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ties. . . I plead for a sane future when peace comes
in art, including architecture."

Evening Post. Aug. 23, 1919. Editorial.
Deals not with art, but with the whole question

of transportation of character. "The war trans-
formed no one."

Fechter, Paul. Wege zur Kriegskunst.

(Deutsche Kunst und Dekoration, Darm-

stadt, 19. Jahrgang, March, 1916,

p. 475-478.)
"With the war there came the attempts to perpet-

uate, with the means of art, the prodigious event
... a paradox, since the war aimed at invisibility.
. . . Tliis war's peculiarity lies in the fact that
in the end it defies representation. . . . But, on
the other hand, there is opened up a world of possi-
bilities for the younger men. They sought, even be-
fore the war, to depart from the mere representation
of the visible. . . . The war here becomes the
strongest promoter of the timely. Where one form
of art finds its limits, it sets greater problems for the
other, the coming, art.

Friedmann, Armin. Der Krieg und die Kunst
des Kindes. (Westermann's Monats-

hefte, 1915, Bd. 118, p. 551-559.)
Deals with drawings made by children in the

schools of Vienna, mainly representing battle scenes.

Galsworthy, John. Art and the war. (At-

lantic Monthly, Nov., 1915, p. 624-628.

Also in Fortnightly Review, Nov., 1915,

p. 924-929.
"For thousands of generations war has been the

normal state of man's existence, yet alongside war
has flourished this art, reflecting man's myriad as-

pirations and longings. What can this war do that a
million wars have not? It is bigger and more bloody

the reaction from it will be but the greater. . . .

When the war is over, the world will find that the
thing which has changed least is art. . . . The wind
of war reeking with death will neither have warped
nor poisoned it. ... Monsieur Splogub, the Rus-
sian poet, . . . has indicated his view that after the
war art will move away from the paths of naturalism.
. . . It is never good to argue about words. . . .

Art will take all paths after the war just as before."

Gerrard, Thomas J. Art after the war.

(Dublin Review, vol. 158, Jan., 1916, p.

51-56.)
"Among the many hopes that are to be realized

through the present clash of arms is that of a new
birth to art in all its forms. . . . All art is sacramen-
tal. There is an outward sign and inward beauty..... The experience of the battlefields will carry
with it a far-reaching influence. The enormous sacri-
fice of life is helping to make us appreciate more fully
the reality of the spirit world. All these influences
. . . will fall on our national character and tempera-
ment, and there shall rise again a national art worthy
of a great nation."

Grundy, C. Reginald. War and British art.

Illus. (Connoisseur, Aug., 1915, p.

195-201.)
"Optimistic critics are looking to the war for a

great renaissance in English art, an idea which
probably owes its genesis to a sentence in one of Mr.
George Moore's essays on Modern Painting. . . .

This theory is fascinating. . . . But innumerable
wars . . . have occurred without being followed
by art. . . . All the periods of art, which Mr.
Moore has mentioned, have followed on wars. . . .

But they have also come during periods of great
national prosperity: and, as prosperity appears to be
the invariable forerunner of art, we must look on
wealth rather than war as the source of art." Author
cites instances in the past, and compares England's
position in art at the time of Napoleonic wars with
that which she occupies at the present. "Unfor-
tunately, one of the economies which imposes the

least self-denial on the majority is the cessation of the
purchase of objects of art. But the creation and con-
servation of the beautiful form a vast industry on
which both the present and future commercial success
of the nation largely hinges. . . . Weaken and viti-

ate this source and the future of half the industries
in the country is jeopardised. . . . Unless we are
careful, there is every danger of another decline in

English taste. The people who have devoted their
lives to ... art must receive adequate support, or
else, as in the case of their predecessors, . . . when
the war is over, a new generation [will) arise ignorant
of artistic traditions. . . . Money spent in British
art is not money lost to the country."

Harrison, Birge. Art and the European
war. (American Magazine of Art, 1916,

vol. 7, p. 270-272.)
Deals with the "all-enveloping war-atmosphere

which at present overwhelms our intellectual world.
. . . The psychology of war and the psychology
of art are dramatically opposed to each other. . . .

Monuments in commemoration of successful warfare
were provided. . . when the war spirit no longer
filled the air."

Hartley, C. Gasguoine, and Arthur D. Lewis.

War and the arts. (English Review,

1916, vol. 23, p. 150-162.)
"Numberless wars left singularly little effect on

literature and painting. . . . Untroubled art is

the product of deepest faith. . . . Those who have
actually seen bloodshed . . . did not wish to write
stories or poems. . . . Probably the horrors of
war have been better sxiggested by artists such as
Vereshchagon, Callot, and Goya than by any writer.
. . . It is the commonest error to think of art as if

it stood outside the other activities of life. . . . By
this war men have been brought back to the primi-
tive emotions. . . . Art which depends on mere
. . . thin cleverness will become unimportant."

Hausenstein, Wilhelm. Krieg und Kunst.

(Neuezert, 1914, Jahrg. 33, Bd. 1, p.

154-160.)
"It is clear that the relation between war and

art, for the period of time nearest us, that is, the
19th and 20th centuries, has had no significance in
any way decisive. Still, the time in which we live

impels many to attempt a review of the subject."
. . . Author touches on the economic significance of
the war for the artist, destruction and appropriation
of art monuments and objects, the artistic value of
armor, uniforms, weapons, the representation of war
in art, and the question of national art.

Hendley, T. H. War in Indian art. (Jour-

nal of Indian Art, vol. 17, new series,

April, 1915.) Plates.
"Object is to trace effect which war has had on

artistic expression of the Indian people at different-

epochs.
' ' The article is concerned with the represent a-

tion of war in art.

Jaumann, A. Die deutsche Kunst und der

Krieg. (Deutsche Kunst und Dekora-

tion, Jahrg. 17, 1914, Hefte 12, 21.)
"War is not favorable to the muses. . . . To

the noble race war is as a purgatory. It consumes
all that is over-ripe and sickly. . . . That is the
soil for a new, really German art. . . . Interna-
tional studio tricks, devoid of time or race, no longer
interest us. ... A style will be formed, modern
and German."

Kilmer, Joyce. War has stopped European
letters and art, but after peace old forms
will be inadequate to express new and
tremendous experiences, says Arthur
Bullard. (N. Y. Times Magazine, Nov.

5, 1916, p. 8.)
"The best art comes when the great experience

has come and gone, and been pondered."
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Kriegs-Wahrzeichen zum Benageln. 69

Entwiirfe axis einem Preiswettbewerb
des Deutschen Werkbundes. Munich:
F. Bruckmann A. G., Dez., 1915.

"As there was danger that tokens deficient would
be erected, the Deutsche Werkbund instituted a
competition for the acquisition of sketches which
were donated to the national cause."
These tokens were the portraits and other figures

erected to have nails driven into them.

Lenz, Georg. Kriegsandenken der Konig-
lichen Porzellamnanufaktur zu Berlin.

Illus. (Velhagen und Klasings Monat-

shefte, Jahrg. 29, 1915, p. 250-262.)
Description and illustrations of souvenirs, mainly

of the Napoleonic wars and the Franco-German
War of 1870-71, thus illustrating influence of war
in a temporary phase of art.

Oechelhaeuser, Adolf von. Krieg und Kunst:

Kriegs-Vortrag. Karlsruhe 1. B.: G.

Braun, 1915. 32 p. 12.
Speaking from the standpoint of a victorious

Germany, the author thinks that "new duties and
problems will be so many that all force and serious-
ness will be needed to fulllil them . . . and that
will also benefit German art."

Pazaurek, Gustav E. Patriotismus, Kunst
und Kunsthandwerk. Stuttgart : Deutsche

Verlags-Anstalt, 1914. 32 p. 8. (Der
deutsche Krieg, Heft 20.)

"Again a time has come when all art, in so far as
it does not serve outer, blind glorification of the
fatherland, is considered superfluous. . . . The
rough practice of war does not provide a happy con-
dition for the appreciation and cultivation of art.

But when the cause has ceased . . . the inevi-
table reaction will . . . not fail to appear, and
art in every form will be all the more welcome and
desired."

Phillips, Duncan. Art and the war. (American

Magazine of Art, vol. 9, 1918, p. 303-309.)
"Is art a luxury? ... In war-time we are apt

to think more sentimentally than clearly. . . . The
conservation of art should be an important part of
our war preparations . . . Art may be a refuge
. . . Art is an asset for potential usefulness in time
of war. . . . We need art to clarify our under-
standing. We . . . need pictorial propaganda.
More vital ... is the record which art can make
of the emotions of this war against war. . . . The
existence of art is at stake. Painters and sculptors can
visualize . . . the civilization which we intend to

preserve. . . . How hard hit painters are just now.

Buying seems to have stopped. . . . Is it not worth
while to keep artists alite for the sake of after time? . . .

All true artists are ... fighting for future genera-
tions. Our artists have not yet received the great
reaction. . . . Yet the war is shaping and coloring
their every thought. ..."

Rothe, P. Die Kinder und der Krieg. Illus.

(Deutsche Kunst und Dekoration, vol.

35, 1915, p. 455-457.)
Describes an exhibition, held in Vienna, of draw-

ings by school children, representing war scenes.

Salmon, Andre". Effect on art of present

war. (N. Y. Times Magazine, July

11, 1915.)
"Every war crisis puts art in grave peril, since it

changes its conditions, shatters it economically and
reduces for a while the number of its devotees."

Schubert, Walter F. Die deutsche Zeichen-

kunst und der Weltkrieg. (Westennann's

Monatshefte, Jan., 1916, p. 689-699.)

Scott, Cyril. The connection of the war
with art and music. (The Monthly
Musical Record, London, vol. 46, Mar.,

1916, p. 68-70.)
"Certain signs of a very particular nature have

shown themselves in the world of art within the
few years preceding the great struggle. In the do-
main of painting certain signs of viciousness ap-
peared: in sculpture, very much the same thing:
in music, a discordancy . . . Hardly ever has the
Astral Plane been in the state it now is. ... The
spirit of the war, then, most certainly seems to have
influenced with its discordant force our world of
music."

Servaes, Franz. Der Krieg und der Kunst-

markt. Illus. (Deutsche Kunst und

Dekoration, Jahrg. 18, 1915, p. 343-350.)
"In war time there is apparently nothing more

superfluous than art. . . . To him who really loves
art, it will become doubly dear in time of tribulation
and distress. . . . Therefore, it is necessary that
the atmosphere of artistic life in our land do not
wholly die out at this time. ... It would be a
great national calamity if our art market should
now be wholly deserted. In fine as well as in applied
art activity must not stop. Artists must produce and
art lovers must acquire.

Steinlein, Stephan. Krieg und Kunst. (Kunst
und Handwerk, 1915, Jahrg. 65, p. 105-

108.)
"On the one hand, war is praised as the great

fructifler and liberator. . . . and all past epochs
are cited in support. Others use the same historic

periods to emphasize the opposite. ... If today
there is a general belief that, so to speak, out of noth-
ing and over night ... a great change would take
place, just because the war gave the impetus, the
answer to this conception, based on romanticism
rather than reality, is that, before all and as a deter-

mining factor, the matter turns on our possession
of immediately active power and positive capability."

Symon; J. W. War and creative art. [Dif-

ficult position of the artist unable to go

upon active service and finding no

demand for his creative genius.] (English

Review, Dec., 1915, p. 51-520.)
Deals with the actual practice of the arts during

the war.

Villeurbanne, Jean de. La guerre et les

Salons de peinture. (Nouvelle revue,

April, 1915, p. 252-264.)
"The Salons will not open their doors in 1915.

Therefore, it has seemed to us interesting to ask
artists . . . these two questions : 1 . Will not the
war have a deep reaction and effect on the art of
tomorrow? 2. Will it not bring about a modification
in the grouping of the Societies?"
The replies, printed in this article, deal mainly

with the question of Salon or no Salon.

Wuest, Paul. Moglichkeiten Kunstlerischer

Wahrnehmung im Kriege. (Literar-

historische Gesellscheft Bonn. Mitteil-

ungen, 1915, Jahrg. 10, p. 27-51.)
Author describes "objectivity" with which soldier

at front can observe nature, and considers it pos-
sibly a sort of reaction of the mind against all too
horrible immediate impressions. . . . On the other

hand, such images simply impose themselves by their

inherent force.

Zeitler, Julius. Buchgewerbe und Graphik
des Krieges. 3 pi. Illus. (Arohir fur

Buchgewerbe, 1915, Bd. 52, p. 193-223.)
Review of discussion on art before and during the

war, in Germany. "It is clear that the emphasis
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is not so much on purging of foreign elements, as
desired by reactionaries, but on an immersion in the
fountain of our own radical being. . . . With our
new art industry, and with architecture, our book-art
shows the advantage of having already grown farthest
into the great cultural problems of the future, which
lie before us. The graphic arts also, so much a child
of German active phantasy, will have to join this

development into the spiritual, the ideal. . . .

Thus do we define the result which this war in general
may have for art. We now come to our subject when
we consider how war itself is an object of representa-
tion in art. ... It has been shown that direct

participation in the war has great study-value, but
that it cannot immediately further higher artistic pro-
duction. . . . The artist who has remained at home
is therefore not so different in his possibilities, from
the one who has been in the field. . . . To the artists

working at home war will always present itself more
symbolically; they are not so much under the influ-

ence of the horrors of the moment. . . . but for
the feeling which moves us all . . . they find lofty
symbolism." So-called "Hurrah" illustration of the
sensational, or sentimental kinds, is properly con-
demned, at least in its lower aspects.

ART INDUSTRIES
Annfield, Maxwell. Art and patriotism.

(Colour, London, vol. 4, March, 1916,

p. 55-59.)
"The formation of the Design and Industries

Association ... is a very interesting sign of the
times. Imitating a German organization that . .

has been pouring gold into the trade-coffers of that
country, it ... shows that British commercial
people are beginning to realize that art and patriotism,
or at any rate art and money-making, are not so
disunited as they once believed. . . . Is art a
luxury? . . . Art is necessary to health. . . . Our
economic position is largely due to the excellence of
our exports. Of late years some of these have been
superseded. . . . German goods, so far as sound-
ness goes, are not a patch on our own. . . . Sound-
ness is not the only quality demanded. Nowadays
some of the sound and very solid British goods lose
then- attractiveness. The transformation of Ger-
many's commercial output . . . has been accom-
plished by an association of artists, producers and
distributors working with one aim and with inde-
fatigable industry and intelligence. . . . American
printing and typography have for some years been
far in advance of our own. . . . Whilst we have been
sleeping, the Americans are learning hard. They
are also discovering that taste pays. [Comparison
between American and British advertisements and
illustrations.] In artistic application Great Britain
is at present a back number. . . . We shall be
compelled to face the music. . . .

"

Eisler, Max. Oesterreichisches Kunstge-
werbe. Illustrated. (Dekorative Kunst,

Jahrg. 18, 1915, p. 258-262.)
Describes an exhibition in the Oesterreichisches

Museum, designed to provide work for "home in-
dustry" and to incite the technical schools "in the
direction of needs in cheap ware ; and to bring both
into fruitful relation with the thought of the great
hour."

Fischel, Hartwig. Ausstellung von Kriegs-

erinerungsartikeln. Illus. (Kunst und
Kunsthandwerk, Wien, Jahrgang 18,

1915, p. 130-159.)
"The great times in which we are living make

their influence felt in all fields of mental and commer-
cial life. Artistic impulse was arrested. . . . And
yet, . . . more attention might be paid to the in-
tensive efforts of artistic, and especially art-indus-
trial, circles to produce for home production an in-
tensifying of its sterling quality of particularly
Austrian character. If we succeed in making a virtue
of the general necessity ; if the moment can be utilized ,

at which . . . many of the foreign and bad influ-
ences are being kept at a distance, then a lasting and
invaluable gain will grow from the natural drawing on
and emphasizing of indigenous products."

This effort to promote home art industries resulted
in the exhibition here described, controlled by a
jury of experts. The fact that the exhibitors were
limited to objects suitable for war souvenirs natur-
ally brought into view a very obvious relation be-
tween war and art, since war was the direct subject.
The exhibition included glass, pottery, textiles,
wood carving, leatherwork, gingerbread.

Jaumann, Anton. Die weltwirtschaftliche

Rolle des Kunstgewerbes nach dem

Kriege. (Innen-Dekoration, 27. Jahr-

gang, March, 1916, p. 101-110.)
"Preparation for peace needs no less attention

than that for war. . . . One of the first necessities
of peace will be to have a sufficient quantity of goods
to be exchanged for foreign raw materials. And
among these branches of production will be art in-

dustry."

Jessen, Peter. Deutsche Form im Kriegs-

jahr: Die Ausstellung in Koln, 1914 . . .

Miinchen : F. Bruckmann, 1915, 2 p. 1.,

42 p., 1 1., 34 pi. 4. (Deutscher Werk-
bund. Jahrbuch, 1915.)

An illustrated catalogue of the exhibition of the
Deutsche Werkbund, which was interrupted by the
war. The only reference to our topic is in the last
sentence of the introduction : "May the war, the great
former of character, prove its purifying and forming
power with us also."

Magne, H. M. La guerre et 1'avenir de nos

industries d'art. (Bulletin de la Societe

d'Encouragement pour 1'Industrie Na-
tionale, 1916, p. 532-552.)

"German competition ... in certain indus-
tries, especially chemical industries. Certain French
industries, despite the perfection of their products,
found competition from German industry. The
German influence gave further cause for disquietude.
Not only were certain German products received in
our exhibitions . . . and shops, but this sort of
heavy and complicated forms . . . seemed to find
imitators. Happily the evil has not become general.
. . . (p. 545.) The only means of maintaining the
artistic pre-eminence of a country such as ours . . .

is to develop, in the artist and the artizan, by means
of an appropriate training, the qualities peculiar to

pur race. . . . One of our finest traditions . . .

is to love art and enjoy it."

Vachon Marius. La guerre arti&tique avec

rAllemagne; 1'organisation de la vic-

toire. Paris: Payot et Cie., 1916, 268

pages, 12).
Preface: "When the great military war will be

terminated by the victory of the allied nations
... a new war will begin, the artistic, industrial
and commercial war, under conditions which will
make it equally terrible and implacable. The thor-
ough preparation for this war is one of the most
serious and immediate preoccupations of the Entente.
... In this volume, I have analyzed, with all pos-
sible care, the powerful organism for teaching and
propaganda for the art industries created by the
Germans since 1881, and which has served them to
make a breach, during thirty years, in the artistic

supremacy of France. Sole object . . . has been to
make known the elements of this organization . . .

in order to discover what may be opportunely utilized,
by an intelligent adaptation, to our needs, our ideas,
and our traditions."
The chapters are as follows: 1 The artistic inva-

sion of France by Germany from 1882 to 1914 . . .

2. The organization of art industries in Germany.
... 3. The causes of the crisis in French art in-
dustries. ... 4. What is the museum for industrial
art doing in France? ... 5. Some other causes of
the crisis in French industrial art. ... 6. The les-
sons of history (XII-XVIII centuries). ... 7. The
organization of victory. (Suppression of the artistic

tutelage of the state, etc.).
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Architecture and the war. (Architect and

Engineer of California, vol. 5, Oct., 1917,

p. 67-68.)
A quotation from "Indian Engineering," Calcutta-

"In the profession the proportion of those that have
studied outside their own country has fallen greatly
. . . But . . . the war has caught up the pro-
fession bodily and carried it out to fight in France,
Belgium, Italy, Greece, the Balkans, Turkey, Egypt,
Mesopotamia, India. Architects in great numbers
have now observed some of the works of these coun-
tries. . . . Such men must return home with a
greatly widened view of their profession. . . . Why
do we not get beyond the eternal round of Renais-
sance, bastard Gothic . . . modified medieval?
Because we are hide-bound by convention. . . .

Those who have seen and been convinced of new
possibilities in architecture may now take the lead.
The truest definition of architecture is that it is an
expression in form of a people's feeling."

Bragdon, Claude. Architecture and de-

mocracy. New York: A. A, Knopf, 1918.
Architecture and democracy, before, during and

after the war, p. 1-73, appeared originally in the
Architectural Record.

"In whatever way the war may complicate the
architect's personal problem, it should . . . clarify
his attitude toward his art . . . The world's arrest-
ment of architecture (in all but its most utilitarian and
ephemeral phases) is no great loss to the world for the
reason that our architecture was uninspired. . . .

We were under the evil spell of materialism. . . .

When the storm broke militant democracy turned to
the engineer, who produced buildings at record
speed. ... In one direction only, toward the
general housing problem, the architectural profession
has been spurred into activity by reason of the war.
. . . Architects will recapture their imperiled pres-
tige, but . . . with an altered attitude toward their
art. Many must unlearn preoccupation with Gothic
classic. Many must learn certain neglected lessons
from the engineer." [Author cites Red Cross Com-
munity Club House at Camp Sherman as a product
of the ideal relation between architect and engineer.)
"Of the transvaluation of values brought about
by the war, this building is an eminent example;
it stands in symbolic relation to the time. . . . To
the architect falls the task, in the new dispensation, of

providing the appropriate material environment for
Its new life. Let him turn to the . . . soldiers. They
will come back with ideas. . . . The future of the
countries will be in their young hands. They will

seek for self-expression. Because it is a spiritual
thing it will find supreme expression through art.

The architect who assists in weaving this garment will

be supremely blessed." [In considering the effect

of war on art, author discusses the increase of light
and color in building and city planning.] "Thus will

be born the architecture of the future ; and the orna-
ment of that architecture will tell, in a new set of

symbols, the story of the rejuvenation of the world."

Gillies, John Wallace. The effect of war

upon architecture. There have been

two great influences in architecture, war

and religion, and the former is dealt

with in these paragraphs. (Arts and

Decoration, May, 1919, p. 7-9, 38-47.)
"Now that we have successfully ended the greatest

war of our history, with the minimum of loss and
the maximum of material gain, we should be strong
in national spirit and rich necessarily. A greater
activity in building than we have ever known
should follow during the next fifty years, if

any precedent is to be depended upon. Up to
this time our architecture has been peace-loving.
commercial. . . .Now it is to be martial: real

architecture, as it has always been. Great me-
morials will spring up all over the country. They
will be monumental, which after all is the form
real architecture should take. Let us hope that
they will be in stone. . . .The conqueror always
builds unless he be a barbarian, and builds pro-
fusely. The conqueror who fought for a principle
alone should build ideally. So our twentieth cen-
tury should see in America the actual accomplish-
ment of a national architecture, and the character
of its structure should be martial

"

The Post-War Committee on Architectural

Practice. Some comments from archi-

tects relating to questions asked by the

Committee. (Architectural Forum, Bos-

ton, Vol. 31, July, 1919, p. 17-19.)
Committee appointed by American Institute of

Architectects to inquire into conditions surrounding
the practice of the profession. "The future of
architecture is brighter than any period of its past.
. . . Influence must now, however, be extended
to wider fields. [The architect] must be aware of
sociological questions. . . . economic conditions.
We present some interesting letters on subjects con-
tained in the Post-War circular; others will fol-
low in the next issue." The letters deal with the
relations with the contractor, the education of the
public as to the functions of the architect, prac-
tical problems involved in factories, warehouses, etc.
The Evening Post had two columns on this question-

naire of the Institute, with its query "are we in right
relation with the public, the building trades and
crafts, and with each other. The experience of war
has bared weaknesses."

An opinion on competitions by E. Swartwout.

(Architectural Forum, Sept., 1919, p. 99-

102.)

Some Canadian opinions. (Journal of the

American Institute of Architects, Aug..

1919, p. 363-365.)

Post-War Committee on Architectural Prac-

tice. (Architect and Engineer of Cali-

fornia, San Francisco, vol. 57, p. 57-61.)
Convention of American Institute of Architects

. . . discussion: on status of architect. Post-
War Committee statement . . . mailed to 10,000
or more architects. Extracts: Need for more com-
prehensive service. Modern tendency of business,
accentuated by the experience of the war, is to
deal with larger organizations rather than with
the several contributing factors. . . . It is said
that the architect has done nothing to meet this

demand, but that engineers and contracting organ-
izations have, to an extent, done so. The war has
brought a situation which demands that produc-
tion be increased. Experience demonstrated the
great advantage of intimate organized co-operation
. . . between engineers, architects and construc-
tion men. The architect is said to have neglected
his relationship to labor. . . Standardization of

building products . . . would simplify and cheapen
the process of building."

Newell, J. P. A time for optimism. (Arch-

itect and Engineer of California, vol. 56,

March, 1919.)
"The period of transition in business from war

to peace is one of doubt and uncertainty. . . Into
this uncertainty comes the (Portland) City Plan-

ning Commission and proposes that every property
owner should set himself to considering the future
of his neighborhood, studying its prospective growth
in the light of its past development. As the work ol

city planning proceeds, the spirit of optimism will

spread."



Architects have yet to

master the problem of
Color of

color in sunshine The
Architecture

failufe of many of them
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I have hinted at va-

rious times before, to the fact that they do not

take the painter's point of view. The

painter's point of view is really the art-

ist's point of view. Where color is con-

cerned the architect must view things through
the painter's eyes, or he is just so much
the less artistic. He can hardly lay claim

to a system of color of his own, different

from the painter's, and equally valuable.

If we try to view color in architecture

with the painter's eye, certain facts arrest

our attention. One is that a building placed
in a landscape forms a picture with the

enveloping foliage, turf, rocks, etc., of

which the building is only a part. All this

seems evident enough; it has been referred

to many times in talk and writing, yet the

architect ignores it in practice. He con-

tinues to choose colors of walls and roofs,

either pleasing in themselves or in combina-

tion, but without thinking of how they will

be affected by the sky, the land, and, above

all, by the sunlight.

Let us assume that a painter has decided

to paint a picture of a building that is promi-
nent in a landscape. His first thought
is to achieve the fullest impression of

unity possible. Without that single im-

pression, he knows that he will fail in

his art, no matter how perfect his drawing
or rendering of different parts may be.

Composition or design will tend to achieve

this unity, and this is what architects mainly
conceive of when they think of unity in a

picture. But equally important, and, in

regard to color, almost solely important, is the

"lighting" or "effect of light," the atmosphere,
the sunshine, that floods his picture. The sun-

shine acts in modifying, blending and harmo-

nizing every color in it. Lighting is the

great goal of modern landscape painting.

The only difference between architect and

painter in regard to lighting is difference

in the technique of realizing it. The paint-
er works with the brush and palette, and
the architect chooses colors of materials.

Yet it is curious enough that, in all the end-

less discussions of color in architecture,

the all-essential matter of "lighting" and of

"effect of light" is rarely mentioned.

The painter sits him down as I have

said, and immediately strives, with all his

might, to sense the effect of light in his

picture. Now, as everyone knows, light

and atmosphere in a landscape never re-

main exactly the same for many minutes

at a time, yet the painter must draw some
conclusions from Nature in the infinite

coquetry of her moods. If he sits still and
studies his subject too long, the light will

change. Consequently he is apt to determine

at once whether the light be "hot" or "cold,"

or intense or subdued, or clear or murky. If

it is "cold," it does not mean always that

cold colors, such as blue, purple, blue green

predominate, but that the light effect is some-
what bluish or greenish or purplish. The sun
is therefore a changing spotlight on Nature's

outdoor stage. Objects which are actually
white or gray will appear bluish or greenish-
white or gray. Bright red and yellow colors

will appear slightly neutralized or softened,

and dark reds will take on a purplish tinge.

On the other hand, if the light is "hot,"
a golden or amber film of light will ap-

pear drawn over the atmosphere. Blues

will appear more vibrant, often more green-

ish; purples, richer; greens will be touched
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with gold, and the reds and yellows will

blaze forth. There are no whites or grays
in such a picture; they all become yellowish or

slightly golden. Even the high lights on pure
white clouds, the upper parts in the sky
where the light turns full upon them, will need
to be painted in a slightly yellow tone to hold

them in the key of color of the canvas.

The painter, then, determines the qual-

ity of light in the landscape before him.
as a single, full impression, and strives

mightily to key aU his colors to it. And
the architect must do the same when he
enters the landscape with his buildings,
if he would have his colors successful. He
must therefore learn to think of the

light in his landscapes more than he has

done up to this time. Hitherto he has

thought of his colors as "local" colors merely.
He has chosen colors of ^all, roof, pilaster,

cornice, window frames, shutters, simply
thinking of how they will go together in

themselves perhaps in a sample room
without much regard to their effect in sun-

shine. Or, if he has perchance worked up an
excellent color scheme in sunlight in a certain

locality, he is apt to use the same scheme else-

where, where, in a different light and land-

scape, it will be out of harmony, In sun-

shine a larger synthesis of color must be

accomplished, that of keying colors to the

brilliant light of the American sunshine.

The proof of these assertions will be

evident if we study our American sun-

shine, and try to see if we cannot under-

stand it better than we do now. Then we
must study some of the prevailing schemes
of color in architecture to find out how
far they are united to the light in different

localities of the country. The architect

should consult the painter in this, for he can

best give the benefit of his long training and

experience in painting in many landscapes.

There are, however, some observations that

should occur to any keen eyed architect.

If we try to generalize, we may assert

that most of the usual color combinations

employed on buildings were developed,

along with the architectural design, in the

eastern and northern portion of the United

States, largely east of the Mississippi,

north of the Ohio and of the Mason and
Dixon line. What may be said of the

quality of sunshine in this district? A
light, brilliant, hard, even disconcerting,

trying in its very clearness and searching

quality. Edges, details appear at a dis-

tance. The light is hardly hot or cold;

rather white altogether; never very hot
or very cold in the range of its shiftings.

In New England is this hard light espe-

cially characteristic. There the midday sun
is metallic in its glare, showing up every
detail ruthlessly, without any soften-

ing edges or mellowness of form, with-

out depth or poetry or atmosphere. With-
out much of what Ruskin explains as "mys-
tery," in a splendid chapter in Mod-
ern Painters. The New England light is

the most matter-of-fact, bull's-eye light

that I believe may be seen in the world.

This is not to say that poetry and romance
are not to be found in the New England
landscape. Not in the noon sun, perhaps,
but on damp or misty days, and at sun-

rise and sunset. It has often been a delight

to watch the beautiful, cool, clear blues

and violets slowly steal into the hard shadows
as the day ends there; to see the faint golden,

yet very clear, light envelop the hills at a

distance and enflame the high lights of green

lawns, of tree trunks and of roads in the

foreground. At this time the landscape has an

atmosphere of deep, clear, almost resonant har-

mony. The hard, severe light of New England
occurs, somewhat softened, as one goes west

along the northern boundary of the country and
south from New York and Philadelphia.

Of course, an exception to this is the mel-

lower light of the seashore, along the shore

south of Cape Cod and Long Island.

The appropriateness of the white walls

of the New England farmhouse is much
explained if we understand the hard light

of the north. Though not an imaginative

coloring, white goes well in most landscapes,

either in an atmosphere that tends to

disappear, leaving colors to exist chiefly

as local colors, or where there is radiance

in the sunshine. Then walls become touched

with faint clear, often violet shadows; or a

golden or greenish light. It also adds cheerful-

ness to the landscape, and affords a foil for

foliage and their shadows. The olden New
Englander was poetic when he introduced his

white architectural elements of fences, posts,

gates, trellises and summer houses into his

gardens, where they gleam most appro-

priately in dainty exquisite touches. Un-

fortunately, the modern architect has been

somewhat less successful, especially in garden
work. Design is overelaborated by too
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many spotty paths and flower beds; masonry
work is sombre by use of dark brick or rock,

with a consequent effect of dullness. Too
much detail is bad in a searching light where

it is all thrust before the eye. Much more

fitting are those designs where broad green-

sward spaces are set off against massed flowers,

long rows and hedges, with masonry walls

whitewashed or white painted or stuccoed

to form a foil for the planting. These flat

white surfaces catch sunlight and reflect

colors. The gardens of the Alcazar in Seville,

Spain, are a classic example of what big, sim-

ple handling of masses of foliage and flowers

against severe whitewallsmayaccomplish. The
whole effect of the Alcazar might easily be trans-

ferred to America and seem quite in place here.

Another error has been made by our

northern architects and landscape archi-

tects in their work. I mean their ill-

thought use of color schemes imported
from alien atmospheres of northern Europe.

They would have done better to stick

to the cautious, somewhat bald, but

still rightful beginnings of the early

New Englanders and New Yorkers. North

Europe has no great sunlight: has in fact

gloom, mist, rain. In such climate the

soft dull harmonies of dark red brick,

stone, purple slate and weathered timber

go well together. The murky atmosphere
tones over their edges and contrasts. Ma-
terials favoring play of light and shade

are not greatly needed. Consequently the

classic orders are never so vital as in

Italy or America, for they were designed
for brilliant sunshine and clear skies.

Under misty conditions the dull colors of

European architecture are rarely beauti-

ful, blended, edges softened, and smoothed
over by light reflected through moisture.

But transferred to American sunlight, they

crop out hard and cold in the north of our

country and dull in the south. This is

rather true of our prevailing motive of

white stone and red brick. It is most difficult

to bring such coloration into the key of Ameri-

can sunlight satisfactorily.

South of New York and Philadelphia,

our hard glaring sunlight softens, not in

intensity of light, but by reason of a beauti-

ful golden radiance often increasing as one

goes south. In New Jersey this radiance has

a prettifying, at times almost cloying effect on

the full greens and red earth of the landscape,
somewhat as in Sienna, Italy. It is further

south, however, that the sunlight becomes so

wonderfully mellow and golden. With the

luxuriousness of the vegetation, it produces

landscape coloring that is warm, sensuous,

vibrating. Let me quote the following:

"Here and there a negro log cabin alone

disturbed the dogwood and the judas-tree,

the azalea and the laurel. The tulip and

the chestnut gave no sense of struggle against

a stingy nature. The soft full outlines of the

landscape carried no hidden horror of glaciers

in its bosom. The brooding heat of the prof-

ligate vegetation, the cool charm of the

running water, the terrific splendor of the

June thunder-gust in the deep and solitary

woods, were all sensual, animal, elemental.

No European spring had shown him the same

intermixture of delicate grace and passionate

depravity that marked the Maryland May.
He loved it too much, as if it were half

Greek and half human."
This is not taken from a follower of

Swinburne, nor of a modern-like Gals-

worthy in his most exuberant mood. It

was penned by one of the coolest of the

Puritans, an essential Bostonian, Henry
Adams (The Education of Henry Adams,

page 268). In another passage he says

"the May sunshine and shadow . . . ;

the thickness of the foliage and the heavy

smells, the sense of atmosphere, almost

new." Study these lines carefully and one

will see that it is the realization by a

keen mind in his first experience of the

great difference between New England and

southern landscape a difference more sig-

nificant than even in respect to color or

light, one which should profoundly influ-

ence the inspiration of architecture in the

south. "The sense of atmosphere, almost

new" reveals the impression made on a

young New Englander who had grown up
without seeing anything but his hard, clear,

native light, when he first experiences the mel-

low light of Maryland. Certainly Henry
Adams furnishes us with a picture into which

no architect can enter in any tepid mood of

imported north European color schemes.

In parts of the south this golden mellow-

ness in the air is extraordinary. In the

South Carolina sand hills in full summer
it was a marvel to me. An infinitely deep
blue sky, often with vast steam clouds,

so huge as I had never seen before, tower-

ing and piling up into the sunlight, up,

up, casting vast shadows into great cliffs
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and abysses of cloud. The clouds were
never really white, even toward the sun,

but always golden, and the golden light

played down into the vast shadows. The

phenomenon was so striking that even

practical soldier-minds noted it, and of-

fered explanations of it. Obviously, in

such a hot effect of light, an architecture

of hot colors is needed walls yellow, of

chrome or sienna or ochre tints ; roofs yellow,

pink, red, vermillion or claret, bright green

spots, brilliant awnings. A more prosaic

arrangement will probably disappoint.

In the coloring of hotter climes than

England or Flanders should American

architects seek their inspiration. Let them

study atmospheric color in Spain and Italy.

If they do they will discover that each

country has a different method of coloration.

In Italy the light and color is daintier,

more subtle, more evanescent, more feminine:

in Spain the light and color is bolder, hotter,

higher in key, more masculine. Before I went

to Italy I had often remarked the landscapes

in the backgrounds of the paintings of Titian,

Tintoretto, Veronese, and had thought the

very blue mountains and pretty, clear

colors in the distance exaggerated; but it

is exactly the effect one finds in the Italian

landscapes, that clear, radiant "pretty"

light near the horizon and in the distance.

Perhaps on account of this delicate light the

Italians of north Italy where most of the

great architecture is do not attempt so much

strong coloring as the Spaniards, except

around Perugia and Assisi. Also they are

blessed with such a picturesque and statuesque

flora stone pines and cedars that they

often prefer to use their architecture as

a foil for this foliage, as I have pointed

out in times past. Although there are a

number of well-known villas in and near

the cities which are highly developed de-

signs in themselves, interesting architec-

turally without regard to then* setting,

the hundreds of less-known country villas

are usually bare, light colored walls, pierced

with a few window holes, like an old fashioned

factory- But they are wonderful screens

against which the foliage stands out so

magnificently.
In Spain we meet with wilder and more

violent conditions, more like our own
in America. There is blinding yellow sun-

light over broad sweeps of landscape, not

many trees on the yellow and red moun-

tains and plains, such landscapes as Zuloaga
paints as the backgrounds for his pictures,
as all the great Spaniards have done before

him. In this light the Spaniard has preferred
a decisive coloring for his buildings. He uses

a rich yellow golden stone for his walls,

almost as rich as any marble; yeUow, ver-

million and claret tiles for his roofs; bright
colored accessories; brass, and strongly pat-
terned iron work. He accents his coloring with
decoration in bold relief, grouped or in strong

bands, gaining the utmost possible contrast by
the deep holes of the under cuttings, showing
black, either in light or in the luminous
shadows. Thus he meets Nature on her own
terms, opposing flashing color and bold light

and shade and concentrated, sparkling decora-

tion to her flashing color in brilliant light.

As a result, Spanish buildings are always

keyed into the picture, indeed in the centre of

things. They do not appear as intruders, drab

beggars at a banquet.
Let architects think not only of the local

coloring of materials, but of the light in our

American landscape, and its effect on the

colors of buildings. There is a revival of

interest in color, over the whole art world, even

in the last few years. Only twenty years ago
color was somewhat neglected, and by painters,

too, who avoided bright colors, preferring

neutral tones. But now the new art of

decoration is swiftly gaining acceptance,
is even influencing commercial products,

and, in the theatre especially, is exerting

a profound and stirring interest. But,

except for a few brilliant exceptions, ar-

chitecture still lags behind, a generation
behind. Let it lead and not follow.

JOHN TAYLOR BOYD, JB.

Word has just come
The Passing of from the City of Mexico
the "House that the famous "House
of the Tiles" of the Tiles" (Casa de

los Azulejos), one of

the most conspicuous and

beautiful of the palatial old houses in the capi-

tal, is to be converted into a typical American

drug store. This will be lamented by all

lovers of the Spanish Colonial architecture

that in Mexico, of all Latin countries in the

New World, is found in its highest develop-

ment. No other palace of the vice-regal

nobility of New Spain has to this day been

so perfectly preserved, both within and

without, as this. It seems an everlasting
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pity that this fortunate condition could

not have been perpetuated. These fine old

monuments have been well appreciated in

Mexico; the national government seems to

have been alive to the fact; under ordinary
circumstances it would doubtless have taken

measures to secure the preservation of the

building. But just now the expense would be-

out of the question. Hope that eventually
the government will do this seems to be en-

couraged by the circumstance that before the

alterations for commercial uses were taken in

hand, photographs of all important details

were taken. Let us hope that measurements

PATIO HOUSE OF TILES. CITY OF MEXICO. (REPRODUCED BY PERMISSION FROM
"SPANISH COLONIAL ARCHITECTURE IN MEXICO," BY SYLVESTER

BAXTER. BOSTON: J. B. MILLET, PUBLISHER.)
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THE HOUSE OF TILES, CITY OF MEXICO. (REPRODUCED BY PERMISSION FROM "SPANISH
COLONIAL ARCHITECTURE IN MEXICO," BY SYLVESTER BAXTER.

BOSTON: J. B. MILLET. PUBLISHER.)

were also made and that all portions of the

stonework, carvings, tiles, etc., that have had
to be removed have been carefully preserved.
How far this reconstruction has had to go
for the new purposes does not appear. But
the piso, or basement story, is uncom-

monly low, as may be seen by comparison
with the neighboring buildings shown in

the illustration. So it appears not unlikely

that the basement and the story above may
be thrown into one. In that event only the

greatest care would avoid a painful dis-

figurement of the beautiful exterior with

the customary show windows. Perhaps by
the time this article appears the sizzling of

the soda-fountain will have become a feature

of what will probably be one of the busiest

corners of the modern city.

The House of the Tiles has an uncom-

monly interesting history. It is the most

notable example of Moorish influence upon

Spanish Colonial architecture in America.

With its brilliant surface of blue and white

glazed tiles, its sparkling quality enhanced
with touches of yellow, under the clear skies

and intense tropical sunlight of that latitude

it looks as new as if it had been built the

year before, instead of standing in its pres-
ent shape something like a century and a

half. Just how old the house is nobody can

say. But it dates well back into the six-

teenth century. Don Damian Martinez was
the first owner on record. Impoverished by
financial misfortune, Don Damian felt

obliged to sell the place at public auction.

Don Diego Suarez de Pereda was the high-
est bidder, taking possession on December
2, 1596. In this way it became the palace
of the Count of the Valley of Orizaba, one
of the wealthiest and most eminent of the

nobility of New Spain, as Mexico was called

before its independence. In the early days
of the colony a Spanish gentleman of old

and eminent family, Don Rodrigo de Vivero

Velasco, came to New Spain and married

the widow of one of the conquerors. Their
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son, who became the first bearer of the

title, achieved eminence as a scholar and

statesman. He was the author 6f a treatise

on political economy and ottfer notable

works. He served as governor and captain

general of the Philippines and on his return

voyage was shipwrecked, perhaps on one of

the richly laden galleons that used to bring

splendid cargoes of precious wares from the

Orient to Acapulco; to this day old Mexican

families treasure heirlooms in the shape of

delicate Chinese porcelain and exquisitely

wrought silken fabrics dating from those times

that is, if any of them have had the fortune

to escape a sacking of their houses in the

period of anarchy precipitated upon Mexico.

The second Count of the Valley of Orizaba,

Don Luis de Vivero, married Dona Graciana,

the daughter of Don Diego Suarez de Pereda.

The grand old house thus became the seniorial

mansion of the family. Its aspect both with-

out and within must have been radically

different in those days. According to tradi-

tion its transformation into its present shape

or rather the shape it bore until just now is

accounted for by the following picturesque

story, with its truly Spanish flavor:

The mayorazgo, as the oldest son and heir

is called in Spanish, of one of the counts,

was such a spendthrift that his father said

to him one day, "Hijo, tu nunca haras casa

de azulejos My son, thou wilt never achieve

a house of tiles."

To dwell in a "house of tiles" seems pro-

verbially to have been a Spanish ideal, repre-

senting the luxurious livingincident to theaccu-

mulation of great wealth, ever since the Moors

built in that fashion then- "castles in Spain."

The father's remark gave the young man

pause. The idea stayed by: A house of

tiles! The seed germinated in his brain

and bore fruit in purpose; he turned a new

leaf; changed his mode of life, worked stead-

fastly for his end, and with such success that

when the property came into his hands he

at once began to transform his ancestral

home into such a palace of tiles, without

and within, that nothing so elaborate and

splendid in that form of adornment has ever

equaled it in New Spain or anywhere else in

the New World.

The tiles were of Mexican make, the

product of an art developed in the city of

Puebla by skilled workers brought over

from Talavera in Spain by Dominican friars

in the sixteenth century. Since that time

Puebla has been famed for its tiles and its

pottery. From Puebla have come all the

beautiful tiles that so finely characterize

much of the best architecture all through
Central and Southern Mexico, particularly
in the resplendent polychrome surfacing of

the domes of the churches and convents

and probably in no other country is the

dome such a universal feature.

With the exception of the ornamental
stonework of light buff limestone the

main part of the exterior is entirely covered

with these tiles. The stonework, in color and

design, effectively frames the broad sur-

faces of tile. The following is from the ac-

count of the house in my book, "Spanish-
Colonial Architecture in Mexico":

The beautiful bronze balconies of the

upper story, the altos, together with the

balustrade of the patio corridor, were made
in China or Japan (probably China), as

was likewise the case with the similar bal-

cony over the entrance to the house of the

Count of Heras. The interior throughout,
in its elegance, bears out the promise of

the exterior. There is a strong flavor of

the Oriental in the style Persian as well

as Moorish; the former, for example, in the pe-

culiarly tall and slender columns of the patio.

Tiles are lavishly employed here, also; no-

tably in the dado of the corridor and of the

staircase, and bordering the exquisite fountain

in the patio. In the tiling on the staircase

the arms of the house are represented.

This staircase witnessed the assassina-

tion in 1828 of the last nobleman of the line,

the ex-Count Don Andies Suarez de Pereda,

whose title had been extinguished with the

proclamation of the republic.

It was late in the eighties, or early in the

nineties, of the nineteenth century that

the House of the Tiles became the home of

the Jockey Club at that time in Mexico,

as typically in other Latin capitals of the

world, celebrated for wealth, luxurious liv-

ing, and for gambling; quite as with gilded

youth and effete old age the world over.

Few clubs anywhere have been more sump-

tuously or palatially housed. The Jockey

Club, of course, went the way of all flesh

during the recent period of anarchy in

Mexico. The palace has since remained

vacant until its conversion to commercial

uses. Its lessees have secured it for a period

of twenty years.
SYLVESTER BAXTER.
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