd plints of the1ver the bas
1chiefs on this basement e 1 fict o hind of abbieviated
symbolic pmnamu of the \ile

lhe Liber 15 1epresented m 1 very similat manner  On the
bise 11e n two computments scencs tilen fiom the early
Roman myths  flocl s, hetds wn1 other objects on the banks of
the mver  (\isconti Mus 1 Cl 1 11 5) Mullin, Galene
Mythol 1+, p 77 11 73 Nos 333 308

In the types of the C1edd cauns of Cunumma we find two
mtercstin,, representits ns of Inhes  On the obverse of one of
these we hwve vithin 1 encle of the wave pattetn 1 mnale head,
full ficc with dishevelled han and with ¢ dolphin on either
side on the teverse 1 fumale fiqine sulm, 01 1 swan, below
which 1 wne moulding,, wnd ibove 1t dolphin

On wothet comn the swan tipe of the reveise 1s 1ssociated
with the youthful head of 1 1nver jod, mscruibed ‘Hippatws’ on
the obvetse On somc smallar comns we hwve the swan flying
over the uppling waves which ue 1epresented by the wave
mouldim, When we cxanune the chirt of Si1aly made by the
Admualty smiey we find mathed down it Cunuina a lake,
thioush which the invear Iippus flws

We cin hully doubt thit the mhintints of Camarinn
1epresented both then iner and then lal e on then coms  Ihe
swin fliing over the waves would 1epresent 1 Il e the fijutc
associted with it bemn, no doubt the Aplodite worshipped At
the plicc the he d mn 1 cude of wne patein may espiess
thit put of thc mva which flows thiou h the ke

I ountains uc usually 1epresented by 2 stieum of watet
1ssuinz fiom 4 hions head m the 1och see 1 vase (( crha d,
Auseyl Vascnb, taf ¢\\NIV ) where Herct les st inds 1ecenving
1 shower bath fiom 1 hot spring it Thamu m Sicily  On the
comns of Syiacuse the fountun Aiethusn 1s 1epresenied by a
female head seen to the front, the flowmng hnes of her
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dishevelled hair suggest, though they do not directly inutate, the
bubbling action of the ficsh-wter spunyg, the sea mn which 1t
uses 1s symbolised by the dolphins 1ound the head This
type piresents 1 strihing analogy with that of the Camaiina head
m the cucle of wave pattein described above

These ate the principal modes of rtepresenting water in Greek
mythography In the ait of the Roman period, the same kind
of figwiatin e and symbolic language 1s employed, but there 1s a
constant tendency to multiply accessories and details, as we
have shown in the later 1epiresentations of hatbous and river-
gods aited above In these crowded compositions the eye 1s
fatigued and distiacted by the quantity it has to examine, the
language of art becomes moie coplous, but less teise and
emphatic, and addiesses itself to minds far less intelligent than
the refined ciitics who weie the contemporaries of Phudias

Rivers in Roman art ate usually 1epresented by 1echning
male figuics, generally beaided, holding reeds o1 other plants
in then hands, and lcaning on utns fiom which water 1s
flowing  On the coms of many 5Synan cities, struck 1n 1mpenal
times, the city 1s represented by a turteted female figuic seated
on rocks, and 1esting her fect on the shoulder of a youthful
male figute, who looks up m het face, stietching out his arms,
and who 1s sunk 1n the @iound as high 1s the waist See
Muller (Denkmiler d \ Kunst, 1, taf g, No 220) for a group
of this kind 1n the Vatican, and several similar designs on
comns

On the column of Tiajan theie occur many rude iepre-
sentations of the Danube, and other 1nets ciossed by the
Romans in then mihtaiy expeditions Ilhe water .s imtated
by sculptured wavy hnes, in which boats are placed In one
scenc (Bartoli, Colonna Iliajana, Tav 4) this rude conyentional
immnitation 1s combined with a figuite In a recess in the 1ver
bank 1s a reclining 1ver god, termimating at the waist This
1s either meant for a statuec which was 1eally placed on the
bank of the inet, and which thetefore matks some patticular
locality, or we have heie figumatne repiesentation blended with
conventional imitation

On the column of Antoninus (Battoli, Colon Anton, Tav 15)
a stoim of 1an 1s represented by the head of Jupiter Pluvius,
who has a vast outspread beaid flowing 1n long tresses In the
Townley collection, m the Biitish Museum, 1s a Roman helmet
found at Ribchester mm Lancashire, with a mask or wvizor
attached  The helmet 15 richly embossed with figures mn a
battle scene , round the biow 1s a row of tuniets , the han on
the forehead 1s so treated as to give the 1dea of waves washing
the basc of the turtets This head 1s perhaps a figurative
repicsentition of a town gnt with fortifications and a moat,
near which some gieat battle was fought, It 1s engraved
(Vetusta Monum of Soc Ant London, 1v., PL 1-4).
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In the Galena at Floience 1s a group 1n alto relievo (dOl‘l,
Inscript Ant, Flor 1727, p 76 Tab 14) of three female
figures, one of whom 1s ccrtamly Demeter Kourotiuphos, o
the earth, another, Thetis, or the sea, the centre of the three
seems to represent Apliodite associated, as on the coms of
Camaima, with the clement of fresh watet

This figute 1s secated on a swan, and lolds over her head
an arched veil.  Her hair 1s bound with reeds, above her veil
grows a tall water plant, and below the swan other water
plants, and a stork seated on a Zyds a1, or pitchey, fiom which
water 1s flowning The swan, the stork, the water plants, and
the Zydsr:a must all be regaided as symbols of fresh water, the
latter emblem being mtioduced to show that the element 1s fit
for the use of man

Fountains in Roman art are generally personified as figures
of nymphs reclining with w:ns, or standing holding before them
a large shell

One of the latest representations of watel 1n ancient art 1s the
mosaic of Palestiina (Baithélemy, in Bartol, Pemnt  Antiques)
which may be desciibed as a kind of rude panoiama of some
district of Upper Egypt, a bird’s-eye view, half man, half
picture, 1 which the details are neither adjusted to a scale,
nor diawn according to peispectine, but cronded together, as
they would be in an ancient bas-ichief

22, ARABIA\N ORNAMENTATION,

I do not mean what I have here said of the Inventive power
of the Arab to be understood as in the least applymng to the
detestable oinamentation of the Alhambia! The Alhamba s
no more chaiacteristic of Arab work, than Milan Cathedral s
of Gothic 1t1s a late building, a work of the Spanish dynasty
m 1ts last declhine, and 1its ornamentation 1s fit for nothing but
to be transferred to patierns of carpets o1 bindings of books,
together with their maibling, and motthing, and other mechani-
cal 1ecommendations The Alhambra otnament has of late
been largely used i shop-fionts, to the no small detriment of
Regent Street and Oxford Stieet

23. VARIETIES OF CHAMFER.

Let B A C, Fig LXXII, be the original angle of the wall.
Inscribe within 1t a circle, 4 Q N 2, of the size of the bead
1equired, touching A B, A C, 1n g, 4, jom 2, %, and draw B C
parallel to 1t, touching the circle

1 I*have not seen the bulding itself, but Mr Owen Jones's work
may, I suppose. be considered as sufficiently representing 1t for all
purposes of crticism,
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Then the lines B C, / p are the limuts of the possible chamfers
constructed with cunves stiuck either fiom_centie A, as the
Ime Q 9, N o, 7 1, ¢ ¢, &c, o1 fiom any other point chosen as
a centre 1 the duection () A produced and also of all cham-
fers m stiaight hnes, as ¢ & ¢ f lhere aie, of course, an
mfinite number of chamfers to be struck between B C and g 4,
from every point m () .\ produced to mfimty , thus we have
miinity multiplied mto miimty to espiess the number of pos-
sible chamfers of this species, which are pecuharly Itahan
chamfers, together with another singly infinite group of the
straight chamfers, @ &, ¢ /; &c, of which the one formed by the
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line a 4, passing through the centre of the circle, 1s the unincisal
earlvy Gothic chamfer of Venice

Agam  Either on the line A C, or on any other lines A / or
A my1adiating from A, any numbel of centies may be taken,
from which, with any radn not greater than the distance between
such pomts and Q, an infinite numbe1 of curves may be struck,
such as 7 #, » s, N # (all which are here struck from centres on
the Ime A C) These hnes represent the great class of the
northern chamfers, of which the number 1s infimty raised to its
fourth power, but of which the curve N # (for noithern) repre-
sents the average condition, the shallower chamfers of the
same group, 7 S, ¢ #, &c, occurring often in Italy The lines
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7 #, ¥ #, and @ b m1 be tiken 1s approuimating to the most
fiequent conditions of the southein chamfer

It 15 evident that the choids of any of these cmves will gne
1 1cduine J1oup of rectil neu chamfers occutnmg both 1n the
Notth and South , but the 1ectiline u chamfurs I thmlk, invan
ably fall within the line O C, wnd e eitha pu viel with 1t or
mclined to A C at an an.le jicua thim A C O, and often
Relé)eéldlcu]'u to1t, but nuiver inchned to 1t at in angle less than

24 KIPNAISSANCE LASES

The followins extinct fiom my note book 1efers also to some
fertuies of lite decorition of shafts

“ lhe Scuolt di 5an Rocro 1s one of the most interesting
examples of khenussance work Y enice  Its fluted pillars are
suttounded each by 1 wicith, one of vine, another of lautel,
anothul of o1k, not mdeed uiinged with the fintasticism of
euly C othic  but, espectilly the lwuel 1eminding one strongly
of the Inwel sp1us, poweiful as well 1s beautiful, of 1 cronese
and lintoiet  Lhen stems e cuttously and nchly inteiliced—
the last vesti e of the T v/antine wicithed woh—and the vine
leaves e 11bbed on the suifices, I think, neitly 1s finely as
those of the Noah! thou h moie mnjuied by time  Lhe capitals
arefu the richest kenussance 1n \ enice, less coitupt and moie
mascul nc 1 plin than any other, ind tiuly su,, . cstive of suppott,
thou,h of ¢ uise showmn, the tendency to eiror n this respect ,
and finally 1t the wngles of the pme \ttic hases on the squue
plinth nre set couchnt inn s one, 1n elephint four 1inches
Ingh, vary cutously ind cdevally cut and Al these detuls
worhed with 1 spuit fou hy, fincy and aftection quite worthy
of the nud lle 1,¢>  Dbutthey hwe 1l the muked fwlt of being
aittaly detached fiom the uchitectiie  1he wieathsiound the
columns Dok s 1f they would drop oft the next moment, and
the animals 1t the bases produce evicth the eftect of mice
who Dhad .ot thae by accident one feels them iidiculously
diminutive, nd utterly useless

The effect of diminutineness 1s I think, chiefly owing to
therc being no other gioups of figures nem them, to nccustom
the eye to the proportion, and to the necdless choice of the
largest animals, clephants, bears, and hons, to occupy 1 position
so completely msigmificint, and to be expiessed on so con
temptible a scale —not mn 2 basielief or pictorial piece of
sculpture, but as independent figwes  The whole building 15

1 The sculptme of the Thunkenness of Noah on the Ducal Palace,
of which we shall have much to sav hereafter.
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a most curious 1llustration of the appointed fate of the Renais-'
sance arcflitects,—to caricatme whatever they mmtated, and
misapply whatever they learned

25 ROMANIST DECORATION OF BASES.

I have spoken above (Appendix 12) of the way m which
the Roman Cathchc priests everywhere suffer their churches
tobe desecrated  But the worst mstances [ evex saw of sacrilege
and brutahty, daily permitted 1n the face of all men, were the
uses to which the noble base of St Maik s was put, when I was
last 1n Venice Portions of nearly all cathedrals may be found
abandoned to neglect, but this basc of St Mark’s 1s m no
obscure position  Full fronting the western sun—crossing the
whole breadth of St Maik’s Place—the tetmnation of the
most noble square 1n the woild—the centre of the most noble
aty—its purple marbles were, in the winter of 1849, the cus-
tomary gamblizng tables of the 1dle childicn of Venice, and the
parts which flank the Gieat Entiance, that very entiance where
“ Barbarossa flung his mantle off,” weie the counters of a
common bazaa1 for children’s toys, carts, dolls, and small
pewter spoons and dishes, German carnicatuies nd books of
the Opera, mned wih those of the offices of 1ehigion, the
caiicatures being fastened with twine 1ound the poiphyry shafts
of the church  One Sunday, the 24th of IFebruay, 1850, the
book-stall bemng somewhnt more richly laid out than usual. I
noted down the titles of a few of the books in the oider m
which they lay, and I gnne them below  The itony conveyed
by the juxtaposition of the threc mn 1italics appeas too shiewd
to be acaidental , but the fact was actually so

Along the edge of the white plinth were a 10w of two kinds
of books,

Offictum Beatee Y'ng M , and Officcum Hebdomad.x
sancte, justa Foimam Missalis et Bieviaru Romam
sub Urbano VIII coirects

Behind these lay, side by side, the following —

Don Desidetio  Diamma (s10coso per Musica

Breve Esposizione della Caiatterc di veia Rehgione

On the top of this latter, keeping 1ts leaves open,

La Figha del Reggimento Melodramma comica

Carteggro di Aladama le Marchesa di Pompadour, ossta
raccolta di Lettere scritte della Medesima

Istruziom di 1orale Condotta per le Figlie

Francesca di Rinunz Dyamma per Muswca

Then, a httle farther on, after a mass of plays —

Oiaziont a Gesu Nazareno e a Maria addolorata

Semnamde, Melodramma tiagico da 1appiesentarsi
nel Gran Teatro 11 Fenice
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Modo d: orare per ’Acquisto del S Giubileo, gonceduto
a tutto 11 Mondo Cattolicoda S S Glegm{o-(i{VI
Le due 1illustre Rivali, Meloditamma in T're®Atty, da
rappresentaisi nel nuovo Gian Teatio 11 Fenice
Il Custiano secondo 1l Cuore di Gesu, per la Pratica
delle sue Virtu

Tiaduzione del’ Idioma Italiana

La chiava Chinese , Commedia del Sig Abate Pietro
Chian

La Pelaima, Intermeszo di I'te Parti per Musica

Il Cavalicto e la Dama, Commedia 1in Tre Atti n
I’rosa

I leave these facts without comment But this being the last
ptece of Appendiv I have to add to the present volume, 1 would
desne to close its pages with a question to my readeis—a
statistical question—which, I doubt not, 15 being accurately
determined for us all clsewheie, and which, therefore, 1t seems
to me, our time would not be wasted m detexmimng for ourselves

There has now been peace between Fngland and the conti-
nental poweis about thnty-five yeais, and during that petiod
the English have wvisited the continent at the rate of many
thousands a yea1, staying theie, I suppose, on the average, cach
two or thiee months, no1 these an inferior kind of English, but
the kind which ought to be the best—the noblest boin, the best
taught, the richest 1n tune and money, having more leisure,
knowledye, and power than any other portion of the nation
Lhese, we mught suppose, beholding, as thcy tiavelled, the
condition of the states in which the Papal religion s professed,
and being, at the same time, the most enlightened section of
4 meat Protestant nation, would have been animated with some
desire to dissipate the Romanist citors, and to communicate to
others the better knowledze which they possessed themsehes
I doubt not but that He who wave peace upon the carth, and
gave 1t by the hand of I ngland, evpected this much of he,
and has watched every onc ot the millions of her travellers as
they crossed the sea, and kept count for um of his travelling
expenses, and of thew distitbution, 1n a mannet of wlich neither
the tiavcdlla nor his courter ware at all infoimed I doubt
not, I say. but that such accounts have been hterally kept for all
of us, and that a dav will come when they will be made clearly
legible to us, and when we shall see added together, on one side
of the account book, a gicat sum, the certain portion, whatever
it may be, of tlus thuty-five years’ spendings of the rich
Enghsh, accounted for i this manner —

To wooden spoons, nut-crackers, and jewellery, bought at
Genleva, and elsewhere among the Alps, so much, to shell
camebs and bits of mosaic bought at Rome, so much, to
coral horns and lava ooches bought at Naples, so much, to
glass beads at Venice, and gold filigree at Genoa, so much, to
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pictures, \and statues, and oinaments, everywhele, so much
to avant counters and catr1 post hoises, for show and magnifi-
cence, so much to .1eit entcrtunments and ,ood places for
seemg sights, so much to Dl dicsees and gencr il vaniticy
so much  This I s2v will be the sum on one side of the bool. ,
and on the otha will be wiitten,

To the struggling Protestant Churches of I'iance, Switzeiland,
and Piedmont, so much

Had we not better do this piece of statisucs to1 owmselves, 1n
{ime?

Riucnara Cuay & Sous Linuted, Lonaon and bungat






