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14 DECORATORS’ SYMBOLS,

There can be no doubt that all decoration in
its early stages was symbolic. Primitive man
adorned his cave dwelling with rude sketches of
hunting scenes. The mural sculptures and paintings
of the first architects related solely to religious and
political subjects, either in the form of actual
pictorial representations of events and ceremomnies,
or by the use of flowers, animals or other objects
which conveyed a special meaning. Even colours
had their value, each having a separate attribute.

This form of decoration was developed to an
extraordinary degree by the Egyptians, and also
very considerably by the Greeks and Romans. In
medieval Europe a particular branch of art, heraldry
\ added to the variety at the
disposal of those who had to beautify the outside
and inside of private dwellings and public buildings.
This desire to appeal to the mind while pleasing
the eye has persisted throughout the ages down to
our own days, and is responsible for much of the
conventional ornamentation which is now in com-
mon use, though 1t no longer conveys the meaning
it once did. Thus the acanthus, and the skull and
horns of bullocks for capitals of pillars and pilasters,

caryatides, and again, the Egyptian lotus, the
Greek key pattern, the rose, and the fleur-de-lys, all
of which had special meanings, have entered into
the common stock of the decorator’s art. Such
generally received designs can be safely introduced
almost anywhere, but there are other emblems
which can only be appropriately introduced for
special purposes.  We shall see in the course “of this
little book th: 11 very large numbers of {Jb]L‘CtS







16 DECORATORS’ SYMBOLS,

preceding cases, however, the artist will have room
for play of imagination as regards colour and of
ornamentation of the trilobes or triangles. Here
it is the form and proportion that are important.
Coming to heraldry, if we merely require a striking
design, or to convey the idea of power, of strength,
then it does not matter how we treat, say, a lion.
Artists of the ancient world, and heralds have given
us the lion in innumerable forms and positions to
fill our spaces. Here it is merely a question of
conveying some idea of the majestic bearing and
huge strength of the monarch of beasts. On the
other hand, if the lion i1s to be used as an emblem
of any given person or nation, then position and
colour are of importance. England, for instance,
can be represented by a lion in three positions—
(1) standing facing the spectator, with crown on
head as in the Royal crest ; (2) walking past facing
the spectator; (3) rampant, face towards the
spectator, as in the Royal supporter. In all these
cases the lion should be golden. On the other
hand the Scottish lion is always rampant, the face
in profile, and is red. But if these positions and
colours are adhered to, details may be varied to
harmonise with the rest of the decoration, or accord-
ing to the artist’s fancy. We may have the abso-
lutely conventional lion, of ragged outline, fierce
angular head, and long attentuated body of the
hey-day of heraldry, or the fat, rather plump beast
of the Georgian and mid-Victorian school of would-
be naturalists. In the former case it is usual to
rather exaggerate the attitudes, to accentuate the
muscular strain ; while later we have altogether a
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Now, in the case of both lions and roses, we
see that colour is an essential element of the sym-
bolism, the colour is there to represent a particular
idea. We must, therefore, stick to our red or gold,
our red or white ; but certain conventional varia-
tions are allowable. For instance, if you wish to
decorate a gold surface with Enghish lions it 1s
permissible to represent them in either raised gold,
to outline them in red, or even to paint them red,
but not any other colour ; or again, the roses might
be represented as all gold or silver. We may also
represent coloured emblems in neutral tints when
absolutely necessary to the scheme of decoration,
The main thing is that we must not convey a wrong
idea of colour, when a particular colour is identified
with a particular emblem, though gold and silv er.
may replace colour under special conditions.

I only give the above examples in order to
llustrate my point that accuracy is always necessary
in the fundamental character of an emblem, often
necessary even as to detail (as in the Trinity sym-
bols ; in the Union Jack); but that outside that,
the artist has plenty of play for fancy. The treat-
ment of his individual subjects will depend upon
the style of the general design, and the character
of the building or room.
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To some small extent these old distinctions,
which are undoubtedly founded on natural grounds,
are still allowed to influence modern schemes of
decorating, particularly religious and public build-
ings. So it is necessary to give a brief review of
this rather occult branch of our subject.

Red was the colour of the great war god, Mars.
It represented blood, war—therefore courage,
nobility ;—and in heraldry it was regarded as the
military colour. But 1t also represented one of the
four primary °‘elements,” fire—therefore, flame.
Now, the flame was a symbol of the soul, of life.
It mounted upwards, so the colour of the flame
stood for fervour, upward aspirations. It was also
the colour of martyrdom. Generally speaking, a
joyous colour : the ripeness of autumn. While red
represents fire and flame in the abstract, these have
special forms in art which have been handed down
to us from the remotest ages. They are, indeed,
conventionalised forms of observed phenomena. In
early representations of fire, we find a series of red
strokes, pointing upwards, thick at their base, and
tapering to points. These darts were subsequently
given a wavy form, and towards the base the darts
are streaked with yellow or gold. Flames are
drawn like curls or wisps of hair, thick at the base,
tapering upwards and with a decided wavy outline.
Often, however, flames are pear shaped, the flicker-
ing motion being given by means of the shading of
the flame and the use of yellow streaks. Not only
was the flickering of flame early represented in art,
but a conventional way of depicting the twinkling
of ight was adopted in very remote times, as was
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White, and silver, was dedicated to the moon,
and represented a third of the ** elements,”-—air ;
—it is the colour of virginity, childhood, purity.

Green, dedicated to Venus, represented spring,
vegetation, fertility, youth, love.

Black, dedicated to Saturn, the great ruler of
the underworld, stands for the last of the four
““ elements "—earth. It represents winter, mourn-
g, justice.

Purple, dedicated to Mercury, the messenger of
the gods, represents majesty, dominion. It should
be a rich red with a tinge of blue. A good
imitation of the old purple can be made by a
mixture of two parts of vermilion and one of ultra-
marine : Cennino Cennini says equal parts of lake
and ultramarine.

Rose was the colour of girlhood ; wviolet the
colour of widowhood, half mourning.

With us, speaking generally, red is regarded
as the colour of the Army, blue of the Navy.

Our national colours are red, white, and blue :
the old red and white of St. George’s ensign for
England, the blue and white of St. Andrew’s banner
for Scotland, and the red and white of the St.
Patrick’s banner for Ireland.

This question of national colours will be found
fully dealt with in Chapter VI.; hewever, it may
be well to notice here that frequently the livery
colours of Royal and private persons may be a
factor in arranging colour schemes. These family
liveries are generally those colours shown on the
heraldic wreath supporting the crest, and these are
taken from the chief tinctures in the armorial
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bearings. Sometimes there are wvariations. The
livery of our present reigning family is scarlet and
blue ; those of our older reigning houses were :
Plantagenets (1154-1399) scarlet and white ; Lan-
caster (1399-1461) white and blue ; York (1461-1485)
murrey and blue ; Tudor (1485-1603) white and
green ; Stuart (1603-1688) yellow and scarlet ;
Wilhlam and Mary (1688-1702) orange.

EFC.

THE VWALTOMNIA -
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generations enumerated, the final flower at the top,
usually surrounded by an aureole, shows the Virgin
holding the Child.

As a sacred symbol the vine nearly always takes
a conventional form, being shown flat with spreading
branches, like a fruit tree, em espalier, against a
wall. It is, of course, merely a bush, but with thick
brown stem, merging into green branches. The
leaves are large, three-lobed, and serrated. A con-
spicuous feature is the tendril, shown in the form of
vrilles, spirals thick at the base and ending in a
point. The tendrils should be of very pale green
or yellow, and may be represented as twining round
some support. The bunches of grapes may be
green, white, yellow, red, purple or black ; they
are of pyramidal form, consisting of a cluster of
round berries, and hang from the branches (not the
main stem) just under a leaf. A single stem may
have branches covering a whole wall, in this being
true to Nature. In modern practice greater latitude
1s taken, and we have on the one hand realistic
paintings of vines largely used in public restaurants,
or an anemic creeper with a few nondescript leaves,
and only recognisable as a vine by the grapes and
characteristic tendrils,

The pomegranate is treated much in the same
way as the vine ; but while it will spread out en
espalier, it is not a creeper like the vine, and has no
tendrils. It has pointed dark green, glossy leaves,
with vivid red flowers, large rich brown fruit,
shading to a red, grenade shaped, and often repre-
sented as opening to reveal the deep bright scarlet
fruit. It is one of the symbols of fertility and
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immortality, for the pomegranate is a prolific
cropper, and its single pod contains a number of
fleshy fruits. It has a high decorative value, and
like the vine, is admirably adapted for covering
large plain or broken spaces.

The olive is nearly always represented by
branches. It 1s the symbol of peace, and in a
secondary sense, of fertility. In antiquity, heralds
seeking a truce or conveying messages of peace
carried an olive branch, the tree being essentially
associated with domesticity and the arts of hus-
bandry. In religious art it had the same meaning,
for the dove sent forth from the Ark brought back
to Noah a branch of olive as a sign the waters had
subsided.- Olive branches, either shown as long
twigs or as wreaths, have a thick grey brown stem,
long narrow pointed leaves of dark glossy green on
the surface, of a dull greenv white underneath.
The flower is a tiny green quatrefoil hardly visible,
and 1s always neglected from a decorative point of
view. The fruit, long ovals, may range in colour
from a very light green merging into black. Olives
in their grandeur are massive trees with far spread-
ing branches, gnarled trunks and roots forcing their
way above ground. They look well in mural
paintings, but are not suitable for conventional
decoration ; on the other hand the conventionalised
small olive tree with symmetrical head and straight
stem is not at all characteristic.

These three are often represented in Christian
art as distinctly cruciform.

Orange trees are employed in heraldry as a sign
of plenty. They take the form of the severely
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very highly conventionalised, being ornamented in
all kinds of ways, so that nothing characteristic is
left except the outline. The more orthodox plam
is long and curves elegantly, and is formed of a
mid rib from which spring long thin leaves having
an upward rake, and growing shorter as they reach
the tips. Such palms look well in many positions :
slightly curved, and placed at equal distances in a
frieze or arranged in wreaths. In the Empire
period small palm wreaths, dainty long ovals in
shape, and tied with ribbon bows, were frequently
employed. The palm tree itself has a long stem
with serrated steps formed by the butt end of fallen
leaves, and has a symmetrical crown of long leaves,
spreading upwards and then falling over, umbrella
fashion. This is sometimes seen, but we far more
often meet with the very ancient Eastern conven-
tionalised form. This consists of a central long up-
right oval, surrounded by two, three or more pairs
of thin crescent-like leaves, curving upwards or
downwards. The base is usually in the form of two
volutes, curving outwards, which perhaps represent
branches of dates hanging in their natural position
below the crown of leaves. This palm tree is a
common Inheritance of decorators all over the world
and is in daily use. As a sign of victory and plenty
it 1s probably welcome enough anywhere.

The laurel of art is the bay tree. It was sacred
to Apollo, patron of poetry and music, hence the
bay 1s reserved for the masters of rhythm. It is
equally appropriate to the poet and the musician,
but has wrongly been usurped by crowned heads
and victorious warriors. In decoration, laurels are



EMBLEMS AND DEVICES. 31

PALM SPRAYS, Erc.



32 DECORATORS’ SYMBOLS,

always shown as sprays or wreaths. The leaves
are pointed ovals, dark green, the flowers are small
white quatrefoils, and the berries round and
green, or red-brown. They make charming wreaths,
either treated rustically as in classic times, being
merely tied together at the stems by a small bow
and floating ribbons, or in the more rigid style of
the Empire. In the latter form the wreaths are
made out of bundles of bay twigs, kept together
by a ribbon. The effect of this 1s to give a wreath
of umiform thickness, the leaves in regular rows
alone being visible, with a few berries. It is rather
sculptural in appearance. The bay i1s sometimes
represented as a bush, sometimes as a tree with a
smooth brown trunk and a round head of leaves.
The bay 1s often associated with persons christened
Laura and Lawrence.

Myrtle, a beautiful shrub dedicated to Venus,
was highly regarded by the Greeks. Wreaths of
myrtle were worn by their magistrates and given
to victors in public games ; its small oval leaves
and round berries were much used in ornamentation.
It is an evergreen, the leaves are glossy, the small
star-like flower white or rose, and the berries ripen
to a deep black. It is a very light elegant plant,
and looks well treated in sprays or wreaths. If
employed to fill a panel, it should be treated as a
bush, the twigs with sparse leaves springing from
the root.

The oak is of frequent occurrence in ancient
and modern decoration. It was one of the sacred
trees both in Southern and Northern Europe, and
by both Greeks and Romans a crown of oak leaves
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things joyful were put aside, and as the Psalmist
sings : ““ We hanged our harps in the willows, in
the midstthereof.” The tree was thenceforthidentified
with mourning. As a tree it 1s little used in decora-
tion, but the long, light green leaves, slightly con-
ventionalised are used for border effects. The aspen
is also occasionally utilised to denote mourning,
because, according to the old legend, the Cross was
made of the wood of an aspen tree, and thenceforth
the aspen always shivered. Cyprus is another
emblem of mourning, but being an evergreen,
suggestive of immortality.

Ivy was identified with Bacchus. It was said
that if guests crowned themselves at dinner with
wreaths of ivy they would be preserved from the
effects of too much wine bibbing. It is, therefore,
associated with conviviality. Its natural charac-
teristic of growth, however, has also earned for it
the honour of representing friendship, for it clings
to and clothes its supporter. Much variation is
shown in drawing the ivy leaf, for our Gothic
masters, at all events, drew the leaf from Nature,
selecting plants of local growth. The typical ivy
leaf 1s deeply indented, forming almost three lobes,
1s dark green, heavily veined ; and occasionally
bunches of purple black berries accompany the
leaves. Ivy may be shown as a creeper, covering
narrow bands or large spaces, or as wreaths and
garlands. In the latter forms they are often asso-
clated with rustic buildings.

Corn, and sheaths of corn, known in heraldry
as garbs, represent agricultural wealth, and in buth
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30 DECORATORS’ SYMBOLS,

forms are decorative. The ears are often used up-
right to give the effect of breadth to bands, whether
friezes or cornices. The ears may either be built
up of grains forming long ovals, broken up by the
grain lines, or they may be given an upward expand-
ing form by depicting bearded wheat, each grain
having a long filament shooting up from its apex.

We now come to flowers. Most flowers have
been impressed into service by artists, but many of
them have special symbolic value, and it is of these
that we must treat.

Foremost among these 1s the lily tribe, using
the word lily in its popular and non-botanical sense.
Taking the garden lily first, we find it dedicated
to the Virgin on account of its purity of form and
colour. It 1s usually represented in cup shape,
three large petals being shown, the middle one
bending over, and the outer ones bending to right
and left. It is placed on a long straight green stem,
with short pointed leaves sticking out almost at
right angles in pairs. Frequently three blossoms
are shown at the top of the stem ; or there may be
one at the top and one at the top of two lateral
stems. These lilies should invariably be pure white,
or silver. It is a mistake to “ paint the lily * any
other colour, if it is to have a symbolical value.
The hly of the valley is also used as a religious
symbol of purity, and it is the flower of those
named Lily. The lily of the valley is regarded as
peculiarly holy, and is said to have sprung from
the blood of those who had fought in the cause of
faith. They should be shown in small clusters and
pure white, squat bells, formed of three pointed
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petals, usually with rounded edges and flat green
leaves ; the buds are nearly round with green calyx.
They symbolise our rivers and lakes.

The fleur-de-lys is really a heraldic interpreta-
tion of the iris; it has, however, been associated
as a religious emblem with the Virgin. It 1s also
the old badge of France, and was intimately con-
nected with our own kings. Few symbols have so
high a decorative value. It can be varied to an
astonishing degree without losing its character, or,
if properly balanced, its beauty. The decorator
may, as circumstances demand, seek inspiration
from the ‘war lance, or pike head, the lily or iris
petals, or a gate! The fact is, it is extremely
ancient, and has always been treated with much
latitude by heralds and painters. It is this possi-
bility of treating the fleur-de-lys freely, and adapting
it to all kinds of styles and purposes that makes it
so useful. Nevertheless, there are points to be
avolded in drawing this favourite emblem.

Let us remember that a complete fleur-de-lys
comprises three petals, a horizontal fillet or band,
and a stalk below. Those are the essential parts.
Each of these features may be given special promi-
nence alternately or altogether. The latter extreme
1s seen at its plainest in the gate variety. Here we
see three distinct petals held together by a trans-
verse bar. The petals are far apart. almost of
equal size, and outward ones curving over. It is
not an elegant torm and only looks well if com-
paratively small and used in combination with very
conventional or geometrical patterns. We may,
however, have three distinct petals placed closer






40 DECORATORS’ SYMBOLS,

together, and by reducing the size of the outer ones,
produce a pretty emblem.

Success lies in making the central petal larger
than the outer ones, which should be given a graceful
downward curve, in keeping the fillet small, and
not giving too great a prominence to the stalk.

Let us consider the central petal. This may
be rather pointed, with a ridge down the centre ;
this is considered to be a lance head. But in many
very old seals and carvings I have seen this form
treated as a leaf. The true flower petal is almost
an oval, or otherwise a club-like form. Again, we
may have the pike head, formed like a long
lozenge or diamond. These may be treated sculp-
turally, that 1s to say, the lights and shades so
arranged as to raise the centre into a ridge, showing
three cutting edges. When the idea of the weapon
predominates, the outer parts should be small and
curved over neatly, but in such a way as to give
an impression of length and slimness. The fillet
may be fairly large, and the stalk can consist of a
single piece—plain or branching in three, or of
three moderately curved parts. A floral rendering
of the emblem should have a bulbous, club, or lance-
like central petal, and two curving ones only slightly
smaller, but bent over before they dwarf the middle
leaf. By bold sweeps of the brush we can produce
a conventional form, where we find the upward
tendency suddenly checked and the tips curled
down, giving a broad shoulder at the curve. Or
we have a more decided downward droop, which
looks well when narrow upright bands have to be
filled. When a broad space has to be filled the
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Diminutive open coronets are also found
placed on the top of the centre petal.

Such over-decorating, however, is not advisable.
The boldly drawn, unadorned fleur-de-lys is by far
the most effective. Whether it should be given the
iron pike form or that of the conventionalised
emblem, or the floral outline, made elegantly tall
or broadened out, will depend on the space to be
filled and the spirit in which the general decorative
scheme is conceived. -

Both heraldic laws and art traditions permit of
the fleur-de-lys being treated as an isolated emblem,
holding the chief place : as a subsidiary ornament,
or in conjunction with other symbols. Itself a tri-
parted emblem, it is frequently arranged in groups
of three in the form of a pyramid, with apex upward
or reversed. In * powdering ” a heraldic shield, a
dado, or a frieze with the emblem, the fleur-de-lys
should be arranged in rows, so that they do not
stand one above the other, and it is quite within the
order to cut off the heads and tails for the upper and
lower rows. On the other hand, it is equally per-
missible (though seldom judicious) to paint a double
fleur-de-lys, the stalk becoming an exact reproduc-
tion of the three petals above the fillet.

A fleur-de-lys may, of course, be any colour. It
1s permissible to paint the fillet, seeds and filaments
of a coloured flower gold or silver, or if the flower
is of those metals, the ornaments may be picked
out i red, blue, green, black, or purple.

Roses are probably one of the most familiar
floral subjects in decoration. Brmdl} speaking,
they stand for summer, for joy and /merriment.
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In antiquity roses were always associated with
public triumphs, festivities, and private hospitality.
Guests at banquets were crowned with wreaths of
roses. As, presumably, the ivy leaves mixed with
the flowers did not always have the desired effect,
tongues became loosened under the influence of
wine, and dangerous confidences were made ; but
it was recognised as the only honourable thing to
forget words spoken under such circumstances—so
the rose became the symbol of secrecy. It was not
right to repeat what was said ** under the rose.”
In Christian art, the red rose was dedicated to the
Saviour and has come to be largely identified with
the Virgin. With us the red rose is associated with
St. George. The rose generally 1s the flower of
persons named Rose. The flower itself appears in a
bewildering variety of forms. It is very often
treated perfectly naturally ; all kinds from wild
dog-rose to the moss and large cultivated varieties
are employed. We may have natural roses and
leaves combined with a slight conventionalising of
the design. That is to say, the stem and branches
are made to assume symmetrical or special curved
forms, and the leaves are few and placed sym-
metrically. On the other hand it may be treated
altogether conventionally when we approach the
heraldic form of rose. In such cases the rose has
usually five petals, narrow at the bottom near the
sceding pod, broadening out, and the end edge
curling over.  Frequently, there will be two rows of
petals, five and five, with a button of golden seeds
in the centre. These heraldic roses should be given
a graceful outline. Too often convention is carried
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CHAPTER 1YV.

HERALDRY—GENERAL RULES AND
COMMON. CHARGES.

HERALDRY, as practised for many hundred years
past, is hedged round by numerous rules, and is
made all the more mysterious owing to the quaint
and highly technical terminology employed by
writers on the subject. Here, however, 1t 1s only
necessary to point out such rules and peculiarities
as must be mastered to enable a decorator to carry
out any design correcily.

The first thing to observe 1s the shield (which,
aswe shallsee later on, may beof all kinds of shapes)
whereon the armorial bearings are painted or carved.
The whole surface is known as the field, and its
various parts are known as follow : middle, point
of honowr ; top, chief ; lower part, base; left-hand
side, dexter (right); right-hand side, sinister (left).
This latter curious mixing of terms must always be
borne in mind, as it 1s most important not to confuse
left with right; the apparent reversal is due to
the fact that the spectator is supposed to be gazing
on a shield held by its owner, and it is from the
owner’s point of view that the arms are described.
The field may be of one plain tincture or may be
parti-coloured. On this field are drawn many
objects : (1) first we have a number of bands and
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Besides, there are several furs. The chief of
these are: ermine, white (or silver) with black
spots ; ermines, black with silver spots ; erminets,
white with black spots with a red hair on each side ;
erminois, gold (or yellow), with black spots ; pean,
black with gold spots ; vair, rows of blue and white
shields, placed in rows, the bases of the white resting
on the blue ; counter vair, the shields of one colour
placed base to base (if the tinctures are not men-
tioned, blue and white is the combination ; if the
colours wvary, the fact should be mentioned);
potent, silver and blue crutch-shaped objects in
rows, the base of metal being placed on a base of
colour ; counter potent, the bases of one colour or
metal being placed against bases of a similar tincture.

The aim of the herald painters, when heraldry
was an all important art, was to make the tinctures
as distinct and vivid as possible, in order to facilitate
instant recognition. But owing to the deficiency of
the materials available, there were undoubtedly
many variations, and we find this notable as regards
black, blue, and reds in glass painting, where some
most happy effects are derived by the (technical)
impurity of the colours used. Black, for instance,
in most windows and paintings appears as a purple
black ; blue often merges into violet ; and the reds
vary considerably. Such latitudes may be per-
mitted where they do not interfere with the right
mterpretation of the symbols. It is a rule that
metal should not be placed on metal, nor colour on
colour. There are some exceptions to this; a few
very old coats of arms have gold charges on silver
fields, but these are rare. On the other hand, the
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small running designs, and indicating them by faint
thin lines. As a general rule a darker shade of the
same colour is used, but black on red or blue is
permissible, and also gold and silver. Diapering
on silver or gold is done by reversing the tinctures,
or using black or red. Of course, this plan of diaper-
ing should never be attempted except when dealing
with fairly big shields having large plain spaces,
and then the design used must be strictly sub-
ordinated ; in discreet hands it becomes a means
of obtaining some charming effects.

Having dealt with colour and field from the
heraldic point of view, we may pass on to the
ornaments or charges in common use. Chief of these
are the ordinaries, which must be briefly described.
It should be remembered that the ordinaries ought
to occupy one third of the field. Every ordinary
has certain diminutives, which are merely reduced
facsimiles of the parent charge : the first diminutive
should be one half of its parent charge, the second
one half of the first, the third one half of the second.
This rule, however, is not applicable to the chief,
the cross, the saltire, and the guarter.

A chief is the upper third of the shield.

The pale 1s a band occupying one-third of the
field from top to bottom. Its diminutives are the
pallet and the endorse. The latter is generally borne
in pairs, and often one on cach side of the pale.
when the pale 1s said to be endorsed.

The bend 1s a band crossing from the dexter
chief to the sinister base. Its diminutives are the
bendlet (often called a garter), the cotice, and the
ribbon. There 1s a bend sinister, which is the same
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upper ones. The cross patté has expanding limbs,
and practically forms a square : we see it on our
imperial crowns. The Maltese cross has eight
points (supposed to represent the eight Beatitudes).
The cross-crosslet has each limb crossed by a trans-
verse bar. The cross potent has a transverse bar
at the end of each limb. The cross moline has the
ends of each limb divided and curved outwards.
Crosses often have the ends of the limbs orna-
mented with fleur-de-lys, acorns, snakes, etc. A
Latin cross is sometimes placed on three steps,
when it is said to be graded ; any cross may have
the lower limb ending in a point, when it is said to be
fitche. Crosses are also often made of cords, chains,
flowers, etc. Of course, each of these has a special
meaning, so they are not interchangeable.

The saltire 1s a blending of the dexter and
sinister bends, and 1s the St. Andrew’s cross. Many
objects are often shown in saltire.

The pile 1s a wedge, point downwards. If
borne with point upwards it is said to be transposed.

The gquarter 1s a square occupying the dexter
chief. Its dimmutive is the canfon, one eighth of
the field.

Occasionally the ordinaries are shown as not
touching the sides of the shield, and they are then
said to be coupé (or cut off). Sometimes the ordinary
has the middle cut away, showing the field through
it, when it is said to be voided.

The principal sub-ordinaries are as follows :—

The bordure is a band encircling the shield.
[ts diminutives are the orle, which 1s a band which
does not touch the edge of the shield, and the
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wavy, an undulating line to represent waves, the
hill and the valley in each wave should be of equal
size ; engrailed, an irregular line with sharp points
outwards and round valleys ; invected, the same
line as the above, only reversed; embattled, a
series of square projections to represent battlements ;
nebulé (clouded) a curiously shaped line supposed
to represent clouds; potenté, a series of crutch-
head projections, like those in the potent fur ; and
indented, a line consisting of a series of saw teeth
of equal size. There are other lines of demarca-
tion, but only the above are commonly met with.

It should be remembered that °° ordinaries ™
may be ornamented with other charges. Thus a
cross may have a crown at the intersection of the
limbs, or may be charged with five escallop shells,
and so on.

Ordinary charges may be displayed in all kinds
of ways. They may be borne in pale, that is one
above the other; in fesse, in a straight line; in
bend, diagonally. If three are specified without any
mention of their position then they should be placed
two above and one below. It is incorrect to reverse
the order of affairs, unless specially directed to do
S0,

We may now brieflv consider some of the com-
mon charges and the peculiarities connected with
them.

First let us take the celestial bodies. The sun
is almost always shown “in his splendour ”* ; that
is to say, the disc is surrounded by rays of light
radiating from it. These rays may be merely a
series of lines of equal or varying length ; they may
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shape of a lozenge, thus only showing a thin rim, it
1s called a mascle, and probably represented a link
of chain armour. Then we have a series of circular
discs which have different names according to their
tinctures. If of gold they are called bezants ;
silver, plates ; red, torteaux ; blue, hurts ; black,
ogres or pellets ; green, pommes ; purple, golpes ;
sanguine, guzes; tenné, oranges. If the plate is
adorned with three blue bands it is called a fountain.
A ring is called an annulet ; if quite small and placed
near the top of the shield it is the sign peculiar to
a fifth son.

Man is represented in many ways: naked,
clothed, and in armour. Heads, hearts, arms and
legs are also used. A wild man, or man of the
woods, is represented naked, with a wreath of leaves
about his loins, with shaggy hair and beard. A
virgin is a young girl ; a ““ girl  is a young deer.

Fabulous beasts are many, and naturally de-
mand most careful handling. The dragon is a four-
footed, bat-winged monster, with scaly body and
forked tongue and tail, and has the build of a lion.
That i1s the heraldic dragon of Europe. But the
syvmbolic dragon of religious legend and of fable is
a ““worm,” that i1s to say its legs are short, its
body and tail long. It is this type of dragon which
is always associated with St. George, and represents
the evil element to be overcome. The Eastern
dragon 1s a still more fearsome monster of the worm
variety.

A grtfin, or gryphon, has the body of a lion,
the beak and foreclaws of an eagle, and wings which
may be either feathered or of the bat type, and it
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reflexed over the back and the heads drawn in
profile. If the lion has his head turned to the
spectator he is said to be guardant ; if looking over
his back he is regardant. If sitting (sejeant) he is
represented in profile as squatting on his hind legs
with his front paws on the ground. If sejeant
affronté, he i1s squatting, facing the spectator, his
front paws elevated. In any case, a lion should be
drawn to look very fierce and show plenty of action.
Lions may be said gencrally to represent courage,
the warrior spirit.

The horse should be given the appearance
of a fiery temper. If rampant it is in the same
attitude as a lion rampant ; if éffrené, 1t should
be upright, with head thrown back and mouth
wide open. Frequently the hoofs are of a different
tincture to that of the animal itself. Unless
otherwise specified, a horse should not be drawn
with any harness.

Heraldic eagles are fierce birds; although
descendants of the birds of Jove, they have
the medieval spirit, and are conventionalised
to represent their war-like tendency. They have
a very scraggy appearance, with ragged feathers,
open beaks, and big grasping claws. They are
generally borne “ displayed,” with wings spread
out like a fan, or merely opened out ; in the latter
case the pinions are on a level with the shoulders,
and the feathers droop downwards. Occasionally
an eagle is shown volant, that is flying in profile.
The French eagle of Napoleon I. and II1., and the
American eagle are more in keeping with the
Roman eagle, a fairly close representation of Nature,
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CHAPTER Y.

HERALDRY : SHIELDS AND OUTSIDE
ORNAMENTS.

SHIELDS are of many shapes, and, as a rule, decora-
tors may use their discretion in the matter of
drawing. It will, however, be wise to see that
the shapes employed harmonise not only with the
character of the general design, but with the period
or the style. In medi@val times we find, among
other shapes, a long shield with square ends, usually
curved to go half way round the body. Sometimes
this long shield has a square top but tapers to
a point. Both of these are often shown partly
in profile. Then we have a long pear shaped
shield with pointed end. Another old form, which
has again come into fashion, and has much decora-
tive value, 1s the spade shield. It is usually only
slightly longer than 1t 1s broad at the top, and
slopes down gradually to a blunt point. If the
spade shield is made as broad as it is long, it has
a squat, ungainly appearance. A modification
on this has square sides to a little past the middle,
and then tapers off to a blunt point. A common
form has square sides but rounded off at the bottom,
and in the middle of the base terminating
in a sharp point ; or the square sides may
be brought low, and then terminate in a
sharp point. Sometimes the top of the shield is
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not drawn with a straight line ; it may be rounded,
though this is rare. But it may have a notch
in the top, supposed to represent a lance rest ;
or there may be two notches, so that the top appears
to have two valleys between three points. Often
the notch is shown on the side towards the top.
About the 16th and 17th centuries a very" florid
style came into vogue, and the outline of the shield
was often curiously irregular, having a sculpturesque
appearance. In these matters the artist's fancy
can have full play. DBut there are certain rules
which must be observed. A square shield should
never be used except for displaying the arms of a
Knight bannaret. The arms of a lady (other
than of blood royal, or a peeress in her own right)
should always be shown on a diamond. A per-
fectly circular shield, technically known as a
target, is reserved for the display of “ illegitimate
heraldry,” “ rebuses,” trade signs, etc. Shields
should not be given a border for mere ornament,
as this may mislead. So the example of the 15th
and 16th century heralds with the florated scrolls
and architectural mouldings should only be followed
with the greatest caution.

Shields are generally drawn perpendicularly,
but in olden times they were frequently shown at
an angle, as though hanging up from one end, and
this style 1s now largely adopted to get away from
too much formality. In such cases the helmet
and crest, or the crest alone, is placed on the upper
angle of the shield. A coat of arms should not
be shown upside down, but this is occasionally done
when a large number of shields are grouped together,
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is to say the shield is divided into four separate
parts by cross lines, and the paternal arms are
placed in the first and third quarters, the maternal
in the second and third. This process may be
repeated indefinitely (as we see in Continental and
Welsh heraldry), the coat having six, eight, ten,
or more quarterings ; but i1f more than two coats
are quartered, then the wvarious coats are not
repeated (unless representing fresh alliances); if
there should be an odd number, then the paternal
coat is repeated in the last quarter. Much the
same procedure is observed in roval and national
heraldry. If a King happens to rule over two
countries, or is pretender to a second crown, he
places the arms of the lesser State (or the coveted
State) in a coat of pretence ; but if the two countries
are politically united, then the arms are quartered.

We may now pass on to the outside ornaments
of the shield. The most important of these is the
crest.,

The crest represented a war emblem. It was
the particular sign worn by a chief on the top of
his helmet, and in this sense the crest preceded
armorial bearings, for the crest in many cases
became a hereditary badge long before shields
were adorned. Properly speaking, therefore, the
crest should form part of the helmet, and we see
many most effective examples of this in very old
sculptures, and illuminated MSS. But early in the
history of heraldry the crest was treated as a
separate device, and was placed either on the helmet
or the wreath. Then the crest was always placed
on the wreath which was placed above, just resting
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profile, the barless vizor down. The airmonal
bearings of women should not be surmounted by
a helmet, nor should helmets be used in civic
heraldry.

Crowns and coronets may be placed just above
or resting upon the shield, or they may be placed
above or upon the helmet. The British Sovereign’s
crown is closed with four arches supporting a large
cross paté; the cap is of crimson velvet, turned
up with ermine ; the band is jewelled, and 1s sur-
mounted by four crosses paté and four fleur-de-lys,
placed alternately. The coronet of the Prince
of Wales is very much like the Sovereign’s crown,
but has only two arches. Other princes and
princesses of the blood Royal have coronet scon-
sisting of a fillet, or band, elaborately jewelled,
and surmounted by a row of crosses paté, and
fleur-de-lys placed alternately ; the cap is of crimson
velvet, turned up with ermine, and is surmounted
by a tassel in the form of a knob and a tuft. The
Duke’s coronet 1s a fillet, surmounted by large
strawberry leaves. A marquess has a fillet support-
ing strawberry leaves alternating with pearls placed
on tall spikes. An earl has a fillet supporting
a series of pearls on the top of tall spikes. A vis-
count has a row of large pearls resting on the fillet.
A baron has nine large pearls (only four showing
when drawn) resting on the fillet. In all these
cases the crowns and coronets may be shown
without the caps, bul in English heraldry the
usual practice is to line every crown or coronet
with a crimson cap turned up with ermine. If,
however, the crest is shown as springing out of
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men or black men ; they may wear special head-
gear or carry specified objects: 1n all these par-
ticulars the decorator must adhere closely to
instructions. Supporters are sometimes used, like
badges, as ornaments apart from the armorial
bearings. This is often the case with our Royal
lion and unicorn.

The motto 1s usually borne on a scroll, supposed
to be a thin silk ribbon, and should be placed
below the coat of arms, or below the crest if the
crest is shown alone. Some old families have their
own war cries, and these are always placed in a
scroll above the crest or helmet.

We have next to consider the mantlings or
lambrequins, the textile framing of the shields,
as it were. First we have the military scarf (or
cointise), generally depending from the helmet
or top of the shield. It is represented as very
ragged (as witness of hard wear and battle), and
is often conventionalised into elaborate foliated
scrolls, . They should be of metal lined with colour,
usually the livery colours. As the scarf was a
badge of military command, it is really only appro-
priate to men. Women have their coats of arms
surrounded by cords. Maidens and widows have
the lac d’amour, a plain cord with running knots.
Married women have the cordeliers, usually two
cords, partly knotted together. Ecclesiastics of
the Roman Catholic Church also wear cords, repre-
senting the girdles of monastic Orders. Knights
of Orders frequently have the badge or crosses of
their Orders pendant from the collar of the Order
placed round the shield. Our Sovereign has his
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CHAPTER YVI.

NATIONAL EMBLEMS: BRITISH AND
COLONIAL.

NATIONAL emblems have frequently to be incor-
porated in schemes of decoration, and in dealing
with them no deviation from essential details
should be allowed to creep in.

National emblems may be roughly divided into
three classes : armorial bearings, flags, and badges.
All these may be combined, or they may be used
separately.

The emblems of the United Kingdom of Great
Britain and Ireland give a good notion of our
political constitution. The arms are borne quar-
terly : 1st and 4th quarter, red with three golden
lions, with blue tongues, teeth, and claws, passant
guardant in pale (one above the other); 2nd
quarter, gold, a red lion rampant, with blue tongue,
teeth and claws, placed within double bordure,
flory counter flory (that is to say, the double bor-
dure is ornamented with fleur-de-lys); 3rd quarter,
blue, a golden harp with silver strings. These
arms appear as above described on the shield,
and also on the Royal Standard (the personal flag
of the Sovereign). The crest is a golden lion,
royally crowned, standing, facing the spectator,
on a crown. The supporters are, on the dexter
side, a golden lion, with blue tongue, teeth and
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harts, bulls, dragons, swans, and other animals,
sometimes in couples, sometimes with the lion.
Such supporters were really the personal badges
of the kings and queens who used them.

The Scottish crest is a lion sejeant affronté
(squatting on its haunches, full face, with arms
extended) royally crowned, on a crown, holding
in its dexter paw a sword, and in its sinister paw
a sceptre.

The Irish crest is a golden triple tower, with
a silver hart springing from the gateway in the
centre tower. The supporters are two silver harts.

It is quite permissible to paint each national
coat of arms in a separate shield, and to use them
apart, or to group them together. If grouped
together the arms of England should be in the
middle, and those of Scotland (in England and
Scotland) on the dexter side. In Ireland, the blue
shield with the Irish harp, would be placed on the
dexter side, thus giving it precedence in its own
country.

The Irish harp has been variously treated. In
early examples it was a fairly good representation
of the bardic harp, as shown in our illustration,
but it soon began to be over-decorated, a scroll
having been first used, which developed into a
head, then the scroll crept down the pillar and
became highly foliated, gradually the head became
that of a weman, and the foliations changed into
flowing draperies, while wings were added, which
formed the neck of the harp. This form of harp
persisted for a long time, in spite of its ugly appear-
ance. With a revival of decorative art, there
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on one stalk, this being the badge of her mother.
James I. made use of half a Tudor rose and half a
thistle, united down the middle, and generally
shown crowned. I have already described the
diversity of form of the heraldic rose, and it is only
necessary here to dwell on the fact that the rose
as a national badge has been freely treated, the
blossom being the wild hedge flower, cultivated
species (both treated either naturally or conven-
tionally) or the purely heraldic device. But ever
since the days of Henry VII. the red and white
have been combined in some way or other. It
may be shown alone (some fine effects were obtained
bv old decorators with single conventional roses
on stalk with leaves, the blossom crowned) ; or it
may be combined as shown in connection with the
Royal arms. I have seen a good design for a frieze
showing a golden lion holding over its back a staff
with the banner of St. George passant amidst
conventional bunches of red and white roses.

The Scottish thistle may be treated naturally
or conventionally. The flower is purple or ame-
thyst, the leaves green. It is an emblem of watch-
fulness, of being on the defence, as the national
motto, ** Nemo me impune lacessit,” shown on a
scroll above the badge, explains. The motto
under the crest is *“ In Defence.”

The Irish shamrock is a three lobed green leaf.
It is shown either as a formal heraldic trefoil,
with equal lobes, slightly heart shaped, and short
curved stalk, or as a bunch of natural shamrock.
It should be green, but is sometimes gold. The
motto for this badge is “ Tria Juncta in uno,” It
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have a thin white edge, a broad red band, and
beneath these a broad white band. The broad
white diagonal bands should be equal in thickness
to the red bands with their thin white edge. The
combined St. Andrew and 5t. Patrick crosses
should be equal in thickness to the red cross of
St. George, not taking into account its white
edging. This arrangement should be closely adhered
to, as it has both emblematic and political impor-
tance. Viceroys and Governors of Colonies place
the arms or badges of their province within a laurel
wreath at the intersection of the crosses.

For use on the sea we have special flags.
Government ships (and the Royal Yacht Squadron)
fly a white ensign. This is St. George’s flag, white
with a red cross, with the Union Jack in the upper
quarter,

Ships of the Royal Naval Reserve, and yachts
belonging to clubs entitled to the prefix *“ Royal,”
fly a blue ensign, which is a blue flag with the Union
Jack in the upper quarter. Merchant wvessels and
pleasure boats fly a red ensign, a red flag with the
Union Jack in the upper quarter. The Jack should
always be uppermost and attached to the staff
or line. To reverse the order of affairs is to hang
out a signal of distress. The colonies generally
emblazon their arms or badges in the flies of the
flags. The Commonwealth of Australia, however,
has adopted a special flag. It is the blue ensign
for Government vessels, and the red ensign for
trading vessels; beneath the Union Jack is a
large silver star of six points, and in the fly are
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CHAPTER VIIL

NATIONAL EMBLEMS : FOREIGN
COUNTRIES.

TaE armorial bearings of the United States of
America are as follows : A brown eagle displayed,
its wings uplifted, in its dexter claw a bunch of
laurels, and in its sinister claw a bundle of arrows,
in its beak is a floating scroll bearing the motto
““ Pluribus in Unium.” On the chest is a shield :
stlver, six red pallets (perpendicular stripes) ; on a
blue chief, forty-four silver stars. Above the
eagle are a number of stars on a blue ground,
surrounded by a ring of silver clouds. The eagle,
it is to be observed, is not of the heraldic order,
but approximates to the natural bird, or the eagles
seen in Roman art. The flag is red with six white
horizontal stripes, the flag being divided up into
thirteen stripes (the original number of the States
forming the Union), of equal thickness. The top
and bottom stripes are, therefore, red. In the
upper part is a blue quarter, the base of which
rests on the top of the fourth white stripe; on
the blue field are forty-four silver stars, representing
the States and territories in the Union. The stars
are placed in a row of eight, four rows of seven
each, and one row of eight. They are placed to
form horizontal lines, and diagonal, not per-
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with open beak, conceived in the medi@val spint.
The tail feathers, as well as the feathers of the
wings, should be spread out fan fashion. The
German national flag has three horizontal stripes
of equal width, black, white, and red, the black
uppermost.

Austria also has an eagle. It i1s double headed
to signify dominion over West and East, the
Emperors of Austria claiming to be inheritors
of the Holy Roman Empire. The eagle is dis-
played, its wings elevated, and feathers spread
out. It 1s not crowned but has an imperial closed
crown with long streamers placed between the
heads. In its dexter claw it holds a drawn sword
and sceptre, in its sinister claw an imperial orb.
On the chest is an escutcheon, divided into three
horizontal bands of equal width, red, white, red,
within a yellow border. These are usually impaled
with the arms of Hungary. Round the necks of
the eagle and surrounding the escutcheon is a
collar of golden links, from which depends the
badge of the golden fleece (i.e., a sheep's skin, with
head and feet). Displayed on the wings and body,
in a semi-circle, arc ten small shields, bearing
the arms of the various kingdoms, duchies, etc.,
forming the Empire. The national flag is divided
into three horizontal bands of equal widths, red,
white, and red. For Austria-Hungary, the lower
band 1s divided perpendicularly, into two halves,
the one near the staff being red, the other one
green. Carnations of different colours have been
adopted by political parties in Austria and are
worn as emblems.
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of pretence are three golden fleur-de-lys (two above,
one below) on a blue field. The shield is surrounded
by the collar of the Order of the Golden Ileece,
with the badge pendant. The King of Spain bears
a far more elaborate coat of arms, displaying the
insignia of other parts of his dominion, as well
as his descent and family alliances. The supporters
are the pillars of Hercules, two architectural columns
with base, shaft and capital. The Spanish national
colours are yellow and red. The yellow flag has
two narrow red stripes placed horizontally. Above
the top red band and below the lower one there
should be a yellow band of equal thickness. The
centre yellow band should be of equal thickness
to a red and yellow outer band. The pomegranate
is often used as a Spanish floral emblem.

Portugal has a red shield with an orle formed
of six towers in a ring, and in the middle is a white
shield of pretence bearing five red escutcheons
arranged in the form of a cross, each bearing a
silver cross-crosslet. The Portuguese national flag
is divided into two halves perpendicularly, the half
near the staff being blue, the free half white.
Over this are placed the national arms.

The Danish flag 1s red with a white Latin
cross, placed horizontally, that is to say the arm
in the fly 1s longer than the other three. In the
war ensign part of the fly is cut away in wedge
shape, thus giving a point at top and bottom. The
arms of Holland are a blue shield, powdered with
gold billets (small cubes, like bricks), thereon a
golden lion, with blue tongue, teeth, and claws,
rampant crowned, and holding in its sinister paw a
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staff, is a blue square with a white cross. The top
of the square should rest on the top of the third
white stripe.

The Roumanian flag 1s divided intc three
perpendicular bands, blue, yellow, aud red; the
blue nearest the staff, the red in the fly.

Servia's flag is divided into three horizontal
bands of equal width, red, blue and white, the red
being uppermost.

Bulgaria's flag 1s also divided into three hori-
zontal bands, white, green and red; the white
being uppermost.

The Turkish flag 1s red with a golden crescent,
a star of five points being shown nearly within the
horns of the crescent.

The Egyptian flag is crimson. Near the staff
are two silver crescents one above the other, and
a third just in front of the horns of the other two.
Nearly within the horns of each of the crescents is a
silver star of five points.

The Persian flag is white, with a border round
the sides of 1t (top, fly, and bottom) of a red stripe
and a green stripe, the red stripe being outwards.
Walking on the lower green stripe is the red lion of
Persia facing the spectator, the dexter paw uplifted
and holding a scimitar, the tail reflexed over the
back. Behind the lion is a golden sun in splendour.
In the royal standard, a Persian crown is placed
just above the sun.

The Japanese royal standard is scarlet with
a gold_chrysanthemum. The flower is formed with
sixteen petals, club-like in form, the points radiating
from the central small disc ; the broad edge of the
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petals curves outwards, and between each pair
is a gold dot. The national flag is white, with
a sun in splendour. In this case the sun is repre-
sented by a red disc, slightly nearer the staff than
the outer edge. Radiating from it are sixteen
red rays, wedge-like in form, broadening outwards.
The floral symbols of Japan are the chrysanthemum
and the cherry blossom.,

The Chinese royal standard 1s yellow, with
a green dragon, with red breast, its forked tongue
encircling a small red disc.

Siam has a red flag adorned with a large silver
elephant shown in profile.

Mexico has a brown eagle perched on a prickly
cactus, holding in its claw and beak a snake. These
are all religious sun emblems of the old Indian
inhabitants of Mexico. This emblem is placed on
the white band of the Mexician tri-colour flag,
green, white, and red, vertical bands of equal
width, green next to the staff.

Among the chief of the South American flags
the following may be particularised :—

Brazil has a green flag with a large vellow
diamond, and thercon a blue disc bearing the
Southern constellation, and a silver band across it
with the motto: *° Ordem e Progresso.”

Argentine, a broad white horizontal stripe
between two pale blue stripes of equal width ; on
the white stripe, near the staff, a golden sun in its
splendour.

Chile : a white and red flag, divided hori-
zontally with a blue canton bearing a silver star
of five points.
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CHAPTER VI1II.
RELIGIOUS AND ECCLESIASTICAL SYMBOLS.

ALL religions, symbolical in themselves, are closely
associated with symbols. Many ol those used
to-day in Christian art are legacies to us from
earlier forms of religion.

Probably the most numerous class of such
symbols are derived from the plant world, and we
have discussed many of these in Chapter III. Tt
will be only necessary here to remind readers that
the vine, the pomegranate, and the fig tree are
usually treated as flat bush-like plants, with branches
covered with sparse leaves, outstretching from the
root and spreading over walls. Palms, unless
forming part of a picture, take the form of the single
leaf. Most of the flowers, the lilies and roses, are
also generally treated as single specimens or grouped.

But the rose may also be treated as a bush or
creeper. The passion flower can also be shown as a
creeper, or single blossoms witha few leaves. These
flowers may be either white with a red or a blue
corola, or blue with a yellow (or golden) corola.
It has ten pointed petals, a prominent corola form-
ing a crown round the stamen, which have hammer
heads. The yew, the bay, and other evergreens are
often given a cruciform outline. The burning bush
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pentacle, trilobes, lamb, and cross), are represented
with light radiating from them. In some cases
this i1s seen as a faint luminosity surrounding them,
shown as a pale goldenlight, densest near the centre,
and fading off into the surrounding atmosphere.
This vague light may be shown about the head
only. We next have the distinct glory or nimbus, in
its simplest form a ring of light (red, gold, or silver,
as the art needs may dictate) above or behind the
head. This 1s one of the earliest forms, and one
which has persisted i favour with many of the
best artists. But the glory has been treated with
considerable divergence. We sometimes see it as
a red, gold, or silver disc behind the head (and
black discs have been used to distinguish Judas,
and the snake or dragon representing the Evil
Spirit).  This disc 1s often given a very solid appear-
ance, and highly ornamented with various designs.
Another form is what has been called the cart-
wheel : a ring of gold connected with the head by
a golden cross. Sometimes the disc itself is orna-
mented with crosses. Again, we may have rays of
light radiating from the head (or the symbol) in
the form of the cross. An aureole is a nimbus
carried right round the figure, and is rarely used
except for the Saviour and the Virgin. The almond
is an elliptical aureole surrounding the upper part
of the body ; 1t is usually in the form of a laminous
band with rays pointing outwards. The Saviour is
also occasionally shown within the wvesica piscis,
or fish bladder (the fish was a very ancient religious
symbol, and became closely associated with Christ) ;
it is represented by an elliptical ring. Occasionally,
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In Christian art we see it as the emblem of St. John.
Eagles are often shown with outspread wings bear-
ing books or scrolls on their backs, often flying
amidst clouds. It was an idea adopted {from
ancient mythology, and is the origin of our eagle
lecterns. The eagle in religious art should closely
approach the bird known to natural history ; only
slight conventionalising 1s permissible ; while
making the bird grand we must avoid making it
fierce like the heraldic eagle.

The dove stands for the Holy Spirit. It is
usually shown with outspread wings and tail, as
though plunging down from the clouds, and is
surrounded by rays of light. As the bird of peace,
it is shown flving in profile, bearing in its beak either
a branch of olive or a scroll.

The cock is the emblem of watchfulness, and
on account of its matutinal welcome of the sun is
placed on the top of steeples ; it is also associated
with St. Peter in his hour of humiliation.

Resurrection is represented by two birds—
the peacock, on account of the magnificence of its
feathers (so the breast and tail feathers should be
made as brilliant as possible) and the supposed
imcorruptibility of its flesh; and the pheenix. The
pheenix is a fierce looking bird of the eagle type,
always represented as rising from the flames. It
was supposed to live for ever, renewing its youth
by periodically cremating itself. It used to be a
favourite subject for the decorator. and certainly
lends itself to most effective treatment. It is some-
times employed as the type of the Church, which
rises superior to persecution.
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The pelican, almost always shown in “ her
piety,” is an emblem of Christian charity, and of
maternal love. Legend said that the pelican in
times of scarcity would feed its young with its own
blood. Tt is, therefore, shown in a nest pecking its
breast from which the blood flows into the open
bills of the small pelicans surrounding the mother.
It is always shown as a fairly long necked bird with
a sharp beak. It is not a subject which lends itself
to realistic treatment ; we must use the bird of
legend, not attempt to represent the pelican of
natural history.

I have already alluded to the cross, and the
many forms 1t 1s given. It should be mentioned
here that the Latin cross is often turned into a
crucifix in Roman Catholic churches, the figure of
the Saviour being painted on the cross. It is then
usually placed on three steps—which represent
faith, hope and charity. This “ graded " cross is
often shown plain. The nimbus in some form or
other 1s frequently used in conjunction with the
cross. Sometimes we have a ring of light at the
top or round the intersection of the four limbs, or
we may have rays of light at the juncture of
the four limbs. Sometimes this part is thickened
either into a square or a disc, and if the disc is
pierced we votain the Celtic form of the cross, which
is highly ornamental. This same idea of the glorifi-
cation of the cross is shown by decorating it with
flowers, creepers, or wreaths ; or it may be shown
as sprouting with buds at the ends of the limbs.
This was the origin of the budded and flory crosses,
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to a pretty frieze used in a Blackpool church : here
we see a series of triangles with fleur-de-lys. This
is excellent in intention, as it associates the Trinity
with the Virgin, but it is faulty inasmuch as the
triangle is not equilateral, and therefore its meaning
is vitiated. As a matter of fact, had the proper
geometrical figure been used, the artistic effect
would also have been improved. The triangle may
be represented as solid, but is usually formed of a
thin band ; in medizval Christian art an eye was
often painted in the centre. Sometimes we have a
double triangle, forming the hexagon, with its six
points. This idea is also represented by the tri-
lobes, which may be either purely geometrical or
botanical, such as the trefoils, shamrocks, etc.
Here, too, each lobe should be strictly of equal
proportions. Often a trilobe is shown inside a tri-
angle, or a triangle inside a trilobe. One form of
this emblem is the mystic triquestra, a riband
without end, so entwined as to form a trilobe with
a central triangle. In Celtic art we frequently find
this kind of strap work used in religious symbolism :
we find the endless riband twined to form a cross
placed within a circle.

Eternity is represented by a circle, or more
often by a snake with its tail in its mouth, forming
a complete ring. These both represent something
“without end,” and in their original form stood
for the sun, to which the snake was dedicated,
the supposed diurnal travelling round the world
by the sun being symbolised by the circling serpent.
The pentacle, always regarded as a mystic symbol,
consists of five straight lines, so arranged as to
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Sometimes Tritons, beardless men with sea attri-
butes, surround him ; they are generally shown as
blowing on the murex, a large, squat spiral bell.
Then we have beautiful Aphrodite, who rose from
the sea foam, and is the companion of Nereus, the
Greek Neptune. She is represented as a lovely
girl, scantily clothed, either enthroned in a large
fan-like pink and yellow shell, or riding a dolphin.
The shell is usually drawn by sea horses or dolphins.
She 1s surrounded by her daughters, the youthiful
Nereids, swimming or reposing on the backs of
dolphins. Mermen and mermaids, unlike the Tritons
and Nereids, are half human, half fish, as from the
waist downwards they have scaly fish tails. The
mermaids have long hair, and in heraldry they are
almost invariably represented as holding a hand
mirror and a comb.

The trident, conch shell (murex), dolphin, and
sea horse, are often shown alone or in combination
with the above or other sea symbols. The sea-
horse of matural history, a quaint bony creature,
1s also frequently used in decoration, as are other
fish. The arms of Iceland are a crowned stockfish ;
a salmon appears on a wavy blue band on the
escutcheon of Nova Scotia; and they also disport
themselves on many Scottish shields, including
that of the City of Glasgow .

Among the sea bids we have the cormorant,
as seen on the arms of Liverpool, the sea gull, and
the albatross, with its huge far-stretching wings.
The latter bird represents distant seas, long sea
voyages.
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Ships have always entered largely into decora-
tive art work. We find them on Egyptian monu-
ments, in Asiatic, Greek, Roman, medieval and
modern European art, and as I have shown, they had
a religious meaning. The artist’s fancy has free
play in the treatment of ships. Apart from the
Biblical ark, we have many forms of boats to choose
from, ranging from the Roman galley, through the
medieval warship, with its high forecastle and poop,
to more or less conventionalised modern vessels.
The Roman type is generally shown with a low hull
wherein we see one or two banks of rowers ; the
prow rises into a peak ; the stern also rises and
forms a fighting deck. The conventional type of
medizeval ships has a heavy hull, rising to a castle
fore and aft, with battlemented sides; they may
have one, two, or three masts, usually provided
with fighting tops. Often such ships have large
shields, emblazoned with armorial bearings hung
over the sides; the masts are also adorned with
armorial flags, and heraldic insignia may be painted
on the swelling sails. These old ships are frequently
quaintly designed, and are painted as though built
of small blocks of wood, so that the hull has the
appearance of a masoned wall. The type of ship
chosen will, of course, depend upon the general style
of decoration of which it is to form part, unless
heraldic shields are to be used, when the two styles
need not necessarily correspond. Masts with fight-
ing tops, sails and pennons flying, are often shown
as separate symbols. We also find oars in common
use where traffic on or jurisdiction over the waters
is desired to be shown. Two crossed oars (in saltire)
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two crossed in saltire ; or even mounted on their
carriages. Rifles are often borne in saltire, or we
may have a combination of three. Swords and
scimitars are treated in the same way. So are
lances. Cannon balls are generally shown piled up
in pyramid form. Grenades, on the other hand, are
shown singly. They are round balls with a lip,
where a wavy flame bursts forth. Then we have
military bugles and drums. All lancer regiments
have crossed lances, with a small forked pennon,
half red and half white (horizontal bands), shown
in connection with their badges (such as the death’s
head and crossed thigh bones of the 17th, the
Prince of Wales's feathers of the 12th, and the
crowned harp of the s5th). The Grenadier Guards
have a grenade; the Coldstreams, a white heraldic
rose ; the Scots, a thistle ; the Irish, a green shamrock.
the Artillery, cannon and cannon balls. Rifle and
light infantry regiments always have a bugle, in
the form of a hunter’s horn, except the King's
Own Yorkshire (51st and 1os5th Foot), and the
Highland Light Infantry (71st and 75th Foot),
whose bugles have the usual military twist, forming
a handle.

Among other military and war emblems are
certain forms of crowns. 1 have already shown
that the oak and laurel wreath is used as a mark
of honour for victorious commanders. The Romans
also awarded mural and palisade crowns. The
mural crown has a castellated top, and is shown
masoned. It was originally awarded to those who
took a fortified place by storm ; it was later adopted
as a civic insignia by fortified towns, but is now
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very generally considered as a civic crown. The
palisade crown consists of a broad fillet to which
are nailed series of spikes. It was usually awarded
to one who had captured a stockade or camp. The
naval crown has the fillet adorned with a row of
ships’ prows and ships’ square sails, placed alter-
nately.
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Roman magistrates was used as a law symbol, but
it became under the first French Republic an
emblem of civic power, and that is its most usual
modern significance.

Medicine is generally represented by Hygeia, the
Goddess of Health, in loose flowing robes, carrying
a flat goblet with long foot ; curling round the foot,
its neck and head arched over the cup, is a snake
distilling drops of venom. The snake represented
wisdom, and Hygeia converted venom into healing
drugs. Hermes and Apollo have both been con-
sidered patrons of the healing art: the youthful
Apollo because he was the god of light and know-
ledge ; Hermes, or Mercury, because he was in the
secrets of the gods, and their messenger. Hermes
was especially connected with alchemy, the fore-
runner of chemistry. Hence we often find a modi-
fied form of the Caduces (or Hermetic wand) used
in connection with medicine. The wand is topped
not by a pair of wings, but by an oval mirror;
round the wand 1s a snake, its head bent, looking
into the magic mirror, #.e., wisdom looking into the
future.

Music 1s represented by Apollo, a youth of
great beauty carrying a lyre, and often accompanied
by a swan. The lyre should be in the form of two
tall horns, rising and then bending outwards,
slightly ; at the base is a handle; near the top, a
bar from which strings descend to the base. The
lyre is frequently used alone, orin combination with
the harp (which should have a short slender pillar,
leaning outwards, joined to a broad, long sounding
board by a gracefully curved neck, thus forming a



EMBLEMS AND DEVICES. 113

LY A E | (=L TS
sTaINED LA (ARTooN
By BUANE =JONMES

PRALTERY K FLOM
PAINTED DELCORATION
BY OURNE=-JOMNES

[Fiercnea-cLavron]
STCnERCLAYTO

H SYMBOLS OF VOCAL MUSIC AND OF POETRY,



I14 DECORATORS' SYMBOLS,

triangle with sides of unequal length); Pan’s pipes
(a series of reeds each shorter than the other, and
fastened together to form a step-like arrangement),
drums and cymbals. The swan is also assigned to
music, because it was the bird of Apollo, and also
because legend said that the swan just before it
died sang an exquisitely beautiful song. The
other arts are variously represented. Painting has
the palette and malstick ; sculpture the chisel and
hammer ; letters have the quill pen, ink horns,
scrolls, and books.

The stage is represented by masks, tragic and
comic, such as were worn by actors in olden times ;
also by Folly's wand, topped by a comic head with
cap and cape, having long points decorated with little
bells, tambourine, and other attributes of different
branches of scenic art. Thalia 1s the Muse of
Comedy ; she is a young girl in loose robes, carries
a comic mask and a shepherd’s crook ; Melpomone,
a matron, 1s the Muse of Traged} and carries a tragic

mask ; TLrpblclmrL a girl, is the Muse uf. Dancing,
and carries a lyre.

The scholastic world, at least in medieval times,
was boldly represented by the birch and scourge,
as we see by the ancient carved whip of three
tails in Winchester College, by the scourges on the
armorial bearings of the Abbey of Croyland, in the
arms of the former College des Quatres Nations in
Paris, and by the old Paris school signs hung out
over the doorways showing a boy under castigation.
Now, however, the sedate Minerva, crowned with
a Roman helmet, and accompanied by her owl, cock
and olive branch, and Urania, the Muse of Astro-
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nomy, with her globe, staff, and compasses, must
stand for Education.

Agriculture may be represented by Demeter,
who watches over the products of the earth. She
is shown as a matron, draped and wearing a veil.
She generally carries a cornucopia, or horn of plenty,
filled with fruits and flowers. Demeter, under the
name of Ceres, is represented as the Goddess of
Corn. She 1s young, her hair is adorned with ears
of wheat, and a sickle. Pomona, the Goddess of
Fruit, is young ; Flora is the Goddess of Flowers,
and is adorned with a wreath and garland of flowers.
Cornucopias, sickles, sheaths of corn, are also shown
separately or together, as symbols of agriculture
and plenty. The scythe is also used, but it stands
generally for a more subtle meaning, the passing of
Time.

The attributes of sport may perhaps be men-
tioned here. Diana, a vigorous young woman in
short tunic, wearing sandles, adorned with a crescent
in her hair, and carrying bow and arrow and a
spear, 1s the patroness of hunting. The bow and
arrow are sometimes shown alone. St. Hubert is
the patron saint of hunting. He is usually repre-
sented in the dress of a monk, and has by his side a
stag with a cross growing from its forehead between
the antlers. Legend says Hubert was a nobleman
who gave up all his time to jollity and hunting, until
one day, alfter chasing a milk white stag, the poor
beast, wounded, turned as though pleading, and
between its antlers there appeared a large cross.
Hubert was converted, and became a hermit in the
woods, a sylvan apostle to hunters. The head of
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youth, in short tunic, wearing a skull cap with a
flat border, and adorned with wings. He also has
wings on his feet, either a pair on each foot, or one
wing springing from the outside behind the shin ;
or he may wear the talaria, sandles with wings
attached. He carries a winged wand, twined about
with one or two snakes. He is the embodiment of
swiftness and intelligence, and 1s, therefore, the
natural representative of Pressmen, and is, of course,
much wanted by commercial men.

In the olden days, when every tradesman hung
out a sign over his door, every calling had its proper
emblem. It is true that many of the most beautiful
signs were merely symbols, representing the trade
by analogy. Thus, the goldsmiths used as their
sign the sun, as gold was the sun metal ; they also
used the sunflower, the marigold. Child's Bank in
the Strand formerly had a charming rebus, consist-
ing of a sun in splendour shining down on a marigold.
It was the old trade sign of the firm of goldsmiths
who founded the bank. At other times, a trader
took as a sign the attributes of his patron saint. If
he was a builder that was all right, for his patron,
St. Thomas, carried a builder's square. But we
have many other trade emblems used as decorative
symbols. Among these are the “ staff cross ' used
by the Glaziers’ Company, and composed of two
measuring rules, placed in the form of the cross.
Rope makers have given us a “‘ cross of cords "
and the ‘‘ corded cross,”” 7.e., a cross made out of
two pieces of thick rope, and a cross twined about
with cord. Masons have given us the trowel ;
labourers, the pickaxe, spade, fork ; carpenters
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few weeks or years. The dyers’ arms naturally
embodied trade emblems, because those of fighters
embodied matters relating to their trade. The
earliest German dyers’ arms date from the early
part of the 14th century. The supporters are lions
clawing a woad vat, and the crest consists of two
crossed jiggers. A crown surmounts the whole,
probably because the designers wanted something
grand, and could not think of anything else.

In 1623 the black dyers adopted a special
coat of arms, the shield bearing a green dyeing
boiler on a white field. The supporters are : dexter,
a lion holding a sword : sinister, a dyer in the
costume of the period holding up a stick for some
unknown purpose, perhaps to stir the vat or to
defend himself against the lion.. The crest is a
rolled up piece of cloth. The blue dyers were very
late in choosing a coat of arms. Their shield
bore various implements of their trade, almost all
being represented in the arms of various guilds.
It must be admitted with regret that a cotton
printers’ coat of arms is extant which bears a
heraldic representation of a bowl printing machine.

The industry of providing coats of arms for
dyers, textile workers, and other traders has of late
revived, and various sources of inspiration are
resorted to, such as seals, coins, and tokens, old
pictures and heraldic records of every kind. The
old heraldic rules of blazonry are neglected almost
entirely and the advertising spirit of the age is
now the chief factor, although an outward semblance
of obedience to the older usages is still kept up
as far as possible,
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Fortune is generally represented by a winged
wheel, the wings being attached to the hub. Of
recent years this symbol has been often appropriated
by both cyclists and motorists, who incorporate
the wheel of fortune in their club badges.

Fame is represented by a youthful female
figure blowing a long trumpet or horn. The long
horn, with a laurel wreath round, is frequently
shown alone.

The quiver and dainty bow are the emblems
of Cupid, the god of love, and the elegantly formed
torch with clear, bright flame is the torch of
Hymen.

The Fates are shown as three veiled women.
One fills the spindle or distaff with wool, a second
spins the thread, and the third, armed with a pair
of scissors, severs the thread of life. The spindle,
or distaff, alone 1s the symbol of womanhood,
domesticity.

Bees and beehives symbolise industry. They
have, however, also been given a political mean-
ing, and have been adopted as an emblem of the
Republican form of government. Napoleon 1.,
it should be mentioned, adopted the golden bee
as his badge, and the third Napoleon also used
it.

A web, with a spider in its centre, represents
perseverance.

Urns have largely entered into symbolism. If
shown in conjunction with fruits and cereals or
cakes, they are supposed to be filled with wine
and oil, and so stand for plenty. They also repre-
sent plenty in another form—when they symbolise
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rivers or springs ; they are then generally associated
with bulrushes, water lilies, and other water plants.
A small, slim, elegantly shaped urn, shown tilted
and dropping clear amber oil, is the cruise of religious
symbolism, and represents holy life. Then we
have the varied forms of funeral urns representing
man as a ‘“ vessel.” It is often shown as broken,
to portray the lifeless body, but in Christian art
this also told of the escape of the soul. The veil
which often partly covers the urn is the funeral
robe, 1tself symbolising the *“ sackcloth " of mourn-
Ing.

Formerly the rebus was largely used both in
heraldry and in trade symbolism. Thus we have,
in heraldry, the strawberry plant (fraisier) of the
Frasers, the crowing cock of the Cockaignes, Cock-
burns, Cockerells, etc. In Westminster Abbey
may be seen the rebuses of Bishop Islip, a small
tree branch and an eye, and secondly, a man slipping
from a tree. Many of the old painters used a
symbol which was a pun upon their names. Mr.
Walter Crane signs his works with a crane. The
butterfly of Whistler, we may suppose, rather
represented his nature. This form of symbolism
may be made of effective use in our own days.
Pears, of soap fame, often use a couple of pears
with leaves, and other equally good examples
might be cited. In this matter of devising a rebus
there 1s a very good scope for the decorative artist
to exercise his ingenuity. There is no reason why
the present generation should not produce as good
results as we find in the past.
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ecclesiastical hats. We have the same thing In
the lac d’amour, cords with running knots, placed
round the armorial shields of maids and widows,
and the knotted double cordelliers used by married
women 1n a like manner.

Charming effects can be produced by represen-
tations of interlaced knotted cords, ribands and
chains. It is quite in accordance with the sym-
bolism of the subject that the cords and knots
should be treated as a means of harmonising the
diverse parts of a design. Thus we see a cable
uniting a trident and a rudder ; a true lovers’ knot
interlaced with the initials of the man and the maid.
This treatment of knots 1s particularly noticeable
with the heraldic variety. In the badge of the
Lords Dacre the Bourchier knot is made to unite
the silver escallop shell of the Dacres with rugged
staff of the Newvills. The Hastings knot unites a
garb and the sickle of the Hungerfords. In some
cases the knots may have been originally adopted
by reason of the habit of choosing a badge having
a punning allusion to the family name or title, a
most useful method of memorising, examples of which
have been mentioned in the last chapter. This
was probably the case with the Bowen and Lacy
knots. But in many instances these badges are
remnants of very ancient symbolism. Some of these
take us back to the labyrinth ; for example, the
Lacy badge, which is not unlike the maze of Crete
as seen on old coins, or the mystic twinings of the
Celtic designs. Others, like the Stafford and the
Wake, are reminiscent of the knotted snake often
used as a crest or heraldic charge, and which goes
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directly back to the symbolism of nearly all sun
worshippers, perhaps the most perfect examples of
which are shown in the wondrously curved and
twisted asps and serpents of ancient Egyptian
carvings.

On referring to the plate of heraldic knots it
will be seen what can be done with such simple
means for decorative purposes, how striking an
effect can be produced by a mere twist, and how
that may be elaborated almost indefinitely without
losing its characteristics. This 1s shown to great
advantage 1n the old Celtic designs, such as those
which may be studied in the Book of Kells, and on
the ancient crosses. It cannot fail to be recognised
how at once decorative and significant are the
Celtic twinings, often involving a line * without
end " acting as a frame for, and itself merging into
a cross. The same 1dea was present in the mystic
triquestra referred to when discussing religious
emblems in a previous chapter.

Where it is desired to convey a general sense
of strength and binding, the cord and knot are
worthy of the decorator’s attention, for they are
capable of most graceful treatment, and consider-
able variation both as to form and detail. We
may have the plain band, or the rope with
regularly twisted strands, thus admitting of light
and shade to obtain the round effect. The sinuosity
and symmetry of such designs delighted a more
painstaking and reflective generation, and their
beauty has not quite lost its force even in this age.
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PETZENDORFER'S LETTER BOOK.

This superb work consists of 141 plates printed on paper measuring 13§ in.
by g} in., and comprising several hundred different styles of alphabets and letters,
etc. It is by far the finest and most comprehensive work of the kind ever issued ;
and sign painters, designers and others will find it invaluable in suggesting new
sivles. The plates are handsomely printed, many in different colours, and the
book is strongly bound in cloth in a patent binding in such a manner that the book
opens flat.  In addition to several hundred alphabets for plain letters there are

many ornamental letters and several hundred monograms.
23/

THE PAINTERS' AND BUILDERS’
POCKET BOOK.

By PETER MATTHEWS.

Consists of 156 pages, strongly bound, and issued in a form that will occupy
but little room in the pocket. It contains a large amount of information of the
greatest use to Painters, Decorators, and Builders in their everwvday work. The
contents may be divided up as follows :—

1.—~PAINTERS" PricES.—A complete list of prices for all kinds of Painters’
Work, including FPlain Painting, Paperhanging (Plain and Relief), Dis-
tempering, Gilding, Graining, Sign Writing, ete., ete.

2.—Maxy Userrr Tapres which will save much time in calculating. For
example : Tables giving Wall Spaces in yards for different sized Rooms,
Wages Tables, Wall Paper Tables, Oil and Turpentine Caleunlator, Table
of Discounts and Profits, Materials Required, etc.

3.—CoMPLETE RuULEs ¥ror PaixtErs" MeasureMENTS.—(NOTE.—These
rules, together with the prices, form a Complete Guide to Estimating
Painters’ Work.)

4.—Corovr Mixinc.—Instructions for Mixing about goo0 different colours

5.—DEFECTS 1IN PAINTING AND How 10 REMeEDY THEM.—Damp Walls—
Shop Window Sweating—Cleaning Discoloured Stone Work— Efflores-
ence on Brick Work—Varnish Blooming—Resin in Varnish—Loss of
Gloss—DBlistering—Crawling Paint—Tacky Varnish Work—Stained
Ceilings—Colours Fading, ete.

6.—MopErN STvLES OF LETTERING FOR SicN PAINTERS.—Six pages.

7~—How 1o SET Our Worg, and Practical Geometry (illustrated).

8.—SymuoLs a¥p Emerems Usep v CuvrcH Decoration, on Flags, in
Heraldry, ete., ete. (ilustrated).

9.—Loxcise Dictioxary oF Terms used in Painting, Building, Architecture,
Art, Applied Chemistry, ete., ete., with many illustrations (70 pages).
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LEE’'S “PRICELESS RECIPES.”
Compiled by Dr. N. T. OLIVER,

A Valuable Collection of tried Formule and Simple Methods for Mechanics,
Manufacturers, Painters, Paper-hangers, Builders, Woodworkers, Housekeepers,
Druggists, Chemists, Perfumers, Dyers, etc., alphabetically indexed.

I'his unique work consists of 368 pages, and contains 3000 Recipes for pretty
well every and any purpose that can be conceived.
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Orders to be sent to—

THE TRADE PAPERS PUBLISHING C(O., LTD.,
365, Birkbeck Chambers, High Holborn, London, “W.C.















