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PREFACE

Books on ornament are so many that to add to their
number may seem at first sight a wholly superfluous
task. Yet in all the long lists of the bibliographies of
the subject there appears a singular lack of systematic
treatises on the history of the various styles which have
marked the growth and progress of decorative art.
Elaborate compendiums of ornament grouped by styles
or by other categories are not wanting; the splendid
“Grammar of Ornament” of Owen Jones, and “Orna-
ment polychrome” of Racinet; the ‘“Ornamentenschatz”
of Dolmetsch, the “Handbook of Ornament” of Franz
Sales Meyer, Speltz’s “Styles of Ornament,” and the
excellent plates of “Historic Ornament” published by
the Prang Educational Company, are examples of such
collections of ornament, all meritorious in various ways,
and all highly serviceable to students and decorators.
But in the whole catalogue of the Avery Library of Co-
lumbia University—the richest collection in this coun-
try of works on architecture and the allied arts—I have
found but two titles of systematic histories of ornament,
one in French and one in German; neither available for
those who read only English, and neither of them, even
for those who can read French or German, exactly suited
to the needs of the average English or American student
of architecture or decoration.

I have for years felt the need of some such text-book

vii



PREFACE

for students in my own courses in Columbia University
in the History of Ornament. Of the many works in Eng-
lish, French or German, mentioned above, which to any
extent recognize the historical element in the styles of
ornament, some are too expensive for student use; some
are too brief or too superficial in their text, some inade-
quate in their illustrations. In response to many ap-
peals from teachers in other institutions, from their stu-
dents and from my own, and with a view of meeting my
own needs in teaching, I have ventured on the task of
attempting such a systematic history of ornament. This
volume represents the first half of the work which I hope
to complete by a second volume, if this one shall meet
with the favor of the public. It is, however, complete
in itself, as it covers the ancient and medieval styles,
leaving the styles of the Renaissance, of modern times
and of the Orient, for the second volume.

The predominance of illustrations from architecture
is due not merely to the fact that these chapters are
based on lectures to architects; but also to the fact that
the styles are most clearly exhibited in the progress of
architecture as the “mistress art.” It is hoped that the
“Books Recommended” will enable the reader to supply
for himself the illustrations from the other arts which
he finds lacking in this work.

With regard to the illustrations, I may say that the
ma jority are either from my own drawings or reproduced
directly from photographs. As they are presented
purely to illustrate the subject and not as models of
draftsmanship, I trust they will not be too severely

criticised on the technical side. The extreme small-
viii



PREFACE

ness of many of them has been made necessary by the
desire to keep the volume within modest limits of size
and price. For the same reason the number of plates
in color had to be restricted. ILarger plates, larger
cuts and more of them, would have made the book bulky
and costly beyond measure, at least for student use.

I beg herewith to make my acknowledgments to all
who have helped me in preparing these illustrations:
especially to a number of my students, whose names
will be found in the List of Illustrations; to Messrs.
Chapman and Hall for the use of several illustrations
from Ward’s “Historic Ornament”; to Messrs. Long-
mans, Green & Co. for the use of a cut of capitals from
my “History of Architecture”; to the Prang Educa-
tional Company, for the use of a number of illustrations
in color from their “Plates of Historic Ornament”; to
the publishers of the “Architectural Record” for several
cuts from various issues; to the “American Architect”
for permission to use a number of my own illustrations
in various issues between 1898 and 1901; to the Metro-
politan Museum of Art, New York, for permission to
reproduce a number of the Museum’s official photo-
graphs of casts and models in the Willard Architectural
Collection; to the house of Bruno Hessling for permis-
sion to reproduce a number of illustrations from Meyer’s
Handbook of Ornament, and my Fig. 832 from Speltz,
Styles of Ornament; to my daughter Genevieve for
two drawings; and to the officers of the Avery Library
for much valuable assistance cheerfully rendered. I
have tried to give credit, in my List of Illustrations, for
all such assistance, and to indicate the sources of the il-

X



PREFACE

lustrations as far as possible. Some of them, however,
were drawn so long ago, or have come into my posses-
sion from sources so long forgotten, that I have not been
able in every case to do this. I trust I have not tres-
passed on any one’s proprietary rights in any case.
Many of my own drawings are re-interpretations of sub-
jects appearing in other works; in such cases I have,
where possible, indicated the source by the words “after”
so-and-so. '

There are two classes of figures besides the Plates 1
to XXII: those in the text, and those gathered into
pages distributed through the text. To aid the reader
in finding the references to illustrations, I have in the
text referred to all of the first class,—those in the text—
by the abbreviation “Fig.” or “Figs.”; while the word
“Figure” refers always to illustrations grouped in
pages; the page-reference is sometimes added.

I desire to express my appreciation of the cordial and
generous codperation of The Century Co. in the prepa-
ration of this work.

I commend this fruit of my labors to the kind con-
sideration of teachers and students of architecture and
decorative design, and to designers generally, with the
hope that it will be found to meet their needs and prove
useful both in the class-room and the studio.

A.D. F. HamLIN.
Christmas Cove, Maine,
August 14, 1916
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A HISTORY OF ORNAMENT
ANCIENT AND MEDIEVAL

CHAPTER I

INTRODUCTORY

Definitions.

The history of ornament is the record of the origins
and progressive developments of decorative design.
By decoration is meant the adornment or embellish-
ment of an object by purposed modifications of its form
or color. 'When decoration is effected by the repetition
or combination of specific form-elements according to
a predetermined scheme, the form-elements are called
motives. Collectively they are denominated ornament,
and when combined or repeated according to some defi-
nite geometric system, they are said to form a pattern.
Thus on page 9, Figure 1 is an ornament; so is Figure
2, which shows a geometric pattern formed with the mo-
tive aa. Pure ornament is that in which the decorative
purpose wholly dominates the design, as distinguished
from decorative painting and decorative sculpture, in
which the decorative purpose is subordinate to the pic-
torial or sculptural representation of a fact, event or
idea.
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Thus in the Parthenon the sculptured pediments,
metopes and frieze, representing episodes and scenes
from Greek mythology and legend, are examples of
decorative sculpture; while the triglyphs, antefixa and
painted moldings are examples of pure ornament.

There is a large field of decorative design which par-
takes somewhat of the character of both pure ornament
and pictorial or sculptural representation. Such are
symbolical and grotesque figures, masks, lions’ heads
and much floral ornament, all of which are at once
decorative and representative. Kach example of such
decoration must be classified according to its predomi-
nant purpose. Thus, although Figure 1 plainly pic-
tures a grapevine, its formally artificial arrangement
shows it to be intended as an ornament and not a picture.
There are, however, many cases in which the purposes
of representation and decoration are so evenly balanced
that they may be with equal propriety assigned to either
category.

Classifications.

Pure ornament may be classified according to any of
several principles: e.g., according to—
A. Tts way of covering space.
B. ' The manner and means of its production.
C. The method or principle of its design.
D. The object to which it is applied.
E. Its relation to structure.
A. According to the way in which ornament covers
space it may be divided into linear, all-over, and radiat-

ing ornament. Fach of these may be subdivided into
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continuous and discontinuous ornament. In linear
ornament the motives are arranged in sequence along a
single line, to form bands or borders, as in Figure 3, in
which a and b are continuous linear patterns, and ¢ dis-
continuous. In “all-over” patterns the units are ar-
ranged along two or more intersecting systems of lines
so as to cover a broad surface (Figures 2, 5,8). Inradi-
ating patterns the surface is covered by units radiating
from a central point (Figures 6, 7). In each of these
cases the ornament may be continuous, each unit being
connected with its neighbors (Figures 8, a, b; Figure 18,
page 28) or discontinuous as in Figure 3, ¢ or Figure 5.
Continuous “all-overs” forming a mesh of two sets of
intersecting lines are called quarries (from the French
carré = square). Discontinuous all-overs are called
powderings; more rarely they are said to be spangled
(Figure 5). When isolated units are powdered or
spangled in the meshes of a quarry, the combination is
called a diaper. Figure 5 is a powdering; 2 is a quarry;
8 a diaper pattern.

B. According to the means by which the ornament
is produced, it 1s classified as plastic or chromatic. Plas-
tic ornament is such as depends on light-and-shade for
its effect, being produced by raising or depressing the
surface in various ways, as by molding, carving, hammer-
ing, stamping, ete. (Figures 4, 6, 9). Chromatic orna-
ment is all such as depends on color (including black
and white) for its effect, as in Figure 10 representing a
painted band. Certain classes of textile ornament, like
lace and embroidery, in which open-work and relief are

depended on to produce the pattern, are included under
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plastic ornament. Chromatic ornament comprises all
painted ornament, enamel, inlay, stained glass and
mosaic, and all such textile ornament as depends upon
effects of color, whether produced by weaving, printing,
needle work, or otherwise.

C. According to the source and principle of its de-
sign, ornament is divisible into the three categories of
conventional, naturalistic, and conventionalized-natural
ornament. Conventional ornament is in general that
which is the product of fancy or definite rule working
upon pure form, and is for the most part geometric in
character. Zigzags, frets, spirals and all geometric
patterns fall under this head (Figures 3, 7). Natural-
istic ornament comprises all decorative forms derived
from Nature directly and with little or no change, such
as flower and leaf forms, lion’s heads, and the like, as
in Figures 1, 10. When, however, natural forms are
subjected to purposed modifications to adapt them to
decorative effect, they are said to be conventionalized;
and this class of ornament constitutes more than half
of all the ornament of nearly all the historic styles. The
acanthus leaf (Fig. 174), and a whole world of floral
motives in both classic and medieval art, belong in this
category (Figures 4, 6, 9, 10, on page 9, and 16 b, 20,
28 on page 23). The nature-form is subjected to one
or more of the operations of regularization of details
that in nature occur irregularly or unsymmetrically;
suppression or abstraction of features that occur in
nature but are repugnant to the desired decorative effect;
exaggeration of minor details; multiplication of what

occurs only once or at rare intervals in the natural ob-
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ject; and combination, or the union in one design of ele-
ments that do not in Nature occur together.

D. According to the object to which it is applied,
ornament is divided into architectural ornament, applied
to or executed in or upon fixed structures, and industrial
ornament, which adorns movable objects. Capitals of
columns, friezes, gargoyles, finials, cornices, and balus-
trades are examples of architectural ornament; vase-
decorations, furniture-carving, silverware, jewelry,
laces, book-covers belong technically in the field of
industrial ornament. There is a large class of decorative
works that may be placed in either category, such as
pulpits, choir-stalls, monumental candelabra and the
like.

E. Ornament may again be divided into two cate-
gories according to its relation to structure. Structural
ornament is that which belongs to, grows out of, or
strongly suggests, the structural framework and consti-
tution of the object ornamented: such are capitals,
cornices, balustrades, window-trims, tracery, moldings,
paneling, metal scroll-work and the like. Applied orna-
ment is that which is added to an object already complete
structurally; such as painted ornament, mosaic, inlay,
paper-hangings, tapestries, etec.

Significance of Classifications.

All these classifications are devices for convenience
in the discussion and criticism of ornament, and are
important only as they serve this purpose. They cor-
respond to real differences of design, process and pur-

pose, but there is always a wide borderland in which
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classification is not easy, and perhaps not important.
Each classification covers the entire field of ornament,
so that any decorative design may be assigned its place
in all five classifications. Thus the carving in the
spandrels of Westminster Abbey (Fig. 367) would be
(A) a diaper, (B) plastic ornament of (C) convention-
alized-natural flowers, (D) architectural and (E) either
structural or applied, as one may prefer to consider it.
A fret-border embroidered on an altar-cloth or painted
on a vase, would be a linear, chromatic, conventional,
industrial, applied ornament. These classifications
depend upon one’s critical judgment, especially in C,
D and E, so that differences in the classifications of the
same ornament by different writers are frequent and
unimportant, especially where a design combines ele-
ments from different categories of the same class, as
when carving and color are combined, or natural forms
blended with purely geometric or conventional elements.

Meaning of History.

Decorative design appears at first sight to be so
entirely a matter of the designer’s unhampered fancy,
that a history of the art might seem an impossibility;
for how can there be a history of millions of indepen-
dent, unrelated fancies? But as a matter of fact no
designer is or ever has been wholly free. In the first
place, he knows but an infinitesimal fraction of the world
of possible decorative forms—those, in short, which he
has been taught or has seen, or has learned by experi-
ment. He is hampered by the traditions of his art, by

the taste of his age and the demands of the market, by the
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tools and materials he uses, by his own mental and artistic
limitations. By reason of common limitations and en-
vironment, the designers of any one place and time tend
to work alike in certain respects, and those character-
istics which are common to their work constitute the
style of that time and region. The history of ornament
is, then, the record of the origin, growth, decay, succes-
sion and inter-relation of the various styles of decorative
design.

The Historic Styles.

“Style” is distinctive character or quality. The his-
toric styles of ornament are the distinctive ways, methods
and systems of decorative design which have prevailed
in different countries at different times, and are desig-
nated usually by the names of the peoples who have
practised them and by the age, century, period or reign
in which they have flourished: as, for example, the
Roman Imperial Style, the French Gothic, Italian
Early Renaissance and American Colonial Style, etc.

Each historic style is seen to have passed through the
successive stages of infancy and early growth, maturity
and decline, after which it disappears, usually giving
place to a new style, either derived from some other
civilization, or growing up out of the declining style by
the introduction of some new germinant principle of de-
sign.  Of the great variety of ornament-forms produced
in any one period, a few find favor and are constantly re-
peated, while the others disappear. A tendency thus as-
serts itself in a given direction, and by countless in-

finitesimal changes of these familiar forms along the line
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of this tendency the style is developed and then gradu-
ally transformed. The historic styles are phenomena of
growth, of racial and epochal environments, not sud-
denly occurring phases due to chance. No man and no
coterie of men can create a real and living style; for
style depends not alone upon the designer, but also on
his inheritance and environment.

The ‘‘Biology’’ of Styles.

The development of styles presents many analogies to
biological phenomena. Transmission by inheritance,
persistence of type, occasional reversions towards the
primitive type, exceptional forms analogous to the
“sports” that occur in Nature—all these are met with
in the history of ornament, as well as the constant evolu-
tionary progress from simple to complex, from the
rudimentary to the highly organized. There is also
observable in the development of ornament a phenom-
enon which may be called convergence, in which two
lines of development from different sources approach
each other and finally coalesce. 'The resulting form or
pattern resembles somewhat both its ancestors, though
constituting a new type in itself. It is therefore often
impossible to assign a single origin to an ornament-type;
and much of the discussion and controversy about dis-
puted origins might be avoided by recognizing the orna-
ment in question as derived by convergence from both
or all of the several sources to which the disputants
assign it.

In Figure 11, page 9, a, b and ¢ suggest the pos-

sible evolution of the “trilobe lotus,” ¢ from its simplest
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painted form, a in Egyptian ornament, while d, ¢ and f
illustrate the persistence of this motive in Greek, Roman
and Gothic ornament respectively, the whole covering
a period of nearly 3000 years. In Figure 12 a Greek
vase ornament of anthemions is shown at a, followed by
a Roman derivative modified by acanthus-leaf details.
The three lower examples are Byzantine acanthus
leaves which have converged towards the anthemion type
to such an extent that they may with equal propriety be
called anthemions or acanthus leaves. Figure 13 (in
which b is an enlargement of ¢ in Figure 12) further
illustrates this convergence of the Byzantine acanthus
towards the Greek anthemion-type, though this latter
was probably quite unknown to most Byzantine artists.
In Figure 14 we have a curious example of accidental
reversion towards an ancient type: the left-hand form
a being an Kgyptian representation of some water-
plant, while the two anthemion-like forms at the right,
b, are late Byzantine conventional representations of
the funereal cypress tree!

Prehistoric, Primitive and Savage Ornament.

It remains to consider briefly the relation to historic
art of those early forms of ornament which were pro-
duced before the dawn of the historic cultures, as well as
of the ornament of savage and barbarous peoples that
have remained outside the currents of modern civiliza-
tion. So far as the arts of the cavemen of the
paleolithic and neolithic ages are concerned, there is no
traceable connection between them and the earliest his-

toric civilizations—those of Egypt and Chaldea: the in-
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termediate links have perished absolutely. With re-
gard to savage ornament, the fact that it is contempo-
raneous with civilized and even modern cultures, makes
possible an influence from the latter upon the savage art
which establishes certain occasioned resemblances be-
tween the two. But there is no evidence as yet discov-
erable of the unaided development of savage art into
civilized and progressive art. The essential character
of savage art is that of arrested development. It is
often interesting and effective, but seems incapable of
further progress. It is sterile, and as a subject of study,
quite outside the field of the historic styles.

Primitive ornament, on the other hand, is ornament in
the earliest stages of its development. The term may
therefore be applied to the beginnings o<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>