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This assignment sets out to address the following question: What do you think the inclusion of ornament actually signifies, in architectural terms? It is structured within five sections, section one explores the definition of ornament within architecture. Section two to five examines the significance of ornament through the topics of economic status, religion, culture and ornament within modern architecture. Ornament is important because it improves the quality of design and provides a connection between people and architecture (Heathcote, 2015).

Defining ornament in architecture 
The general definition of ornament can be defined as “an object that is beautiful rather than useful” or “decoration that is added to increase the beauty of something” (Cambridge University Press, 2020). However, in architectural terms there are many meanings and uses of ornament. Balik and Allmer (2016) suggest that the use of ornament can be used to distinguish different architectural styles and suggest that the definition of ornament changes over time with new technology and skills. 
Jensen and Conway (1982) indicate that the use of ornament has a significant role in defining a place, for example ornament facilitates the use of a building, such as how entrances are used or to assist the direction of travel around the building. Furthermore, ornament can be aesthetic or symbolic, chosen either to enhance the appearance of the façade or for significance (Heath, 1909; Barnard, 1973).
However, contrasting beliefs are that ornament is used to conceal defects and faults of a building (Alberti, 1755), and ornament is utilised to cover the low-quality materials used (Le Corbusier as cited in Gibberd & Hill, 2017). Gibberd and Hill (2017) further suggest that the finest buildings are those with no ornament and this improves the quality of a building as deformities cannot be hidden behind ornament which is added after construction.  

Ornament and economic status 
Traditionally, ornament signified the wealth of the client (Alberti, 1755; Heathcote, 2015). It was viewed as a luxury, the more decorated a building the more labour intensive (Heathcote, 2015). Furthermore, the use of ornament indicated the client’s power and economic status (Saglam, 2013; Balik and Allmer, 2016). According to Ballantyne (2012) dwellings have been used to show social standing and status within a community, such as the Palazzo Medici (figures 1 and 2). The building was owned and commissioned by one of the richest families in Europe at the time and the ornament indicated the family’s wealth and power. 
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Figure 1: Palazzo Medici, Florence, Italy, 1444 (Ballantyne, 2012)

Figure 2: Palazzo Medici, Florence, Italy, 1444 (Ballantyne, 2012)




However, the Industrial Revolution introduced mass making of building elements by machine production, therefore ornament and decoration became cheaper and more affordable (Davis, 2006; Heathcote, 2015). Davis (2006) suggests that ornament has decreased in popularity due to the increase in premanufacture of parts away from site. Initially, buildings were carved and shaped by craftsmen on site and this labour added value to materials. The introduction of mass production meant that ornament became more common and widely available to everyone. Ornament no longer signified wealth and power (Barnard, 1973) due to its decrease in economic value (Schiermer, 2015). In addition to mass production of materials, historically there was a change in the view of social class, and Van de Velde believed that mass production would allow more people access to products that were traditionally only available to wealthier and affluent people (Curtis, 1996).
The decrease in popularity of ornament marked the start of the modernist movement (Heathcote, 2015) whereby ornament no longer signified wealth, and more attention was given to the construction of the building and the quality of materials used (Heathcote, 2015). Heathcote (2015) suggests that the plainer an object or building the more valuable it became. However, Balik and Allmer (2016) suggest that ornament is still prevalent in architecture today, whereby the type of ornament and its uses differ from traditional ornament. Contemporary architects use new technologies to incorporate ornament into buildings, the more elaborate and innovative use of technology signifies the client’s wealth and power, similar to the historic significance of ornament (Balik and Allmer, 2016).
An opposing argument is that wealth and economic status is not relevant in architecture today, where possible the same quality materials and ornament will be used by architects when designing social housing or a museum (Picon, 2014). Therefore, showing that ornament and detailing of a building does not signify wealth as it once did.  

Ornament and religious significance
Heath (1909) suggests that religious symbolism is expressed and represented through visible signs and form, the most common being ornament. The use of ornament is common in religious buildings and unlike ornament used in non-religious buildings signifies beliefs and portrays stories (Heath, 1909; Barnard, 1973). Furthermore, ornament can also be used to represent the use of a building, for example in a religious building the cross on top of a church (McNamara, 2013).
Ornament in churches is used to represent symbolic expression (Balik and Allmer, 2016). An example of this is stained glass windows in churches and cathedrals, they depict stories from the bible and are used to help teach people Christian beliefs (Heath, 1909). 
Bourges Cathedral, France (figure 3) is an example of how ornament can be used in a religious context. The large stained-glass window, seen in figure 4, illustrates the stories of saints and the teachings from the bible (Ballantyne, 2013). 
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Figure 4: Bourges Cathedral stained glass window (Ballantyne, 2013)

Figure 3: Bourges Cathedral, France, 1200 (Ballantyne, 2013)




Palatine Chapel in Germany is a further example whereby stained glass is used as a symbolic feature of ornament (figure 5). The chapel also uses ornament within the interior to signify God and stories from the bible, which can be seen in figure 6 (Pryce, 2008).
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Figure 6: Palatine Chapel mosaic ceiling (Pryce, 2008)

Figure 5: Palatine Chapel stained glass window (Pryce, 2008)




There are many examples of ornament in churches, the most common emblems in Christianity include the apple, dove, circle and dragon (Heath, 1909), these have individual meanings and signify different beliefs (Heath, 1909). One of the most common uses of ornament on churches and cathedrals are gargoyles, these are said to signify the ‘evil spirt’ and protect the building and congregation within (Heath, 1909). Lingaraj Temple, India has elaborate ornament on the exterior, such as, lions that sit on top of corbels on the tower, symbolising strength and wisdom in Hinduism. Also, an urn and flag are carved at the top of the tower to signify God (Ballantyne, 2013). 
[image: ]However, Ballantyne (2013) suggests that places of worship are sacred to the people who use them, this explains why many religious buildings are highly ornamented as it signifies the congregation’s devotion to the church, as well as symbolising their beliefs. Many places of worship are constructed to high standards and are valued by the people that use them, many have ornate carvings which signifies the importance of the building (Ballantyne, 2013). An example of the use of ornament in a religious context is the Great Temple of Amon-Ra in Egypt. The columns in figure 7 are carved with images of the Gods (Ballantyne, 2013). 
          
Figure 7: Great Temple of Amon-Ra, Egypt, 2000 BCE (Ballantyne, 2013)


Ornament and cultural significance
According to Balik and Allmer (2016) one of the main purposes of ornament is the representation of culture. Jensen and Conway (1982) suggest that ornament has been used to signify a society’s culture and cultural differences. Historically, the Egyptians used symbols, such as an eye for God, an ox for peace and a circle for time; these symbols could only be understood by people who spoke the language (Alberti, 1755). Ballantyne (2012) suggests that ornament is important in remembering cultures and civilisations, he claims that if a culture had ornamented buildings or structures they are remembered in history, such as the Egyptians, Romans and Chinese. Furthermore, ornament signifies cultural change, even though it has no practical function it is used to explain history and changes in culture (Heath, 1909; Schiermer, 2015). 
Ornament is important as the remains of a building or structure, such as ruins, provide a physical part of history which gives information about a culture. The Colosseum in Rome depicts the great empire and their cultural practices, such as meeting in large numbers to view events. The building is highly ornamented to portray power and wealth of the emperor (Ballantyne, 2012).
Furthermore, ornament provides a better understanding of the way in which civilisations lived (Ballantyne, 2012). The Forbidden City, Beijing is an example of architectural ornament defining a cultures belief. They believed that society should reflect the ‘natural hierarchy of the universe’, where the emperor was chosen by ‘heaven to rule’, therefore their belief was that he should be placed at the centre of the city (Pryce, 2008). The buildings within the centre of the city were considered as more important and therefore were highly decorated compared to those on the outskirts of the city (Pryce, 2008).
Architectural ornament brings communities together, as culture and beliefs can be represented in a building through ornament, such as a public building which provides a meeting place for communities (Barnard, 1973). Ornament promotes a city’s diversity and culture, similarly to the use of an advertisement billboard, graffiti or a tattoo (Balik and Allmer, 2016). 40 Bond apartment building, by Herzog & de Meuron in New York (figure 8), uses ornament on the fence at ground floor to restrict public access to the apartments. The cast iron ornament is used to block the view into the ground floor apartments and the ornament signifies the graffiti culture of the surrounding area (Balik and Allmer, 2016). 
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Figure 8: 40 Bond apartment building, New York (Balik and Allmer, 2016).

In a modern architectural context, Saglam (2013) indicates that public buildings are a country’s ornament, these buildings promote a country and represent their culture to the rest of the world (Balik and Allmer, 2016). Architecture can use ornament to connect a culture and can capture the development of a society in terms of cultural influence (Moussavi and Kubo, 2006; Pallasmaa, 2012). However, some believe that the significance of ornament in culture today has been lost (Schiermer, 2015). The Wales Millennium Centre uses lettering in Welsh signifying Welsh culture and the importance of literature in Wales (Lane, 2004). However, many people do not understand this message, therefore the significance is lost. 

Understanding the concept of ornament and modern architecture 
Ornament has increased in popularity in recent years (Moussavi and Kubo, 2006) and according to Ford (1990) the significance of ornament in modern architecture can take many forms; one of the most common being ornamental cladding to express structure. Currently, there is more focus on how ornament can contribute to materiality and the aesthetics of a building, whereas historically more importance was placed on the symbolic use of ornament (Picon, 2014). 
Picon (2013) suggests that ornament has not been removed from modern architecture, instead it differs from traditional uses. Ornament is now more focused on materials and digital technology (Picon, 2013). An example of the uses of ornament in modern architecture is the Selfridges Department Store, Birmingham. The large metal disks on the façade show how modern architecture uses ornament which is incorporated into a buildings material and uses digital technology to create these shapes (Moussavi and Kubo, 2006). 
Heathcote (2015) indicates that this re-emergence of ornament provides a connection to the architecture; if a building has less ornament it separates the building from the people who use it. Ornament is not essential to the construction of the building however, buildings that are ornamented continue to appeal to the public, therefore ornament should be incorporated into buildings even if its uses are different from traditional application of ornament (Heathcote, 2015). Furthermore, Millais (2009) indicates that many modern architects use ornament, but in a different form. Mies decorated many of his buildings to signify the structure that was beneath the surface. Ornament no longer signifies wealth, religion and culture, but focuses on the structure of a building and the materials (Baltus, n.d.; Conway and Jensen, 1982). 
However, Curtis (1996) suggests that there is a difference between ‘ornament’ and ‘ornamentation’. He suggests that ‘ornament’ is when the structure of a building is exposed, and its form is identified, which suggests this type of ornament is embedded into modern architecture. Whereas ‘ornamentation’ is the addition of elements to a building after construction, as in the traditional use of ornament and its significance. 
The significance of ornament in architecture has evolved, from cave carvings to digital art on the façade of a building (Saglam, 2013). Saglam (2013) argues that architecture has a stronger relationship with ornament now than it did previously, he suggests that ornament is no longer an attachment to a building but is an element combined within the structure. The National Stadium of the Republic of China (the Bird’s Nest) shows a modern use of ornament which is combined with the structure of the stadium (Saglam, 2013).
Adolf Loos’ “Ornament and Crime” was one of the influences of modern architecture and is said to play a major part in the start of the modern movement (Baltus, n.d.; Schiermer, 2015). Gibberd and Hill (2017) suggest that modern architecture should be honest, simple and have no sentimentality or nostalgia, therefore ornament should not be used in modern buildings. Modern architecture is undecorated and should be truthful with the materials used and structure exposed (Schiermer, 2015). Furthermore, Millais (2009) suggests that many architects of modern buildings avoid the use of ornament. Schwartz (2012) argues that ornament on a building is associated to tattoos and deviant behaviour, therefore should not be used in architecture. 


Conclusion 
Ornament can signify many things within architecture and its significance is dependent upon its context. Traditionally, ornament was used in domestic dwellings to signify wealth and power of the owner or client. Ornament added value to a building as it was a labour-intensive process. However, the industrialisation era and mass production of materials meant ornament became cheaper and no longer signified wealth. 
In a religious context, ornament signifies beliefs and views of a religion. Many places of worship, whatever the religion, use ornament in a similar way. As seen in the examples given, religious ornament represents symbolic expression. Ornament can be used to portray stories from a religion and help teach their beliefs, such as the use of stained-glass windows in churches. 
Ornament can be used in a cultural context to signify beliefs and to represent a culture’s way of living. Ornament used by different civilisations is like languages, different cultures use ornament to communicate with each other. Ornament can also be used in public buildings to demonstrate a country’s culture and used to connect a building with the public.  
Over time, there has been a change in the use of ornament which means the significance has changed. Some architects believe that traditional ornament conceals defects of a building. Whereas others believe ornament is still present in modern architecture. Ornament is portrayed in modern architecture in several ways, such as the use of digital technology, exposing building elements, and the way materials are used. To conclude, ornament has not been removed from modern architecture, but the form has changed. 



[bookmark: _GoBack]Word count: 2527







References 

Alberti, L. (1755) Ten Books on Architecture. Translated into English by Leoni, J. London: Alec Tiranti Limited (Translated book published in 1955).
Balik, D. and Allmer, A. (2016) ‘A critical review of ornament in contemporary architectural theory and practice’, AZ ITU Journal of Faculty of Architecture, 3(1), pp. 157-169. DOI: 10.5505/ituifa.2016.73745
Ballantyne, A. (2012) Key Buildings from Prehistoric to the Present. London: Laurence King Publishing Limited. 
Baltus, R. (n.d.) The return of ornamentation in architecture: for what purpose? To express what? Available at: https://www.vmzinc.com/news78/10000275-the-return-of-ornamentation-in-architecture-for-what-purpose-to-express-what.html [Accessed: 27th February 2020]. 
Barnard, J. (1973) The Decorative Tradition. London: The Architectural Press. 
Cambridge University Press (2020) Ornament. Available at: https://dictionary.cambridge.org/dictionary/english/ornament [Accessed: 8th February 2020]. 
Curtis, W. (1996) Modern Architecture since 1990. 3rd Ed. London: Phaidon Press Limited.  
Davis, H. (2006) The Culture of Building. New York: Oxford University Press. 
Ford, E. (1990) The Details of Modern Architecture. London: MIT Press.
Gibberd, M. and Hill, A. (2017) Ornament is Crime. Modernist Architecture. London: Phaidon Press Limited.  
Heath, S. (1909) The Romance of Symbolism. London: Francis Griffiths. 
Heathcote, E. (2015) The Problem with Ornament. Available at: https://www.architectural-review.com/essays/ornament/ornament-is-the-language-through-which-architecture-communicates-with-a-broader-public/8687822.article [Accessed: 28th February 2020].
Jensen, R. and Conway, P. (1982) Ornamentalism: The New Decorativeness in Architecture and Design. New York: C.N. Potter Crown Publishers. 
Lane, T. (2004) Slated. Available at: https://www.building.co.uk/focus/slated/3035691.article   [Accessed: 24th February 2020]. 
McNamara, D. (2013) Decoration and Ornament in Church Architecture. Available at: https://stpiuscampaign.com/decoration-and-ornament-in-church-architecture- [Accessed: 24th February 2020].
Millais, M. (2009) Exploding the Myths of Modern Architecture. London: Frances Lincoln Limited. 
Moussavi, F. and Kubo, M. (2006) The Function of Ornament. New York: Actar. 
Pallasmaa, J. (2012) The eyes of the skin: architecture and the senses. 3rd Ed. West Sussex: John Wiley and Sons Limited. 
Picon, A. (2013) ‘Ornament: Architecture, Innovation and Tradition’, Architectural Design, 83(1), pp 128-133. 
Picon, A. (2014) Reinventing the Meaning of Ornament. Available at: https://www.ribaj.com/culture/reinventing-the-meaning-of-ornament [Accessed: 27th February 2020]. 
Pryce, W. (2008) World Architecture. The Masterworks. London: Thames and Hudson Limited.
Saglam, H. (2014) ‘Re-thinking the Concept of “Ornament” I Architectural Design’, Procedia- Social and Behavioural Sciences, 122(2014), pp. 126-133. DOI: 10.1016/j.sbspro.2014.01.1314
Schiermer, B. (2015) ‘On the Ageing of Objects in Modern Culture: Ornament and Crime’, Theory, Culture & Society, 33(4), pp. 127-150. DOI: 10.1177/0263276415598625
Schwartz, F. (2012) ‘Architecture and Crime: Adolf Loos and the Culture of the Case’, The Art Bulletin, 94(3), pp. 437-457. URL: https://www.jstor.org/stable/23268280

2

image5.jpeg




image6.jpeg
ewEEamsc A
MEREREE Mk GaEn





image7.png
Z

w2
I
i

- i
—_——

\
(Great Temple of Amon-Ra





image8.jpeg




image1.png
6

Palazzo Medicl

Michelozzo di Bartolomeo, 1396-1472

Florence, ltaly, 1444

The Medici bank made the Medicis one of the
richest families in Eurgoe. Cosimo de’ Medici, who
commissioned the Palazzo Medici in Florence

7 held palitcal office but exercised immense
power behind the scenes. He had the wealtn

and influence of a ruler and lived at a time when

fortunes such as his — made by commercial activity
rather than by annexing lands through milicz
strength — were a novelty.

The Renaissance, which the Medici family
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of the modern commercial
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