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Playing with the signs rhythmically led to ornament. Fig. 1-1 shows
basic forms of elementary ornamentation, on which endless variations
have been made in the course of the centuries.

The ornament could again become a symbol (see the illustrations in
Chapter 2).

Sign, symbol, ornament—three connected elements and a closely
knit trilogy.

Ornament is “in” again in our time. In spite of ostracization in the
past, ornament is blooming as never before. Young people today have
used ornament and color to make a happier, more pleasurable world.

8



Man is a “seeing animal’: the most plentiful and the most direct
information comes via our eyes and our brains to our consciousness.
Our world is becoming more and more a visual world: letters and signs,
emblems, trademarks, signals, pictures, news, and other means of
communication in all forms and colors threaten to overwhelm us.

The modern world is becoming small. On our television screens we
see pictures and news reports from all over the world, "live" and in
color; jet airplanes bring us in a few hours to any part of the world. A
large part of the population uses the same letter signs. The only hand-
icap to world communication is the thousands of different languages. A
world language is still far away, but a general intemational sign lan-
guage is closer to realization. The increasing world traffic needs it bad-
ly. International traffic signs for automobiles and similar indications for
trains, airports, harbors, stations, etc., are urgently needed. The sign
rules the world.

Sign, symbol, and ornament: the meaningful triad, the closely knit
triptych to which this book will bear witness in words and pictures. The
theme is wide-spreading and all-embracing.

The emphasis is on the subject of ornamentation, the art of decorat-
ing which flows deep in man’s blood and is a part of his being. Clear and
precise definitions will be attempted by means of words and pictures, to
give the buyer a basis for better judgment of the many “decorated”
products available and to provide guidelines for the many people who
like to make and decorate things in their free time.






Introduction

In early civilizations omament arose from peaceful occupation with-
out any thought of monetary gain; it was a meaningful symbolic lan-
guage laden with magic powers. Above and beyond the symbolic con-
tent there was undoubtedly the joy of rhythmic decoration itself.
Whether it be a pitcher from the Stone Ages or a dish from the ancient
Asiatic or Greek cultures, symbol and decoration have quite clearly
been the driving forces behind ornament. Over thousands of years,
particularly in the development of European styles since the beginning
of recorded history, the original, simple, elementary forms have
broadened into a rich stream of ornamental tradition. Generally speak-
ing, they have lost not only their simplicity but also their expressive
power and symbolic meaning in modern times.

According to the concepts of each particular period, artists and arti-
sans have constantly discovered new possibilities in ornamental ex-
pression. In trying to review its development (there is as yet, unfortu-
nately, no complete history of form and style in ornament), we discover
a rich and blossoming world, a source of inexhaustible beauty, which is
an integral part of the history of the fine arts: the strong, massive forms
of the Carolingian and Romanesque periods; the significant, straight
lines of Gothic ant, the decorative forms of the Renaissance; the rich
fullness and dynamic extravagance of the Baroque period; the
luxuriant, florid splendor of the Rococo age, which introduced asymmet-
ric lines into omamentation for the first time; and the exhilarating field of
folk art.

in our own time only the Jugendstil was able to create its own orna-
mental form, in which the undulating line played an important role. It
was all a little feeble, however, and it petered out in decadent flourishes
that lacked real meaning or impact.

Our generation, in fact, has only just discovered the magnificence of
the so-called primitive cultures. In the Paris of the young Picasso and
Braque, African masks and sculpture had the impact of thunder. The
way to the ornamental wonders of Oceania, Melanesia, Africa, and the
old Indian cultures of America was opened. And what have we learned
from them? Do we find an echo in the work of today? Perhaps our
modern curtain materials are the only field in which the suggestive,
primitive power of the Asmatic art of New Guinea, for example, finds an
echo. Centainly, present-day architecture and industrial design have no
idea about how to cope with the problems of color and decoration on !
buildings.
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Whenever | see the work of Buckminister Fuller or Nervi, who have
been able in certain buildings to achieve the clean nobility found in a
ship’s propeller or a modern jet fighter, | have the feeling that these
artists, together with nature, which builds crystals, seashells, and struc-
tures, can show us a way to a new world where form, omament, and
color combine into one indivisible organic whole, a condition which used
to be present in things made by human hands. The problem of or-
namentation and decoration preoccupies not only everyone engaged in
the field of design but also everyone who takes a critical look at the
world around him.

It is a good idea to study ornament in its original context in order to
understand the relationship between man and ornament and to delve
into the subconscious and the primeval.

In ornamentation it is possible to trace the history of mankind from the
very beginning. Man is as clearly evident in tools and artifacts as in the
great paintings in Lascaux or the ancient writings we are endeavoring to
decipher.

Ornamentation is at the same time the imprint of man. Early history
does not reveal its secrets easily. We shall never know why one man
came to paint a bison on a cave wall while another formed a voluptuous
female statue of clay and another made markings on gravel stones from
the river. Was it a woman who made the first symbol for waves in the
form of a serpentine line; was it a snake or the curving lines of her own
body that inspired her to do so; who was the “discoverer” of the zigzag
line that has been endlessly repeated and modified? We shall never
know!

Man’'s need for ornamentation, which has been amply evidenced
through the centuries by all peoples everywhere, can be traced back to
his fundamental bond with the world that surrounds him. Seen in this
light, ornamentation is the natural handwriting of mankind: it comes
from his life rhythms. As soon as he makes his experiences visible,
ornament is created. No other pattern can be created, because man
experiences life and his ties with nature as a movement, a rhythm. The
changes of day into night, the seasons, the throb of his heatbeat, his
breathing, the sequence of movements that follow one another, the
harmonious movement of wind and water, of sun and moon and stars in
their celestial courses—they are all evidence of nature, of which man
himself is a part. And it is against this objective order of things that we
should measure our judgments about ornamentation.
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To deny man's deep and etermal desire to use omament is to deny an
anthropological phenomenon. To isolate this need from the context of
objective norms is to reduce omament to a supertficial decoration, which
can no longer be experienced as a living and organic force.

True ornament is as old as man himself: it springs from man’s need
for play and rhythmic repetition. It is evident in all peoples, indepen-
dently of one another, and it has been present since prehistoric times.

Even more remarkable is the fact that the basic forms of elementary
ornamentation are the same the world over and in all ages: the same
simple symbolism and principles recur. The word “omament” comes
from the Latin ornare, to decorate something, and ordinare, to order. Le
Corbusier says: “Decoration is a questionable matter, but pure, simple
ornamentation is like a sign: it is a synthesis, an experience of an order!
‘Ornament’” making is a categorical discipline."

| have already said that omamentation also developed from man’s joy
in his work—his pleasure in adding luster, value, or a more opulent
appearance. Because of his need to crown an object and to decorate it
in a festive manner, man has been using ornamentation ever since he
began to make things. He decorates them in order to value them more
highly. A good ornament was always the result of intensive work and at
the same time a proof of caring and of his artistic ability.

Joy in omamentation cannot be separated from the thought of skillful
human hands. And a part of the living power that emanates from true
ornamentation stems from what was put into it during its execution.

Ornament finds its roots in magic and symbolism—its origin is the
two-in-oneness of man and the cosmos, of which he himself is the
mirror.

Ornamentation, myth and symbol in the beginning, has been gradu-
ally secularized: the finial on the Gothic spire and the rose windows in
the cathedrals of Chartres, Amiens, and Strasbourg were symbols and
myths. But the misuse and abuse of true ornamentation in the industrial
age is no reason to discard it completely.












1. OId Signs

In their origins signs are suggestive of the mystic, the mysterious, the
secret and private. They have existed from prehistoric times, as we
know from evidence on the cave walls where the first human beings
lived and from the first objects that they made.

Signs are still used today in their original forms by groups of people
who live outside the mainstream of ordered, established society—
thieves, beggars, gypsies—who put secret signs on walls, doors,
fences, and trees. There are, moreover, living secret languages that fit
into this category. Secret, religious, and mysterious elements have
largely disappeared in the present-day world, but the number of signs
has increased enormously.

The meaning of the old signs has more or less disappeared. Reason
and intellect predominate: dreams, imagination, mystery—things that
dwellin the deeper regions of the human spirit—have lost their value for
most people. The sign as a world-wide means of communication, how-
ever, is increasing in importance, and man is developing all kinds of
graphic images that can be understood by large groups of people.
Modern man treks all over the world on business—to festivals, con-
gresses, Olympic games, and many other pursuits. We have to leam a
language of signs that can take us anywhere. For this reason careful
attention has been paid to modern signs in this book.

Here is a list of various applications of letters, signs, and signals:
information boards, knot writing, runic signs, cave signs, pictographs
(picture signs), tally-stick signs, cuneiform writing, hieroglyphics; signs
for the hand, for the fingers (for the deaf), footprint writing for the blind
(Braille); house signs, monograms, tokens, ownership signs, numbers:
letters, ciphers, musical notation, Morse code, boundary stones,
place-name boards; guild signs, handwork signs, trademarks; com-
munication signs for journeys, in hotels, on airfields, at stations, in
harbors, on highways, in cities, etc; signs for intemational congresses,
Olympic games, festivals; traffic signs, identification plates for au-
tomobiles, airfields, ships, etc.; signs on equipment, switchboards and
keyboards in industry, churches, offices: playing cards, constellations,
cantographic signs, zodiac signs, flags, standards, banners, factory,
tirm, and industry signs; stamps of all kinds (postal, customs, traffic,
etc.); membership signs, emblems: military-rank signs; signals for ship-
ping traffic; light signals, illuminated advertisements, poster and cinema
advertisements, highway advertisements, advertising, and other visual
means of communication.
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Terms and Concepts

Sign: visual gesture or picture (figure) that indicates a certain content,
thought, or thing.

Symbol: sign, token, or emblem that expresses a meaning not di-
rectly deducible from the sign but recognizable only to those who have
learned it.

Emblem: sign or token that expresses a concrete form of an abstract
content: particularly a sign for a union, club, foundation, group, com-
munity, etc.

Signal: conveyor of information or of a sign (color, light, movement,
gesture, etc.).

Mark: sign (factory trademark, product trademark, quality trademark)
that signifies a particular business, company, firm, or product and is
placed on the product or the packaging as well as on all means of
communication (letterheads, notes, advertisements, stamps, etc.).

Insignia (or colophon): originally a sign of a printer or publisher, later
a wider meaning; a mark with a simple composition (a single letter or
other figure), as a trademark, image, or display sign for an industry,
business, shop, etc.

Pictograph: depiction in a sign of articles or things (Egyptian
hieroglyphics)—a kind of writing developed from a simplification of the
real picture.

Information: not a sign but an indication of an abstract idea (e.g.,
flashing light at a railway crossing).

From the development of cybemetics (the science of communica-
tions control) and the enormous need for efficient world communication
and information, specializations have been developed in the field of
sign knowledge that have given rise to a great deal of discussion and
publicity.

Semiotics: the science and theory of signs in general: a general and
linguistic theory of signs.

Semantics: that part of semiotics that concems itself with the defini-
tion and explanation of the content and meaning of abstract signs and
sign systems.

Pragmatics: that part of semiotics that concerns itself with the origin,
application, and effect of signs.

Syntactics: that part of semiotics that concerns itself with a particular
sign as a means or intermediary of the sign as such (not its actual
meaning).

Informatics: the theory and science of modern information and
documentation, which make use of the preceding sciences. Together,
these disciplines open the way to a world language of signs, for which
there is an international need. The enormous growth of world communi-
cation and the expanding use of computers make this an urgent neces-
sity.
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Figs. 1-3 and 1-4. Rock engravings from
Val Camonica (northem lItaly) from differ-
ent eras of the Neolithic Age—before
2200 s.c.—to the ice Age (roughly the
time of Christ’s birth). These drawings
were made from photographs and rub-
bings made by students of the Kunst-
gewerbeschule in Zurich. They are
geometric pictographs illustrating how
early man, who had made the transition
from wandering hunter and forager to es-
tablished farmer, set down his thoughts
and his concept of the world in expres-
sive symbols and signs. These particular
examples can be augmented by thou-
sands more from all over the world.

men with
arms raised

?ﬁ
3
ey
-

KR

~- 0 <

Y,

3
i
%
m |

letter signs
Y Wls VU

‘Y\'uhm

men with
weapons

I

iy

v
A
¥
v
¥

&

tools and
weapons

D mman

oo

¥

]

footprints
sandals

©B0

XS

nders

wagons

U RSN |
>

&

\

®

other human
figures

I 3¢ fa o

sun symbols

G%%@

deer

0 W b ALY ALY

o] SRS RV
SUalxx
caacxxma

other
animals

varnations of




Fig. 1-5. Old branding signs for cattle.
The history of branding signs goes back
to the culture of the nomadic cattle tarm-
ers; pedigree and herd signs are still
used even today. These old signs were
often family or tnibal signs as well; they
are very beautiful and mysternous,
somewhat reminiscent of old runic let-
ters.

Fig. 1-6. Watermarks on handmade
paper. Awatermark is a kind of mark (let-
ter, cypher, symbol, figure, etc.) that is
put onto the paper during its manufacture
in order to indicate its origin (factory
mark) or to prevent its imitation (on
money or valuable documents). Genuine
watermarks are fabricated at the same
time as the paper by imposing the outline
of the mark on the paper sieve. The mark
becomes visible on the thinner parts of
the paper where there is less pulp.
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Fig. 1-7. Man has always taken the
course of the sun as a standard for the
periodic division of time, and for this
reason the fixed constellations of the
zodiac are important. The first system of
division dates from the Sumerians, 23
centuries s.c. The circular shape ot the
zodiac dates from the 14th century. Since
then the circle—in which the movement
of the moon and planets also took
place—has been divided into twelve
parts with twelve constellations. Thus
each sign occupies 30 degrees. This
drawing illustrates the signs of the zodiac
with their correct dates.
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2. Letter Signs
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Alphabet letters must be classified in the category of signs and symbols
and also, surely, in the category of ornament. Among the most classical
and beautiful alphabets are the Roman capitals, shown in fig. 2-1 in
their relationship to each other and to the square.

Letters are not only an indispensable collection of signs for visual
communication but also a collection of stimulating forms that present a
challenge to be manipulated and played with.

Nowadays, there are many different sorts of letters in use. All of them
have one or more standard forms and many variations on them—the
simple, common types and the more ornamental versions for festive
occasions. There are both handwritten letters and machine letters,
while the computer letter is in the process of development. The assort-
ment of different typefaces and sizes of machine letters at our disposal
is almost limitless.

The typical ornamental letters of past centuries are back in style and
are being readapted by graphic designers; hand lettering no longer
exists, and we no longer have a writing culture like the Japanese and
Chinese. Fig. 2-2 illustrates on the left a number of more or less dec-
orative letters from our normal alphabet; above right, an example of folk
letter art, which the omamentation makes practically illegible; below
right, an example of an ornamental page from the Koran, with an invo-
cation to the patron of the Dervishes. Many magnificently executed and
often very large letter proverbs can be found in the mosques of the
East.

The Jugendstil, or “Youth Style,” named after the Munich newspaper
“Youth," has also left its mark on letters and book design. Typical of this
style, which was strongly based on art needlework (influenced by the
Arts and Crafts movement led by Ruskin and Morris in England), was a
linear, ornamental treatment of planes and a particular preference for
flowing plant-and-flower motifs.

The letter types of Morris are the first examples of this new form and
spirit. Otto Eckmann was the most outspoken German calligrapher. The
Eckmann alphabet still bears traces of the Youth Style.

Fig. 2-1. (a.) Letters O, C, G, O, and S
(b.) Letters E, L, F, H, and N {(c.) Lelters
I,T,A and V. (d.) Letters P, B, R, K, and
D.
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Fig. 2-2.

Fig. 2-3. Magnificent examples of Islamic
calligraphy hang on the interior walls of
mosques, often spelling out in large, or-
namental forms the word “Allah” or ex-
cerpts from the Koran. These examples
show straight, stylized letter forms rather
than decorative writing They are read
beginning at bottom right.
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Fig. 2-4. The imagination of the Irish
monks is best exemplified in the oma-
menial pages ol the Book of Kells and
the Evangelical Book of Lindisfarne.
Unique transformations of the letters
combine with Irish band omament and

beautiful colors to create a work of magi-

cal splendor.

Fig. 2-5. (a ) Handwnting from a 15th-

century missal. (b.) Reprint of the missal

handwriting by Gutenberg
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Fig. 2-6. (a.) Ornamental letter drawn by
Paul Franck in 1601. (b.) Ornamental-
letter 1abyrinth, woodcut by [. C. Hil-
tensperger at the beginning of the 18th
century.

2 Powthe fox eam to the eaurt, & howbe excused hym
to fore the hynge, capitulo xuy &8

Tthefirot whan it was knowen in
thecourtthat Reynart the foxe &
Grymbacrt his cosyn were comen
to the court, there was none so
poure nor 80 feble of kynne and
frendes but that be maade bym
redyfortocomplayncon Reynart
the foxe. Reynart loked asbebad
notben aferd, and helde bym better than he was, for
be went forth proudly with bis ncucu thurgh the
hyest strete of the court, rygbte as be bad ben the
kynges sone, & as he bad not trespaced to ony man
thevalucofanheer, & wente in the mydet of the place
stondyng toforeNoble the kynge,and sayde # G >d
ue yow grete bonourand worship! Ther was neucr
yng that cuer bad a trewer scruant than 1haue ben
1o your good grace & yet am. Neucertheles, derelorde,
Lhnowe wel that ther ben many in this courte that
wolde destroye me yf ye wold byleuc them: but nay,
God thanke yow, hit is not fyttyng to your crowne
€0 byleucthiae false deceyuars andlyars tyghely. To
Godmote it becomplayned howthat thise fals lyars
and flaterers nowsadayes in the lordes courtes ben
moste herde and byleuyd, the shrewes and false de-
ceyuers ben bornevp for todoo togood men alle the
harme &sacath they maye: our Lorde God sbal oncs
reward them their hgrrc_a‘Chc kynge sayde: Pecs,
Reynard, false theef and traytour, how wel can ye
brynge forth fayr talis, & alle shalle not belpe yowa

Fig 2-7. In the 1890s William Morris con-
sciously rejected the neohistorical forms
then dominating composition and re-
turned to the original writing forms and
techniques of incunabula, thereby intro-
ducing a new style of book printing.
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Fig. 2-11. Three examples of the German
Jugendstil by Bemhard Pankok, Otto
Eckmann, and Peter Behrens. =L

Fig 2-12. Initial drawn by Otto Eckmann
for Rudhard, a type foundry, circa 1900.




Fig. 2-13. The Dutch Youth Style at
its best some beautiful vignettes cut
in wood by G W Dijsselhol

Fig 2-14 Lithographed prospectus cover
by Johan Thom Prikker, 1897. (Collec-
tion of the Municipal Archives, The
Hague )
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Fig. 2-15. A Russian poem by El Lissitski
(one of the best-known constructivists,
who introduced new ideas and tech- nn3a 6 u

niques in architecture, painting, and
graphics), graphically and ornamentally
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Fig. 2-16. A typographical composition
(1924) by the Groningen artist-printer
Hendrik N. Werkman. His work consisted
mostly of prints with graphic material in
primary colors
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Fig. 2-19. The sign “dead,” executed by
the great Zen master Hakuin (1768-

1865) from Kyoto. He added a note to the
sign, which said, “Whenever anyone un-
derstands this, then he is out of danger.”
The connection between letter and image
is at its strongest in Zen calligraphy.

Fig. 2-20. A page from the catalog of the
UNESCO Exhibition “Die Kunst der
Schrift,” held in 1964. The a was cut by
the French printer Garamond (1480-
1561). The other sign represents “hero"
and was cut by the Japanese calligrapher
Inone Yuichi in 1961.







Fig. 2-23. A sign designed by Dick Eiffers
for the Bijenkorf Company, 1971. Bert
Schierbeek has written a poem to ac-
company it: “A script full of streets of
kings, with the guitar of the night in our
heart.”

Figs. 2-24 and 2-25. Two signs from the
house publication of Merchanische Web-
erel Pausa. The first has a letterlike
character; the second is specifically a let-
ter sign, composed of “fashionable” ele-
ments
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3. Coats of Arms, Trademarks,
& Traffic Signs

Book, edited by Henry Dreyfuss.
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Figs. 3-2 and 3-3. The human figure as
sign, symbol, and omament in Olympic
signs and Egyptian hieroglyphics. One of
the slogans of our time is "visual com-
munications,” hence the concepts of
semiotics (general theory of signs) and
semantics (the relationship between an
object and its sign—the meaning of the
sign). As a result of intensified interna-
tional tratffic, it 1s imperative to have an
intemational sign language. These pic-
ture signs are also called “‘pictographs.
Fig. 3-2 shows symbols and signs tor the
different sports at the Munich Olympic
Games, 1972. Fig 3-3a shows the basic
figure and the blueprint. Fig. 3-3bis a
sample of comparable signs for the To-
kyo Olympic Games, 1964 Fig 3-3c in-
dicates the Egyptian hieroglyphs for
speaking, woman, carrying, drinking, and
rowing. respectively. They date from
circa 3000 n.c




Fig. 3-4. Intemational travel signs as
interpreted in the “house style” of
the Dutch Railways (designed by
Tel-design).

Fig. 3-5. Traffic and information signs de-
signed by students.
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Fig. 3-6. Pictographic Iraffic signs along a
bicycle path. Traffic signs are instantly
recognizable to all travelers without
further explanation. Sign/symbol lan-
guage has been most regulated in this
particular field, both in form and in color.
Geometric forms (circles, triangles,
squares) and basic colors (red, blue, yel-
low) plus black and white are primarily
used. In this way these signs acquire an
omamentat character.

Fig. 3-7. These simple, expressive,
graphic signs, marking divisions of a
plane, were designed to be seen quickly
and al a great distance in order to identify
a Japanese ship and its company. This
example of an omamental, geometric
sign language I1s comparable to traffic
signs
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Fig. 3-8. Municipal coats of arms, all
featuring the eagle. Coats of arms, col-
ors, and standards were first used in
China and Japan and were adopted in
Europe in the Middle Ages. Originally the
emblems for families and public bodies,
fheir use has been extended to include
supranational organizations

Fig. 3-9. When emblems began fo be de-
picted on shields, heraldry came into be-
ing. Precise rules were established reg-
ulating forms, divisions, and colors, each
with their own names and meanings.
Principal heraldic emblems are shown
here: (a.) St. Andrews’ cross, chevron,
cross, free quarter; (b.) pall, inverted pall,
couple-close, chevranel, (c.) heart shield,
gusset, bordure, pale; (d.) chief, foot,
canton, fess




Fig. 3-10. Japanese family coats of arms.

Katachi and Japanese Family Coats of Arms

There are certain words in the Japanese language that cannot be di-
rectly translated into English, one of which is katachi. It is usually trans-
Jated as “form,” but in fact it has a wider meaning. It expresses the art of
giving form to one’s total surroundings—to bring about functional and
even spiritual happiness
The origin of this concept lies in Japanese religion, and the spirit of
Buddhism still leaves its mark on daily life—household, utensils, and the
Zen etiquette of the tea ceremony.
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Fig. 3-11. Signs for handwork, trades,
and professions designed by graphic art-
ists Kredel, Hampe, and Wolpe for the
Bauersche Giesserei Company.

All the forms must be simple but of the highest perfection. The refined
movements reveal the chastity and purity of all things. Forms and tradi-
tional patterns rule the life of the Japanese. From the 6th to the 19th
century there were three groups in Japanese society: the nobility and
the samurai (warriors), the merchants in the cities, and the farmers on
the land. Each of these groups developed its own forms and traditions.
The family coat of arms—the moncho—dfirst developed among the
samurai class. Later it appeared on the houses of the merchants and
then on the sides of the farmers’ barns, on their clothing, and on their
tools. These coats of arms, or signs, designed with the greatest care and
taste, were to play a great role in the life of the Japanese, and they are
part of the concept katachi.

The peak of this refined language of form was reached in the middle
of the Edo period (second half of the 17th century to the end of the 18th
century). The refinement and cultivation of family signs find parallels in
the high cultures of sword guards (tsubas) and girdle knots (netsukes)
and in the forging of the sword itself.

The ornamentation of the tsubas, which later became collectors’
items both in Japan and abroad, is an art of the highest order, from
which Japanese ornamentation has descended through the centuries
(see fig. 12-5).
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Fig 3-12 Eskimo name signs, made by
cutting small plastics from soapstone
Eskimos also made stone engravings
(see figs. 10-16 and 10-17) The semi
circles under the signs indicate that they
were made in the artist's 19loo

Fig. 3-13. Bookmarks also belong to the
category of signs. They are usually wood
engravings, miniature masterpieces ol
graphic workmanship in which the name
1s omamentally intertwined with refer-
ence 10 profession or field of importance.
These examples were designed by Dirk
van Gelder (b., c.. d.. g.. h., 1.) and Pam
Rueter (a., e, 1.)




Fig. 3-14. Trademarks based on motifs
from nature. Designed by: (a) Ward and
Saks, Inc. for Jack Lenor Larsen; (b.)
Vogte!, book printers; (c.) Bror Zetterberg
for Turun Kala Oy, fish canners; (d.) Ste-
fan Kantscheff for Centrum van Indus-
triele Vormgeving; (e.) Stefan Kantscheff
for a meat-importing-and-exporting com-
pany; (f.) Chris Yaneff for an atificial-
manure firm; (g.) Eiko Pech for Rheuma-
tic Center; (h.) Klaus Grozinger and
Klaus Nothdruft for a wine-importing firm;
(i.) Louis le Brouguy for a silk-spinning
firm: (j.) Hans Schleger for Mac
Fisheries; (k.) Hansman and Langford for
British Eagle International Airways; (1.)
Klaus Grozinger for the School of Youth
Group Leaders; (m.) David Stanfield far
Sparta; (n.) Milton Glazer for the Golden
Snail restaurant; (0.) Michael Russell for
Lyons Bakery; (p.) F.H.K. Henrion for the
Square Grip steel and concrete com-
pany
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Figs. 3-16 and 3-17. The targer Euro-
pean farmers usedto have signs, marks, or
coats of arms printed, often in color,

on the sacks in which their grain was
brought to the mills. The printing blocks
were cut by the printers themselves from
pearwood, using their imagination when-
ever the name of the farmer or his region
did not directly suggest a motif. The
stamp in fig. 3-16 is shown full-scale; fig.
3-17 shows a number of sack stamps re-
duced in size
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4. Old & New Meanings

The modern realistic school of thought has turned away from things that
used to have a great significance in the life of mankind: dreams, imagi-
nation, fantasy. Sober understanding, doubt, the machine, the comput-
er, and the intellect have taken their place.

The symbol as a poetic game is a thing of the past. Even the Christian
symbols, which sustained and inspired mankind for so many centuries,
have lost their meaning. Other signs have been made into symbols.
Modern thinking has deviated more and more from ancient thought
since the Renaissance.

Ancient and medieval thinking perceived external manifestations of
the world as real only insofar as a higher, godlike truth was expressed in
them: the things of the world were merely reflections of higher, more
complete forms of existence. These higher forms are true reality,
primeval pictures, eternal thoughts. Only together—worldly things and
eternal truth—was the whole reality of heaven and earth manifested.

The primeval meaning of a symbol is thus a recognition sign, or
other half. An example is the half of a ring given by a host to his guest in
order that they might recognize each other, even after many years. A
symbol, therefore, is a thing of this world, which in itself is nothing, just
as the half of the ring is nothing: it fits the other half, the divine idea,
which alone can give it full reality. It is necessary to recognize the idea
behind every thing: the symbol is only half of the truth.

Christianity, heir to this ancient attitude, has bequeathed to us in its
artistic and liturgical language a large number of meaningful symbols,
which show us how surely and lovingly the spirit of man penetrated into
the being and the mystery of things.

In the late Middle Ages and the Renaissance these symbols—once
full of life and deep meaning—stultified and shriveled up into allegories.
An allegory comes into being whenever a concrete image takes the
place of an abstract thought, e.g., a child stands for youth; a white-
bearded old man, for old age; an owl on a book, for wisdom; a skeleton,
for the dead; or an hourglass, for the passage of time.
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5. General Symbols: Meaning
& Significance

Following are descriptions of some common symbols. All of them are
shown consecutively in figs. 5-1 and 5-2.

Point: the primeval element, beginning, and kernel; symbol of the
number. It is the symbol of the beginning (grain of seed) and of the end
(grain of dust); it represents the smallest substance (atom, nucleus).
The point is in fact imaginary: it occupies no space. In ornamentation
and sign art the point or dot sometimes becomes a small, filled-in circle.
In writing and typography the point has the meaning of “stop, new
sentence begins.”

Vertical line: the sign of life, health, activity, certainty, effective stabili-
ty, manliness. It is the symbol of spirit directed upward, of grandeur and
loftiness, and of man running erect; it is the sign of right and might (staff
of justice, scepter, marshal’s baton).

Horizontal line: the polar opposite of the vertical, and symbol of the
earth, the passive, woman, death, and rest; the material and the
earthbound.

Diagonal climbing line: the active will to ascend, to develop, to pro-
gress. It misses the stability, rest, and certainty of the vertical and hori-
zontal lines.

Diagonal descending line: line of descent, weakness, decay, slipping
off, passivity, and uncertainty.

Cross: one of the oldest and most universal signs, uniting the polar
contrasts of vertical and horizontal, of God and the world, of the spiritual
and the material, of life and death, of man and woman. It indicates the
four points of the compass and the point of intersection: a symbol of
what is godlike. After the Crucifixion it became a holy symbol in Chris-
tianity and was used in many variations.

St. Andrew's cross: named after the cross on which Saint Andrew
died; the Roman border cross also had this form. A connecting symbol
and the sign of multiplication.

Tau or hammer cross: the cross on which the Romans nailed their
condemned. The sign for balance (weighing scales) and, as the ham-
mer symbol, for right and law (judge's gavel).

Corner sign: shows direction.

Two opposite hook signs united: indicates inner unity, marriage, and
spiritual union.

Fork cross: symbolizes men standing with arms raised. Sign of the
Trinity and of the path of life divided between good and evil; sign for
becoming, being, and decaying.
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Circle: together with the square and the triangle, the primeval signs.
Alike on all sides and the only geometric figure formed with one line with
no beginning or end, it is a sign of infinity, etemity, perfection, and God.
As a round form it is likewise a symbol of the sun, the cosmos, the earth,
and the planets. As a pure form it is a sign of purity; as an embracing
sign, a symbol of community (“circle” of family and friends).

Circle with center point: symbol of consummated fertilization, the
growing child in the mother's womb; likewise, of the sun in astronomy
and astrology and of God's all-seeing eye.

Vertically divided circle: union of the circle and the vertical and as
such a symbol of mankind'’s passion to create. It is also a sign of discord
and dissension, particularly when one side is black (division of light and
dark).

Horizontally divided circle: more passive, resting womanlike in pro-
tecting surroundings; when the lower half is black, it is also a sign of the
deed of creation, the division of dry land and water.

Wheel cross: a much-used sign with many meanings—all life as the
combination of male and female elements, action and rest, life and
death, and earth and cosmos. It symbolizes godlike power, which fulfils
the world and preserves all life. It is an old symbol of the sun.

Wheel cross: variation of the preceding sign representing its dynamic
character as the driving force of the wheel of time.

Wheel cross: combination of the two preceding crosses, with the
character and meaning of both; it contains the Christ symbol when the
horizontal line is omitted.

Fish-bladder sign: comes from allowing the much-used S-line to di-
vide a circle so that both form one harmonious whole. It is the basis of
the famous Chinese yang-yin sign symbolizing perfect antithesis (fig.
58]

Pinwheel: two S-lines crossing each other, creating movement; a
very harmonious sign.

Pinwheel: four S-lines crossing one another is a sign of restless
industry and creative work; also used as a sun wheel. Another variation
using eight S-lines is used a great deal in folk art.

Two half-circles: separated from each other, these symbolize the
maturing and aging man, the eternal coming and going, ebb and flow,
day and night, summer and winter.

Spiral: indicates that all life develops from one point and, still spinning
from that one point, grows to adulthood. Also a symbol of the rising sun
and the year. Much loved as an omamental sign in many variations and
combinations in all times and by all peoples.

Double spiral: the magnificent sign for perfection—in fact, a com-
pleted S-line. Symbol of the day between the rising and the setting sun
and leap year (since a single spiral represents one year).

Figure eight: the loop without end and therefore symbolic of endless,
etemal time, which has no beginning or end.

Square: one of the three basic signs. Symbol of massiveness, sturdy
peace, and stability: it stands fast and firm on the ground. It is the same
on all sides and the token for the number four, therefore, it symbolizes
the four seasons, the four points of the compass, the four elements, the
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four rivers of Paradise, and the four Evangelists.

Cross in square: the horizontal and vertical lines divide the square
into four similar smaller squares; the cross strengthens the stability of
the sign.

Diagonal in square (or fire eye): the symbol of earth, formed and held
together by the four elements, earth, water, fire, and light. Sign of life—
the power of growth and increase.

Cross and diagonal in square: a strong ornamental effect is derived
from fitting both sets dividing lines in the square—its great strength and
massiveness are broken down. The eight equal-sided triangles are a
sign of the many activities of mankind.

Diamond in square: the diamond is the ancient symbol of the power
of creation, the life-bearing womb, granted to woman by God; here
protected by the male square sign.

Overlapping of two squares: the ordered and restful character of the
square has disappeared, the sign is disturbed; in place of the clear and
simple is confusion and uncertainty.

Triangle: the third of the basic, primary signs. It is an aggressive sign
with its points directed outwards. It is the symbol cf the Trinity and, with
a point in the middle, a sign of the all-seeing eye of God. A triangle
standing with its base firmly planted on the ground and its point striving
upwards has a womanly character, as opposed to a triangle balanced
on its point with broad “shoulders” above, which has a more manly
character.

Hourglass: both triangles move towards each other, their points
touch, and a new figure is created with a new significance, without
losing the value of the triangles.

Bisected diamond: the triangles here have a common base. They
have become a diamond, in which the upward and downward points
indicate an active verticality.

Triangle in circle: signifies the powers that lie dormant in every living
being. It is a sign of the unity in the Trinity; with a point in the middle it
represents the power of Mary.

Hexagram: two triangles passing through each other create a new
sign, a beautiful symmetrical star. It is a magic sign of preservation and
protection against destruction; also a very old Jewish sign, the Star of
David, that crowns the synagogue and decorates the Torah rolls, as
well as an emblem of the cosmos, the divine Creator, and His work.

Pentacle: another very old sign, known as the druid's foot for its
magical meaning. Pointing upwards, it is @ symbol of white magic;
downwards, of black magic. This sign shows the five senses and indi-
cates the powers and forms in nature. The lines intersect one another in
golden-section proporions.

Septagram: a sign of cooperation, representing the seven forces of
the world. Like the pentagram, itis a protecting sign and is put on doors,
gates, toolboxes, etc. When the point is facing downwards, it is a sign of
the unholy and means discontent and trouble. In popular speech it was
called “the angry seven.”

Nonagram: consists of three equilateral triangles placed over one
another. It was a sign for the magic numbers three and nine.
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Fig. 5-3. The symbol of Chinese univer-
salism, with the famous yang-yin symbo!
in the center. Yin signifies womanly, dark,
bound to the earth, cool, reticent, op-
pressed; yang, manly, light, heavenly,
aggressive, warm, governing. The white
dot in the dark yin and the dark dot in the
light yang signifies that each is always a
part of the other. The yang-yin symbol is
surrounded by eight Chinese trigrams.
Beginning at the top, middle and tuming
clockwise, their meanings are kien,
strong, heavenly, tather; sun, soft, wind,
first daughter,; /i, lasting, radiant, fire,
second daughter; tchen, causal, active,
thunder, first son; kun, earth, mother, giv-
ing; ken, hold still, resting, mountain, third
son; kan, dangerous, water, second son,
tui, happy. animated, ocean, third daugh-
ter.
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Fig. 5-4. Signs and symbols from differ-
ent cultures. (a.) Old Eastem: king, life
between waxing and waning moon, four
world zones or four elements, soul climbs
through four world spheres to purifica-
tion, mountains; (b.) Old Eastem: fishnet,
splitting, spreading, protecting, bow; (C.)
Assynan: lie, oppress, water, light, bal-
ance, (d.) Negro: active spint, disturbed
spirit, fiery love, true and false witness
before a judge, separation or quarrel be-
tween man and woman; (e.) Chinese:
tree, human being, great, god or heaven
imprisoned
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Fig. 5-5. Some of the best-known Chris-
tian symbols, selected from the Book of
Signs by Rudolf Koch. From left to right,
beginning top left: cross for the consecra-
tion of a church building; monogram of
Jesus with the old sign of the Holy Ghost
above it, menorah, the seven-branched
candleholder, symbo! of the Old
Testament sign used for driving out angry
spints: Roman consecration cross;
Jesus monogram; connecting symbol of

the Christ monogram with the letters / and
C (Greek S), meaning Jesus Savior; sign
used to drive out angry spints; the most
widespread and oldest Christ monogram;
symbol of the Trinity; the Tau cross with
the Alpha and Omega; the earth (grains
of sand), on which the cross is erected;
the tabarum, Constantine’s standard
bearing the monogram of Christ, Christ,
the anchor, the hope of the Chnistians;
sign of the Trinity; sign of the Trinity
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Fig 5-6. More common Chnistian sym-
bols From left to nght, beginning top left.
the all-seeing eye of God, the fish
ichthus, letters of the name Chnstus: the
fish, Chnst, beginning and end; the fish,
bread and wine {Euchanst): the fish
Chnist, in the form of bread and wine
(Euchanst), the tish and basket with
bread, sign of the miracle ot the loaves
and fishes. butterfly (and bird), symbol ot
the soarnng soul of mankind; the ship ot
Iite on its way to the heavenly harbor, the

peacock, symbol of the immortal; the
dove as a symbo! of the Holy Spirit; the
dove as a symbol of punty; the phoenix
as a symbol of the resurrection of Chnst
the lamb (Chnist as slain innocent) with
the cross of victory on the book with the
seven seals; the eagle (the Holy Ghost)
grasps the fish (the Chnstians) out of the
bitter sea of ife to bnng it to the Light, “As
the deer longs for the spring, SO my sou
yearns for you, oh Lord!" (Bible)
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Fig. 5-7. Variations on the cross motif:
two primeval signs, the vertical and hori-
zontal. united in one sign. The cross was
already in use as an omament and mys-
tic sign before the death of Christ. It has
been used as a decorative motif in all
ages, by all peoples, and in all
techniques; it is also hidden in the
elementary figures (square, circle,

diamond). The following well-known
crosses are shown here: Jerusalem (a.,
b., c.), swastika (e.), heraldic cross (f.),
Maltese cross (j.), flower cross (l.), fleur-
de-lys cross (r.), Huguenot cross (s.),
Russian cross (t.), Celtic cross (w.), an-
chor cross (x.), Christ monogram or Con-
stantine cross (y.).
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Fig 5-8. Ornamentations with symbolic
meanings. For many primitive peoples
these are stll hving signs rather than
mere ornaments. {a ) up and down, sun
water, breathing. (b ) changing ot day
and night, (C ) between day and mght, a
middte zone (Spice Islands). (d ) tnan-
gles with shading, ebb and tiow; (e ) sun,
altemating between moming horzon and
zenith (Philippines). (! ) cross in dayhght
(Borneo): {g ) rhythm ot water, (h.) ebb
and flow {Congo). {1.) sun above and be-
low water {Pueblo Indian); (}.) water in the
lorm of breasts: (k.) eternal passage of
the years, (I.} changing moon in the
north; (m.) changing moon in the south;
(n.) succession of dark moons; (0.) suc-
cession of light moons (Celebes). (p.. q .
1., s, t.) continuous sun years (Fij
(slands)










6. A New Awakening

“Ornamentation” has been a suspect word for years among architects’,
designers’, and art critics’ circles, but that time has passed. Now, when
we look around us, everything in sight is color and ornament. Color in
interiors, in fashion, in printing—journals, packaging, labels. Ornament
in sculpture, on furniture, on curtains and drapes, on the body, on
wrapping papers, boxes, bags, and plastic foil!

The prediction made by the Viennese architect Adolf Loos in 1910
that ornamentation had been swept away for good has turned out very
differently. In the same year Kandinsky made the remarkable prophecy:
“At the end of our present-day twilight period, there might well develop
a whole new ornamentation.”

Through the work of Kandinsky, Klee, Matisse, Herbin, Picasso, Vas-
arely, and the Op and Pop artists Hunderntwasser, Alt, Bubenik, Capo-
grossi, Stella, and others, color and ornament have taken possession of
our world, and young people have grasped this trend with both hands.
Many factors have opened the sluicegates of color and ornament—
hobbies, do-it-yourself projects for the home and clothing, community-
type houses.

For this reason | have reassembled the fundamentals of decoration,
ormamentation, and decor with the intention of showing how they can be
used in a responsible manner so that the results will be pleasing and will
lead to further experimentation.

In every man there is a certain inborn creative ability and a need for
cadence and rhythm, which expresses itself in dancing, singing, and
movement and also in ornamentation—which is closely allied to these.
Throughout history mankind has had this need, as is quite evident from
the range of drawings in this book. At the same time it will become
evident that the most beautiful and the strongest ornaments, in spite of
the differences in styles in different periods, have all developed from the
same basic patterns. In the course of centuries man has developed
hundreds of thousands of variations on these simple, basic forms.
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/. Early Ornamentation

Ornamentation is one of the oldest expressions of human creativity,
beginning with decoration of the body; pressing on or scratching in
burls, stripes, and other elementary forms in pottery; and decoration of
coats of arms, small articles, materials, and buildings.

The ornamentation itself can form an organic and logical part of the
object, emphasize certain places or parts and increase their value, or
detract the eye from them. But if it is not done well, it can damage and
obscure the form and, by overloading it, even destroy it entirely.

The language of form in ornamentation hovers between abstract
geometry and modes of expression based on nature, from the simplest
border of dots or stripes to the very complex animal ornamentation of
the Celts and Vikings and the dynamic scroll forms of the Rococo
period. Based on the unchangeable fundamentals, every period of cul-
ture has developed its own treasure chest of ornamentation.

The basic motifs of ornamentation have appeared in thousands of
variations on pottery and other articles since prehistoric times.

The Bronze and Ice Ages used circle, spiral, and meander motifs; in
Egypt the lotus was very popular, and the great buildings of the Land of
Two Rivers (Babylon) were decorated with magnificent animal figures
and borders with palms and rosettes, all executed in colorful ceramics.
In the reliefs of the Persians, Hittites, and other peoples of the Middle
East animals, human figures, and plants were combined in a splendid
ornamental and monumental unity. The Greeks, Romans, and Etrus-
cans accented their edifices, vases, and implements with geometric
decorations and ornamentation borrowed from nature, often superbly
integrated into the forms (palmettes, acanthus leaves, shoots, etc.).

In contrast to classical ornamentation, a whole new style of ornament
developed in the North, characterized by a frequently complicated
string of animal and vegetation borders.

By virtue of its inner strength and simplicity, the ornamentation of the
early Middle Ages must be regarded as outstanding.

The development of Ottoman ornament in the great mosques in Per-
sia and the Middle East must also be regarded highly. In spite of the
Koran's prohibition on the use of animal and human figures, these
works of art bear witness to a high culture. The masterpieces in the Far
East such as the Angkor Wattemple, the reliefs of the Boro-Bodur of
Java, and the magnificent examples of ornamental art in the Indo-
chinese Khmer kingdoms—only just discovered in this century—give
us a picture of admirable accomplishment.
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This estimation applies no less to the abundant, decorative temple art
in India, where many old cultures have left their traces. Ornamental
artists in China exercised their richest fantasy and greatest ability on
bronzes. The old temple cities of the Mayas in Yucatan and Honduras
and of the other great American cultures reveal such a treasure of
ornamental forms of decoration, both geometric and natural, that we
wonder how they came into being.

The Gothic period introduced a geometric interplay within the shapes
of windows, rose windows, and other expanses of the cathedral walls.

The Renaissance, Baroque, and Rococo periods used ormamenta-
tion with such superabundance and complicated inventiveness in ar-
chitecture and on clothing, furniture, utensils, and purely decorative
articles that its subordinate, complementary function was often totally
negated.

Biedermeyer and the Empire period stemmed this tradition in West-
ern Europe, and classicism restored the old forms once again. but
bloodlessness and aridity are characteristic of the period.

Around 1900, ornamentation became the object of heated discussion
and was maligned under the leadership of the Viennese architect Adolf
Loos (“Ornament is a crime ") and the artists of the new functionalism,
for whom function and beauty were one and the same and lack of
decoration an ideal. The Youth Style, also known as the Vermicelli
style, reacted with a return to naturalistic ornamentation.

The desire for decoration and adornment is so strongly inbred in man
that nowadays he wants it on industrial products as well. The youth of
today have made color and ornamentation an integral part of their lives.

Order and Variation in Elementary Ornamentation

It is always difficult to try to classify and rank the creative works of man
in terms of categories and importance. The case of omamentation, with
its endless possibilities of variation, proved no different.

The following synopsis, which is based on the analysis devised by
Wolfgang von Wersin, restricts itself to basic forms, i.e., rhythmic, sim-
ple ornamentation, adapted and developed by all peoples in ali ages
and in all parts of the world. It is a sort of universal handwriting of
mankind: it is as inborn as dancing, cadence, and rhythm. It flows by
itself, as it were, playfully from his hands and, according to his character
and the circumstances, appears as a softly undulating line, an angular,
hard, zigzag line, the introspective line of a circle, or one of many other
designs.

This outline contains in essence all the possibilities of the elementary
patterns, and all rhythmic ornamentation can be categorized in this
outline. Each of the basic forms can be varied in a thousand different
ways. The outline is in fact a triptych.
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Fig. 7-1.

basic pattern

one theme

two or more themes

natural themes

1. The two left-hand panels show patterns of separated elements, the
left with lines, the right with spotlike elements.
2. The two middle panels show patterns of contrasting elements,
again, the left linear and the right spotlike.
3. The two right-hand panels show patterns of interlacing elements,
again, the left linear, the right spotlike.
The top row of six panels gives the most elementary form of each
pattern: in each panel the ornament is used as a border or band and as
a continuous design on a plane.

series with separated elements

series with contrasting elements

il

[P I I I OIIPLIISEEBI22824

OOOOOOOO

o N RS TF ORI U W I m llellelJelilelileldehlel
O e O & O o O
‘E‘é e O ¢ O « O & O
1;5‘{!"?%} O e O e O o O e
e &
]| @ »0s0s0.0
‘L.::?Eé O e O ¢« O o O o
IS AL SIS T BT 8L ST T P A
T e A el T v :
S & N 240 8Byl
BYsyay sy
BY BBy a8 |
By ey sy
|83 Y 8 ‘&. |

spotlike

linear




The second row is the first variation: the single line of the basic form
has become a more complex element, still, however, alike, the same
theme.

The third row modifies the second into thin and thick lines or bands,
rhythmically placed next to each other. There are now two themes,
which can be extended indefinitely.

The bottom row has the same abstract structure as the third row but
uses forms borrowed from nature, again as a border and as a plane.
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The outline clearly shows once again that the very existence of or-
nament is based on play between contrasts: stillness and movement,
horizontal and vertical, thick and thin, round and angular. It may be one
of the proofs for the fact that making ornamentation is one of the
primeval talents of mankind and that it finds its origin in all the events
and things that accompany him like strange contradictions on his path
through life.

To avoid excessive and pointless decoration, to find the way back to
simple and expressive power—this remains the stamp of true oma-
ment. The following points show the way:

1. Ornament is rhythm made visible, whether arranged as a band or
border or spread over a plane.

2. Ornament can be adapted both to a flat plane (regular or less
regular figures) and to spatial forms, either simple or composite (ar-
chitecture).

3. Ornament can be created by means of geometrical motifs and by
motifs borrowed from nature.

4. Ornamentation is in essence an abstract form of expression, like
music and dance, and it emanates from the deeper regions of human
nature.

5. Ornamentation lies in the very being of mankind and is, like all art,
universal.

6. Ornamentation is bound by strict rules of moderation: rhythm, form,
material, and technique.

7. Ornament must be subservient to the article itself.

8. All ornamentation must begin at the beginning. The beginning is a
given plane or given form, not the motif, however interesting it might be:
first rhythm and then motif.

9. The design of an ornament for a plane divides that plane: the
division is organic, it arises by itself out of the plane.

10. To ornament is to accentuate meaning. It must be used sparingly,
never where it serves no purpose or is superfluous. Do not use stylized
forms, forms distorted from nature, or historical-style forms.
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The Earliest Ornamental Forms of Mankind

Ornamentation is a language of signs, which come from the deeper
regions of human nature where mimicry, gesture, song, and dance
originate.

The spontaneous emotions of human nature seek ever more
confined forms. These confined, yet visible forms find expression in the
life powers present in the human body and in the whole of nature: the
bifurcation of breath and the beat of the heart; the altermation of day and
night, of light and dark; the rhythm of the seasons:; rise and fall, ebb and
flow.

The rhythmic course of all life forces in creation, with their up-and-
down or to-and-fro movement, is the same force from which true, living
ornamentation has always been derived.

Scholars have not yet agreed on the origin of ornamentation. It is
generally assumed that its beginning must be sought in the need to
adorn the human body and that magical reasons as well as the simple
desire to decorate the body were present. A difference of opinion arises
over the remarkable difference between naturalistic and geometric or-
namentation; itinerant huntsmen expressed themselves in naturalistic
imagery and ornament, while later indigenous agricultural peoples used
abstract, geometric forms. Fig. 7-2 illustrates both forms.
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Fig. 7-2a is an example of one of the oldest forms of ornament, a
bead necklace, made here from the larger teeth of a red deer, trout
vertebrae, and small seashells strung together in a beautiful, rhythmic
pattern. It could easily have been made today, and yet this necklace,
completely intact just as it is illustrated here, was found along with
several others in a grave at Menton on the Riviera. The grave contained
the skeleton of a full-grown man, a younger woman, and a child of about
fiteen years, and it is dated at about 10,000 to 15,000 years before
recorded time.

Fig. 7-2b is a so-called commando staft made from a piece of
reindeer horn and engraved with naturalistic wild horses. Equally
naturalistic are the engravings on pieces of bone found in the Swiss
grottoes (fig. 7-2f). The purpose of the commando staffs is not known,
although it is assumed that they played some role in hunting.

All the other illustrations are examples of the geometric style. The
decorated pebbles, of which many hundreds have been found in differ-
ent places, can be divided into three groups: the so-called counting
stones (fig. 7-2c), with vertical stripes or dots; the stones with graphic
or symbolic significance (figs. 7-2d and e); and the letter stones, which
strongly resemble our own letter signs (fig. 7-2e, bottom left, looks like
e orm). Whatever their explanation, the letter stones were certainly not
the instruction media of a prehistoric village school!

Fig. 7-2g shows a simple zigzag ornament and a very ingenious
meander design; both are evidence that there is nothing new under the
sun, since they were carved on a mammoth’s tooth 10,000 years B.c. as
armband decorations.

Fig. 7-2h is a fully schematized female nude engraved on ivory. It
dates from the European Middle Stone Age.

It seems to me highly dangerous to try to “explain” these pictorial
forms in scientific terms. All of these designs are very strong and fun-
damental ornamental forms, which proves to me personally that or-
namentation is inherent in human nature and dependent on neither time
nor place.

Are there not, moreover, other phenomena in nature that defy scien-
tific explanation? | name but a few examples. What deeper forces con-
trol the secret flight of migrating birds? Is this order their own symbol
sign, or is it merely a functional streamline to reduce air resistance?
What is the deeper meaning of the secret battle order of the soldier ants
or the dance flight of the terns? Does the yeaming for decoration and
ornamentation only begin with man?
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Fig. 7-4. Bell beaker found in the Veluwe
region and dating from 1800-1500 n.c.
This type spread all over Europe at the
end of the Stone Age. This ornament,
consisting of scratched in, geometnc
forms, is divided into three zones. The
omament on the neck consists of stripes
and bands ol different motits, with a rich
finish on the nm. The shoulder ol the pot
is divided into panels, altemately without
decoration and with an attractive diag-
onal filling. The decoration of this bell
beaker, rhythmically and sensitively dis-
tributed over the surface, rivals the Greek
vase shown in fig. 7-5b, which was not
scratched in but painted. (Collection of
the State Museum of Antiquities, Leiden.)

4

Fig. 7-3. This magnificent large beaker,
over a foot tall, was found near Stroe in
the Veluwe region. It dates from 2000 s.c.
and was made by an artist who pos-
sessed not only the skill to build up such
a large pol from rolls of clay and a well-
developed sense of shape (see the ten-
sion in the silhouette line) but also desire,
patience, dedication, and feeling for dec-
oration. Altemating bands around the
body of the vase, sometimes three lines,
sometimes plastic squares with a
rounded-oft surface, make It a master-
piece of prehistonc work. (Photo by
Dienst Rijksoudheidkundig Bodemon-
derzoek.)
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Geometric Motifs on Old Ceramics

One of the most beautiful examples of geometric ornamentation is a
thin-walled beaker of white clay from Susa dated 4000 to 3000 i.c. (fig.
7-5a). The ornamental division is particularly beautiful: a dark foot, then
three horizontal white lines. The upper section is divided by vertical
lines that contrast with the main motif, a goat, whose enormous horns
form a strong circle. Inside this is another motif, a geometnc plant
design; the rump of the goat is integrated into the circle motif. The
border above is formed by a sort of long, low dachshund, which gives
the effect of a horizontal line with a playful unevenness. One broad and
several narrow horizontal lines form the division between this border
and the border frieze above, which consists of a fine row of what appear
to be vertical lines but are in fact the long necks of cranes, whose beaks
and bodies create a particularly sensitive embellishment. This magnifi-
cent old beaker is one of the highlights of ornamental art, adapting
animal forms with great conviction and mastery as living and monumen-
tal ornamentation. It can only be compared with certain expressions of
Oceanic ornamental art.

Other highlights of the geometric style of ornamentation are shown in
the two Greek vases (figs. 7-5b and c). They exhibit a rich pattem of
horizontally running bands in which a number of motifs offset one
another in a fine rhythm: zigzag and undulating lines, dots, triangles,
diamonds, circles, and, above all, striking meander borders. There is a
well-balanced division between base and decoration in each piece, and
everything stands exactly in its place. Fig. 7-5b has only geometric
variations, whereas fig. 7-5¢, the large vase from Dipylon, near Athens,
illustrates a tendency to use animal and human figures in borders. The
neck of the vase (used for storage or sacrificial purposes) shows a
vertical ornament with a horizontal meander border above and below it.
The shoulder of the vase is decorated with animal figures (including
horses, bulls, ibex, wild boar, deer, lions, panthers, and sphinxes). The
dominant main border is formed by the complex meander followed by a
border of diamonds and a narrow band of aquatic birds. Dipylon vases
have exhausted every possibility of the geometric style of ornamenta-
tion.

The Pueblo Indian field bottle (figure 7-5d) is completely decorated
with geometric designs.
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Fig. 7-6. Attic earthenware jug, dating
from the 8th century s.c. This jug is a
typical example of the Dipylon style (the
name comes from the churchyard by the
city wall of Athens where a great quantity
of these jugs were found). It is about sev-
enteen inches tall. The ornamentation
shows a magnificent variety of geometric
motifs. The main band around the belly
consists of panels filled in with diamond
shapes; the shoulders, of a transitional
motif running from the neck to the body:
the underside, of fine lines; and the neck,
of a large meander motif. (Collection of
the State Museum of Antiquities, Leiden.)
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Fig. 7-7. Cylinder-shaped beaker from
the pre-Columbian Nazca-Huari culture
(circa 600-500 B.c.). It consists of a black
diamond pattern on a white background;
the filled-in color is a reddish-brown.
Symbolic motifs with a freer line top off
the strict geometric pattem in a particu-
larly sensitive way. (Collection of Dr. J. F.
da Costa.)
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Fig. 7-8. Twisted bronze neck ring found
in the Veluwe region. This neck ning, dat-
ing from 700-500 u.c., shows the high
quality of workmanship of the early
Hallstatt culture in Central Europe. t was
presumably used as an offering. The
plastic effect of the double twist (twisted
in a molten state) is particularly beautifut.
(Coliection of the State Museum of An-
tiquities, Leiden.)
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shows, it has been adapted by all
peoples of the world, from prehistoric
times to the present day. It is one ot the
universal signs that mankind has de-
veloped
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Fig. 7-10. Prints of cylindrical and flat
seals and stamps from Mexico. Early
American civilizations, which exhibited
great differences among themselves, re-
veal fascinating contrasts to what hap-
pened in the Old World. The most impor-
tant cultures are the Aztecs in Mexico,
the Mayas in Yucatan and Guatemala,
and the Incas in Peru (all between 500—
1500 a.0.). These illustrations show the
strongly decorative ornamentation of the
Aztecs, who were masters in earthen-
ware. (a., b.) geometric motifs; (c., d.)
squares with ornamental crosses; (e.)
seal with man’s head; (f.) flat stamp rep-
resenting a panther; (g.) round seal with
human figure; (h.) rectangular stamp with
ape motif; (i.) stamp with deer; (j.) fish
motif; (k.) bird: (i.) spiral motif; (m.) dou-
ble spiral.

Fig. 7-11. Round ornamental motifs from
pre-Columbian Mexico. They utilize
many different designs: geometric, flow-
ers, animals, and human figures, all of
them excellently adapted to the round
shape.
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Fig. 7-12. Among the most beautiful
examples of symbolic omamental art are
the famous Gothic picture stones found
in Sweden. These stones, dating from
circa 500 i.c., were not grave monu-
ments but part of a sun cult, and they
were placed on high, special locations.
The pnncipal image of the stone of Vall-
stena illusirated here is a spiral sun sym-
bol surrounded by five smaller sun signs,
with two men fighting below and two ani-
mals above. The stones themselves are
in the form of an ax, and the represen-
tations are laid out in a magnificent,
straight, low relief. (Drawing by Ulli Wink
ler.)




Fig. 7-13. Examples of Viking art, which
was characterized by the integration of
band-and-plaiting ornamentation and
bandlike animal figures into a compli-
cated whole. From left to right: dragon’s
head carved from wood from the infam-
ous Oseberg ship; two bronze buckles;
an ornamental lid of a wooden box with
notching; lid of the Cordula shrine from
the cathedral treasure of Cammin,
carved from walrus bone and, along with
the other sides, mounted in bronze.

A

i

D Rl S

A }1]”"‘ gj SAN

600
Ha70%,

SN NS NSRSy
E:g: & &M‘{,‘ ?f 5 "\\”'
e S b\ #72:
¥ 7 '\‘H“ ‘\ RN
b ﬂ?&ﬁb&«gﬂzﬁ\
G Vet N V764
R ": ;:’15‘;%1;‘:;2‘:251.‘) 3 K




8. Geometry & Ornamentation

People of all times and cultures have been stimulated and inspired by
the elementary signs, especially the circle, square, and triangle. A nor-
mal, healthy man senses these three basic figures intuitively, because
they lie concealed in his spirit and his whole being. They are the
clearest and simplest forms, basically very different from one another in
spite of their inner relationship.

What is the cause of the powerful expressiveness of these age-old
forms? In his subconscious, every man is pervaded by the conviction
that behind the whole of creation there is a strict order, a compelling law
of regulation. He experiences it in the course of the heavenly bodies, in
the succession of the seasons, in life and death, in thunder and light-
ning, in the growth of plants.

The human eye and sensibility is gratified whenever man finds or-
derly construction in a work of art: the power, simplicity, and direct
expressiveness of the basic forms. The forms give him calm and reas-
surance.

The three fundamental signs are clear and simple and at the same
time secretive and evasive. They bear a clear relationship to one
another in spite of their opposing expressions. The figures invite one to
a game that is stimulating and inexhaustible. They evoke, as if by
themselves, imaginary lines, which are a part of their being and which
the eye discovers without hesitation.

The illustrations in this chapter show some of the results of this game,
which everyone can try for himself in his own way and according to his
own character, inasmuch as the possibilities are limitless.

There is an unmistakable relationship between geometry and beauty.
The regimentation, precariousness, and moderation of these forms
open our eyes to the geometric game by which nature constructs and
endlessly varies itself.

The three basic forms, whether they be two- or three-dimensional
(sphere, cube, or pyramid), have always awakened in man a feeling of
seriousness, greatness, and monumentality.

The fundamental forms lay the foundations of many large construc-
tions in one way or another. They form the beginning and the end for
today's designer.



Fig. 8-1. These figures are the symbols of
cleanliness, power, clarity, and even-
ness; they are the fundamental figures,
the beginning and end of all form. Their
spatial equivalents are the cube, sphere,
and equilateral pyramid. The expressive
power of these figures, which are so dif-
ferent and yet have such close mathe-
matical relationships, has inspired many
to speak of the “dynamic beauty of
geometric forms.” What the Greeks
found in their geometry is still valid, un-
abridged, and unchanged, especially now
when so many artists feel a need 1o strip
art of the excessively personal.

The fascination of the fundamental figures and forms was expressed
by Goethe in Faust as follows:

How different is this sign aftecting me!

| can see in these pure lines

Active nature lying before my soul . . .

How everythirig weaves 1o a whole!

One acts and lives in the other!

Paul Kilee has said that three worlds express themselves in the three
fundamental forms:

1. The square expresses the world of the heavy, the fixed (the earth).

2. The circle expresses the spiritual world of the feelings, movement,
the ethereal (water).

3. The triangle expresses the intellectual world of logic, the concen-
tration of light and fire.

Drawing Exercises with the Primary Figures

Visual communication has become important in our time through public-
ity, advertisement, graphics, design, and other similar fields. The pic-
ture has become so important in interhuman relations that all teaching,
not only teaching in art, has been affected by it.




Visual communication makes use of modem aids and appliances and
will do so much more in the future, since such techniques and sciences
at our disposal as thinking and designing computers and letter and sign
systems help worldwide communication. Teaching machines will very
soon lighten the load of the teacher. Already many large industries are
engaged in the development of the hardware (apparatus) and software
(teaching material, systems, programs, etc.) that will eventually commit
to tape all the knowledge and learning of mankind.

In teaching art design it is important that, in addition to exercises in
free expression, attention be paid to the constructive language of
geometry by means of exercises and experiments with the primary
figures: square, triangle, and circle.

| have always been fascinated by the power and the secret of the
primary figures and bodies in geometry, by numbers and number rela-
tionships, and by their connection with the structure of earth and space.
Moreover, | am of the opinion that the primary forms are so strongly
embedded in the subconscious of every designer that they must inevit-
ably have been the starting point of all thought on form.

My art-design classes always begin by introducing the concepts of
point, line, space, size, number, rhythm, proportion—all the concepts
that are involved with the creation of form. | start with the apparently
easy game of playing with the square—its possibilities, variable divi-
sions, and combinations with the other primary figures. This is done in
many different media: nature study, color exercises, technical drawing,
and spatial experiments with clay, plaster, wood, paper, and cardboard.

The object of the exercises with the primary figures is the following:

1. To examine and analyze these regular forms.

2. To get to know the character of each of these forms by studying the
lines and divisions that seem to spring from the forms themselves.

3. To discover the rich possibilities within these simplest forms and at
the same time to discover that the most direct, most obvious, most
simple divisions are the most beautiful and the most harmonious.

4. To assemble pages of variations, which not only form a unity but at
the same time are clearly distinct from one another.

5. To cultivate a love and a desire for order and regulation, for clarity
and cleanliness, for painstaking work.

6. To stimulate imagination, feeling for logic, exercise of the eye, and.
above all, insight into the creative process through intensive occupation
with these tasks.

In all my classes | have found that every one of my students without
exception worked on these projects with a great deal of animation and
pleasure. Furthermore, all the students, even the less gifted ones, could
bring this sort of exercise to a satistactory conclusion.

In spite of the concrete limitations of the projects—sometimes they
were done in black and white, sometimes in color; sometimes freehand.
sometimes with drafting tools—it seemed again and again that every
page had its own character and that there was no uniformity. The stu-
dents never expressed the opinion that they felt themselves restncted
by too narrow a range of choice.
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Fig. 8-2. Variations of dividing the square
by horizontal and vertical lines. The
lower-right-hand illustration shows seven
strips of white paper arranged to obtain a
logical and pleasing composition with an
omamental character.

Some of these exercises are shown in figs. 8-2-8-8. They were
done on graph paper of varying scales. Additional applications of
geometry to ornamentation are shown in figs. 8-9-8-17.
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Fig. 8-5. (a.) Vartations based on the pen-
tagon and hexagon within the circle.
These forms and divisions appear many
times in nature (flowers, snow crystals,
bisections of stems and organs). (b.) Or-
namental games based on the equilateral
triangle within the circle.

Figs. 8-6 and 8-7. These figures illustrate
how unlimited patterns can be created by
placing simple elements nexi to one
another in a given network (here, a chec-
kerboard). Through simple repetition of
one and the same motif logical and or-
ganic ornamentation can be produced.
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Fig 8-7

Fig 8-8. Draw a large square on a sheet
of paper and divide it into smaller
squares, like a checkerboard Make a
composition, using variations on the
three elementary figures 1o create a
good, hamonious division of the plane
up and down, across, around, and
diagonally Whether you use calors or
btack, white, and gray, they should be
well distributed over the plane. Try add
ing one color, e.g., red, 10 the black
white, and gray Or use two contrasting
colors, which, together with the white
black, and gray, can produce a rich range
of harmony: the two pure colors, pure
white and black, each color blended with
white and black, and each color blended
with a range of the grays rom light to
jark
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Fig 8-10. N. J van de Vecht was the first
person in this century to restate the
ground rules for omamentation based on
the nature and mathematics of the area
10 be decorated The methods popular at
that time, which were frequently based
on stylizing nature or free an founded on
the motif, went by the board with his lucid
and convincing exposé. Van de Vecht's
ideas seem too mathematical today
Nevertheless, they were influential in
sweeping away the rage for stylization
This illustration, reproduced from van de
Vecht's tirst book, shows possibilities that
can be developed from the hexagon In
the square, e.g., divisions in border and
surface spnnging from the points and
lines of the hexagon. The divisions
created by this apparently reasonable
geometnc method are govemed by an
inner logic, a system of structure, that of-
fers more security than so-called intuitive
divisions. Josef Albers' “homage to the
square’ is a corroboration of this point of
view
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Fig. 8-11. This beautiful figure creates it-
self by joining twenty-four points on the
circumference of the circle. A further
analysis will reveal other geometrical
phenomena.

94



Fig. 8-12 Four higures by Hermann von
Baravalle. showing movement and orma-
mentation on a circle whose radius 1s

smaller than that of the beginning circle

Fig 8-13 Four vanations on experiments
carried out by Dr Hans Jenny, whereby
vibrations were made visible. His
jocumentation of the structure and
jynamics of vibration gives a simulating
nsight into the richness and lawfuiness
f nature and once agam illustrates how
yjeometry and omament are related. The
sonorous figures of Chladni (1756
1827), made by vibrating fine sand on a
metal plate and stroking it with the bow of
¥ violin, were used for the expenments

The illustrations bear a certain relation

ship t ne another "“.‘r(‘,yvu lexity de
pends upon the Irequency ol the pitch
ibove left, a figure created by the lowest

Irequency, below right, by the highest




Fig. 8-14. Ornamental eftects created by
varying divisions of the plane: here, the
impression of diverse rows of bricks. De-
sign networks are created in the same
way.

Fig. 8-15. Another page from van de
Vecht, showing variations on triangles,
pentagons, and hexagons. Many con-
temporary artists (Vasarely, Lhote, Max
Bill, etc.) play with form and color move-
ment in their work, which often has a
strongly ornamental character, even
though the intention and the result ex-
tend beyond it.




Fig 8-16. Front page of the Wilkhahn fac-

tory lumiure catalog, which shows how
chairs and tables can be combined

Fig 8-17 Graphic designed by Guido
Lippens for an invitation to an exhibition
The circle in the square, gradually thick
ening In nine steps. 1S an interesting plas
fic and ornamental problem. The eye ¢:

n
focus on either the black or the white
which constantly evokes new tensions
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Q. Ornamentation & Nature

Whenever we think of awe-inspiring and unimaginable cosmic space,
the question inevitably arises as to its creation and the powers that have
held it in place for billions of years. Now that man, through the enor-
mous development of science and technology, has taken his first, difficult
steps into this limitless space and has detached himself from his trusted
Mother Earth, we realize more than before that we are not only spec-
tators of a timeless drama of enormous dimensions, in which the acts
and intervals last millions of years, but that we, as leading actors, are
closely affected by it: that it all revolves around us, and that we too
revolve in the eternal cycle of life and death, of rising and setting. Man is
unaware, generally speaking, of the greatness and beauty that sur-
rounds him and of the wonder of his own body. The miracle alone of
sight—our ability to absorb the niceties of forms, colors, and structures
through the construction of our eyes and brains, compared to which all
our technology is mere child's play—must give us constant food for
thought. It is a great pity that all men possess these powerful instru-
ments but that so few really use them to observe intensively and penet-
ratingly what lies beneath the surface. It is a pity that so little attention is
paid in our educational system to teaching children how to observe, for
seeing must be learned, and it has nothing to do with complicated
theories or instructions. There is no straight, easy path to follow in order
to learn to see. We must follow slow, narrow, often hidden paths and
sidetracks in order to reach this goal.

Our magnificent world offers an abundance of aids and appliances by
means of which we can learn to see. We must therefore be open to the
beauties of creation, we must set aside the inhibitions and frustrations
that our daily life imposes on us. With the openness of a child we must
approach things and absorb them, imprint their images in our thoughts,
and carefully store them in that magnificent instrument that is our mem-
ory. As Direr said, “From the treasure of his heart, collected by his
eyes, the artist draws his whole life long for the shaping of his ideas.”
And again, “A good artist is inwardly a full figure, and if it were possible
for him to live eternally, then he would, according to the inward ideas of
which Plato speaks, always pour out something new in his works.”

For the creative man the study of nature is essential. Oscar Schlem-
mer expressed it this way: “Study nature, take it fully and totally, and
then give back the inner face.” Paul Klee wrote: “Take your students to
Nature, into Nature! Let them experience how a bud forms, how a tree
grows, how a butterfly emerges so that they might become just as rich,
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just as mobile, just as capricious as Mother Nature. Observation 1s
revelation, insight into the workshop of Creation. There lies the secret.”

Man himsell is a part of creation. He is made up of the same compo-
nent parts as all life in the cosmos, he obeys the same rules; the
proportions of his body are analogous lo the rules of proportion in the
whole of nature.

It is evident that the spirit of man is pleasurably affected by observa-
tion of the order, the purposefulness, the unity in the things of nature,
and he finds this harmony beautiful. And he will also find beautiful
whatever he creates according to the same rules and regulations.

It is most important that artist and artisan alike study composition in
nature. Not to simply copy the forms of nature, as he did in the last
century, but to seek the very fundamentals of things, the yardsticks for
proportion and harmony, the growth of form and the coherence of form,
color, and decoration.

The whole cosmos is built up on a simple scientific canvas that
radiates through all forms and all movement. Observe starfish, snow
crystals, the mathematically pure spiral of the nautilus, ammonites, the
seed pods of fruit, the placing of leaves around stems, cobwebs.

General Concepts

1. Nature, since its primeval beginning, has always spoken but one
language; in the first seeds and kernels the laws of composition were
laid down and have not changed since.

2. The rules and regulations of composition, size and proportion, and
mutual relationships are constant and universal. They lend their validity
to the structure and growth of the universe and to the structure of our
observations. They are revealed in nature and above all in man himselt.

3. Nature creates with economical use of the simplest means a few
basic forms and an unending number of variations. The composition of
nature is logical in that nothing is ever done arbitrarily. The whole com-
position of nature is built on the fundamental principle of organic order.

4. Nature works according to the rules of geometry, i.e., it ordains, it
creates a certain rhythm; above all it allows a certain elbow room. Rule
and elasticity are closely related to one another in nature. That is why it
is so many-sided and at the same time so orderly.

5. Since the oldest civilizations man has sought to formulate stan-
dards of beauty, and since the beginning man has surmised that in
nature a great order and a secret plan of composition ruled, a reflection
of which should permeate his own work.

6. Creative man should not just take over or borrow directly from the
forms of nature. He must discover its general character and seek no
more than simplicity, unity, and harmony; balance, accent, and rhythm.
Man is a part of nature, and therefore it is clear that the quintessence of
the rules and regulations inherent in nature must also form the quintes-
sence of the rules and regulations inherent in man and his work.
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7. There is no doubt that the engineers of the twentieth century have
produced the most important symbols of our time: airplanes, bridges,
cranes. Even these machines reveal close relationships to the expres-
sions of organic composition in nature.

8. Through the study ot natural torms, the artist and designer must
develop to the fullest their feeling for form and proportion; this must
seep into their subconscious, and they must intuitively carry it over into
their work.

9. The artist must relive the language and inner life of creation in his
work.

“Proportion and symmetry are beautiful all over the world!” (Plato).

“When | speak of beauty of form, | mean not the beauty of animals,
flowers, paintings but of straight and curved lines, circles, plane and
stereometric figures made with compasses and rulers; for | assure you
that these possess not only a relative beauty, as do other things, but
also an eternal and an absolute beauty” (Socrates).

“The creator has ordained everything according to proportion and
number” (Bible).

Symmetry, which in one way or another rules all composition in na-
ture, is based on rules of form that coincide entirely with the laws of
geometry. And while geometry constructs figures abstractly, we find in
natural figures a living geometry, a free creation based on geometric
laws. This is very clearly manifested in the composition of crystals, one
of the most beautiful of which is the snow crystal.

If you examine fig. 9-1, you will learn in a very clear and convincing
fashion these two important principles of form in nature:

1. All creation, from the infinitely large to the infinitesimally small, is
built up and ordered according to set rules and regulations, whose roots
lie in mathematics.

2. Nature works with a few basic forms and figures, yet it varies and

combines them in an endless and complete manner. Furthermore, na-
ture illustrates here how the essential elements of beauty are based on
order, regulation, simplicity, symmetry, balance, altemation, and con-
trast, rules which aesthetics has also evolved.
" Fig. 9-1 shows photographs of crystals, magnified about twenty
times. This is only a fraction of the thousands of photographs of snow
crystals that have been studied so far, and all of them are different.
What is really remarkable, however, is that all are variations on one
theme, that there is one dominant and leading factor, the base of these
wonderful forms, namely, the hexagon. Water, when crystallized, obeys
strict, eternal, and unchanging rules: two parts of hydrogen and one
pan of oxygen (water is always H:O) under certain conditions crystal-
lize in a hexagonal system and never any other way! The amazing
diversity manifested within this structure is a result of the great variabil-
ity of different factors: temperature, moisture, air currents in the same
cloud, although the general conditions are exactly the same, the crys-
tals differ from one another, yet all belong to the same basic type.
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Ornamentation and Structure

A few centuries ago a simple man, Antonie van Leeuwenhoek, saw
things that no man before him had ever observed and discovered a
world so fascinating, so rich and varied that he thought he was in a
dream world. This man’s hobby was lenses and lens cutting, and he
was the first person to see the movement of blood corpuscles and
microbes.

A small world, the microcosmos, had entered the viewing field of
man. The small, simple lenses of van Leeuwenhoek have since grown
to magnificent optical works of wonder, which embrace the world of
creation, the endless space of the universe, and the depth and detail of
the infinitely small.

Man examines the smallest component parts of creation and gropes
towards the primeval beginnings in order to try to solve the ultimate
secrets. Even the world of the small—indeed, here in particular—
reveals in a miraculous fashion how everything in creation is based on
size and number, on a secret rhythm and a wondrous unit.

A German researcher and an accomplished artist, Ernest Haeckel,
saw it as his life’'s work to commit this fantastic world to paper. He
revealed it to mankind in thousands of drawings, one of which is shown
in fig. 9-10.

Nature offers to anyone who seeks it a limitless field for the study of
structures, which nowadays are used so enthusiastically as ground
material for abstract works.

The microscope has opened up new wonders of structure in the world
of the minute, and it is evident in the art of today that the beautiful books
of microscopic photographs of the beauties of nature have been useful
to artists for the recreation of a new, organic ornamentation.

Or should we believe in a miracle, that artists and designers today no
longer copy nature but work as nature does, that they have a new
insight, and that as a result forms and figures are created that blossom
intuitively from creative man because he, himself a part of nature, has
opened himself to its rhythm? Many recent works of art have in their
drawing, rhythm, and color something that could have been formed and
grown in nature itself. This must be regarded as a tremendous gain, as
opposed to the tradition of copying the examples set by nature and
thinking up all sorts of senseless ornamental frills. We are by no means
finished with all that, but we are moving slowly but surely in the right
direction.

Impressionism, with its pure colors, and Cubism and Constructivism,
with their form, became partners of natural science. Primitive art be-
came a focus of attention because of its strong, expressive power and
tectonic construction. Pure forms and clear, functional concepts be-
came the foundation of a new architecture, of modern music, and of a
new method of teaching crafts and industrial design.
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The famous formula of Cézanne, "Study ball, cone, and cylinder” (for
decades men had laughed at this as the hobby of an old, obstinate man),
was zealously taken up everywhere. Mondrian and van Doesburg di-
vided the picture plane in horizontals and verticals and used only black
and white and the primitive colors (yellow, blue, red) so that, though a
rigorous purification, the art of painting might again begin with the
purest and simplest means to create in an original, creative way.

Order, proportion, number, lucidity, and clarity became the keystones
of a new era.

The microscope revealed a world that formed the scientific proof of all
the things that had enthralled and fascinated creative man for centuries.
He discovered the world of the diminutive as a playground of elemen-
tary forms and powers, of unknown structures and tension fields, of
proportion and order: radiolaria, diatoms, cells, and tissues. This wealth
of wonder is ruled by square, circle, and triangle, and life here shows its
beginning in balls, cubes, cylinders, and cones.

The artist of today who is honestly seeking his most personal form of
expression, even if he seems outwardly to use the forms of nature very
sparingly, has nevertheless preserved much more of the inner and
meaningful conformity to rules than a superficial inspection might
reveal.

Moreover, contact with nature gives man a feeling for simplicity and
naturalness, and these two things are necessary conditions for man,
and in particular for creative man, to reach and further true culture.
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Fig. 9-2. Branch tip from an African
species of pine. The finer elements grow
like basketwork from the thicker stem.
The fruits lie like eggs in their decorative
nest.
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Fig. 9-3. Nerve system of a cordate leaf.
The stalk runs as a main artery through
the teaf, and the smaller arteries become
finer towards the end to form the skele-
ton. (Photo by Ruth Crevel.)
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Fig 9-4. Root stump of a Mediterranean
reed The growth rnngs form an accen-
tuating omament; transitions ot shape
are panticularly emphasized

Fig. 9-5 (below left). Cross-section of a
red cabbage. The packing of leaves yet
1o grow can be seen here, forming a fas-
cinating linear and omamental pattemn

Fig. 9-6 (below nght). Microphotograph of
a preparation from the human brain,
another example of the working method
of nature: a main stem with side shoots,
like rivers, lightning, blood circulation,
trees and plants, etc. Man uses the same
method when he wants {o express or-
ganic growth and offshoots, for example,
the omamental plant forms of Matisse.




Man Recognizes the Creator in the Clothing of Things

“Let us again examine nature and delve into the deepest depths of the
oceans and grasp what tension and inner power are there and bring
them to the surface—houses and hermitages that swirl in the water, that
dance on the waves, that lurch on the breakers, that are stranded on the
beach . . . that have no gables and no roofs, that have no floors and no
cellars, no up and no down, no front and no back; but that carry in
themselves the tensions of the rolling fields, the dead straight lines, the
arches and spirals . . . they know the secret of the greatest power in the
smallest form, of the noblest line in the fullest mass . . . which are one in
inner power, are one in the all-embracing, are one in the all-
protecting . . . one in the organic whole!” (H. Th. Wijdeveld).

Is there in fact any area of nature that has a more stimulating and
fascinating effect on the designer, the decorator, or indeed anyone who
works with color and form than the magical world of shells, which, like
thousands of different jewels, are strewn on the beaches of the world’s
seas or lie buried beneath them?

Is there a greater contrast imaginable in creation than the slimy,
shapeless mass of the mollusk and the magnificent house that it builds
to protect itself? Are there structures to be found in nature of more
radiant beauty, perfect harmony of outward form, or magnificence of
color?

The English poet Tennyson, struck by the beauty of shells, wrote:

See what a lovely shell

Small and pure as a pear!

Lying close to my foot,

Frail, but a work divine

Made so fairly well . . .

A miracle of design!

| would urge anyone who is confronted with problems of form, line,
and color to collect shells; not to assemble great collections but, in order
to understand something of the power of creation, a few varied speci-
mens.

Not only the artist would benefit from this exercise. It would open
anyone’s eyes to true, genuine beauty, to perfection and clarity, simplic-
ity and richness. It is such a pity that the most magnificent collections of
shells lie hidden in dusty boxes and showcases in natural-history
museums. They belong in every school and in every home where they
can be picked up and handled. In this way people could become reac-
customed to harmony and perfection in color and proportion, in rhythm
and melody.

Earlier in this chapter | pointed out snow crystals as an example of
one of the working methods of nature, namely, unity in the many.
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Fig 9-7. (Drawing by Esther Sand-
meyer.)

Every snow crystal i1s a hexagon, but this basic design is vared a
thousandfold. This is also true of shells: we can track down thousands
of shells and snail cochlea and examine the secret of their construction
we constantly find new variations of the screw-shaped, ascending spi-
ral. The spiral is one of the most common forms in nature, and we
sometimes see shells spinning off into long, pointed shapes; at other
times, slowly and thoughtfully forming flat cupolas. The shells illustrated
in fig. 9-7 are very beautiful examples of structure and decoration in
nature.

=
o i /I/‘//’;"‘
‘eov e
2o
‘e B ®
e .
[
‘..
NI
. &

/"' ‘
/o




The spiral form is beautiful to behold: not too fast and not too slow,
the form rejuvenates itself in ever decreasing circles to the top; in order
to refine the form, to accompany it, and above all to strengthen it, the
rings perform their own wondrous function, whereby the whole is given
a rare perfection. In contrast to the closed top—a definite end—there is
the opening of the mouth. It is such a pity that the superb colors forming
the crown of this magnificent little palace cannot be shown here. Even a
perfect color photograph could scarcely be more than a reflection of the
truth, which you must see with your own eyes, feel, and touch: the pink,
the mat-white glaze on the inside, and the encrusted old ivory gleaming
outside. Everything fits of itself, crystal clear, in thousands of variations
and new and wondrous combinations of color and form.

Some shells have a wide, gaping opening through which you can see
deep inside; others will not permit such intimacy and have only a narrow
opening, well guarded by prickles. Then the interior of the pagodalike
little chambers can only be seen from the outside shape, sometimes
porcelain blank and unadorned, at other times full of ridges, bumps,
prickles, crests, and thorns.

A shell reveals its growth in the tension of the surface lines. A mollusk
forms and grows slowly with the growing body, thus creating the beauti-
ful house, artistic, colorful, and clean, which also serves in defence and
battle as shelter and protection.

The effects of water can be seen in the forms and colors of shells: the
eternally moving, eternally undulating water files the sharp sides and
makes the forms fluid and soft. The water contains oxides that,
through the animal, give the shell its color and cause it to flow into the
magnificent rhythmical patterns that are an endless source of inspira-
tion to the designer who has learned to read the book of nature and
whose eyes are open to the colors, structures, forms, lines, rhythms,
and tensions.

Endless and tireless, exhilarating and unexpected are the things that
nature shows us, both the infinite and vast as well as the small and
apparently insignificant and unimportant.

And so the study of a shell, a flower, a crystal always leads us to
contemplate the secret of its source, the insoluble question of the origin
of all life. | hope that your eyes will be opened and your interest
awakened in the real things that stand behind all creative works and
that have always been their objective basis.
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Fig. 9-8. Bird feathers created by the
regimented growth of a tissue system
based on a ring form. The stripes, burls
and other markings anse in the same
way as on shells. Note the rhythmic spa-
tial spreading of the pigments The
nght-hand flustration shows a row of
teathers in their homy shafts during the
first phase of growth. The feathers de-
velop a free, independent, but at the
same time symmetrical pattem. The bot-
tom row shows the covert feathers of dif-
lerent pheasants and other birds, forming
a closed omamental pattern. (Drawing by
Esther Sandmeyer.)

Fig 9-9. Zebras: three different species
three different pattems. On the Gray
zebra (below) the markings on the
hindquarters are similar to those on the
forelegs. The Bohm zebra (middle) 1s
dominated by the rearmost diagonal
stnpe, an evolution which i1s even more
advanced in the Chapman zebra
(above), in which a son of shadow strip
appears between the broad strpes. This
llustration s an interesting example of
omament in a three-dimensional form
The stnpe patterns form a link between
other parts of the body. e.g., from
hindquarters to belly or from belly to
hooves. A completely organic pattem is
created, which accentuates eyes
forehead, and the line to the muzzle
(Drawing by Esther Sandmeyer.)
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Fig. 9-10. Haeckel has juxtaposed
radiolaria (wheeled animalcules, one-
celled, with a magnificent lime skeleton)
and coral zoophytes.
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Fig 9-11 Radiolana and radiates
(greatly enlarged) These single-celled
creatures live in the sea at all depths, par-
ticularty in warmer water The nucleus,
encapsuled in several layers of proto-
plasm, bullds a strangely regular, silice
ous skeleton, a masterpiece of refined
omamentation. Sometimes it has a com-
pletely geometric shape, sometimes it
has whimsical projections like armored
cars. The microscope reveals thousands
of vanations ol these miniature construc-
tion miracles
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Fig. 9-12. Underside of a five-starred
starfish. The spaces between the projec-
tions are closed over. The edge orna-
mentation and the surface filling have
grown together in a beautiful unison.



Fig. 9-13. Three varieties of conical-
shaped shells, each with distinguishing
marks. On the largest the ornamenta-
tion spiraling toward the point and the
roundness of the form create a fine ac-
cent. The other two are rather freer in
their ornamentation, but they are made
interesting by the contrast of larger and
smaller shapes.

Fig. 9-14. A miracle of design, down to
the last detail. The main form here is
again a spiral; the Jarge area is strongly
accentuated by the raised surface lines,
which run across like ribs. Between the
ribs the spaces are filled with a fine or-
nament, which, together with flecks on
the ribs, adds to the spiral accentuation.
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Fig 9-15. The ammonite, some 200 to
300 million years old, proves that even
then there were shell-beanng creatures
that were already incorporating the spiral
principle in their construction. Of the
6,500 varieties of ammonites that have
been found impnnted on the chalky solil
of middle Europe, only one kind, the
nautilus (fig. 9-16). exists today. Enor-
mous ammonites have been discovered
with diameters up to three yards.

Fig 9-16 Cross-section of a nautilus
shell with a plastic reproduction. This
very ancient species ol mollusk has de-
veloped a magnificent, geomelncally
pure spiral to accommodate the arumal's
need for more living space. In a living
nautilus a closed tube runs through
curved partitions, through which the an:-
mal can increase or decrease the supply
ol air in order to raise or lower itselt
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10. Ornamentation in Folk Art

To understand folk arnt, we must leave city life and technical progress
behind and go back to the land. Until a few decades ago exciting things
could be seen in small workshops far from the bustle of the city. Folk art,
as | have already said, is primarily rural art, that is, art of the land and
the farmer, bound to heaven and earth and creative nature.

The spiritual foundation of folk art was the constant sameness of life,
the continuous cycle of the seasons that regulated the course of man’s
life and work. The interdependence of earth, wind, sun, rain, the bles-
sing of God, the health of man and beast, and the good and evil spirits
formed the philosophy of life. Time was regulated by the rising and the
setting of the sun and was always the same and constant: it was
reflected in the skins of the animals, in the ripening corn, and in busy,

creative hands. The wheel of time turned evenly, and between birth and
death lay the stations of a endless rhythm of life: work days and feast
days, times of joy and times of sorrow. This strong bondage brought
with it a strong feeling for tribe, family, and community, living within the
same area, on the same land, the same farm, in the same house.
Habits, customs, and characteristic symbols were saved and pre-
served, based on these strong ties, and were made sacrosanct.

This vast bondage of many in one, having the same lifestyle and
community, is the characteristic basis of folk unity, the source and

foundation of folk art and folk culture. From this ancient unity, based on
deep historical roots, came the customs, beliefs, philosophy, dialects,
stories, songs, costumes, and handicrafts that we associate with folk
art.

Fig. 10-1. (a.) An old Neolithic sign, the ﬁ
lemniscate, made by twisting the circle.

Today it is the mathematical sign for 2

infinity. (b.) Other magic knots. (c.) Chest :aé‘:

from Graubiinden (Switzerland) with sun )

signs, from the 16th century. (d.) Box

with carved sun signs (Switzerland). (e.)

Carved decoration on a Basque peasant

chest. (f.) Some of the many variations of
sun signs.
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The difference in peoples, in landscape and surroundings, and in
materials available account for the differences among mankind as a
whole: it is the reason for the variations in color, form, and decoration
among different artisans in different places, although all of them were
bound together in one great whole—the basic forms, methods of work-
ing, and desire to decorate. What these people made for their own use
and needs always bore the mark of the strictly functional, but they
wanted to do more than that—to make their objects decorative, richer,
and more valuable. They decorated with the meaningful signs, symbols,
and motifs that had survived, whose deeper meaning and significance
was still clearly apparent.

Tools were made according to need and with an eye to cerain
events: a bridegroom made something for his bride; a bride, for her
future household; a farmer, for his business; a mother, for her children:
a basketmaker, a potter, a wood turner, or a carpenter, for their cus-
tomers. It was created where it was used, and thus it gained its value
and significance. In a playful fashion and a happy mood all the stimulat-
ing, flowery, heart-warming things were created, things which we now
collect for the human warmth they arouse in us.

Folk an is conservative but not stiff; it is childish but at the same time
self-assured: it imitates yet is original and creative: it is spontaneous but
at the same time businesslike and functional; it is full of feeling and
deep meaning but sometimes sober, boorish, and rough. It simplifies
and stylizes things in a characteristic manner, it absorbs the notions
and forms of high art and period styles, extracts the eye-catching and
special, yet somehow avoids bad taste.

Folk art is somewhat rough and rustic without Josing any value; it
exaggerates, consciously or not, even to the point of being grotesque
without necessarily wanting to appear original and in so doing creates
something totally new, sometimes with surprising results. Its expressive
power is great because traditional artistic principles—perspective,
anatomy, etc.—are thrown to the wind, even negated entirely: sensitiv-
ity and intuitive feeling lead to stimulating, native art. True folk art blos-
soms beneath the surface even in otherwise less productive eras: in
peace and quiet man continues with his work and goes into it just like an
artist.
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Characteristics of Folk Art

1. Folk art has a symbolic character, although many of the symbols
used have lost all but their decorative significance.

2. Fantasy is a striking characteristic—the variations on flowers, ten-
drils, fruit, and birds, for example, that are adapted in borders, paint-
ings, and etchings are endless.

3. Folk art is honest, open, and unshowy. The reason for this may
largely be due to the fact that children’s art has survived in folk art.

4. Folk art exhibits an accurate feeling for decoration: difficult techni-
cal problems with cutter or paintbrush are solved as if it were child's
play. The folk artist, like a child, does not hesitate before such seem-
ingly weighty matters as depictions from the Bible, landscapes, or hu-
man and animal figures. He has a pure instinct for arrangement and
composition; for end forms, corner accents, headings, and borders. His
joy in decoration and his happy pleasure in forms and colors make him
unafraid of excess, especially when it is combined with a healthy pride
in ostentation: a beautiful room for a rich farmer, a bride's chair, a
painted crib, a wedding gown.

5. The use of many strong, unbroken colors characterizes folk art:
this is the naive open-mindedness of the natural man. The “sophisti-
cated” art of today is now using strong, unbroken colors. The colors
must be powerful, pure, and true; they must radiate and jubilate. The
colors are powerfully juxtaposed with one another and clearly separate.
It is a joy to see a peasant house interior and the peasant woman in her
colorful costume.

6. A kind heart and good humor characterize the art of the people:
this is evident in legends and texts on decorated dishes, plates, tiles,
cupboards, drinking glasses, and sign boards. Cards and love letters
are written in beautiful ornamental letters with lots of curlicues, tongue-
in-cheek proverbs, and peasant sayings. A gentle ridicule of life and
death, of God and the Holy is not unknown in folk art.
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Figs. 10-2 and 10-3. Tapas (cloths) from
the Fiji Islands, made with stamps and
stencils (of strong leaves) on beaten tree
bark. The inside of the paper mulberry
bush, a lew inches thick, is beaten with
heavy wooden paddies into sheets
measuring about twenty inches wide.
The color of the cloth is creamy white; the
omaments are stenciled in red, brown,
and black. Dozens of stencils are used
with very little deliberation to make beau-
tilul, strongly geomeltric omaments, witha
fine feeling for proportion, altemation,
and rhythm. Each one exhibits the typical
charactenstics, but no two tapas are
completely alike. The large cloth, below,
measures about lour by two leet; the
smaller one, above, about one by one
loot. They are a least for the eye as a wall
decoration and worthy, if simple, rep-
resentatives of Pacific omamental art.
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Fig. 10-4. Designs have been burned in
on calabashes not only in Peru and the
rest of South America but also in Africa.
In Oceania, Indonesia, and Southeast
Asia bamboo is treated in the same way.
These calabashes from Southwest Afri-
ca, with cut and burnt-in designs, are
very decorative. The inside of the dish is
decorated with black burnt-in line figures;
the outside is partially scraped down to
the white wood and burnt on the natural
bark. The spoon is a sawed-through
calabash and goes with the dish. The
round calabash, with a fine, rhythmic
burnt-in design, is an attractive holiday
souvenir.

Fig. 10-5. Calabash from Peru. The
gourd is burnt over a flame to darken it,
then the ornament is applied with a fine
knife and in a very sensitive manner:
three bands of geometric ornamentation:
a simple zigzag, a more elaborate one,
and a plaited zigzag. The lower surface is
decorated with llamas and human fig-
ures. The burning and cutting away of
parts of the outside layer reveals the
natural brown color of the calabash and
creates a colortul, ornamental piece of
work with its own character.




Fig. 10-6. A Moroccan weaver at her
simple loom. These traditional motifs,
with their strong geometric forms, free yet
ordery rhythm, deliberate restriction to
Iight and dark colors, and fine contrast of
vertical and honzontal elements, conlan
great beauty.

Fig 10-7. Wroughl-iron trivet. The
craftsman has made of this smple
household article a fine, omamental
piece of work, wilh spirats and heart
shapes. This tool used to be found In
every home and farm, and hundreds
of them have been preserved in local
tolklore museums. (Collection of the
State Museum for Folk Art, Amhem.)

Fig, 10-8 (nght). Hanover blacksmith’'s
signboard. In this powerful composition
he has assembled a collection of tools
and implements around the crest of the
locksmith. The upnght borders are
formed by a sornt of continuous-wave
motif with plantiike elements
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Fig. 10-9. Old chest from Westphalia, in
which clothing and linen goods were
stored. The contrast between the stolid,
plain legs, lid, and top borders and the
chip carving on the decorated tront gives
this piece a sturdy, strong character. The
dynamic sun wheel also contrasts with
the more static sun symbol. Chip carving
is a common technique for wood decora-
tion in folk art and rural handicrafts.

Fig. 10-10. Wooden christening font from
Sweden, made (turned and cut) from
deal wood, circa 1200. The font, about
thirty-five inches in diameter, is an exam-
ple of typically Scandinavian animal
figures intertwined with tendrils and
leaves. The lower border has a some-
what flat, plaited omamental design rem-
iniscent of the Roman style. (Photo by
Henk van Viiet.)

Fig. 10-11. In the Scandinavian countries
folk art, hobbies, and handwork have al-
ways played an important role in the life
of the people, particularly among farmers
in the winter, when work was at a
standstili. The availability of many differ-
ent kinds of wood encouraged their skill.
This fine filigree work is made by cutting
two pieces of pine, which are squared to
one another, with a sharp penknife. The
curls form by themselves and stay in this
form because of the tension in the wood.
Fir can be worked in the same way.




Fig 10-12 Bluepnnts from Poland and
the Ukraine These prints were made
with wooden pnnting blocks in which the
pattemn was cut out. Usually more than
one block 1s necessary for one pnnt.
These preces clearly reveal the
technique and the materal used
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Fig. 10-13. Polish folk art. scissor cutouts
with tree-of-hfe motif. The Polish art of
paper clipping is still very much afive

It 1s related to and influenced by other
techniques (painting, embrodery, etc.}
N its single and multiple symmelry
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Fig. 10-14. Motifs from folk art. They are
largely borrowed from decorations on
unfired ceramic dishes or pots. Wet,
white clay is applied on the red back-
ground in a linear fashion. The white clay
flows from a pointed goose pen stuck in
the cork of a bottle or pot containing the
clay.

Fig. 10-15. Variations for decorating Eas-
ter eggs. These are fine examples of di-
viding and accenting a particular form in
ameaningful way. In South Germany and
Eastern Europe (the Balkans) decorating
Easter eggs was an important task for
housewives and their elder daughters,
who were sometimes capable ot creating
real works of art. The embellishments
were applied with a sharp pen in a type of
batik or scratching technique.
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11. Ornamentation among Primitive
Peoples

Ornament is rhythm made visible. It can be a mark or a sign accenting a
certain place. It can be a line to emphasize an ending or divide the area
around a shape. It can be a certain motif rhythmically repeated, used in
a band or border, or scattered rhythmically over an area. It can be a
totally free use of lines, forms, and colors, in which it is difficult to
recognize a pattern immediately but which nevertheless exhibits a cer-
tain free rhythm and clear balance.

In using forms of nature in ornamentation, be they flowers, waves,
plants, butterflies, animals, or human figures, it is not a simple question
of filling in certain areas or forms with these motifs. Nor is it a question
of artificially stylizing or simplifying them, which usually consists of flat-
tening and exaggerating them. And it is even less a question of man-
ipulating these motifs into “proper” or “usable” shapes. It is, above all, a
question of creating rhythm, a totally free rhythm, which in its very
movement suggests something of the character, the emotion, and the
animation of the artist.

Rhythm, cadence, movement—ihese are the basic elements of
music and dance, and ornamentation is closely related to these arts. It
is therefore clear that ornamentation has nothing to do with stylization.
The motifs—plants, flowers, animals, the waves of the sea or of a field
of corn—have no meaning in themselves if they are not completely
subjugated to rhythm and related to the decoration of the surface or
object. In order to appreciate music and dance to the fullest, it is essen-
tial to understand their meaning, essence, and language. And we also
need to learn the language of ornamentation. We need to learn to
understand:

1. The many possibilities of the language of line.

2. The essence and the effect of rhythm.

3. The nature and effect of contrast.

4. The meaning of the dynamic.

In every work of art—a painting, a plastic, a building, or an
ornament—there is a concealed abstract scheme of construction. This
is expressed in the effect of the great axes, horizontal and vertical,
which play such an important role in the composition and construction
of works of art; in the effect of straight, oblique, and curved lines; and in
contrasts of light and dark, stiff and mobile, still and moving, concave
and convex. This scheme is like a skeleton: although it is invisible in the
body, it maintains life and posture.
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Fig 11-1. Mask of the Yoruba trnbe, fif-
teen inches high. For centurnes the
Yorubas have been masters of bronze
casting and wood carving in Nigena

Fig. 11-2. Wooden mask, painted black,
from the Dan Guere tnbe in Atnca.

Fig 11-3 Atncan wood-carvers have
created ornamental masterpieces. This
Iid, in the form of a tattooed human head,
shows thetr work at its finest. It was made
by a member of the Bakuba tnbe, circa
1900




This scheme is least concealed in ornamentation: ornamentation
wants to be explicit and easily understood—it is not a “free” art. Orna-
ment is subservient and subordinate; it fulfils a role, whether it is on
buildings, tapestries, kitchen utensils, or the human body.

It can be totally subordinate and insignificant, or it can emphasize
something and focus attention on it; it can increase the worth or mean-
ing of a certain part, it can make it lighter or heavier or higher or lower.

An omament makes something more valuable and richer if it is well
done and not misused by unnecessary elaboration and overemphasis.

A vase that has a good shape and is already enriched by a beautiful
glaze does not require further ornament. A space that, through its good
proportions and meaningful component parts, pleases the eye does not
need additional decoration. Ornamentation in itself is unnecessary and
has neither point nor meaning. Only when it is bonded to the article in
such a way that it reflects the article’s character and enhances it does it
gain its value.

But an ornament can also be that little spark of uselessness that adds
a certain charm, a little artistic frivolity, a lighthearted touch in the midst
of an honest, obvious shape—people need humor now and then in their
lives.

Ornament is a language, which is spoken where it is alive and under-
stood. Folk art, that rich, flourishing, and inspiring field, understands
ornament in its very naturalness and sometimes childlike naiveté.

The folk artisan, in addition to demands of function and material,
could not resist leaving the mark of his own hand and spirit here and
there.

True handwork is almost dead. Professional art cultivates it con-
sciously and hence less attractively, but nevertheless with some of the
artistic value and meaning that ornamentation used to have. Handwork
has been ousted by industrial mass production: ornament—in the usual
sense—is not suited to a good industrial product. The function of ac-
centing, defining, dividing has been taken over by trademarks, knobs
and handles, inscriptions, chromed piping, and color contrasts.

Ornamentation at its best and finest is still found in the fascinating
work of primitive people, people who lived their lives with gods and
demons, mystic birds, and protective signs, which they cut and painted
on houses and chattels, weapons and vessels; and whose masks,
fetishes, and carvings have enormously stimulated and influenced the
artists of today.
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Fig. 11-4. Melanesian mask (left), al-
most one yard high, an adomment for the
gable of a spint house; and wooden por-
trait of a Maon chief from New Zealand
(nght). The art of these “primitive”
peoples 1s among the most beautiful, ex-
pressive, and dynamic ever produced by
the hand of man. Ornamentation reached
a peak of perfection on shields, boats,
and even on common or garden utensils.

Fig. 11-5. Congolese mask, a fine exam-
ple of large-scale omamentation in wood.




Figs. 11-6 and 11-7. The Mapaggo wom-
en in Basutoland wear broad bands of
colored beads around their necks, arms,
and legs; moreover, they love to paint
their simple white houses regularly with
muiticolored decorations. In one village
they may be mostly geometric (as illus-
trated here); in another they may prefer
architectonic motifs, which make the
small houses veritable palaces. The paint
they use is not the best quality, and rain
and hail sometimes damage the paint-
ings, but when the sun comes out, they
cheerfully redo them.
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Fig. 11-8. Through the centuries beads
have been used as a means of decora-
tion. They are as old as mankind itself:
beads of wory, amber, shells, snails,
seeds, teeth, bones, and pebbles remain
from prehistoric times. So far, no history
of beads has been wntten. It would in-
deed be a history of mankind itself, and a
very interesting one. These bands ot
beads come from Africa. The motifs ap-
pear to be geomelric in character, but in
the broader band on the left figure out-
lines can clearly be seen. The contour
lines are in black, against which the col-
ored beads make a good contrast. (Col-
lection of the Mechanische Weberei
Pausa company.)
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Fig. 11-9. Ritual wooden mask with
abstract geometric ornament, from the
Teke tribe in the Congo. Masks are ideal
objects for decorating: the mask, as a
symbol used at feasts and magic rituals,
transforms the wearer into another being,
sometimes friendly, sometimes frighten-
ing. Form and omament together evoke
the desired effect. A very sensitive and
lively decoration makes this mask a small
masterpiece.

Fig. 11-10. Stamp from the preclassical
period of Mexican culture. The central
motif is a linear, abstract flower with a
cross in the middle; the corners are filled
with decorative birds. These stamps,
which were made of clay, were used to
print cloth and paper. The craftsmen de-
veloped a whole range of dyes from
plants and minerals. The shapes of the
stamps varied: rectangular, round, and
triangular. They also made cylindrical
seals that were used for ornamental
bands and borders.
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Fig 11-11 (a.) Bamboo omament from
Bomeo. The most beautiful and expres-
sive bamboo omaments come from the
less sophisticated peoples of Indonesia.
The lines are burnt in with a piece of
coconut shell heated to a glow or en-
graved with a sharp knife, then the
planes are incised These drawings
come from bamboo tubes, which are
used In Indonesia to preserve or store

an
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things. (b.) Unrolled bamboo ormament
from New Guinea. An analysis of these
pictures, in spite of the overall unity of

effect, shows a rich imagination in depict-

Ing the activities of animals and humans
They are masterpieces of omamental
composition, with the fineness of scissor-
cutout work. The straight, geometnc bor
ders are most effective, even though they
tend to keep to traditional forms
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Fig. 11-12. Ormaments on bamboo con-
tainers from New Guinea. This monu-
mental omamentation is in keeping with
the magnificent, powerful shield designs
(see fig. 11-13). These designs exhibit a
totally individual character, with an ex-
pressive sense of rhythm and a broad
application of motif.

Fig. 11-13. Among the most impressive
masterpieces of design are the shields
from New Guinea, of which a few
hundred have been preserved in
ethnological museums. The three illus-
trated here are from the Asmat area. In
spite of the increased abstraction of the
design, they still have deep symbolic
meaning for the native inhabitants. The
middle shield is a magniticent, rhythmical
depiction of sitting human figures and
tree trunks. Using very primitive means,
the motifs were cut in relief in the wood
and colored black, white, brown, and red.
(Collection of the State Museum of Folk
Art, Munich; drawings by Alla Seeberg.)
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12. Ornamentation in Arts & Crafts

Making things is a primeval need of man. Decorating and ornamenta-
tion is no less a need.

Since the beginning man has used whatever materials were at hand
to make his life easier and more efficient: from the rough fist wedge
came the sharpened ax, a thing of great perfection and beauty: from
horn and bone came an array of implements; wood served as a weapon
and later as a bow and a drinking bow!.

The hands of man were made to be busy: it is an anthropological
phenomenon and an inner compulsion. Consider the achievements of
mankind in the course of his history! It would lead us too far astray to
investigate this further here. But into work done with his hands he has
always poured his heart and soul. Another remarkable phenomenon is
that all cultures had this need to refine and decorate what they had
made. Handwork and decoration are one, they go hand in hand, they
come from one another and merge together. Ornament and handwork
are indivisible, and the handmade article is the most fundamental car-
rier of decoration.

Decoration is so closely bound to handwork that ornamentation
created in any other way is scarcely conceivable without being pointless
and superfluous. The motivated hand controls the implement, and the
handmade article conjures up the decoration by itself: it asks for some
meaningful decoration that will add to its value.

Shapes cry out for structure and accentuation; ornamentation gives
pleasure in the making and delights the eye of the beholder; it brings life
to a plane and tension and rhythm to the interplay of forms. Life itself is
decoration and play, rhythm and tension; life and movement are pres-
ent whenever something is meaningful and valuable.

Good decoration is alive yet unpretentious and subordinate to what it
adorns—a vase, a dress, a building. The history of ornament runs paral-
lel with the history of ant, for it is art.

When we understand what ornamentation is, we see that hardly any
human creation is totally free of it. Think of the oldest things that man
has made: it is clear that decoration is inseparable from making the
thing itself.

Man is happy and forgets his troubles when he 1s absorbed in his
work. The material to be worked on, through its contrary disposition,
makes concentration necessary. Ornamentation is in fact the repetition
of a certain motif, and man likes repetition, rhythm, and cadence. The
game of material and tool gives peace and gratification, and the crea-
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tion of ornament is as natural as that of music and dance. Ornament
was once something wholly natural, something that flowed from the
hands of busy people. When it lost its subordinate, reserved function
and freed itself from the object (Renaissance, Baroque, Rococo), it
declined. By the end of the nineteenth and the beginning of the twen-
tieth century, fortunately, a feeling for good, responsible composition
returned, which revitalized ornament and again firmly tied it to creative

handwork.

Precious Metals, lron, and
Bronze

T~

\-ﬂ:.«. 2
-n"-"\:.‘
Y

%
- >

e a
323}"' ~

.’.i"r

Fig. 12-1. Gilt-silver fibula with garmets
from the 7th century a.p. (Collection of
the Bavarian National Museum.)
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Fig. 12-2. Bronze casting from China,
Chung period (circa 480 s.c.). This
patina-bronze bell is a masterpiece of or-
namental art, with the altemation of open
and closed shapes, plain and decorated
areas, and fow and high relief. (Collection
of the State Museum, Amsterdam.)

Fig. 12-3. The tamous Irish shrine of the
Evangelical Book ot St. Molaises (died in
563). Decorative plates are set into the
bronze frame; the front depicts an Irish
wheel cross and the Four Evangelists
with gold filigree and inlaid stones.

Fig 12-4. Embossed golden deer, pre-
sumed to be a decoration for a round
shield, from Scythia. It is eleven inches
long and dates from the 7th-6th century
#.c. (Collection ot the Hermitage Mu-
seum, Moscow.}
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Fig. 12-5. Japanese sword guard (tsuba).
In these little masterpieces the Japanese
metalworkers achieved the highest stan-
dard of craftsmanship and imagination.
Thousands oftsubas have been made in
the course of centuries, mostly by certain
families who passed on the trade from
father to son. They are all different,
mostly made of iron and inlaid (this one,
with gold), engraved, and embossed.
(Collection of Kalff to Waalre.)

Fig. 12-6. The famous sword of Snar-
temo from the Viking period of Scan-
dinavia. On both sides of the hilt are
panels with animal and plant motifs wo-
ven through one another in the so-called
animal-figure style. (Collection of the
Universitats Oldsaksammling, Oslo.)
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Fig. 12-7. Richly decorated band from an
Evangelical book. The four evangelists
and the heads in the rosettes (center, top
and bottom) are masterpieces of wory
carving The other decorations on the
border, the comer rosettes. and the cen-
tral cross are fine executions of chasing.
fiigree. stone cutting, and setting The
whole 1s mounted on a wood base. (Col-
lection ot the Archbishop Museum,
Utrecht )

Fig. 12-8. Bishop's staff, richly enameled
n precious metals in Limoges in the 13th
century. (Collection of the State Museum.
Amsterdam.)
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Fig. 12-9. Copper and silver bracelet
from one of the Dayak tribes of North
Sumatra.

Fig. 12-10. Gold ear ornaments with
geometric and animal figures in relief
from the Chavin culture, Peru (750-250
B.C.)

Fig. 12-11 (below right). Spiraling gold
brooch by Alexander Calder, dated 1950.
(Photo by Robert Schlingemann.)







Fig. 12-14. Wrought-iron clock face, de-
signed and executed by Fritz Kihn
(1934). The strongly ornamental effect;
the clear, direct, and functional form; and
the meaningful sign language (sun,
moon, heart, sword), together with the
filigreelike character of the piece against
the coarse stucco wall of a town hall near
Berlin, make this a fine example of the
adaptation of decorative smithwork to ar-
chitecture. Until his death in 1967, Kuhn
cooperated a great dea! with architects,
often on very extensive projects. His
technique, here emphasizing the old
smith traditions, was later enriched to in-
clude experiments in steel, copper, and
aluminum.

Fig. 12-15. Another example of Fritz
Kuhn's work. This piece has been repro-
duced here to show how a master
craftsman and photographer can create
real beauty of form merely by adapting to
his material the intrinsic skills of a smith's
trade—cleaving. twisting, abutting, ham-
mering, welding, riveting, and pinning.
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bands around a central square. (Photo by

Walter Kneist.)
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Fig 12-16. Ornamental effect obtained
with an etectnc welding machine, by
Hemner Kruthoff This steel relief was
made by releasing matenal in concentric
Fig. 12-17. Omamental, monumental
free plastic by André Volten. It was as-
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Ceramics and Glass

Fig. 12-18. Glazed gray stone jug with
handle and pinched foot, from the Rhine-
land, circa 1400 a.p. The circular mark-
ings are well controlled: slightly wider on
the body, somewhat finer on the neck;
the shoulder is flat in line with the join of
the handle; and the collar accentuates
the top and provides a sturdy junction for
the handle. Several of the circular lines
are decorated: the transition from the
neck to the shoulder and from the shoul-
der to the body, as well as the underside
of the collar. The crimped foot is handled
somewhat more coarsely. (Collection of
the Boymans-van Beuningen Museum,
Rotterdam.)

Fig. 12-19. Pottery can with pewter lid,
eleven inches high, from the Rhineland
(circa 1825). It has a gray base with
cobalt-blue decoration; the figures are
partly stamped on and partly etched by
hand with a sharp pen in the leather-hard
clay. The decorated field occupies more
than half the total surface of the can, with
a dominant central motif that is repeated
on the sides and flowers filling the rest of
the area; blue bands close off the deco-
rated area above and below. This is a
popular shape, and there are many local
variations in decoration.

Fig. 12-20. Decoration is applied to the
pot with a pointed stick after the first dry-
ing process In the Kilkenny Workshops.
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Fig. 12-21 Vase designed by Lies
Cousin and fabricated by the De Por-
celeyne Fles studio. A black surface is
applied to the white clay, on which the
omament s scratched it is a free-form
decoration that covers the body of the
vase like a cobweb. The design s mainly
vertical, with a sensitive contrast of hor-
zontal circular lines and circles strewn
over the surface.

Fig. 12-22. Dish by Dirk Hubers. It has a
sketchlike ormament in black on a light-
gray background.

Fig 12-23. Bowl by Bruno Bruni. The de-
coration consists of abstract stripes and
flecks, which were scratched on a glazed
surface. (Collection of the Royal
Academy of Art's-Hernlogenbosch; photo
by Louis van Beurden )




Fig. 12-24. Earthenware jug by Picasso
(1948), decorated with centaurs.

Fig. 12-25. Earthenware bottle with
scaled belly, designed and executed by
Sonja Landweer. This distinctive and
clearly defined shape—a flowing transi-
tion from collar, neck. and shoulder into
the forceful, domineering body with
protiled foot—acquired its vitality, rich-
ness, and refinement through a pattern of
vertical rows around the body. Each of
these rows was made by pressing a
small stick point upwards into the clay
and was further emphasized by the glaze
finish.
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Weaving, Wood, and Ivory

Fig. 12-29. Simple, round straw mat with
a reinforced border. The horizontal and
vertical weaving, used to create a beau-
tiful, ornamental diamond pattern, is
clearly discemible.

Fig. 12-30 (above right). What Japanese
basket weavers can do with split bamboo
borders on the unbelievable: this sample
gives only a mild taste of their work, but
the lively contrast between the concentri-
cally linked circles and the finely woven
central ornament is worth noting.

Fig. 12-31. Ornamental basket of pulp
cane, fourteen inches in diameter. Form
and ornament are closely allied and in
fact develop from the weaving technique:
the sturdy base in the center opens into a
finer, interlacing weave, which is sur-
rounded by a sturdy outer edge with a
woven strip in between to strengthen the
open latticework. The outside rim of
larger and smaller semicircles develops
from the broad band and creates a beau-
titul, organic border accent. Such a bas-
ket, simple though it may be, is an almost
perfect piece of handwork—logical, or-
ganic, beautiful.
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Fig 12-32 (opposite, bottom). African
and Pacific craftsmen make these tans to
dispel heat and flies They are perfect in
form, structure, and joins; pertect in
technique, and pertectly serving their
purpose. From the method of working
and the material itself an organic entity of
the highest order is created, in which the
visible construction itself adds great or-
namental value. Apan from the chess-
board design on the handle, no extradec-
oration has been added. (Photo by
Frans Grummer.)

Fig. 12-33. Small basket (four inches in
diameter) from Bangkok. The base is
split bamboo.
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Fig. 12-34. African pointed baskets. The
taller of the baskets, seventeen inches
high, is made of grass fibers wrapped
around a sturdy core with a very fine or-
nament of dyed grasses. The small one
1s only four inches high, but its precision
of structure makes it a masterpiece of
handwork, patience, and dedication.
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Fig. 12-35. Polynesian woven mat,
measuring fifteen by fifteen inches. The
colors are black, reddish-brown, and
natural. It was probably made at the be-
ginning of this century.
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Fig. 12-36. Chinese ball. This master-
piece of Eastemn craftsmanship consists
of fourteen loose balls, which sit within
one another. Each ball is successively
cut loose through the holes of the sur-
rounding ball from one massive piece of
ivory, an undertaking that lasts for years.
Each ball has a pierced omament with a
different motif: the inner balls have
geometric designs; the outer ball, figure
and plant motits. What the Chinese
craftsmen have achieved in this medium
borders on the unbelievable.
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Fig. 12-37. Until the present day and in ( O ,':,
spite of its enormous industrial explosion, °
handwork has always been an important
element in Japanese life. This mat is an
example of simple ingenuity and feeling
for design, and it looks delightful on the
table. Thick and thin bamboo stalks are
glued into a bundle and then sawed into
thin layers
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Fig. 12-38. Rosewood dish, tumed by
Jochen Winde, six inches in diameter at
nm. The hyperbolic form s nicely divided
and accentuated by the hve broader
bands and the smooth base and top rms.
The finer lines between these bands con-
tnbute not only a tine contrast but also a
lively structure to the intervening areas.

Fig. 12-39. Pitch-pine dish, tumed by
Jochen Winde, eight inches in diameter.
Nature has provided its own design
through the hands of the craftsman who
knew how to reveal Il in a particular
shape.
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Textile Arts

Fig. 12-40. Decorative stitching on a tunic
from the Christian graveyard in Egypt;
the motifs themselves are borrowed from
Greek mythology. The figures are made
of dyed-black wool, and the tunic is linen.
Thousands of these pieces have been
found, some with several colors. This one
dates from the 4th-5th century a.p. (Col-
lection of the State Museum of Antig-
uities, Leiden.)

Fig. 12-41. Russian tapestry from the
16th century. (Collection of the Historisch
Museum, Moscow.)
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center panel of a screen by Chris Lebeau
and a silk wrap by Chns Lannooy, re-

Figs. 12-42 and 12-43. Batikwork; the
spectively.
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Fig. 12-44. Table linen designed by Chns

Lebeau in 1930
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Fig. 12-45. Klavier, a woven wall hanging
by Maria Laszkiewitz. It was made in
1963 and measures about twelve by nine
feet. This attractive hanging is strongly
omamental in construction, with a vertical
emphasis, horizontal pianolike accents,
and fine structural and tonal contrasts.

Fig. 12-46. Detail of Spain, a wall hang-
ing by Thea Gregoor (1963). It is an
appliquéd patchwork collage, measuring
about six by three feet. The magnificent,
richly contrasting color distribution and
the sensitive ornamentation combine into
a harmonious whole and make this piece
a fine example of ornamental textiles.
(Collection of the Stedelijk Museum,
Amsterdam.)
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Fig. 12-47 Organ, another woven wall
hanging by Mana Laszkiewitz (measur-
ing about six by five teet). Two large
diamond shapes dominate the middle
field in an otherwise geometncally di-
vided tapestry. The deep pile softens the
lines and edges and contributes its own
character 10 this hand-knotted piece
(Photo by Stedelijk van Abbemuseum.)

Fig. 12-48 Detail irom Sunrise, a wall
hanging by Krystyna Wojtyna-Drouet
(1972). It measures about seven by ten
teet. (Photo by Bert van Goethem.)
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Fig. 12-49. Lovely weaves, a series of
tableaux by Ria van Eyk, made by plait-
ing strips of vinyl. They are enlargements
of fundamental base forms in weaving
called bindings. Each tableau contains
an equal quantity of black and white ar-
ranged differently. The plaiting is regular,
and the width of each strip is the same,
creating a series of eight related tableaux
based on squares.

Fig. 12-50. Some more experimental
tapestries by Ria van Eyk, again con-
structed from simple bindings. Horizontal
and vertical bindings create static lines,
which blend into more dynamic herring-
bone diagonals and a diamond pattern.

Fig. 12-51. Another experimental tapes-
try by Ria van Eyk. Strips of silver vinyl
were used to make this herringbone de-
sign.
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Fig 12-52 Design by Adoll Felger,
based on Atrican motifs The typical Atni-
can character has been preserved in the
designs, which, through their power and
simplicity, suit the modem intenor very
well (Collection of the Mechanische
Weberel Pausa company )

Fig. 12-53. Marnella, curtain material de-
signed by the Ploeg design team. It was
executed in various color schemes.

Fig. 12-54 (below nght). Damon, curtain
matenal designed by Jeanne Schaap,
also executed in various color schemes.



Fig. 12-55. Spanish Lace, a design tor
mechanically woven or knitted lace, by
Jack Lenor Larsen. This simple but very
sensitively composed geometric interplay
of thicker and thinner lines with accen-
tuated knot points is based on a logical
division of the square and the diamond.

Fig. 12-56 (above right). Detail of the
lacework borders in a large altar cloth
designed and executed by Hanna von
Allmen.

Fig. 12-57. (a.) Ise Katagami, fabric
with a flower motif, by Yoshimatsu Nam-
bu. The design is printed on the fabric
with a hand-cut paper stencil. The sten-
cils are cut in the traditional manner and
used for printing kimono materials and
other decorative fabrics and paper. They
are cut from strong, handmade paper
and pasted on top of one another for
strength: several layers are cut at one
time. Some designs contain 900 open-
ings on a surface area of one inch
square. The advent of machine-made
stencils and machine printing has not dis-
turbed the masters of this craft, for they
well know that no machine will ever be
able to match the unbelievable skill of
their hands nor their limitless fantasy. (b.)
Fish motif and geometric theme by an
unknown craftsman.
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13. Ornamentation in Industrial
Products

The search for new possibilities in our technology must be based on a
just diagnosis of the subject itselt, which was not provided by the viru-
lent attacks of Loos or Morris.

Ornamentation, decoration, and embellishment require our renewed
attention today, whether we like it or not. A new trend towards kitsch
and romanticism is clearly discernible, even in composition. This de-
terioration cannot be avoided by passing judgment on the buying public
from the lofty heights of our ivory towers: “Your wishes are the expres-
sion of a decadent ‘chocolate-box’ taste, and it doesn't affect me!”

| do not believe that the decors created by our gifted designers should
be written off and set aside as a cultural phenomenon in an arts-and-
crafts museum: the desire to decorate and add luster cannot be arbitrar-
ily dismissed from composition today.

Generally speaking, decoration is considered acceptable tor fabric,
printing, and wallpaper. Only for a limited number of people has the
totally white service, for example, become a sign of better living and a
status symbol: the vast majority of the buying market wants some deco-
ration and color on earthenware and porcelain. Self-respecting
businesses have gone to great lengths to find acceptable solutions, with
considerable success.

We are discussing here mechanized decorations, which are obvi-
ously not painted on but drawn, duplicated, and applied by modem
technological means. This is the only sort of solution, in my opinion, that
will satisfy the need to enrich the form yet remain consistent with the
spirit of our times.

There is another circumstance in the case of porcelain that supporns
decoration. A fairly large quantity of porcelain is flawed after its first
firing in the oven—which is why it was and still is customary to cover
these small mistakes with a decoration in order to distract the eye.

In recent years decoration of glass has increased considerably, par-
ticularly glass used in lighting installations. The same is true of cutlery
and silverware. These products, which are handed down from genera-
tion to generation, are only minimally subject to the whims of fashion.
Since their gleam and cool beauty easily attract the eye, they require
scarcely any decoration. From the point of view of usage, e.g.. in order
to get a better grip, a decoration is not justifiable. What the market
desires is the deciding factor in favor ot decoration. Acceptable solu-
tions for cutlery and silverware are more difficult than for porcelain and

glass.
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In trying to formulate general guidelines for relevant decoration in this
day and age, it must be remembered that only the hand and creative
spirit of a gifted designer can bring any decoration to life. The decora-
tion must emerge in an organic way and be related to the material on
which it is being used. A contemporary decor is not good if it does not
clearly reveal the technique of its creation.

Contemporary reproduction techniques can do everything; we must
use this power carefully, with wisdom and restraint. A hand-painted
flower decoration was appropriate to the eighteenth-century style, but it
is tasteless to reproduce it with a glued-on-picture, however success-
fully we can do it.

Decor must remain modest and subservient: it should not attract too
much attention or be anything more than a fine, meaningful accompan-
iment to the shape.

We must continue to cultivate the clean, pure, clear, undecorated
form and at the same time search for the right forms of decoration,
which can be regarded as an essential by-product of the development
of this primeval human phenomenon.

The “prophets” of pure form eschew all decoration, with the excep-
tion of curtain and furniture fabrics. Consumers from certain intellectual
and artistic milieus until quite recently preferred the undecorated form.
Nowadays they lean toward “modern” forms and want to see them
elevated by a discreet and appropriate decor.

Most consumers give little thought to good form. They have not yet
learned to value things on their own merits: they value the outward
glitter of richness and luxury. Hence, in our stores we see two distinct
worlds: on the one hand careful attention to form, quality, color, and
decor, in both the manufacture and the sale; and on the other no atten-
tion to form and quality, merely a superficial beauty and tinsel. Between
the two, naturally, there are intermediate stages in the manufacturers
and their products. In order to achieve a gradual improvement, design-
ers must continue to pay attention to good composition and no less to
good decoration. Wholesalers, storekeepers, department heads, and
sales personnel must be well trained, and young people must be taught,
beginning in the elementary schools, what better life and living mean in
our times: they must learn to understand the meaning of good composi-
tion, and they must have the opportunity to form their own judgments.
Then the problem of ornamentation and decoration would be solved.
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Fig 13-1 The tamous Landi charr, de-
signed by Corray and Blattmann in 1938
The stackable chair is made of aluminum
and therefore very light. The holes in the
back and seat form a natural and organic
omament and reduce the weight.

Fig. 13-2. Tubular steel chair designed by
Mart Stam in 1928 and produced by
Thonet. This chair can be reckoned
among the best industrial products in
Europe. The woven seat and back con-
trast well with the steel frame and at the
same time contnbute omamental rich-
ness

Fig. 13-3 The majority of the public still
tends to buy crockery decorated with
flowers or other curlicues. Lack of good
taste or enlightened education makes
many people fail to recognize the simplic-
ity of a good product, and they grab for
things that, through exaggeration or dec
oration, appear to be more than they are
A good design needs no—or very
ittle—decoration. A tew porcelain fac
tories. such as Mosa, whose service In
white and midnight blue designed by
Heinnch Lottelhardt i1s illustrated here.
have dedicated themselves to the task of
compromising between the desire for
decoration and plain, undecorated tabte
ware This two-tone cottee service, witt
tluting supporting the verical lines, may
well serve as a successiul attempt




Fig. 13-4. Cassette tape recorder, de-
signed and manufactured by Philips.
Here again, there is no conscious or-
namentation, but rather an interplay of
functional efements that creates an or-
namental effect. The choice of materials
and colors naturally plays a part.

Fig. 13-5. Pocket tape recorder, de-
signed by Philips. Placing the technical
elements on the surface and etching into
the matrix form the organic ornamenta-
tion on this product.

Fig. 13-6. Modern Heraldry, a photomon-
tage of omamental decorations and
lamps from postwar American au-
tomobiles. They are for the most pan
products of the fatal desire for styling and
have no relation whatsoever to organic
ornament.




14. Ornamentation in Architecture

Ornament literally means “decoration” or “embellishment.” It is not
strange, therefore, that when we examine a building such as a temple,
cathedral, or pagoda—not infrequently the most beautiful jewel in a
city—we regard the ornamentation as the most important par. Even a
city itself can act as a jewel in the landscape, as an omament in the
broadest and highest sense.

We are touching on border territories here: ornamental architecture
and architectural ornament merge into each other. In architecture we
must in fact classify as ornament whatever is over and above the strictly
functional and necessary. The row of columns surrounding the actual
sanctuary of a Greek temple falls into this category and forms in tact the
most beautiful monumental ornament that we can conceive of.

And yet we regard these columns as belonging to architecture and
not to ornament. This is also true of profiles and cornices, which con-
structively speaking are not strictly essential. On the other hand we
speak of ornamented comices, surfaces, and columns and thereby
clearly indicate the secondary, accompanying role of the orament in
architecture. Consequently, we realize that omament in architecture
can only be fairly judged in conjunction with the whole edifice.

Whenever an ornament obtrudes, demands too much attention, and
wants to play an independent role, our artistic sensitivity—our sensitiv-
ity to balance and order—is disturbed. An ornament taken out of the
context of its surroundings and executed on another scale or in another
medium quickly becomes a disfiguration.

A formula for the use of ornament in architecture must be based on
the close connection of all the elements that play a role, e.g., the goal
and function of the construction and the meaning of contrast, rhythm,
proportion, relative size, direction, unity, and use of materials. The need
for simplicity and reserve will often result in wholly or partially eschew-
ing all decoration.

A meaningful affinity to nature and the organic will prevent the artist
from straying. A pure feeling for the materials and their structural and
functional possibilities is just as indispensable to meaningful omamenta-
tion.

Architecture through the centuries has displayed all the different var-
eties of ornament: Stonehenge and the monuments in Brittany; the
edifices in Babylon, Assyria, and Egypt; Greek, Etruscan, and Roman
work: the miracles of Chinese and Japanese ornamental architecture;
the temples in India, Cambodia, Bangkok, and Java. Ornamental arnt
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Fig. 14-1. (a.) Corinthian capital from
Tholos, circa 340 B.c. (b.) lonic capital
from the Propylaean Temple at the
Acropolis in Athens, circa 475 B.c.

was used with particular richness in countries where Islam had a firm
hold—Persia, the Middle East, North Africa, and Spain (the Alhambra,
for example).

Closer to us are the medieval cathedrals, in which the ornamental art
of the stone masons rivaled that of the glaziers, mosaic makers, and
tapestry weavers. Of a totally different structure and character is the
ornamentation of the religious temple cities of the Toltecs, Mayas, Az-
tecs, and Incas in Central and South America.

The decline of true ornamental art began in the Renaissance with
exaggerated and nonsubordinate decoration and reached its nadir in
the nineteenth century, when architecture lost its true sources of inspi-
ration and sank into a weak imitation of classical and medieval styles.

Around the turn of the century a healthy rejuvenation of building and
decorative art began in Europe. Van Doesburg and Mondrian, among
others, made an important contribution to ennobling and purifying the
plastic and related arts. There was a natural reaction to the pure and
doctrinaire functionalism, in which the art of ornamentation scarcely had
a chance, and nowadays ornamentation has once more established an
important place for itself in architecture.

Hundreds of works of art executed in every conceivable medium—
bronze, iron, stone, plastics, mosaics, leaded glass, concrete, murals,
tapestries, ceramics, wood—decorate our modem buildings and their
surroundings. Ornamentation and related arts are used to a great ex-
tent in architecture today.




Fig. 14-2. (a.) Donc capital from the
Aphaia Temple at Aegina, circa 500 8.c
(b.) Romanesque omament, Saint Wal-
derich Church, Murrhardt, early 13th cen-

tury.

Fig. 14-3. Figures on the wes! column
portal of Ihe Chartres Cathedral (circa
1140). These four figures are effective
not only because of their vertical
straightness and the refined treatment of
the folds, which emphasizes the vertical
lines, but also because they are one ot
the most characteristic applications of
omament in architecture. The rich or-
namentation between the ligures adds
yet another special element of contrast
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Fig. 14-4. Large rose window on the west
fagade of the Strasbourg Cathedral (circa
1300). The omamental filiing of this large
square with an enormous circle, with its
finely balanced divisions and proportions
and its rich effect (particularly beautiful
fillings of the corners), makes this one of
the high points of ornamentation in ar-
chitecture.

Fig. 14-5. The early Gothic west facade
of Rheims Cathedral (13th century).




Fig 14-6. The Koran prohibits in principle
the depiction ot men and animals in paint-
Ing or carving. Islamic architecture has

consequently developed geometric or-

namentation to a very line art. This is true
of the architecture itsell as well as the

nch decoration. (a) Examples of stalac-
tite omamentation, which 1s used in many
vanations. (b.) Carved and tumed 3 —
wooden panel filings. T L TR ] Sennn b I P M E R

Fig. 14-7. Geometric decorations of great
ingenuity and diversity fill the walls of the
Maya temples of Uxmal in Yucatan,
Mexico. Next to them and often between
them are human and animal figures
(snakes, turtles, jaguars, eagles) and
masks.
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Fig. 14-8. A totally different kind of orna-
ment in architecture, used in railings, en-
trances, lighting fixtures, balcony dec-
orations, gratings, and trelliswork, has
been in existence for centuries. There
are magnificent examples, mostly in
wrought iron, in South Germany, Switzer-
land, ltaly, Spain, and Portugal. This
figure shows an example of the typical
English-Irish Georgian style, which is lo-
cated at Steffen's Queen in Dublin.
(Photo by Ria van Eijck.)
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Fig. 14-9. Detail of the Willem Il cigar fac-
tory at Valkenswaard (Architektenburo
Bogers en Van der Hoogen, architect).
This construction exhibits a good
rhythmic division of facades, especially
the large steel skeleton.
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Fig 14-10. Bronze sculpture by Arthur
Sproncken. It 1s placed against a back-
ground of natural stone, and there is a
light inside so that it appears (o stand free
trom the wall in the evening

Fig. 14-11. Large omamental object by Fig. 14-12. These waler reservoirs are
Thea Gregoor, executed in painted jute particularly decorative when illuminated
and loam rubber. at night.




15. Ornamental Trends in the Free Arts

In spite of the imprecations of Loos and the purists of the new
functionalism, a demand for ornamentation has evolved in all directions.
Loos turned against the pointless, exaggerated, overpowering or-
namentation of his time, but he threw the baby out with the bath water.
The advent of van de Velde and the Jugendstil gave ornamentation new
energy, even though it was a climbing weed that overgrew everything.

Not until the work of Hoelzel, Kandinsky, Klee, Matisse, Herbin,

* Picasso, Baumeister, Mondrian, and van Doesburg, as well as folk and
primitive art, became influential did new and healthy ornamental trends
reemerge. None of these artists wanted their work to be classified as
ornamental, in spite of the fact that it expressed strong ornamental
tendencies. Klee, for example, never mentions ornament in his books.
The last works of Mondrian, e.g., Victory Boogie-Woogie, are without
doubt strongly ornamental, and van Doesburg's Kaartspeler is built up
in the same way, although the result is less emphatic.

Baumeister, Picasso, and particularly Matisse use many ornamental
elements, although they are incorporated not as decoration but as ele-
ments in composition. A much clearer and more direct use of ornamen-
tal elements is evident in the work of younger, mostly living artists:
Vasarely, Capogrossi, Hundertwasser, Bubenik, Gétz, Stella, Noland,
Davis, Dubuffet, Manessier, Mir6, Alan Davie, Tucker, Tilson, Riley,
Pomodoro, Bay, Hans Arp, Max Bill, and many others.

This new ornamentalism is something other than ornamentation,
which always had a subservient and applied function. Traditional or-
namentation accompanied styles and could, by close association with
an object or building, take its place among the applied ans.

The new ornamentation in free art is an independent art form.
Through strong but often restrained composition it achieves the power
and expressiveness that has always fascinated man. Sometimes, how-
ever, it is merely empty ornamentation, for it does not fulfil its subser-
vient role.

Apart from ornamental elements art in this century has taken up
many structural aspects. Often the border between ornament and struc-
ture is very vague. A discussion of ornamentation as art rather than
decoration seems to be fruitless. As Hoelzel said, "It is not the richness
of the form itself that is harmful but the rich form in the wrong place.”

Paul Klee has been able to bypass every form of decoration by
means of almost imperceptible deviations from regularity.
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Fig 15-1 Composition IX by Theo van
Doesburg. This panel was painted in
1917 by a continuous process of abstrac-
tion toward honzontal planes and lines

Everything in the last analysis depends on the quality of the work
itself: refinement, sensitivity, ingenuity; feeling for form, size, and color.
The magic of the creative spirit and not the stiffness of a measured-out,
dry decoration is true omamentation.

The new ornamental art is: nonperspectival, antiillusionistic, and d:-
mensional: it ties ratio to feeling and creativity and connects science
with art and the irrational. As Max Bense writes: “Ornaments of all times
are macroaesthetic forms of symmetry, which strive in our time for
self-autonomous aesthetic realization.”
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Fig. 15-2. Composition with blue by Piet
Mondrian. (Collection of the Gemeen-
temuseum, The Hague.)

Fig. 15-3. Keichter Verfall by Paul Klee
(1927). In his own work and in lessons to
his students, Klee combined the orna-
mental and the geometric in a constantly
fascinating and fantastic way.

Fig. 15-4 (below right). The work of Henri
Matisse has always had a strongly orna-
mental character. Clothing, flowered
wallpaper, wall hangings, plants, and fish
were always part of his compositions and
carriers of his strong colors. As he grew
older and painting became more difficult
for him, he made interesting collages with
scissors and colored paper, such as the
Jazz series, of which the illustration here
is a black-and-white example. He made
hundreds of variations on this theme and
also adapted it for the chasubles, win-
dows, and walls of the little chapel at
Vence, which he completely designed
and decorated.




Fig. 15-5 Richard P. Lohse, a Swiss art
1st, has devoted a large part of hts hle to
paintings whose forms and colors are
created on the basis of systems

Fig. 15-6. Frank Stella 1s reckoned
among the “postpainterly abstractionists
because of the spatial and linear charac
ter of his work. From 1958 to 1966 he
used simple, geometric. and mono-
chrome pattems, often in aluminum. The
illustration shown here 1s a graphic from
this period




Fig. 15-7. Geometry and mathematics

are the starting points for many contem-
porary artists. These two prints by Juraj
Dobrovic exhibit this trend. The geomet-
ric pattern of the small illustration is im-
mediately recognizable; the structure of

the large print is not so simple. The re- " A4 RSO
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Fig. 15-8. Victor Vasarely has elevated
geometry to a noble and fascinating
game in which pure reason is concealed

behind a rich imagination for form. ,4:’(
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Fig 15-10. Stemming from an aversion (0
abstract art, which rests on an uncon-
trollable foundation and intuitive dect-
sions, Peter Struycken has developed a
methodology in which as much as possi-
ble 1s established in advance: an art ol
moderation and interrelationships. He
began with black and white and later in-
troduced color according to his own color
circle He has developed a number of var-
1ations with a computer, starting from a
certain lorm and building Ireedom of
choice into the programming This piece
1s called Computer IV and dates lrom
1969
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Fig. 15-12. First phase of circle to square
by Ad Dekkers (1968). The artist de-
scribes this piece as lollows: “| merely
indicate something, by, for example, plac-
ing the lirst phase of a square n a circle.
The largest part of the process s left to
the imagination of the beholder, which
evokes a bond between the present and
the absent.” (Collection of the Stedeljk
Museum, Amsterdam.)
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constellations. 17. 22
Constructivism, 30, 102
contrasting elements 70-71, 72
Copier. 145
copper, 138
coral animals. 110
Cordula shrine, 84
Caonnthian style, 162
cornehan, 139
corner sign, 54 57
Corray and Blattmann, 159
couple-close (heraldry) 42
cosmos, symbols for, 55. 56
Cousin. Lies. 143
cralts, see arts and crafts
crafts. signs tor, 44
cranes {birds). 78, 79
cranes (machines), 101
creation, symbols of. 55,56
crosses. 7, 42, 54. 57, 82,130
Celtic, 62
fork, 54, 87
hammer, 54 57, 60
heraldic, 62
Huguenot 62
Jerusaiem, 62
Maitese. 62
Roman 60
Roman border, 54
Russian. 62
St Andrew's. 42, 54 57
wheel, 54, §7. 135
crosses in squares, 56. 57
Crucitixion, 7. 54
cryptographs 33
crystals, 12, 90, 99. 100, 101, 106-108
crystal service, 145
cubes, 85,103
Cubism. 102
cuneitorm wnting 17
cutlery, 157
cutouts, folk art, 121
cybernetics, 18
cycles. natural. 12, 55. 63, 73 98 114
cylinders, 103

dachshunds. 78, 79
Dahomey art, 81
Damon pattern, 155
Dan Guere art. 125
Davie, Ajan, 168
Dawvis, 168
Dayak tribe, 138
day and night cycles, 12, 63
deat. language for. 17
death, 7. 54
decay. 54
deer. 20, 61,78, 79. 82, 135
Dekkers, Ad, 173
De Parceleyne Fies studio, 143
design, 86
see also book design, industrial design
diagonal chmbing hines. 54 §7
diagonal descending hines. 54 §7
diagonals in squares. 56, 57
diamonds {design), 78, 79 80, 146, 154
bisected 56,57
diamonds in squares, 56, §7, 156
diatoms. 103
Duyssihol. G W 29
Dipylon. Greece, art, 79. 80
Dobrovic. Juraj, 172
do-it-yourself projects. 66
Doric style, 163
dots. 78. 79
doves, 61
dragons, 83
Dreyfuss, Henry 38
druid’s toot. 56
Dubutfet. jean, 168
Durer. Albrecht, 98
Dutch catligraphy. 29
Dutch railways, 40

eagles. 42, 61, 165
earthenware, 144, 157
earth, symbols, of, 7. 54-56. 58, 60, 86
Easter eggs. 122
Eckmann, Otto, 23, 28
Edo penod. Japan, 44
eggs. Easter. 122
Egyptian art, 18,39, €8, 150, 161
Eifters, Dick, 34
elements, tour, 55. 56, 59
emblems. 9 17,18, 42
embossery. 136
Empire style. 69
enamelwork, 137
engineering. 101
English art, 161
engravings
bone. 74
copperplate, 27
iron. 136
wory. 74
rock. 20
stone. 74
tooth. 74
wood. 45
eguipment signs. 17
Eskimo art. 45, 81, 123
eternity symbols, 55, 63
Etruscan art. 68, 161
European art, 12, 13.25. 42, 62, 68. 74,
75,83, 84, 115, 120-122, 135-137,
142, 145,150, 161, 162,163, 164
Evangelical Book of Lindistarne. 25
Evangelical Book ot St Molaises. 135
Evangehsts, four. 54 135
eye of God. 55. 56. 61
eyes, tire 56

fans, 146

tantasy 1n art, 116

tarmers, 20, 21, 73. 120
European. 48
Japanese, 44

father symbols. 58

teathers. bird. 109

Feiger, Adolf, 15§

feminine symbols, 54 58



tertility 5%

tess heraldry) 42
fotishes 126

fibula 134

hgure eights 55 §7

Fue Istands art_ 63, 117
filigree 120 135, 140
tinger signs 17

tire symbois 55 56 58. 86
Fust phase of checie tu square  Daw
fish 81,82, 158, 173
tish-bladder sign 55 57
hishnet symbol tor 59
flags 17

fleur-de-lys 82

ner.

flowers 23 82,90 108 124 130. 158

folk art 24 55 67 113 116 114 115,
117-123, 126

foot theraldry 42

footprint writing 17

torm in design 43.-44 69 70.-7)1 158

Franck Paul 26

Frenchart 12 13 137 145, 61 162 163,
164

Fuller Buckmimister, 12

turniture 115, 120

design 69 97. 159

Garamond Claude 32

garnets 134

geometnc designs 37,68 72 23 77,

768.79 80.82, 85-87 86, 88-97 99

101
172.173
geometry esercises B7-88 88-91
Georgian style 166
German art 120, 122, 142
see also Jugendsthil
Qlass 145, 157
s5ee also windows
Glazer Miiton 46
goats 78,79
God symbols 55 56 59.61

17, 119, 129-131, 148, 158, 165,

Goethe Johann Wollgang von 86

gold 136, 138. 139
Golden Snail Restaurant 48
good and evi 54
Gotnic art 11 13 69 164
Gat1z 168
Gratistas Agrnipacion 37
graphics 86
graph paper 88
grasses 147
Greeh art 11 68.78.79 80. 161
Gregoor Thea 152167
Grlzinger Klaus 46
Guatemalan arnt 82
Quitd signs 17
gusset heraldry 42
Gutenberg Johann 2§
Qypsy signs 17
Hawecke! Crnest 102 110
Hakuin 32
halt circles. 55 57
Hallstatt cultyre Europe. 81
hand signs 17
handwork signs 17
Hansman and Lanqford 46
handwriting 23 25

sepe also calhgraphy
harbors 9 17
hearts 119
heart shiedd heraldry . 42
heaven symbols 58. 59
heaven and garth, 7
Henrion F M K 46
heraldry 42, 82
Hoerbin 66 168
herd signs 21
herringbone pattern 154
hesagons 90, 93, 96. 107
hesagrams S8 57
hisrogiyphics 17

162, 163

Egyptian 18 39
Hitisnsperger | ¢ 28
Hithite art 68
nebbies €6
Hoelzel 168
Huly Ghost symbuls 60 81
Hounduran art 84
Ndw = s1gns umited 54 57
honzontal ines 7 53 57 79
horn 133

reindesr 74
horses 74.78. 79

and nders 20
nouiglasses 56 57
houses decorated 128
house signs 17
hous®s in art 20
Hubers Dirk 143
Hugurnot symbols 82

120

human figures 20.39.49 68 74 78, 79

82 83 118, 123 124 131 132
Numor n totk art 116
Hundertwasser 66 168
hunters 20 73
be« 78, 79
ice Age art 20, 68
immaortahty 61
Impressionism 102
incas 82 162
incunabula 26
tndiana Robert 33
Indian art 69 161
Indones«an art 118
ndustrial design 11
industrial symbols 18 34, 35, 46
intinity symbols tor 55 114
mtormatics 18
information 18
information boards 17
inlays 135. 136
nsignia 18
mterlacing elements 70-71
lonic style 162
Irish calbygraphy 25
iron 136

wrought 119 140, 166
ls@ Katagam pattern INambur
Islamwc art 24 €68 162 165

131

wory carved or engraved 74, 137, 148

ivory beads 129

1aguars 165

Japaneswe art 32-33 43, 136, 146, 148,

156, 161
Japanese calligraphy 23 32
Java art 68 161
Jazz ‘Matisse 110
Jenny Dr Mans 95

165

156

1ewelry 74 81,128 129, 134,138, 139

Jewish symbots 5C 80
Johannes mongram 19
aqges gavel 54
Jugendst
23 28 B9
Jung Can G 7
Junger Hurman 139

168

Youth style movement

1

Justintan Emperor of Eastern Roma

monogram 19
Jute 167
Kaiartspeder Van Dossburgl 168
Kandmsky Vasm 06 168
Kantschelt Stelun 48
Kassar Congo ar! 81

datact (Japanese sense ol torm. 43 44

Kewchter Verla® (Kiasl 170
keyboard signs. 17

Khmer Cambodian art 68
=INQs Symboss e 59
Kukenny VWorkshops 47, 139, 142
wifseh 157

Rlavier Laszriewity
Klee Paul 66 8#H
knots maqgic 114

161

152

88 Q9 18 170

knGt whiteng 17

* och Rudult 1%
Koran &3 24 08 105
et Hampe and VW
Krithet! Heoner 141
ruhn Fritz 140

D 44

atarum 80
BIbyYTINth detter 28
iace 156
land and water symbols &%
Landi chair 159
Landweegr Sunja
lanquuges
secret 17
sign 17 18
Lannooy Chms 151
lapis bazult 139
Larsen Jack Lenwr 46 156
Lascau. cave art 12
Laskiew'tz Mara 152 153
law 54
lraves 104 105
spirals 99
Lebeay Chris 151
Le Brouguy Louts. 46
Le Corbusier iICharles Jeannuret
Leerdam giass tactory 145
Leeuwenhoek Antonie van
lemniscate 114
ietterheads 18
lefters 17 23-37
gesigns 30, 31, 33

144

102

102 157-158 159 160 ornamental 23 24, 26. 28

letters prehisionc 20, 74
Lhote 96

hte and death symbols 54 55 85

light symbols 86

llght and dark 55 58
hghtning 85

hight signals 17 18
Limoges France art 137
inear elements 70-71
nen 150

13

nes. see diagonal horizontal vertical

tons 78. 79

Lippens Guido 97

Lissitsky EI 30

hWthographs 29

llamas 118

loaves and hishiss muacle of 61
L&teinardt Hemnrich 159
Lohse Richara P 170

Loos Adolt 66 69 157 168
lotus Hiowers 68

Ltovely wraves van Eyk’ 154
love symbols 59
Lyons Bakery 46
Mac Fsheries 46
machinery 9 12 101 160
magic 13 114, 130

blacx 56

numbers 56

white. 56

Maltese symbols 62
mammolhs engraved terth 74
man and weman §4
Manessier 168

Maor art 127

Mapaagqo art 128

map mae~ing gartugraphy 1/
Marnetia pattern | Ploeg design
marks 18 48

see also bookrmArks trademarks

watermarks
tary Viegin 56
mascubne symhols 7 54 58
masks 11 125, 126 127 130. 165
materahsm symbols 7 54
Mahsse Henr 66 105 168 170
mats 148-148
Mavas 7 69 82 162 165
meanders 68 74 78, TY

156

Belgnesan art 11 127
memberstip signs 1/
mensrah 80
Pentin Frante
Mem hanige he Websre Pa
mers hmnts fapanese 44
meéwlwirking 119 1341414
s can art 69 82 130 185
micrwbes 102
microssopes 107 183
MAddle Ages art 52 68
tiiddie £astern art 68
mailitary rank ssgns 17

168

qrave net sy T4

162

ttiro Joan
missals 25
moRusks 06 NS
Mutucian art 81

mgnchas Japanese cuats of arms
142 168 170

Mundrian Piet 103
monograms 17 19, 60, 62
moon cyctes 12 59 63
Moroccan art 119
Murris Witlam 23 26
Morse code 17

Mosa porfelamn lactory 159
mosqurs 23 24

mothers symbols 58
mountans symbols 58. 59
muiberry paper bark 117
multiplicanon signs 54
musical notation 7
mysticism 17

mythology Gruek 150

157

Nambu Yoshimatsu 156
names personal 19 45§

va 34 23S

43 44

nature desgnin 12 85 98-103 100.

104105, 106-108 107 109-113
72 73 w24

natyre motits 46, 68 70-71
Nnauhlus chambered 99 113
Nazca Huarn culture 80
Negro symbols 59
Neocrassic art 69

Neoothic art 20, 114

Nerv: PierLuigr 12

netusaes [Japanese girdle knots 44

New Guinean art 11 81 131 132
New Zealand art 81, 127
Nigernan art 125
nonagrams 56 57
Noland Kenneth
Naorth Atrcan art 119, ey
Nothdrult Kiaus 46
nucleus symbols 54
nudes schematized 74
numbers 17

magic S6

168

Ockanwt art 11 81 118
oceans symbols 58
Oid Castern symboss. 59
Qlympic games signs 17 39
wpals 139
Op art 66
oppmsites united symbols 54 56
Organ Laszmewstz 153
organic design 10
mrnament 8 13

as rhythm 8 12 72
Oseberg ship 84
OHo ! the Great M

manggram 19

Ottoman art 68
ownersnip signs 17 21 45

174

pate [ haraldry 42
Paleologus monmgram 19
pall | heraldry: 42

pall inverted ! herardry’ 42
palmeties 68

palms 68

Fankée Bernharg 26
panthers 78, 79 82

y Remas Emper

175



paper
cutouts. 121,170
watermarks. 21
Paradise four nvers ot 56
passivity. symbols, 7 54
patchwork 152
peacocks. 61
pearwood 48
pebble beads. 129
Pech. Eiko. 46
pedigree signs. 21
pentacles 56, 57
pentagons, 90, 96
Persian art 68.78, 79. 162
Peruvian art 81, 118, 138
pewter. 142
PhilipsCompany. 160
Phillippine art, 63, 81
phoenixes. 61

Rueter Pam. 45

runic signs, 16, 17

Ruskin, John 23

Russell, Michael. 46

Russian art. 62, 150

Saint Walderich Church. Murrhardt, 163
samural, Japanese, 44

sand grains symbols. 54, 60
Sandmeyer Esther 109

scales, wetghing 54

Scandinavian art. 68. 83, 84, 120, 136
scepters 54

Schaap Jeanne, 155

Schieger Hans. 46

Schierbeck Bert, 34

Schlemmer, Oscar. 98

School of Youth Group Leaders, 46
Schoonhoven, Jan. 173

staffs. 54 137
stalactite ornaments, 165
Stam, Mart. 159
stamps, 17, 18, 82, 130
sack, 48, 49
standards, 17. 42. 60
Stanfield. David 46
starfish. 99, 11
Star of David 56
stars. cycle of. 12
see also astrology. astronomy,
constellations, zodiac
stars, geometnc, 37, 92
statues, see sculpture
steel 141, 166
Steftens Queen, Dublin, Ireland, 166
Stella, Frank, 66, 168, 171
stencils, 117, 156

turtles. 165
Turun Kala Oy fish canners, 46
typefaces. 23. 25
typography 54
ornamental, 30, 31

Ukranian art. 121

undulating ines, 78, 79

utensil design, 69

Uxmal temple. Yucatan. Mexico, 165

Picasso. Pablo. 11 66, 144, 168 scrolls, 68 gtone Age art, 11, 20,74, 76,77, 114
pictographs. 17. 18, 20, 33, 39-4) sculpture tonehenge. England. 181 Val Camonica. ltaly. rock engravings, 20
pine 120 Atrican, 11 stones. marked. 12, 74 83 Vallstena. Sweden. stone, 83 :
Atrican. 104 modern, 141, 167 stones, precious. 134. 135, 139 Van de Vecht. N J . 93. 96
pitch, 149 prehistoric, 12 Strasbourg Cathedral France, 13. 164 van de Velde. Henry, 27, 168

straw, 146

stripes, zebra, 109
Struycken, Peter. 173
Sumatran art, 138
Sumertans, 22

sun cults, 83

pinwheels, 54 57

place-name boards. 17

plaits. 84, 118-120

planes, ornamented 23.70-71, 72 96

planets. symbols. 55

plants. 23,49, 68,78, 79 90 99.104,
105, 108, 119, 124 136. 148

Plato. 98. 101

playing cards, 17

Ploeg design 155

points, symbols, 54 57

Polish art 121

Polynesian art 147

Pomodoro Arnoldo. 139, 168

Scythian art, 135

seals. ornamental, 82, 130
seasons, symbols. 12, 55, 85, 114
secret signs, 17

seed beads. 129

seed grams, symbols, 54
seed pods. 99

semantics. 18

semiotics. 18

senses, five, 56
separated elements, 70-71
septagrams. 56. 57

Van Doesburg Theo, 103, 162, 168, 169
Van Eyk Ria, 154
Van Gelder, Dirk, 45
Van Nu en Straks newspaper, 27
Vasarely Victor 66. 96168, 172
Veluwe regron. Europe art, 76, 77, 81
sun cycles. 12 Verboeket, Max 145
Sunrise (Wojtyna-Drouet). 153 Vermicell style 69
sun symbols. 7. 20, 55, 58, 63, 83. 115. 120 erical hnes, 7. 54. 57, 79
Susa. Persia. 79 vibration patterns, 95
swastikas, 7. 62 Victory Boogie-Woogre [Mondrian), 168
Swedish art. 83, 120 Viking art, €8. 84. 136
serpentine lines, 12 Swiss art. 74, 75,115 vinyl. 154
Shang dynasty China, 36 switchboard signs, 17 visual communication, 9, 17, 86-87
Pop art, 66 shells, snail, 12, 74, 75, 106-107, 107, 108, swords, Japanese. 44 Vogtel printers 46
porcelain, 157. 159 112,129 swords, Viking. 136 Volten, Andre 141
pottery. 11, 68 78, 79 80, 122, 142-44 shield decor. 135 symbolism. 7. 13
prehistonc, 76,77 shields, 132 symbols. 7 18, 62-56,57-63
pragmatics, 18 Shintoism. 43 Symbol Source Book (Dreyfuss). 38
pre-Columbian art, 80, 82 shipping signals, 17. 41 syntactics, 18
prehistoric art. 11, 12, 17, 20, 68, 74, 75, ships. 12
76,77, 81 ships of hte 61
Prikker. Johan Thom, 29 Sibenan art, 81
primitive art, 11, 63, 67, 102. 124-126. signals. 9. 18
125, 127-132
printers. 18
prints, 30, 121,123, 130, 157
professions. signs for 44, 45
publicity, 86
publishers. 18
Pueblo Indians. 63, 78, 79. 81
purnity. symbols, 55. 61
pyramids, 85

wagons and plows. 20

wall hangings, 150, 152-154

wallpaper, 157

walrus bone 84

Ward and Saks. Inc 46

watermarks, 21

water reservolirs, 167

water symbols, 7. 55, 56. 58, 59, 63, 86

waves. 12,124

weapons in art. 20, 49

weaving. 119, 146, 147, 152-154

Werkman. Hendnk N 30

Wersin, Wolfgang von. 69

Westphalian art, 120

wheei crosses, 54 57

wheels. sun. 120

Wideveld. H Th 106

Wilkhahn furniture factory 97

Willem [ cigar factory Valkenswaard.
Netherlands 166

winde. Jocken. 149

tally-stick signs, 17
tapas. 17
tape recorders, 160
sign language, international, 9, 17. 39, 40, tapestries, 150, 154
140 tau sign, 54 57, 60

teeth decorated 74, 75
Teke tribe. 130
Tel-destgn. 40
television, 9
Tennyson. Aifred Lord. 106
textiles, 117, 119, 150

modetn, 11, 151-156, 157
That art 147, 161
thieves signs. 17
Tholos. Greece, 162
Thonet furmture. 159
thunder, 58, 85

signs, 18

silver, 134,138,139
silverware, 157
sleep. symbols. 7
S-lines. 55

snakes. 165
Snartemo sword. 136
snow crystals, 90. 99 100,1C:1 106-107
soapstone, 45, 123
Socrates. 109

souls. symbols, 59
South Atrican art. 81

quarter free heraldry) 42

radiates. 111
radiolarta, 103. 110, 111

railroad crossings. 18
rallroad stations 9. 17 40
Rectangular dragonal planes
(Schoonhoven 173
reeds. Mediterranean, 105

rehigious art, see Christian Islamic,

Jewish Shintoism, Zen
Renaissance, 11 52 69 134 162
Rheims Cathedral, France 164
Rheumatic Center 46
Rhineland art, 142
Riley, 168
rocks. engraved 20
Rococo art 11, 68 69 134
Roman art. 68 161
Romanesque art 11 163
Roman tetters. 23 23
Roman symbols 54 60
romanticism. 157
rosettes, 68 137
rosewood 149
rubber toam. 167
Rudhard type toundry 28

South American art 81, 118, 138, 162
Spamn (Gregoor) 152

Spamish Lace (Larsen). 156

Sparta 46

spatial (3-dimensional) torms. 72, 85
spheres, 85,103

sphinxes. 78. 79

Spice Islands art, 63

spirals 55,57, 68 82.83, 99 107107,

108 112,13, 119
double, 55, 57, 82
spiritual symbols, 7. 54 86
spotlike elements, 70-71
Sproncken, Arthur, 167

Square Grip Steel and Concrete Co 46
squares, 23, 55-56, 57, 85-87. 86, 88, 90,

91,93, 103
circles in 89,92, 97
cross and diagonal in, 56. 57
crosses in, 56, 57
diagonals in, 56, 57, 89
diamonds in 56 57,156
overlapping. 56 57

176

Tibetan art, 81
Tison, 168
time, wheel of, 55 114
tissues, 103, 105
tokens. 17 18
Toltecs. 162
tools. drafting. 87
tools handmade. 115. 119, 123
tools in art, 20, 119
tooth beads. 129
trademarks, 9 17 18, 46
trades, signs for. 44
trathc signs, 17

international, 9 40, 41
travel signs. international 17 40
trees. 7. 59, 132
trees-ot-hte 121

tnangles 55,57, 78, 79, 85-87 86, 96, 103

in circles, 56,57, 90
Tomity. symbols 54 56. 60
trivets. wrought-iron 119

tsubas (Japanese sword guards) 44 136

Tucker 168

windows, rose. 13. 69. 164

wind symbols. 58

Wo)tyna-Drouet Krystyna. 153

woodworking, 120, 133. 149
woodblocks. 121
woodcarvings. 84, 125, 126
woodcuts. 26, 29, 48, 49
see also engravings, wood

wool. 150

Wu Cheng-Yan, 33

Yaneft, Chris. 46
yang-yin sign, 55, 58
Yoruba art. 125
Yucatan art, 69 82. 165
Yuicht, (none 32

zebras, 109

Zen art. 32, 43

Zetterberg Bror, 46

2192ag designs. 12. 74, 78, 79 81, 118
zodiac signs, 17 22

Zwart, Piet, 31
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Signs, Symbols & Ornaments

“A richly documented historical and even philoscphical trectise
on man's need 1o commiunicare and omoment his surround-
ings —Communication Arfs

"This is one of the besr and most compact, though comprehen-
sive, surveys of the subject ro appecr in some fime —American
Artist

Signs, Symbols. and Omaments are inextricably relared expres-
sions of o desire nor only o cornmunicare but to communicare
decoratively, The outhor, René Smeets, explains how all cul-
rures in all fimes and places have developed a common lan-
guage of signs and symbols, which they have then used to
make their everyday environment more beautiful.

The book’s purpose is twofold: (1) ro show that rodoy's small
world badly needs a common means of communication, and
an international sign lanquoge—which to o grear extent ol-
ready exists—Iis the obvious solution; and (2) 1o show how the
basic forms of omomenr—again, universally used the world
over—can be reinterpreted for modem rasres and adepred by
anyone who wishes to enliven his own surroundings with deco-
rorion.

Signs, Symbols and Omaments s not only an informarive discus-
sion of this fascinafing and rarely freated subject bur also an
inspiring pracricol guide for artists, croftsmen, designers, and stu-
dents in all crearive fields,

Mr, Smeets s the author of Mosaics for Everyone and Introduc-
tion to the Cultural History of Merals, os well as contriburing edi-
tor to Ars and Crofts magazine and o translaror of Germaon.
English, and French art and craft books. He hos traveled all over
the world to study and collect material for Signs, Symbols, ond
Omaments, which is the result of a lifelong interest in the sut-
ject.
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