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PREFACE.

I BrGAN this book ten years ago during an interval in the
practice of my profession. Many causes have delayed its
completion, foremost among which was a sense of the
inadequacy and imperfection of what 1 had written. The
constant engagements of an architect made it difficult for
me to give to the book the time needed to make it satis-
factory. At the same time I was unwilling to lose the
labour and the cost already expended. A consequence of
the time the writing of the book has occupied is that many
of the views it advocates, which were unusual when they
were written, are now current and fashionable. I believe
that the book may still be useful. Though inadequate, it
is not, I hope, misleading. Throughout it, while stating
my own opinions, I have tried to give the reader data for
judging for himself.

The illustrations have been one cause of the delay in
publishing. They are all from wood blocks, which give
more satisfactory results than some modern processes, not
being liable to the imperfect printing of the lines in parts
which is apt to occur in these. Most of the illustrations
have been drawn on the wood by Mr. H. W. Brewer, some
from my own sketches, but the greater part from his. The
illustration of the Colosseum at Rome was drawn on the
wood for me by Mr. Mac Whirter, A.R.A.

The drawings have been cut on the wood by several
engravers, including Mr. Cooper, Mr. Walmsley, Mr.
Morison, Miss MacLaren, and Mr. Pitt, Miss Bateman, and
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2 HOUSE ARCHITECTURE.

To have, before commencing the building of a new
house, the knowledge which the experience of building
gives in some imperfect and fragmentary way at the end of
the process, would save the owner trouble, expense, and
after-regret. To attempt to supply this is the object of
this book.

I do not imagine that any information I can give can
supersede the services of an architect. It can no more do
this than a treatise on medicine enables us to do without
a doctor. Book knowledge is useless in practice without the
tact, gained only by experience, when and how to apply it.
But architects have frequently told me that they wished
they had such a book as this which they could put
into the hands of their employers; as one of their great
difficulties is, that those for whom they are working do
not understand what is meant by the plans, and after they
are executed find out that the result is not what they
wanted. If the employer could have understood what
was proposed, and the results which were possible, mis-
understanding and disappointment would frequently have
been avoided.

I shall try to treat of all matters connected with the
building of a house, so that any one may understand them
and have grounds for forming his own opinion. This will
involve the discussion of questions interesting to numbers
who have no intention of ever building a house. It
will necessitate, as one important branch of investigation,
an account of Architecture; some inquiry as to its meaning
and aims, the principles on which its rules are founded,
and its uses. To attempt to discuss these questions would
be useless without some brief statement of the effects which
Architecture has aimed at, and has succeeded in producing
in various countries,

- We must inquire into the conditions, social and intellec-
tual, under which Architecture produced its triumphs, and
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whether we may hope for satisfactory results, under the
conditions under which we work at the present time.

A question which must be settled before commencing a
house, is the style of architecture it is to be built in. Till
about fifty years ago, this question did not arise ; there was
only one style in which people could build, that prevalent
at the time. Since the modern Gothic revival, architects
and all who care for Architecture have been divided as to
whether we should adopt Gothic for our houses, or the
Classic style, which before that revival had been universally
used. Possibly neither of them may be quite suitable for
us. The question cannot be satisfactorily decided without
examining all the styles which we might reasonably employ
with a view to our modern wants and necessities.

Apart from its practical use, such a discussion is interest-
ing, on its own account, to all who care for Architecture;
and even those who think the subject technical and dull
may find that it is of genuine human interest. The old
_styles of Architecture were the natural outcome of the
character and history of the nations who invented them,
and are among the most reliable and interesting records of
their social condition and modes of thought. Each of them
was formed by a gradual process of development, which it is
most interesting to trace. Architecture has of late years
become a subject of interest, and every one feels he should
know something of it. Truer and more practical knowledge
of it, more widely diffused, might give us again houses
characterised by good taste and beauty, like those of former
times, in place of the dulness and vulgar pretentiousness
which disfigure our streets and landscapes.

The second volume treats of the planning and arrange-
ment of houses, building materials, and the conveniences
and mechanical contrivances which our modern notions of
comfort demand. To get a perfectly satisfactory plan is of

B 2



4 HOUSE ARCHITECTURE.

all matters the most important in building a house. = House-
planning is an art derived through long tradition, and,
to understand it, we must trace its history, which is full
of interest, for it is the history of home life and social
habits.

To plan rightly we must know what experience has
shown to be requisite in modern house-planning.

Before we can combine the various rooms and offices
together into one house, we must understand the purpose
of each, and the best form and size for that purpose. The
family living-rooms, the servants’ offices, and the passages
and stairs connecting them, will each form the subject of a
chapter, before treating of the best ways of arranging and
combining these together.

There is a short chapter on the number of stories and
height of houses in different circumstances, and another on
the usual plan of town houses.

To attempt a technical treatise on building materials
and construction would be impossible in our space, and
useless for ‘our purpose ; but some information is necessary
on the kind of materials we can have at our command,
and the right way of using them, so as to produce a good
architectural effect in form and colour.

When the house is built it must be warmed and
ventilated, supplied with water, a system of drainage, and
various mechanical contrivances, such as bells, speak-
ing tubes, and lifts, for convenience or to save servants’
labour. These matters will form the subject of a chapter.

As a house is not complete internally without decoration
and furniture, nor externally, without its surrounding
terraces, gardens and pleasure grounds, a complete treatise
on house architécture ought to include chapters on these
subjects. They were in part written, but the preparation
of proper illustrations would have still farther postponed
this publication, already too long delayed.
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These questions will be better discussed with reference
to a house in the country, where there is some space and
freedom of arrangement, than if we are bound by the
stereotyped arrangements of town houses.

Every one of them has of late years been a subject of
interest and discussion; and information is to be got with
regard to all of them in magazine articles, and in books
large and small. The literature of the subject is too
extensive for easy acquirement or handy reference, and to
be of practical use to any one building a house, it requires
to be digested, and the conflicting views which abound
on every point stated and compared. For any one without
practical experience of building operations this process
would be difficult, and the results probably wrong. Some
notice of the more important works on these subjects will
indicate the gap which this book is intended to fill.

Mr. Ruskin, in his ‘Seven Lamps of Architecture,” and
in his ‘Stones of Venice,” has discussed with eloquence

and insight the fundamental principles of Architecture, the
- value of the art to us, and the style we ought to adopt for
modern use. By these and other writings he has inspired
his generation with enthusiasm for art, and for nobleness
and beauty in architecture. I do not know how far he
holds to the views expressed in these works, as since their
publication he has modified some of his opinions. In them
the subject is treated too often from the point of view of
Italy to be practically useful or true of England. I think
some of his views on architecture are open to question, and
that their practical influence on modern architecture has to
some extent been mischievous.

Mr. Fergusson, in his ¢ History of Architecture,” gives a
clear and interesting account of all the great styles of
architecture which have existed in the world. His
three volumes form a complete text-book of great
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value. He describes the historical buildings of each style,
especially those which are landmarks in the history of
art, and criticises them with ability and knowledge, and
with the confidence which springs from the consciousness
of their possession; pointing out faults, and suggesting
how the architect should have made his design so as to
avoid them., :

I do not think he is always successful, but the task he
sets himself is difficult. We do not require a critic when
he finds fault with a poem to put it right by composing
passages to replace those he objects to.

It is, perhaps, a task beyond human ability to re-design
the great buildings of the different styles of architecture,
for it implies greater insight and architectural invention
than their architects possessed. Trying to work out in
several instances the results of Mr. Fergusson’s proposed
improvements on historical buildings, I have found either
that they altered the intention of the design, or introducd
some mnew difficulty which it is not unreasonable to
suppose the designer had appreciated and avoided. In
eriticism it is at least safer, and perhaps more instructive,
instead of suggesting alterations, to take the buildings as
they are, and try to realise their meaning and the impres-
sion they were intended to produce.

Throughout the work, Mr. Fergusson contrasts the con-
ditions under which these old styles grew up with our
modern method of producing architecture, which he insists
we must abandon and return to the old, if the art is to
flourish. This question is of interest to all who care for
architecture, and especially to architects, as it involves their
existence.

X About twenty years ago, Sir Gilbert Scott published a
little book on ¢ Secular and Domestic Architecture, Present
and Future, to show how suitable the Gothic style of
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architecture is for our houses and public buildings. Since
then the principles he advocated have largely influenced
our architecture, and have been adopted even by our
ordinary builders, but the result has not been all that could
be wished.

Difficulties not anticipated have shown themselves in
adapting the style to modern use, and there is a feeling that
the question whether Gothic is the most suitable style of
architecture for modern domestic use needs reconsideration,

Since Sir Gilbert Scott’s lamented death his lectures
to the students of the Royal Academy, which he had
previously prepared for publication, have been published in
two volumes full of admirable illustrations of English
medizeval ecclesiastical architecture. The lectures, which
were delivered at intervals during fourteen years, are not
a consecutive treatise. They give the results of the author’s
life-long enthusiastic study of mediseval church architecture,
especially in England. His knowledge of buildings, from
_ cathedrals to village churches, was unsurpassed, and it is
used in discussing the interesting questions of the develop-
ment and principles of Gothic architecture. These form
a small part of the subject of this book, which would
be incomplete without a reference to Sir Gilbert Scott’s
Views.

In his pleasant book, ¢Hints on Household Taste,’
Mr. Eastlake expresses his conviction that the ¢ Gothic
Renaissance” is a reformation slowly but surely taking
place in this country, and urges the adoption of Gothic for
our houses and for our furniture, even in ordinary Classic
houses. His own designs in the book for decoration and
furniture are in the Qothic style, but in the illustrations
from old work, he shows an incipient liking for the more
picturesque forms of the Classic style, which, I have reason
to believe time has not diminished.
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For the history of domestic architecture in England in
the Middle Ages, the work commenced by Mr. Hudson
Turner, and continued by Mr. Parker, is exhaustive. I
have availed myself largely of it in giving the history of
house-planning, and by Mr. J. Parker’s kindness I have
been allowed the use of several of the woodcuts for these
volumes. :

There are three systems of arrangement of the matter of
the book—by subjects, by centuries, and by counties, so that
parts of the same subject turn up at wide intervals—it is
difficult to remember where. It'is really a collection of
valuable notes of interesting facts of medi®val life in all
its phases, and a copious index gets over the dlﬂiculty of
arrangement.

On the subject of the planning of houses, ¢ The English
Gentleman’s House ’ by Professor Kerr, contains about all
that need be known. The book is large and would bear
condensation. In the chapters on planning I have endea-
voured to go over the same ground. I shall have occasion
sometimes to refer to it, as I cannot always agree with
the statements and recommendations contained in it. Mr,
Kerr devotes a small portion of it to the subject of archi-
tectural style. He suggests as the answer of the English
gentleman, when his architect asks him in what style he
wishes his house built? “In no style at all, except the
comfortable style if there be one,” and, ““Take me as I
am, and build my house in my own style.” He gives,
however, as samples for the gentleman to choose from, the
same plan done up in ten different styles—Elizabethan,
and revived Elizabethan, Palladian, rural Italian, Palatial
Italian, and French Italian, the English Renaissance style,
the Medieval or Gothic style, the Cottage style, and the
Scotch Baronial style.

The feat is a difficult one; something like translating
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a piece of poetry into ten different languages. Mr. Kerr's
designs fail in giving the nicer characteristics of the
various styles, but this would have been too much to
expect from one author. They have all a family likeness,
due no doubt to their common parentage. They remind
me of a fish dinner at which, cod, skate, and haddock
all tasted the same, having been all cooked with the same
lard.

Sir Edmund Beckett has given the public the benefit of
some of his extensive experience as a builder and amateur
architect, in a little book which he calls, ¢ A Book on Build-
ing,’ in which his aim is to give practical information to
those intending to build, how to avoid legal and structural
mistakes. The subject of house-building occupies a con-
siderable part of it, not treated in a systematic way, but by
instances of the mistakes which, in his experience, builders
and architects are liable to commit. The book does not
profess to be a systcmatic treatise, and assumes the necessity
of architects. The arrangement is somewhat heteroge-
neous ; such diverse subjects as kitchen grates, skylights,
oak graining (which the author approves of ), and windows
all being treated of together. It goes into minute detail on
some points, but I doubt if the information and directions
are sufficient to enable an employer, who had not the
practical experience of the author, to keep from error an
architect who did not know his business. It leaves a
strong impression of the risk which any one runs in build-
ing, unless he superintends his architect not only in making
the plans, but in carrying out the work.

The first chapter treats of agreements with architects and
builders, giving model forms of contract, to prevent the
employer surrendering his authority over the work, and
controverts the doectrine which, it seems, is held by some
architects that, “after the plans are scttled and the work
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commenced, the ¢ client” must yield himself absolutely to his
professional adviser.” It is reasonable rather that as he
pays his money he should have his choice. Employers
may sometimes insist on things in a building which an
architect could not carry out consistently with his own
credit. But it is seldom that the employer’s wishes,
though they may not be what the architect thinks best,
cannot be worked into the design.

One plan of a house is given, which Sir Edmund Beckett
designed for himself. It has a central hall lighted from
the ceiling and contains many of the usual modern arrange-
ments, but the want of facility in getting over difficulties,
not uncommon in the work of amateurs, may be detected
in parts, and a single instance is in any case insufficient
to give an adequate idea of house-planning.

The views expressed by the author are always decided,
and many of them are the same as my own experience had
led me to form. In judging of the architectural merit of
buildings he takes, as we must all do, his own taste as
the standard, with too little appreciation, perhaps, of the
possibility of a different opinion in others.

The book also contains chapters on the theory of domes
and on the great pyramid.

The late M. Viollet-le-Duc, the author of the admirable
‘ Dictionary of French Mediwmval Architecture,’ recently pub-
lished a charming little book, which has Leen translated into
English, under the title of ‘How to Build a House.” The
title is somewhat deceptive; the French title, ¢ I Histoire
d’une Maison,” describes the contents more accurately.

It would not help any one in building an English house.
The conditions of building are those of French country parts,
where the materials and modes of work differ from ours in
England. The plan is eminently French: no isolation of
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the public rooms, but all opening one into another, the
bedrooms sufficient only for the limited size of French
families; the whole nursery accommodation in a house
which costs £6000 being a small bedroom over the kitchen.

The book, in plan a novelette, is a pleasantly told lesson
on the principles of common-sense architecture. A lad, idle
at home during the German war, is set, under the guidance
of his cousin, an architect, to build a house as a surprise for
his sister on her return from her marriage jaunt. Knowing
architecture only from the treatises on the five orders
in his father’s library, he had thought it a dreary subject,
but his interest is awakened by being taught by practical
experience how every feature of architecture springs from
use and convenience. It is not shown, however, how
pointed arches, and some other features introduced into the
design of the house, spring from any necessity of construc-
tion or use. The book is an excellent one for creating an
interest in the subject.

The same author had recently published another book
also translated into English, under the title of ‘The Habi-
tations of Man in All Ages,” also in form a novelette. Two
“ beings "’ with an interest in house building visit, after the
manner of the Wandering Jew, the various countries of the
world, beginning with the times of the cave men, and
taking leave of us at a dinner at a Paris restaurant in the
~ days of the Second Empire. One of the companions is con-
servative, the other in favour of the successive improve-
ments in the construction of dwellings which they come
across in their large experience. Both are rather bores,
while the descriptions and pictures of the houses they see
are, like the celebrated treatise of the author’s countryman
on the camel, drawn largely from his own imagination.
The addition of the data, if any, on which they are founded,
would have made the book of more value. It does not
profess to treat of modern houses. -
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M. Viollet-le-Duc’s ¢ Dictionary of Gothic Architecture’ is
well known in this country, where the greater favour for
this style has made it more popular than in France.

It is a complete encyclopedia of French medieval archi-
tecture, containing admirable treatises on its principles and
history, and on the arts connected with it; every detail
being explained and illustrated with a wealth of knowledge,
which seems to include every example of the style. I have
been largely indebted to it for a knowledge of Gothic archi-
tecture in its history, its principles, and its forms. The
illustrations are very clever, well drawn and well cut on the
wood. In their style, clean and sharp and rather thin, they
suggest modern Gothic, and they somehow impart an air
of modern Gothic to all the buildings, even the Classic ones,
which they illustrate. The pointing of the stones is always
carefully shown, which gives an air of surface and reality to
the drawings.

It is possibly on account of its success in the drawings
that M. Viollet-le-Duc has occasionally in his restorations
applied the same process to the buildings themselves, by
filling in the joints of the stones with black mortar, making
the interior a net-work of black lines. This is not what the
old builders intended. In the desire to show the construc-
tion the architecture is lost. M. Viollet-le-Duc was more
successful as an anthor than as an architect.

Information on all the subjects I purpose to treat can be
found in the Cyclopaedias and Dictionaries of Architecture,
such as Gwilt’s ‘Encyclopadia,’ or Raynaud’s *Traité d’ Archi-
tecture,” Paris 1863. The former, even in its later editions,
is somewhat out of date in its information and its views.
The short chapter on house-planning takes as a standard
houses about a century old—in its criticism of buildings it
Jjudges of their merits according to their Classic purity.

Raynaud’s book is more modern and thorough, but it is
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based on French practice, and is an unsafe guide for English
methods of work. Such books are of more use as books
of reference to the profession than for teaching beginners,
for which purpose an alphabetical arrangement is un-
satisfactory.

On the important subjects of draining, ventilation,
heating, &c., many treatises have lately been published,
advocating different systems, and inventions are constantly
advertised, which it would be tedious to enumerate. I have
attempted to explain the principles of systems which have
proved successful in practice.

There is justification, I think, for a book which aims to
collect together all that need be said on these subjects, for
ordinary practical purposes.  On each of them books have
been written, but what is essential to be known may, I
think, be given within a few chapters.

As I do not presume to teach the profession, but only the
unlearned, I shall try to avoid technical terms, taking
nothing for granted, but deducing everything from common

first principles.

In former days, when the old styles of architecture
flourished, there was no occasion for such investigation of
the principles and practice of these arts, for each age had
only one way of working in them ; all others being either
inconceivable or false. The only difference consisted in
doing better or worse the same things in the same way ;
and the changes of style were so gradual, like those of
natural growth, that though obvious when measured over
centuries, they were unnoticed as they occurred.

We have cut ourselves loose from tradition. Instead of
accepting and trustfully following the ways and customs
handed down to us, we claim to be absolute judges of right,
and make our individual preferences laws. It would need
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omniscience not to fail. It may be some explanation of

this state of matters with regard to architecture, that since

the Middle Ages closed, the same uncertainty has prevailed

in other matters. In religion, philosophy, politics, even

in morals, as well as in architecture, it seems as if the

grounds of our faith had to be settled anew. We cannot, -
as of old, trust the experts, for they are not themselves

agreed. The thread of tradition has been cut, and in these,

as in architecture, there are now no authoritative standards

or articles of faith to which appeal can be made, and
judgment given.

Some may be content in building to accept at hap-
hazard the first advice that turns up; but to form rational
decisions, and to have an intelligent interest in the work, a
man must understand the principles of the arts which find a
place in it, especially of architecture in its double purpose
of ministering to convenience and beauty. He must know
its aims, and wherein its goodness consists—the causes of
present failure, and the conditions necessary for success—
and ‘something of the nature and merits of different styles,
if he has to decide which is best to choose.

Till the public care more for it, and know more about it,
we cannot look for much improvement. Why should they
spend money, and put themselves to trouble for mere dis-
play or to gratify whims of architects, which they neither
appreciate nor understand ? Better take the builder’s house
with its compo-dressings and vulgar ornament. It is
sensibly planned and seems cheap at the money. But it
has been built to sell. The principle of construction seems
to be that it shall be always out of repair, so as to
provide constant work for the building trades; and that
at the end of the lease it may be worthless to the ground
landlord. '

The walls are thin and let in the cold and the sound even
of conversation from the next house. But for the floor
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timbers which tie them together, a gust of wind would
overturn them; the floors shake with the slightest move-
ment; the plaster is half sand, and is kept on the walls
mainly by the paper pasted on it; doors and windows do
not fit; the plumber work is bad; the smell and poison
of the drains come in, and the water-pipes freeze; the
“compo ”’ outside, imitating massive stonework, requires
constant painting, and occasionally scales off in masses.
Its existence is a constant process of going to pieces; work-
men are never out of it, and the tenant finds that to keep
1t habitable adds a third to his rent. The architecture,
however small the house may be, is a union of vulgar
pretentiousness and mean shams,

The houses which men build for themselves need not
have these faults of bad workmanship, but they are some-
times ill planned and often ugly. The owner may have had
every desire to make his house a charming residence, and
have spent money ungrudgingly, but too often his hopes are
not fulfilled. It is not perfect as he intended. If he had to
do it over again, he would make it different. He finds,
perhaps, that he has miscalculated his requirements, and the
destination of the rooms has to be changed, destroying the
cherished arrangements of the plan; or in his desire for
light and view, he has made his drawing-room all window—
scorching in summer, cold in winter, and without wall space
for the furniture; or possibly, notwithstanding every care,
the damp comes through the walls, some of the chimneys
smoke, or the water-pipes freeze. Irequently he finds- that
while it was being built his taste has changed. With better
knowledge, from the attention he has given to the matter
since he became practically interested in building, he now
sees how much better his house might have been ; that what
he thought would be beautiful and grand is fantastic, or
vulgar and pretentious; or, if he does not see it, it may be
none the less true. From whatever cause it arises, it is
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generally admitted that a large proportion of modern houses
are architectural failures.

The art in them, such as it is, usually stops at the outside.
Here they may have some resemblance to a medieeval castle
or an Italian palace, but we know that on entering we shall
find neither the bold stone carving—the construction every-
where apparent—the tapestry, and stained glass of the one;
nor the marbles and frescoes of the other. Whether Classic
or Gothic, the lobby will be painted in imitation of marble
or granite; the dining-room with a plain tint of light
green, and a whitewashed ceiling ; the drawing-room paper
of the last fashionable pattern; the bedrooms as common-
place as those of an hotel; the carpets attempting to look
an uneven surface of holes we would stumble in, and
bunches of flowers we would crush in walking over; the
furniture a mass of unmeaning curves; the pictures mere
furniture, and no part of the architecture. In both there
are the same gigantic mirrors, and great plate-glass
windows with muslin curtains, occasionally, perhaps, a
few old buffets or carved chairs from Wardour Street—
reminiscences of the time when the same art and style
governed not only the outside architecture of the house, but
its internal decorations and everything it contained.

In old times it was not so. A man was certain in
building to get his money’s worth in art. Every old house
Is interesting, not because it is old, but because it is good.
The style of one age may be better than another, but all are
good in their way. The houses of Pompeii were all works
of art; so are the few remains of Romanesque domestic
architecture, at Cluny and elsewhere. Old Gothic houses
of every period of the style are beautiful. Our streets are
not to be compared in beauty with those of Venice, even in
their decay, with all their colour gone, or in picturesqueness
with those of Nuremberg (frontispiece), which was no better
than many another city of its day, but has had the good
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fortune to have been preserved till now from modern altera-
tions. For the charm of homeliness nothing can surpass
the houses of the Tudor age, with their mullioned windows
and oak-carving; and we can only feebly imitate the
sumptuousness and elegance of those of the Renaissance of
Francis I, or of our own Jacobean. Some may be better
than others, but there are no failures such as we now
constantly see produced. All are good architecture of their
kind, not great mansions only, but farmhouses and cottages
in village streets. And these results were accomplished, not
by a specially educated profession, like the architéects of the
present day, directing the tradesmen by means of drawings
and instructions, but by common tradesmen themselves,
without any superintendence. Every village mason could
build houses and churches such as for excellence and
accuracy in architectural style we vainly now, with all our
knowledge, attempt to imitate. Every village carpenter
could make furniture more beautiful and in truer taste
than the best town-made nowadays—solid in construction,
graceful in line, and rich in carving.

As for house-painting, we have ceased, justly enough,
perhaps, to consider it an art. We do not look on those
painters as artists who work on the walls of our rooms.
Every London builder thinks himself competent to design
and execute decoration. Some call themselves plumbers
and decorators, and one large London upholstering firm
advertises that it includes decoration in its house agency
department. Cheesemonger and decorator would be about
as congruous. We prefer to give artistic work to “ prac-
tical men,” as they are called, that is, to those who know
nothing about the subject.

In old time people thought great artists were the proper
men to do the work—Michael Angelo and Raphael were
proud to be wall-decorators. If our houses are to be works
of art, they must possess not only outside beauty, architec-

VOL. T. - g
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tural proportions, and good colour, the artistic expression
of their purpose and of modern life, not of uses and habits
long extinet, but they must have the same qualities, the
same art, inside, in all their decorations and furnishing.
We copy only one part, and that the least important in
the general effect of former systems of architecture—the
stone mouldings and ornaments which time happens to have
left to us—omitting the decoration, and making the furniture
discordant, because in the buildings we copy from the one
happens to have perished and the other to be removed.

To be really a high work of art, a house must not only
be beautiful outside, and all its surroundings in harmony,
but inside there must be not only no shams and meannesses,
but good art throughout; the walls and ceilings rich in
colour and in art expression; paintings as good as art
can make them, their decoration—a part of them—not
hung on them by strings; the sculpture only the decora-
tion of the architecture, the crowning pomts of its ornament
or the enrichment of its surface, and in thus aiding it,
acquiring an interest it never has when thinking only
of itself; the furniture good in construction, graceful in |
its lines, and in harmony with the architecture; all the.
resources of art and manufacture, carpets, rich hangings,
stained glass, gilding, carving, painting, good as art, and‘
ministering to one harmonious effect.

The thing has been. The houses of Pompeii Were'
second-rate performances in their age, but for wealth of art
throughout them, and unity of design down to the smallest
details, our richest mansions cannot compare with them.

A few battered buildings pulled about and altered, their
furniture removed long since, when their old owners left
_them, a scrap of colour here and there on the walls, telling
that they once glowed with it, are all that remains to us of
the houses of the Middle Ages.

But in their churches we can still trace the evidence of
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what architecture then meant. Their windows here and
there, as at York, or Bourges, or Chartres, still show us a
splendour of colour in their stained glass which, but for
them, we should never have dreamt of; the marble pillars
remain; in places the floor, after the treading of forty
generations, still glows with rich patterns of coloured tiles,
and, under accumulated coats of whitewash, every now and
then we discover traces of the painting which once covered
their walls, was concentrated in brightness on the tombs
and altars, and culminated on the ceiling; great crowns
suspended from the roofs, studded with jewels and sparkling
with lights ; vestments, hangings, and furniture, admirable
in colour and design, all uniting in producing an effect of
rich, glowing splendour, of which these churches now are
but the grey, white skeletons. The tiled floors and stained
glass remain, for the colour in them was in imperishable
material ; but they are only isolated scraps of a system of
decoration which pervaded the whole building. Floors
and windows are the last parts of a room we should think
of colouring. The object in using encaustic tiles and
stained glass was merely to carry out over windows and
floors the colouring of the other parts of the building; and
we think we are reviving medizeval art when we copy these
only, and leave the walls and ceiling cold stone, or raw,
grey plaster. .

It is of some interest to investigate the reasons why art
in our houses is so hopeless and helpless, so often mere
failure, and its greatest successes only bad imitations of the
art which nations and periods inferior to us in wealth and
resources produced constantly and naturally, and without
apparent effort. -

It may be that the present degraded state of house-build-
ing is inevitable ; that we must submit to see the country
covered with miles of dismal, uninteresting streets, and
spotted over with villas which violate good taste and

(o) )
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destroy its beauty, and be content with houses which make
our lives in them a succession of annoyances; but if a
remedy is to be found, the first step must be to know the
causes which have produced our failure. -

There are indications of a prevalent desire for a better
state of things; and a knowledge of the objects to be aimed
at, and the results attainable, in convenience and beauty, in
a house and its belongings, may prevent a waste of effort
in wrong directions, along paths by which advancement is
impossible—may give higher and truer aims to those who
are building for themselves, and, in time, might even
improve the houses built on speculation by diffusing better
taste, and creating a preference for houses sounder in con-
struction and less vulgar in style.

It is not because we are too poor that our buildings now
cannot attempt to rival, in completeness and splendour of
art, those of Greece or Rome, or of the Middle Ages.
Nor is it even from our unwillingness to spend money.
I suppose no age ever supported a greater number of
artists, not in comfort merely, but in wealth. I certainly
do not grudge it them, for none know better how to spend
it. Besides those artists whom we know, who furnish the
walls of the principal exhibitions, there is an innumerable
company whose names we never hear, who turn out moon-
lights, or mills, or mountain scenery with the regularity of
manufacture, and somehow find a continuous sale. There
are miles on miles of new pictures exhibited each year,
which must get sold somehow, or the supply would cease.
Sculpture, perhaps, is more a drug in the market ; though
the number of British Philistines and others who each
year have their featurés immortalised in imperishable
marble is considerable—much greater than those we see
ranged close in rows like gallipots on shelves in exhibitions.
And of expenditure on architecture there is certainly no
stint.  Old churches are pulled down for the mere pleasure
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of building new ones (more’s the pity); new town halls,
law courts, country houses, town mansions, clubs, churches,
colleges, are rising everywhere—in many cases the building
motive being the desire of increased magnificence, and the
pleasure of building, rather than the necessity ; and to this
expenditure I object, of course, still less than to that on
easel pictures. But are the results satisfactory ? are the
churches as good as old ones? Do the mansions in town
or country approach in beauty, in completeness of art,
those of the times of the Tudors or Stuarts? Does the
result in the club-houses justify the money spent on
them ? It is not suflicient answer to point to one or two
perfect houses or churches among the thousands built. In
the old times there were.none bad. They may not show
originality, or genius, or cleverness; but from palace to
cottage they are natural and harmonious throughout, and
yet they were no doubt built by common builders, for
architects were not thought of, except for the most important
works.

There was a sense of art in the people, which did not need
grand buildings or great expenditure for its manifestation,
but showed itself in the cheapest and commonest structures.
Here is a mere shed for holding ladders at a small German
village (fig. 1, next page), which shows the old instinct,
which we seem to have lost, to make the commonest things
interesting and pleasing.

Nowadays, except in rare and special instances, our
buildings are bad and inartistic. And these special buildings
are all imitations, more or less perfect, of old work.

It is of little use asking who is to blame. 'The most
obvious answer is, that it is the architects themselves, and
the most obvious remedy, to hang a few of them; but the
answer, though simple, is only half true, and the remedy,
though severe, would be inadequate. The evil is not so
much ignorance of architecture on the part either of its
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professors or the public, for every one with any pretensions
to taste knows something about it, has read Ruskin, and
considers himself (or herself) a judge; and mnever in the
world’s history were there so many styles understood and
practised, more or less correctly. It may be that we know
too much about architectural styles—that the variety of our
knowledge confuses us, and prevents us doing what would
be natural—that our restlessness prevents us sticking to
any one of them till we have perfected it, and made it our
own. Or our wealth, instead of helping us, may be the

Fig. 1. SHED FOR LADDERS AT HOCHBERG, NEAR WURZBURG.

cause of our failure. We may be so devoted to its acquisi-
tion that we have no time left to learn how to spend
it; for money alone can no more give us art than it
can give us learning. Or we may not really care for art—
paying for it, not that we like it, but because we think
our position in society requires a certain amount of dis-
play, which bad art will satisfy as well as good. Or the
character of our buildings, as in all architectural styles,
may merely express the character of the people who
produce them; the display of magnificence in coarse
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form and cheap material be the natural outcome of our
vulgarity ; the attempts to make things look, not what
they are, but like something else which is thought
grander—as a row of little houses clubbing together
with the help of stucco ornaments so as to look like
a palace, or a dwelling-house with a quarter of an acre
of ground from which the owner goes up to business
every morning, and where the newspaper is delivered
before breakfast, frowning with battlements, and making
believe as if it held the country round in serfdlom—may
be the reflex of our pretentiousness and falsity, and signs
that in our hearts we are ashamed of ourselves.

No doubt all this is partly true, but not, I believe, to the
extent which the universality almost of such qualities in
the architecture would indicate; for I think it can be
shown that the conditions under which architecture works
at present in this country give a facility and amount of
expresssion to such qualities altogether disproportionate to
their prevalence among the people.

The subject has really a greater than mere dilettante
interest. Though we may not be conscious of it, it is no
slight evil that the houses in which the greatest portion of
the people live are built independently of art at all, or in
defiance of it. Within the last twenty or thirty years
whole towns have come into existence, which exhibit what
seems a new characteristic in the human race—namely,
utter disregard to the beauty of their dwellings. Never,
so far as I know, have there been collections of human
habitations so dismal, so completely without one artistic
quality, or consequently so inhuman, as the miles on miles
of uniform streets in our new manufacturing towns. The
hut of the savage is at least picturesque ; for love for the
beautiful—a desire to ornament and turn into objects of art
the things they use—has hitherto been a characteristic of
all men, even the most degraded.
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their weapons, axes, clubs, and swords: what was always
beside them they wished to be beautiful; and when they
became settled, they ornamented their houses from the
same motive. But they also built houses for their gods;
and Architecture, with religion as a motive-power, has had
a higher and more poetic development than it could have
had in merely ministering to human wants.

As the art to begin with is a useful one, that a building
should be good architecturally, the first condition is that it
should serve its purpose—houses must be suited to the wants
and habits of their inhabitants; castles must be strong;
churches and temples adapted to the worship or the rites
celebrated in them. ,

Again, as it is a structural art, consisting in putting
materials together for a certain purpose, the second essential
of good architecture is good construction—disposing the
materials in the best form for strength and stability.

Thus far we have merely good building; to become archi-
tecture, which is a fine art, the element of beauty or of
artistic expression must be added. From the first dawn
of civilisation all building was architectural. It has been
reserved for our age to find out that beauty in our dwell-
ings is not worth striving for, that material wants are all
that need be attended to.

Various means have been used for arranging and treating
buildings so as to add to them the element of art, and so
make them architectural. Some nations covered them with
ornament wherever they could put it. But, though this
practice is not without advocates and examples in our day,
it is unthinking and savage art.

An illustration in Mr. Owen Joneg’s ¢ Grammar of Orna-
ment,’” of the tattooed face of a New Zealander, shows how
hideous may be the resulis, even of ornament in itself
beautiful, when used in the wrong place ; and the same cffect
would be produced in architecture, though not perhaps so
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strikingly, if a Doric column were covered with ornament
instead of the flutings which mark its purpose.

Architecture, to attain its highest development, must have
something more than mere ornament— the intellectual
qualities of proportion and expression. This is true of all
arts: music is proportion in sounds; painting is proportion
in colour and forms ; and architecture, proportion of masses,
of solids and voids. But to constitute true art there must
be something more, the expression of human feeling or
character.

That music and painting can express these, we know ;
but that with stones and bricks, and wood and plaster, and
while pursuing the vulgar human need of shelter, an archi-
tect should not only express human feelings and character—
such as power or tenderness, refinement or coarseness,
grandeur or meanness—but his own character, seems
strange,—stranger rather that he cannot help doing it.
But to do this a power of architectural expression must be
presupposed, just as a man must have the faculty of musical
expression, to be a composer. So that to get good archi-
tecture, what is wanted is a good architect, one who has
the power to construct and arrange the masses and forms
of a building, and by means of them to express nobleness
or beauty.

There are various ways of disposing building materials
so as to produce artistic results. = Mere height has been an
object of architectural effort since the builders at Babel
commenced their tower to reach to heaven, while more
imposing even is theeffect of length in endless ranges
of columns and arcades.

Mere mass of perpendicular windowless wall, even where
there has been no conscious aim at architectural effect, is a
most powerful one. It is mainly from this cause that old
Scotch castles are so graud, while their modern imitations,
riddled with windows, are so weak and feeble.
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Fig, 2. TILQUHILLIE CASTLE, ABERDEENSHIRE. ~

But perhaps the more powerful means of producing
grandeur is by shadow—from great projecting cornices, or
under deep porticoes, or in the dark recesses of great
arches. .

To the most impressive architecture, mystery is essential
—the feeling that there is something more than we see.
Glory half hid is double in effect. The half, as the Greeks
knew, is often greater than the whole. The plays of
‘Medea’ and ‘ Macbeth’ prove that this is equally true in
dramatic art.

TrutH is essential in good architecture, as it is in all
art, though in architecture, as in other spheres, it may be
impossible satisfactorily to answer the old question, “ What
is Truth?” “Truth” generally means the correspondence
of a representation with the facts; and architecture, to be
true, must be the expression of building necessities. Cou-
venience must not be sacrificed to appearance; materials
must show themselves to be what they really are, and
not something different; the construction which appears
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must be that which actually supports the building. But, in
architecture, as in other arts, the representation must be
artistic; not a dull, unarranged, unmodified statement of
facts as they happen to turn up. It is tiresome to tell
everything, as an old woman tells her story, wearisomely
relating whether a thing happened on a Wednesday or a
Friday, giving genealogies and dates of marriage of all the
persons mentioned, though these have no bearing on the
point.. The object in a work of art is to convey an impres-
sion. To this all the parts must tend, and what is irrelevant
must be suppressed or modified. A photograph is true
(except that the relation of light and shadow is destroyed by
green or red and yellow all being turned to black), but even
if it represented Nature’s colour, or her relations of light
and shade, it would not be a work of art: it is not the
impression on the mind of an artist expressed by him in such
a way as to impress others; it tells a great many things
which no one is interested to know. So in architecture there
is no need for painfully making every constructive expedient
apparent, and bringing into prominence those meaner
accessories of a dwelling-house, which, however essential,
one does not care to refer to, or force on the attention.
Language shows us that art is not a merely bare and true
representation of facts, in the meanings it gives to “artless”
as truthfully simple, and to “artful” as cunningly false. The
border-line at which the production of artistic effect becomes
falsehood must always be difficult to define. There may be
ugly nccessities of building construction, which it is right
to conceal under beautiful forms or fine colour, as Nature
conceals our bones and muscles under the rounded forms and
marvellous flesh-colour of our bodies. As in these, so in
architecture, the fundamental construction, though it need
not be offensively obtruded, should be truly indicated ; and
the greater the amount of truth in materials and construction
that can be expressed without losing sight of the artistic



30 HOUSE ARCHITECTURE.

idea at which the architecture aims, the nobler is the archi-
tecture. That of the Romans is not satisfactory. They
ornamented buildings, in which the main construction was
arched, with pillars and lintels borrowed from Greek
architecture ; and
although  great
magnificence re-
sulted,it wasnever
satisfactory,  be-
cause 1t was at
bottom  untrue.
Gothic  architec-
ture, on the other
hand, was truth
itself.  Happily
for it, no other
better architecture
was known which
they might have
been tempted to
copy for the sake
of its beauty, and
whatever the ma-
terials or construc-
tion  employed,
they were allowed
to tell their own
tale.

In the course
of their growth
many of the older
architectures imitated forms in stone, which had been deve-
loped in older wooden construction, or hewed out an archi-
tecture in solid rock, which had grown in constructions of
built stone (fig. 3).

Fig. 3. ROCK-HEWN ARCHITECTURE, PETRA.
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Such things are interesting to trace, as illustrating the
continuous but inconceivably slow progress of human ideas,
but no architecture can be perfect which retains them.
Nowadays, with the beauties of all known architectures
available for imitation, which can seldom be natural or truth-
ful modes of expression for us, the temptations to this form
of falsity are almost irresistible.

Perhaps no age has ever indulged more than our own
in the shabbier and more vulgar form of untruthfulness,
of attempting to make cheap, mean materials look as if they
were rare and valuable,—painting and sanding deal boards
so that they may pass for solid stone, or graining them to
look like oak or rare marble; or copying in stucco the archi-
tecture of Italian palaces, and plastering it on common
houses. Some people seem to think that tricks and decep-
tions are legitimate means of producing artistic effects, such
as making a range of small houses look as if it were one
palace, or filling in the pillared recess at the end of a room

~ with a single mirror without a frame, in the hope of making

the room look twice as large. The deception is soon found
out and becomes ridiculous. One house gets painted which
includes half of some architectural ornament shared with the
next, while the rest remain dingy ; or some stranger breaks
his nose on the mirror by attempting to walk into the
supposed extension of the room. The people who like
these little tricks are often honourable and truthful. Their
morality does not lie in the sphere of art. One of the
honestest men I know was charmed at my mistaking a
wooden oriel window in his house which had been skilfully
sanded over for a stone one. His honesty lay in a different
sphere. Just as, some artists who have a zeal for their art
as earnest as ever burnt for religion—who pursue it for the
love of it, independent altogether of profit—are often careless
about getting into debt, and regard money obligations as
altogether secondary to doing their work honestly and well.
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In the sphere of art, truth and honesty are as essential to
excellence as to morality ; and our only hope of freshness
and originality in our architecture must lie in allowing it to
express our actual necessities, with perfect naturalness and
truth,

Beavury, though there may be good and noble architec-
ture without it, is essential to the highest forms of the art.
It would be too great a digression in a book on domestic
architecture to attempt to discuss the question why certain
lines are more beautiful than others. One theory is, that
beauty in objects depends on their power of suggesting
pleasing associations. And it is true that these may so
warp our judgment as to give such objects a beauty in our
eyes which they do not in themselves possess. But it will
not account for new objects, with which we have no such
associations, appearing beautiful.

The theory is rather that objects are beautiful because
they suggest pleasing associations from some sort of resem-
blance to them—that a colour, for instance, is beautiful
because it recalls tenderness or. purity, or a line because it
suggests strength or grace.

Association of this kind affects our perception of beauty
more subtly and powerfully than accidental contiguity,
sometimes by making us think things beautiful, but still
oftener by suggesting something unpleasing or ludicrous,
and so preventing us seeing beauty where it exists. Beauty
1s something distinet from pleasing associations, and we
seem to have as good evidence of its independent existence
as of those pleasing associations which are supposed to
account for it, namely, our perception of it. Its essence
may perhaps lie in the fact, that as we are a part of the
harmonious system of nature, those objects are beautiful to
us which are in harmony with our material and spiritual
being. This would account for the variety of opinions as
to beauty held by different nations, and for the basis of
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essential agreement among them all, which is shown by the
fact that, by entering into the feelings of their producers, we
may come to understand and admire various and apparently
opposite productions in art.! It is not a valid objection
that some men cannot see beauty in things undoubtedly
beautiful. That is a defect of their nature, like the want of
a musical ear. The poet and painter, by their sympathy
with it, perceive beauty in nature which others do not,
and become its interpreters to these by means of human
sympathy.

No theory of beauty, however, can assist us in deciding
what things are or are not beautiful. For this we must
have “ taste,” an organisation which is affected by beauty or
ugliness, as the palate is by sweetness or bitterness.

To produce beautiful things something more is needed
—that creative faculty to which new combinations, new
ideas of grandeur and beauty come unsought, which in old
times was believed to be the inspiration of the Deity.

To the greatest architecture the idea of S1zE is essential.
Its glory is, that it creates its forms on the scale of Nature’s
grandeur. To draw a line of three or four hundred feet
against the sky, exquisitely modelled along its whole length,
is an achievement which raises our opinion of humanity.
Cities are always proud of their spires. St. Paul’s, or one
of the great French cathedrals, makes the same impression
on the mind as a great mountain.

A characteristic of the best architecture, and one which
art of every kind must have in some form or other, is
Dericacy—not the mere avoidance of all coarseness and
vulgarity, but the presence of some kind of refinement—in
form, in colour, or in modulation of shadow. It is for this

! Mr. Darwin is of opinion that the taste of animals in regard to beauty is
substantially the same as in mankind.

VOL. 1. D



34 HOUSE ARCHITECTURE.

reason that those who have a little knowledge of an art are
such bad judges of it. Coarse, obvious effects strike them :
they do mot see the highest, which are always hidden, like
the violet, and have to be sought.

The main element, however, of architectal excellence is
ProrortioN. It is difficult to say wherein it consists—as
difficult as to say what beauty is, of which, indeed, it is one
of the elements. No rule can be laid down for it, for it is
of many kinds—tall or low, sturdy or delicate. People have
sometimes amused themselves calculating proportions by
mathematics, which undoubtedly has the power of expressing
them, but only after the proportion has been invented, just
as mathematics can express musical harmonies. But it
would be as possible to design architecture by mathematics
as to compose tunes. A musical ear in the one case, an eye
for proportion in the other, are the only tests of right. The
faculty of expressing ideas by notes harmoniously arranged,
of throwing words into harmonious verse, or grouping the
parts of a building in order and proportion, is the only
means of production in music or poetry or architecture.

The chief sphere in which proportion finds expression in
architecture is in the relation of solids to voids—of the
supported parts to their supports. It does not look at the
problem involved merely from a constructive or engineering
point of view, asking, Will the building stand ? but, Does it
stand with ease and grace? The building must not only
be secure, it must look secure. To attain this result,
a strength beyond mere constructive exigencies is often
required. A massive stone building should not stand
ona glass case, even when there are thin iron pillars
behind the glass, concealed by haberdashery, quite sufficient
to support it. The strength should be visibly ample.
But neither ought the supports to be too strong for their
work : a Doric column carrying ounly a statue, instead of






Fig. 4, HOUSES AT MUNSTER, SHOWING VERTICAL AND HORIZONTAL DIVISION oF
THEIR SURFACES,
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its mass of entablature, is a disproportionate waste of
energy. :

But although resistance to gravitation is the chief motive
of proportion in architecture, it should equally govern
every space and form of a building—the size and shapes of
the windows, and of the window-panes ; the amount of light
and shadow ; the ornaments and enrichments, not only in
their quantity, but in the mutual relations of their parts.
A common means of attaining it is by lines or mouldings
dividing the surface of a building into spaces, and giving
emphasis where it is wanted.

Such lines when drawn horizontally are called string
courses. They originally were flat beds of solid stone going
through the whole thickness of a wall composed of rough
irregular materials, so as to strengthen the wall at intervals, '
usm]ly at each floor, a level bed for the floor to rest on.
The pro]ectlng edge was naturally ornamented with mould-
ing or carving, and later on became a pure ornament of the
architecture, seldom now going farther into the wall than
the few inches necessary to fix it in its place, and I think it
is legitimately used to give to the design the effect of hori-
zontal division, though it does not necessarily indicate the
precise position of the floors. Similar effects of proportion
may be obtained by piers or pilasters dividing the building
perpendicularly.

Two houses at Miinster (fig. 4) show this mode of
producing architectural effect. 1In the farther house, to the
left of the picture, which is late Gothic in style, the idea of
height is more dwelt on ; the upright lines, which take the
form of pinnacles, are kept as a fringe on the outside of the
gable ; in the other it is rather the horizontal lines that are
enforced. Instead of the front running up into the gable,
it is stopped by a strong cornice. The upright lines take
the form of Classic pilasters.

Mr. Fergusson disapproves of the use of pllasters and, if



38 HOUSE ARCHITECTURE.

he were Chancellor of the Exchequer, would put a pro-
hibitory tax on them. But in every style of architecture
effects of proportion have been obtained by enforcing the
perpendicular or horizontal lines. The Greeks enforced the
upright lines by fluting the columus. These bear the mass
of entablature—the frieze and cornice, the horizontal effect
of which is heightened by the deep projection of the
cornice, while the sense of weight in the mass is aided by

the triglyphs of the frieze, which, even if they represent
the beam-ends of old wood construction, are now purely
ornamental features (see fig. 20, p. 56).

In our ordinary town houses, where we have only a front
to deal with in which the position of the windows is fixed
by necessity, such expedients are almost our only means of
obtaining architectural effect.  Iigs. 5 to 8 illustrate some
modes of doing this common in Classic architecture. Fig. 5
is the most naked form of building. In fig. 6 an appearance
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of strength is given to the angles by building them of larger
stones. The angles of the windowsare also protected and en-
riched by a framework round them, and dignity and shadow
is given by ornamenting the cornice and increasing its size
and projection. But if we repeat this process through the five
or six stories of our London houses it becomes monotonous.
Gothic delighted in height, but the tendency of Classic
architecture was to dwell on the horizontal line, and various

&
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expedients were resorted to to reduce the apparent height
of the building. One was to bring down the strong line
of the cornice, as in fig. 7, to the top of the main floor of
the building, as if marking its importance and giving it
dignity, and treating the rooms above as if they werc only
bedrooms, as ‘an attic,” as it is called. In the old Ttalian
palaces, where the great entertaining rooms were at the top
of the house, it was fitting that the great cornice should be
immediately over them. '
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Fig. 8 shows the common Classic mode of producing archi-
tectural effect. The only architecture being in the orders
derived from temples, the house is treated as a temple. The
windows are accidents or necessary evils in the design.
The ground floor is merely a base for a correct superstructure
of columns and entablature. That it comprises two stories
of the house is a regret-
table accident which we
must not dwell on. Yet
noble effects have been
gained by these means,
and dignity and grace
given to buildings other-
wise dull.

SYMMETRY, which may
be considered a species
of proportion, is almost
essential to the noblest
buildings—at least when
it is absent, whatever the
other merits of the build-
ing, the highest dignity is
unattainable. In every
style, Greek, Gothic, and
Renaissance, symmetry
controlled the designs of

Fig. 9. HOUSE oppoSITE THE catuEpRaL AT temples and churches.
For i In dwelling - houses,
though often ruling the design as in this instance (fig. 9),
it frequently gave way to the necessities of domestic
convenience. It means that the parts on either side
should be balanced and similar, not necessarily identical,
like the two spires at the end of a modern church,
both executed from the same drawing; but similar, like
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those of an old cathedral, each retaining its own individu-
ality. Of late years symmetry has not been much in
favour. In the last century it was a universally acknow-
ledged principle. That the door should not be in the
centre was inconceivable. If the kitchens formed one
wing the stables had exactly to match them in the other.
The summer-house at one side of the garden had its
duplicate on the other, even if it was half a mile off.
Perhaps the Scotch gardener carried the principle too far,
who shut up his son in one
summer-house to balance a boy I ——
whom he had locked up in the
other for stealing apples. Now-
adays, we carry the opposite
principle to an extreme. We
put a spire at the side of a
church rather than in the
centre ; and where a door comes
natutally in the middle of the
house, we run up a gable on
one side only to destroy the
symmetry, under the delusion

that we are carrying out Gothic

principles, ¥ig.10. OLD HOUSE IN GLASGOW
HIGH STREET.

It appears from this catalogue of the artistic effects
which architecture is capable of producing, that they
are widely various in kind, and that many of them are
incompatible with others. Now, for the perfection of
any work of art, HArRMONY is essential. All its various
parts should suit one another. Nothing should be out
of keeping. Ladies appreciate this principle in dress; it
would be absurd to wear a brilliant bonnet with a rough
stuff gown. It is so much the essence of music that the
word is used as a name for it, and it is the chief essential
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in good colouring. And so in architecture it forbids
discord; there must be no jarring, no part too rich or
refined, or out of keeping with the rest. To strive after
irregularity for its own sake is affectation, but when
it arises naturally from the conditions of building, as
in the little Scotch
house (fig. 10, p. 41), it
may be very pleasing.
It is not the result of
hap-hazard, but comes
through a sense of
art and grace in the
builders, of which they
may have been quite
unconscious.

In the design of this
house at Nuremberg,
(fig. 11)the architectural
effect is obtained with-
out any ornament, solely
by means of proportion,
exercised in a skilful dis-
position of the windows
and roof. By simply
lowering the wall in
the centre, we get the
effect of a mass of roof
flanked by two towers.

Fig. 11. HOUSE IE:RAEM'I;::;}{;O\VN HALL, If the Wa]l were built

up between these towers
to the level of their cornices, as a London builder would
have done, the design would be commonplace. It is irre-
gular, but there is method in the irregularity. The neces-
sities of internal arrangement make the towers different in
size, but the centre of each is carried down and a feeling
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of height given by the line of windows one above another.
But for this, the horizontal line would have predominated,
and there would have been no effect of towers in the
design. '

Harmony is a universal law of Nature. In a few years
she tones down the harshness of a new building, the rawness
of rough scaur or broken rock with moss and lichens, into
harmony and keeping with cverything about it; and in
architecture, even when the forms are bad and the style
fecble, mere harmony will sometimes produce the effect of
beauty.

We dispense with it in our modern architecture to a
wonderful extent; more than any time or nation hitherto
has done. We think nothing of putting rich stained glass
in a bare, white plastered interior, like a jewel in a swine’s
snout, or spotting the dingiest of cement house-fronts with
flower-boxes made of the gaudiest coloured tiles, and making
abortive attempts at art by furnishing our houses of common-
place builders’ Classic with fiercely Gothic furniture.

- On the other hand, so intent are we sometimes to obtain
harmony, that we compel all the houses in a street to be made
from the same design so that a man cannot tell his own
except from the numberon the door. 1In our restorations of
old buildings it has been carried so far that immense quanti-
ties of valuable art -have been removed from our churches
and destroyed as not of the same date as the rest of the
building, in forgetfulness of the fact that these are historical
monuments—that their interest lies in each generation
having left its mark on them—that the impression of wealth
and magnificence, and contrast also, produced by the rich
Jacobean carvings so ruthlessly removed, are valuable effects
in architecture, as well as harmony. Harmony consists
rather in identity of feeling than of form or style. The
quaint old Classic screens and tombs, the grace of Inigo
Jones, and the elaborate richness of Grinling Gibbons, are
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in better keeping with the old buildings than the modern
Gothic which, alas, has so often supplanted them !

Still harmony must be our rule, as it,is N ature’s—a rule
not to be broken without cause—to express some higher
meaning, or to preserve some work our fathers have left us.

CONTRAST is also a means of obtaining artistic effect, more
telling than harmony, though not capable of producing such
perfect results. An exquisitely carved and moulded window
in a great field of plain wall looks more delicate itself, and
makes the wall look grander. In Perpendicular Gothic, on
the other hand, the tracery of the windows is carried over
the walls, making the whole surface harmonious. This
system was thoroughly carried out by Barry in the Houses
of Parliament. But if the building has gained thereby in
harmony and richness, it has lost in power.

Who shall decide where and how far either principle shall
be carried out? what rules can we lay down? Only the
same as for composing poetry or music—the insight and
invention of the musician and the poet—of one who has the
power of composition, of so combining words or notes or
colours as to express human feelings or ideas ; or, in archi-
tecture, of one who can so use his materials as to produce
a building possessing any of the artistic merits we have
enumerated.

In painting and architecture, the laws of composition are
essentially the same: the same kind of considerations regulate
the lines and masses of a picture and of a building. Its chief
aim must be to produce unity, so that, however various the

ideas it is concerned with, they shall unite in producing
one idea, one work of art.

OrNAMENT.—Architecture can produce artistic effects of
this kind without the aid of sculpture or painting or
ornament of any kind, by the mere arrangement of masses
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of building. Not even such an amount of ornament as a
cable moulding is needed, without which Mr. Ruskin thinks
a mere utilitarian building, like a fortress, cannot be
considered architecture. There 1is no ornament, not even
the simplest chamfer, on these towers from the walls of
Nuremberg (fig. 12); yet they are examples not of building
only, but of architecture, and not unworthy of the designer,
Albert Diirer. Are not grandeur and impressiveness artistic
qualities ? and when old fortresses possess these by their
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Fig. 12. TOWERS ON THE WALLS AT NUREMBERG.

mass and strength, and the skill with which they are fitted
to the rocks they crown and give dignity to, although
they may be the most utilitarian of buildings, without a
single ornament or moulding, they may possess the noblest
qualities of architecture. The parapets in old castles
projected on corbels, as in Borthwick Castle (fig. 13, p. 46),
are not designed for ornament, but for the practical
purpose of dropping down stones on assailants.

But though architecture is possible without ornament, it
cannot without it reach its most perfect manifestations. In
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the great ages of art, sculpture and painting had almost no
existence except as its decorations. The Elgin Marbles are
the decoration of a frieze ; the Theseus, a piece of architec-
tural sculpture. In the Middle -Ages sculpture was almost
unknown, except as adorning doorways and other parts of

Fig. 13. BORTHWICK CASTLE.

buildings ; while the paintings of that time, and even of the
great ages of Venetian and Roman art, were generally
decorations of the walls or altars, and essential parts of the
buildings.

It may be questioned whether painting and sculpture
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have gained by their present independence. Architecture
certainly has lost one of the most powerful means of giving
it interest.

Ornament, when employed in architecture merely for its
own sake, and because it is pretty, is weakness. It is
valuable only when it assists the meaning of the design,
enforcing certain lines or points and giving it richness or
softness. For this purpose such an ornament as a Greek
fret (figs. 14, 15) or a chevron (fig. 16),
or lines and dots (fig. 17), may be m
not less suitable than the direct imita~ ——m———=
tion of natural objects, such as leaves or 71 Fret
animals, probably more so; for, as 8  ——————————
building is necessarily largely composed 1EIEEISEL
of straight lines, straight-line ornament
may harmonise with it better than the
free and irregular curves of nature. As, in weaving, even
a pattern on a table-cloth so simple as squares like a back-
gammon board may be perfectly satisfactory and ornamen-
tal because 1t is suitable to the material, and arises naturally
from the processes of weaving. |
To follow the spirit of Na- NAAANAS
ture, not to imitate her forms,
should be the aim of art.

I do not know whether
even Mr. Ruskin himself now
holds the theory, stated in
‘Seven Lamps of . Architec-
ture, “that all beautiful lines are adaptations of those
which are commonest in the external creation”-—that in
the Doric temple the cornice and triglyphs are not beautiful
“Dbecause unimitative”—that the fluting of the column
derives what low beauty it possesses from its feeble resem-
blance to ¢ canaliculated organic structures.” “The Roman-
esque arch,” he continues,  is beautiful as an abstract line.

Fig. 15. Fret.
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Its type is always before us in that of the apparent vault of
heaven, and the horizon of the earth. The cylindrical
pillar is always beautiful, for God has so moulded the stem
of every tree that is pleasant to the eye. The pointed arch
is beautiful ; it is the termination of every leaf that shakes
in summer wind, and its most fortunate associations are
directly borrowed from the trefoiled grass of the fields, or
from the stars of its flowers. Farther than this man’s
invention could not reach without frank imitation. His
next step was to gather the flowers themselves, and wreath
them in his capitals.” And again, “ I believe that we may
reason from Frequency to Beauty, and wice wersd; that
knowing a thing to be frequent (visibly frequent), we may
assume it to be beautiful, and assume that which is most
frequent to be most beautiful ”—¢ that forms which are not
taken from natural objects must be ugly.”

On this ground Mr. Ruskin “ convicts” the Greek fret of
“ugliness,” because it has no precedent for its arrangement
but the forms of crystals of bismuth, an artificial condition of
a rare metal. The theory is a total misconception of the
whole meaning and use of ornament in architecture. It is
a certain sign of weakness and deecay when architectural
ornament is a profuse imitation of natural forms. The beauty
of the Doric column does not consist in its resemblance to
some forms of reeds—some Egyptian ones are much like
reeds, but are coarse and clumsy in comparison—but on its
form being so perfectly contrived for supporting the weight,
and on its flutings and the line of its capital so delicately
marking this purpose ; just as the triglyphs have a meaning
(whatever their origin), and therefore beauty, because they
mark the downward pressure of this weight, and the cornice
as giving protection and shadow. The beauty of Greek Dorie
does not consist in ornament, which would ruin it, but in
its perfect proportion and delicacy of line. The Corinthian

order, which is a close imitation of natural forms, is vulgar
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in comparison, and it was consequently a favourite with the
more inartistic Romans. Columns half the thickness would
be liker reeds; triglyphs carved with natural leaves would
not improve the temple. Without its sculpture, the Parthenon
is still beautiful. No doubt it has lost the last finishing
touch, but the loss is far less than that of its painting and
colour. Alter the relations of the weight of entablature
to the supporting colummns, or of the masses of light and
shadow, and its beauty would be gone at once, and all its
sculpture and painting would not restore it.

That Mr. Ruskin’s theory convicts the Greek fret of
ugliness is of itself sufficient to prove it false. If the old
test, “ quod semper, ubique, et ab omnibus,” is any test of
truth, the Greek fret can show a higher antiquity and a
wider catholicity than any opinion or religion. In Asia,
whence the Greeks probably got it, in India, in China, in
Japan, it is a favourite ornament. It occurs frequently on
the “sculptured stones of Scotland,” and in caves once
tenanted ; it is found in the New World on the pottery of
Indian tribes in South America. Even Mr. Ruskin himself,
though calling it a “ horrible design,” admits that it may be
employed with advantage as an ornament on coins “ when
it is small,” as it must be when so used, though it need not
be small in proportion to the size of the coin.

Accepting the fact that mankind regards it as an orna-
ment, let us ask what there isin its form to make it so. May
1t not be because it is a succession of spirals architecturalised
—reduced to straight lines, and brought into harmony with
the lines which, from its essential nature, are dominant in
architecture ; just as the chevron, or the simplest form of
Greek fret, would be a wave architecturalised 7 Ornament
composed of straight lines was no doubt first adopted in
barbarous times because it was easily executed, but it con-
tinued to be used in the most refined Greek buildings because
1t was felt to harmonise with the architecture. The fret is

VOL. 1 F
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not a Gothic ornament, though something very like it is -
occasionally found among the scarce examples left of painted
decorations in that style, which in those parts of the building
not governed by curved lines of construction, abounded in
ornament equally composed of straight lines, and equally
unlike anything in nature; such as, for example, the lines
of *“stoning ” found on old Gothic buildings (fig. 18).

The lines of archi-
— tecture and its orna-

[? m M ment must of course

—— be natural—that 1is,

M VP @\/ they must be according

——  to i¢s nature and con-
@Y‘@ @Y@ stitution ; for the imi-

b . :
tation of animal or

Fig. 18. DECORATIONS ON CHAPTER HOUSE,
BURNHAM ABBEY. Vegetable fOI‘mS maY’

for it, be wunnatural.

It has an organism of its own—a life which, like all life,
evidences itself in resistance to gravitation, a character
which is noble and beautiful when it fulfils the purposes
of its being, and only that ornament is valuable which
alds in expressing this. “The leaves which shake in the
summer wind” are beautiful in their own place and way,
but their forms may be utterly unnatural in architecture,
and therefore ugly. Gothic arches are beautiful, not be-
cause they are like leaf points—an accurate imitation of
leaf points might make very ugly arches—but because
they are a true, excellent, and vigorous mode of construction.
Mr. Ruskin’s theory of architectural ornament is opposed
by the practical evidence of every style of architecture.
Iiven when architectural ornament represents natural forms,
1t cannot do so by imitating them; indeed, it is generally
good in proportion as the resemblance is distant. Very
little of the full beauty of a plant can be imitated in stone
or wood-carving. The softness and colour and delicacy of
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nature are unattainable even in marble. The feeling of
growth may be represented ; but this is often best done by
not attempting accurately to imitate the form, which must
be forced and stiffened, so as to have the nature of stone or
wood put into it, and governed by the lines of the architec-
ture, before it can become a harmonious part of wood or
stone constructions. It may then be coloured simply, without
any attempt at the gradations of Nature’s colouring, with
red, or white, or gold. The forms of honeysuckle, or of the
rose or lily, are scarcely recognisable in the Greek honey-
suckle ornament, in the Tudor rose, or the French fleur-de-lis,
though these are much better ornaments in architecture
or heraldry than a more exact imitation of the several
plants.

The term ‘conventional ” has been applied to this treat-
ment of ornament, as if it were only by a common agreement
or understanding that it could stand for the natural objects
it is supposed to represent.

The aim of all architectural ornament, whether sculpture
or painting or carving, is to give richness or expression to
buildings ; and its excellence must be judged of, not by the
accuracy with which it imitates nature, but by the extent

to which. it accomplishes its objects in harmony with the
architecture.

These modes of giving expression to buildings have been
employed in different degrees by various nations, in their
several styles of architecture.

Mass and stability—the sense of cternal duration—seem
to have been what the Egyptians aimed at in their buildings.
They used stones of enormous size, and of the hardest kind,
and long ranges of monolithic columns and figures. They
built their walls sloping inwards, as being the most stable
form of construction ; carrying this so far in the pyramids
as to sacrifice to it every other kind of architectural expres-
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sion. Their ornament, grand, simple, and restrained in its
lines, aided the general effect. They sometimes covered
their walls with hieroglyphics, but the cutting was so
shallow that it never destroyed the sense of mass.

The engraving of the Temple of Karnac in Upper
Egypt (fig. 19) gives some inadequate notion of the gigantic
size of the masses of the architecture.

The Greeks worshipped beauty, and of all nations had
the greatest success in realising it in its highest form of
perfect proportion and exquisite purity and delicacy of
line.

In the architecture of their temples the construction was
of the simplest and most primitive kind. In those of the
Doric order, the purest and most characteristic expression
of Greek art, the building is placed on a platform formed of
great stones, in the finer temples of white marble, spreading
out in steps so as to give the idea of perfect solidity. On
this solid base the columns were placed. The Greck temple
(see fig. 20) was not an enclosed building, but a portico
built round the shrine of the god, giving shelter to the
crowds who came to worship, from rain and sun, not from
the cold.

The Doric column is without a base, or that widening at
its foot used in the columns of other styles of architecture
to obviate the impression that the weight it carries might
sink it into the ground; because the platform looks solid
enough to prevent any such impression arising. The
column widens from top to bottom in a gentle entasis or
curve, which counteracts the disagreeable appearance a
simple cylinder would have had, of looking thinner at the
bottom than in the middle and top. It is marked along its
length with flutings, a series of slight hollows and edges,
producing delicate gradated lines, which carry the eye
along it and suggest its function of supporting weight.

|
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To receive the weight it spreads out in the capital, on
which is placed the abacus, a simple slab of stone. On these,
stetching from column to column, rests the architrave, a
series of solid square stone blocks.

Above this is the frieze, which occupies the place of the
roof beams of older wooden construction, the traces of which
still remain in the #riglyphs, representing notched beam
ends. In the perfected architecture these fulfil the purpose
of marking the downward pressure of the weight. On
them rests the roof, which projects in the cornice, so as to
throw the rain off the building, and which crowns it along
its length with a mass of dark shadow. The roof is flat
pitched, for the idea of length, rather than of height, rules
the disposition of the architecture, and forms at the ends of
the building low gables or pediments.

Of architectural ornament there is none; there is no
carving of the parts into flowers, or cable mouldings, such
as Mr. Ruskin says makes the difference between architec-
ture and building. The Greeks did not use sculpture like
the Gothic architects, marking the construction and forming
a part of it. Many temples, like this one of the group at
Pwstum, in the Greek colony of Magna Grecia, were with-
out it. Where the Greeks used sculpture they set it in the
pediments, grouping it so as to fit their triangular form, or
filling up with it the spaces between the triglyphs; but
they never applied it or any representation of natural forms
cither to the base or architraves, or to the columns, which
are the working members of the architecture. In these it
would have tended to destroy the idea of Greek architecture,
the expression of weight supported with perfect stability
and perfect grace, which gives an impression of strength,
repose, and beauty the highest attainable in architecture.

Mr. Ruskin says it i1s not much to have done, to rest a
lintel on the top of posts. There is nothing clever in it;
any infant can do it. The arch was a much cleverer thing
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to invent. The Grecks knew the arch and used it in
drains underground, but they never showed it in their
buildings. It would have destroyed their god-like repose ;
they felt, as the Hindoos say, that ““an arch never sleeps.”

The form of the perfect Greek temple was, doubtless,
that of the earliest, which, with the persistency of religious
traditions, has never been departed from. To the simple
forms of Doric architecture the Greeks with their artistic
instincts gave such exquisite proportion as to make it, while
the race lasts, the standard of perfect beauty in architecture.

The Romans were a practical people—builders and
engineers rather than architects. In the time of the Republic
they seem to have had very little art, and scarcely a single
building remains which was erected then.

When, under the Empire, they commanded the wealth of
the world, they were the greatest builders the world has
seen.

Every country they conquered still retains the traces of
their occupation in the paved roads which led from Rome to
the farthest station among the barbarians, permanent camps
defended by towers and enclosed in a great square of
massive walls, so admirably built that they have defied the
weather and the continuous attempt to use them as quarries
ever since,—of aqueducts carried for miles over plains and
bridging great rivers, baths with magnificent halls, basilicas
or covered porticos for administering justice, temples, villas,
theatres, and amphitheatres, where the fights would have
lost their interest without the dcath of the conquered.
The Flavian Amphitheatre, even in its ruins, fitly expresses
this wealth and universal mastery. (Fig. 21.)

In its system their architecture was that of rulers rather
than of artists. It made admirable use of the means at
its command. The Romans used the unskilled slave
labour which they had in abundance in raising the masses
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of rough concrete and the great stones of their build-
ings. They covered these with slabs of rich marble,
or adorned them with ranges of arcades, rich vaulted
ceilings, floors of mosaic, monolithic columns of marble
and precious stones, and paintings and sculptures by Greek
artists.

Their buildings were the expression of themselves—
powerful and practical rulers, with an outside coating of
Greek culture, which had not become part of their own
being, and which indeed they did not rightly understand.
The splendour is all gone; but wherever the Romans
planted themselves, the solid masses of their buildings show
the power which in Roman law and literature and art still
rules our spirits from their urns.

Gothic architecture also had its own expression, charac-
teristic of the races who invented it. It used to be thought
that the idea of a cathedral was derived from an avenue of
trees—the pillars representing the great trunks, the crossing
vaulting ribs copied from the intermingling branches. The
Gothic builders certainly never intended any such imitation ;
their aims were much more practical. From copying, as
well as they could, the remains of Roman architecture beside
them, they were led, as we shall see, in the development of
a mode of fireproof construction, to a new and characteristic
style, which has in it the spirit of the forest-and of the
growth of vegetable life, just as Greek architecture has in it
the spirit of the beauty of animal and human form. Their
buildings express strength and vigour, sometimes almost
savage, and high aspirations and striving, rather than
repose,—characteristic of the race that raised them and of
the faith they held.

In the same way every natural architecture expresses the
mental characteristics of the people among whom it has
grown up. We understand most Eastern peoples too little
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to judge how far the same is true in their case. The
Hindoos have expressed in their architecture, their love of
subtilty and intricacy and minute refinement, their patient
laboriousness and their want of grandeur of character.

At the time of the Renaissance, or Revival of the fifteenth
and sixteenth centuries, the whole social system, the philo-
sophy and the art of the Middle Ages, which had served
their time, and the religious faith also in great measure, were
- broken up.

The rediscovered literature of the Greeks and Romans
flooded men’s minds with a new light which made the
previous ages seem dark. Beside the massive grandeur
and simplicity of the old Roman architecture, the worn-out
Gothic seemed everywhere trifling. Ancient literature and
art were deemed Classical, the standards of perfection.

The forms of classic art were universally accepted, but
the Gothic spirit, still vigorous among the northern nations,
worked them out into a new architecture, thoroughly Gothic
in spirit, with a character which for want of a better name
we call picturesqueness. Its effect seems due to happy
accidents, and is rather marred by the regularity and
symmetry which ruled every previous style of architecture,
including Gothie.

For the irregularity which we find in many old Gothic
buildings was not part of their original design. The
Strassburgers at first intended that their cathedral should
have two western towers, but, when they determined to
have a higher spire than any other city, they felt that the
symmetry became absurd and abandoned the building of
the second spire. A similar feeling probably influenced
the builders at Cologne, and when its two western towers
are finished, I believe the result will show that in finishing
only one tower the Gothic builder was right.

The sense of freedom and emancipation which the Revival
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brought, mingling with older medimval ideas, showed itself
in the architecture of which the Church of St. Etienne du .
Mont, beside the Panthéon at Paris, seems to me a typical

example. There is a richness. and sumptuousness in the

building which express the increase of physical well-being

and the joy in physical life of the times. In features and

ornament the design is mainly Classic, but there is nothing

of Classic repose or correctness. The pediments are broken

and twisted into curves, and the Classic mouldings and

ornaments are altered with a freedom which horrifies Classic

purists. The old Gothic spirit shows itself in the general

form, in the high-peaked roof, and in the movement and

energy of the design. The general effect of the design is

rich picturesque confusion, which fitly expressed the spirit

of the times which produced it; perhaps also of our own.

Such are the characteristics of the styles of architecture
which we know best, but they do not exhaust the effects
which architecture can produce; for if it expresses human
feelings and ideas, it must be infinite in its manifestations ;
and every original building will have some new form of
expression,

It is impossible to lay down any laws by which good
architecture can be produced or tested. It would be a
great comfort if we could have fixed tests in art criticism
to decide what is beautiful ; but no law was ever laid down
which a great artist could not break, and yet at the same
time produce good art. Sir Joshua Reynolds said that no
picture could be harmonious in which blue preponderated,
and Gainsborough painted his ¢ Blue Boy.” It is a law of
composition in painting, that a principal figure should not
be placed in the centre of a picture; yet artists have put it
there, and the picture has looked all right.

Such laws only. mean that the harmony they forbid is
difficult ; when it is achieved, the success is all the greater.

F 2
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Blue and green are supposed not to go together; yet, in
other instances besides trees against the sky, it is the most
exquisite of harmonies. As well say that the music of a
fiddle is harsh; yes, as we hear it.in steamboats. Yet some
people would prefer a popular air so played to a sonata of
Beethoven performed by Joachim.

Who is to decide ? In architecture, as in music, the test
of excellence is the approval of those who combine a
technical knowledge of the art with an inborn power of
appreciating it. Art criticism consists in some one who
possesses this power telling how an art production affects
him, its value depending on the truth and delicacy of his
judgment ; or else in his giving the public such information
that they can see from the same point of view as himself.

When a subject is of national interest, the sense of the
community itself perceives a certain way, and, when doubt-
ful of its own opinions, knows whose it ought to trust, so
that it comes to have settled and well-grounded judgments ;
while those who know nothing of the subject are made
aware, by the general sentiment, that they are not entitled
to have opinions of their own.

When the nation generally does not care for an art (as is
our own case at present with regard to architecture), and has
little knowledge of it, it appreciates its coarse and vulgar
manifestations (which, like popular airs, appeal to lower
but more widely-spread sympathies) better than its most
exquisite refinements, In art criticism the public do not
know whom to trust. The mere accident of the critic being
in a good position in society, or being an eloquent writer,
or knowing a little of the subject and being very rich, if he
is an amateur ; or, if he is an architect, being a good business
manager,—are common reasons with us for recognising a
man’s authority on architectural subjects; and, the art not
being generally understood, we seldom meet any one who
does not consider himself a perfectly competent judge of the
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merits of a building. The ultimate object of architecture is
no doubt, to please the public, not the architects; but if, at
first, it pleases only an ignorant public, it will soon be dis-
tasteful even to them, Its flashy crudities will pall, like
popular airs, but unfortunately its permanence forbids us
forgetting it as we do these.

Of the artistic effects of architecture enumerated in this
chapter, many, such especially as grandeur or sublimity,
would be out of place in ordinary houses. They are attain-
able in palaces; some of which, notably those of Florence,
are as impressive in their architecture as great religious
buildings.

Nowadays palaces generally are only larger houses to

accommodate a large establishment. State and grandeur
have become irksome to us, and are even despised, no doubt
because so frequently the sign of power which has departed ;
and the sense of power consequently seems more exquisite
to us when unencumbered by its trappings. Comfort and
convenience are all that are insisted on.
- This change is not advantageous to the development of
the highest type of domestic-architecture; but there is
still room for better art in modern houses than is usually
attained. To express our domestic life, it should be more
pleasing than impressive, mote: beautiful than grand,
characterised by refinement rather than by state.
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CHAPTER IIL

THE CONDITIONS NECESSARY FOR PRODUCING GOOD
ARCHITECTURE.

HY is it, that with all our mechanical skill and
appliances, with a power of construction, and a
knowledge of the art of all times which the world never
before possessed, our own productions in' architecture are
inferior, in art and in grandeur, to those of our ancestors in

the ‘Middle Ages, who had not a tithe of our wealth or

knowledge—that the churches we build are only imitations
(often far enough off) of theirs, while our best houses are
far inferior to those of Elizabeth’s time ? Not only are we
incapable of rivalling the granite structures of Egypt, or
the marble ones of Greece, but in truth and perfection
of architecture we have been distanced even by poor and
half-savage nations.

The causes of this are an interesting subject of investi-
gation, even apart from the chance that a knowledge of
them may help us to do better.

It may perhaps be said, to account for our undoubted
inferiority, that we are not a building race like the
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Egyptians, or an artistic people like the Greeks. .But our
cathedrals and our old mansions show that, in our own way,
we were once both great builders and great artists.
. It might be urged that this is not a building age—that
our life is too hurried, our minds too unsettled, for works
of permanence. * A man seldom now looks forward to living
in the same house all his life ; he regards it with no love,
and does not care what it is like, if it is water-tight and
large enough. - But with a population rapidly increasing
in numbers and wealth, and in the desire for greater comfort
and magnificence, we must go on building houses, and in
fact the ground was never more rapidly covered—not with
mere tents for shelter, but with houses often absorbing
much of the new-made wealth. We build even for the
pleasure of it, pulling down our cities to re-construct them
with wider streets and handsomer buildings. The country
has been studded with new churches; and public bodies,
from the Government to small town corporations, engage
eagerly in’ erecting all sorts of buildings, almost all with
-some attempt at architectural magnificence. It is not, then,
want of wealth, nor of desire for art and grandeur, nor that
the necessary talent is not born among us, nor a want of
constructive skill, which makes our architecture a failure, as
compared to the old, very much in proportion as it departs
from the old forms. Nor is’ it ignorance, for we have a
knowledge of the styles and buildings of the. world such
as no age ever had before, not by description merely, but
in drawings, measured so accurately that we might re-
produce the buildings. :

The cause is not far to seek: it lay in the method or
system under which the old styles were practised, by means
of which success in what they aimed at was universally
achieved. -

These old styles were traditional. They each contained
the accumulated experience of the time and country, which
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had grown up gradually during centuries, each age having
its own methods, being confident that they were the best,
and incapable of even conceiving of any other. For all
men under the same influences of climate, race, and religion,
there was one style of architecture as there was one
language. As the people changed, their style changed
with them. Rude and barbarous at first, it was gradually
refined and improved; and it decayed with the decay

1 i

of the nation, or of the social arrangements within the

nation with which it had arisen. Changes were not made
in it for the sake of change, any more than new words are
invented without cause; but it was not stereotyped—each
tried to improve on what had been done before. Con-
structive and artistic problems were gradually solved;
imperfections, crudeness and errors corrected ; till, having
arrived at its highest perfection, the necessity of change in

all living things gave it some new aim, generally lower,

less simple and true.

The same system is followed in painting and in all the
arts, and it is the only one by which constant success has
been attained. Though each sees but a little way, he has
the advantage of the thought, the discoveries, and the failures

of his predecessors; his work is cut out for him—to make

use of, and improve on them. If it is essential to success
in painting, where the picture is the work of a single man,
it is a hundred times more so in architecture, where the
labours of many men and of a dozen different trades and
arts must be united in the construetion of a building.

An art conducted in this way must always be right,
for it is natural and true; always interesting and worthy
of study, as reflecting the thoughts and feelings of the
people, their character and history, how they influenced
surrounding nations, or were influenced by them. Its laws
and development are as regular as those of nature. We
can almost reconstruet an old building, and tell its date
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from a scrap of its mouldings, as Professor Owen could an
extinct animal from one of its bones, ;

Architecture with us at present works under very dif-
ferent conditions. Instead of one settled style, which every
one understands, and in which all workmen and artists are
trained, we try Gothic one day, in all its modifications,
from Norman to Perpendicular, and the next, every possible
variety of Italian Classic, with an occasional change to
Greek, Chinese, or Hindoo. In regard to each of them, we
are in the position of a schoolboy making Latin verses.
By the help of dictionaries, and a knowledge of the best
originals, he may correctly and elegantly express even
modern thoughts and feelings; but his work is not living
art, and can have no human interest except in determining
his place at an examination, by showing how closely he
can copy.
~ This system of copying arose in the fifteenth century
with that enthusiasm for everything Classic, which tried to
reproduce, not merely the language and architecture, but
_even the dress and mode of life, of ancient Rome. But
there are earlier instances in England of copying before the
Classic mania commenced. In the western part of the nave
of Westminster Abbey, built in Henry VIL’s time, the
style of the older work is copied so closely that few but
architects notice the difference.  The arches have the same
form as in the earlier work, but the mouldings are per-
pendicular in character. In so doing, the builders were
no doubt artistically right, but it would have been im-
possible for them if they had thoroughly believed in their
own style.

The vitality of the native style was spent. It was
to succumb to the first invader, and the revived Roman
art” being received as the outward expression of the new
intellectual life, spread resistlessly throughout Europe,
irrespective of creed, among Catholics, Protestants, and
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Jews, and has since been. carried over the world with
modern civilisation. Spanish, Dutch, and English settlers
took it with them to America. Later emigrations have
localised it in our new colonies. The Hindoos are copying
their masters in this as in other things; and the Turks
are now adopting it as a sign of their capacity for Western
civilisation.

This system of copying, which pronounces architecture -

good and correct, the more closely it resembles some style
long since obsolete, produces results very different from the
old, natural method. Instead of changing and advancing
with the life of the nation, it has a tendency to go back to
its starting-point. At first the old model is not under-
stood, and modern elements are mingled with it; just as a
boy, writing. Latin verses, will at first destroy their purity
with English idioms and constructions, all traces of which
he may succeed in. removing, when he becomes better
acquainted with ‘the originals. The style is subject to
continual aberrations, making its course not progress, but
see-saw ; for it is dependent not on the accumulated labours
of generations, but on the knowledge and caprice of
individuals.

The earliest Classic in France and England, and wherever
clse, as in Venice, the old style was vigorous, was half
Grothic, but gradually it became more classically correct and
uninteresting. Our earliest revived Gothic at Strawberry
Hill is really the ordinary builders’ Classic of the period,
with some pointed windows in it, and ridiculous imitations
of Gothic mouldings. The Perpendicular churches of
thirty years ago are better, but no one could mistake
them, like some we. build now, for old ones. Since that
time, the Gothic style, especially in its earlier and more
perfect development, has'been thoroughly studied and illus-
trated; some of the churches built in it being nearly as
good as old ones, showing here and there modern develop-




CONDITIONS OF PRODUCING GOOD ARCHITECTURE. 75

ments, while a’ very few are accurate to the minutest
particulars. ~Goothic architects, however, do not acknow-
ledge that absolute. obligation of old authority, which ulti-
mately deprived the revived Classic of spontaneous life,
Those who have known the style so well as to be imbued
with its spirit, have produced works both original and
true ; but Gothic freedom has oftener merely meant hberty
to go wrong.

One of the worst effects of this system of copying is, that
the striving after correctness and perfect imitation of the
dead standard leads to the adoption of features unsuited to
modern wants. Great porticoes block up the windows of
English country houses; ‘“the orders,” with their propor-
tions immutably fixed, trammel and spoil the des1gns'
great pillars block up chapels built for preaching in, and
windows in houses are made pointed, rendering their wood-
work inconvenient and window-blinds impossible.

The evils of copying are multiplied and aggravated when,
as at present, we attempt a number of styles at the same
time. When only one style was practised, there was some
chance of its being understood, at least by experts and
by the learned; and of its being correct, though to the
public uninteresting and unintelligible. How can any
one master the principles and details of half-a-dozen styles,
so as not only to know them correctly, but to enter into
their spirit so thoroughly as to be able to compose in them ?
Some one told Wordsworth of a friend of his who knew
seven languages. ¢ Indeed,” he replied ; *there are few
people who know their own.” Ordinary architects have
about as much knowledge of the different styles they
practise in succession, as couriers have of the half-dozen
languages they profess to speak. ,

Half-a-dozén different sets of laws being in vogue—some
opposed in prineiple, and some, those of Gothic especially,
proclaiming. the right of variety and individual freedom—
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ignorant architects, instead of following old work, perfected
by the continuous labour of ages, dignify their own crude
conceptions with the name of originality. ;

While we confined ourselves to Classic there was a standard
which, though a dead one, recognised as essential an adher-
ence to laws of proportion and harmony, which experience
had gradually perfected. Correct dulness was often the
result, but we were at least saved from the utter defiance of
these laws, which make some late specimens of modern
Goothic the most impudent and offensive erections which the
depravity and ignorance of man has perpetrated.

When a profession is established on fixed principles, like
medicine or law, those who need its assistance may go to a
village doctor or attorney, confident that they will be well
advised, according to the best light of the age; just as in
old times, when there was only one style, village masons
built good Gothic churches or Classic houses. If we
practised indiscriminately French and English law, with
their variations through five centuries, and a man could
elect to have his case decided by the law as it existed at any
period in either couniry, only the most extensive reading
and knowledge could fit a lawyer for his profession, and
those who understood their work would be very few. The
actual state of architecture is nearly as: absurd as this wild
mlaglnatlon

If this is true of those whose busmess it is to know it
(and that it is so is shrieked through the land by music-halls
and cemetery chapels), what hope can the public, who have
no training in it, have of understanding its principles? To
the unlearned and ignorant all its styles must be unknown
tongues.

Similar views as to the advantage of the system
under which old architecture was produced, have been
expressed by Mr. Fergusson in his able and interesting
‘ History of Architecture’ and throughout his works. But,
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as to the remedy for the present state of things, opinions
differ. ol

“The great change which was introduced at the Refor-
mation,” Mr. Fergusson says, “was this. A Technic art
came to be cultivated on principles which belong only to
one of the Phonetic class;” that is to say, architecture,
which is only the useful art of building elevated to a fine
art, as “cooking may be refined into gastronomy and
tailoring into an important art without a name,” came to be
treated as if it were like poetry, painting, or sculpture, one
of the phonetic arts, “merely different modes in which
men’s thoughts can be communicated to other men, or
perpetuated for the use of posterity.” In the technic or
useful arts, those, for instance, connected with food, cloth-
ing, or shelter, progress has been slow and gradual. Each
worker is heir of an accumulated experience, so that any
mechanic can now make a better steam-engine than Watt :
“as in India, at this hour, local masons, who can neither
read, write, nor draw, can design as beautiful buildings as
ever graced that land.” But in the phonetic arts, poetry,
painting, sculpture, “the individual stamps the value.”
“We do not now find men writing better epics than
Homer, or better dramas than Shakespeare. We do not
see finer sculptures than those of Phidias, or more beautiful
paintings than those of Raphael.” ¢“No one dreams,”
therefore, “of altering a poem or of improving a statue
or picture, though they may be the production of inferior
artists. But in the Middle Ages no one ever hesitated to
rebuild the nave of a cathedral, or to add towers or chapels
i the newest fashion to the oldest churches,” just as “no
Comptroller of the Navy ever hesitated to cut one of Sir
W. Symond’s ships in two, if by lengthening her he could
improve her qualities.” ¢ No one has cared to record the
names of the designers of the mediceval cathedrals; pro-
bably nobody knew who the architects were. The art was
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a true art; it'was more difficult to do wrong then than to
do right now. No genius, however great, could.then
enable an individual to get much ahead of his compeers,
while the most ordinary ability enabled any one to do as
well as the rest.” But ¢ the individual is now everything
in architectural art, while the age is of as little importance
as in a poem or a picture.” And so “it would be con-
sidered sacrilege to meddle with or attempt to improve
St. Paul's Cathedral, out of respect for Wren ” (I only wish
it were so considered), “and Blenheim must remain the
most uncomfortable of palaces, because it was so left by
Vanbrugh.” “The new system subjects art to the caprices
and vagaries of individuals.” ¢ What a man learns in his
lifetime dies with him ;” “ his successor has to begin at the
beginning ;” “their careers probably cross each other.”
“ An architect in practice can never afford many hours to
the artistic elaboration of his design,” and hence *the
remarkably small amount of thought that a modern building
ever displays. The evil has been aggravated in modern
times by architecture being handed over too exclusively
to professional men who live by it, and generally succeed
more from their businesslike habits than their artistic
powers.” In conclusion, Mr. Fergusson says that, “ without
a reorganization. of the whole system, we must be content
to allow copying to the fullest extent, and must be satisfied
with shams, either Classical or Medieval, until at least the
public are better instructed, and demand or initiate a
recurrence to the principles that guided the architects of
those ages when true and real buildings were produced.”

I do not think it is a straining of Mr. Fergusson’s
opinions to say that his view is that, under the present
system in which architects direct the construction of build-
ings, by means of drawings, good architecture cannot be
produced, and that we should return to the system of the
“ true styles,” when there were no architects, in the modern
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sense, but the ‘employer communicated directly with the
workman who executed the work’; in fact, that archltects
should be dlspensed with.

These opinions of Mr. Fergusson were restated in three
articles in the ¢Quarterly Review, entitled ¢“The State of
Inglish Architecture ” (April 1872); “The Completion
of St. Paul’'s” " (December 1872); and the “Hope of
English Architecture ” (December 1874). In these articles
the writer argues that in Greece, Rome, and medieval
England (which last, with more patriotism than accuracy,
he says, was “for six centuries the finest scene of architec-
tural display that the world ever saw”), as well as on the
Continent, architecture was produced not by architects
directing ‘'workmen by means of drawings, but by men
who, while working with their own hands, had charge of
their fellows as foremen or master-workmen. He ‘quotes
numerous cases in proof of this from Mr. Street’s book on
Spanish Architecture, in. a tone which - seems to imply that
he convicts Mr. Street of inconsistency in relating them
and yet continuing to practise as an architect.on the system
now prevalent. His latest article concludes as follows :—
‘“Such was the master workman of the past, whose free
imaginative power has ever been the life of art; and in like
manner the emancipated workman, gloriously ¢impelled,’
must always be, and is, the only real hope of English archi-
tecture.” He expresses his hostility to architects unre-
strainedly. ¢ These eminent persons,” he says, “have been
the bane of art for the last three hundred years.” .Again,
he calls them, “ A spurious, we had almost said a quack
profession;” and again, he says, “There will then be no
need of the ¢ profession,” and architects will subside into
their proper  places as bookmakers, artists, business mén,
students of symbolism and arch®ology, and, in fact, pupils
and iilustrators of those very workmen whom they now
profess to direct and to. control.”
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The opinions above recited assert or imply not only that
in the best times of the art architecture was produced
without architects, but that this is the only right way of
producing it. If they have any practical meaning, and are
to influence the conduct of any one in the present day
who is thinking of building, they amount to an advice
to him not to go to an architect for his plans, but to
work them out himself with some intelligent foreman or
builder.

The subject is of importance, not only to architects, but
to the public, who, I believe, would get worse architecture
than they get even at present, if they attempted to put
the advice into practice.

Mr. Fergusson believes that our modern architecture is
bad, because since the Reformation the art has been con-
ducted on a false method ; that whereas it is a “ technic”
art, it has been treated as if it were a * phonetic ” art, like
sculpture or poetry; and that instead of developing by a
natural process of evolution, it has been under the control
of individuals. : :

This distinction has not, I think, any existence in reality.
The arts which Mr. Fergusson calls “ phonetic” do not
arise out of the gift of speech, as Mr. Fergusson asserts, but
are rather substitutes for speech. Ile seems to have classi-
fied the arts as technic and phonetic, putting aside the
familiar distinetion of the arts as useful and fine, in order
to avoid classing architecture as a fine art with painting and
poetry. But in truth the distinction between these arts
does not lie in the subject-matter of the art, but in the
manner of treatment. Any useful art may become a fine
art by having added to it the element of fineness—of beauty
of colour or form, or of expression, that is, any element
making it the vehicle of human fecling or emotion, such as
tenderness, gladness, solemnity, or even, perhaps, mere
refinement and perfection in work. “Every useful art,”
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Mr. Fergusson admits, “is capable of being refined into a
Jine art.” *

Architecture is not only a fine art, but it is included in
Mr. Fergusson’s definition of the “phonetic” arts, being
one of the noblest and most lasting “ modes by which men’s
thoughts can be communicated to other men, or perpetuated
for the use of posterity.”

Now, one of the results of an art developing into a fine
art is that, the art expressing the personal emotions and
feelings of the artist, we come to have an interest in his
personality. 'We resent the alteration and interference of
others, as destroying the value of the work—the art becomes
individual. :

This, at least, is the case in our present state of society
and civilisation. But in certain states of society we find
arts flourishing in what we may call a traditional manner.
Their origin is lost in the past. They are handed down
from father to son. They are understood by the whole
community, and seem the expression of the mnational
character. Their progress is slow and gradual, and we
can measure it only by comparing the productions of the
art at long intervals. This is what Mr. Fergusson means
by a “true” style of architecture. But he is in error in
saying that architecture differs in this from poetry and
other arts; for, in primitive states of society, we cannot
recognise the individual inventors in poetry and sculpture
any more than in architecture. They are lost in the
community, or in a school of poets or sculptors handing
down a tradition. In them as in architecture the age seems
everything, the individual little or nothing. Mr. Fergusson
ranks Homer with Shakespeare, as both equally historical
personages. But few now hold that the poems of Homer
are the work of any one man. They and other early Greek
poems come to us as the collected traditions of the schools
of professional singers and rhapsodists, who recited them at

VOL. T. G
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the public festivals. In the early history of every race
literature and all the arts exhibit the same characteristic.
The folk’s lore and national tales, characteristic of the genius
of each people, even when traceable to some source common
to them with other races, and the national proverbs are all
authorless, so far as we know, and with as much truth as a
style of architecture or ornament might be said to be the
result of slow accretions of tradition. But no one would
think of calling only such national poetry and literature
true, and what has been written by poets whose names we
know false, or of lamenting that under our modern system
literature had lost its ethnological value.

The art of sculpture was practised in the same anonymous
traditional manner. It was a useful art to begin with—to
supply idols for worship, of the rudest kind, as we see from
those lately found at Hissarlik (claimed as the site of Troy).
The growing refinement of the Greek race, which tingled
with art to the finger tips, in time made these statues of
the gods the highest expression of art which the world
has seen. Early Greek coins show a slowly developing
tradition. The later coins of Syracuse are signed by their
engravers.

It is the same in the art of music; each nation has its
national airs, breathing the spirit and sentiment of the race,
handed down by tradition, and doubtless changing and
growing as each musician passed them on. But since the
time of Palestrina, composers, like architects, have asserted
their individuality, and the history of music, like that of
architecture, as Mr. Fergusson complains, has become an
account of the lives of inventors.

In other departments the same thing is seen. Any ship
carpenter used to be able to build a ship about as well
as any other. Now we have individual inventors; and
thongh this takes from us the safety of slow progress,
and renders us liable to a fiasco like the Great Eastern, no
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one thinks of urging that the designing of ships should be
relegated back to the working carpenters.

In like manner the so-called phonetic art of painting has
passed through a stage similar to that of the “ true ” styles
of architecture—the state in which it was in Italy when
Cimabue gave it life, in which it still exists, in the supply
of pictures for Greek churches—a fine art in a sense, not
without a sort of beauty, under its conditions—a tradition
transmitted by common workmen, gradually changing with
the advancement or decline of the race.

The state of society in which the arts are traditional, is a
state of stagnation. There is a very small stock of ideas
common to all the tribe; every man thinks exactly as his
neighbour and as his fathers did before him. All wisdom
comes from them, and the old men as nearest the source are
the sole repositories of truth. New ideas are regarded as
blasphemy, and if they spring up are crushed out by the
common sense of the people. The thoughts and ways of
other nations are regarded with hatred as things the earth
should be purged of; or, if with tolerance, as strange and
inconceivable. Customs are often circumscribed in the
narrowest districts: each village has its own peculiar dress,
each district its own type of building.

The period during which a nation may remain in such
a state is absolutely indefinite. Many savage tribes appear
never to have changed since the stone age. The East is
still much as it was in the time of Moses, and from its daily
life supplies illustrations of Biblical customs. The break-
ing up of such a state of things is always an epoch in a
nation’s history, filling it with the gladness of new birth.

It came to the Florentines, in the art of painting, when
Cimabue for the first time painted a Madonna with some
touch of human feeling—when he made the art phonetic, as
Mr. Fergusson would say ; and, however feeble the flicker
of life in the picture, as it hangs gaunt on the wall in Santa

G 2
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Maria Novella, may scem to us who know what the life
grew to of which it was the germ, it filled the people with
such joy ‘that they carried it with shouting and triumph
through the streets ; so that to this day the suburb through
which it passed is called the Borgo Leto.

In our own day a new birth has come to the Japanese,
affecting not their art only, but their social state and all
their customs. Their art, which to us was a new sensation,
seems now crude and barbarous to themselves. They are
delighted with the new idea of perspective and distance,
Marching in the ranks of European civilisation, they glory
in black trousers and tail coats, as the outward and sensible
sign of their new inward life. ~One who was present in
Japan during the change told me that though the command
of the Mikado, believed to be divine, was needed to start
the nation on its new road, even that would be powerless
now to arrest it. .

The same sort of thing is happening everywhere. Travel
is losing its interest, for every place is getting like every
other. The beautiful national costumes of Norway are dis-
appearing. All our own old ways are dying out. The
Great Exhibition of 1851, it has been not untruly said,
destroyed the last remnants of art in England. Everywhere,
the old traditional arts are perishing. New Turkey carpets
are harsh and bad in colour. We only know what their
colour once was when we see an old one in some country
house where the furniture has been unchanged for a
century. Every year, in India, carpets with the exquisite
old colour have to be sought for farther up the country. If
Mr. Fergusson went back there, I fear now he might not
find his village mason building the traditional tombs. In
Persia the art of carpet weaving has perished, by the
destruction of the old weavers in the famine, and the
country has taken to Iuropean ways. All over the East
the art which has lived there since the days when the
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mother of Sisera looked for her son returning from battle

with “a prey of divers colours of needlework,” is disappear-
ing. Our age of steam and universal inter-communication
is witnessing the destruction everywhere of arts which have
their roots in the earliest traditions of the race. Their con-
tinued transmission dependéd on a stagnant social condition.
When that is broken up they perish with it. It is sad, butit
is inevitable ; for, once a man has known individual freedom,
he can never again be a mere transmitter of tradition.

And this is the age in which Mr. Fergusson tells us to
return to those old ways in architecture, which he says we
gave up three centuries ago. He might as well tell the
dead to rise. His ‘ History of Architecture of all Countries
from the Earliest Times to the Present Day,” is of itself a
proof that we have emerged from the state which conceives
its traditional ways the only possible ones—that we can
appreciate new and foreign ideas. If they seem better to
us, we are sure to follow them under the guidance of their
originators, not of common workmen who do not understand
“them. . '

There is thus no ground, in fact, for Mr. Fergusson’s
division of arts into phonetic and technic ; the first produced
by individuals, whose names we know ; the latter anonyrous,
transmitted by tradition, and, advancing by the slow imn-
provements of ordinary and unknown men; anonymity
and transmission by tradition have been at certain times a
condition of all other arts as well as of architecture.

Equally erroneous is the assertion, on which depends Mr.
Fergnsson’s division of the history of architecture into two
markedly different periods, that, till the Reformation, the so-
called true system everywhere prevailed; and that, since
then, the so-called false system has prevailed throughout
Europe.

It is no doubt true that most of the old styles of architec-
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ture, especially those which continue, as in India, to the
present day, were practised by common workmen during
long periods as traditional styles, and continued gradually
progressing without any such change as to be marked by
the names of the architeets. But I think it can be shown
that this is not true as regards the rise of Gothic architec-
ture. It arose in France in the building of the great
cathedrals, during a period of remarkable social and mental
activity, when the towns threw off the fetters of the feudal
system, and gained their liberties and the right of having
walls. It was an outcome of that Renaissance within the
Middle Ages, which produced the free thought of Abelard,
the love poetry of Provence, the new music of rhyme. The
rise of the new architecture was rapid, the whole of the
French cathedrals having been built and left almost as we
find them within a period of eighty years.

It was not a slow improvement of traditional ideas by
unknown workmen. On the contrary, we find in it one of
Mr. Fergusson’s characteristics of a “false” style ; we know
the names of the architects.! They seem in many cases to
have been laymen, judging from their names and the lay-
man’s dress in which some of them are represented on their
tombs.

In the centre of a labyrinth marked in lines on the pave-
ment of Amiens Cathedral, lately destroyed, were engraved
the names of the “ masters,” who in succession directed the
works in the beginning of the thirteenth century—Robert
de Luzarches, Thomas de Cormont, and his son Regnault.
Peter of Montereau, in 1240, was commissioned by St. Louis
to build the Sainte Chapelle at Paris. With his wife he
was buried in the choir of the Lady Chapel of St. Germain
des Prés, now destroyed, which also he designed.

! The Cistercian Abbeys in Yorkshire, which are the earliest pure Gothic works in

this country, seem to have been the works of the monks themselves. William of Sens
and William “ the Englishman,” were both Benedictine monks.
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Libergier was the architect of the very perfect Church
- of St. Nicaise, at Rheims, as his tombstone, removed on the
destruction of the church to the cathedral, tells us. Peter
de Corbie built several churches in Picardy, and probably—
Viollet-le-Duc thought—the chapels of the apse of Rheims.
John de Chelles constructed, in 1257, the gables of the
transept, and the first chapels of the choir of the Cathedral
of Paris. In 1277, Erwin of Steinbach commenced the
great doorway of the Cathedral of Strassburg.

The names of the masters who directed the work at
Rheims, Noyon, Laon, and built the fagade of Paris, are
lost ; as, they well might be, from the lapse of centuries and
the destruction of records in France. But the instances
given, collected by Viollet-le-Duc, show that Mr. Fergusson
is wrong in stating that no one seems to have cared to
preserve the names of the designers of the Medizval
cathedrals. The preservation of Villars de Honnecourt’s
sketch-book shows that the small respect in which the
Reviewer holds architects and their drawings was not

- the feeling of the thirteenth century.'

-The Reviewer and Mr. Fergusson may, perhaps, answer
that these men were not architects, but master-workmen.
But while the sketch-book proves that Villars designed and
directed work by means of drawings, there is nothing to
show that he worked with his own hands at the buildings ;
while the plan which he gives us of a church, designed by
himself and his friend, Peter de Corbie, seems as much
individual work as any produced under the “ false ” system.

These men, it is true, may have been engaged on only
one cathedral at a time. But a cathedral, as then conceived,
with its wealth of design, furnished ample work for the life-
time of any man. It might, perhaps, be an improvement

! Britton gives in his ¢ Christian Architecture” a list of over 150 architects

employed in England during the Middle Ages, together with the churches which
they ecrected.
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on our practice if we had a greater number of competent men
among whom our great works might be distributed, so.that
one architect might give his whole time and thoughts to each.
But this does not prove that architects should be superseded
by workmen. Our difficulty is the system of building con-
tracts, which compels the planning of the building to its
minutest details, usually in haste, before it is commenced,
and which makes after-revision and improvement difficult.
And when we see the enormous number of buildings,
sometimes designed by modern architects—as, for example,
the brothers Adam—all over the three kingdoms,—all
full of invention, elegant, finished, and correct according
to their own style, we are bound to admit that the fact of
an architect designing a great number of buildings, does
not prevent his doing good and original work, full of
variety. The result, however, is harder to attain now than
formerly, when all workmen were trained in the same style
as the architect himself.

The instance of the Cathedral of Gerona, in Spain, where,
in 1320, an agreement was made with a French architect,
Jacques de Favariis, to superintend the works, and to visit
them six times a year, seems very like our modern practice.
We have documentary evidence that the design of these
buildings was in each case the production—or, at least,
under the control—of an architect superintending every part
of the work from the foundation to the furnishing. The
structure of the buildings themselves proves it, from their
unity of design, and from the admirable adjustment of the
various parts—a result which, in a new art rapidly de-
veloping, and before its principles were settled, could not
have been attained by any mere understanding among
hosts of workmen. It might perhaps be possible in a fully-
developed art, with established principles and traditional
modes of work, as in fact happened in late Gothic art, the
various trades, without an architect {o direct them, working



CONDITIONS OF PRODUCING GOOD ARCHITECTURE. 89

harmoniously enough together at the sort of buildings to
which they were accustomed. But this system might fail,
as Viollet-le-Duc shows it did, in the restoration of Rheims
Cathedral after the fire in the reign of Louis XI., when the
building and its architecture were strange to the workmen.

I think, therefore, there is ground for believing, that, at
the rise of Grothic architecture, buildings were designed by
architects having much the same functions as those of the
present day.

It can be shown still more easily that the second part of
Mr. Fergusson’s statement, namely, that the so-called false
system has prevailed throughout Europe since the Reforma-
tion to the present day, is erroneous; for the evidence of
the contrary is everywhere round us.

Architecture took a new start in the fifteenth century in
Italy, in: the sixteenth in England. Gothic had solved
its problems, had reached the limit of height in cathedrals,
the limit of twisting stone in tracery windows, and of tracery

_ decoration on the walls; while in England it had stiffened

into Perpendicular, and, for reasons, logically good, the
pointed arch had been gradually flattened till it became a
straight lintel. The art could go no farther. In a stagnant
state of society it would have lingered on, degraded like
modern Chinese pottery, but in the creative age of the
Renaissance it had lost its interest and was thrown aside
like a sucked orange.

In the state of Gothic at the time, it was impossible that
an age which had found a new life in Classical literature
and sculpture, could avoid adopting Classic architecture.
But the Renaissance architecture was not mere copying,
as Mr. Fergusson seems to assert by his nick-name of
“copying styles.” The great palaces of Rome and Florence
are original works, not copies of old Roman remains. The
dge was fortunate in France, Germany, and England, not
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only in the possession of great original architects, but in
the good sense to employ them instead of mere copyists
and bunglers. Thus the new style became established as
the style of Europe and of every country which adopted
European civilisation. It soon came to be worked on
the system of what Mr. Fergusson calls a true style, not
by original architects, but by workmen following a tradi-

tion. It mingled with such traditions of the old Gothic as -

remained in each country, each of which produced its own
type of the new style; and, notwithstanding the more
frequent employment of architects during the last few years,
it still remained the traditional style everywhere. Kvery
workman has been apprenticed to it and understandsit; and
in it builds without drawings, according to Mr. Fergusson’s
“true system,” those houses which Englishmen who must
live in them justly abuse. The style has, to borrow a
term applied in ecclesiastical controversy to a true church,
a note of a “true style;” it is practised by workmen as
by an instinct; its productions can be reasoned about
with the same certainty as those of the instincts of the
lower animals; and, like them, it sometimes produces
curious results by being followed out in unsuitable circum-
stances. I remember once seeing a row of houses in a
street where the side wall of the last house overhung a
wooded bank and commanded an extensive view. [eason
would have put the windows in this wall, but the builder’s
instinct prompted him to make this house exactly like the
others, and to make the wall blank like the other party-
walls, with the chimneys in it.

It would seem then from the history of the Gothic and
Renaissance styles that it is law of progress in architecture
that architects with the gift of originality, and whose
names have consequently been remembered, design original
buildings. The new fashion is imitated by the ordinary
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workman, and a traditional, or true style (if Mr. Fergusson
prefers so to call it), is established, which continues de-
veloping by constant changes, till a new *epoch-making”
period of mental activity gives a chance to original minds
to make a new start. The same thing happens in other
arts. Our original painters, like the old masters, have each
their school of followers. When railways were first started,
original minds, like George Stephenson’s, were needed to
lay them out; now any contractor, even any common
workmen, can make them. Any fool now can go to America
or make an egg stand on its end, though it needed a
Columbus to do either for the first time.

The late Gothic revival is an instance of the same thing.
Pugin and others started it, and his works, though among
the earliest, are still among the best, because they possess
the originality of genius. The style has now become
traditional, with established forms and modes of work, if
not for houses, at least for churches; not among workmen
who, though they make abortive attempts in it, being still
imbued with the degraded Classic traditions, have never
understood it; yet with architects who, except when they
unite with bad taste a belief in their own originality, design
fairly good Grothic churches.

This is also true of the new fashion of so-called Queen
Anne; although those whom accident may have caused to
be accounted its leaders may not be those who first started
it. The London builder is adopting its features, with more
chance of success than in Gothic, since it is the natural
outcome of London materials and modes of work ; but it is
to be feared that both he and the more ignorant architects,
in attempting to avoid commonplace may run into vulga-
rity, to keep clear of which, in this style, requires the
constant restraint of good taste and refinement.

We see, then, that in architecture, as in other arts, in
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times of which we have any record, we can trace the rise of
new inventions and know the names of their authors, while
in times of which the records are lost, the names of the
poets and sculptors have perished equally with those of the
inventors of new styles of architecture. The anonymity
of the “true” styles of architecture is an accident of our
ignorance, not inherent in the nature of the art, and forms
no ground for distinction between it and other arts.
Reasoning from what we know to have happened in
historical times, we may be certain that the earlier improve-
ments in architecture, great or small, were not made by
common workmen or by the general sentiment of the
community, but by individual inventors whom then, as now,
the multitude copied and followed. If these old works of
art express the feelings and genius of the race, it is because
the race adopted them as the expression of their own
thoughts, National poetry is the creation of individual
poets, national music of individual composers, and national
architecture of individual architects, and the patterns and
colours which we admire in Eastern carpets, are the in-
vention of some long dead and forgotten designer. These,
each in his own art, impressed their thoughts on thenation,
so that they became the expression of the national sentiment.
Everywhere, and in all time, progress has been determined
by the individual. Tennyson’s soft music has infected all
the youth of our age. Before him was Campbell, ¢ blowing
trumpets and beating drums.” For a time all aspirants to
poetry were Byronic. When we go far back in time, we
must believe that there was same infection of personal
influence and mood.

Now, as in all time, individuals, however remarkable
they may be, are, in a sense, the products of their age and
country ; but there is no reason for thinking they were
more so formerly than now.

And architecture is necessarily a product of its time,
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and influenced by national movements rather than by
individuals, to a greater degree than an art such as poetry,
for several reasons. For in the first place, in domestic
work, it must suit itself to our life and habits; and these do
not readily change, even for the better, at the bidding of
any single individual ; while, in its application to religious
purposes, it is dependent on the prevailing religious senti-
ment. The romantic revival in architecture was a sequence
of the romantic spirit in literature and religion, and it will
last as long as these.

In the second place, originality has not the same chance
of showing itself in architecture as in poetry. A poet
produces his work notwithstanding that his audience is
unfavourable ; and if, as in the case of Wordsworth and
Tennyson, it is received at first with opposition and ridicule,
if the work is genuine, time will give it currency and favour.
But an architect’s work must be approved before he is
employed ;-and in his case, as in the poet’s, new ideas being
strange, are received with opposition and dislike all the

~greater the better they are, and the higher they rise above
the heads of the people. It is sad to think of the good
buildings which have been lost to us from this cause. We
wasted our gift of Pugin. We may see in his little church
at Ramsgate, where he had his own way, and which seems
almost to contain in itself the whole Gothic revival, what a
wealth of architectural design he could have given us if we
had had eyes to see and hearts to receive it.

A third reason why architecture cannot be so dependent
or individual originality as poetry or literature, is that a
building cannot, like a poem, be the work of one man. No
doubt, by full and careful drawings, one man can direct a
work down to its minutest details, and in the present state
of workmen’s training, this is the only way to get it right.
But in such a state of things architecture labours under
enormous difficulties. The men who are capable of doing
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this when, as at present, architecture has no settled rules, and
they are left to their own innate taste and sense of right,
are mnecessarily few, and they are the least likely to be
employed. The public taste is ignorant and uninformed;
debased by a vulgar sensationalism to which the boasted
freedom of Gothic has too readily lent itself. It is otherwise
when the laws of art are settled, when they are universally
diffused, learned as traditions of the trade by apprenticeship,
and practised without difficulty by men who could never
have invented them. Then the work of architects, sculptors,
carvers, painters, furnishers, fits together naturally and
without effort.  If we ever get back to such a state, it will
not be by a fortuitous concourse of common workmen, but
by men who can conceive, see clearly, and work out new
order and beauty. The hope of our architecture depends on
our having men who can do this, and on our giving them
the opportunity of doing it. But, as in Pugin’s case, there
is more chance of our having the men than of their being
employed.

We agree with Mr. Fergusson and the writer in the
Quarterly, that the present unsettled state of architecture is
a misfortune to the art. DBut the causes lie deeper than
architects can control; they cannot change the spirit of an
age; they are but straws in the tide of opinion which, in
more important matters than architecture, is in a state of
flux and movement.

But all the more on this account does it seem to me our
duty to preserve, instead of destroying, such building tradi-
tions as remain among workmen, to give new vigour and
interest to a style still living, though commonplace and
degraded, and to give beauty and refinement to forms which,
left to uneducated builders for bhalf a century, had become
vulgarised, while the talent and refinement of the country
were following the new cry after Gothic.

This consideration is, I think, a good justification of
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the reaction towards the freer forms of Classic, which
is now influencing our architecture, though its cause lies
deeper.

When the Reviewer says that the hope of English
architecture lies in the working man working without the
aid of architects, on the traditional system of the true
styles, we answer, that we have had that condition for fifty
years, and the result is our dismal suburbs of London
builders’ houses. It was not in this way, as we have seen,
that architecture progressed in the past, and, as Bishop
Butler says, there is no reason to believe that it will be
otherwise in the future.

There may be virtue in working with our hands. The
digging and delving to which Mr. Ruskin has set some
Oxford undergraduates may be wholesome moral training.
Mr. Gladstone may find benefit in felling trees. Monks,
old and modern, have believed in the virtue of manual
labour. It might be well for everybody if the old custom
of apprenticing every lad, however rich, to some hand-
~working trade still prevailed. But the discipline has been
recommended for its moral rather than its intellectual
benefits, and in architecture especially it is brains, not
hands, that are wanted for designing; where a workman
has them it is waste to keep him to manual labour. That
architects, as well as poets, will be born among them is to
be expected, and the instances which Mr. Fergusson and
others give of common workmen designing great buildings
in modern times are merely examples of this, not of a
return to his “true” system of architecture, The church
at Mousta was a break in the current building tradition of
Malta, a bad copy of the Panthéon (including the two
modern towers which spoil it), cleverly carried out. That
its designer, Anthony Gatt, got only fifteenpence a day is
an accident similar to Milton’s getting only ten pounds for
‘Paradise Lost.” Both ought to have got much more, but
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the best reward of both, as of every true artist, was their
delight in doing the work.

The Reviewer’s instance of the Scott Monument at
Edinburgh, designed by Kemp, originally a working car-
penter, is still more unfortunate for his argument. Not
without faults, for the worst of which—the spoiling of its
line at the top by the introduction by the Committee, after
his death, of a projecting gallery—Kemp is not responsible,
it is a true work of genius, striking in design and perfectly
truthful in construction. But it is not a production of a
true style, but something altogether new to Kdinburgh.
Neither is it an instance, as the Mousta Church may be, of
the designer working at it with his own hands, for it is one
of our few buildings which are wholly of mason work.
Kemp, its architect, was by trade a carpenter (or wright,
as he would call it), who probably never cut a stone in his
life, but whose trade gave him the practice of making
working drawings. He was, in fact, one of the sketching
architects whom the writer condemns. One of his friends,
beside whom I worked in the office at Edinburgh where 1
was apprenticed, told me that Kemp used to disappear for
long periods, during which he went abroad, and, working
at his trade sufficiently to support himself, employed himself
in sketching the old buildings of continental towns,

The talent for designing architecture, like that of making
poetry, may be born in any rank. Bishops may have had
it, and when the principles and practice of the art were
commonly understood (as we may hope to have them again),
they may have found no difficulty in carrying out their
ideas; though in the instance the Reviewer quotes, where
the church tower fell down from having a bad foundation,
it might have been better for the bishop if he had had a
competent architect to consult. I see no reason why women
should not have it. I have known some ladies excellent
planners. One of our best artists in furniture and decora-
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tions is a lady.  Lord Burlington, doubtless, was an archi-
tect, though Colin Campbell, in his ¢ Vitruvius Britannicus,’
inserts Burlington House as his own design. Builders may
have it, and some large firms supply the want of it by
keeping an architect on the establishment, though their
designs often fail, not only through commonplaceness and
poverty of invention, but in the management of lighting
and in planning. It is within my experience that a builder,
asked to do some work requiring design, has come to an
architect to advise him. I think he showed more wisdom
than his employers, and that we would have better archi-
tecture if builders oftener did the sam<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>