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FIG. 2 OBLIQUE STRING-COURSE OF THE PISA CATHEDRAL.

Photographed for the Author by Mr. C. F. Cox, of New York in 1804ne first picture ever taken for the purpose of showing an obliquity ofrmct rii^finn *

Th
const

nice with its parts built in diminishing
dimensions, so that it disappears in a
short series of small projections at one
end. If we go inside this little build-

ing (as I was led to do by this curious
exterior trait) we shall discover the
secret of the sloping cornice of the
cathedral. Here is the interior, built
to represent a sham perspective,on the

principle practiced by every theatrical
scene painter of the nineteenth cen-

tury (Figs. 4 and 5). The measures
of our survey show that the pier spac-
ings diminish about ten feet in the
direction toward the choir. The
arches drop about five feet in the same
direction. (The capitals also drop,
but I omitted to furnish the data to
Mr. McKecknie. The section is in-

correct in representing the capitals as

horizontal.) The pavement slopes up
towar-d the choir six inches. In the

eighteenth century the church was
entered at the end which now forms
the choir, and the widest bay was used
for the choir, but this arrangement
undoubtedly reversed an earlier one,
to which the modern restoration has
returned. This appears from an ex-
amination of the present facade, which

is certainly the original facade of the
church.

The optical effect of a trick in

modern stage setting which corre-

spond to that seen in San Stefano is

represented by the diagram here
shown (Fig. 6).

I carried with me in 1870 most of
the important German compendiums
on the history of art and architecture,
and was thus aware that the Middle

Ages are not at present credited with

having practiced these perspective il-

lusions. Aside from a reference by
Fergusson to the Cathedral of Poitiers

as having an illusive scheme of per-

spective, I have not been able in a
course of reading which has lasted for

twenty-six years to find any references

in modern authors to the subject. (The
notice in Baedeker appears to be taken

from Fergusson.) The cases in Italy

are, however, fairly numerous, as

shown by my surveys of 1895. In

my ultimate publication of details, I

shall furnish surveys from over thirty-

five Italian churches, showing related

phenomena of this class.

We will now return to the oblique

string-courses of the cathedral, with
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Fit;. 3. SAN STEFANO (OUTSIDE THE WALLS) AT 1'ISA.

From a Photogiaph bv the Brooklyn Institute Survey.

the suggestion obtained from the little

church of San Stefano, that they were

also intended to produce an optical ef-

fect. What this effect is from certain

points of view is shown by Fig. 7-

The conclusion that the sloping

string-courses of this cathedral were
intended to build in persoective effect

is reached in the following way: As a

matter of fact they do have this result.

As a matter of fact we can show sim-

ilar devices inside the cathedral and
inside a great many other churches.

The optical effects of direct increase

of dimsion are, of course, only ob-

tainable from certain points of view.

What these effects may be from other

points of view I shall consider later.

The theory that the cathedral string-
courses were sloped without a purpose
is to me inconceivable. An ex-

planation, based on the height of the
first story of the facade, may be sug-
gested, but will probably not be insist-

ed on when related facts in other build-

ings have been considered. The
measures taken for this slope by our

surveys are the first ever made for the

given obliquity. The first measures
for this phenomenon were taken for

me by Mr. C. F. Newton in 1887,

through the kind intervention and as-

sistance of Prof. Wm. R. Ware, but

no levels were known, till those of

1895, taken by Mr. McKecknie. It

is a phenomenon which is generally
overlooked by visitors to Pisa; as it is

discounted into an optical effect. The
most remarkable instance of this ha-

bitual oversight is furnished by Mr.
Ruskin in his "Seven Lamps" (see the

''Lamp of Life"). It there appears
that in looking directly at this string-
course he could not decide whether or

no it was out of horizontal.

Before calling attention to an ar-

rangement of arches in the Pisa ca-

thedral interior, which corresponds
to that of San Stefano, but which has a

much more subtle character, I should

like to call attention to related facts, as

developed by my surveys of 1895, for

a number of other Italian cathedrals

and churches.

We shall first take note that the

choir of the medieval church is gen-

erally the objective point of these illu-

sive arrangements of interiors, as be-

ing that part of the building to which
the worshipper is turned, and the one
which he faces when entering by the

main door.



FIG. 5. SECTION OF SAN STEFANO (OUTSIDE THE WALLS) AT PISA.

The bay assigned to the choir is on the left. Pier spacings diminish TO ft. and arches drop 5 ft. in the direction toward

the choir. Pavement slopes up six inches in the same direction. Compare Fig. 4. Hrooklyn Institute Survey.
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FIG. 6. DIAGRAM FROM THIERSCH.

Optische Tduschungen auf ifein Gebictc t/er Architectnr. (Optical

Deceptions in Architecture.) Showing the increase of apparent size ob-

tained by a modern stage sett ng.

FIG. 7. PISA CATHEDRAL.

From a point of view which discounts the sloping string-courses (Fig. 2)

into perspective effect.
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FIG. 8. SIENA CATHEDRAL.
Showing the arches spanning the nave at the transept and supporting the dome. The further arch drops five feet

lower than the near one. Compare Fig. a. Photographed for the Brooklyn Institute Survey.

In the cathedral at Siena there is a

very ingenious device to exaggerate
the length of the church, and the dis-
tance of the choir. Of the two large
arches which span the nave under the
dome, the second is five feet lower
than the first. The device is only de-
tected by comparing the two arches
in question, when one is under the

dome, and this can only be done with
some difficulty, as suggested by our

photograph looking up into the dome.
It is impossible to evade the illusion
from any standpoint taken in the nave.

(Figs. 8 and 9.)

Now what might be considered for-

tuitous or accidental in one case can-
not be so considered when the same
facts are found to occur in the same
way in a series of buildings ;

but in the

confusion and variety of impressions
which overwhelm one in a vast cathe-

dral, a trait like the one specified es-

capes the attention of the most exact
and careful observer. It may be no-
ticed accidentally, but in such a case,
unless there is a pre-existing suspicion
of a wide diffusion of similar arrange-
ments and of a controlling purpose in

all of them, the isolated fact is ignored
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FIG. Q. THE DOME OF SIENA CATHEDRAL.
Photographed to show the disparity in the height of arches spanning the nave. Compare Fig. 8.

Brooklyn Institute Suivey.

and forgotten. What has been lacking
to the study of medieval architecture
so far has been, first, the suspicion that
the phenomena existed, and, second,
a systematic search for them. It was
my good fortune, at the outset of my
own studies, to stumble on a building
of such conspicuous and palpable
trickery, that the suggestion of the

prevalence of a system of such devices
was natural. If I had made the rounds
of the Italian cathedrals in 1870, as

they are made under ordinary circum-
stances, by other students, and if I had,
at the close of such a tour or during its

extended progress, entered the church
of San Stefano in Pisa, I am quite

certain that I should have regarded it

as an isolated eccentricity, and have

paid no further attention to it. So it

might possibly be in the case of some
other student with the instance of the
arches at Siena; but in my own experi-
ence Pisa happened, for some curious

personal reasons, to be the first Ital-

ian town which I had ever visited as a

student of medieval architecture. San
Stefano happened to be the first

church in Italy that I ever entered for

purposes of study; for the sloping

string-course of the cathedral had so

taken possession of my curiosity that I

had not yet seen its interior when I

entered that little church. San Ste-
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FIG. IO. PISA CATHEDRAL.

Showing tl.e arches spanning the nave at the transept. The nearer arch is pointed, the farther < ne is round and

drops three feet lower. This view discounts drops in the nave aiches of 1.64 (left) ai d 1.08 (right) (,tt and deci--

ma!?); see gallery levels and sections in the next issue. Photographed for the Brooklyn Institute- Survey.

fano gave me a clue. The Pisan

churches, and especially the cathedral,
turned out to be saturated with simi-
lar devices.

Hence, the Brooklyn Institute Sur-

vey of 1895, which entered every well-

known church in Italy and hundreds
of minor churches, with one definite

object in view, which was to observe
and collect all the facts bearing on one
certain question. These facts must be
viewed as a whole, and I hope that they
may be considered as a whole, after
the individual and sequent mention is

terminated.
At Siena the perspective illusion is

assisted by the treatment of the a^>se,

which is placed wholly below the

string-course which elsewhere defines
the base of the clerestory. We have
thus a line of arches crossing the
church, each dropping far below its

predecessor. A moment's observation
will show the peculiar lowness of the

apse, but the effect on the eye remains
the same, as regards the impression of

distance.

There are four other Italian church-
es known to me in which this same

particular illusion obtains in the use of

transverse arches S. Nicolo at Bari,

the cathedral of Piacenza, S. Maria
Novella at Florence, and the cathedral

of Pisa. The last three cases corre-

spond to that just shown at Siena.

Murray's guide-book speaks, of two

pointed arches as spanning the Pisa

nave at the transept, but only one is

pointed. The second is round and

drops at least three feet below its fel-

low. (Fig. TO.) At Piacenza the drop
is four feet. In S. Maria Novella it

is about two feet. The arrangement of

S. Nicolo at Bari is shown bv the sec-
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FIG. 12. SECTION OF S. MARIA NOVELLA AT FLORENCE.
Showing a maximum diminution of pier spacings of 13 ft. in the direction of the choir. Brooklyn Institute Survey.

tion from our survey (Fig. n). The
transverse arches of this church were
built in at a later date than its erection,
and during the Gothic period. They
develop a perspective scheme other-

wise apparent in the arrangement of

the arches and the capitals of the nave.
As for the arcades of the clerestory
their curving line builds in perspective
from all points of view. That this ar-

rangement of the arcades is not due
to accident is proven by the fact that
it holds on both sides of the church.
The same argument as to purpose
holds for the arches and capitals of the

nave, viz., that the same general ar-

rangement is found on both sides.

The measures in detail are en-
tered on the section and a summary
of results is given beneath. The max-
imum drop of the nave arches is three
feet and of capitals 1.65. (The dis-

crepancies of intercolumnar spacing
are connected with an obliquity of the

ground-plan, for which the survey
will be published in a later issue.)
These correspondences in devices to

increase the effect of dimension are

certainly not fortuitous, and as regards
results they may fairly be called sub-
tle. It is much more difficult to detect
them than it is to see them after they
are pointed out.

An astounding illustration of the

popular oversight of discrepancies in
dimension which are naturally dis-

counted into effects of perspective is

afforded by the church of S. Maria
Novella at Florence, where there is a
diminution of pier spacings toward the
choir of so pronounced a character
that there is a difference of thirteen
feet between the widest and the
narrowest bay (Fig. 12). In the

cathedral at Arezzo there is a
difference between the first and
last bay of twenty-one feet (Fig.

13). The only parallel cases known
to our Survey for such extra-

ordinary discrepancies in measure-

ments, are the converging walls (nar-

rowing toward the choir) of S. Giorgio
in Velabro at Rome, and of S. Stefano
at Venice. In the former case the

church is seventeen and a half feet

narrower at the choir end (Fig. 21).
The latter church is twenty-three feet

narrower at the choir end.*
It is remarkable that a new theory,

or a new point of view, for medieval

churches, should obtain corroboration
from such a well-known church as S.

Maria Novella. Its peculiar arrange-
ment has been so generally overlooked
that there is even a published
ground-plan of this church which

represents the piers as spaced at

regular intervals (in Reynaud's
"Traite d'Architecture"). This church

has, however, been mentioned in pub-
lication for the given phenomenon; the

only case of such mention known to

me among all the buildings to be cited.

The discrepancy in measurements of

spacings is mentioned by Burck-
hardt's Cicerone and by Baedeker's

guide-book, whose art references gen-

erally follow Burckhardt, but the illu-

sive, perspective purpose has escaped
the perception of these authorities.

This is clearly due to the lack of col-

lated facts regarding similar phenom-
ena in other churches, such as those

just mentioned, and others which I

will now proceed to mention. One of

these cases is the cathedral of Fiesole,

*The plan is published in the preceding Number
of the Magazine.
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where the maximum diminution ot

pier spacing toward the choir is eight
feet, as between the widest and nar-

FIG. 13. GROUND-PLAN OK THE CATHEDRAL
OF AREZZO.

At the third bay the spacing decreases 4 ft.: at the last

bay it decreases 17 ft., total diminution 21 ft. Brooklyn
Institute Survey.

rowest bay; the maximum drop in the

line of arches being three feet nine

inches. I have here to make

the record against myself that
this fact either escaped my no-
tice in 1870, or made such slight im-

pression on me as regards its real

magnitude, that it was immediately
forgotten. In 1895, Fiesole was a new
revelation (Fig. 14).

In face of a photograph* fixing
the facts from a defined point of view,
it seems impossible that any one
should overlook them. But it is one
thing to be in a large building with the

eye wandering from one point to an-

other; and another thing to have the

eye directly fixed on a photograph
made for a special purpose and from a

special point of view, all of whose feat-

ures are seized at once. There is no dis-

counting of effects when we look at a

photograph. In the building it is im-

possible not to discount the effect to a
certain extent, even when one is aware
of the facts.

As regards the instantaneous detec-
tion of the facts as stated by the survey
of a church section or by a photo-
graph made for the purpose, it should
be remembered that in a section draw-

ing like that of Fig. 14, the cutting off

of the upper wall directly over the

arches offers the contrast of a straight
line which does not appear in the

church. As regards the photograph
from Fiesole (published in the preced-

ing Number of the Magazine, Fig. 6),

the cutting off of the wall over the

large arch again assists the instantane-

ous detection of a fact which is by no
means so clearly apparent in the

church.
That the discrepancy in size of

arches at Fiesole is generally over-

looked cannot be doubted. There
are too many tourists who have

been in Florence (and all such visit

Fiesole), who will testify to their own

oversight to leave this point in any
doubt. That the fact of an irregularity

perhaps not wholly appreciated as to

amount is occasionally noticed at Fie-

sole and then ignored, as having no

pertinence or meaning, is doubtless

also true. That is because the given
observer has not happened to notice

*See preceding Number of this Magazine. (Fig.

6.)



FI<;. 14. SECTION OF THE CATHEDRAL OF FIESOLE.

The choir is adjacent to the last bay on the right. The bays narrow toward the choir (maximum about 8 ft.)

and the arches drop in this direction (maximum, 3 ft. 9 in.). Brooklyn Institute Survey.

FIG. 15. SECTION OF SAN PIEXRO SOMALDI AT LUCCA.

The choir is the last bay on the right The measures show a maximum drop in the arches of 3.30 (feet and

decimals) and a maximum diminution in pier spacings of 3 ft. Brooklyn Institute Survey.

FIG. 16. SECTION OF SAN STEFANO AT BOLOGNA.

The choir is on the left. Spacings narrow toward the choir 4 ft. Arches drop toward the choir 1.30 Capitals

drop toward the choir 1.35. Biooklyn Institute Survey

FIG. 17. SECTION OF SANTA MARIA BIANCA AT LUCCA.

Beyond the last bay on the right are the transept and choir. The maximum drop of the arches toward the

choir is 1.40 (feet and decimals). Brooklyn Institute Survey.
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that the same or similar facts hold at

Cremona, and in San Ambrogio at

Milan, at Prato and Arezzo, and Pa-

via, at Borgo San Donnino, and Bo-

logna, at Bari, Troja, Fiesole, Narni
and Toscanella, at Pisa, Lucca, and

Palermo, and in the Roman church of

San Saba. At Lucca there are three

churches of this type and at Pisa there

are four. Detailed surveys have

been made for all buildings which are

mentioned.* The proof of construc-

tive intention is obtained partly from
the schematic arrangement of meas-

urements, partly from a compari-
son of the measures on the two
sides of the church, and partly
from the frequent repetition of an

arrangement in one direction. At
Bari and Cremona allowance has to

be made for some remarkable vari-

ations analagous to the phenomena in

S. Maria della Pieve, at Arezzo. *

Both S. Maria Novella and the Fie-

sole cathedral will illustrate a subtlety

generally found where this given de-

vice is used of narrowed spacings or

dropping arches, viz., of giving
the maximum dimensions either

to the second, third, or fourth

bay, according to the length of

the church, in preference to giving
the greatest dimension to the first bay,
as was done in S. Stefano at Pisa. On
entering a church, we do not generally
look directly either to left or right, and
we most naturally begin to make our

experimental estimate of dimension a

little farther down the nave. In such

cases, the standard of size for the

whole church is taken for granted as

being that of the adjacent large arches.

A mathematically perfect perspective
scheme was not attempted. Perspect-
ive tricks like that of Bernini, in the

Scala Regia of the Vatican, were gen-

erally foreign to the Middle Age. All

that was sought was a physiological
illusion based on the habits of the eye,
which is accustomed to argue from the

nearest dimension to others which are

more remote.

*An exhibit of these surveys was made in

Brooklyn in June, which will be repeated this

October, November and December.
*Plan in the preceding Number of the Magazine.

Sec Fig. 0.

As regards the beginning of a

scheme at the second, third, or fourth

bay and as far as a line of arches
is concerned, a line which rises first

and falls afterward is more effective

for perspective illusion for all points
of view in which both ends are visible

than one with an even descent. This

will be understood by experts in optics
without explanation and I will not

offer the reasons here. Examples of

such an arrangement are seen in the

clerestory arcades of S. Xicolo at Bari

(Fig. n) and in the arches and capi-

tals of S. Saba at Rome (Fig. 23). In

the given class of churches minor

irregularities are frequently found

in the schemes of arrangement of

piers and arches, but we have in

most cases an immediate check on the

theory of carelessness. For example,
at Fiesole the sixth arch from the fa-

cade is considerably higher than its fel-

lows and breaks the scheme (Fig.

14). But this holds on both sides

of the church at the same bay,

therefore, the discrepancy is not

accidental. There are side doors

opposite this bay: possibly this

is the explanation,' but I shall show
later that in many cases schemes were

intentionally broken to avoid detec-

tion, or the appearance of a too obvi-

ously deceptive arrangement, or to in-

troduce an element of irregularity for

its own sake; that is, for the sake of

variety or the picturesque. If we com-

pare the heights of arches at Fiesole,

we shall find that none are commensu-

rate, and yet we shall be able to prove
that the heights were all purposely cal-

culated, approximately as built. Both

arches of the second' bay are higher

than the first, both arches of the third

bay are lower than the second, both

arches of the fourth bay are higher

than the third, both arches of the fifth

bay are lower than the fourth, both

arches of the sixth bay are higher than

the fifth, both arches of the seventh

bay are lower than the sixth. Th ; s

cannot be accidental; the law of

chances is against it. When such facts

are repeated in a multitude of cases, as

regards correspondence of details in

two broken schemes, certainty be-
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comes absolute that the builders knew
what they were doing, and this cer-

tainty reacts on the cases where ir-

FIG. 1 8. GROUND-PLAN OF THE CATHEDRAL
NAVE OF PRATO.

Showing a maximum diminution in pierspacingsof 3 ft.

in the direction of the choir. The last bay widens toward
the transept which is omitted from the plan. Brooklyn
Institute Survey.

regularity appears without the evi-

dence furnished by duplication. It

is too bad that we should have

to struggle for a proof of this,

but such is the prejudice of the
nineteenth century in favor of its own
ideals of mathematical and exact sym-
metry, that up to date the astonishing
impression rules the civilized world
that the Middle Ages produced the
most remarkable works of art without

knowing how they did it.

The subject of intentional irregu-
larities due to a sentiment for the pic-

turesque, deals with another class of

medieval phenomena and the proofs
for intention are obtained in various

ways, to be subsequently explained. I

only wish to say here that irregulari-
ties in the employment of a perspective
scheme can generally be proven inten-

tional off-hand, as I have just shown
at Fiesole. The limit of irreg-

ularity due to indifference to reg-

ularity or to the natural limitations of

building material or building methods
varies in different buildings. It can

generally be estimated by a compari-
son of various measurements. There
is an underestimate of the technical

capacities of the best medieval build-

ers in some professional quarters, ow-

ing to the medieval frank disregard
for the conventional accuracy of the

modern architect. This underesti-

mate is also partly due to the

hasty assumption that some carelessly
constructed buildings represent uni-

versal practice. In fact, up to date

there has been no effort to distinguish
between intentional and accidental ir-

regularity in medieval building.
In basilicas, which have no transept,

and showing a perspective scheme, the

last span of arches at the choir gen-

erally widens, for practical reasons,

and to give the extra space desired for

the chancel. (See S. Pietro Somaldi,

Lucca; Fig. 15, and S. Stefano, Bo-

logna, Fig. 1 6.) There are also many
cases of an arrangement of arches in-

tended to obviate abrupt contrasts of

dimension, or abrupt breaks in the line

of arches. Where the church has

a transept the span next adja-
cent is frequently increased in

size to effect a transition of lines

and dimensions. This occurs both in

churches without the previous drop in
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FIG. ig. SECTION OF S. FREDIANO AT PISA.

The last bay on the right is the choir. The heights of the bays between entrance and choir show a drop of 1.62

(left) and .79 (right) in the direction of the choir. Brooklyn Institute Survey.

arches, like S. Paolo Ripa d'Arno at

Pisa, and in others which have the

drop, like S. Maria Bianca at Lucca

(Fig. 17), or the diminution of spac-

ings, like the cathedral of Prato (Fig.

18). Such an abrupt contrast as we
find in the sixth bay at Fiesole

was clearly intended, but it is quite un-

usual. The Florentine Romanesque is

not as subtle as that of Byzantine Pisa

and the Florentine churches are gen-

erally lacking in "refinements."

My experience in the Pisan church
of S. Frediano will show the difficulty

of detecting these deceptive arrange-

ments, even when they are anticipated,
or careful examination is made for

them. During three weeks spent in a

first visit to Pisa our party examined
S. Frediano three times without de-

tecting a scheme here shown by sur-

vey (Fig. 19). On this occasion there

were three pair of eyes at fault, for my
survey of 1895 was assisted in many
parts of Italy by my nephew, a young
architectural student,* as well as by a

regularly employed surveyor. On a

second visit to Pisa, when I was at-

tended by Mr. McKecknie, S. Fred-

iano was again visited and again with-

out discovery of the facts. Mr. Mc-
Kecknie's final departure for home
was made at this time, after the expi-
ration of the five months which he had
contracted to spend with the exoedi-

tion, and I was left alone in Pisa. I

subsequently made three separate vis-

its to S. Frediano, having a suspicion
that there was something to do in this

church and finally undertook to take

*Mr. Nelson Goodyear.

Vol. VI-2 6

the measures, which show a drop of

arches on both sides of the nave, as

shown by the section. A similar ex-

perience was made in Milan, where my
time was limited. I hesitated a full

hour in San Ambrogio before risking
the time required by a survey without

certainty of results. The survey
showed a maximum diminution in pier

spacing of three and a half feet and, a

maximum drop in the arches of one
foot. A like experience was made in

the Siena cathedral, where our party

spent two days' time before noting
that the first pair of arches in the nave
are three feet higher than the follow-

ing arches. I did notice a diminution

of spacings at Prato of three feet until

the measures had been taken. I

shall be able to show in the next issue

of this Magazine that the limit of error

due to carelessness or the coarseness

of materials, in medieval buildings of

the class quoted, is not greater than

three inches. I ought to add that the

case of the nave arches at Siena is

quoted only as an instance of the way
in which important discrepancies of

dimension may be overlooked in the

very act of making a search for them.

There are no indications of a scheme

in the measures of the other bays at

Siena.

There are three published ground-

plans of Italian churches which have

walls converging in the direction of

the choir; although the implication of

purpose contained in these plans has

been overlooked by the given publica-

tions; clearly because the related facts

have not been collated. These
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churches are the Roman basilicas S.

Bartolommeo, S. Giorgio in Velabro,

and S. Maria in Cosmedin. As to the

perspective results of such converging

lines, we shall first draw attention to a

diagram of the Piazza of San Marco
at Venice (Fig. 20). The case of S.

Giorgio in Velabro, at Rome, repre-

sents a similar plan and involves a

similar optical result (Fig. 21). A
small plan published by Hubsch, with-

out measures, seems to show these

facts with approximate exactitude, but

Hubsch has published another Roman

FIG. 20. PLAN OF THE PIAZZA OF S. MARCO
AT VKNICK.

Showing the apparent increase of dimension produced
by the converging sides of the piazza.. From Thiersch,

Optische Tduschtingen atif dem Gebiete tier Archi-
tectur. (Optical deceptions in Architecture.)

church (S. Maria in Cosmedin), which
shows a convergence of five feet, as

having exactly parallel walls. Knapp
publishes a large plan of the same
church, with exactly parallel sides. S.

Maria in Cosmedin is also given an

absolutely rectangular and mathemati-

cally parallel plan by Gailhabaud, who
also publishes S. Giorgio in Velabro

incorrectly. I have no knowledge of

any plan of S. Stefano at Venice, ex-

cepting the one made by our survey.
This church is mentioned by Street,
"Brick and Marble Architecture in

North Italy," as having a nave 48 feet

wide. Clearly Mr. Street must have
overlooked the fact that this nave is

35 feet wide at the choir end* and
that the whole church narrows in, 23
feet. I took the measures in San An-

tonino, at Piacenza, showing that its

walls have a convergence toward the

choir of 9 feet; but this church has

been published by Osten, "Bauwerke
in der Lombardei," as an absolutely

regular parallelogram. I mention
these discrepancies between the real

facts and the published plans because

they show that the whole subject or

medieval irregularities has been neg-
lected up to date.

The most remarkable oversight of

modern times in the study of Italian

churches regards those with pave-
ments sloping upward toward the

choir. The perspective effect of this

arrangement is suggested by the dia-

gram (Fig. 6). In 1870, I knew of

one case, the church of San Pierino

at Pisa. Our survey of 1895 discov-

ered over eighty-five churches having
this peculiarity. It occurs in churches

as well-known as the cathedrals of

Genoa, Siena and Orvieto, the Capella
Palatina at Palermo, the church of S.

Francis at Assisi, S. Mark at Venice,
and the well-known church of S. Ma-
ria Ara Coeli at Rome (Fig. 22). See

also sections of S. Saba at Rome (Fig.

23), and of S. Giovanni in Zoccoli at

Viterbo (Fig. 24). Another illustra-

tion is that of S. Pietro at Assisi, pub-
lished in the preceding number of

this Magazine (Fig. 7). This phenom-
enon has even survived in the

Renaissance period In some ap-

parently Renaissance cases we may
assume an older pavement as hav-

ing been relaid on the slope of

an older church, which has been
made over or rebuilt. This may
hold of some Renaissance churches in

Genoa, but the slope in the cloister at

Calci, near Pisa, is sixteenth century.
The slope also occurs in the Renais-

sance churches S. Annunziata and S.

Gaetano at Florence. The Renais-

sance cases are, however, wholly ex-

ceptional, outside of South Italy, where

*Published in the preceding Number of tlv

Magazine.



FIG. 21. GROUND-PLAN OF S. GIORGIO IN VELA1SRO AT ROME.

The walls converge toward the choir to die amonnt of i 7 j ft. in a length of Si ft. Brooklyn Institute Survey



-'

FIG. 22. SECTION OF MARIA ARA COELI AT ROME.

'Showing a rising slope of the pavement toward the choir of 2 ft. g ins. The columns are so arranged in dimini-

shing heights as to bring the arch line down to the horizontal within 3 inches. On the opposite side the arches are

brought 9 inches below the horizontal. The choir is beyond the last bay on the right. Brooklyn Institute Survey.

FIG. 23. SECTION OF S. SABA AT ROME.

Showing a rising slope of the pavement toward the choir of i ft. in a length of 50 feet. The lines of capitals

rise from the entrance and then drop toward the choir (same arrangement on both sides). Compare Fig. 25.

Brooklyn Ins itute Survey.

FIG 24. SECTION OF S. GIOVANNI IN ZOCCOLI, AT VITERBO.

The pavement rises 2.15 in 50 ft. Brooklyn Institute Survey.
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other survivals of medieval arrange-
ments are much more general than

they are elsewhere. In the whole of

Italy I have only been able to collect

six cases of a slope downward towards
the choir, and all of these appear to
have been due to building to the sur-
face.

There is no phenomenon so wide-

spread in Italy as that of the rising
pavement. It can be dated to the fifth

century in S. Sabina at Rome, and is

probably related to the already known
cases in Egyptian temples, in which
cases it has been ascribed to a purpose
of perspective illusion by Maspero, by
Poole and by Rawlinson. Rawlinson
says, in his "History of Egypt," p. 258:
"The contrivance xor augmenting the

apparent size of buildings of which we
have to speak in conclusion, is the fol-

lowing: Egyptian buildings, of large
extent, for the most part rise as we
penetrate into them. When we pass
from one limb to another, we gener-
ally ascend a few steps. Sometimes,
however, the ascent is more gradual.
At the Ramesseum and again at Ed-
fou, the level of the ground rises from
column to column, each column being
placed on a low step a little above
the preceding one. The effect is

similar to that produced in a

modern theatre by the slope of the

floor to the back of the stage. It is

aided by the general arrangement of

doors and pylons which diminish in

size as we advance. An illusive per-

spective is thus obtained, the vistas of

pillars seem twice the length that they
really are and the entire building ap-
pears to be of a length almost inter-

minable." Some of the facts above

quoted have been noticed by me at

Denderah. I believe that Maspero is

the original authority for suggestions
on this subject.

In the Italian churches the eye tends
to translate a part of the rising slope
into a downward slope of the arches,

according to a well-known law of opti-
cal illusion, by which the eye tends tc

average between any two lines or sur-

faces, a deviation from the actual nor-

mal, which reallv holds only for one
of them. This illusion offers an addi-

tional reason for the general oversight
of this phenomenon. The optical
transfer minimizes a part of the lower
slope and both convergences are set
down to perspective. In my own ex-
perience I have found it impossible to
correct the impression that the arches

drop towards the rise of the pavement,
when looking across the nave of a
church, and actual measurements have
been necessary in many cases to cor-
rect this impression, which is naturally
assisted by the knowledge that in

many churches the arches actually do
drop in such a manner towards the
choir. As regards oversight of this

phenomenon, I have not yet happened
to meet a single individual who knows
of its existence in a single Italian

church. A rise of one foot in four bays
was overlooked by both my compan-
ions in the first Genoa church which
we examined. Some fellow travellers

did not notice a rise of a foot and ten
inches in the Genoa cathedral. I spent
the best part of a day in S. Francis at

Assisi without noting a slope of one foot

and did not discover it until a second
visit to Assisi. A rise of three feet in 8r

feet was overlooked by an artist friend

at Ravello. The astonishing fact about
this rise is the frequency of its appear-
ance in all degrees of pitch between
three inches and over three feet for the

length ofthe church. Thewide diffusion

forbids any local explanation, and the

uniformity of direction as regards the

choir can have only one meaning.
There is no doubt that individual in-

stances of the slope must have been

casually noticed by many persons.
Here again it is the absence of collated

facts or the indifference of the ob-

server which have prevented the draw-

ing of conclusions.

All people who visit Rome are fa-

miliar with the church of S. Maria Ara
Coeli (Fig. 22). I have interviewed a

number of experts who know this-

church and who are not aware that

the pavement has a rising slope of over

three feet. I must plead guilty myself to

having overlooked this fact in 1870
and in 1895 I overlooked the fact that

the circumference of the columns near

the transept is three feet less on both
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FI<;. 25. THK SLOPING PAVKMKNT OF S. SABA AT ROME.

(Compare Fig. 23). Photographed for the Brooklyn Institute Survey.

sides of the church than it is at the en-

trance,which was observed by Mr.Mc-
Kecknie. This diminution in size of the

columns shows the care taken to avoid
such an actual upward slope of the
arch line as would result from placing
a line of columns of equal height on an

upward sloping foundation. These
columns being taken, as usual in the
old basilicas, from earlier Pagan ruins,
it was possible to select them of gradu-
ally decreasing height and size in such
a way that the circumference of a col-

umn near the transept varies as stated,
from that of one at the entrance, by
three feet. Thus the gallery line above,
which corresponds closely to that of
the arches, rises but three inches on one
side and drops nine inches on the other,
while the rise of the pavement is two
feet nine inches, in the same distance.
The church of S.Sabaat Rome illus-

trates a similar choice and arrange-
ment of columns, with the distinction

that here, the arches drop on both
sides of the church to meet the rise of

the pavement, thus accenting still far-

ther an effect of illusive perspective.

(Fig. 22.) In general, it holds of all

these churches with rising pavements
that the arch line is brought down to

the horizontal and the effect is (as ex-

plained) to make the arch line ap-

pear to drop still lower. This again in-

volves an illusive effect as to one's po-
sition in the church. In looking
straight across the nave the point of

view appears to slant toward the choir.

The following churches, which have
the rising pavement, also have the

drop in arches : S. Maria della Vittoria

at Palermo (the vaulting drops
three feet), S. Saba at Rome, S. Pietro

at Assisi,* S. Frediano and S. Stefano

at Pisa. A complete catalogue of the

eighty-five churches, with the meas-

*Illustrated in the preceding Number of the

Magazine.
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urements for each case, will be soon

published.
So far, we are only at the threshold

of a curious topic. The phenomena so

far noted are of four descriptions, all

of which will come inside the experi-
ence and practice of a modern theatri-

cal scene painter; the illusive effects of

an upward sloping floor, of a down-
ward sloping- arcade, of converging
walls,or other variations of dimension,
as in pier spacings, transverse arches,

etc., tricking the eye in one direc-

tion. But in so far as these devices

tend to an opposite effect in a contrary
direction, they are not generally avail-

able for exteriors. It would also seem
to hold for interiors that in so far as

the devices are subtle and inconspicu-
ous, in so far they would be compara-
tively ineffective, and that in so far

as they are bold and strongly defined,
in so far they are open to detection.

The general oversight by travellers

and Italians of the very palpable per-
spective trick which was played by
Bernini in the Scala Regia of the Vat-

ican, and the general oversight of the

eight feet discrepancy in pier spacings
at Fiesole, or of the thirteen feet dis-

crepancy in S. Maria Novella at Flor-

ence (which I found to be unknown to

some very distinguished Italians

at Florence) show that boldness
in the use of such devices may escape
general detection and yet these are

tricks which are palpably open to de-

tection. There are, at all events, other

optical refinements in medieval build-

ing of a far more subtle character.

I have placed these more definitely
obvious devices in the front of my
demonstration, because they establish

one conclusion, which has so far never
been admitted or asserted for medieval

builders, viz., that they did contem-

plate and consider optical effects.

When this important point is once ad-

mitted, we have a foot-hold for the
consideration and explanation of more
curious phenomena.
We will close the list of palpably

intended perspective devices by quot-
ing measurements from the gallery
levels and sections of the Pisa cathe-
dral to be published in the next issue
of the Magazine. The arrangements
here are the most interesting, because
the most subtle, which have been
found by the survey. The drop of the
nave arches in this cathedral begins at

the fourth bay and amounts in feet and
decimals, to 1.64 (left) and 1.98 (right).

We will also quote measurements
for some of the churches not illustrat-

ed and so far too briefly noticed. In
all these cases the choir is to be un-
derstood as the objective point of

the deceptive arrangements. In
S. Michele at Pavia the combined
measurements for nave and gallery
arches show a drop of 19^ inches (left)

and 15 inches (right.) At Borgo San
Donnino the pier spacings narrow 20
inches (left) and 21 inches (right).
The arches drop 10 inches (left) and 12

inches (right). At Cremona the bays
narrow from the second bay to the

choir 74 inches (left) and 67 inches

(right), with a corresponding drop in

the arches. At Piacenza (cathedral)
the bays narrow between the second

bay and transept 26 inches (left) and

15 inches (right). In S. Michele ai

Scalzi, Pisa, the capitals drop, from
second to last, 2.70 (left) and 2.64

(right) (feet and decimals). In S. Pie-

tro, Assisi, the arches drop 2.60. In

S. Maria in Pensola, at Narni, the cap-
itals drop .75 (left) and .80 (right). At

Troja the capitals drop .57 (left) and

35 (right)- Surveys have been made
for these and for other churches, giv-

ing measurements in detail, which will

be published shortly.

Wm. H. Goodvear.

(The continuation of this Paper will appear in the next issue.)
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ROBERT
HENDERSON ROB-

ERTSON was born in Philadel-

phia, April 29, 1849, and his

general education was obtained at

Rutgers College. After gradua-
tion he first entered the office of

Henry Sims, of Philadelphia, whose
ecclesiastical work in academic
Gothic is that by which he is best re-

membered. After leaving Mr. Sims.
Mr. Robertson continued his studies in
the office of Mr. George B. Post, in
New York, and began practice on his
own account in that city in 1871. With-
in the two or three years succeeding
he had made himself remarked among
persons interested in architecture by
his published designs for seaside cot-

tages and country churches, by a com-
petitive design for the New York hos-

pital, and by an executed work the

Phillips Presbyterian Church, in upper
Madison avenue in a free and rather
individual version of Victorian Gothic.
In 1875, uPn the appointment of Mr.
William A. Potter to be Supervising
Architect of the Treasury, in place of
Mr. Mullett, he and Mr. Robertson
formed a partnership under the style
of Potter & Robertson, which lasted
until 1878. The results of this partner-
ship were a number of college build-

ings and the local hotel at Princeton,
and some country churches, in the de-

sign of which both partners took part.
Soon after the dissolution of the part-
nership Mr. Robertson, like most other
sensitive practitioners at that time, was
greatly impressed with the work of
Mr. Richardson, and with the capabil-
ities of Romanesque architecture, and
for the succeeding decade, most of his
own work, which rapidly increased

during these years in extent and im-
portance, was based upon the Roman-
esque, whether domestic, commercial,
ecclesiastical or "institutional." Still

later he underwent the influence of
the classic revival, and since 1890
much of his city work has borne testi-

mony to that influence.

This meagre outline of Mr.
Robertson's professional career shows
in the first place that his train-

ing and his practice have been ex-

clusively American, and, in the second

place, that he has taken part in every
one of the successive "movements"
that have agitated American architect-

ure in his time. He began his work,
as nearly every sensitive designer
trained in the same way and at the

same time began it, in Victorian

Gothic. I ought to have inserted in

its proper chronological place that he

toyed awhile even with Queen Anne,
the "free classic" with which Mr. Nor-
man Shaw startled the British islands

twenty years ago, and of which Mr.
Hudson Holly made himself the liter-

ary apostle on this side, the voice of

one crying in a wilderness of Victo-

rian Gothic. Mr. Robertson's ten-

dency in the direction of Queen Anne
never amounted to much more than a

"velleity," and as to the works in which
it was embodied it may be said of

them, as Johnson said about Warbur-
ton's notes on Shakespeare: "I sup-

pose, now that the ardor of composi-
tion is remitted, he no longer numbers
them among his happy effusions." That
the robust Romanesque of Richard-
son made an end of Queen Anne
was distinctly to its credit. In each
of the modes in which he has really
worked it may fairly be said of Mr.
Robertson that, without any care at

all for academical correctness, he has

managed to attain an individual and
an interesting version of the style.

The very first example of Mr. Rob-
ertson's work known to me, the Phil-

lips Presbyterian Church (1871), indi-

cate his talent and prefigures his sub-

sequent successes. It is Victorian

Gothic, there is no doubt about that,

and it exhibits the indifference to aca-

demical correctness which was espe-

cially the characteristic of Victorian

Gothic, as it was practised on this

side of the Atlantic, but it shows
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the individuality which in some
cases was a compensation for this

indifference and in others an ag-
gravation of it. The general scheme
is very successful. There is an
effective balance, without any at-

tempt at formal symmetry, between the

two sides and they are effectively rec-

onciled and dominated by the central

feature, the big angle-tower of which
the central third is a square and solid

shaft. The tall and narrow openings
en each side of the gable on the ave-

nue front serve their purpose of de-

taching the gable, while keeping the

whole front in one plane, and the open-
ings are so placed and treated as to

relieve the expanse of wall without

weakening it. The tower with its

saddle-backed roof is very good in-

deed. The color-treatment is more
violent in its contrast than its author,
or any other designer, would adopt
to-day, and the detail generally more
insistent in scale. But the motive is

valuable enough to be worth develop-
ing by the author's later lights, and as

a first work the church is full of prom-
ise.

The other works of the architect's

novitiate were for the most part coun-

try houses. In the early seventies it

was very unusual for an architect to

be invoked to design a city house, the

speculative builder applying his Pro-
crustean recipe with equal hand alike

to the huts of the poor and the man-
sions of the millionaires, which were
mere expansions of the brownstone
fronts of the ordinary householder.
The country houses, and especially the

shore cottages, were by no means the

sumptuous erections of a later day,
but the simplest possible constructions

of clapboards and shingles, in which
the architectural effect of the whole

depended mainly upon the pictur-

esqueness of the outline, and of the de-

tail upon the most straightforward and
vernacular treatment of the humble
material. Some of our architect's

earliest essays in this kind were such

as he need not be ashamed of to-day.

Indeed, such a cottage as that of Com-
modore Baldwin, at Newport, or as

some of the shore cottages on the Jer-

sey coast are distinctly more appro-
priate to their purpose of "villegia-
tura" than the palaces which it is now
the fashion to rear in like situations.

Perhaps the best known results of

the partnership of Potter and Robert-
son are the buildings at Princeton,
where the individual works of the sen-

ior partner are, however, still more in

evidence. The works of the firm

there comprise Witherspoon Hall and
the hotel. These are both in Victorian

Gothic, and the hotel very much in

Victorian Gothic, its red brick walls

being emphatically belted with light

stone, of which the alternate voussoirs

and the lintels of the lintelled open-

ings of the arched openings are also

composed, and additionally variegated

by the parti-colored slate of the roofs

and of the tower that animate the

skyline. To say that the hotel is good
as country hotels go would be to damn
it with praise altogether too faint, for

we all know how badly they go. In

fact it is a very animated and pictur-

esque building, and I do not recall

any of the later exceptions to the rule

of badness, exceptions in which pic-

turesqueness is attained by shingles

and creosote, in which the result is

more satisfactory or more strictly the

consequence of faithful and artistic

design, or in which animation is

gained at less sacrifice of repose.

Witherspoon Hall is properly of a

much more sober aspect, a cliff of

rough, gray stone, kept as solid as the

exigencies of the lighting would allow,

but yet not solid enough for the best

effect, set upon a base of a darker

stone with which also the wall is

banded, and crowned with a steep roof,

this time in monochrome. It is in the

gabled end that the need of many win-

dows entails damage upon the archi-

tecture. The entrance front, how-

ever, is gratifyingly massive and is

moreover exceedingly well composed,

with its recessed centre, in which the

solidity is rather emphasized than

weakened by the staircase lights, and

the effective balance of the two pro-

jecting and unequal wings.
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Clifton Springs, New York. CHURCH (1876). Potter & Robertson, Aichitects.

A still more successful composition
is that of a church at Clifton Springs,
in which the lateral porches are carried

up into a narrow gabled transept, cut

at the centre by the main gable, while
the whole pyramid culminates in an

open wooden belfry steeply roofed.

This is really a brilliant performance,
Mr. Robertson employed the same
motive many years afterwards, in the
church at Madison avenue and Six-
tieth street, but not, it seems to me, so

successfully in the complete subordi-
nation and convergence of the whole
mass to the central feature.

As all architects know, those were

lean years that followed after the panic
of 1873 had done its perfect work. But

during these years Richardson found

enough work to keep him busy, and
the architects of the whole country in-

terested, and when the revival of build-

ing came, early in the eighties, there

was scarcely one of the younger and
more open-minded designers whose
work did not show some trace of his

influences. Mr. Robertson's work
for the decade shows that he felt this

influence strongly, and the most con-

spicuous and important of his build-

ings between 1880 and 1890 may be

classified as Romanesque. A glance
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MADISON AVKNUE M. E. CHURCH (1884).

>5oth Street and Madison Avenue. K. H. Robertson, Archiiect.

at the illustrations will show that he
has never been a purist, nor aspired
to the praise of academical correct-

ness, and he took up the Romanesque
in his own way and arrived at his own
expression in it. Perhaps the first

of his works in this kind to attract

general attention was the Methodist

church, at Madison avenue and Six-
tieth street, to which I have just re-

ferred as showing the same motive

employed in the church at Clifton

Springs. This, as will be seen, was
rather loosely Romanesque, and not
at all Richardsonian. Indeed, Profes-

sor Kerr, who, in his continuation of

Fergusson, gives this church and St.

James', further up the same avenue, as

typical illustrations of American free-

dom in church architecture, denies

that it is Romanesque at all, and calls

it "round arched Gothic." We need
not quarrel about names, and we may
own that the style of this is designated
rather by the subordinate parish build-

ing at the left, which is pretty unmis-

takably Romanesque, than by the

church itself, of which the main en-

trance, for example, and the clerestory
are quite distinctly Gothic. When I
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ST. JAMES' CHURCH (1887).

Madison Avenue and jist Street, New York City. R. H. Robertson, Architect.

say that the motive is not so consist-

ently worked out here as in the earlier

example I mean mainly that the tower
is too important to serve merely as the

apex of the pyramid. The broad
masses at the angles supply an ample
base, but the transverse mass, here

hipped instead of gabled, seems to

foretell a mere finial rather than the

stark tower, without a separate sub-

structure, but at its base in the plane
of the main wall, which rises through
it, and the predominance of which
tends even to confuse what would
otherwise be the main motive of the

fagade. The main entrance, with its

deep and modelled arch, and with the
smaller arches flanking it, is very suc-

cessfully managed. The shaft of the

tower, after it has disengaged itself

from the wall at a point marked by a
band of flowing leafage, rather classi-

cal than even Byzantine in treatment,
is appropriately stark and solid, the

strong vertical lines of its narrow

openings enhancing its apparent
height. The treatment of its crown-

ing member with the rounded angles-

developed into capitals, and with a

cornice which indicates rather a sep-
aration than a transition is less fortu-

nate. The belfry stage is evidently not
a belfry stage, but rather a watch-

tower, the angle openings in each

face being quite open to the

sky and furnished at the base

with a projecting balcony. The re-

levancy of such a crowning feature

to a church tower is not obvious, but

the picturesqueness of it is, and the

tower is very effective,although a plain
hood of roof would have crowned
it more appropriately than the compli-
cated roofing which has been devised

for it. The plainness and amplitude
of the rough-faced wall forms a good
foil for the more elaborated features,

and for the carved ornament which is

sparingly introduced, and its brown
contrasts well with the red tiles of the

roofs. Undoubtedly this is one of our

noteworthy churches.

Its successors in the same kind are

even more noteworthy, St. James' at
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Madison avenue and Seventy-first
street, the other example chosen by
Professor Kerr of American freedom
in church architecture, is scarcely Ro-
manesque at all in detail, being, so far

as it need be classified, in an early, in-

deed the earliest, phase of French
Gothic. Still, the reliance it shows
upon the disposition of the masses as
the source of its effect,and the simplic-

ity of the architectural detail, including
the paucity of mouldings, pretty evi-

dently ally it with the Romanesque re-

vival begun by Richardson, and it

could scarcely antedate that revival.

The peculiarity of the church is that

the apse occupies the centre of the
front between the tower and the parish

building, from which it is separated by
a turret. One would suppose from the

illustration that this arrangement had
in view to preserve the orientation of

the altar. In fact the orientation is re-

versed, for the apse is at the west end.

The unusual disposition has in view

only a picturesque composition, and
this it decidedly attains. The doorway
at the base of the tower is very well

and purely detailed in early Gothic,
while the shaft of the tower derives a

pretty distinctly Romanesque expres-
sion from the powerful roll-mouldings
at the angles and from the displayed

symbols of the Evangelists which dec-

orate the merging of these into the

wall at the base. The other Ro-

manesque detail is the "lisene" or flat

buttress, which marks the division of

the bays along the side, and which,
like the angle-rolls, is a reminiscence

of Lombardic building. Only the first

stage of the tower, as will be seen, is

completed. The next, the shaft proper,
shows two very tall openings in each

face, and, above an open and rather

rich belfry stage, a crowning lantern.

The tower is evidently necessary to the

completion
"

of the composition, but

even in its incomplete condition, this

West end will be admitted to be a very

successfully studied performance.
The apse which is its central feature is

well framed by the gable wall above

it, and between the plain mass of
^

the

tower and the subordinate building.

The plain flank of aisle-wall and

clerestory is terminated at the east end
by a transept balancing the tower and
completing the composition. It is an
illustration of the freedom of eclec-
ticism which has been employed in the

design that the gable of the pictur-
esque porch which forms the entrance
to this transept is filled with Perpen-
dicular tracery. The side of the church,
with the balance of the terminal
masses the tower and the transept
is as effective in its way as the front.
In spite of the incompleteness of the

tower, which is an integral part of the

composition, the building is architec-

turally one of the most interesting
churches of New York.
The Rutgers Riverside Presbyterian

Church, although as free as St. James',
and showing no more care for the

praise of "correctness," is distinctly

Romanesque, and is pne of the note-

worthy works of its author in that kind.

The plan turns to architectural ac-

count the peculiarities of the site, and,
as often happens where the facts are

faithfully followed, converts appar-

ently unpromising requirements into

sources of effectiveness and individu-

ality. The street corner upon which
the church stands is an obtuse angle,
and the church is nevertheless set upon
it rectangularly, the front being per-

pendicular to the line of the side street.

This leaves a considerable space be-

tween the avenue (the Broadway Bou-

levard) and the inner angle of the

church, and this space is utilized by the

erection here of the tower, thus well

projected and detached from the

church, to its considerable advantage.
This detachment is nearly complete,
for the space behind the tower, as far

as the transept, is also reserved so as

to secure the ample lighting of the in-

terior, no matter what disposition may
be made of the adjoining lot. What
has been built of the tower is in general

much like the base of the tower of St.

James', excepting that the doorway is

detailed in Romanesque instead of

Gothic, while the heavy Romanesque

angle-rolls of the Gothic building are

omitted. In the photograph the church

seems to be almost in monochrome.

In fact three tints of sandstone are em-
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RUTGERS RIVERSIDE CHURCH (1889).
Boulevard and ysd Street, New York City. R. H. Robertson, Architect.

ployed in it. The field of the walls is

in the reddish Potsdam sandstone,
while the wrought work is for the most
part in the purplish New Jersey stone,
in alternation with which, in the vous-
soirs of the arches, is used the darker
brown of the Longmeadow stone. Al-

though, if an architect's range of choice
in tints were as wide in stone as it is in

pigments this combination is scarcely
that which he would select, its con-
trasts are effective. The Potsdam
stone, an excellent material for use
in rough masses, is too intractable

for carved work, and the employment
of the two brown-stones in the vous-
soirs forcibly expresses the structure
of the arch, and to some extent supplies
the place of more elaborate and more
costly modelling. The front is an ef-

fective composition effectively de-

tailed. The canopied and pillared

porch at the centre, with its flanking
pair of openings, makes an impres-
sive entrance, although the entasis of

the shafts is much exaggerated. The
proportions and the modelling of the
arch are excellent, and its effect is

heightened by the mouldings and
ornaments, here in pure Roman-
esque, well designed and well execu-

ted, as is also the carving which fills

the tympana of all the door-heads.
The triplet of arches above is bounded
and separated by the Lombardie
lisenes, here developed into complete
pilasters with capitals, and supporting
the carved symbols of the Evangel-
ists. Inasmuch as the pilasters serve

no purpose but to carry the symbols
of an "evangelical" denomination, it

seems that they would have been
more effective for being detached
as independent features from the wall

in which they are engaged, and

this, as we shall see, seems to have
been the view of the architect himself

in a subsequent work in which a

similar feature is carried much
further. In the present instance, the
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pilasters are neither constructive nor

frankly decorative, and the front

would probably be better without

them, although, with or without them,
it is an interesting piece of architec-

ture. Upon the whole, however, the

new flank is even more interesting,

being in fact one of the most success-

ful things we have in its kind. It is

effectively framed between the turret

at one end and the transept that con-
stitutes the Sunday school at the

other, and the expanse of the rough
reddish wall, which would be impres-
sive of itself, becomes much more im-

pressive through the treatment by
which it is relieved. This treatment is

in a tolerably consistent Romanesque.
The bays, both in the aisle-wall and
in the clerestory, are divided by pilas-
ter strips, in the former case starting
from the sill course and in the plane of

the wall below, so that each triple

opening pierces a recessed panel
framed by the projecting wall below,

by the pilaster strips and by a plain
but sufficient dentilled cornice. The

jambs are unmoulded and the only
relief to the absolute plainness is the

carved blind arch of the central

opening. In the clerestory, this arch
is opened, and a darker stone is in-

troduced at the impost and in the

voussoirs. The difference suffices to

give variety without impairing the

homogeneousness of the treatment.

The gabled transept at the west end
is another successful piece of design.
The projected porch below is one of

the picturesque features which Mr.
Robertson seldom fails to give us,

even in buildings to which the feature

does not seem to "belong." Here the

feature is entirely appropriate, indeed

an integral part of the composition
and gains correspondingly. It is a

triolet of arches in the lower story,

with a central arcade of four openings
above, flanked by gablets, each

pierced with two arches. It is a suc-

cessful piece of design, and an appro-

priate termination to a very satisfac-

tory church.

St. Luke's, Convent avenue, is also

distinctly a Romanesque church, and

perhaps the most successful of the

group we are considering, although
like all the rest but the first, it suffers
from the absence of the tower de-

signed for it, and the tower is here

perhaps more important as a part of
the design than in the others. This

building, like the last, makes a de-
mand upon the ingenuity of the de-

signer by one of those unusual dispo-
sitions which the architect ought to
hail as opportunities, but which the

commonplace architect is apt to be-
moan as intractabilities. In this in-

stance the peculiarity is the sudden
and sharp decline of the ground from
the front, until at the rear it is lower,
by the height of a very tall story, than
at the sidewalk line. The rear view is

quite as important as the front, and it

behooved the designer to make it

worthy of its conspicuousness,as it will

be agreed that he has done. The base-
ment wall is returned at a right angle
in a square and solid mass of masonry
adequate to its architectural purpose
of serving to spike the structure firmly
to the ground and establish it in its

place, a purpose which is still further

fulfilled by the wing of perfectly plain
wall that encloses the staircase. The
upper run of this staircase and its land-

ing give occasion for a very happy
feature of porch and arcade, a remin-

iscence, I suppose, of the famous stair-

case of Canterbury. The other features

that fill the space of the choir-aisle,

the gabled vestry-room, if it be a ves-

try-room, and the attached turret, with

the doorway at its base, form a pic-

turesque huddle from which the stark-

mass of the plain round apse is effec-

tively detached and by which it is

effectively relieved. The church

throughout is notably severe in treat-

ment and owes much of its impres-
siveness to its austerity. There is no-

where any elaborate moulding nor as

yet any elaborate carving. Doubtless

the capitals of the arcaded porch of

the front, at present mere blocks, are

meant to be elaborated some day, and

the arcade of five openings in the gable
to be enriched. But even so the archi-

tectural character will be that of aus-

terity,of a building relying for its effect

upon the disposition and proportion of
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its masses alone. This has been so suc-

cessfully studied that the result is one
of our most noteworthy churches. The
difference in tint of the two stones em-

ployed serves everywhere to carry out

the design and to emphasize the struc-

ture. The tower, as designed, is of the

same austere character as the body of

the church, a plain, almost solid shaft,

buttressed only with strips after the

Lombardic manner, and crowned with

a belfry-stage, which is still of a mo-
nastic severity. By reason in part of

the situation of the church and in part
of the design, the tower is, as has been

said, more necessary than in the other

churches we have been considering,
and it is to be hoped the parish may
soon see its way to the architectural

completion of the work.
I have already had occasion to refer,

and shall have occasion again to refer,

to Mr. Robertson's felicity in "feat-

ures." An example of this felicity is his

addition to the Church of the Messiah
in Brooklyn of a tower, or rather of a

lantern,which consists of a circular'col-

onnade, roofed with a steep hood, and

set, by means of a transition wnich

shows much cleverness and ingenuity,

upon the old and square substructure.

There is no patent incongruity be-

tween the new work and the old, and

yet by means of the slender elegance
of this crowning feature, and of the

rich porch which he also added, the de-

signer has contrived to impart a posi-

tive and grateful architectural charac-

ter to that which before was absolutely
characterless and commonplace.

In these churches it is plain that Mr.

Robertson has attained an individual

and an interesting version of Roman-

esque. This is equally plain in the

secular works that are more or less

loosely in the same style. Of these I

am compelled to put first in merit the

beautiful station at Mott Haven. In

this there are not only the elaborated

single features which we rarely fail to

find even in those of his works in

which we fail to find a composition to

the total effect of which all the parts
Contribute. We find also unity, unity in

variety, and the features are parts of a

physiognomy. The building and its de-

Vol. VI 2 7

pendencies are nearly a monochrome
in red nearly, but not quite, for com-
mon brick of a good color is used
in the walls, pressed brick in the jambs
and arches, red tile in the roof and red
terra cotta in the ornament, and the

slight variations of tint that result add
life and charm to the design. There is

scarcely any building more featureless
than a railway station reduced to its

simplest expression. It is a low shed
with a sheltered platform. But then it

may without incongruity have a porch,
a clock-tower is especially appropriate
to it, and the baggage yard may be
allowed its own gate. With no other
sources of variety than these an artistic

architect may make a charming build-

ing, as we see here, or rather as we
saw here, for the recent changes in the

tracks, involving the removal of the

station, have been carried out with a

quite ruthless disregard of or insensi-

bility to the merits of the work, and
have destroyed or mutilated the de-

pendencies that were integral parts of

the composition. Perhaps the most
successful point in the general compo-
sition is the skill with which the whole
low substructure, by means of the

separate treatment of its separate roofs,
is grouped about the central tower and
made to converge to it. But the treat-

ment of the several features is equally
happy in their general form and in

their proportion, and the detail is very
carefully and successfully studied in

scale as well as in design. There are

some happy innovations, such as the

rounded soffits of the free-standing
arches, but evidently nothing is done
for the sake of novelty. Upon the whole
this seems to me the most perfect,
the most uniformly and consistently

excellent, of the work the designer has

yet done. If it happened, as it may have

happened, that he had at the time of

its design more leisure on his hands
than has usually fallen to his lot since

he became a busy architect, the work

certainly got the benefit of that fact.

One need not grudge successful archi-

tects their incomes in order to recog-
nize that the artistic and the mercantile

standards are different, and that "the

hand of little employment," whether or
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NEW YORK CENTRAL STATION AT CANANDAIGUA (l888).

R. H. Robertson, Architect.

not it "hath the daintier sense," which

Shakespeare attributes to it, has neces-

sarily the more careful touch.

There is another station, at Canan-

daigua, which is noteworthy as show-

ing in a much simpler and less elabor-

ated form, the essential merit in com-

position of that at Mott Haven, that is

to say, the harmonious subordination
of the rest to the dominant feature.

This seems to me to have been the es-

sential merit of Richardson's design,
which the present work recalls. This
recalls it more obviously in the choice

of the Richardsoniari combination of

material, though it does not show the

tremendous exaggeration by which
Richardson so emphasized the point of

his design that the wayfaring man
could not miss it. Apart from all that,

the wayfaring man of a cultivated mind
cannot come upon such a piece of

work as this at a country station with-

out feeling gratitude to its designer.
An earlier work than the Mott

Haven station, and perhaps a more
conscious and deliberate essay in his-

torical Romanesque, is the Young
Women's Christian Association in

Fifteenth street, an interesting appli-
cation of the style to a modern street

front. One of the things to be

kept mainly in view in a situation in

which the architect cannot command
his surroundings, is the desirableness

of conformity, and in the shiftings of

New York this involves conformity
not only to what exists,but to what may
probably come to pass. This is a duty
of what may be called artistic civism,
and Mr. Robertson seems to me to be

noteworthy and laudable for the extent

to which he keeps it in mind. In some

European cities it is enforced by pub-
lic authority, but in American cities

there is no compulsion to it except
what the designer voluntarily imposes
on himself. The present front "will

go" with anything that a civilized de-

signer is likely to adjoin to it. It is a

symmetrical, decorous and well-be-

haved composition, with a massive

basement, a well lighted superstruc-

ture, of which the lightness does not

threaten the stability, and an effective

colonnade by way of attic under a visi-

ble roof. The massiveness of the base-

ment seems to be obtained at some
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YOUNG WOMEN'S CHRISTIAN ASSOCIATION (1883).Fifteenth Street, New York City.
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MARIA LOUISA HOME.

East i6th Street, New York City.
R H. Robertson Architect.
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sacrifice either of expression or of pract-
icality where does the floor line
come? but in the superstructure there
is no suggested sacrifice in either di-
rection. The central feature is an effec-
tual safeguard against monotony,with-
out being excessive, and upon the
whole the building is an exemplary
street-front. Much the same may be
said of the counterparting front on the
street in the rear, which is very prop-
erly, less institutional and more do-
mestic of aspect. The front, however,
has an emphatic triple division, the
construction is expounded throughout
in the design and the whole is relieved
from commonplace and receives a
touch of picturesqueness through the
colonnade at the top and the well-de-
tailed porches.
That is, however, a distinct infelicity

in the design by which the piers that
run through four stories are aligned in
whole or in part over the openings of
the basement. Plainly either they
should have had visible means of sup-
port in still more massive piers below,
or else the whole basement should
have been of such massiveness as to

count, with reference to the super-
structure, as a virtually solid wall.
The Railroad Men's Building, at

Forty-fifth street and Madison avenue,
is an interesting and picturesque
structure, in the nature of a club
house. The nearly square corner

building is the centre of a composi-
tion which has now been completed by
an extension on the street, corre-

sponding to and more or less balanc-

ing the extension on the avenue front
shown in the illustration. The general
treatment of the building is plain. It

owes its effect, which is very good,
first to its general disposition and pic-
turesque outline, next to the success-
ful adjustment of its voids and solids,
and then to its effective combination
of color. A "superstructure of tawny
brick for the field of the wall, with red
brick and red terra cotta for the em-
phatic fronts of structure, surmounts
a basement of red Scotch sandstone
and is surmounted by roofs of var-

nished brown tiles. Ornament is spar-
ingly introduced, but always at the

right place, in the right quantities, and
of notably good design. Mr. Robert-
son has done nothing better in its
kind than the canopied doorway with
its rich reeded pier and decoration in
terra cotta, and the equally rich and
spirited carving of the stone buttresses
of the "stoop."

Undoubtedly by the same hand is
Ine Holland," at Broadway and

Forty-fifth street, a three-story build-
ing which, by its modest altitude, de-
notes that it is a provisional structure,
meant to last only until a more defini-
tive disposition is made of the ground
on which it stands. This is not sug-
gested by the architecture, which
seems substantial enough. The com-
bination of color is the same as in the
previous building, and the building
derives picturesqueness from the em-
phatic projection of the varnisned
roofs over the walls and from the belts
of shadow thus secured. The "feature"
is the entrance to the upper floors at
the centre of the front, a rich and ba-

roque construction of a round pedi-
ment in terra cotta upon a pair of plain
piers, that suggests a Batavian origin.
Although the building seems out of

place where it stands, one would be
very glad to meet it, barring the pain-
ful attenuation of the angle pier to an
iron post, in a suburb or an inland
town to the permanent conditions of

which it conformed. Of course the

tenuity of the angle is not to be im-

puted to the designer, being the result

of a commercial demand.
Another unusual type is what is now

known as the Studio Building in West
Fifty-fifth street, but was originally
erected for the Mendelssohn Glee

Club, to which the rent-paying studios

were merely a preface. But the preface

prevented the signalization in the ar-

chitecture of the primary puroose of

the building, which was in fact indi-

cated only by a sign over one of the

two equal entrances. Externally the

building, as it was designed and built,

was a studio building only. The front

is of only fifty feet, though it looks

very much longer, thanks to the em-

phasis put upon the horizontal lines,

even though it is divided at the centre
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ENTRANCE, ACADEMY OF MEDICINE (1889).
R. H. Robertson, Architect.

by a strong vertical line, apparently
the emergence of a party wall. The
wall is but of two stories, the remain-
ing two being in the roof. The unusual
disposition gives the building great
quaintness, though it is evidently not

sought for that purpose,and indeed ex-

plains itself to every passer. The treat-

ment is perfectly straightforward and
logical, a stone basement, a middle
term in brick and terra cotta, and a
tall roof in red tiles and glass, nearly as
tall as the whole substructure, in two
pitches to accommodate two tiers of

studios, and with a band between
them enriched with ornament in terra

cotta. The triple division is very
strongly emphasized by the change of

material and the radical change of

treatment, which, moreover, is evi-

dently not arbitrary but the result of a

straightforward and idiomatic follow-

ing out of the nature and capacity of

each material. In a line drawing it

would be as plain as in the photo-
graph or the fact that the basement

was of stone, and the middle story in

baked clay and the roof in slate or tile,

with features and ornaments in terra

cotta. The perfect naturalness of

the treatment gives much of its charm
to this unpretentiously picturesque
street-front.

A very much more important work
is the Academy of Medicine in Forty-
third street. It must be owned that the

interest here is in the parts rather

than in the whole, that the features,

interesting as they are in themselves,
do not make up a physiognomy. In
the first place the front, but that it has

only a single entrance, would indicate

two buildings rather than one. This

separateness seems to be sought and is

certainly emphasized. The three pairs .

of arches under the gable,for example,
are not only not repeated along the

adjoining wall, where they are suc-

ceeded by two lintelled and mullioned

windows, but a change of material en-

forces the change of treatment, a field

of rough brownstone succeeding the
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field of red brick, and the dormer that

crowns the lateral wall having no

counterpart in the wider front. Hide
the front below the cornice over the

great arcade, and you will say unhesi-

tatingly that it is the front not of one

building but of two,designed it is true,
so as to help each other, and in con-

junction,but by no means parts of one
whole. The one continuous feature is

the big arcade, of which the three

openings to the left are quite congru-
ous with the front in which they stand,
but the two to the right are plainly ex-
cessive in scale and exaggerated in

treatment for the front to which they
belong. Indeed this exaggeration is

the chief fault in the design of the
narrower front considered, as one
must consider it, by itself. Moreover,
the arcade loses much of the impres-
siveness to which its scale and design
entitle it, by the lack of abutment. In
order to give it assurance of stability
it should be framed between massive
flanks of wall rather than these termi-
nal piers, which, quite adequate for an

ordinary front, are quite inadequate
as the ultimate abutments of an ar-

cade that exerts so powerful a thrust.

Mr. Richardson's instinct for struc-
tural expression frequently failed him
at this point, and made him indifferent
to the visible abutment of his tremen-
dous arches, although it is not only
demonstrable but obvious that the
more powerful an arch with insuffi-

cient abutment the weaker is the con-
struction. The effect of the arcade here
is still further weakened through the

cutting of the bases of two of its open-
ings by the balustrade of the porch.
The main defect of the design is a de-
fect of unity. The front is neither sin-

gle nor twofold, and the architect

must, we think, be convinced by the

contemplation of the completed front
that the impulse which led him to
divide it in design was a mere caprice.
The successes are successes of detail,
rather of features, and how good the
features are. The porch is of a more
thanRomanesque,of an Egyptian mas-
siveness, and, with the background of
solid shade secured to it by its own
projection and still more by the re-

cession of the wall behind it, is a very
telling feature. Such carving as it

bears is excellent, though a greater

quantity would have protected the

porch from the criticism that its mas-
siveness degenerates to rudeness.

The single pillar is powerful, though
the entasis is much exaggerated, as is

the case with the attached columns

throughout, and entails an unfortu-

nate effect. Another feature is the
treatment of the narrower front above
the arcade, that formed by the pair
of mullioned windows and the heavy
dormer. Another is the main gable, in

which indeed the relation of the three

pairs of arched openings to the quad-
ruple colonnade leaves something to

be desired, but which has spirit and

picturesqueness, and in execution de-

rives a singular charm from the con-

trast with the stone of the mellow
and velvety brickwork.

I have used up so much of the space
to which I am limited in talking about
Mr. Robertson's work in Romanesque
that, while that phase of his work is

by no means exhausted and interest-

ing examples of it have been passed
over altogether, there is very little

room left in which to speak of the other

phases. But I am the less sorry for

this because the Romanesque, or at

least the Romantic, ohase of his de-

sign seems to be so much the more
characteristic and important as to con-

stitute artistically the bulk of his work.

Of course it is idle to quarrel with any
individual architect for "keeping up
with the procession" and changing his

style when it is clear that the fashion

has changed. Fatal to architectural

progress as these capricious changes

may be and are the individual architect

who merely submits to them is to be

commiserated. He has always ready for

his critic the trite plea of the French

criminal, and the critic cannot fairly

repeat the retort of the French judge.

Certainly the present critic does see

the desirableness of his subjects sur-

vival and continued practice of archi-

tecture, in whatever mode may be the

mode. But then Mr. Robertson's Ro-
manticism is so inveterate, and the

characteristic of his best work is so
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DR. WARNER'S HOUSE (1896).

Irvington, N. Y. R. H. Robertson, Architect.

evidently picturesqueness, even when
it becomes a rather random pictur-

esqueness, he is so much more at home
in free architecture that it is a distinct

loss that he should have felt con-
strained to "follow a multitude to do"
classic. The loss is the greater because
his free and eclectic version of the me-
diaeval styles shows, upon the whole
so steady an advance in the sobriety
and restraint which it is the more nec-

essary that an architect should im-

pose upon himself when it is not im-

posed by his style. Take for ex-

ample the Romanesque house at

Springfield, Ohio, and the large
country house at Irvington, which is

distinctly comoosed in late English
Gothic, and of which the main merit
is the unity of the composition and
the subordination to the total effect of

the picturesque features for which one

very seldom looks in vain in Mr. Rob-
ertson's work. Another country house

at Irvington is less extensive and elab-

orate, but not less successful, although
the ample music room seems to have
been appended as an afterthought, and
does not properly form part of the de-

sign. This is one of the characteristic

American successes in which a work
that is of no style yet has style.

This is the merit of a number of

town houses that Mr. Robertson has

done, of which some that it is not

feasible to illustrate here are as sig-

nificant and successful as those that

are shown. A house-front in a row is

a difficult problem,because in this also

the architect must conform not only to

his actual surroundings,but to what his

surroundings are likely to be. A "purple

patch" of picturesqueness that seems
to hold up its neighbors to public odi-

um is a piece of incivism from which
one gladly turns to an example of dull

decorum. The twenty-foot front in

Fifth avenue, herewith shown, is a
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MR. H. WALTER WEBB'S HOUSE
R. H. Robertson, Architect.
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R. H. Robertson, Architect.
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Fifth Avenue, New York City. PRIVATE RESIDENCE R. H. Robertson, Architect.

case in point. The decorum of this

indeed does not become dullness. It

is a well-composed, harmonious front

that is none the less worth looking at

because it does not force you to look at

it. What makes it especially pertinent
and exemplary is that it replaces an

aggressively picturesque front by the
late Wrey Mould in particolored
Victorian Gothic, which many New
Yorkers will recall. Of course this

was not without interest in itself, but
it was so evidently "unneighborly"
that it is no wonder the owner found it

a social duty to replace it with some-

thing less importunate. The same

praise of conformity and decorum be-

longs to the dwelling in Fifth avenue,
near Sixty-eighth street, and to other

dwellings by the same architect in

upper Fifth and upper Madison ave-

nues. If one can add a touch of pict-

uresqueness without disturbing the

air of peacefulness and good neighbor-
hood which is the first essential of a
town house, all the better, but he in-

curs a certain risk in the attempt. Mr.
Robertson has several times ran the
risk and escaped with impunity, nota-

bly in the design of two dwellings in

West Fifty-fourth street, of which one
in particular, No. 50, is especially ex-

emplary as showing how a piece of do-
mestic architecture, which is only a

street-front, may respect all the condi-
tions and relations of its place and

yet be an individual and charming
work.
As might be inferred from his work

in the romantic styles, Mr.Robertson's
work in classic is extremely free and
does not solicit the praise of purists.
The only academic piece of classic he
has essayed, I think, is a tomb at Irv-

ington, which is as studiously and con-

sciously "correct" as if in designing it
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Fifth Avenue, New York City.

MR. JOHN H. INMAN S HOUSE.

the author had had a professor in his

mind, and which is a very successful

essay
in its kind, successful that is to

say in the adjustment and the scale of

forms and details all settled for the de-

signer beforehand. Another work as

consciously classic, the Savings Bank
in Ninth avenue, is not quite so suc-

cessful, because here the consecrated
forms had to be adapted to_practical re-

quirements. The portico, taken by
itself, is an "example," but the longer
side lacks not only formal symmetry,
but artistic balance, and the skylighted
dome does not so dominate the build-

ing as
xo account for and justify the

R. H. Robertson, Architect.

transeptual arrangement. It is pretty

evidently either too important or not

important enough.
Of course in these things the man-

ifestation of individuality is not to be
looked for. Where he has permitted
himself more freedom, however. Mr.
Robertson has succeeded in imparting
a distinctly individual character to his

classic designs. This is eminently the

case with the building of the United
Charities in Fourth avenue, and the

building of the Mendelssohn Glee

Club in West Fortieth street. Though
there are few specific resemblances in

the detail of the two, nobody who had



THE WORKS OF R. H. ROBERTSON. 209

CHAS. T. YERKES' HOUSE (lSo6).
Sixty-eighth Street and Fifth Avenue, New York City. R. H. Robertson, Architect.

seen both could doubt that they were
the work of the same architect. In
each case the building seems to have
been planned according to its require-
ments, and the classic detail employed
to garnish the disposition arrived at

by this manner of design. This was
the method of the free classic building
in Germany, France, England, every-
where, indeed, out of Italy. It en-

tails, indeed, .a complete sacrifice of

purity, and this in a wider than the
scholastic sense, but it offers in com-
pensation a homely picturesqueness
and an unsought quaintness that are
not without their charms. This at-

traction these buildings have and it is

perhaps enhanced by the fact that their

composition, while it is coherent, is

Vol. VI 2. 8.

highly irregular. The United Char-
ities is unmistakably an office build-

ing, in which there is no sacrifice of
the practical requirements, but which
nevertheless has an architectural in-

terest, by reason of such features as the

ample entrance, the order that em-
braces the upper stories, and the

spreading dormer gables of the roof.

The Mendelssohn Glee Club, on the

other hand, suffers from the fact that

the front of two stories, corresponding
to and indicating the floor and gallery
of an ample auditorium, is surmounted

by three stories of rentable apartments,
which are much too important to be

regarded as a mere appendage of the

principal apartment,and which are not,

and perhaps could not be, architectur-
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West'ysth Street, New York City.
RESIDENCE, THOS. A. MCINTYRE.

R. H. Robertson. Architect.

ally incorporated with it. It will be

agreed that the music-hall, taken by
itself, is a very successful performance,
and that, if it had been commercially
practicable to omit the two interpolated
and architecturally irrelevant stories,

and set the roof duly modified, above
the second story, the result would have
been an extremely attractive and in-

dividual front. It is such a front,

though its merits are somewhat ob-
scured by the superincumbent offices,

a harmonious, dignified and expressive
composition.
An extreme example of free classic

in ecclesiastical work is St. Paul's

(Methodist) Church, not yet complet-
ed, in West End avenue, built in buff

brick and terra cotta of a fortunate ir-

regularity of tint. The architecture of

this bears something the same rela-

tion to the more common classicality
of classic churches as the "Jesuit style''

to the more formal Renaissance. It



Irvington, N. Y. WARNER TOMB (1895).

THE NEW YORK SAVINGS BANK.
Fourteenth Street and Eighth Avenue. (Now Building.) R. H. Robertson, Architect.



ST. PAUL M. E. CHURCH (1896).

86th Street and West End Avenue, New York City. R. H. Robertson, Architect.

RUTGERS RIVERSIDE CHURCH (1889).

Yonkers, N. Y. R. H. Robertson, Architect



New York City.

PARK ROW BUILDING.

(Now Building.) R. H. Robertson, Architect.
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LINCOLN BUILDING (1885).
Fourteenth Streec and Broadway, New York City* R. H. Robertson, Architect.

is, if I may so say, unscrupulously pict-

uresque, and not unsuccessfully so, al-

though in fact the plain and powerful
flying buttresses of the clerestory give
a much greater sense of structure and
stability than in the illustration, a sense
which is by no means increased by the
treatment of the outer buttresses, not
as lateral supports, but as upright pil-

asterys. The porch shows the same
motive of four crowned pilasters as

the front of the Rutgers Riverside

church, but here it is successfully de-

veloped as it was there only intimated.
The result is an imposing feature of its

kind, which gives the front a rich, fes-

tal, even "jolly" aspect. Whether that

aspect is appropriate is quite another

question.
Mr. Robertson has done quite his

share of "skyscrapers," from the com-

paratively modest altitude of eight
stories to the unquestionably immod-
est altitude of twenty, and even, in a

project now in course of execution, to

the "record" of twenty-seven. Of this

latter, the Park Row building, it doth
not yet appear what it shall be, and
the drawing of one face of what will

be a very conspicuous solid does not



CORN EXCHANGE BANK BUILDING (1892).
Corner Beaver and William Streets New York City R. H. Robertson, Architect.
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ENTRANCE CORN EXCHANGE BANK (1892).

New York City. R, H. Robertson, Architect.

afford a basis for criticism. But every
New Yorker knows by sight the Lin-

coln, the Mohawk, the Mclntyre, the

Corn Exchange Bank and the build-

ing of the Tract Society. Upon all

these it seems to me a fair general
criticism that Mr. Robertson does not,

artistically speaking, take his sky-

scrapers seriously enough. That he
takes them seriously, practically

speaking, may safely be inferred from
the fact that he has had so many of

them to do. Of course the skyscraper
is still ferae naturae, but a good many
earnest designers have devoted them-
selves to bringing it within the reign
of law. One of the things that they
seem to have established is that the

universal maxim that awork of art must
have a beginning, a middle and an end,
is in this case best observed by divid-

ing the skyscraper into base, shaft and
capital, confining the conspicuous or-

nament to the terminal member, and

leaving the shaft unadorned, and un-
divided except by the necessary divis-

ion of the stories. Mr. Robertson de-

clines to recognize even this conven-
tion. In the Lincoln building, the

subordinate division is carried so far

as to confuse the principal division.

In the Mclntyre, the primary division

is maintained, but the base seems ex-

cessive, though the main drawback to

the effect of this is that the basement is

the lightest and most open division and
that the corner of the building has no
visible means of support. Of course

this is the architect's misfortune and
not his fault, but its effect is none the

less disastrous. The Corn Exchange
Bank has an extremely satisfactory

basement,an adequate substructure for

the pile, and the colonnade that forms
the capital is effective. But here the

shaft is divided into two nearly equal

parts by a horizontal member as im-

portant as any in the building, except
the crowning cornice. The architect

must I think agree, in view of the

completed work, that the omission of

this member and an identical treat-
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Nassau Street, New York City.

ment of the seven stories between base-
ment and attic would have resulted in
a more harmonious and effective build-

ing. In the Tract Society the base-
ment is itself divided into two parts,
and the superstructure under the cor-
nice into three, consisting each of three

stories, of which the openings are re-

cessed, while the walls of the single
stories that mark the divisions and
belt the building are brought for-

ward to the plane of the piers. The
steel-frame construction has, indeed, a
unit greater than a single story. If

the architectural division corresponded
to this and expressed it, the masonry
might be arranged in the successive

layers, dependent on the framing, of

which the construction is composed,
and so treated as to explain their de-

pendence. Such a treatment would

undoubtedly be an advance in expres-

AMERICAN TRACT SOCIETY BUILDING (1894).

R. H. Robertson, Architect.

siveness. But the triple division of the
shaft here seems to be as arbitrary as

that of the twofold division of the base,
and not to correspond to any actual

requirement, mechanical or aesthetic,

although it is no doubt both more rea-

sonable and more rhythmical than the

division of the shaft in the Corn Ex-

change Bank.

Upon the whole, none of these tall

buildings contributes very distinctly to

the solution of the specific problem of

the tall building, and none can be

called successful in its entirety. The
architect's power of design is shown
in the parts, rather than in the whole,
in the picturesque features in which his

other work abounds. The basement
of the Corn Exchange Bank, with the

decorative treatment of the angle and
the main entrance; the top of the Mc-

Intyre building, with the long colon-
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TOP OF AMERICAN TRACT SOCIETY BUILDING (1896).

R. H. Robertson, Architect.



THE WORKS OF R. H. ROBERTSON. 219

naded attic and the picturesque corner

tower; these are among the effective

bits in our street architecture. A much
more effective feature, indeed the most
effective feature in the sky line of the

lower city, as seen from either river is

the crown of the Tract Society build-

ing. This does not pretend to "be-

long" to the building, or to answer

any utilitarian requirement. In fact, it

is emphatically detached by the with-
drawal of the building behind it. It is

confessedly an extraneous and pictur-

esque crowning member. It has been
so carefully designed in scale that it is

effective and telling as far as it can be

seen, and it would be rather petty to

insist upon the illogicality of a feat-

ure which so completely justifies itself

to the sensitive beholder.

Montgomery Schuyler.



By John La Farge.
"
MUSIC."

In residence of Hon. Whitclaw Reid,

New York City.

Photo. Copyright,

Curtis & Cameron, Boston.

CONSIDERATIONS ON PAINTING/

THIS
fascinating book has re-

ceived some part of the success
that it deserves. Our review

of it comes so late that the second
edition is out, and that the review-
er has the great and somewhat un-
usual pleasure of feeling sure in

advance of the public sympathy
when he tries to praise the book
as it ought to be praised. The occa-
sions are so very rare when an artist

of real force and originality who has
also gained so much of the popular
favor that he has had important work
to do has allowed himself to

speak his full mind to the

public as to his art, its conditions, its

nature, its peculiarities, and the way in

which different masters of that art

have understood it, that even a much
less delightful book than this would
appeal to us strongly and make a de-

mand, not to be ignored, on our at-

tention. The book, however, is of

absorbing interest once the reader has
attuned his mind to the process of

thought. This is not so easy a mat-
ter as at first sight might appear. Most
persons who have tried to read this

book will have found themselves baf-

fled at first in the attempt to carry the
full sense of one page over leaf, and,

Considerations on Painting. Lectures given
in the year 3893, at the Metropolitan Museum
of New York, by John La Farge. New York:
Macmillan and Company, and London. 1895.

when they are reading the conclu-
sions reached by the author, to retain

in mind the exact character of the

premises. The style is singularly
varied, personal, forcible; it is chro-

matic in a sense, as being brilliant and

yet warm and sympathetic, just as we
call Macaulay's style brilliant, but hard
and cold. And yet this poetical style
is so loaded with significance and mat-
ter that while we think we are reading

poetry, we find we are reading a phil-

osophy a little too deep for us. Robert

Browning has tried a life-long expe-
riment of loading verse with complex
thought; and the verse staggers and

limps and goes with jerks and starts

until one who is a lover of Milton, let

us say, or Shelley, finds that he cannot
read Robert Browning, as he is not

prepared to face such ungainly and
discordant verse for the sake of any
philosophical profundity which he can

expect to find there. La Farge's phil-

osophy is, on the other hand, con-

tained in a prose so poetical that the

mind is apt to be taken away from

pursuit of the meaning by the charm
of the verbal composition: at least

it is so that we try to explain the un-

questioned difficulty there is in keep-

ing the mind fully informed as to just
what the author is trying to tell us.

John La Farge is an artist in a self-

conscious way, and he is is also an ar-
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tist in an extremely childlike and un-
conscious way, and the two artists co-
exist and form one in a very inexplic-
able and puzzling manner. Those who
know the man, as his associates in
America and in France know him, are
aware of the profound learning he has

gained in the history, properly so

called, of painting. He has not seen
so many of the great works of the past
as many of his contemporaries, but
those that he has seen, he knows as
a reading man knows his favorite bits

of prose or verse, and learning is not
so much a knowledge of separate
facts, as the knowledge of what a cer-

tain number of facts mean, especially
when they are taken together. On
modern art, he has, let us say, his pe-
culiar opinions, which would amount
to prejudice in a mind of a less philo-
sophical or of a less artistic man, but
even what might be called a prejudice,
when it arises in such a mind, is wor-
thy of any one's careful consideration,
and, in fact, commands the deferen-
tial acceptance of every student, as be-

ing a proposition which is true just so
far as any human truth is true. What-
ever is called true is true only for a
certain person in certain circum-
stances. No scientific, philosophical,
or poetical truth is immutably true,
and in like manner La Farge's opin-
ions are open to the question as to

whether they will be binding upon his

successors of another generation: but
for us for the men who have grown
up during the years of La Farge's own
life they may be taken as true with-
out any such attempts to explain them
away. He admires Rembrandt as the

executive master and as the artistic

creator, with what seems to some peo-
ple an excess of comparative admira-
tion. One of us would rather be taken
to Michelangelo's frescoes, perhaps,
and another to Paul Veronese'smighty
paintings on stretched canvas. It is,

indeed, easy to feel that we should like

more explanation from La Farge as

to just why he admires Rembrandt so

profoundly. When, however, the work
admired is in itself so admirable by the

universal consent of art lovers, and

when the man who expresses his,
perhaps, excessive admiration, is him-

tt so easily our master in executive
art, and in its analysis and criticism,then we have the satisfaction of know-
ing that even this prejudice in favor of
Kembrandt is as near to final and im-
mutable truth as any human opin-ion is likely to be. So La Farge said
once in the hearinsr of many persons,
that in his belief, the opinion of a very
sreat artist as to a point in fine art
could not be wrong could not be er-
roneous, and those inclined to dispute
that startling dictum began to ask,How about such an opinion of such
or such an artist? The answer to this
was, readily, that those were not very
great artists, or else that those opin-
ions were true although they might
not seem so. In other words it may
easily appear that here La Farge was
able to maintain the truth of his dic-
tum by denying or ascribing great-
ness as he pleased and by denying or
ascribing truthfulness as he pleased.
And yet, here again was an instance
of an exactness of statement as near
to perfect truthfulness as we shall ever
get. It is probably true that, as we es-
timate human knowledge of fine art
in a theoretical way, the highest attain-

ment, the deliberately framed, deliber-

ately expressed opinion of a great
painter as to a painting is final. Even
if another deliberately framed and de-

liberately expressed opinion ofanother
painter or even of the same painter
should appear to us to be contradic-

tory to the first, it is still quite within
our duty to accept both, and to wait
awhile in the firm belief that that
which now appears to us contradictory
will seem to us perfectly harmonious,
and that both statements are true, and,
in fact, may readily be found to consist
of the same statement differently ex-

pressed.

Now, the art produced by a man as
subtile and as well informed as La
Farge would hardly seem to any one
unconscious, and yet there are as-

pects of it concerning which uncon-
sciousness may be predicated. For in-

stance, though he is not a landscape
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painter in his general practice, and al-

though he is a French taught artist, so
far as he is not entirely self-taught
he has yet produced at long intervals

certain landscape pictures which are
as different from anything which the
modern French school recognizes as

normal art as it is possible to imagine.
Thus, the well-known "Paradise Val-

ley" the broad, green landscape
painted twenty years ago at Newport,
owned in Boston, and turning up now
and then at an exhibition, is an at-

tempt which no modern Frenchman
would be apt to make. A broad
stretch of flat, green meadow between

rocky hills is viewed from a consider-

able height. The green uniformity fills

the greater part of the canvas and
stretches away toward the horizon,

which, of course, is high in the picture,
and between the green expanse and
the horizon is the dim, misty gray of

the summer sea. There is no foliage,
nor any massing of distant trees ;

there

is no very serious effort to paint a

varied and expressive firmament of

clouds there is really nothing in the

picture but the expression of the ar-

tist's delight in a great stretch of sum-
mer green. The idea of painting so

large a stretch of landscape may al-

most be called English; it is certainly
not French. The idea of painting the.

summer green so frankly, and of try-

ing to do what few colorists dare un-

dertake, namely, to make a piece of

color out of summer green, may also

be called rather English than French.
The picture seems to the loving stu-

dent who knows it well, as simple a

piece of unconscious creation as any
picture of the fourteenth century
Florentine. During his visit to Japan,
five years ago, La Farge made four

drawings of wrhat he saw in and around
the valley of Nikko, on four separate
occasions at dawn, at sunset, and at

noon, with cloudy and with brilliant

skies. These small studies were made
of what the artist saw, but, let us has-

ten to say, of what another person
standing beside him would not have
seen altogether. These four pictures,
for pictures they are, though small

and on leaves of a sketch book, are
like Turner's work in their reverent
love of mist and cloud, and of brilliant
colored lighting of mist and cloud.

They are like Rembrandt's work for
their unity and intensity. They are vast
in appearance and take the mind over

imaginary miles of mist-filled or sun-
lighted valley, and yet they are small,
brilliantly colored, highly decorative
panels about sixteen inches long.
Now, that may be said to be uncon-
scious art. No reasoning up from the
traditional doctrines of any school
would have led in that direction. No
modification of the doctrine of any
school, even in a mind as varied and
forceful as we think our artist's mind
to be, would have given the material
for the compositions. These are instinc-
tive work if there ever was any or if

the reader would rather take a similar
and more obviously simple design,
let him take one of those little four-
inch studies such as the Japanese boat
with blue effects of sea and sky around
it and setting it off like a curious lit-

tle Delia Robbia bas-relief. There are
scores of small water-color drawings
of flowers, and of these, the drawings
representing roses and camellias are,

perhaps, our readers' favorit-js. It was
of one of these drawings that La
Farge was asked why there was noth-
ing- in his roses of the translucency
of petal and the delicate, thin, mem-
branous quality which he enjoys who
blows into a rose and gradually pulls
it to pieces by his caresses. "Why,"
said the painter, "is that what you see

in a rose? What I see is its solidity, its

massiveness, like that of a little tur-

nip." There is the expression of the

unconscious artist doing his work in a

way in which it seems to him natural

to do his work. The thought "cam-
ellia" is as different to him from the

thought "rose" as it is to the non-ar-

tistic young woman who goes no fur-

ther than to see that one is fragrant
and the other not, and that their

surfaces are more or less shiney; but

the differences are different, if an awk-
ward expression may be used. People
have been heard to ask whether such



By John La Farge.
" GUITAR-PLAYER."

(Lower Figure in the McKim Memorial Window,
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By John La Farge. THE WOLF CHARMER.

(Water color painting.)
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a triptych, owned by Wm, C. Whitney, Esq By
Far.ue. Photo. Copyright, Curtis & Cameron,

and such a flower in a La Farge draw-
ing was a rose or a camellia. And why
did they ask? Because what the artist

had to express about the rose or cam-
ellia was not the characteristic which
was uppermost in the beholder's mind.
What the artist wished to express was
something which he intimately saw,
but which, perhaps, the non-artistic
lover of flowers might be excused for
not seeing.
The same intimate relation between

the artist and the subject to which he
devotes himself, is characteristic of all

of La Farge's work. In his very recent

studies, made in the Pacific Islands,
there are the visible evidences of what
we all know of his life there of the
intimate wT

ay in which he entered into
the life of the natives, became ac-

cepted as one of themselves, became
a member of a great Polynesian fam-
ilv, and took the shark as his peculiar
totem. He set himself to find out what
it was that the natives were about, and
how they were living. It need hardly
be said that it is not in his art that the
reasons why are to be found graphic
art has nothing to do with reasons

why, but the facts as to what is being
done are extremelv intelligible. The
leisurely labor, the serious and semi-

religious dances, the more stately cer-

emonies, the semi-aquatic existence
between sun and sea and palm-grove,
the costume of every day, the cere-

monial costume, even the chosen or-
naments themselves, have been themes
of the ar.fist's close and minute obser-
vation. La Farge tells a story against
himself, which is worth recording, of

how one of his most characteristic

drawings, which represents girls car-

rying a canoe, was objected to by the

relatives of one of the girls in question
on the ground that she would never
be seen carrying a canoe with ''those

other girls." "But," said the artist, "I

have seen her engaged in ball play, or
what not, with the other girls in ques-
tion." The answer was not less final

and conclusive than the first state-

ment was positive, namely, that the

young lady might, perhaps, play ball,

or go fishing with the other girls un-
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der consideration, but as for carrying
a canoe with them, that would never
be allowed to one of her caste. The
artist had made a mistake that time,
but that only shows that he was not
concerned with recording an incident
which he had happened to see. What
he had tried to represent was the gen-
eral daily business of carrying canoes
and he had overlooked the necessary
ceremonial distinction as to who
should work in company with whom.

This character of intimacy, of per-
sonality, is, we say, characteristic of

La Farge's work. It is seen in the re-

alistic treatment of even his sacred
themes. In his very last importantwork
in glass, the action of the Savior as
he talks to the disciples on the way to

Emmaus as "he expounded unto them
in all the Scriptures the things con-

cerning himself" is conceived as in ev-

ery day life. He turns away from one

disciple and with both hands raised,
with a friendly and natural gesture,
impresses the argument upon him to

whom he directly appeals. In like

manner in the great Ascension in the
Church of the Ascension, in New
York, each one of the angels taken up
separately, is human and real in ges-
ture and pose. The figure of an apos-
tle as an individual conception is re-

cognizable as the man that he would
have been in life as distinguished from
other men. By which it is not meant
that these figures are in any sense por-
traits of models. That is surely just
what they are not. It would be absurd
to maintain that La Farge copies his

models; nowhere in his work can we
pick out the models, even when well

known, and say that this or that figure
is a portrait of this or that living per-
son. Indeed, La Farge's work, so far

as it can be known, is never done by-

drawing from a model. He draws the

figure abstractly and without refer-

ence to other than his already attained

knowledge ;
and he uses the model af-

terwards to correct, to organize, to

make supple and living the figure
which he may have made too academic
in the first place. All his figure draw-

ing is personal and peculiar to him-

S. JOHN.
Part of a triptych owned by Wm. C. Whitney, Esq. By

John La Farge. Photo. Copyright. Curtis & Cameron,

Boston.



By John La Farge. VATEA IN A SEATED DANCE, SAMOA."
(Pencil drawing.)



By John La Farge. SIVA IN A SEATED DANCE, SAMOA.
(Pencil drawing.)
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By John La Fargr . CHRIST MEETING HIS MOTHER AT THE TEMPLE.
(Stained Glass Memorial Window

;
executed in 1896.)

self: it is his own: it is design and not

copying. His few book illustrations

show this, indeed, but they are few,

relatively unimportant and belong to

an earlier period in his artistic life than
it is now worth while to take up.
Like most men who devote them-
selves with singleness of purpose and
steadiness of well considered aim to a

great pursuit, he has improved in it

steadily, and the work of his sixtieth

year is as much better than the work
of his thirtieth year as great art is

better than steady promise and ear-

nest effort.

Character and color are the two se-

crets of La Farge's work. We have
said a word or two, very inadequately,
about the former of these two motives,
and of the other, every person who
knows La Farge's work at all is ready
to speak. It glows in his studies of

travel; it expands over the great wall

paintings, too few in number, which
mark the later stages of his career: it

invests his large landscapes as well as
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his studies, and his small water-colors
as well as his wall paintings. Even
his studies in monochrome are the
studies of a colorist. That beautiful

drawing of the dry river bed in Japan,
which has been engraved in a monthly
magazine, is in sepia, and the draw-

ing of the avenue of
cryptomerias is in

chalk, but it is impossible to conceive
that either of these was made by any
man who was not a colorist in the

very essence of his being. To be able to

compose greatly in color is to reach
the highest achievement of graphic
art, perhaps; and we have no colorist
in this second half of the nineteenth

century who is, on the whole, superior
to La Farge. It is, therefore, of little

moment that his monumental wall

painting should lack something of the
ultimate dignity of great draughtsman-
ship, as it was understood by the Flor-

entine of the cinque-cento, or, if you
please, by Ingres. It is quite easy to

see that he looks at a wall which is to

be invested with religious or historical

subject from a different point of view
from that which Elihu Vedder as-

sumes. The wall is to glow with color
and the color is to be so associated

with graceful and subtile form that it

shall appeal to that human sense of as-

sociation which makes us all, even the

most devoted art student among us,

long for human subject amid the most

splendid triumphs of pure artistical

conception. It may be the conviction
of the well instructed beholder that

the nude figures in some one of his

greatest paintings, if drawn in upon
the drapery, would show that some-

thing was wrong with the pose, which
is only the same as saying that his

work sometimes falls short of perfec-
tion in the same way that Delacroix's

work falls short of perfection, but not
so badlv. Andrea Del Sarto and not

Correggio was the painter without
fault (Andrea senza errore),andyetitis

Correggio's domes and vaults at Par-

ma which are the high seventh heaven
of mural decoration with which noth-

ing of Andrea's can for a moment
compare.

It is because he is so great a color-

ist that his achievements in stained
glass are so very notable. To have an
excellent claim to the credit of having
invented, or at least introduced our
American way in glass, with its care-
ful consideration of the leads as a val-
uable basis of the design, and with
the free use of lining or "plating" with
glass to replace enamel painting, is in
itself not an artistic achievement; but
when this was done in the service of

superb color design, it does tend to
make a man immortal. Translucent
color is a different thing from opaque
color, and it is from La Farge chiefly
that the modern world has learned
the truth that is conveyed in that axio-
matic utterance, but the colorist is the
man who shows that more plainly
than another can, and who designs in

translucent color not at all as he would

design in fresco or in painting upon
canvas. There is no room here to dvVell

upon the great works of the artist in

glass, although they are

known than thev should be as be-

comes inevitable from their relegation
to churches widely separated each

from the other, and many of them in

remote towns. These windows taken

together, constitute probably the most

important piece of purelv decorative

work which the nineteenth century
has seen, and go far to reveal to

us the possibilities of the decorative

art of the future an art which must

be, however, in the hands of the highly
trained artist; the day of the inventive

and intelligent minor workman having

gone, as it appears, except as such in-

ferior artistic intelligence can work in

subordination and harmonv with a

great designer and executant.

And so we come back to the book,

whose title heads this paper, with the

conviction that the man is as natural,

unconscious, and executive an artist

as he is a philosophical thinker about

questions concerning fine art. If then,

we could gather the true thought
the whole thought of this mature

mind, we should have as much as any
one student can hope to assimilate

during his lifetime, and we should

need no other teachers. This may not
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be: even careful reading and re-read-

ing- of the book before us will fail to

get out of it all that the artist put into

it. Is it possible to express in words all

your meaning about fine art? Prob-

ably not, if you have much meaning,
and yet, by the comparison of one
statement with another, and by read-

ing in connection with each statement

the portion which has led up to it,

and the inferences which are drawn
from it, by disregarding the division

into lectures, and by marking your
margin with cross-references, by slow-

ly meditating the meanings of some
such phrases as we shall quote in a

moment, more of the true essence can
be got than can be extracted from any
other book of our time. Read this, be-

ginning on page 201 :
"* * * do not

think I mean (by touch) only the ac-

tual contact of a fraction of a second.
The long processes of a Dutch painter
(or a Venetian) are all one thing: the
firm foundation of drawing; the grad-
uated underneaths, as painters call

them; the vailings of their washes, or

half-opaque coverings of paint; the

glazings;
the retouchings; the scumb-

lings; the draggings of colored sub-
stances are all one thing,

* * *if you
think that the Japanese manner of

running a brush full of ink, on paper
or silk, is a short way, try it.

* * * So-
and-So of a couple of hundred years
ago can no more be copied. The last

man is dead who had the secret

transmitted to him through all this

time, and cultivated by him all his life.

So that it is not to be hoped that any
one will begin it all over again in Ja-

pan." Or on page 225-6, read this, and
consider it:

"* * * Why do we use all

these things haphazard to-day? One
man likes this, another that, as if he
were some little lady anxious about

being in the fashion, and willing to go
even against her complexion, provided
she do nothing that others do not do.

And at length architecture, the means
of largest importance that we can use,
takes on a dress of triviality; like the

madonnas of southern countries,
dressed in paper and satin, with real

costly diamonds, perhaps.
* * * I was

thinking
* * *of the extreme dignity

of architecture as illustrated by a say-

ing of Delacroix tliat a great archi-

tect was rarer than rare, and conse-

quently held the very highest rank as

an artist; because he had to find

beauty in what is most irrelevant

usefulness." Or on page 227;
"* * *

the pyramidal composition of the

books and of the schoolboy in art. But
Raphael did it and so did Homer,
write in hexameters. Which is the im-

portant thing, the hexameter or the

Homer? It is just Raphael's beautiful

way of escaping the suggestion of

grammar which is his charm." But
this statement leads on into pages of

delicate ratiocination into which we
cannot follow our illustrious author,

and the real profundity of the thought
on page 229-30 is beyond any attempt
that we can make here to analyze the

meaning.
Russell Sturgis.

By John La Far^e. DANCE.
In residence of Hon. Whitelaw Reid,

New York City.

Photo. Copyright,
Curtis & Cameron, Boston
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THE HISTORY OP MODERN PAINTING. By
Richard Muther, Professor of Art History
at the University of Breslau, late Keeper
of the Prints at the Munich Pinakothek.
In three volumes. Vol. I.; pp. XL; 604.
Vol. II.; pp. XL, 836; Vol. III.; pp. XII.,
871. Macmillan Company, New York,
1896.

It appears from a brief note on the back of

the title page that the first volume of this

work was translated by Mr. Ernest Dowson,
Mr. George Arthur Greene, and Mr. Arthur
Cecil Hillier, and the second and the third,

by Mr. Arthur Cecil Hillier alone. The Eng-
lish text is smooth and but rarely gives any
suggestion of having been an offset from the

German. It might even be said that the text

is fluent and somewhat diffuse, and yet this

is clearly not the result of an attempt to give

in one language and in too many words that

which is more brief and compact in the origi-

nal, but is, to all appearance, at least, char-

acteristic of the original composition. It is

only now and then that a complete mistake

in the use of a noun or adjective suggests
that the German original has not been per-

fectly rendered. It seems better -to take the

book as if it had been written originally in

English. The question is, whether this work,
as it now stands, is worthy of careful study,

and how far it contains the essential, the

most important facts concerning the painting
of the last one hundred years.

It is extremely difficult to state in a few

words the system upon which the book is

built up. One would hesitate, after reading
the titles of the five books and of the fifty

chapters, to decide just where he had better

look for any given artist. Is such or such a

painter to be considered as a German colorist

or a German romanticist? Shall we look for

Gericault under "The Generation of 1830" or

under "Juste-Milieu?" Shall we inquire for

J. M. W. Turner in the chapter headed "Eng-
lish Painting in 1850" or under "Landscape
from 1830?" An index of the names of paint-
ers at the end of each volume may keep one

from falling into error in this matter and,

no doubt, after a time, the evolution which

the author has tried to describe will be un-

derstood, and his reasons for the choice of

this or that order of sequence will be appre-
ciated. The five books, indeed, are entitled,

respectively, "The Legacy of the Eighteenth
Century;" The Escape into the Past;" "The
Victory of the Moderns;" "The Painters of

Life;" "The New Idealists." It is plain, how-
ever, that if each painter Is to be treated at

length in one place only, it must often be
hard to fix upon that place. Nearly every art-

ist is to be looked at and his life work judged,
from several different standpoints, and noth-

ing but an elaborate system of cross-reference

can make the continuous and interesting nar-

rative fully available as a work of reference.

Book II., "The Escape into the Past," is, of

course, intended to explain the way in which
the early years of the nineteenth century were
marked by a study of the classics and an at-

tempt to get classical severity into painting.
This tendency is not confined to the first few

years of the century; it comes up again at a

later time, as is shown in Chapter XI., "The
Generation of 1830," where the Classical Re-

action is especially set down In the contents

as one of the important parts of the dis-

cussion in this chapter. The fact of the

existence side by side of tendencies as dif-

ferent as are those whlcn we call clas-

sicism and the romanticism of the years fol-

lowing 1830, is, of course, a central fact,

and one which the text of our author explains

fully and dwells upon with patient and even

with delighted attention to detail. It is, how-

ever, as nearly as anything can be, impossible

to carry on the history of art in at least three

great nations and during an epoch of con-

stant change and constantly arising contrary

and hostile tendencies and yet keep the narra-

tive logical and consistent in its arrange-

ment. As has been said above, nothing but a

very elaborate system of reference and cross-

reference would enable the author to maintain

the organization of his unrolling narrative In

any way complete. Indeed, these absent cross-

references an attentive reader finds himself

longing for. To take a copy of this book with
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its broad margins, and annotate it with in-

numerable memoranda of where this or that

particular subject is considered farther in

these volumes, or where a painter, briefly

mentioned, is discussed more at length,

is to double the value of the work for refer-

ence. Its value as a book to be read con-

secutively will be considered in the course of

this paper.

The first page of the Introduction states

truly that "no book, hitherto, has embraced
the history of European painting in the nine-

teenth century," and also that "modern art,

like modern culture, is to be considered as

a whole." This is the key-note of the work.

The first book, which occupies 150 pages of

Vol. I., deals with Hogarth, Gainsborough,
and Richard Wilson; with Watteau, Greuze,

Gesner, and Hubert Robert; with the reac-

tionists of the latest years, and with the in-

evitable tendency toward the romantic and
realistic in art, which, though it was not plain-

ly seen in the nineteenth century, was there

and ready to express itself in the new era.

From page 209 of Vol. I. to the close of Vol.

III., the whole field of European painting is

kept in view together, and a semi-historical

sequence is maintained, while at the same
time, the tendencies of schools to express
themselves strongly, contemporaneously with
the vigorous action of other and, perhaps,
hostile schools, prevents a strictly chronologi-
cal order. Chapter VI., which is the first chap-
ter of Book II., deals with the "Nazarenes,"
or the painters like Overbeck, Fuehrich,
Schnorr of Carolsfeld, their piety and their

ecclesiology; Chapter VII. deals with the Mu-
nich art under Ludwig I., Cornelius and Kaul-

bach, "their importance and their limitations."

And here we begin to see that fearless and

large-hearted criticism which marks this book
from beginning to end, and makes it an im-

portant document for the art history of the

century. The analysis of Kaulbach's art is

so thorough and satisfactory, and the bold-

ness of disapproval is so surprising in a

German professor and museum employee, that

it must startle the reader who expects to find

that most valueless art of Kaulbach's ranked

high in the way of modern achievement.

Chapter VIII. is devoted to the "Dusseldorf-

ers" and to the interesting question "why
their pictures, despite technical merits, have
become antiquated;" a question which old New
Yorkers who know what was exhibited in this

town before 1860 may, perhaps, be able to

answer, at least, in part: while disputing the

too bold ascription to the Dusseldorfers in a

body of any remarkable "technical merits,"

Chapter IX. deals with Alfred Rethel and
Moritz Schwind; and here we have to note

in connection with that extraordinary tragical

designer, Rethel, that our author is as much
interested in a cheap little wood-cut as he is

in a wall painting forty feet long, provided

always it has style in it and looks large, as

good designs are apt to look. It is necessary
to state here that the illustrations of the pages
we are now considering have been taken from

engravings, and the reader will hardly need a

hint as to the extremely lifeless and formal

character of very many German engravings
of important works. Here, in the pages de-

voted to Rethel, are two reproductions of his

own wood-cuts, that is, of wood-cuts for which
he made drawings especially, and which were

probably carried out under his eye, and two
others from large engravings by Brendamour,
which assuredly caricature the important
frescoes which they pretend to represent. The
remarkable frescoes at Aix-la-Chapelle have
been engraved in this way, ana a photograph
of one of the originals, compared with one of

these reproductions, casts discredit upon all

the illustration of this book which has en-

gravings for its basis. But, indeed, the il-

lustration of these volumes generally is not

of first-rate quality; the half-tones are not

clear and are too small to do justice to the

originals, and one longs for, what would un-

fortunately be a great and costly book, an

edition of this treatise with adequate illus-

tration.

It is impossible to go on citing here the

chief subjects of each successive chapter. In-

stead of doing so, let us asK tne reader to

consider the account of Gustave Courbet, to

whom are devoted thirty-seven pages in Vol.

II., which pages are illustrated by sixteen

figures not fine, of course, but intelligible

and also by 'the remarkable verses written in

dispraise of the realists, those verses from

which we take the well-known words:

"Or, monsieur, s'il vous plait,
Tout ce quo je dessine esc horriblement la?.d!"

This biography and critical examination in

one, is really a most valuable treatise. The
ardent friend or the strenuous antagonist of

realism in painting may find it inadequate or

unfair, but it is hard to see how one who is

writing on the whole subject of the painting of

the nineteenth century in Europe, could pre-

sent the man and his work in its relation to that

great art more fairly or more intelligently.

In like manner, one is struck by the extra-

ordinary insight, the simple thoroughness and

the level-headedness, to use a very modern

expression, of nearly all that is written about

painting in England. Continental writers

seldom see English art except through false

spectacles, rose-colored or of pessimistic gray.

To understand the force and the failure of
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pre-Raphaelite pictures, the effect of that

strange art upon the realists who were to

follow the pre-Raphaelites, the inherent value

of such work as Madox Brown's, and such

work as Rossetti's, the relation to the whole

English school of the caricaturists like Row-

landson, Gillray, and Cruikshank and of the

illustrators of "Punch," to have the good sense

to cut Mulready down to ten lines, to see in

Albert Moore "the solitary 'painter' in the

group" of his contemporaries and to explain

his beautiful and perfect art as it is explained

here, to see the value of George Mason and

Fred Walker without in any way seeing it

too strongly, is to be an art critic indeed.

It may be said that the whole book suffers

somewhat from a tone of laudation a little

too warm. That is to say, the praise which

is given with a little too free a hand;
and yet, with what enjoyment could one read

a history of painting in which every artist

should be compared, each in his turn, with

the very highest standard of excellence? No
such book could be read for a long time to-

gether because the necessity of fair treat-

ment combined with severe criticism would

involve too elaborate a system of hair-split-

ting refinements. Everything that was said

would have to be qualified and explained

away, every assertion would have to be made
with painful effort to be accurate and that at

the risk of much involved ratiocination. The

author is right, we think, in raising the stand-

ard of his praise a little above what he would,

perhaps, more willingly adopt if he were

writing of one artist or one group of artists

only.

Finally, there is another statement to make
which modifies unfavorably the very high

estimate in which this book is to be held. The
works which the author criticises are those

which he has seen; that is obvious and

natural. The works which he alludes to are

those which he knows by reproduction, if not

in the originals; that also is easy to under-

stand. He takes "Punch" pictures from the "Ga-

zette des Beaux-Arts" instead of from "Punch"

itself, and pictures by Englishmen and Ameri-
cans from European journals in which they

have been reproduced; "L'Art" or the "Maga-
zine of Art," or even from a publication of

the Munich Photographic Union, or of Braun
of Dornach. It follows from this that there

are great and damaging omissions; not

many, but enough to injure the book. It is,

however, chiefly in the American school that

we find these omissions to exist. In dealing

with the Americans, the author has taken, as

is natural and has been his custom, the works

of art which he has seen in the exhibition

galleries, or has learned of from their repro-

duction in Europe, and, therefore, it is, one
supposes, that there is no mention in the in-
dex of any of the volumes, of Homer Martin,
Elihu Vedder, or John La Farge. These may
be mentioned as three of the older men who
are not recognized; three men whose work has
been before the public for thirty years. A
for the painters of a somewhat younger gen-
eration, it is with them as it is with their

seniors, that some are mentioned and some
are left unnamed. It is clear that a volume
on American painting has to be made which
will make up for the shortcomings of the
three volumes before us in this matter of the
art which was trans-Atlantic to Richard
Muther, and will complete and make a final

authority of one of the most valuable books
of our time.

EGYPTIAN DECORATIVE ART. A Course of
Lectures delivered at The Royal Institu-
tion by W. M. Flinders Petrie, D. C. L.,
Edwards Professor of Egyptology, Univer-
sity College, London. New York: G. P.
Putnam's Sons. London: Methuen &
Co. 1895.

In No. 21 of this periodical there was occa-

sion to speak of the attempt to write the his-

tory of primeval decorative art. Reason was
found to conclude that one of the difficulties in

the way of such history-writing was this,

namely, that the scientific-minded man seldom

knows anything about the artist's way of work.

There is an assumption, which may almost be

called general, in these scientific works on the

art of savage life and of early civilization,

namely, that nothing is designed for its own
sake as an ornamental pattern or unit of pat-

tern, but that every figure which seems to be

such a purely ornamental conception, is the re-

sult of copying of some natural form which

has gradually lost its character as the portrait

has become a conventional figure handed

down from master to pupil through the ages.

It is probable that no one who himself feels

the instinct of decorative design, and knows

how others who feel that instinct work undei

its influence, will ever give in to this theory

as heartily as its propagators would desire.

The savage who cuts a notch out of a slip

of wood is as much a reality in the unwritten

history of the past as the other savage who

has represented a head, in his savage way, or

his successor who copies his copy of the head

and makes it into something almost unrecog-

nizable.

Professor Flinders Petrie is not to be

charged with the fault we have dared to urge

against many writers on these matters. His

page 1 contains the statement that it is pro-

posed in the little book under consideration

"to limit our view to the historical develop-
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ment of the various motives or elements of

decoration," and on page 2 there is this sen-

tence: "As I have said, all Egyptian design

was strongly decorative." On page 5 the other

question which seems so interesting is fairly

met and the discussion initiated of what is

the real origination of patterns. The uncer-

tainties attending any present answer to this

question are hinted at in a very suggestive

manner on pages 7 and 8. The arguments in

favor of the origination of all designs in copy-

ing and of the constant repetition of these

designs to the exclusion, almost, of any in-

vented pattern, are compared with those

doubts which arise in the mind of every per-

son who understands art in a practical way;
and if the author does not give a final an-

swer to his own question, he sets an example
of moderation which we may all be glad to

follow. Page 10 hints at the "structural or-

nament which results from the structural ne-

cessities of building and of manufacture."

It is shown that defects and failures are some-
times perpetuated in ornament of this kind,

and an instance is given which will serve

to remind us how puzzling in the future will

be the origin of patterns of our own time.

Whence come "the circles stamped in the

plain end of meat-tins?" These tins, which
we call cans, in the United States, have a
circular patch soldered on to one end, and
our author tells us that a circle is stamped in

the other end, imitating the effect produced
by the necessary closing of the top. It may,
indeed, seem so very natural to us to stamp
a circle concentric with the outer rim upon
the circular end of a cylindrical vessel of any
sort, that it will not seem to us probable that

any future inquirer will ask whence it or-

iginated, and yet it has been in that way that

patterns of ornament have originated in the

past.

Chapter II. is devoted to geometric decora-
tion and the zig-zags and diamond patterns,
the wave lines and spots. The "spirals" and
"coils" of the earlier Egyptian decoration are
shown to have been copied and recopied, modi-
fied and altered during the centuries of

Egyptian art. Basket work patterns and
chequers are also a part of this traditional

art, and here arises one of those questions
which can never be answered in a final way,
the question, namely, how far a chequer may
be created as a natural way of decorating a
surface by a man who takes a rudely squared
stone and uses it to stamp with. The assump-
tion of the scientific investigators is generally
that all these patterns are copied from bas-
ket work. The interlacings and interweavings
may, indeed, be so copied. It is certain, how-
ever, that a chequer may have come of paving

a floor space as with bricks or tiles, and it

would not require a very original workman
to alternate a square of about 6 inches on

each side with another square, maybe of nine

small pieces 2 inches on each side, while yet

a pattern so composed would be extremely

spirited and vigorous. Now, whether a man
who had once made such a pavement, or had

even seen such a pavement, could go on and

imagine others and scratch the patterns on a

yielding surface without having a pavement
itself before him, is a question which, appar-

ently, the decorative designer would answei

in one way and the scientific investigator 'in

another way. Professor Flinders Petrie is cau-

tious here, also. No one will find in this book

an ex-cathedra statement of any of these ques-

tions, but its pages are filled with an analytical

account of Egyptian ornament and the thought

is made clearer by 220 illustrations.

All persons whose studies have taken them
so far afield as to ancient Egyptian decora-

tion, are aware how rich it is, how varied,

how suggestive, and how tasteful and beauti-

ful. Such a book as that of Prisse d'Avennes

offers page after page of surface ornament

which can hardly be matched in any collection

of ornament of another epoch. Much of this

beauty is indicated or suggested by the little

wood-cuts of Professor Flinders Petrie's

pages; thus, the cuts on pages 65-72, with

their analysis of the Anthemion and 20 little

pictures, would keep any designer busy for

awhile. These little pictures are valuable as

suggestions to modern designers, valuable

historically, and valuable in this archaeologi-

cal study, which, as we have said, is now

eoming forward, demanding so much attention.

On pages 89 and 90 is an interesting sugges-

tion of the Egyptian workman's way of look-

ing at fine natural materials; his habit of

painting, and even of plastering and painting
his hard stone statues, while he enjoyed indi-

cating the grain of alabaster and agate and

such precious materials in painting upon
common pottery vases. "Our abstract stand-

point of an artistic effect which must never

involve falsity, but which may have little or

nothing to do with nature, was altogether

outside of his aesthetic." This "abstract

standpoint" is largely a modern one, derived

from study of mediaeval art, and, therefore,

it is better known and more generally recog-

nized in England, where the study of mediae-

val art has been so serious and consistent,

than elsewhere in Europe. The attempt to

try ancient decoration by it involves some
curious considerations. In this, as in other

matters, this little volume seems like a set

of notes for a much longer and more detailed

discussion.

Russell Sturgis.


