






All human interests 
combining human 
endeavors and so- 
cial growths in this 
world have, at a cer- 
tain stage of their 
developmeat, re- 
quired organization: 
and Work, the 
grandest of human 
interests, does now 
require it : : : : 

ThornaB Carlyle 

4 

Truly a boundless 
significance lies in 
work, whereby the 
humblest craftsman 
comes to attain 
much which is of 
indispensable use, 
but which he who is 
of no craft, were he 
never so high, runs 
the risk of missing 

Thomas Carlyle 

He that can work is 
a born king of some- 
thing : : : : : : 

Thomas Catlyle 

We stand for an ed- 
ucation that is of the 
deed and not of the 
word, a training in 
practicality at every 
turn : : : : : : : 

Thomas Crrlyle 

Laborare est Orare: 
to work is to pray 

Maxim of !he Monks 
of the Middle Asea 



The wealth of na= 
tions, as of men, 
consists in sub= 
stance not in ciphers 

John Ruskin 

Intelligence is per- 
fected not in one, in 
another, or in many. 
but in all : : : : : 

Giotdano Bruno 

Only mankind to- 
gether is the true 
man. The individual 
can be joyous and 
happy only when he 
has the ccurage to 
feel himself not the 
whole : : : : : : 

Goethe 

That man is richest 
who, having per- 
fected his functions 
to the utmost, has 
also the widest help- 
ful influence, both 
personal and by 
means of his pos- 
sessions over the 
lives of others : : 

William Morris 
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Foreword 
HE CRAFTSMAN for December presents an arti- 
cle upon L’Art Nouveau, by Professor A. D. F. 
Hamlin of Columbia University. This paper will 
prove of great value to those who are interested in 
the modern impulse of which it treats; as it clearly 
and succinctly defines an elusive subject. It is no 

plea for or against a movement which, while it has raised up fer- 
vent adherents, has also excited the most bitter opposition and 
criticism. The paper is a plain statement of facts made without 
prejudice and with the intention of correcting error and of diffus- 
ing real knowledge. It is confined to the consideration of a single 
art-architecture,-but as it is through this medium that the 
aesthetic impulse-or, in the belief of many-that the very spirit 
of an age best expresses itself, the definition of L’Art Nouveau 
here given may be accepted as one which affects and includes the 
sister and the lesser arts. 
By the admission of the novelette which appears in the present 
issue, an innovation has been made, which, if it shall prove success- 
ful, will become an occasional, although always subordinate fea- 
ture of the Magazine: the requisites for the acceptance of any 
work of fiction being shortness, purity of style and thought, and, 
above all, the treatment of an artistic subject. “The Fatal Hand,” 
as combining these essentials, is here offered in translation from the 
original, which was taken from “Le Magasin Pittoresque,” a 
French periodical whose anonymous stories and articles are written 
by the best authors of the time. The novelette is an episode in the 
life of a young man who, although unusually gifted, misappre- 
hended and despised his own powers: bringing suffering and sor- 
row upon himself and his kindred, until he realized the general 
truth .that the nearest and simplest things contain the secret of 
success and the touchstone of happiness. 
The article by Mr. Samuel Howe describing the residence of Mr. 
Stickley, founder of The United Crafts and of The Craftsman, 
will be appreciated by makers of homes and by those seeking to 
produce, with simple materials simply treated, interiors which shall 
meet the requirements of the test proposed by William Morris, 

vii 



Foreword 

when he said: “Have nothing in your dwellings which you do 
not know to be useful or believe to be ornamental.” 
A paper upon stained glass by Mr. Otto Heinigke of New York, 
a practical worker in that medium, offers information which will 
prove valuable to a wide public, at a time when religious, civic 
and educational bodies are so active in building enterprises. The 
plea of the writer for honest workmanship based upon examples 
chosen from the arts of the Middle Ages deserves that attention 
which translates itself into action. Mr. Heinigke desires by pro- 
per provisions of leading and other devices to ensure for the stained 
glass of our own time a durability equal to that of the windows of 
certain European cathedrals and churches which have withstood 
for centuries the attacks of the elements. 
A suggestion from Mr. Henry W. Belknap, contained in his short 
paper, “The Revival of the Craftsman,” is worthy of remark as 
offering a somewhat novel, although feasible and educative 
scheme: that of making the merchant’s shop, to some degree, the 
adjunct of the art museum and of the art school. Closely connect- 
ed with this article is a second short paper by Miss Louise M. MC- 
Laughlin, the Cincinnati potter, who gives interesting notes upon 
the origin and development of her specialty, the beautiful Losanti 
ware. 
In the present issue The Craftsman opens a supplementary depart- 
ment of book reviews and art criticisms in which it is purposed to 
notice the more important publications and exhibitions which 
come within the limits of its scope and interests. 

. . . 
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L ‘A-t Nouveau, Its Origin and Development 
A. D. F. Ham&h 

‘ART Nouveau,” or “L’Art Moderne,” as it 
is sometimes called, is the name of a move- 
ment, not of a style. It has come into use 
within the past four or five years to desig- 
nate a great variety of forms and develop- 
ments of decorative design, which have in 
common little except an underlying charac- 
ter of protest against the traditional and the 
commonplace. It would be difficult, if not 
impossible, to frame any definition or state- 
ment of the principles, the aims, or the char- 
acteristics of this movement which would 
apply equally to all its productions, and 
among its apostles and advocates there are 
men whose opposition or contempt for one 
another’s ideas is only surpassed by their 
common hatred of the historic styles. L’Art 

Nouveau is,. therefore, chiefly a negative movement: a movement 
away from a fixed point, not toward one; and its tendencies are for 
the present, as in all movements of_ protest or secession in their early 
stages, divergent and separative. Whether in the process of time 
these divergent tendencies will again converge towards a single 
goal; whether the heterogeneous ideas and conceptions that now 
find shelter under this broad name of the New Art will blend and 
crystallize into harmonious form under the compulsion of some 
controlling force not yet manifest,-this cannot be predicted. But 
upon the answer to this query must depend the permanence of the 
movement. It must acquire and represent positive principles, it 
must point toward a single, recognizable goal, if it is to live. Pro- 
test unsupported by affirmative purpose is short lived. Mere nega- 
tion means final extinction. 
The phenomenon of protest in art is almost as old as art itself, but 
has manifested itself with especial frequency since the Renascence, 
because the Renascence was itself a triumph of protest against 
ecclesiasticism and mediazvalism; and it firmly established in the 



L’Art Nouveau 

human consciousness the individual right to question, to protest, 
and to secede. The architecture of Palmyra and Baalbec, and the 
eccentricities of the architecture of Constantine’s time were mani- 
festations of the spirit of protest against the despotic domination 
of the old Roman imperial style. 
Perhaps the most brilliant of all exhibitions of this spirit was that 
which found expression in the decorative style of the reign of Louis 
XV in France. Architecture had under Louis XIV been driven 
into the ruts, or pressed into the mold, of ancient Roman tradi- 
tions: it had become grandiose, pretentious, formal and cold. 
Now, there have always existed in French decorative art two con- 
tending elements, which we may perhaps identify with the Latin 
and the Gallic or Celtic elements in the French character and 
people-the one classic, formal and academic, ruled by tradition 
and formulae; the other romantic and imaginative, but always 
guided by real or fancied logic. In the Gallo-Roman period the 
first dominated; in the Middle Ages the second. In the Renas- 
cence the two were in incessant strife, which alone explains the 
difficulty of characterizing the styles of the different reigns pre- 
vious to Louis XIV. In his time-i. e., in the second half of the 
17th century-the Latin element, the formal and classical, won a 
brief supremacy, but the romantic Celtic taste was not extinct. In 
the later years of that reign and under the Regency that followed, 
it broke all the bonds of classic precedent and academic tradition, 
in everything that pertained to the interior decoration of buildings, 
and drove the classic element out of doors. A curious fact re- 
sulted, of which the Hotel Soubise is a fair illustration. The 
column and entablature reigned without; &thin, a riot of unfet- 
tered invention, of broken curves, shells, scrolls, palms, network, 
in capricious but effective protest against the monotony of right 
angles, semi-circles, dentils and modillions, columns and entabla- 
tures. It was emphatically an art nou~au; but it was an art which 
speedily established its own formulae, developed its own forms and 
principles positively and not by mere negation of precedent, and so 
acquired a hold upon popular taste whose strength is evidenced 
by its spread into Germany and Austria, and its recent revival in 
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France. The Asam house in Munich, a work of the 18th century, 
illustrates how completely the designers of that time succeeded in 
throwing off the shackles of classic precedent, and in substituting 
for it the creations of an almost unfettered fancy. 
The same spirit again asserted itself in the highly personal style 
of the three men who, from 1828 to ‘48, sought to infuse into the 
pompous inanity of the official Roman-Beaux-Arts architecture 
something of the grace and charm of Greek art: I mean DUC, 
Duban and Labrouste. We call their work Nio-Grec: but Greek 
it is not in any sense or degree. It is personal and individual; not 
the fruit of a general movement. These men rejected all the com- 
monly accepted formule of official architecture, and sought ex- 
pression in a somewhat flat, dry style of design whose chief merit 
is less its novelty than its refinement of detail. But if it brought 
in no new style, it strongly affected the old, and French architec- 
ture and architects-Visconti, Lefuel, Garnier, Vaudremer-were 
better for its influence. 
The present movement springs from like causes with those I have 
sketched. It represents anew the search for novelty, the weariness 
with whatever is trite and commonplace. While many of its roots 
can be traced to England, its chief growth has been in France (or 
rather in Paris), with offshoots in Belgium, Germany and Austria 
(or rather Vienna). It is in France that the domination of 
academicism in architecture has been most complete and most 
keenly felt; and it is the vivacious, im,pulsive, artistic, inventive 
French nature that has most vigorously risen to the task of orig- 
inating new things in place of the old. The spread of the move- 
ment to Belgium and Germany is no strange thing. France ex- 
ercised a powerful influence over these two countries in the domain 
of architectural style in the Middle Ages; while in the art of both 
these countries there has always been an element of taste for the 
eccentric and out&, for what is novel and clever, to which the 
French innovations were sure to appeal. In England, the move- 
ment has been partly spontaneous or indigenous, springing from 
seeds sown by William Morris and other artistic reformers from 
the Preraphaelites down: partly a reflection of the French ac- 
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tivity. Vienna caught the fever partly from Germany, partly 
from Paris; and has promptly proceeded to the utmost extremes 
in the path in which the others have started. It has become a fad 
in the Austrian capital. 
The history of the genesis and growth of the Art Nouveau must 
be sought in the magazines of art. What little I can tell you 
about it has been derived from the pages of the Revue des Arts 
Dicoratifs, the Architektonische Rundschau, Deutsche Bauzei- 
tung, the Studio, and other like publications. It is interesting to 
note the progress of the movement, at first slow and then gathering 
strength and speed, as one turns the pages of these magazines, from 
the early nineties down to the present date. Here and there in 
the remoter numbers, we encounter individual works, strongly 
personal, which express the protest against the trammels of the 
conventional. Later on, they became more frequent: certain art- 
ists begin to find themselves, as it were. Their style takes shape 
and asserts itself, attracts attention and discussion. The number 
of these men increases; they begin to form groups and coteries: 
they inaugurate propagandas and organize expositions, and the 
pages of the magazines are filled with their works. The move- 
ment is launched : its disciples and imitators multiply, and it spreads 
from land to land, invades the art-schools, and manifests itself in 
widely diverse fields. But it is not till 1895 that the movement 
takes to itself a name, and is fairly recognized under the title of 
L’Art Nouveau. The earliest example I have discovered of the 
use of this term does not, however, refer to this movement or to 
French art at all. It occurs in a letter by V. Champier, in 1893, 
from Chicago to the Revue des Arts Dicoratifs, in reference to the 
exhibit of Whiting, the silversmith, especially of his spoons. “Out- 
side of this interpretation of Nature, Whiting,” he says, “shows 
that he has offered sacrifice to this ‘style nouveau’ derived from 
India, and baptized ‘Saracenic’ by its creator, Mr. Moore, one 
of the art directors of the Tiffany establishment.” Again, after 
referring to the bronze doors of the Getty Mausoleum by Louis H. 
Sullivan, and to Tiffany & Co.‘s work, he speaks of “the impression 
of the very new and very personal art of the Americans.” And 
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many of us remember the extraordinary enthusiasm with which 
our French visitors hailed the originality of conception and nov- 
elty of detail of Adler and Sullivan’s Transportation Building, 
and of the naturalistic decoration of the Fisheries Building at the 
Columbian Exposition, as evidence that a new note had been 
struck in this eminently western phase of architectural art. 
For the earliest manifestations in Europe of the particular phase 
of the movement of protest in art which has developed into the Art 
Nouveau of to-day, we may go back to the works of such individ- 
ualists and secessionists as Manet among the painters and Rodin 
among the sculptors : men with fervid imaginations and strong 
wills, impatient of the accepted formulae, the conventional stand- 
ards of their time in art. Not, however, until the early nineties 
did the same spirit assert itself in the decorative arts. In 1891, I 
find in the Revue des Arts Decoratifs these expressions in an article 
on the extraordinary mural decorations on the exterior of the 
“Samaritaine” dry goods store: 
“To-day an official teaching, narrow and sectarian, obliges the 
youth to draw his inspiration solely from Greece and Italy.“- 
“Our cities are sinking into colorless commonplace”-“this fetish- 
ism of ancient formulas.“-“In Paris the manufacture of faGades 
tends to become a pure industry.“--“Break the old molds.“---“In 
this path of innovation M. Toche has just made an interesting ex- 
periment which might bring about a revolution in the fashion 
of external decoration of buildings.” 
As yet, however, such outbreaks of individualism were sporadic. 
It has always seemed to me that what first gave vogue to this sort 
of originality was the poster-work of Chiret and Grasset and their 
lesser followers. Characterized as these were by brilliant imagi- 
nation, masterly drawing, and admirable color-effects, borrowing 
suggestions from Japanese art, and from any and every source of 
inspiration, and always supremely decorative, they broke the 
supremacy of conventional standards in popular favor, and re- 
vealed the possibility of doing in decorative design something like 
what Wagner had achieved in music. Both Cheret and Grasset 
carried their ideas, so brilliantly advertised by their posters, into 
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the domain of industrial art, and produced in stained glass, in lava 
enamel, in iron and silver, works of surprising boldness of design 
and effectiveness of execution. They were accompanied and fol- 
lowed by others who have since achieved distinction in those lines: 
Auguste Delaherche, especially distinguished in ceramic work, 
Emile Gall6 of Nancy, Chaplet, and others. Thus in the Revue 
for 1893 I find illustrated a carved, veneered and inlaid dresser 
by Galli, exhibited in the Secessionist or Champs de Mars Salon, 
which displays a curiously eclectic combination of Louis XV lines, 
rustic work, and natural forms semi-conventionalized after the 
Japanese fashion. 
It was, I think, in the same year that the young “Societe d’Encou- 
ragement a 1’Art et 1’Industrie” held its first competition for prizes 
in industrial decorative art. The establishment of such arts-and- 
crafts societies and the holding of public exhibitions and prize- 
competitions (Union Centrale des Arts Decoratifs, first in 1898) 
were necessary steps in the developing of any concerted or general 
movement for reform in design. The subject of the competition 
was a reliquary or triptych for a precious object: the first prize went 
to a M. Doutreligne, a student in the National School of Art at 
Roubaix. This appears to have been the first of many such exhi- 
bitions and competitions the fruit of and the stimulus to the prog- 
ress of the new taste in Paris and in other French cities. Mean- 
while, the Arts and Crafts movement had become established in 
England, which both stimulated the French and German move- 
ments and was reacted upon by them. In 1894 I note in my 
memoranda among works exhibited in Paris in the new taste, a 
music room by Karbowski, a fine wrought-iron knocker, a superb 
silver tea-urn and lamp in silver, the last work of Cheret in 
orftsrerie, a fireplace front in fa’ience by Delaherche, and cabinet- 
work by Sandier (the same who was Francois Millet’s friend and 
was for some years associated with Russell Sturgis in New York), 
marked by refined taste and originality in designs thoroughly per- 
sonal and novel. In this year also Jean Dampt first appears con- 
spicuously in the pages of the Revue in articles of furniture of 
great originality and elegance. 
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By the year 1895 this Secessionist movement, this protest against 
worn-out formulae, had become so general and pervasive as to 
receive a name. No ceremonies attended its christening-the 
name simply dropped on it from a thousand pens and ten thousand 
lips, and naturally-for its products were works of art, and the 
style was new, and had become a subject of general discussion. 
Charles GCnuys, himself a graduate of the Ecole des Beaux-Arts 
and a winner of the Prize of Rome, discusses the movement under 
its now accepted name in the Revue in that year. I cannot forbear 
quoting from this article, entitled “La Recherche de 1’Art Nou- 
veau :” “The partisans of the new art,” he says, “affirm that our 
age possesses no characteristic art. They would make a tab&z 
ra~a of the past, even to denying it absolutely and striving to oblit- 
erate it from their memory.” “Individualism,” he declares, “is 
perhaps the most notable fact of our epoch.” 
“Can the sentiment of personality, in art as elsewhere, and the 
conditions of originality af all costs imposed on artists, lead to the 
development of a true and characteristic style, . . . capable of 
application to all branches of art, through the pursuit of a common 
ideal?” He thinks the conditions unfavorable, and that “if we 
possess a style which we fail to recognize because too near it, it 
is a style whose characteristic it is to have no character.” “It 
must be so.” “Art expresses to-day the lack of unity, the moral 
disquiet common to all transitional periods, which dominate both 
the time and the environment.” But art must go right on; the 
future result may not be what we want, but whatever it is, we can- 
not alter the movement now. 
Genuys’s prophecies, as we see, were not optimistic. Himself 
a seceder from beaten paths, he saw little hope of unity in the 
new developments. His own inclinations were toward a direct 
recourse to Nature, as in the mantel-piece exhibited at the 
Paris Exposition of 1900; for in Nature we have a universal 
and ever varied yet ever uniform creation of beautiful forms. 
Two years later he exclaims, “Soyons franqais! Should we not 
fling this cry at our artists, now that, after several years of servi- 
tude to English art and its derivatives, we are threatened by 
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an invasion of Belgian art?” The English, he tells us, enjoy 
Nature in one way, the French in another. “The Belgians, on 
the other hand, have discovered-and we are listening to them- 
that Nature is exhausted, that she has inspired enough artists. . . . 

Therefore, if we wish to be ‘new,’ no more Nature-no more 
healthy emotions! . . . No, now in order to pretend to originality, 
our works must resemble nothing at all.” He cannot be sufficient- 
ly bitter in satirizing the lack of imagination or the “impotent and 
anaemic” imagination of these Belgian advocates of the fantastic 
and the out&. 
During the next six years, the number of professed disciples of the 
new art increased rapidly. The revolt from tradition became 
more general, and produced many extraordinary results. In arch- 
itecture a mixture of Louis XV details with incongruous and non- 
descript forms began to find a certain vogue. One of the most 
unhappy products of this tendency was the N. Y. Life Building in 
Paris, the work of my former atelier-mate, Goustiaux. Of this 
building Frantz Jourdain says : “It presents all the symptoms 
of the disease by which all our contemporary artists have been 
smitten.” “Three instruments, playing at once ‘Vive Henri IV,’ 
‘Partant pour la Syrie,’ and the ‘Marseillaise,’ could not have 
produced a more horrible cacophony”-than this jumble of ill- 
assorted reminiscences of half a dozen styles clumsily travestied. 
The same tendency reached its highest expression in the Exposi- 
tion buildings of 1900, in which there was so much that was 
charming in detail, mingled with so much that was extravagant 
and senseless. Its amazing cleverness no one can deny, and this 
reached its culmination in the Electric Palace, by Henard and 
Almiras. The same critic characterizes the Exposition as “an 
orgy of staff,” “ a salad of palaces.” 
In this exposition there was a special pavilion of the New Art. 
While the Pavillon Bleu, by A. Dulong, displayed the extreme 
limit of eccentricity of design, L. Sortais’s “Pavillon de I’En- 
seignement des Lettres et des Arts” was not far inferior to it in sin- 
gularity of conception, though far more rational in construction. 
In the Grand Palais there was an iron staircase by Louvet, which 
represents the new art in one of its happiest developments. 
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The conspicuous names in these later developments are many; I 
can only name a few. Besides Grasset, Delaherche, and GallC, 
Sortais and Louvet and Jean Dampt, already mentioned, there are 
Alex. Charpentier, Majorelle, G. de Feure, Moreau Vautier and 
E. Gaillard, in furniture; Henri Sauvage, famous for his decora- 
tions in the Cafe de Paris; Bigaux, the designer of the Salon 
Moderne, Moreau Vauthier, Felix Aubert, Henri Nocq, Charles 
Plumet. 
The three last named, with Alex. Charpentier and Jean Dampt, 
formed an Arts and Crafts group which held its first exhibition in 
1897. These were all men of marked .originality, whose only 
formula of art was expressed in two sections, as follows: 
I. The form of a work of art, destined to a given use, should 
always express (affirm) it and the function of the work. 
2. The material employed, being by nature subject to certain 
rules of special manipulation, should never affect an aspect in 
contradiction to its own nature. 
These are old and familiar maxims: the only novelty was the con- 
sistency with which they were sought to be observed. I regret 
having no illustrations of their works. 
The mention of Jean Dampt carries us to Belgium, the land of his 
birth, in which the New Art easily found a congenial soil. Bel- 
gian decorative art has always been more or less riotous and un- 
conventional. As far back as 1887 the “Fountain of the Legend 
of Antwerp,” by Jef Lambeaux, in bronze, in the great square of 
that city, and later his relief of the Human Passions, displayed the 
talent of a man gifted with a turbulent imagination and great 
powers of expression. As already observed, the New Art, or as 
it is there called the “Libre Esthttique,” ignored Nature gener- 
ally, and sought in fantastic curves, that is, in the movement of 
lines, the secret of aesthetic expression. While it never reached 
in Belgium the extreme of the bizarre which has found favor in 
Vienna, it must be confessed that its dependence upon line and 
curve, and avoidance of recourse to natural forms, have led to a 
striving for singular effects which are not by any means always 
pleasing. It displays conspicuously the development of a theory 
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which makes individuality and novelty the supreme tests of excel- 
lence, relegating intrinsic beauty of form to a secondary plane or 
denying entirely its existence. “Vigor,” “na’ivete,” the “personal 
note, ” “originality”- these are the passwords of the Free Aestheti- 
cists in Belgium. Thus Sander Pierron says: “The most naive, 
the most vigorous works are those which most perfectly display 
the impress of that natural seal-the personality of a people or 
tribe-because they were executed outside of all external influence, 
free from every effort at imitation.” ‘(Ibsen says, ‘the strongest 
man is the most isolated.’ ” 
Victor Horta may be taken as the most noted of the Belgian archi- 
tects of the new school. The house erected by him for the Baron 
von L. on the Rue Palmerston, is a fair sample of the product of 
his theories. It is a design in charpente apparente, an effort to 
design, as our theorists put it, “truthfully,” or constructively. To 
us it seems thin and poor, destitute of elegance or domesticity. By 
contrast the Condict building in New York, which is quite as 
truthfully designed and as logical, is a vastly more interesting 
building, not for its size, but for its general design and detail. 
Yet it was never put forth as a specimen of the New Art. It 
simply shows that Mr. Sullivan,whose design was as personal and as 
novel as M. Horta’s, and more elegant, has been doing “new art” 
in America for years without making any fuss about it. A win- 
dow by Horta in the Hotel Communal at Uccle, is far more SUC- 

cessful, because more imaginative and more appropriate. Of 
Horta’s work Pierron says, in the same article quoted above from 
the Revue: “The influence of the curved line in decorative art, 
iron work and furniture, has had in Belgium a tremendous vogue; 
but what is in M. Horta’s work careful and studied, becomes in 
other works awkward and merely fanciful.” In the industrial 
arts and in minor sculpture Philippe Wolfers is the leading spirit. 
A sculptor can hardly help turning to nature for inspiration: his 
vases in crystal and silver are good illustrations of the decorative 
resource and fertility of invention which he has displayed in an 
extraordinary variety of works in jewelry and minor sculpture. 
In Germany, Darmstadt appears to be the center of greatest activ- 
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ity of the new school. Here there exists a colony of artists who 
have designed and furnished their own houses. Profs. J. M. Ol- 
brich and Peter Behrens are the leaders among them, and Ol- 
brich’s house, illustrates the style, so far as there is anything 
that can be called a definite style in their work. Of Olbrich’s 
work the Studio (Nov. I I, 1901) says that it is marked by 
“plenitude of ideas and fancies ;” that “he utilizes an artistic idea to 
its last shreds,” and that herein lies the chief fault in his manner, 
which, in another place, seems to ‘(lack repose.” The furniture 
in this colony, all strikingly novel, seems to the comfort-loving 
American singularly ungraceful, stiff and uncomfortable. There 
is, as it seems to me, a notable lack of ease and domesticity in the 
interiors of these houses; its place is taken by an affectation of 
naivete and originality which is tiresome in the end. I cannot 
help comparing with it a simple American house at Lake Forest, 
Ill., by H.Van D. Shaw, likewise built for its designer. It is equally 
straightforward, but less ostentatious and affected, and inclines one 
to query whether we do not here already possess, as the result of a 
natural process of evolution, responding to national conditions,what 
is being sought for with much blowing of trumpets and hard labor 
in the Old World. And what shall we say of the resting room in 
the New Art exhibition at Dresden, by Prof. Gussmann? Can it be 
called charming, or is it merely eccentric? I think we turn with 
pleasure from it to such quiet and unostentatious work as the New 
Theater at Meran by Martin Diilfer, and to the interesting 
iron-work of the new elevated railway in Berlin, a model 
for American engineers to study, with its admirable structural 
lines and its sane and elegant combinations of cast and wrought 
iron details. Even more elegant, and thoroughly charming, is 
a tomb by Eisenlohr and Weigle, in the Pragfriedhof at 
Stuttgart. Until quite recently the Arts and Crafts movement 
progressed but slowly in Germany. German critics complained 
of the German neglect of the common and minor objects of daily 
use. Furniture was, and it still is to a considerable extent, preten- 
tiously Renascence in style or affectedly Old German. But the 
votaries of the “Arts and Crafts” are steadily and rapidly increas- 
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ing, both in numbers and in influence, and there are, besides the 
Darmstadt professors, many men like Bruno Paul and Robert 
Macco, whose work in furniture, ceramics, jewelry, metal-work 
and textile design bears the impress of originality and imagina- 
tion. 
Vienna is German except where it is Magyar, and Vienna is a city 
of fashions and fads. To what extent the blending of Magyar 
exuberance with German love of the fantastic accounts for the 
eccentricities of the New Art in Vienna I do not pretend to say. 
But it is certain that the movement has been carried by the Viennese 
Secessionists to the furthest limits of singularity and extravagance. 
The tortuous line and the absolute rejection of everything that 
could by the extremest stretch of language be called classic or 
traditional, have here produced results so’extraordinary that one 
is tempted to ask what has been gained by the process? If novelty 
alone is the aim of art, these Austrian secessionists have mastered 
the secret of art, and if singularity is a merit, these are works of 
remarkable excellence. But if beauty, grace, harmony and repose 
and the charm of refinement are wanted, these are not the works in 
which to look for them. 
In marked contrast to these strange conceptions, the works of Otto 
Wagner display always the influence of a highly-trained taste, 
rarely or never at fault, and always controlled by a well-balanced 
judgment, thoroughly disciplined by years of practice in the use 
of classic forms. 
Gustave Geffroy, a French writer in the Revue in 1900 ( ?) , attrib- 
utes to English influence in large measure the artistic reform in 
France. “To England,” he says, “we were in part-let us frankly 
admit it-indebted for the salutary revolution whose excellent 
effects we are now experiencing.” It is perhaps true that the 
artistic industries of Lewis and of William Morris were the first 
organized protest of our own times against the bondage of tradi- 
tion in decorative and industrial art, and that out of them grew that 
general and healthy reaction which in recent years has found fuller 
expression in the Arts and Crafts movement and all allied activi- 
ties. In England the New Art has only to a slight degree invaded 
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architecture. The Horniman Free Museum at Forest Hill, Lon- 
don, built by C. Harrison Townsend, to display the art treasures 
collected by F. J. Horniman, Esq., M. P., represents the quiet and 
conservative way in which the principles of the New Art are 
applied to buildings in England. For the most part the New Art 
propaganda in England has been carried on, so far as I can ascer- 
tain, by the schools of industrial and decorative art, the Arts and 
Crafts Societies, and the art magazines like the Studio. It appears 
to have been more popular, more widely pervasive in England 
than anywhere else, but by the same token, perhaps by reason of its 
greater spontaneity, less freakish and extreme. We might cite 
C. F. A. Voysey and C. H. Townsend among the architects, and 
F. Anning Bell, Derwent Wood, G. M. Ellwood and Frank Brang- 
wyn among the craftsmen, as conspicuous leaders in the movement. 
But every provincial art school is a center and focus of its activity, 
and from Leeds and Sheffield, Liverpool, Manchester and Glas- 
gow are turned out every month thousands of clever designs in 
which flowers and figures and the inevitable “New Art curve” are 
blended in doylies, book covers, title pages, book-plates and what- 
not. Every exhibition of Arts and Crafts leagues shows the 
personal and independent note, as well as the mannerisms of the 
new movement: in works not always intensely interesting, some- 
times imitative of Belgian and French eccentricities, but rarely 
compelling notice by extreme singularity. On the whole, it can 
hardly be denied that the New Art has in a quiet way more deeply 
affected the popular taste in England than anywhere else in Eu- 
rope, because more sane and moderate, and that it has done much 
to attract the attention and to stimulate the zeal of European art 
reformers. 
If we were to sum up briefly the tendencies and achievements of 
the New Art movement in Europe, I think it would be fair to say 
that it has been least successful in architecture, and that in this art 
its best works have been those which are the most conservative. 
Curiously enough, these are to be found chiefly in England and 
Austria. In France, the devotion to “logique” at all costs, even if 
at the cost of beauty, has led the adherents of the Art Nouveau into 
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extraordinary atrocities. The Caste1 B&anger by Hector Guimard, 
a professor in the National School of Decorative Arts at Paris, is a 
jumble of incoherent motives without grace or harmony. It reminds 
us of certain atrocities in Philadelphia which the Architectural 
Record has been wont to illustrate and castigate as “Architectural 
Aberrations.” If this is the matured fruit in architecture of the 
Art Nouveau, heaven defend our country from the sowing of that 
seed here! No, the successes of the movement have been rather 
in the field of what we call industrial design, and they have been 
successful in proportion as the element of fancy or caprice has been 
admissible. Interior architectural decoration demands subjection 
to structural lines and a certain repose and harmony which suffer 
when caprice is unrestrained. Furniture is more amenable to 
varied and individual treatment: still more so utensils, tableware, 
orf&~rerie and jewelry. It is in furniture and cabinet work 
that the new art has asserted itself most aggressively, because 
in these its personal caprices are most conspicuous by reason 
of their conflict with tradition, and yet not offensive as they 
are apt to appear in the more severely limited field of archi- 
tecture. Thus in the doorway by Bigaux, from the Salle 
Moderne at the Exposition of 1900, the loop which encloses 
the doorway and the V-shaped wainscot panels are pure caprice; 
directly violating the demands of structural form and of repose, 
and yet in a certain sense amusing, and rendered elegant by the 
fineness of the accompanying detail. The same is true of a 
buffet by E. Gaillard, another Parisian. It is Japanese, Louis 
Quinze and New Art curvilinear, all in one-personal, capricious, 
eccentric, and obviously impossible to harmonize with any room or 
architecture or decoration less eccentric and tortuous than itself. 
And yet a certain elegance of finish and grace of detail appear 
through all the fantastic movement and restlessness of this design. 
In all this work there seem to be two conflicting tendencies: one 
toward Nature, toward floral and animal forms, as the true source 
of inspiration ; the other toward pure fancy expressing itself in 
restless movement and fantastic curves. The careful study of the 
nature of the material, and regard for its special physical qualities 
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in manipulating it, receive more attention in England, under the 
Arts and Crafts influence, than in France or Germany, except in the 
handling of architectural iron-work. 
I cannot close without calling attention anew to the fact that what 
is in Europe a new propaganda, with a name, organs, adherents 
and apostles, has in fact and substance long existed in the United 
States. 
What will be the future of the movement? No one can tell. So 
far as it responds to a true undercurrent of public taste, to a real 
demand of the multitude, its effects must be lasting. At present, it 
is largely personal, an art of individuals and coteries. 
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The Fatal Hand From the French 
Translated by Irene Sargent 

I 

TWO ARTISTS 

ONFUSION prevailed in the studio of the 
young sculptor, Maurice Leroy. Not alone 
that disorder distasteful to the eye which 
results from carelessness and idleness. But 
a moral disorder, so to speak: since it re- 
vealed the inconstancy of a morbid imagina- 
tion, rather than the imperious need of vary- 
ing work, in order to obey a rapid succession 
of sudden fruitful inspirations. The im- 
pression gained from a visit to this studio 
was an indefinite sense of discomfort. Amid 
a multitude of abortive attempts one failed 
to find any sketch which could be received 
as the earnest of an estimable future work. 
One could not say while noting an idea for 
a bas-relief: “There is a group of figures 
harmoniously designed!” Nor at the sight 
of an unfinished model: “This half-formed 

clay, this wax scarcely touched by a few marks of the thumb and 
the molding tool, will become a figure of distinction.” The artist, 
working in all styles, doubtless in the hope of measuring his forces, 
had succeeded only in proving the weakness of his undisciplined 
fancy. Nevertheless, everything could not be denounced as un- 
qualified failure in the sketches of the young sculptor. The atom 
of gold was hidden beneath mountains of unproductive sand. In 
a little group designed to surmount a clock, in certain great 
plaster vases of a strong decorative effect which had been pur- 
posely and laboriously given to them, the trained eye recognized 
the natural tendency of the designer toward the practical and 
commercial value of industrial art. 
In the disorder of the studio, in the distressing lack of taste and 
arrangement of the dwelling, one discovered that its occupant was 
unhappy, and that, pressed to the point of poverty, he was still 
further deprived of that spring of activity and inspiration which 
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sustains the artist and aids him to develop. The fatal hour of 
doubt and discouragement had struck for Maurice Leroy, and 
the great room, lighted by the pale, dull January sun, and in 
which cold seized the visitor if he did but glance into it,-this 
room was the faithful image of the sadness which filled the soul 
of the young sculptor, when he compared the reality of his lost 
illusions with the dream of his brilliant hopes. 
Pierre Leroy, his father, before his marriage with Catherine 
Baudoyer-she who was later to become the mother of Maurice- 
was already an excellent artisan, working hard as a wheelwright 
in his native village. An enemy of the tavern, he enjoyed wine 
only when he drank it at home, surrounded by his family. If 
the fire of the forge caused him serious thirst, he drew a pitcher 
of water at the fountain. Then, he returned to his work with a 
clear head and a joyous heart. His exemplary conduct was occa- 
sionally the subject of mockery among the young men of his own 
age. But the esteem of older people repaid him for their derision. 
One of the richest agriculturists of the region came one day to the 
young workman to have him mend a broken cart-wheel. And 
while the forge stood aflame, while the bar of iron grew red, 
and the workman, with vigorous blows, struck sparks from the 
incandescent metal, the farmer questioned Pierre Leroy upon his 
income, his savings and his plans for the future. When the broken 
wheel was repaired and again in place, the older man thanked the 
skilful smith, saying to him: “Good-bye, my boy, we shall settle 
our account next market-day!” 
As then agreed, on the following Saturday, the farmer brought 
the sum due the smith and invited him to pass the following day 
on his property, that he might examine the farm implements and 
make note of the repairs needed. The appointed Sunday was one 
of those lovely days in June, when the earth seems more fruitful, 
the hedges more blooming than ever before, and when the song 
of the birds inspires within us songs which, though voiceless, yet 
make sweet, entrancing harmonies. Greeted cordially by the 
farmer, Pierre Leroy saw a beautiful girl of some twenty years 
enter the large dining-room at meal-time; she had just returned 
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from the village church and her sweet and serious face retained a 
reflection of her fervent prayers. During the dinner, Catherine 
Baudoyer anticipated the wants of her father and his guest, super- 
intended the servants and fulfilled quietly and with dignity her 
duties as mistress of the house. The young smith, who was more 
touched by the gentleness of the girl than dazzled by her beauty, 
which was celebrated far and near, returned home in a revery, 
and, for the first time in his life, found his house gloomy and much 
too large for him alone. A month later, the farmer, Joseph 
Baudoyer, returned to the forge. Accompanied by Pierre, he 
entered the small room in which the smith worked upon his ac- 
counts and received his orders. The two men remained closeted 
an hour: at the end of their consultation they came out together, 
the smith frankly radiant with happiness, the farmer striving to 
affect calmness, although he was visibly moved. Three weeks 
later the beautiful and modest heiress of the rich proprietor was 
given in marriage to the sturdy and laborious smith. The young 
husband and wife established themselves in one of the farm build- 
ings to which the forge had been transferred, and for four years 
they enjoyed that happiness which springs from useful daily labor 
and domestic peace. The birth of a son added to their joy, which 
was destined to be of short duration. The child Maurice had 
just reached the age of three, when one day Pierre Leroy, his 
father, was brought home fatally injured and about to die. A 
victim of his devotion, the brave young man had been mortally 
wounded in trying to restrain a mad bull which had already 
thrown down several persons. Such was the pitiable state in 
which the infuriated animal had left him, after trampling him 
upon the ground, that his wife had scarcely time to bid him a last 
farewell and to incline the head of her child to receive his father’s 
blessing. 
The grief of Catherine Baudoyer was not one of those sorrows that 
are easily assuaged. It grew calm, but it never left her. Young, 
beautiful and rich, she devoted herself to her son and centered in 
him all her tenderness and hopes. The child, it must be con- 
fessed, justified this boundless affection. Gifted with a mild and 
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docile temperament, intelligent and studious, he was the pride and 
joy of his maternal grandfather, while the village school-master 
affirmed that he would distinguish himself, if his relatives could 
resign themselves to a separation and send him to study at a col- 
lege. When Maurice had reached his twelfth year, he wished 
to see and to learn; therefore, when in his presence, the school- 
master, acting in the interest of the child’s glorious future, re- 
newed the proposal to exile him for a time from the farm, Mau- 
rice, yielding to an impulse of ambition and curiosity, threw him- 
self in the arms of his mother, crying: 
“Yes, send me to college. I promise that I will become a learned 
man and do you honor.” 
At these words, the face of the grandfather darkened, while that 
of Catherine was flooded with tears; then, for a week, the old 
farmer and his daughter had frequent consultations; he advancing 
certain objections and fears ; while she, in spite of the sorrow 
which rent her maternal heart at the thought of an approaching 
separation, had the courage to oppose the objections of the grand- 
father, and the force to overcome them. 
In early childhood, Maurice already showed artistic talent which, 
if not remarkable, was, at least, singularly precocious. The salt- 
boxes and the wooden shoes that he carved, the horse-chestnuts 
that he cut into fanciful shapes, the nut-shells that he engraved 
with the point of a knife, were the admiration of his family and 
his neighbors; and naturally these sketches were regarded as sure 
indications of a vocation. Therefore, it was arranged with the 
director of the provincial college chosen, that the boy’s aptitude 
for the plastic arts should be developed by a serious study of draw- 
ing. An Italian cast-maker of considerable skill living in the 
neighborhood of the college, taught the young student the use of 
the molding tool, and during the four years of his first scholastic 
studies in the provincial town, Maurice devoted his hours of re- 
creation to working in clay, copying all the models which chance 
threw in his way. This period having elapsed, Maurice was 
eager to gain in the Lyce’e of the Department as many laurels as 
he had obtained in the modest college of his district. His grand- 
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father and his mother dared not set obstacles in the way of an 
ambition which was, indeed, justified each year by the results of 
the final examinations. His success as a literary student did not 
diminish the fervor of his zeal for sculpture. His reputation 
became such as to call forth from the prefect himself the opinion 
that, for the honor of the Department, the family of IlIaurice 
Leroy ought to make a new sacrifice and send the future great 
artist to study in Paris. His mother listened to this decision as 
to the sentence of a magistrate. She had not foreseen in confiding 
the child to his first masters that to her mourning as a widow and 
a daughter she must needs add the sorrow of an indefinite separa- 
tion from her child, that grief most dreaded by all mothers. 
The death of Joseph Baudoyer left the mother of Maurice at the 
head of a great farm. As brave and skilful as she was, she felt 
the presence and counsel of a man necessary to her happiness and 
success. For a long time, she hoped that her son would come to 
occupy the vacant place. But when she realized that the return 
of Maurice to the farm would sterilize the many sacrifices already 
made for his education, and would reject him from the artistic 
career in which he was to distinguish himself, Catherine con- 
fronted the situation. Feeling her incompetence to direct without 
aid the diversified labors of the farm, she resigned herself to sell 
the lands upon which she had been reared, and which the young 
artist disdained. Although these lands were fertile and remuner- 
ative, the education of Maurice had been expensive. To accom- 
plish it, loans had been made and, as a result of two exceptionally 
bad seasons, the interest upon these loans had become so heavy 
that the resources of the farm-mistress could no longer support it. 
Therefore, she paid all her indebtedness, and, one day, saying 
adieu to her village, set out for Paris. At the sight of his 
mother, Maurice felt a sudden impulse of child-like joy. But 
slowly his face darkened. He asked himself anxiously what ap- 
pearance the peasant woman would make in his Parisian artist- 
interior, which her continual gifts had made almost luxurious. 
He pictured to himself the smile of his comrades, and grew dis- 
mayed at the thought of the constraint under which his good 
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mother would labor on feeling herself out of place in the home of 
her son. 
Catherine guessed, without doubt, the hidden thought of Maurice. 
For she hastened to say: 
“I am coming near to you, my son; but I do not seek to change in 
any way your way of living. Then, too, I should suffocate in this 
great city in which people live with doors and windows closed, 
under ceilings so low that one feels crushed beneath them. I have 
need of fresh air, of seeing the country about me, of walking on the 
grass and moss, and of having nothing above my head while I 
wake but the foliage of the great trees. So, you will rent me a 
house near the woods, with a garden, and green hedges, and where 
you can come from time to time to embrace your mother and to 
console her for her great losses.” The following day, Maurice 
made a visit to Barbizon, which he had long known; having lived 
there with some artist friends. He found a convenient, airy 
house which he rented at once. Limiting his alterations to the 
whitewashing of a large room, which he chose as his studio, he 
installed his mother within a short time in her new domicile, and 
promised her to transfer a portion of his work from Paris to the 
cottage. Close by lived another widow, Perrine Rabotte, with 
her daughter, a peculiar child whom Maurice, at his first resi- 
dence in Barbizon, had fancifully called “Muguette :” a name 
which had clung to the girl and which had so well pleased her 
that she never failed on meeting the young man to salute him as 
“My dear god-father!” 
Certain of having provided his mother with the resources of a 
good neighborhood, Maurice returned to his studio in a cheerful 
mood and set himself bravely to his tasks. He devoted himself 
solely to “grand art,” and worked for the prix de Rome. He 
failed. Two other attempts equally fruitless did not destroy his 
belief in himself; but they led him to reason thus: “Academic 
rules are cords which strangle talent and prevent it from taking a 
bold flight; the artist gifted with originality who wishes to make 
a name, must free himself from the school traditions which par- 
alyze genius.” Strengthened by this argument, he began to work 
in all mediums and styles, that he might discover the means by 
which he was to make his great success. I49 
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Catherine, like all mothers, confident of the future of her son, 
encouraged and sustained him; meeting his expenses with a gen- 
erosity which grew more and more heroic as her annual income 
decreased. Little by little, during the three years that followed 
her installation in the cottage, she was forced to draw upon her 
slender capital and to reduce her personal expenses which were 
before so modest. But she counted as nothing the sacrifices which 
she took great care to conceal from the artist when he came to visit 
her at Barbizon. She feared lest by revealing to him her future 
poverty, she might turn him aside from the purpose which he 
fancied that he might attain. At the end of the three years, the 
object of his desires was no nearer than at the beginning. 
In spite of the delicate silence of his mother, Maurice, who knew 
the amount of the funds realized by her from the sale of the farm, 
and remaining after the payment of her debts, began to ask him- 
self how she had so long supplied the means for his costly life in 
Paris. Finding no solution of the problem except by sadly cal- 
culating the privations which she must have imposed upon herself, 
he was reproached by his conscience, which cried out to him: 
“The poor woman has ruined herself for you. Now it is for you 
to earn money for her.” To earn money! That necessity, which 
had never before presented itself to him, overwhelmed and 
crushed him. The same day, hoping for a commission, he sought 
a bronze merchant who promised to visit his studio, but scarcely 
had he reached home when he repented of his act as an insult done 
to the dignity of art. One morning, as he struggled between filial 
duty and ambition, that is to say, between sound reason and guilty 
folly, a gentle knock at his studio door awakened him from his 
feverish meditations. He hesitated a moment before opening, 
asking himself if he were about to stand in the presence of the 
patron whom he regretted having solicited, or, what was much 
more probable, to confront an importunate creditor. The visitor 
having knocked again and more impatiently, Maurice decided to 
allow him entrance. A moment later he grasped the hands of a 
young man of smiling, open countenance: 
“Thank God!” he cried. “It is a friend!” 
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“Could you have enemies, my dear Maurice?” replied the visitor. 
“Yes,” continued the sculptor, “enemies of my peace. People 
who torment me with demands for money, when I almost want 
for the necessities of life; enemies of my future who would will- 
ingly profit by my poverty to offer me work unworthy of me, and 
who would force me to crawl in beaten paths, when I wish to open 
a new road and to walk in the free sunlight, and in all liberty. 
For instance,” he added, indicating to his friend, Au&e Morin, 
with a disdainful smile, a little sketch prepared for the expected 
visit of the bronze merchant, “they would dare to condemn me to 
execute little commercial things, like that model.” 
“Why not?” replied Aur2le; “it is very pretty and successful.” 
“That is one of those compliments that torture an artist,” Maurice 
exclaimed with deep feeling. 
“Truly, I can not understand you,” continued the friend, gently. 
“So, you would scorn an open and real success in order to follow 
an elusive dream. Is it indeed a disgrace to produce elegant 
terra-cottas, or exquisite miniature statues for commercial pur- 
poses? There is a certain way of considering and of ennobling 
everything. Furthermore, the public taste has lately made great 
progress. We no longer see drawing-room clocks surmounted by 
conventional shepherdesses or kneeling troubadours. Accurate 
reductions of the masterpieces of sculpture have inspired every- 
where a feeling for true art, and I assure you that one can become 
a very sincere and much esteemed artist, without creating eques- 
trian statues to people the public squares of provincial towns. 
Take me for an example! I shall never be an historical painter, 
and yet I know that I am an artist. I have my hours of inspira- 
tion and my joys as a creator of ideas; nevertheless, I restrict my- 
self to the painting of birds. But if I have rendered in a trans- 
parent water-color the lightness of their plumage ruffled by the 
wind; if I have faithfully reproduced their little quivering heads 
half hidden beneath their wings; or yet again, the joyous flight of 
my tiny forest musicians, I am pleased with my efforts and count 
myself happy. Certainly, I shall never attain the honors of the 
Salon CarrC; throngs of critics will never stop before my canvases 
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to discuss the merits of my compositions. Men will perhaps 
scorn to glance at them. But children, young girls and women 
will greet them with a smile, and as a reward for not having vainly 
tried to reach a high place, I shall keep for myself the modest 
little corner that I have chosen for myself in the domain of art.” 
“Beneath the transparency of this confession, I discover advice,” 
replied Maurice. “One can not more clearly say: ‘Be an honest 
artisan, you, who could never make yourself more than a wretched 
artist!’ But you do not realize, Au&e, that under penalty of 
being an ungrateful son, my sense of gratitude sets before me the 
task of becoming great and celebrated.” 
Then, the young sculptor related to his friend all that his self- 
styled vocation had cost his mother, and ending, he added: “The 
failure of her resources has in no wise shaken her belief in my 
genius, her faith in my future. She still encourages me to con- 
tinue. To kill this ingenuous faith would be a crime. I have 
then but two courses open to me: I must either make myself guilty 
of wicked ingratitude, or else create a masterpiece.” 
Aurile reflected a moment. Then he answered: “Certainly it 
would be too cruel, after so many efforts to say to your mother: ‘I 
have sacrificed my youth to the realization of an impossible ideal, 
and you have been a martyr to a lost cause!’ After all,” he con- 
tinued, after a moment’s silence, “failure in the past is not always 
the condemnation of the future. Necessity and despair have often 
inspired great things. After so many deceptions, perhaps there 
are necessary only a last sustained effort, a firmer will and a more 
persistent courage.” 
“That courage I shall have,” said Maurice, earnestly. “But I 
have not the time in which to reveal myself clearly and fully. I 
must live, and I have already told you that my mother’s means 
are exhausted.” 
The painter drew from his pocket a little portfolio, took from it 
a thousand franc note, and replying to the significant gesture of 
his friend, he said: “I shall not allow you to refuse it. I will 
lend it to your mother. Now, follow my advice! Leave Paris 
for Barbizon! Let your work be consecrated by the presence of 
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your poor mother! If something beautiful and grand is to issue 
from your hands, be sure that it will be born from that pure atmos- 
phere. Restored, strengthened by nature and by tenderness, you 
will doubtless find in yourself unsuspected vital forces. But if 
unfortunately they are destined to fail you, you will, at least, feel 
in this calm and healthful home greater courage to endure the 
final trial.” 
Maurice threw himself into the arms of Au&e. “Ah!” he cried, 
“you are a friend, a true friend!” 
“So, it is decided. You will go?” 
“I will go to-morrow.” 
“In that case;” remarked Aurele, “I shall pay you a visit next 
week. I want to paint at Fontainebleau. For it is the season 
when the thrushes get tipsy upon the juniper berries.” 

II 

THE STATUE 

The residents of Barbizon, peasants and foreigners, colonists and 
natives, were astonished at the movement which had stirred for 
several weeks in the house of the widow Catherine Leroy. The 
worthy woman, ordinarily pale and sad, had regained her smile 
and was no longer entrenched in sorrow and silence. She spoke 
freely with hey neighbors and 
upon the happy change in her 
plied : 

“My son has left Paris and has 
me.” 

to those who complimented* her 
appearance and manner, she re- 

come home never again to leave 

According to the promise which he had given Au&e, Maurice 
had in reality deserted his studio on the Boulevard de Clichy. 
Resolved to make a final trial of his powers, he opened his Bar- 
bizon studio on the day following the interview already described. 
Throwing himself into his mother’s arms, he confided to her his 
plan of beginning and finishing in her company the work which 
was to make him famous. Catherine immediately forgot her past 
sorrows, the loneliness which she had suffered and her financial 
ruin. She greeted her prodigal son with such an effusion of ten- 
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derness that Maurice, all crushed and bruised as 
battle of life, felt himself purified and revived 
caresses. 

he was by the 
by her tender 

During the first days devoted to the arrangement of the studio SO 
long reserved for the young sculptor and which he had only visited 
at rare intervals, the principal care of the excellent mother was to 
select from her own belongings all that could make the new resi- 
dence of her son comfortable and attractive. When she had expe- 
rienced the joy of robbing herself to the farthest limit possible, 
Madame Catherine sent Muguette to gather armfuls of flowers 
to brighten the studio, where she had rolled her large arm-chair 
and spread her only rug. 
The artist felt his courage rise; long strolls through the woods 
restored the vigor of his body and mind; the influence of his 
mother’s tenderness inspired anew in him the loving impulsive- 
ness of childhood. In this calm and solitary place he believed 
himself capable of producing a great work. And Catherine had 
an equal faith, because it was founded upon the words of her son 
repeated to her every hour of the day. The humble woman, who 
had never visited a museum, but whom the daily habit of prayer 
had familiarized with the images of saints, supposed in her igno- 
rance that the mission of the sculptor was solely to render visible 
to the eyes of men the blessed inhabitants of Heaven. Therefore, 
she suggested that she would rejoice in seeing him execute for 
some fine church the statue of her patron saint. But Maurice was 
resolved to create an historic figure. After having sought and 
hesitated, he decided upon the treatment of a Vercingetorix into 
which he would throw all his knowledge and the whole power of 
his imagination, For a month he spent several hours daily in 
consulting books and studying plates of Roman and Gallic cos- 
tumes of the period of Julius Caesar. Then, when he believed 
himself steeped in the picturesque portion of his work, when he 
had fortified himself against the danger of committing an ana- 
chronism, he modeled a statuette in wax, a foot in height. And 
truly, when it was finished, the little figure, firmly posed, had style 
and spirit. When it should be cast in bronze, it could not fail to 
become an ornament in the cabinet of some amateur. 
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Maurice wrote, inviting Aurele to examine his model, and the bird- 
painter responded without delay to the summons. Madame Cath- 
erine, informed by Maurice of the wise counsel and the fraternal 
loan which had preceded the removal of the studio to Barbizon, 
received her son’s friend as if he had been her own child, insomuch 
that Aurele, inspired with respect and sympathy, was upon the 
point of asking her if there were not in her house a habitable attic 
which she could place at his disposal. 
After the first words of greeting, Madame Catherine retired to 
prepare the dinner, and Maurice led the painter into his studio. 
When shown the statuette, Aurele gave it an approving glance. 
“I congratulate you sincerely. It is really very good. To whom 
do you expect to deliver that?” 
“Deliver it!” replied Maurice, somewhat taken aback by this sin- 
gular praise of the miniature model of a work which he had con- 
ceived in heroic proportions. “Are you thinking of that? This 
is but a very much reduced model of my statue. As in the tradi- 
tions of art, the stature of gods and heroes surpasses that of ordi- 
nary men, I judge that the height of the first hero of Gaul ought 
not to be less than two metres.” 
Aurele became grave. “That is possible,” he replied. “But it is 
to be regretted. For just as it is, this little figure is charming. I 
tremble lest your Vercingetorix six feet in height, appear forced 
and theatrical. The firmness of detail and the subtlety of expres- 
sion can easily disappear in a big fellow larger than life-size. If 
I were you, I should not give him an inch more.” 
“Yes, and after that, you would condemn me to practice only 
microscopic art. Don’t fear for my Vercingetorix, when he shall 
be enlarged! He will only grow prouder and more splendid. I 
wanted your advice upon my scheme. It is favorable and that is 
enough. Now let us take a stroll in the forest before dinner!” 
At the moment when the two friends crossed the threshold of the 
studio, they found themselves face to face with a little girl of 
fourteen or fifteen years, delicately formed and somewhat bronzed 
by the sun; her hair fell upon her shoulders, and she was clothed 
in a white chemisette closed at the throat and belted by a short 
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skirt of Camelot. She wore no stockings and her sleeves were 
rolled above the elbow. She held with both hands a large jug 
filled with creamy milk, while from her left arm hung a basket of 
wild strawberries. 
“I wager that this is Muguette!” cried Aurele, who had often 
heard Maurice speak of her. 
“Muguette in person,” replied the latter. “My mother’s chamber- 
maid in wooden shoes: a courageous girl who does the work of 
two servants, on the farm of her mother, the widow Rabotte; she 
reads and writes better than the school-master, calculates like a. 
mathematician and is without the foolish timidity of young girls 
of her age-” 
“Thanks to you, my dear godfather;-you who have lent me 
books. And then, my uncle Semegrain, the curio-merchant, a 
man learned in all sorts of subjects, advises me to study, without 
counting your mother, neighbor Catherine, who also gives me les- 
sons.” 
“Very well,” said Au&e. “Permit me, Muguette, to add my 
contribution of good advice to your varied education, You are 
no longer a little girl for whom it is becoming to run about the 
village without stockings, with twigs and leaves caught by chance 
in your hair. It is well to maintain order in one’s brain; but on 
the condition that it is also kept in one’s clothing.” And, frown- 
ing, he added in a comic tone of reproach : “See, the fair savage! 
The wild lily of the valley!” 
Muguette laughed for a moment; then suddenly she bowed her 
head and became thoughtful. 
“Don’t tease my godchild,” warned Maurice, trying to lead 
Aurele away. “If you make her sad, you will be punished for it. 
She will not show you one of the most charming sights that can be 
imagined.” 
‘What sight?” 
“The effect of the sympathy which she inspires in all the little 
beings that are your friends. Just as you see her, Muguette exerts 
an irresistible power over them. She is a charmer-a bird- 
charmer.” 
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“Is it true?” asked AuSle. “YOU 
are loved by those that I cherish 
more than aught in the world, and I 
have been foolish enough to offend 
you. You are angry with me, aren’t 
you? And you will refuse to dis- 
play before me your talent as a bird- 
charmer?” 
“I haven’t said that,” replied Mu- 
guette, smothering a heavy sigh; “on 
the contrary, I must repay you for 
the good lesson that you have taught 
me.” 
In speaking thus, the poor child had 
tears in her voice; but immediately 
having dried her tears, she contin- 
ued : “You see that the wild lily of 
the valley has not a bad temper; if 
you wish to come into the clearing of 
the wood at nightfall, I shall be 
there as always at that hour, with 
my friends, the forest singers.” 
The appointment being thus made, 
Muguette entered Madame Cather- 
ine’s cottage, to place on the dresser 
of the little dining-room her jug of 
cream and pour her basketful of 
berries into the salad bowl. 
At the dinner hour, the two artists, 
having returned from their stroll 
among the rocks and beneath the 
great trees, took their places at the 
table which the widow had arranged 
in the garden. Their appetite did 
honor to the smoking omelette, the 
fresh cream and cheese, and the per- 
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fumed strawberries ; then, having smoked their after-dinner cigars, 
they returned to the studio, and while the sculptor flung great 
masses of modeling clay around the iron armature designed to 
support the weight of the future Vercingetorix, Aurile drew from 
memory a flight of sparrows disputing over a wounded June- 
bug. 
At twilight, accompanied by Madame Catherine, they went to the 
clearing in the forest. Muguette, who stood awaiting them a few 
steps distant, allowed them to go first. She carried a wicker bas- 
ket. As soon as she had appeared, there flew from the depth of 
the thicket, from the tree-tops, from the tufts of high grass, a throng 
of birds, chattering, fluttering, alighting about her and expressing 
their joy in a thousand exquisite movements. Some of them 
perched upon her shoulders and arms. Others lightly stirred her 
hair by the motion of their wings which generated a soft and gentle 
breeze. At last, all flying about her head, formed, as it were, a 
great parasol of fluttering wings. Muguette talked, laughed and 
sang to animate their flight and song. Sometimes, wrapped about 
by their whirlwind, she danced with such grace and lightness that 
it was impossible to decide which was the swifter and more agile, 
the girl enthusiast, or the flock of tame birds. 
At the voice of Perrine, calling her daughter home, the sport 
ceased suddenly. Muguette made a sign of command and the 
winged troupe took flight. 
“Good-bye, dear godfather,” said Muguette to Maurice; and ad- 
dressing Aurele, she said to him: “I thank you for your advice, 
sir; the wild lily of the valley will profit by it.” 
At the utterance of this last sentence, shot like an arrow into the 
air, the young girl turned and disappeared with the fleetness of a 
sylph. 
The following day, Aurele sketched from memory the scene which 
had occurred in the clearing. 
“That will make a charming Salon picture for next year,” ex- 
claimed Maurice. 
“That will be simply a graceful fan in the hand of an elegant 
woman this winter,” replied Aurele. 
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The sculptor raised his shoulders with a characteristic movement 
of disdain. 
“My dear friend,” exclaimed the painter, ‘(there will always be, 
whether you wish it or not, individuals of these two classes, the 
near-sighted and the far-sighted: those who see large and those 
who see small; you see large and at a distance, so much the better; 
as for myself, I have the misfortune to be near-sighted. I must 
have modest proportions and short distances. Everyone has his 
fate.” 
Two days later, Aurele was preparing for his return to Paris, when 
a young girl, correctly dressed, with her blond hair confined be- 
neath a muslin kerchief, wearing fine blue stockings and dainty 
shoes, made him a low curtsey and presented him a little wicker 
cage containing a pair of bullfinches and a pair of tomtits. The 
bird painter was forced to look narrowly at the beautiful donor 
before recognizing her. 
“I told you indeed, sir, that the wild lily of the valley would profit 
by your counsels. In gratitude, I offer you in her name these little 
feathered creatures that, at her call, gaily flew into their narrow 
prison.” 
“I accept them, but on the condition that you will receive in ex- 
change the drawing which represents you in your unbleached 
chemisette, with your hair floating, surrounded by our little friends, 
the birds.” 
“Willingly. Beside, I shall ask you to do me a favor.” 
“Twenty, of you wish, my child.” 
“Kindly take this letter, which I have just written, to my uncle 
Semegrain, the curio dealer of the rue Drouot. You will see 
beautiful things in his shop. Good-bye! When will you come 
again to Barbizon? 
‘LWhen Vercingetorix shall be entirely finished.” 
Although the approval given by Aurkle would have contained 
strictures alarming for any one save Maurice, the visit of the bird 
painter helped to maintain the sculptor’s courage. If the optical 
sense was lacking in Aurele, if he did not understand the grandeur 
of the work conceived by his friend, he appreciated at least the 





I PURPOSE this month to extend somewhat farther the series 
of considerations with which, in the October number of this 
magazine, I opened my plea for a rehearing of the imminent 

and now all important question of securing appropriate and simple 
decorative elements for the modern house. 
In the former article I dealt mainly with the making of furniture 
in the workshops of The United Crafts at Eastwood, giving a 
glimpse of the daily life among the workers, briefly outlining the 
frank handling of well-prepared material, and in a general way 
citing those conditions of industry which have given such flavor 
to one of the most vital subjects of the present day. 
Now I write of the house itself, and I have selected the house 
of Mr. Stickley as an illustration, because it is so singularly 
free from pretension. It contains evidence of serious thought 
and honest intent, with abundant freshness and wholesome- 
ness, which are innovations in these days of machine carving 
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and jelly mold enrich- 
ments. Here is a house 
that has qualities gener- 
ally lacking in architect- 
ural schemes, where their 
details too often smack of 
the dust of the drawing- 
office. Quiet harmony is 
the prevailing note of the 
composition, character- 
ized by singular upright- 
ness and sturdy independ- 
ence. The work of a 
leader who, striking out 
a path for himself, fol- 
lowing neither school nor 
man, it is yet devoid of 
restless, picturesque or 
wilful irregularities. No 
one would accuse Mr. 
Stickley of being blind to 
the strength of ancient 
traditions, though he 
scornfully rejects their 
coercion. 
In olden times a man 
in building unmistakably 
revealed his character 
and nationality, but now, 
thanks to Europeanized 
architects, whose smooth, 
intuitive touches exhale 
but little flavor of the 
soil, we have a cosmopol- 
itan house, as interna- 
tional as the people who 
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design them or who live in them. We have taken plans, eleva- 
tions, sections, from every country, adapting and readapting them 
to our needs and to the demands of our climate. Big halls and 

Second Floor Plan 

firesides from d‘kar, moist 
old England, verandas from 
sunny Italy, general sense 
of proportion from France, 
robust, simple, vigorous pan- 
eling from Spain; while 
many of the huge beams 
which now support our ceil- 
ings remind us of Russia, 
Norway and Sweden. Yes, 
from the Norse we too often 
borrow without acknowledg- 
ment. The internationaliza- 
tion of the house is an entirely 
new feature of modern civili- 
zation. There have always 
been, it is true, architects who 
possessed a universal appeal, 
due in some cases to a fine, 
academic reflectiveness and in 
others, of a broader type, to a 
disregard of mere social dis- 
tinctions. 
In France, the most conserva- 
tive of all countries in art, 
many workers have freed 
themselves from the cosmo- 
politan influence, and given 
us the style they call new, or 

L’Art Nouveau, which, however, somewhat embarrasses the archi- 
t-al world and adds rather to its difficulties by a sensational 
imposing of amazing contradictions presented in a fascinating 
manner. 
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The struggle for simplicity can never be regarded as a detached 
episode in house-building, or even as an unavoidable crisis in the 
long work of bringing together the various needs of the details and 
of securing a final adjustment of their proportion. It must per- 
meate the very conception of the original design; only so can it be 
vitalized in the complete dwelling. 
Much of our modern house building is characterized by a lack of 

View in Hall, showing Stairs 

finality. Ours is eminently a nervous epoch, too often approach- 
ing the hysterical. This latter phase is to a very great extent due 
to the recent, extraordinary progress of womankind. Years ago 
woman ceased to be submissive; to-day she is aspiring, with a high 
sense of responsibility and with serious thought for education. 
She designs, as well as dominates, the house, and so the majority 
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tell as they hide behind the cushions in the long deep seat beside 
them. This hall is large for a comparatively small house and im- 
presses one with a sense of grandness by its well-considered con- 

trast. When it is said that the most clearly and typically expres- 
sive of modern homes do not hold US in awe with their linear 
dimensions, but rather cheer by the welcome they extend to us, 
surely, this house should be included in the category. We do not 
often get vaulted interiors in these days. The Anglo-Saxon has 
always been a lover of beamed ceilings. Here beams, row after 
row, mark and intensify the perspective, leaving long panels of 
plaster between them. Tastes differ as to the color the surfaces 
should show. White or shades of ivory is the tone generally in 
favor with the professional mind. In this instance the surfaces are 
white. This gives a variation of texture, a play of light and shade, 
which reminds us of the monastic buildings and cloistered courts 
of Spain and Italy. One point of unlikeness to the conventional 
house is in the floors, which instead of being laid with narrow 
boards, have broad chestnut of varying widths and lengths, frankly 
showing nails ; the wood being darkened by aqua-ammonia and 
rubbed and polished with a mixture of beeswax and turpentine. 
The fireplaces are of common red brick, built solidly into the 
house, not added on as a mere lining to conceal a poorly construct- 
ed frame. When we look at the drawings of interiors here pre- 
{ented, we must remember how difficult it is for sketches to retain 
their freshness when added to the frigid zone of a page of type. 
They are intended to be “strong,” not “pretty,” and to illustrate 
facts rather than enthusiasm. 
It is like hoisting a danger signal to speak out loud to Mr. Stickley 
of ornament, yet all people do not know this. “It is very grand,” 
said one visitor, “but have you no ornament, carving or draperies 
in your house, Mr. Stickley?” 
“No draperies, thank you, and as for ornament,-have we not our 
friends?” 
“Ah! a courtier, I declare! In a measure you are right. The 
truest ornament to a house is the family-the wife and children, 
then, as you say, the friends.” 
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No fiercer architectural battle has been fought than that in which 
the question of ornament supplies the field. Some ornament re- 
sents leadership. It affects to govern and not with a small voice, 
but with a shout. Not content to be seen, it must be heard. It 
eschews moderation. Assuming that collective ignorance repre- 
sents dominant wisdom, it justifies its intolerance by its popularity. 

Inglenook, Dining-room 

The lovers of accessive and aggressive beauty clamor for more 
ornament, which grows as it goes, a snowball on a muddy road. 
Not alone is this house remarkable because of its conspicuous 
absence of carving, molding, and inlay by way of ornament, but 
because of the singularly frank manner in which they have been 
omitted. No false construction is allowed to take the place of 
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these popular idols by presenting rudely wrought, primitive forms 
as an architectural expedient. 
So I salute the man who, refusing the many dangers which con- 
front him in the search for an acceptable solution of the house- 
building problem, rescues from the dust of ages enough of the 
fundamental characteristics of the past to present so valuable an 
illustration of the true understanding of the problem. This severe 
treatment is truly a welcome understanding, disciplined, chastened, 
yet always wholesome, modest and noble. I like Mr. Stickley’s 
house because it is strong, robust, wholesome, free from affectation, 
vagaries; yet it might be, and I trust it will be, softened with the 
addition of furnishing details. Nature would help with her flow- 
ers, plants and potted shrubs, never more welcome than when they 
show against a background of polished oak. 



Rambling Thoughts 
of “A Glass Man” 

Otto Heinigke 

DO not like it,” and it may be 
the Venus de Milo. Still, all 
you may say, staking your rep- 
utation gained by fifty years of 

study and practice, will not move her 
from the position, that the work in 
question is not good. There never 

enters her mind the thought that there might be some knowledge to 
acquire, that she cannot possibly be as well equipped to judge as a 
professional who has devoted his life to it, to whom its laws and 
principles have become the very breath of life, and who has there- 
by gained a world-wide reputation. This is the person who must 
be held responsible for many daringly good things that have not 
been done. For, the fear of her baneful influence must dwarf, 
does dwarf, many attempts to produce art of finer strain, whose very 
life depends on sympathy. Then, again, it must discourage money 
investment for the working out of important works of art in any 
but a popular vein. So some day we shall receive credit for what 
we have not done. The thousands of horrors that deface this 
beautiful land,-beautiful when God left it to us,-are not all to be 
laid to the makers. 
Can the glass stainer,-who has nearly always acquired his working 
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capital by painful thrift, and retains it at the price of extreme cau- 
tion,-afford to invest the large proportion of the cost of a good 
window, which is represented by labor in what he may feel is good 
and scholarly, when he knows the best could not possibly be under- 
stood or appreciated by the judges that are to be, and which with 
the remark of “I know what I like,” may be thrown back on his 
hands to alter, or to take the consequences? But there is a legal 
side to all this, and if the maker has but the self-respect to assert 
himself he may do much to remedy this stultifying system of un- 
just waste of his just profit,-if not of his capital itself. There are 
no sharper bargains driven than are made in the name of the 
Church, some in the ardor which comes of ignorance, but the 
larger part from pretensions. The artist who by sketches and 
interviews, samples and references, comes to an agreement to pro- 
duce work to the best of his ability must be paid for such work 
when the order is filled. He is not a tradesman who can put the 
goods back on the shelf to await another buyer. There may be a 
dozen ways of carrying out a work of art, but the artist’s way 
must be the one accepted. When will he be ready to take the 
stand of the humble artist-tailor, who recently told a good cus- 
tomer : “I wish that you would not come here. You will not let 
me fit you, and your clothes are no credit to anyone.” The aver- 
age owner or committeeman will allow his architect full swing 
when he is digging a hole for the foundation. But when he comes 
to the stone he must be consulted, especially as to the color and 
texture. The architect may have something to say about the roof, 
but when Se windows are reached, never. By that time, the lay- 
man has acquired the experience necessary for directing a compe- 
tition which, alas, is usually conducted with as great a sense of 
honor as the average Church Fair. These competitions are usu- 
ally won by an unscrupulous hack of the trade who promises the 
impossible at impossible prices, and finally provides it. These 
are serious consequences; for thereby good art is thwarted, good 
taste insulted, good material wasted and good opportunities lost. 
How can it be brought to the minds of these would-be judges that 
the men who are capable of producing stylish church windows 
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are very few, either here or abroad,-so few that every architect 
must feel it the most difficult place to fill, while the laymen find 
men by the dozen, any one of whom may desecrate their temple, 
if he will only work cheaply enough. But cheapness here, hap- 
pily or unhappily, is not to be measured by their only known sys- 
tern,--the metric system of dollars and cents. Yet, by the tacit 
retreat from responsibility of the harassed architect this does be- 

Designed and made by Author, showing Value of Lead 

come the factor: the only measure applied that shows any standard 
which the conscientious artist can adopt with any hope of pleasing 
his clients. 
If any apology for strong language is necessary, let me here quote 
at length that pre-eminent apostle of good art, William Morris, 
who, with his sledge-hammer blows at existing pretensions, opened 
a way for the influence of his own practical renascence in the many 
branches of decorative art which he, at different times during his 
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productive life, piloted back into their own legitimate courses 
from which they had drifted centuries ago: drifted so far and so 
long that no one seemed to know from whence they came or whith- 
er they were bound. He says: “I know that the public in general 
are set on having things cheap, being so ignorant that they do not 
know when they get them nasty also; so ignorant that they neither 
know nor care whether they give a man his due. I know that the 
manufacturers (so called) are so set on carrying out competition 
to its utmost,-competition of cheapness, not of excellence,-that 
they meet the bargain hunters half way and cheerfully furnish 

Designed and made by Author, showing Value of Lead 

them with nasty wares at the cheap rates they are asked for by 
means of what can be called by no prettier name than fraud.” 
These words, spoken a quarter of a centuruy ago in his “Hopes 
and Fears for Art,” while they have served well, are still as true 
and useful as the many other tools he bent to his purpose of forcing 
the public to stop and think in their mad career of ignorant waste 
and pretence. To prove the measure of his success, we have only to 
bring forward as witnesses, the Morris wall paper, the Morris chair, 
the Morris rug, the Morris tapestry and embroidery, the Morris 
windows and the Morris printing press. But do these things not 
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stand out among productions of to-day almost as solitary as exam- 
ples of what is good in art, as they would have done in the Phila- 
delphia Centennial exhibition, or at about the time his words were 
written? Sadly we must confess that they do, so much so, that we 
hail with pleasure as our only escape the plain cartridge paper, as, 
at least, it has no offensive pattern on it: or the simple-lined furni- 
ture, simple almost to barrenness, but a thousand times better than 
the gaudy and cheap imitations of richness, that are totally impos- 
si ble. Is the course that Morris found for us again to be lost sight 
of? We hope not; and yet we cannot expect to keep it by drift- 
ing. It is only by stemming the tide of greed and ignorance stren- 
uously, incessantly, by word and deed, that the small gain our craft 
has made can be retained. There has been too much ease taken in 
our pleasure in drifting. We have allowed those who are unfitted, 
unequipped, to come abreast of us, to pass us, to direct our course. 
There has been too much pretty writing and stringing together of 
idle words for words’ sake, for the fear of controversy, or oftener 
still from the lack of practical knowledge governing the subject, 
until it almost seems a proper question to ask, whether writing ever 
helped art? The greatest artists have talked little and written 
less. It is mostly done by men who have not produced what they 
write about. We must meet a Morris to regain our faith. Is it 
because he first produced and then wrote what he felt was vital? 
And we are obliged to quote a great man to prove that this is not 
an impolite thing to do, to-day. 
But we have rambled. Let us return to our subject. 
The effect of the glass in a church is the first and last impression 
taken away by a visitor, yet how seldom is an adequate sum appro- 
priated for it at the writing of the specification for the building. 
It means the final making or marring of the finest building, on 
account of the natural prominence and aggressiveness of glass. 
Yet, how often, even when the original allowance for it is good, 
after the extras for the rest of the building creep in, are these 
latter provided for by clipping down the glass fund, until there 
is not enough left to provide the proper size lead for the plainest 
quarry design! Then the honest maker must drop out,-the artist 
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has long ago become useless,-and the dishonest hack comes in, or, 
what is as bad, the man who does not know what it will cost him, 
until he has begun, and must then starve his work to avoid starv- 
ing himself. This may be his first criminal offense, and some day 
he will be forgiven for what he did not do. For an object lesson 
in the consequences of this kind of ignorant interference, although 
the appropriation in this case was sufficient to provide a perfect, 
but simpler scheme, I must reluctantly point out a flagrant and 
unusually important instance in the case of the large windows in a 
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was excellent, the architect worked loyally for what he thought the 
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best interests of his clients, and the poor maker soon after suffered 
business starvation. But not before he had apparently tried to save 
himself by starving his work: firstly, by the use of leads inadequate 
in size to support the glass in such large surfaces he saved not only 
the difference in the cost between these and proper leads, but the 
much more important items of nearly double the time of labor 
which it would have taken to do it properly. The fact that wide 
flanges of the H-shaped leads close up while being handled by the 
glazier keeps him continually spreading them open to insert his 
pieces of glass, which means time; whereas, the narrow flanges 
need no spreading at all; being slipped on the glass as fast as it can 
be handled. Then, the barring is hopelessly insufficient. Such 
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large windows should be supported in short sections on T bars 
running across the openings (on which these sections rest) ; if not, 
by upright irons to which these T’s are fastened to prevent sagging, 
In place of all this, the whole wide sheets-something like twenty 
feet high-were held up (in single sheets) by the small copper 
wires soldered on the leads, which were bound to tear away from 
the glass. And now, after but a half dozen years, the exterior of 
the building resembles more than anything else, drapery, or the 
remains of drapery-rags--as pieces early began to drop out. 
But I am here warned by experience that in the items of lead 
and barring I may easily do /’ 
the maker of this glass a great 
injustice. It may be that the 
committee may have demand- 
ed small leads and no barring. 
One has so often disinterred 
history and vivisected the 
methods of modern-glass mak- 
ing that much which one finds 
necessary to say in an article 
like the present one seems trite 
and obvious. Yet it were un- 
grateful not to acknowledge 
the possible vital importance 
of the influence of the Art 
Periodical in striking again Designed and made by Author, showing the 

and again at vicious practices 
Value of Lead 

that would otherwise be accepted as necessary evils, and which 
must affect the use of any material afflicted by such prac- 
tices. The above mentioned case of what we will call “mis- 
placed ardor” (for the sake of the decorative quality of these 
fairly printed sheets) is by no means a rare one, for one half the 
churches in the City of New York will be found to be double 
glazed, with outside sash of plain glass to protect the poor leaded 
work of the windows proper from leaking or being blown to frag- 
ments by the winds. The extra expense goes for the owners’ edu- 
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cation, but he seldom gets a second opportunity to continue his 
studies. 
This manner of speech may sound bitter, but it is the bitter drop in 
our cup, and poison must be fought with poison. We have the 
living evidence that well-constructed leaded glass will last seven 
hundred years and more, and that under most trying conditions of 
wars and neglect: as witness the 12th Century windows. But they 
are all made with expensive large leads and are properly barred; 
in many cases, bars having been added from time to time; which 
fact accounts not a little for much of the richness of tone of the old 

Designed and made by Author, showing the 

Value of Lead 

glass ; the contrast of their 
blacks giving much of the 
jewelled brilliance to the glass 
showing between them. This 
inherent dislike to bars that 
one hears of so often is again 
the criticism of the ignorant, 
and of the person who is re- 
sponsible for that abomina- 
tion, the so-called metal sash 
that needs no bars and is as 
interesting as a tin ceiling, as 
artistic as beveled plate glass. 
The old makers well under- 
stood the worth and added 
beauty which were derived 
from their sustaining bars. 

They often made them much heavier than structural necessity de- 
manded, or ran them in large geometric patterns over the open- 
ings; the spaces between being filled with leaded glass, and the 
black value of the iron being frankly used in the play of values. 
Now let me acknowledge that the committeeman can be a most 
useful instrument. If only he will not attempt to divide the re- 
sponsibility of the building-operations proper with the architect, 
but oblige the latter to bear it all, make him responsible if he is 
worthy of it, if he is not, refuse to employ him. A worthy archi- 
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tect will be a man who has made deep studies of the various mate- 
rials, methods and costs which relate to his profession. He is the 
man who, in all probability, has learned to choose an honest con- 
tractor and is not above benefiting by that man’s advice as to the 
details of his particular trade, and that contractor will respect the 
professional man. And here let me bear the testimony based upon 
a twenty years’ acquaintance with the architectural profession, and 
covering intimate business relations with hundreds of architects, 
that I have yet to find the first one who has betrayed his client’s 
trust. 1, ,-.G..P” -0 +&a -_.-a ..l,,n...-.-. A.,. c&-a”,:L, l , .Li,. i.,,-.“..“_ CL._-. 
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is much idle talk to the contrary. One can find pretenders here as 
in any other field, and in plenty. But when one considers what 
changes have been wrought in everything that pertains to archi- 
tecture in the last ten years by an earnest army of students with 
their honest convictions valiantly supported, one must feel that 
rnpri nf ofTs;rc P-J" ~~11 trllat thmm. fnv ha.ra th,vT nnt nrn.rc=n the=-_ 111b11 “A UllUllU bU,I V”b,IL l.I UOL CIIL‘ll , I”1 1IcL”b L”bJ ll”C y1v* b11 CIIbIII- 

selves capable by stupendous business undertakings successfully 
carried out? The attempts of the layman to dictate anything con- 
cerning architecture to such men is not wrong only, it is insulting. 
What splendid men they are in their earnestness! 
We have sometimes wondered that, when architects have achieved 
arnndenr in wale thev have nnt chnwn thP came recnlt in the ITCP b_--* __..._ ___ “..“‘.,) “‘wJ 1.1. V .I”. “IIV..II Cll” U..IIIW *-“u-L _.I .I_” . . . 

of full color. Often, it seems the result of timidity growing from 
bravely acknowledged consciousness of weakness in that field,- 
surely commendable; but may it not be again the fear of “I do not 
like it”? Ruskin somewhere writes to the effect that one cannot 
appreciate more in a work of art than his mind is prepared by 
education to receive. He mieht have added that the false pride b--- -~~-. - 
of the uneducated usually condemns what it does not understand. 
But in these days of infinite detail it is no disgrace to acknowledge 
ignorance of, or weakness in, any of the many branches of a pro- 
fession. It is pretence that contains the danger element, and no 
professional to-day knows it better than the architect, and accepts 
it more frankly than when he calls in the lawyer, the financier, the 
engineer, and craftsmen of every kind to assist him in developing 
his immense problems. 
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It was some years ago that the veteran art writer, Charles DeKay, 
said that if some of our American windows were transportable 
they would undoubtedly win the praise of Europe. America is 
now shipping thousands of tons of Opal Glass to Europe: the prob- 
able result of the above prophecy, as a number of windows were 
sent to the last Exposition at Paris and received the highest awards; 
Mr. LaFarge, the undoubted founder of this American art, gain- 
ing the decoration of an officer of the Legion of Honor. In this 
case the decoration is honored in the man: the real genius follows 
laws, others make laws from his work. One of our architects, 
known for his scholarly Gothic structures, when inspecting a trac- 
ery window making for him, showed his breadth by remarking: 
“I appreciate that you are forced to invent new methods of using 
the new materials to reach what is admirable in the old work.” 
Here is the field for new designers. It is not new principles of 
design, not new styles of ornament, but the taming and training 
of a wonderful new material according to the abundant laws and 
principles left us by those remarkable old pathfinders of the twelfth 
to the fifteenth centuries, in the pomp and pageantry of their un- 
dying art, as shown in the cathedral windows. 
There is endless room for the display of inventive powers in filling 
the new demands made on the new material to meet all the condi- 
tions of light and want of light that govern the problems of build- 
ing our closely surrounded modern city churches, with piercing 
sunlight on one side and hopeless gloom on the other: edifices 
unlike the old architecture, erected, not merely to look beautiful, 
but to satisfy a most practical generation of didactic, creature- 
comfort loving worshippers. The governing directions for mak- 
ing the windows will probably be: “They must not be too light 
nor too dark.” With this sunlight-and-gloom-problem-How to 
begin! The artist may be certain of finding as many different 
judges on the bench when the glass is finished, as there are mem- 
bers to the congregation, and their friends who have a friend whose 
friend is an artist. 
Restraint is probably the first lesson for our small modern church- 
es. The barbaric Hindoo can and does carve his material to end- 
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less elaboration; the ancient Greek was able to do the same, but 
showed a restraint which never palls. Restraint in the use of Opal 
Glass for its own sake and for joining it to the requirements of 
good architecture seems the difficult lesson to master. Winston, a 
true lover and writer on the art, says that “glass painting did not 
decline for want of encouragement, but from a confounding of its 
principles with those of other systems of painting.” Who can 
doubt that he has read his lesson rightly? Certainly not the student 
who has seen the wonders of Fairford and Chartham in England; 
those of the Netherlands, France and Italy of the 15th Century. 
Their aims are different from those of the earlier periods, but they 
set forever the laws of painted work. Another authority says: 
“There is a consolation in the melancholy fact that the enamel- 
painted surface of those German windows is rapidly giving way 
(notably in Glasgow Cathedral), and not for sordid narrow mo- 
tives, but for art’s sake alone.” The giving way of the enamel 
comes from careless firing and from too much forcing of the 
effect by loading on the blacks so much indulged in by the Ger- 
man school; thereby sacrificing the sappy glassy glory which is 
the crowning beauty of the old painted glass. While the modern 
Englishman errs on the other side by the use of his too feeble hair 
lines, it is curious that between those two extremes both lose the 
luscious translucence of the Cinque Cento glass. Colored glass 
is the ideal of materialized color. It is color in suspension; it is 
what the easel painter is continuously sighing for and striving to 
attain with his mediums and varnishes, and yet these glass painters 
kill this very quality in their glass “from a confounding of its prin- 
ciples.” After this can there be any doubt of the positive necessity 
of the designer being at least fully conversant with the material, 
if not being himself the maker of the window. The best results in 
the finished windows are usually obtained in humoring the glass 
at hand, not in torturing it to alien purposes-hence vital the sym- 
pathetic working together of the designer and the maker, when 
for any good reason they are not one and the same. And this 
seems to bring us to the true cause of the failure of the latter-day 
painted glass; the demands being much in excess of the power of 
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supply, that is, of the autographic kind, and to be finished on time 
kind, Methods have been introduced of needs which have made 
machines of the workmen, banishing all individual feeling. While 
their technical skill could only be surpassed by machinery, the 
result is quite as good artistically as oil cloth and quite as inter- 
esting. Such is the production from Munich to-day, where chil- 
dren are taught to do one thing, without more mental force than 
an ape employs in his attempts at imitation. And how few are the 
exceptions to this rule in England! The creative power is lacking, 
the nervous virility of touch, in short, the mind that one feels in 
every line of the old masters. 
Dare we hope that the time is near when our American church 
builders and patrons will appreciate that there are in this country 
a few men fitted by their studies and experience to return to the 
beauties of the old work? Who, at least, will not start hopelessly 
wrong; who understand the beauties of the old “grisaille” windows, 
with their simple field of painted quarries, their glorious borders, 
and medallions of preciously luscious colors? But these windows 
cannot be produced in a day, nor for a dollar. Why is it that a 
liberal American will pay twenty-five dollars per square foot and 
40 per cent. duty in addition to the price of setting to a foreign 
maker, with years to carry out the contract, and that to a man who 
has never apparently designed a true Gothic window, if he be 
judged from his book, although he has had hundreds of opportu- 
nities, in this country alone? Whenever Gothic ornament is de- 
manded he introduces brick work, or what for lack of a better 
name we may call a running Acanthus leaf border around the 
window, across it, or in panels. Another of our Gothic specialists 
having had a series of painted windows made here for one of his 
churches, started for Europe well pleased, but determined to see the 
best. He visited all the European workshops of which he knew, 
but at his return he generously confessed that he had seen nothing 
abroad-modern, of course-that could compare with his Ameri- 
can windows, for their juicy and translucent quality, as contrasted 
with the usual hard, dry, oiled-paper-look usually seen in modern 
painted glass. They were, at least, not started wrong. But this 
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class of window, in which so much personal work is necessary, 
hinges, without a chance for compromise, on time; and in these 
days of rapid construction that is a rare commodity. The only 
practical solution of this problem seems to be that the con- 
tract should include the setting of the simplest kind of temporary 
.L..J _.=.n l,.l.,.-n+L. WIIIUVVVJ) to be replaced as the elilUCJldLG Oiit?S iii-e c6mpktd. 

This method would relieve good art of its worst enemy, the Twen- 
tieth Century rush. But there is another-we all should like to 
produce for a thousand dollars what resembles old work that 
would cost twenty thousand to-day, and then at completion we 
wonder why it is not the same. Old glass is becoming extremely 
**3 i-P dnJ Trot T P~,T, ., rnllm.t;nn nf .-, An-l,xn ~;PPPC nf r;rh Th;rt,wnth IUIti,) ULlU JL,L I uu** a L”II~LCI”II “I a U”L,b,II y&U&a “1 11L11 I1111 CLLIICII 
Century French glass for sale in Paris last year at a comparative 
bargain-thanks to some restoration somewhere. I did not ask 
the name of the place,-for one dreads to find a spot where mur- 
der has been committed. But it is to be regretted that we have 
not more good examples here. With all our wonderful growth 
nf Mllwllrnc ic it nnt ctranwe thst IXTP hawe little nr nrr 01~4 winrlnxnr VA “‘..e’--““) A” A- II., . “CA “AA&’ CIIWL .,Y IIU. Y LICCl” “A 11” “AU . . IIAU”.. 

glass in, for instance, the three principal ones in the country? 
Boston has one noticeable triangular piece with a demon’s face 
remarkably like the demons of Fairford. It proves to be a copy, 
but full of style. Philadelphia has one, a fine painted piece, 
“Adam and Eve,” done with great personal dash. The Metro- 
politan Museum of A_rt. New York. has two nmall nieces. hut what 7 -.-‘. ) _--_ _.. _ ____ --_ r__-__) 

they are I defy anyone to guess, as for ten years they have been 
kept in glass cases with no possibility of their being seen by trans- 
mitted light, as they are carefully laid against a black background. 
This is not accidental, for attention has been drawn to it, and they 
have just been moved to a new and still darker place. But I must 
remember the injunction of a good old friend, “Cultivate a gentle 
spirit!” I have scolded enough. 
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class of window, in which so much personal work is necessary, 
hinges, without a chance for compromise, on time; and in these 
days of rapid construction that is a rare commodity. The only 
practical solution of this problem seems to be that the con- 
tract should include the setting of the simplest kind of temporary 
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Century French glass for sale in Paris last year at a comparative 
bargain-thanks to some restoration somewhere. I did not ask 
the name of the place,-for one dreads to find a spot where mur- 
der has been committed. But it is to be regretted that we have 
not more good examples here. With all our wonderful growth 
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glass in, for instance, the three principal ones in the country? 
Boston has one noticeable triangular piece with a demon’s face 
remarkably like the demons of Fairford. It proves to be a copy, 
but full of style. Philadelphia has one, a fine painted piece, 
“Adam and Eve,” done with great personal dash. The Metro- 
politan Museum of Art. New Yorkj has two small pieces. hnt what 7 --_ ..---- 
they are I defy anyone to guess, as for ten years they have been 
kept in glass cases with no possibility of their being seen by trans- 
mitted light, as they are carefully laid against a black background. 
This is not accidental, for attention has been drawn to it, and they 
have just been moved to a new and still darker place. But I must 
remember the injunction of a good old friend, “Cultivate a Pentle 
spirit!” I have scolded enough. 
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There seems always to be a supply of those who, with more or less 
talent, are ready and anxious to adopt some form of Art as a call- 
ing, even though it necessitates life in a garret and uncertainty as 
to where and when the next meal is to be found. 
There is also a fairly large, and of late years a rapidly increasing 
number of persons, who are more or less cultured in their taste for 
artistic things, together with others who feign an interest, in their 
effort to appear sophisticated. Many of these last quite uncon- 
sciously learn discrimination, and actually join the ranks to which 
they aspire. It is to both these classes that the craftsman must look 
for encouragement and support. 
The garret-haunting proclivity of the artist of narrow means calls 
for time and energy on the part of those who would track him to 
his studio, and it is unfortunate for all concerned, that a large 
number of the patrons of art are so hampered by social duties as 
to have little time to search out the workers; while the producer 
of artistic wares is either a very poor salesman of his own work or 
else too proud to exploit it. He is more than liable to think that 
if his productions do not proclaim their own merit to such a degree 
as to compel a purchase, the ignorance of the Philistine is too hope- 
less to be worth an effort to correct it. 
In many places, the Societies of Arts and Crafts are providing 
means for bringing together the craftsmen and the public; but in 
some of these organizations the standard of excellence necessary to 
the admission of work is so high as to exclude all save a very few, 
and to discourage many workers who need only the incentive of a 
little help and a small increase in their income in order to do better 
work. Beside this, too many of these societies are dependent upon 
the financial support of a few enthusiasts and philanthropists, and 
are liable to fail at any moment if this aid is withdrawn, since they 
have no means of self-support. 
It would seem, therefore, that a field is open for an enterprise 
which, while having its commercial side, is yet upon a higher plane 
than the ordinary shop, and in which the articles shown shall be 
selected with discrimination and taste. 
It is probable that in order to make such a place sufficiently profit- 
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able to attract capital, work must be admitted which is not strictly 
that of the individual craftsman: a step likely to accomplish the 
very desirable result of improving the quality of production in 
factories and shops, by creating a greater demand for well-de- 
signed, and well-executed machine work. 
No one but the idealist imagines that we can eliminate the ma- 
chine. Nor would it be desirable to do this, for the cost of hand- 
work must always place it beyond the reach of all save the wealthy. 
But we may reasonably expect to see marked advancement in many 
kinds of mechanical products. It is not the manufacturer who is 
slow to improve. It is the lack of refined taste in those who buy 
his wares; which conditions render it unprofitable for him to pro- 
duce artistic things. 
Our public schools are doing much and can do still more to refine 
the taste of the public. Once this influence is felt, the support of 
the craftsman, working alone in his attic-studio, or in the designing 
room of some great factory, will be assured. 
We believe that this influence is now active, and a visit to any one 
of the splendid museums which are rising throughout the country 
will prove the great interest which they have awakened in the 
public. 
Too much can not be done for the education of the popular taste, 
since it may be proven again and again from history that the culti- 
vation of the arts and crafts is a sure index of the moral, intellectual 
and material well being of a people. The museum, the school and 
the wisely controlled shop have each a part to perform in advanc- 
ing this most dignified cause. The part of each is a separate and 
different one. But who shall say which is the greatest and which 
the least? 



Losanti Ware Louise M. McLatigh Zig 
This ware is porcelain, made after the manner of the variety known 
as “hard porcelain” (p&e dure), having a feldspathic glaze, al- 
though it is fired at a lower temperature than some other similar 
wares; the necessary degree of heat being about 1300~ Centigrade 
or between 2300’ and 2400” Fahrenheit: a temperature about the 
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The substance thus obtained is a highly translucent body capable 
of decoration in an extended scale of color which no photograph 
can show. The possibilities include not only the usual greens, 
blues, browns, etc., of high temperature underglaze decoration, but 
also yellows, reds and pinks of tones quite full and deep. The 
tPmn~rlt1rr~ PmnlAITPA IPrlI,PLI t;,d: small ~~,IIIyLAuLulr LIIIyA"Jbu LLcaVb,J difference bet;veen the 

degree which will bring out the translucency of the clay and that 
which will cause it to melt. 
My experiments which led to the production of this ware extended 
through a number of years, and it is only within the past three or 
four months that I have obtained a satisfactory body. Before 
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my experience was limited to the decoration of earthenware which 
had been made at a pottery whei-e it was afterward fired. 
To accomplish the entire process, to build the vessel from the raw 
materials up to the firing which finished it, was a new work for me. 
I had also to accommodate the process to particular conditions 
which were imnosed bv mv limited facilities for nmdurtinn. ~-~~r ___ _ _, ___~ - ________ _- __-___ -_ ___ =---- __----. 

During my experiments I think that I have broken every cardinal 
rule laid down for the ordinary use of potters. But I have suc- 
ceeded in producing a ware having certain individual and pleasing 
characteristics which might not have been obtained through a strict 
obedience to law and precedent. I have tried eighteen different 
bodies and about forty fire glazes. I usually give the ware but a 
single firing instead of the customary two: the biscuit and the 
glaze. The former practice requires great care in handling the 
pieces, as before firing, the paste is extremely fragile. But I have 
found my method perfectly practicable, since in the making of 
porcelain the firing of body and glaze is desirable because the heat 
necessary to mature the body is at the same time the agent which 
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fuses the glaze. Beside, to justify my work I have the precedent 
of the Chinese and of recent successful experiments at the S&vres 
factory. Furthermore, I may say that the colors of the decora- 
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experts now uphold the Chinese who were formerly believed to 
have worked from impulse, rather than from knowledge acquired 
by thought and experiment. 
I will add that my work is all done at my home: a kiln with small 
workshop attached having been erected in my garden, where all 
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to the firing of the vessel; from six to twenty-four pieces being fin- 
ished at each firing. 
As to the decoration, one thought is, perhaps, timely. I do not 
think it well that art should be the subject of passing fashions. 
What is once good in a decorative sense is good for all time. What 
is had should have no opportunity to exalt itself into a fetich which _c ____ __~_ _ _~ ~~ 

all blindly worship. But new ideas, when time shall have modi- 
fied their eccentricities, will lift Art to a higher plane, and the 
element of novelty introduced into time-worn motifs of ornament 
is not to be despised. The movement known as “L’Art Nouveau” 
will and must have influence, but it cannot be followed without 
reason or moderation! except to the detriment and degradation of 
the Beautiful. 



Vasili Vereshchagin, Realist 
Louise C. Chard 

About ten or eleven years ago, New York had its first view of 
Vereshchagin’s pictures; now, as we go to press, another is immi- 
nent-on November 19 a view, to be followed on November 20 by a 
sale. 
We should like to call Vereschchagin a great painter, so good, ap- 
parently, are his intentions; but undoubtedly his intentions in re- 
gard to painting are misplaced. Literature must long ago have 
stretched out her arms to embrace him-in vain. 
His scenes of carnage, his canvases setting forth the childhood of 
Christ, his historical paintings, are so well known that it seems idle 
to mention them individually, or to attempt to recall them to the 
reader’s memory. No one, unfortunately, who has ever seen any 
of these can forget it. We recall Von Moltke’s trite remark: 
“My soldiers shall not look upon his canvases. My generals- 
that is different; they are supposed to have learned self-control. 
But the private soldiers must not know before hand that war is 
thus.” 
Nothing that is dreadful or loathsome in war has been omitted. 
All its horrors, in most sickening portrayal, are there. And it is so 
even in regard to the subjects which he aims at treating poetically. 
In the series of paintings depicting the boyhood of Christ we find 
this most beautiful figure in all history, not, as our sense of fitness 
would find him, amid simple but cleanly surroundings-the clean 
smells of the carpenter’s shop, the picturesque disorder of new 
shavings, the signs of honest, homely living, but by chickens which 
we dare not touch, and live stock that would disgrace any Tennes- 
see mountain farm yard! It is too real. The artist’s belief that 
art, quite as much as literature, should be the exponent of the pres- 
ent-day life leads him to strange lengths. 
Even in portraiture his sense of realism runs all poetry out at the 
point of the sword. His portrait of an old Jew reminds us of Sir 
Henry Irving’s Shylock, than which nothing more filthy can be 
imagined. In the canvas entitled “On the March-Bad News 
from France,” we find Napoleon, by strenuous use of our eye- 
glasses, in the midst of most gorgeous surroundings. Who could 
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possibly have noticed the surroundings, gorgeous or otherwise, if 
Napoleon were there to be seen! 
No, Vereshchagin, or Verestchagin-you are offered the choice in 
spelling-is not a painter ; he usurps all the provinces of literature. 
History and description are not art. The pictures of the great 
masters are interesting not because of the story they tell, but in 
spite of it, and we insist upon the fact, established in artists’ minds, 
that the subject makes no difference; that the charm and merit 
are in the manner of painting. Take for instance the still life of 
the old Dutch painters! Who can say that cabbages and copper 
cooking utensils are in themselves interesting? But as presented 
by these masters who will deny their interest and charm? 
Vereshchagin is also a writer, as perhaps few know. He is a good 
one, of course, for all the elements of his strong personality bend 
toward literature. His father destined him for the navy, and to 
that end he was educated in the naval school at St. Petersburgh. 
But the fascinations of an artist’s life outweighed those of the navy, 
and we soon find him studying at the Ecole des Beaux Arts in 
Paris, and later with Gerome. He traveled through Turkestan, 
China and India; served in the Caucasus and Russo-Turkish war; 
was present at the storming of Plevna; was secretary in the nego- 
tiations for peace; and we find him again in India in 1882 and ‘84. 
A great many of his paintings are to be found in Moscow, among 
which are about twenty historical subjects of India, as many from 
Turkestan, and the same number from the Russo-Turkish war; 
the sacred subjects also cover a large space. 
The collection to be seen at the Waldorf shows all the versatility 
and much of the best work of this very interesting historian. His 
handling, brush work, and glorious color are undisputed. Tal- 
ented he certainly is, but one could wish this talent turned in better 
directions. 
The man himself gives one the impression of tremendous force- 
a force never to be exhausted by anything, and his keen eyes look 
through to your very soul, to find sincerity, if it is there. One 
knows from his work that he is daring, and honesty itself. A 
Russian, a fighter, a worker, nothing but oppression is too hard 
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for one of his race. He has frozen in the Himalayas, lain 
wounded on! the fields of the Russo-Turkish war, and sweltered in 
India. 
The province of The Craftsman is now well established. Sim- 
plicity and beauty are its aim. Let us then do all we can to en- 
courage the beautiful, not the things which exist merely by neces- 
sity. The horrors of war, the degradation of filth, the tawdriness 
of over-decoration, these must seek their portrayal in something 
less sacred than art. To that large majority of people, however, 
to whom “the play’s the thing,” Vereshchagin’s pictures will al- 
ways be very important and Vereshchagin a good painter. 

The most important exhibit of the month, so far, is the portrait of 
Mr. Chase by John Sargent, shown at Knoedler’s Galleries, a 
marvellous piece of execution. We are familiar with and expect 
always the execution from Sargent, but such a portrait as this 
cannot be achieved often in a man’s career. The portrait, a three- 
quarters length, was painted last summer and in an extremely 
short time. 

The pupils of the New York School of Art, which was founded 
by Mr. Chase, wishing to give a portrait of him to the Metropoli- 
tan Museum, wrote to Mr. Sargent to ask his price. The answer 
was that Mr. Sargent would be most interested in painting 
the portrait of his contemporary-it will be remembered that Mr. 
Chase and Mr. Sargent were colleagues in Paris-and would not 
accept money for it. This was not what the art students wished, 
and, writing to that effect, they paid a nominal price; the portrait 
was painted during the summer. 
The effect of movement in this portrait of Mr. Chase is startling. 
To those familiar with this gifted painter and teacher, it is as if 
they were the subject, he the painter, who has just whirled about in 
one of his flashes, palette in one hand, brush in the other, to catch 
once more the expression he wants. Or, it is as if Mr. Chase were 
painting Mr. Sargent while Mr. Sargent was painting him-in a 
neck to neck race. 
rgo 
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We are loath to leave the scene and go on up the Avenue to Durand 
Ruel’s, where is an exhibition of the work of Victor Huguet, a 
Frenchman whose work in this country is so little known as to need 
explanation. He was born May rst, 1835, and died August 16, 
1902. A pupil of Marilhat, Delacroix, Decamps, Rousseau and 
Troyon, while apparently absorbing but little of all these masters, 
he is decidedly a mixture of all. 
This exhibition is entirely of subjects done in Egypt, where, we are 
told, most of his work was executed. Yet while his pictures 
h-xm hmm hnnrrht and he hat heen r~-rnrmiveA anJ m~Jo11~rl hxr 114”b “UULl “““6”’ UISU I*” .lU” “YYLI I”““&UIYUU CL‘lU IllruwLlru “J 

many French museums, we cannot help the feeling that having 
done so well, he might have done much better. The work gives 
us no pleasurable emotion, we are disposed to believe that the 
exhibitors have decidedly overestimated his importance, and we 
go on to the next on our list, the Woman’s Art lub-a most un- 

s necessary club-which is this vear exhihitinp at t e _Natinnal _A_rts , ---- I’ --_ -___________b __ ____ 
Club on 34th street. For if woman’s work is worth anything, there 
are many exhibitions open to it, and if not worth anything it should 
not be shown. 
There are only a few good water-colors here and the artists are 
well known. Mrs. Rhoda Holmes Nicholls, the only one who 
seems to understand fully the province of water-color, sends the 
study of a clear transparent bowl of roses, worth all the Gray Days, 
the Foggy Nights and Portraits of My Mother in the show; and 
the stained glass designs shown by Mrs. Clara Weaver Parrish are 
delightful in their color schemes. Some interesting work on ooze 
leather in color is also shown, with specimens of burnt-wood- 
some rather good bowls picked out in water-color of dull greens 
and pinks; and a candle-stick with a design in color of that much 
abused beauty, the peacock feather. 
Quite the m OS m eresting feature of this exhibition is a small col- t * t 

lection of pottery by Mrs. H. Van Biggle. 
The opening of that young but interesting body, the New York 
Water Color Club, falls on November agth, just too late to be 
noticed in this number of The Craftsman. Coming later than 
usual, it does not surprise so many artists who are still in the coun- 
try with unframed work, and loath to come into town while the fall 
coloring lasts. 191 



Notes 

D URING the year 1901, a number of Art Schools in differ- 
ent parts of the country offered a department in their 
courses to the Evelyn Nordhoff Bindery. Learning this, 

the authorities of the Art Students League asked that the Bind- 
ery have its workshop in their building. This invitation was 
accepted, and Miss Florence Foote was appointed manager and 
instructor. The Bindery has opened in its new quarters with as 
many pupils as can be accommodated in the limited space avail- 
able, and this, the fifth year of its existence, promises to be its most 
eventful one. 
The pupils of the Bindery begin by taking a book apart and’re- 
binding it, and at the end of the seven months’ course, they have 
covered the technique of forwarding and finishing. They are 
then able to work independently, having acquired a foundation 
upon which to b,uild with experience and application. 
A delightful spirit prevails in the Bindery, for Miss Foote has the 
power of identifying herself with the thought and interests of her 
pupils, while she holds before them the highest ideals of work. 
Technically she is well qualified for her position, having worked 
in several departments of applied art before becoming a binder. 
She was one of the first American pupils of Mr. Cobden-Sander- 
son, and she still spends a portion of each summer at Hammer- 
smith. She will send to Scribner’s November exhibit a specimen 
of her recent work: a book bound in golden brown levant, with 
inlay of light blue and conventional gold tooling. 
The Hammersmith Publishing Society has recently sent out from 
the Doves Press and Bindery two tracts in the interests of the high- 
er Socialism and of good craftsmanship. One is a lecture upon 
William Morris, written and delivered by the son-in-law of the 
great Englishman, J. W. Mackail; the other is two-fold, consisting 
of the “Ecce Mundus” and “The Book Beautiful” of Cobden-San- 
derson; the first outlining industrial possibilities and the constitu- 
tion of a bookbinders’ gild, the second treating of calligraphy 
printing and illustration, and finally of The Book Beautiful as a 
whole. 
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HE Art of Walter Crane” 

is a large, beautiful volume, 

written by P. G. Konody, 

published by George Bell 

and Sons, London, and printed at the 
Chiswick Press in the same city. It is 

illustrated with photogravures and col- 
ored plates, as well as with line cuts 
which are set into the text. The book 

is at once a history and a criticism of 
the life and work of the artist whose 

name it bears. It treats every phase 
of Mr. Crane’s many-sided activity, and 

while it is thoroughly sympathetic, it is 
in no sense an unqualified eulogy. Its 

most important chapters are entitled: 

“Art and Socialism ;” “Art for the 
Nursery;” “Book Illustrations;” “Wal- 

ter Crane the Painter ;” and “Walter 
Crane the Craftsman.” 

The passage in the course of which the 
author places and ranks Mr. Crane 

among English artists deserves to be re- 
membered as one which succinctly de- 

scribes a period of great importance. It 

stands at the head of the first chapter 
and contains the following appreciation 

of two noted men: 
“During the last decades of the nine- 

teenth century the art of England has 

passed through the initial stages of a 
movement which may well be likened to 

the great Renascence of Italian art, a 
movement the importance of which it 
must needs be difficult to pause for eves ~~ “..___ ___ -,__ 
which are as yet in such close proximity 
to the object under observation, that it 
is wellnigh impossible for them to get 

the right focus and to avoid a distorted 

impression. To the historian of the 
next generation must be left the task of 

allotting their correct position to the 

leaders of the English Renascence; but 
to whatever place the majority of our 

reformers in artistic matters may then 

be relegated, there can be no possible 
doubt that two names will stand out 
conspicuously, like isolated high peaks 
about the minor summits: they are the 

names of William Morris and Walter 

Crane.” 
In defining Mr. Crane’s characteristics 

and rank as a painter and draughtsman, 

the author gives utterance to several 
truths of wide application and great 

pertinence. For example he writes: 

“Mr. Crane’s accumulated knowledge 
has in many instances proved anything 

but beneficial to his work. He knows 

too much and has not enough inspira- 

tion. . . . . Furthermore, the great 

facility acquired by constant practice has 
made him discard the model and rely en- 

tirely on his faculty for retaining visual 
images in his memory. Although this 

habit of constructing a design without 

the aid of a model may be of some ad- 
vantage to the decorative character of 

his work, it has frequently resulted in 
faulty drawing, and it would be easy to 

point out a number of instances in which 
the proportions of his figures are hope- 

lessly incorrect. . . . His pictures 
are intended to teach. to rd11rate to el+ , __ _ _ _ _I __) 
vate: they have a ‘tendency,’ and tend- 

ency in a work of art is like a millstone 
round a swimmer’s neck.” 

Under the head of “Art for the Nurs- 
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cry” there also occur certain passages of 

interest to the educator and the parent. 

Mr. Crane is here called the “academ- 

ician of the nursery,” and surely the title 

is most justly conferred. His work as 

deviser and illustrator of children’s 

books is ranked as the most direct ex- 

pression of his genius. To borrow the 

words of the critic: “There is some- 

thing in these drawings of even greater 

educational value than the grafting of 
the shoot of refinement on the naturally 

wild plant of the infantile taste: the 

scrupulous correctness in every slight 

detail of the archaeological setting of 

the scenes enacted, by means of which 

invaluable instruction is conveyed in an 
agreeable and playful manner.” The 

truth of this judgment can not be 

doubted. For in reviewing even the 

small choice of illustrations from Wal- 
ter Crane’s children’s books contained 

in Mr. Konody’s volume, one is deeply 

impressed with the tendency therein 

shown to give accurate artistic instruc- 
tion by the eye, with the endless variety 

of decorative color-schemes, and with 

the symbolism of the color itself so well 

calculated to excite the imagination, 

which is the mental faculty of the child 

first to be quickened and developed. 

In the chapter upon Book Illustration 
much emphasis is laid upon the spacing, 

lettering and title pages characteristic 
of Mr. Crane’s work. And in this 
connection one meets the statement that 
“the great improvement in the printing 

of books during the last two decades is 
mainly due to the artist under consider- 
ation.” 
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Later in the book, Mr. Crane is repre- 
sented as “a fiery advocate for the union 

of art and industry, and for the intro- 
-duction of artistic beauty into every-day 

life, into the dwelling-house and into 

every article of daily use.” He is 
shown to be a thorough craftsman, influ- 

encing the world by his visible and ma- 

terial accomplishments, and working 

with hand and brain rather than by 
propaganda for the revival of the old- 

time and happy relations between the 

useful and the beautiful. 

Taken all in all, Mr. Konody’s volume 
upon “The Art of Walter Crane” is a 

solid contribution to “Arts and Crafts” 

literature and one which no interested 

spectator of the movement can well af- 

ford to ignore. (George Bell and Sons, 

London.) 

“European and Japanese Gardens” is 

the title of an interesting and scholarly 

book consisting of a series of essays by 

members of the American Institute of 

Architects. These papers were read at 
a meeting of the above-named organiza- 

tion held in Washington, three years 

since, and they have been published with 

the view of furthering a closer connec- 

tion than now exists in America between 

the architecture of the house and the 

design of the garden. 

Italian, French, English and Japanese 

gardens are here criticised, the special 

type of each national art being treated 
by a separate writer. The first essay by 

Professor A. D. F. Hamlin of Columbia 
University, opens with the definition, 

original and pleasing, that “a garden is 
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a portion of the earth’s surface human- 

ized.” The subject of this paper is the 
“Italian Formal Garden,” in consider- 

ing which the author clearly brings out 

a fact noted or at least implied by critics 

in every other branch of the art of the 

peninsula: namely, that the Italians, as 
the holders of the classic tradition, re- 
gard the landscape simply as a decora- 

tive setting for man’s action and social 

life; that they, with few exceptions- 

notably that of Horace among the an- 

cients, and of Carducci among the 

moderns-have small sympathy with 
Nature and little sentiment for the infi- 

nite. And in reading Professor Ham- 
lin’s essay one can not but recall Rob- 

ert Browning’s “Fra Lippo,” as he says 

in allusion to the city of Florence: 

“Do you feel thankful, ay or no, 

For this fair town’s face, yonder river’s 
line, 

The mountain round it and the sky 
above, 

Much more the faces of man, woman, 
child, 

These are the frame to?” 

Having thus accentuated the purpose of 

the Italian formal garden and the special 
conditions under which it was designed, 

the writer discusses the chief features 

which compose this place of beauty and 
refined pleasure : terrace-walls, balus- 
trades, stairs and gate-ways loggie and 
casini. and the treatment nf fnllntainc ~, ----- ---- ----_-- _-.-. -- -“Y..LI...I. 

The last feature is especially interesting 

as discussed by Professor Hamlin, who 
dmvs by both word and picture how a 

very small volume of water is made to 

produce a maximum effect by repeated 
interruptions and changes of its move- 

ment : issuing from a reservoir above and 
passing downward through a series of 

basins, until it reaches a flower-garden. 

Altogether, this essay is most satisfac- 

tory, since it thoroughly defines the thing 

of which it treats, and would make plain 
to one wholly ignorant of the subject the 

plan, characteristics, essentials and raison 

d’e^tre of the Italian garden. The essay 

is also equally valuable to those who are 

familiar with the palaces, villas and 

parks of Rome, Florence and Naples. 

For such persons it will clarify and co& 
dinate memories which without such ex- 

planations would remain confused and 
fragmentary. 

A word of praise must also be given to 

the diction of Professor Hamlin, which 

is simple, elegant and suited to painting 

a landscape accented by the stone-pine, 
yew and ilex, and exhaling the same 

spirit that animated the Roman Horace, 

when he wrote “In praise of Country 

Life.” 

Another interesting paper contained in 
this book describes the French garden. 

It contains the appreciative and accurate 

judgment that “the French people seem 

always to have felt an instinctive delight 

in the simple pleasures of the open air: 
in flowers and trees, and vistas and run- 

ning waters-which led them to bring 
911 thoce th;nm ;ntn the;7 n~x,n hnmpc _I. L.SU.... C.‘“‘&l l..L” LLlb.I “11.1 ,.V”‘~~) tc 

add them as so many intimate features 
of the greater house.” 

The writer of the essay, Mr. John Galen 

Howard, specializes and condenses his 
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thought into the consideration of a single 

artist: the creator of the gardens of Ver- 

sailles, Le N&re, whom he calls the 

Shakspere of the art of gardening. Mr. 

Howard justifies his classification by say- 

ing that throughout the history of gar- 

dening “there is one man, and one only, 

of such commanding genius that his 

name is a household word and his chief 

work a recognized classic.” He con- 

tinues the comparison by showing that 

Le N6tre further resembled Shakspere 

in that he was content to take the mate- 

rial ready at hand and perfect it; that 

he did not search in remote places for 

new motives on which to build. To 

quote directly a most inspiring passage, 

Mr. Howard says: “The poise, the in- 

sight, the imagination 05 genius of the 

first order was his ; but he saw his field 

large enough in perfecting and in inter- 

preting what his predecessors had pre- 

pared for him. The quintessence of 

genius and of wisdom, this,-not to 

throw away as nothing worth the skill 

of preceding ages and his own, but to 

seize it, treasure it, transmute it in the 

alembic of his own personality,-put it 

forth at last pure gleaming metal of cre- 

ative power. Of such stuff was the 

originality of Shakspeare in poetry and 

of Le N6tre in gardening. Of what 

immense interest it would be to show 

how this principle holds through the his- 

tory of all the arts-that he is greatest 

who can take what other men have done 

and better it, perfect it,-not he who 

presumptuously shatters traditions, try- 

ing, as it were, what no one has ever 

I& 

succeeded in doing, anew and alone to 

construct an art out of his inner con- 

sciousness.” 

In meeting with writing such as this, 

which is plainly the spontaneous expres- 

sion of thought rather than something 

laboriously wrought out, the reader is 

made to feel the sisterhood existing be- 

tween all the arts, and to rejoice that 

sculptors, painters, architects and crafts- 

men are again becoming all that they 

were in the Middle Ages and during 

the Renascence : through scholars and 

men of deep thought. (Henry T. 

Coates and Co., Philadelphia, 1902.) 

“Bookbinding and Care of Books,” by 

Douglas Cockerell, is one of a series of 

manuals upon the artistic crafts edited 

by W. R. Lethaby. This series is pub- 

lished in the effort to provide from the 

point of view of experts trustworthy 

text-books of workshop practice. A sec- 

ondary object is to place artistic crafts- 

manship before the people as a means of 

reasonable, remunerative and agreeable 

occupation, as also to influence men and 

women 05 education to enter the produc- 

tive crafts. 

The volume upon bookbinding is a com- 

plete text-book giving detailed processes 

with full illustrations. It is intended to 

aid craftsmen and librarians in the selec- 

tion of sound methods of binding books 

and to supplement, not to 

training 05 the workshop. 

ton & Co.) 

supplant, the 

(D. Apple- 

“Mountain Playmates,” is the title of a 
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volume of short papers by Mrs. Helen 
R. Albee, who is known in the world of 

craftsmanship for her development of 

the Abnakee Hooked Rug. The book is 

a chronicle of the simple, cultured life of 
two persons in the mountain district of 

New Hampshire. Many of the head- 

ings of the papers have a classical flavor, 

as for example: “Bucolics;” “Works and 

Days” and “Pagan Rites,” while the 

writing shows a thought not unlike that 

of a once much-read and always charm- 
ing book of Alphonse Karr’s: “Journeys 

about my Garden.” Mrs. Albee’s book 

should do a real work among people 

whose lives are confined to rural places 
difficult of access, since it indicates sim- 

ple, available means for filling lonely 

days with interest and beauty. Among 

all the papers “The Enchanted Rug” is 
the most pleasing and practical, since it 

is the story of real experience and of 

work actually accomplished. 

“How to Make Baskets,” by Mary 

White. 

The great attention now given to the art 

of basketry in school, training-class and 

society, justifies the appearance of this 

manual, which is said to be the only com- 

plete guide to the work. To quote from 

the descriptive notice: “Miss White 

describes in detail the few necessary im- 

plements and materials, and then tells 

how to weave, first the simpler forms, 
next, the more difficult patterns, and 

finally the complicated and beautiful 

work for which the Indians were once 

famous, but which is now rapidly be- 
coming a lost art.” 

At the end of the manual and like a 

happy after-thought, a chapter is added 

upon “What the basket means to the 

Indian.” (Doubleday, Page & Co., 

New York, 1902.) 

“A Painter’s Moods” is the title of a 

volume of sonnets and lyrics written by 

the well-known painter, Mr. Frederick 

Crowninshield. As might be expected, 

the subjects are, in most cases, artistic, 

and the treatment is invariably refined. 

The acute sensibility of the writer would 

at once impress a reader ignorant of Mr. 

Crowninshield’s profession, and the dic- 

tion of each fragment displays fine schol- 

arly attainments. A glance at the table 

of contents reveals the eclectic taste and 

large sympathies of the writer, and the 

sonnets of which the greater part of the 

book is composed are ideas or motifs 

delicately sketched out, which doubtless 

have occurred to Mr. Crowninshield as 

he has stood in the presence of an his- 

toric scene, or some famous statue or 

picture, as he has mingled in society, or 

sat alone in his studio absorbed in work. 

The book will not rise above a succ& 

d’estime, but some few of the sonnets 

deserve to be known ; as for example, 
the one named: “At Evensong,” which 

renders rapidly and truly the impression 

made by the interior of a Gothic church 
at twilight. Two others entitled: “To 

an Actress,” are subtle character-studies 
in miniature. But the best, perhaps, of 
the entire volume is one which describes 

the Italian language within the narrow 

frame of verse and rhyme more strik- 

ingly than a philologist could do in a 

hundred pages of scientific writing. 



The United Crafts Competition 
Number Two 

HE Editors of The Craftsman offer three prizes for 
designs for the decorative treatment of the mural panel 

A A in the United Crafts lecture hall. Specifications 
and measurements will be found in the accompanying 

sketch. All drawings must be full size, in black and white, or in 
some other medium which will readily reproduce, and should be 
accompanied by a sketch outline. They must be sent by express 
and arrive at the ~ff;_ces of The l_Jnited C.raft_s not_ later than Jan- . ..- u 

uary I, 1903. Express charges must be prepaid. It is purposed 
to publish the awards in the January issue of The Craftsman. The 
editors have secured the assistance of Mr. Ernest I. White of Syra- 
cuse, Mr. Henry Turner Bailey of Boston, and Mr. Samuel Howe 
of New York, who have kindly consented to act as judges. 
The subjects suggested for competition are incidents from the lives 
of the great medizeval craftsmen of France, Germany or the Low 
Countries, or scenes from the experiences of William Morris and 
his followers in modern England. It is also requested that con- 
spicuous use be made of the device and legend of The United 
Crafts as they are shown herewith. The second of the first series 
of competitions begins with the present and December number of 
The Craftsman, and will be known as The United Crafts Design 
Competition No. 2. All drawings submitted should be marked 
accordingly. The conditions of this competition follow: 

The prize drawings become the property of The United Crafts, 
who reserve the right to produce them in The Craftsman, and of 
“-,P..+“‘-.V rl, C”_” ,,_ +I., ,..“liC -4 +L”:” I,,r..,, L”ll nf “*al t;,, t;*eLUL1,1g ,,le JUI,IC “,1 crrrr WUlCJ “, LIICI, LC(rCWIC ILLLCC, UL urcr CIIISC 
when they shall so desire. 
All unsuccessful drawings will be returned. 

CONDITIONS: Each drawing to be marked with a distinguish- 
ing sign and accompanied by name and address in a sealed envel- 
ope, the envelope to be marked with a sign corresponding to that 
on the drawing. Drawings must reach the office of ‘The Crafts- 
man not later than January I, 1903. Express must be prepaid. 
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AWARDS: First prize . . . . . . , . . . . $100.00 

Second prize . . . . . . . . . . 50.00 

Third prize . . . . . . . . . . . 25.00 

Platform end ot Lecture lIz:I 

Tbis room is nbmt 50 feet long 
and;?7 feet widp, G/h platform 

The mural panels ” ‘n’B” are of burlap, and form 

at one end, I foot aboqte $oor 
a continuous frieze around the lerture ball. 
will be made the subject of a later competition 

They 

I N the Middle Ages, each master- 
workman adopted some device or 
legend which, displayed upon every 

object of his creation, came finally to 
represent his individuality as completely 
as did his face or voice. 
Certain of these legends were so signifi- 
cant and SO happily chosen that they 
passed from craftsman to craftsman, 
and from country to country. Among 
such may be mentioned the Als ich 
Ranne (if I can), which appears written 
across th,... P-x~~,-,EPE n4 Ton .r.,- l?.wl- I---v- . .." ..US..‘..Tb.a "1 JCL,& *a11 a.,ycn, 

the early Flemish painter. 
The same legend was adopted by 
William Morris, when, in early man- 
hood, he visited the Low Countries and 
became interested in the mediaeval arts 

and crafts. The English workman used 
the legend in French translation: the Si 
je puis appearing first in the tapestries 
which he designed for his own dwelling, 
and afterward in various objects which 
he made and sold. 
Used as a craft-mark for the third time, 
the legend, done into modern Flemish, 
Als ik km, appears upon every object 
made in the workshops of The United 
Crafts. It here forms an interesting 
device with a joiner’s compass, which 
is the mnst nrimitiw and &s&&e tee! __ ____ ____ -- r ______ __. _ 
of the worker in wood. Finally, below 
the compass, the name of the, head of 
The United Crafts, SticRley, appears 
upon a tablet in a fat-simile of hand- 
writing. 
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The readers of The Craftsman are an art-loving people; they 
m11ct hl,,P rngnxr f&en AQ xnrhn Q,-P Ql-t 1nXlPrC Whst X-mat 

Ii 
I LIIU.2L 11U”k “‘U”J 11Lb1AU.z ““Al” c&lb. UIC I\,Vs,IU. I. .lU. AL .llU” 

greeting would be more appreciated than a year’s subscription 
to The International Studio : : : : : : : : : : : : 

Annival Subscription, $3.50 

ii 

THIS TELLS YOU ALL ABOUT IT 11 

I T is the aim of ‘I The International Studio ” to treat of every Art and Craft- 

Architecture, Sculpture, Painting, Ceramics, Metal, Glass, Furniture, Decora- 

tion, Design, Bookbinding, Illustrating, Photography, Lithography, Enamel, 

Jewelry, Needlework, Gardening, etc. The principal writers on Art are con- 
t&h..tnrr cc. ;+c mec.oc X,f”..., ,.,.:,;..,I ;ll..Ft~“t;~nc ..,n..,cl..P,A ;,l P1Ic.+-., .,“T;p+.l -6 lll”ULVlJ L” 1LJ &In&La. IVInl‘y “ll~;lll‘al I‘LuJLIaLI”IIJ, LC&J’“UULLU ‘1‘ L”bLJ *aLrLLJ “I 

black-and-white process, half-tone, line, photogravure, etc., are to be found in 

each number. Color-plates of real value are to be found in every issue. No 

magazine can boast a more artistic and sumptuous get-up than “The Inter- 

national Studio.” 71 Every one interested in Art, professionally or otherwise, 

should read it; for the magazine keeps its readers au fait with the doings of the 

art world, both literary and technical : : : : : : : : : : : : : : 

The Bodley Head, 67 Fifth Avenue JOHN LANE~NEw YORK 
II 
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b Jamaica 
TEE GEM OF THE WEST INDIES 

Jamaica is the most beautiful of all the Weat India Islands 

f.Delightful Tropical Resort 
with Equable Climate Q @ 

And is Most Comfortably Reached by 
the Splendid Twin-Screw Steamships 

ADMIRAL DEWEY ADMIRAL SAMPSON 

ADF!f!!2!@~~GuT 
ADMIRAL SCHLEY 

4P TEE- 
(From Philadelphia Weekly) 

UNITED FRUIT CO. 
(LThese are all ships of the finest construction, with accommo- 
dations as perfect as private yachts. aThey carry the United 
States mail, and are constructed and maintained especially for 
the highest class of Passenger business. aEvery detail which 
will contribute to the pleasure and comfort of tourists has been 
given attention. USailings Weekly from Boston and Philadelpia 

Jamaica, with its magnificent tropical vegetation, 
its towering mountains and picturesque valleys. 

*its perfect winter climate and excellent hotels, 
far eclipses any other winter resort in European 
or American waters. 

ROUND TRIP, including Stateroom Accommoda- 
tions and Meals, $75.00 ONE WAY, $40.00 

Send for our beautiful booklet, whether 
you contemplate this trip or not . . . 

UNITED FRUIT COMPANY 
Pier 5. N. Wharves, Philadelphia Long Wharf, Boston 
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The Applied Arts Booh 
PUBLISHED AT THE BEGINNING OF EACH SCHOOL MONTH 

FRED HAMILTON DANIELS. Editor. Supervisor of Drawing. Springfield. Mass., in consul. 
tatlon with HENRY TURNER BAILEY. State Agent for the promotion of Industrial Drawing. 
Massachusetts. and JAMES HALL. Supervisor of Drawing. Newarh. N. J. d 4 P x 

ANNUAL SUBSCRIPTION, $1.00 
Foreign Postage, 25 Cents Additional. Single Copy, Prepaid, Seven 2-Cent Stamps 

Address. GHE APPLIED ARTS GUILD. 44 Front Street, Worcester, Moss. 
Gilbert G. Davis, Business)fanoger 

WHAT A FEW TEACHERS SAY 

‘I Very glad to bear that words of prais? arc coming from all 

SUSQUEHANNA. PA., Oct. 2. ,wz 

directions. I do not set how it could hc otherwisr. I find it full 
of inspiration. Its field is unique. and no teacbcr Of art ~a” 

afford to be without it.” Yours wry truly. 
GEORGE SAWYER KELLOGG. 

Instructor in History of Art, Columbia University. 

MILWAUKEE. WIS.. Sept. 30. tw2 
” I have found the ‘Applied Arts H”ok’ most practical and 

hrlpf”l I” public schwl work. I consider its artisflc mcnt of the 
best. I “nticipaw mu-h help from you for thr cominp yrar. and 
thank you for thr many hrlpful sureestions you haw eivcn me 

d”r,nE the year just passed.” 

PORT CHESTER, N. Y.. Oct. 8. 1902 

” I couldn’t do wirhovt it, nrw. It is 3 constant inspiration.” 

” I fo”nd it wry helpful the past year-the brst I havr met 
with at all. The great clcarnrss aitd dtrrctnesswith which were 
presented the wncral prlnciplrs of art, making them easily used 
in class work. was cspeclally noticeablr.” 

PROCTOR, VT.. Oct. 1, ,902 
“1 really could not teach without it. I luok furward to it 

every month and find it most helpful.” 

DURHAM, h’. H.. Sept. 3”. ,‘)oz 
“1 send my subscription for the ‘Applird Arts Book’ for 

twf-lw)o1. 1 was much pleaard with thr first year. Each article 
has been so hrlpful that it would be hard t” single o”t a”y par- 
titular ones.” 

CAN YOU AFFORD NOT TO SUBSCRIBE? 

Works by Charles Brodie Patterson 

Dominion and Power 
AN IMPORTANT VOLUME OF 
STUDIES IN SPIRITUAL .SCIEflCE 

HIS IS a 1arzc work. probably the most cqmprehrnsive T of this author’s publications, embracing an epitome 
of the New Thought trachinc on rvcry subject of vital 

moment 1” human drvrlopment. It is indispensable t” all 

who drsire accurate knwvlrdw of th? New Mrtaphyrical 
Movrmrnt. Fnllowinz is a list of the suhjccts discussrd. an 
appropriate ” Meditation ‘I being appendrd 10 most of thr 
chaptrts : : : : : : : : : : : : : : : 
THE SFCRBTOF POWER HOPE I,V CU.4RACTER 
THREE PLA.vES OF ‘DE- RIrLOI.vG 

l~Er‘OP.\rE.vT L0C.E IS CHARACTER 
THE TREE 0~ KS~WL- BI’ILI~ISG 

EDGE PRAYER 
THE PCRPOSF OF LIFE RR EATH 
THE .IlISTAKR OF IIFE SC’CCESS 
RIS’DI.\-G O.vE‘S SE1.F THE RQI:AI.I.TY OF THE 
HOW TO COSSERC’E S>..YK? 

FORCE .I*ARRI.~cE 
FA, T H IS CHARACTER THE R I G H TS OF CHIL- 

‘nlllLDISG 7) R L 5 
I.~~~OR’TALITY DO.l,1SIO.!’ A,\-,> PON’ER 

Price. $1 .OO. Postpaid 

The Will to Be Well 
T HIS work relatrs chiefly tn the hcalinc aspect-philoso- 

phy and prxticr-of Spiritual Science. It throws 

much new lirbt on the path through which alone 

Health. Happiness, and Success in all leeitimate “ndertak- 

ings are to he secured, and discusacs in addition a number 

of topics pertaining to the New Thouzhttraching in general. 

Some of the chapters bear the fallowing titles : : : : : 
WIIAT THE WE11 THISCS WORTH XE- 

THOl.‘GHT STASDS FOR .IIF.I,RERI.,‘G 

THE I.AWS OF HEAl.TlI THE .\IISSlO.” OF JESUS 

.1lE>vT.dL I~FLI’RSCES T,! E LAW OF _dTTRAC- 

TIIE IISITY OF LIfiE TION 

DKM.-ISD A.\ I) S1’PPI.Y JIA.v: PAS?. PRESENT, 

FRFF’I~O.I1~I.,-UII.,DL’AL ASO Fl’Tl.RE 

A.VD I:.\,r’FR S..IL THE UELICIOS OF 

IlEARI.\‘G A.~,> l>OISG CtiRlST 

SPIRITI’AI. TRF.9T.I,E>T THE CRl.SADE AGAINST 

7118 ?)..lN’N OF .9 . ..‘EW SCIESCE 

AGE 

Price, $1.00, Postpaid 

Each of the above worlis comprises over 200 pages and is beautifully bound in cloth 
and gold. The two in one order. $1.75. postpaid 

THE ALLIANCE PUBLISHING CO. 4 575 Fifth Avenue, New York, N.Y. 
* 
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F Y 0 U WAN T TO K N 0 W about the Coal, Coke, Iron and 
Steel Industry as carried on in forty towns in Colorado, Wyoming and New 

Mexico by the Colorado Fuel and Iron Company, and about the Social 

Betterment Work of the greatest corporation of the West, SUBSCRIBE FOR 

A Weekly Magazine for One Dollar a Year 

ALL ARTICLES ILLUSTRATED BY THE FINEST 

OF HALF-TONE ENGRAVINGS 

AI1 Communications should be sent to 

THE BEST ADVERTISING LAWRENCE LEWIS, miter 

MEDIUM IN THE WEST PUEBLO.. . . . COLORADO 

SYSTEM IN YOUR OFFICE 
means less work and less worry- no overtime and few 
mistakes. Iv¶en who have learned by actual experience 
tell how to simplify office and factory work. You can 
learn what they have spent years to find out by each 
month giving an hour or two to4YSTEM. 
MR. MORSE discusses bnsiness getting - purchasing - 

credits and collections -shipping-handling salesmen 
and correrpondence. 

MR. WANDS writes of factory organiaatlon - costs -stock 
-ddrawing:s and patterns -took--hop orders-pay rolls. 

MR. HALL shows nystems for simple bookkeeping. 
MR. PUTNA.M emlains 8mtenw for merchants - both 

Reguular departments of the magazine are - Answered by 
Experts - Short Cuts - Puhlinhrd About System - Real 
Estate and Insurance -System in Exporting - Syntem in 
Banking - S stem in Advertisine - Sp~tem ITI the ProPes- 
sions - The laws of BusinruY - Gystrm in Correspondence 7 
- Schemes That Save - Business Statistics. 

The Symfihony Calendar 
Is one for the initiated and is in some particulars the 
most individual and unique calendar issued this year. 
Printed in red and black upon twelve sheets of Japan 
paper are presented selections from the works of Steven- 
son, Lowell, Channing, Phillips Brooks, Walt Whit- 
man, and others; all bemg of a like uplifting character 

and together forming a “ symphony ” of thought and 
inspiration. Made for the cognoscente, this calendar 
bears the same relation to other calendars as .United 
Crafts furniture does to ordinary furniture. Size of 
page, 7 by IZ inches. The edition is limited to 1000 
copies. Price, delivered, $1.00. 

ALFRED BARTLETT 
6g CORNHILL IN BOSTON 
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“The World’s Leading xeview” 

A 20th Century Magazine of Vital Thought 

:: :: :: :: :: E D I ‘I? 0 K S :: :: :: :: :: 

Charles Brodie Patterson # tB. 0. Flower E John Emery Afclean 

T TNDER its new ownership and editorial management 

U T-HI*: ARENA has begun a new era of its history, 

and is better equipped than ever to present to inquiring 

minds the ripest thought on all sides of the vital questions of 

the day. v It is an absolutely free and independent journal 

of the first ciass. Progressive and vigorous, yet schoiariy and 

high toned, it should be read by every one desirous of obtaining 
,... t,\_,ln+, :,4,,--c:,.. C,,, ch, ..A..- -4 ch,, h,,oe ..r_ :c,.., U),-L”-U‘IIL LLI,“ll,,‘lLl”‘, ll”Ll, LllC *,c,,3 “1 LLIL “LJL IVIILC‘J. I: is 

indispensable to every advanced mind. 7 As an influential, 

thought-building force in the Reform Movement of this intel- 

lectual age-Social, Political, Economic, Ethical, Religious- 

THE ARENA’S contributions are derived only from author- 

itative sources. Among its special features are “Topics of 

the Times,” “Books of the Day,” “Conversations ” with 

distinguished personages, accompanied with portraits and 

biographic sketches, and the choicest of fiction : : : : : 

112 PAGES MONTHLY, LARGE MAGAZINE SIZE 

$2.50 a Year 9 9 25 Cents a Copy 

Kindly mention The Craftsman 



KERAMICSTUDIO 
CLAY IN THE STUDIO 

I N the November number of Keramic Studio will be found the first of a series of articles by Professor 
Chas. F. Binns, of the State School of Ceramics, Alfred, N. Y., on “Clay Work in the Studio.” 

There is no reason why beautiful works of art in pottery or porcelain should not be made in the studio. 
The most interesting and highly artistic keramic products today tn France are the result of individual 
work, not of factory work. The object of Prof. Binns’ articles will be to give, in a simple, thorough 
and practical manner, instructions for beginners on the manipuhation of clays, their decoration and firing. 
One article will be found in every issue. 

SUBSCRIPTION 

ONE 

CMnklUTOU 
DOLLARS b%%N.M-*WWFdM *I.R'iTw"A\'X , * I * * -.1*11111llnS , , < a n*al*mr,~ iR.l" A c . I YLucm,, *?I z . I 3 A wL<.P liw%.~* c c 1 L I YLX, CIN-GT!I lrNw.Li L c . UP\ m\ c li<l~,..Rn c f . :‘ L 

CENTS 

SINGLE COPIES 
THIRTY-m 

CENTS 

I _ .._ “__.~,~~ ._.. ::_ _. _:~ ..~ . ..___A 

B EGINNING with January, 1903, we will give another series of articles by Taxile Doat, of the 
Manufacture de Sevres, on the same, subject, but referring more specially to grand feu (hard 

fire) wares by individual workers. Mr. Doat is today one of the foremost keramlc artists in the world, 
and the researches and experiments he has made in his own kiln, at his residence, without any as&ance 
whatever, have, more than his work for Sevres, made his reputation. Some of his beautiful grand feu 
stonewares and porcelains have been illustrated in July, 1902, Keramic Studio. Hereafter practical 
tnstructions for clay work will be a regular feature of Keramic Studto. Send for sample copy. 

WE ALSO PUBLISH. . . . 
OLD CHINA 

An interesting Magazine for Collectors. Send for sempls’oop~. 

One year. $2.00 Single copiss. 20 cents 

ISERAMIC STUDIO PUBLISHING CO., Syracuse, N.Y. 

Kindly mention The Craftsman 



9 
TEACHERS COLLEGE 

@ 
COLUMBIA UNIVERSITY 

Is a professional school for the study of education and the training 

of teachers. Prominent among its departments are those of 

Manual Training, Domestic Art and Fine Arts which offer two 

years’ courses of instruction in Drawing, Painting, Modeling, Design 

and Handicrafts as related to elementary and high school work e 

Basketry, Weaving, Textiles, Embroidery, Dressmaking, Milli- 

nery, Household Art, Pottery, Joinery, Wood Carving, Art Metal 

Work, Forging and Constructive Design are taught in special 

courses in the above departments m e e m a e e e 

Other departments of the College afford unparalleled oppor- 

tunities for the study of the science and practice of education 

and the preparation of ieachers in oiher fieids of schooi work. 

Courses of instruction are offered in Education, Biology, Do- 

mestic Science, Economics and Social Science, English, French, 

Geography and Geology, German, Greek, History, Kindergarten, 

Latin, Mathematics, Music, Philosophy and Ethics, Psychology, 
I3,~ t F-* 
rnysical Science and Physical Training e H e e e m 

Tuition, $150 per annum. One fellowsnip of $650, sixteen 

scholarships of $132 to $75 each, and two loan funds are 

available for assistance of worthy students. The Announce- 

ment of the College and such further information as may be 

desired will be sent upon application to the Secretary e e m 

JAMES E.RUSSELL,Ph.D.,Dean 
I<iodly mention The Craftsman 









Cal 
- -. 

May be indulged in all the year. 
No cold weather. The sun shiues 
warmly from unclouded skies and flowers 
bloom in plenteous riut of color. An ideal 

& 

land for pleasure seekers. Why freeze at home? %A 
Country clubs abound. Here are golf links, 

tennis courts and f-me roarlc fry cqnrhincr nnrtiw \._ .._ _~ __..... h ~ ,....,.. .,. -.. 
Sailing, fishing and bathing are kindred pastimes - 
of the sea-nowhere so delightful as along the 
Pacific shore. Magnificent resort hotels. 

The luxurious California 
Chicago to Los Angeles and San Francisco. 
Perfect dining-car service. Visit Grand Canvon of Arizona en route. 

L Limited. 



Some people buy mattresses blindfolded. They buy a Aair mattress because tt has 
always seeined “the thing to do,” or they buy an imituiion felf which the slick dealer 
says is “just as good ” as the famous 

Ostermoor ET-F Mattress, $15. 
A A&Y nzaitrtw is made from the hair of dead horses. iIn ilrrifnfio~z f2Zf is a tick 

which has been stzcQ%d with ordinary cotton battin g or cotton waste-it lumps and mats- 
uncomfortable in a month--useless in a year. 

The hand-laid (ZOZ sfr@z’) filling of Ostermoor Patent Elastic Felt remains intact, 
sweet, pure and clean. K,:eds nothing but an occasional sun bath to keep in perfect 
order for an ordinary lifetime ; no care, no trouble, no annoyance, and no expense for 
remaking so necessary with hair. The top-notch of economy and comfort combined. 

OURHANDSOMEBOOKFREE Send your name on a postal for our free 96-page book “ The 
Test of Time,” whether you want a mattress or not. 

It gives strong endorsements from men and women of national reputation. It treats of the patead process ofthe 

manufacture of Ostermoor Patent Elastic Felt, and illustrates the various other household uses to whach the Patent 

2 ft. 6 In. ride, 25 Ibs. :;;$ 
Elastic Felt is put-pillows, window-seat and church 

3 ft. wide, 30 lb%. cushions, etc. It gives our guarantee that your money . 
3 ft. 6 in. wide.dllbs., II.70 will berefunded. if, after 30 nights’ free trial, it is not 

4 ft. wide, 40 Ibs., 13.35 all you expected or even hoped for. Is that fair? 

4 ft. 6 in. wide. 45lbs., 15.00 
All 6 ft. 3 iacbcs long. BEWARE OF IMITATIONS 

I” t\v” part<. 50 Cent5 extra. 
Special sires at special pricer. 

trading on the name of “felt.” It’s not felt if it’s not an 
Ostermoor. Our name and guarantee on every genuine 

EXPRESS PREPAID mattress. Send for free book to-day. 

OSTERMOOR G% CO., 124 Elizabeth St., New York 
Canadiw, Addrag: 301 gt. ,ames St.. &x,treal. Wehaverushioncd~~,,ooochv*chrs. Sendforourdook “Church Curhionz.” 
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Autumn.1899 

THE 

05ca* BOOKTOVER 
Book-Lover 

A Magazine of Boot Lore 

Now in tAe Four-t/2 Year. Largest, handsomest 
and most expensively produced magazine in cxist- 
ence. 

A MAGAZINE OF BOOK LORE 
In no way similar to the conventional 

literary magazine. l?2autiful illustrations in colors 
and in black and white. Original contributions 
by the most distinguished staff of Editorial con- 
tributors ever connected with a magazine. T6e 
Book-Locvr is published six times yearly at $2.00; 

single copies 35 cents. No free copies to anyone, 
but if you will send 35 cents and mention The 

Being a MISCELLANYof Curious& 
Craftsman, the three latest copies will be sent. 
Send $3.00 for six latest and six coming numbers. 

Interesting and GENERALLY UN- 
No copy of ?‘he Book-Lover ever becomes a “back 
number”-if is of perennial interest and value. If 

KNOWN Facts about the world’s you like the name you will like The Book-Lover 

Literature and literary 
nom newly amq$eed, with P 

eople; 
nciden- 

AAddressI The BOOK=LOVER 

tal Divertissement , and all very 
30.32 East Zlst Street P NEW YORK 

DELIGHTFULLTO REAIIRCH** ViVIqliE PROSPEC'TUS 
SENT Oh’ REqlJESSr 

- 

I S an illustrated periodical devoted to some of the newer phases of education-especially 
to those in which handwork plays an important part. It deals, therefore, with questions 
relating to manual training, sloyd, trade-teaching, domestic art, the various arts and crafts 
which have found their way into the school, and the relation of all these to other factors 

in education. . . The October number is an APPLIE’D AR’TS NlYAZBER and contains : 

"POSSIBILITIES OF A*RT E~DucATIoh~ IN cwr.a~srohr To hfd~w~41, CTRAINI~'G" 
By ERNEST E. FENELLOSA, formerly Curator of Japanese Collection, Museum of Fine Arts, Boston 

“&?_T IN MANUAL pRAIhrING,” (Illustrated.) By HUGO FROEHLICH, Instructor in Design, Pratt Instiiutc. Brooklyn 

“PKACTICAL CO-OPE‘RATION ‘BEIWEEN ART AN’D MANUAL l-RAINING INSIKUCTION,” 
(Illustrated) By HAROLD PEYSER, Instructor in Manual Training. Nrw York City 

-REPO’Z_T OF CONFEKENCE OF CHICAGO IND(~ST‘R.IAL ART LEAGUE; ALSO OF THE 

MINNEAPOLIS MEETING OF THE ‘DEPA’h!.TMENT OF MANC’AL T?/AINING OF THE 

NATIONAL E’DUCATIONAL ASSOCIATION 

EDITORIALS, ‘REVIEWS, _%‘EWS ITEMS 

The !@flUUd araining !@ag@ine is edited by Charles A. Bennett, 
head of the Department of Manual Arts, Bradley Polytechnic Institute, 
Peoria, Ill., and is published quarterly at the University of Chicago Press. 
Subscription price, $I a year; in foreign countries, $1.15; single copies, 30c. 

Z’lw University of Chicago Press :: :: CHICAGO 

ILLINOIS 
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The Wanamaker Collection of Gloves for Men is the result of years of effort 
to secure perfection. None but absolutely reliable qualities are sold by us-the 
range of prices is as broad as the variety of styles-and at each price you may be 
sure of buying the best gloves that the market offers. Take, for instance, our 

MEN’S CAPE. GLOVES at $1.50 

These are our famous “ Royale ” Gloves, made by the best maker in France, of 
soft, flexible, durable Kidskin, and stylishly and well sewed. Cape Gloves, in shades 
of tans and reds, are to be the fashionable gloves for men’s street wear this winter. 

These Cape Gloves at $1.50 are of best Russia Leather, one clasp, with P. X. M. 
seams, showing the raw edge of 
leather ; and with either spear-head 
or Paris point embroidery, with 
extra row of stitching on the 
back. In these stylish shades : 
Havana, manila, tans, oak, russet 

and rouge. 

Other excellently stylish $I .50 

gloves for men : 

Velour Modha Gloves-One claw. Warm and 

very flexible, without being clumsy. Pique or 

P. X. M. sewn, 01 half pique, silk-lined. 

Glace Gloves-In white or pearl. for weddings, or 

afternoon or evening dress wear. 

Blaclc G~OWIS-FOI mourning wear. in French Kid, 

Cape or Mocha. 

Men’s gloves at $41.00 : 

Glace Gloves-~ne clasp, full pique sewn, in tan, 

oak and red: Paris point embroidery. 

Cape Gloves-one clasp, P. X. M. acwn: Paris 
point embroidery: cut on improved English 

IIyc.wln. 

Mocha tiloves-One clasp, in gray and reindeer 

colors: Paris point embroidery. 

White and Blaclc Kid Glovea-Fine light skina 
carefully sewn. 

-....__.________________--..-~- 
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S 1s patterns from as many hundred varieties in 
new designs and colorings, among our splen- 
did stock of Men’s Neckwear. Order by 

number given in cut, stating color desired. Each 
Necktie is put up in attractive Christmas box. 

No. 421-!&. Ties in new long four-in-hand kbot. In plain blue, 
black. mmon, white. Also iri black, blue, mamoo, gray ot 
dart green with white or contrasting colored figure% 

No. 422~Ascot. 50~. In plain black. white, blue. mawm and 
white or black, self-figured; aim in blue. black and mxocm 
with white or colored figures. 

No. 423-Folded Square. UC. In plain mnrwn. white or blue. 
and black, brown or maroon with colored figures. 

No. 424 -English Squrrs. $1. In gray. navy blue or black, with 
contrasting figures. May be tied as P four-in-hand or Ascot. 

NO. 425-Folded Square. $1. In navy blue. with white figures; 
black, with red or white: maroon. with black. 

NO. 4U-Folded Square. $I. In white, with black stripes: black, 
with white or red. and blue with white, in various swles. 

Other Neewear. in wide assortment, at $2.00, $2.50, up to $4.50 

Jr[TJHlV WANAMAKER, NEW YORK 
_____________.____._____________________~~~~~~~~~~~~~~~~~~~~~~~ 
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OLD :JAPA,N 
Old Japan has an art all its .own. 

Rich in color effects-uniquetorien- 
tal. You will have a superb type of 
perfect Japanese panel decoration in 
our Calendar of Old Japan, 8 inches 
wide, 37 inches long, ready for hanging. 

The Calendar is yours for just 6 
cents in stamps. 

Worth more than that in anybody’s 
art collection. 

We offer it as a token of the excet- 
lence of 

lwIlmwtExhad 
-li+BCSFniC 

and you’ will, find our Calendar of Old 
Japan worthy of the name and- fame if 
its maker. 

The “Best’! Tonic is good to give 
and good to t$ke-a nerve builder and 
blood maker-has no equal where one 
needs a building up to health. 

Send three a-cent stamps, and you 
will receive the prettiest and most dec- 
orative art calendar of the year. 

Address 
PABST EXTRACT DEPARTMENT 

MILWAUKEE, WIS. 
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A Jlonth fy Magazine of a Asfore Profitable and lnteresiing Country Lif2 

Js7ritten in the Country ; Printed in tfle Country . CPirrm from the Countrj’ Heart 

Represents the revival of handicraft in connection with czgriculture and 
. . . . . . . . : . . . . . . . . the neul country lifc : : : : : : : : : 

D E P A R I* M E N I S 

1. ARTS AND CRAFTS NEWS 

II. 1001 NIGHTS-Preserves many a scrap of perishing hill-town folk lore, history and 
romance of fascinating interest 

III. TOGETHER-Gives sketches of altruistic experiments and propositions for the country 

IV. HIGHER LAW-Suggests standards of personal life by the spirit. Edited by Horatio 
W. Dresser 

V. THE RISING TIDE-R ecords the progress and principles of New Clairvoux, a 
plantation for social industry and education at Montague, Mass. 

ONE DOLLAR A YEAR :. TEA’ CENTS SINGLE COPY 

Address EDW. P. PRESSEY, Publisher, blontague, Mass. 

I S the only illustrated Socialist Monthly in the English Language. 

Inspired by the ideals of William Morris and his co-workers, it 

seeks to develop from within the ranks of the worker an art and 

a literature worthy of so great a movement. It deals sympathetic- 

ally with all phases of the Arts and Crafts movement, which, as the 

“Literary Digest” says, find “noteworthy expression” in 7’he Comrade. 

WALTER CRANE, EDWIN MARKHA~~, EUWARU CARPENTER, TOL- 

STOY, ERNEST CROSBY, and many others are among its contributors. 

At present Morris’ \zonderful prose vision 

“News from Nowhere” 
is running as a serial in The (:umrfz&. beautifully illustrated by 

H. G. Jentzsch, the well known German Artist. : : : 

Sub scription, $1.00 per T-ear I0 Cents per Copy 

THECOMRADE PUBLISHING COMPANY 
II COOPER SQUARE : : : : : NEW YORK 
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EDITED BY JAMES KNOWLES 

“Ihe MOST POWERFUL f9 PROGRESSIVE PERIODICAL in the WORLD” 

A monthly review of the most important current events, discussions, discoveries, 
opinions-the world’s progress month by month--bv the men and women most 
competent to write about them. 71 The Nineteenth Century has, from its beginning, 
maintained its place at the head of periodical literature by the timeliness of its articles, 
the eminence of its contributors and the living interest of its contents . . . . . . 

Sample Copies and Historical Booklet FREE for the asking 

3 

t 

YEARLY SUBSCRIPTION 

$4.50 per year: with the Fortnightly X_eview, Contepporary ‘Z_eGew and Westminster Sewview, 
$16.00 per year: with any two, $12.00: with one, $8.50. Blackwood’s Magazine, $3 .oa per year ; 
Edinburgh Rez*iew and L@arterkj Review, $7.50 per year : either one, $+oo; Blackwood’J, with 
one quarterly, $6.50 per year : with the two, $10.00 . . . . . . . . . . . . . . . . 

LBO_N_ARD sCoTT PUBLIO_LTIC)_N CO_!%fP_A_NY 
E 

7 WARREN STREET, NEW YORK 

@-#38s+-+%iv~~ 

fifteenth year: a monthly diary of all the 

Subscription . . . . . . . . $z.()u 

Rhythms,Marches C: Games 

Children's Singing Games 
Piano collection for school.room, kindergar- 
ten and home, including national 
and folk dances. 

been played by merrie groups in many lands. 
Some are old folk-lore games, and all are 

THE KINDERGARTEN MAGAZINE COMPANY,CHICAGO 

Kindly mention The Craftsman 



Linen Underwear 
- that wears 3 

ure of the body should be always 

the same at labor or at rest. The temperature of the blood 

at the surface regulates the heat of the body. 

Underwear is warm when it keeps this heat of the blood from escaping. 

YR3elfast 1(113eW Solves the Problem. 
Woolen Underwear is Doomed. 

WOOL is naturally porous, and therefore holds 

dry air, which is a no I-conductor. 

WOOL has poor absorbent properties : therefore 

dozs not take up and eliminate excretions and 

moisture easily. 

WOOLEN stuff, when it has become wet from 

perspiration, body is swathed in dampness, and 

makes best conductor for heat. 

WOOL ofanykindcannotbe disinfected bywash- 

ing in boiling water without excessive shrinking. 

WOOL,when shrunk, loses its porosity, the only 

property which gives its value as an undergarment. 

SO-CALLED unshrinkable wool is treated 

chemically, and the use of chemicals mars its 

value as a fabric for wear next the skin. 

WOOL irritates the skin by friaion. 

BELFAST MESH holds large quantities 
of air and 1s therefore superior a8 a non- 
conductor. 

BELFAST MESH, good absorbent prop- 
erties; takes up excretions and moisture 
quickly and evaporates them rapidly. 

BELFAST MESH, when it has become 
wet, dries quickly, and body is surrounded 
by dry fabric and dry air. 

BELFAST MESH maybeboiledanynum- 
ber of times. It cannotshrink. It is guar- 
anteed to wear to the satisfaction of the 
purchaser car money refunded. 

BELFAST MESH never shrinks and 
therefore keeps its porosity. 

BELFAST MESH is linen, tempered to 
withstand wear and abrasion, woven into 
an open fabric by our own processes. 

BELFAST MESH 1s gratefur to the skin. 

SEND FOR OUR FREE BOOK-It is handsome and convincing. It goes into the subject thor- 
euqhly and explodrj the “ wool for warmth” theory in short order. It is designed for thinking 
people who desire comfort with health. The only forcible objection to the other mesh underwears has 
been that they “wear out too quickly.” We guarantee that Belfast Mesh will wear to the satisfaction 
of the purchaser or refund money. 

Sold by all dealers or direct by mail if your dealer won’t supply it. 

THE BELFAST nESH UNDERWEAR CO., 

- 340 Mechanic Street, PoughkeeDsle, N. Y. 

Kindly mention The Craftsman 
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HANDICRAFT 
7 is published monthly by The Society of Arts and Crafts, in Roston, under the 

editorship of Mr. Arthur A. Carey, President of the Society, with Professors 
Charles Eliot Norton and H. Langford VVarren as associate editors. 

It is intended as a means of increasing clearness of *bought and community 
of sentiment among the fcllowers of the Arts and Crafts movement, to offer an 
opportunity for public discussion of the artistic and economic problems involved, 
and to be a constant and definite reminder of the strong and wholesome prin- 
ciples which must necessarily underlie permanent success in genuine handicraft. 
It is small in size and unpretentious in form, and discusses questions from the 
point of view of practical good sense. 

7’6e repulnr price is one ~follar a year, ten cents n copy; but readers mentioning T If E 
CiZd I: T.i‘MA.*V quill br mnil~d o sample m&v for ji%je cents. or allowed a iriul sub- 
scription of six month for t.wenty-five cents, if their orders are rfceivcd before ‘Dec. ZJ, ~902. 

I 

-s.-- u_w.--.*-I -- 

PUBLISHED BY 

THE SOCIETY OF ARTS AND CRAFTS 
‘4 Somerset Street, BOSTON, MASS. 

-...._--.“.->j ---- 

ARE YOU INTERESTED IN 

PICTURES 
a% STORIES 
of FLORIDA 

THEY ARE PREDOMINANT IN THE, 
. > .i, 

; \ 1’. : , r’ 

An Illustrated Literary Monthly 

$1 A YEAR : 50~ 6 MONTHS : 2% 3 MONTHS : 1Oc COPY 

WRITE THE PUBLISHER 

G. D. ACKERLY E E Jachsonville, Florida 

Kindly mention The Craftsman 



is no longer an impossible achievement, thanks to the marvelous modern 
scientific methods of facial treatment. The methods of procedure I use 
were devised by me and have the approval of highest medical authorities. 

SKIN DISEASES CURED Eczem;t,salt rheum, tetter, pimples, blackheads, enlarged 
pores, rmgworm, barbers’ itch, eruptions, blotches, rough- 

ness and redness and all blood disorders affecting the skin or scalp, falling hair, scurf, 
scales, dandruff, baldness, weak, gray or fadidg hair, are permanently cured. 

BLEMISHES REMOVED Moles, warts, tattoo and powder marks, scars, red veins, 
discolorations, freckles, tan, moth and liver spots, and all 

other disfiguring blemishes on face or body, completely, speedily and permanently removed 
without pain or subsequent scar. 

FEATURAL DEFORMITIES Is your attractiveness lessened hy an unshapely 
nose, outstanding ears, puffy eyelids, thick 

lips, wrin h-led, flab!>y, eruptive or discolored skin; superfluous hair? 
These defects or any slmllar ones may be removed through my scientific methods. I 
have treated thousands of cases successfully and painlessly. 

HOME TREATMENT Diseases of the skin, and nearly all of its blemishes may be 
successfully treated at the patient’s home and the complexion 

made perfect without interfering in any way with daily duties. A personal consultation is 
in all instances desirable, but not always convenient or possible. 

Correspondence confidential 
ments in plain packages. 
fully about your case, encl 
if convenient and I will g 
advice and book without ch 
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DEAF ESS 
Why don’t 
you use a 

Morlev 
. . Ear . . . . . . 

Drum? 
Lund H E A R like 

other folks, with- 

out ear-trumpets 

or tubes. & CA 

Send ,or book about the 

MORLEY EAR DRUM 
A harmless. invisible and comfortable help 
for the ear. Different from anything else 

THE. MORLEY COMPANY 
Department 49 6 19 South 16th Street, Philadelphia 

Kindly mention The Craftsman 



FROM 

--Webster 

A SPRINGY AND EX. 
PANDING SOLE 

VENTILATES AT 
EVERY STEP 

PREVENTS JAR TO 
NERVES AND SPINE 

DISTRIBUTES PRES. 
SURE OVER 

FOOT SOLE 

SPREADS WEAR 

2 COMMONWEALTH SHOE $ LEATHER CO. 
i; 64 “U,” Lincoln Street, Boston, Mass. 
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