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PUBLISHERS NOTE

The Lectures delivered by Professor Reinach at the Lale du
Lowvre, upon which the present podume is based, twere so phenome-
nally successfud that an almost wniversal demand arose for them in
permanent form.  The publisher of the English edition has e
doubt that the volume will be swelcomed just as woarmly in England,
as it is sure fo #¢ welcomed in France, where it {5 fo appear
simultaneonsly. Greal pains have been tuken to illustrate it more
Sully wnd characteristically than any previeus woerk of a siwiifar
wature, and the Author fas added to cach chapler an claborate
bibliography ( from which le has omitted iy expensive and out-of
the-zway works of reference) wehic will be wseful for students wishing
to go further info the swhole subject, or its various branches,



ERRATA
Page
7, line 13, fior +* Etudes sur UEnfance™ mnd * Studics oof Childhosd.* ]
M, Fig, 37,0 Y vase™ rond * eup,”
Th Fig. tug, fir © Coupe "™ read ** Kylis,” pud for Arylallesaque * ' *= Aeylullise,™
73 Flg 017, for *four times™ e * alout twies,” 1‘
123, eul. 4, fine 10, e “OardesMenbles ™ read * Grande: Meuliles. ™
138 ool 2, fine 7, for * 14967 pand 1444,
140, Fig. 246, for - Filippina Lippi ™ mand * Sehandd of Filippinu Ligi.™
153, Fig. 274, fir  Missols " rad * Basaiti ™
150, Fig: 203, for * Institution of the Resary ™ vl ** S0 Jomeph sl the Lnfuni Jusus"
184, Fig. 340, for “ Night ™ o v Murning,”
192, cul. 1, line 2, for ** Derry ™ rpad Vomrg g, ™
239, col. 2, ling 5, for * Clicen ™ read Hilligs, "

The pulilisher is asked by the autbor 1o muke the following emendation, which wfor
tnately resched hitn b late for insertion in text, on P 351 The castern pediment [
euntains only figures in repose s Tn the western pediment, they are nearly all
wothu. Pavsomizs, whe descriled the tempde of Olympia, ateribitel the castern
pediment b Pasunivs of Mendo (Thrwe), aml the western pediment o Absnenes,
whies, scessrling to another vest, was o native of Lemaos. A Gireek oy ol a0 el
ol Hermes by Alenmenes, authenticatod by o inseription, has recently  lneeni
exenvital ar Pergamum, anil seems 1o prove that, as had leen alrealy supgsted,
thee Mesmenes of the Olympian petliment was an obiber anist of the <ame name, and
it the pupil of Phidias, A Xjke Ly Paconius was discovered m Olympia, aml may
L the work of the artist 1o whon we owe Lhe wastern pediment of the temple,”
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mtury 1.C.

THE ORIGIN OF ART

Akt a Social Phenomenon.
Manifestations of the Anistic Instinet.-
the Keindeer Hinters, —I'ne wic Pa
I"erigord pnd of the Pyre

Husax indostry is the outcome of
peed, or as the proverh has it, necessity
is the mother of invention,  From the
first dawn of humanity, man was
obliged to fashion tools, weapons, and
clothing, to  provide himsell with
shelter against the fury of the elements
and the attacks of wild beasts, He
was industrious of necessity before he
hecame an artist by choice,

. A work of art differs in one essential
characteristic from those products of
human activity which supply the im-
mediate wants of life. Let us consider
a palace, a picture. The palace might
be merely a very large house, and vet
provide a satisfactory shelter.  Here,
e elemment of art is saperaddod to

—The Art of the Savage amd of the Child akin.— Primitive

Art in the Quaternary Perfod, —The Art ol
intings in Cave Dwellings.—The Caves of

fees,— The Magic Llement in Primitive Waorks of Art.

In a statwe, o picture,
The

that of utility,
utility is no longer apparent
clement of art s Feafladad,

This element, StMetimes ACCEsSSOry,
sometimes isolated, is itself a product
of human activity, but of an activity
peculinrdy free and disinterested, the
object of which is not to satisfy an
immediate need, but to evoke i senti-
ment, a lively emotion— M. iration,
curiosity, sometimes even terror,

Art, in whatever degree it may
manifest itself, appears w us under
the dual aspect of a lusury and a
diversion.

lts object being the evocation of
sentitnent in others, art is primarily a
socfnd phenomenon,  Man fashions a

I



THE STORY OF ART THROUGHOUT THE AGES

tool for his own use, but he decorates
it to please his fellow-men, or to excite
their admiration.

No society,; however rudimentary,
has altogether ignored art. It is to
be found in embryo in the strange
tattooed devices that cover the body
of the savage, as also in his effors to
give an agreeable shape to the handle
of his hatcher or of his knife.

The studyof primitive art may be
carried on in two ways : by the olser-
vation of living savages, or by examin.
ation of the relics of primeval savages
found buried in the soil. It is inte-
resting to find that the results of the two
methods are, on the whole, identical,
Art manifests itself first in the desire
for symmetry, which is analogous to the
rthythm of poetry and music, and the
taste for colour, not so arranged as to
produce images, but applied or ex-
hibited to please the eve. Iy Eoes on
o trace ormmments composed  of
straight or curved, parllel or hroken
lines. Man next attempts to reproduce
the animals that surround him, first in
the round, afterwards in relief and by
means of drawing ; finally he essays,
though timidly, the imitation of the
human figure and of vegetation, This
suggestion af evolution may be veri-
fied by observing children, whe, in our
civilised saciety, offer a parallel with
primitive savagery. A child delights
successively in symmetry, colour, the
justaposition and  interlacement of
lines. When he begins to draw, his
first scrawls are the silhovettes of
animals, which interest him much
more than his fellow-creatures @ it is
not until later that he draws men and
plants.

A science born in the nineteenth cen-
tury, prehistoric archicology, has e

2

vealed to us the fruits of human indus-
try at a period prodigionsly remote,
centuries anterior to the building. of
the pyramids of Egypt and the palaces
of the Babylonian kings.
Geologists bave given the name
'fm!rrmu}— period to this epoch, be-
cause it was the last of the four great
geological periods.  The aspect of the
earth was very different to that it wears
at present. To mention bui one or
two divergencies, France was not then
separated from England by the Straits
of Dover, nor Sicily from ltaly by the

FifG: L—=ENGRAYED ROl

From the Caverne de la Madeleine, Dordogre,
(Brivish Miasewm.)

Straits of Messina, Sweden, Denmarl,
and Scotland  were  buried under g
sheet of palar ice ; the glaciers o 1he
Alps were of vast extent: ane de-
scended as far as Lyons,

In the quaternary period, horses,
cattle, and goats already existed both
in England and in France, but as
wild animals ; man had ot domesti-
cated them, and ignomnt of agri-
culture, he Bived solely on the fruits
of plants and the spoils of hunting

a.ru:l_ fishing. In additon 1o the
species which still persist, there were
others which haye disappeared, sucl

as the mammoth and the rhinoceras



THE ORIGIN OF ART

with closed nostrils ; and others again
which now exist only in warmer
climates than ours, such as the hippo-
potamus, the hyrena, and the lion, or in
colder latitudes, such as the reindeer.
Man, armed with clubs, flint axes, and
horn daggers, contrived to nourish
himself on the desh of cattle, horses,
ani reindeer, which he took in snares,
or hunted down in the chase. Armed
with a harpoon of bone or horn, he
also killed fish, and so varied his diet.
Recently, however, still more primi-
tive chipped flint weapons, known as
Eolithy, have been discovered, first by
My, Benjamin Harrison, in the high-
level plateau gravels of Kent. These
\ gravels belong to the Upper Pliocene
age, and are thus older than the
(! glacial epoch, and ternary mther than
- | quaternary.

The guaternary pl:rmd lasted for
thousands of years, coming to an end
some 8,000 or 10,000 years before the
Clyristian era, according to the most
moderate calculntions of the geologists,
It closed when the climate, the fauna,
and the fAera of Europe had become
much what they are to-day, when the
last reindeer of the Alps and Pyrences
had disappeared after the last mam-
muth.

We are beginning to acguire some
exact knowledge of the phases of this
long period : we know that there was
an carlier one, when the climue was
hot and very damp ; a later one, when
it was cold and dry,

During the first phase, man, hunter
or fisher, lived on the banks of the
rivers, then much broader than now,
He made flint axes which have been
found in thousands in the valleys of
the Thames, of the Somme, the
Marne, &, deep beneath the sands

K

piled up by rivers in flood. Many of
these axes, tnangular or oval i shape,
are carved with great desterity by

Flih 2—MAMMOTH ERGEAVED DX WALL
{Cave of Combareles, Dordogne.)

means of small chips flaked off the
stone, and show a regularity of outline
which testifics to the delight of primi-
tive man in symmetry. It scems prob-
able thar the men of this period lived
in the open air, or in buts made of the
branches of trees ; no traces of their
habitations have been found.

Our knowledge of the second period
is more abundant, The reindeer, non-
existent in the earlier phase, became
as numerous as horses or kine, fur-
nishing man not only with succulent
meat, but with harn, bone, and tendons,
which lent themselves 1o the first
essays of industry and art.  Daggers
harpouns, stilettoes, and various im-
plements made of reindeer hom have
been  uwnearthed ; and alse  carved
reindeer-horns and bones, covered with
reliefs and drawings.

The man who lived on reindeer’s
flesh had remarked the chromatic
qualities of certain earths, more par-
ticularly of ochre. He was fond of
vivid colours, and it is probable that
like the savages of our own times he
painted s body.  But be did much

B2



THE STORY OF ART THROUGHOUT THE AGES

more than this. On the walls and
roofs of the caves where he sought
shelter from the cold (which at that
period obtained for nine months of the
vear), he amused himself by engraving
and painting animals with extraordi-
nary dexterity, During the last few
vears, prehistoric paintings of the
highest interest have been discovered
in many of the caves of Périgord and
the Pyrenees,

In those caves of France, where it

. T

L AT

Vi, R ENGRAVEL
WALL,

ARl PAINTIED dis &

Cave of Foral e Ganme, Donfogne,
Hevwe e £ fcole of Anthropalapiv, July, moz.
{Filix Alcan, 1'aris)

has Dbeen possible to  observe the
superposition of the various strata of
civilisation, it has been found that
figures in the round, carved in stone,
or in the bones of mammoth and rein-
deer, lay buried more deeply, and are
comsequently earlier, than those carved
in relief or drawn,  Drawings made
with a style, the products of this art in
its greatest perfection, are contempo.
rary with paintings, which show the
same charcteristics, and deserve no

4 less adlmiration.

\ ¥ OF these charncteristics, the most

striking is realism, Fancy scems to

be absolutely excluded ; whether re-y
presented alone or in groups, the
animals are depicted with a correct-
ness to which we find no pamllel in
the art of the modern savage. The
next characteristic is sobrietv.  There
are no uscless details ; certain animal
forms of this period, either engraved or
painted, will bear comparison with the
fine animal-studies of modern artists:
Finally-—and this is perhops the most
extraordinary trait of all—the artist of
the reindeer age is in love with life
and movement ; he likes to represent
his animals in lively and picturesque
attitucles ; he seizes and reproduces
their movements with extraordinary |
precision. ¥

It must, o course, be understood
that these culogies do not apply to
all the works of art of the cave-
dwellers,  They apply to perhaps
thirty or forty objects, carved, engraved,
or painted, aniong the hundreds that
have been collected and reproduced.
Then, as always, there were gifted
artists and mediocre artists, But in
this rapid sketch of the art of all ages,
I must confine myself to the mention
of mastorpieces, and the masterpicces
of the reindeer period are worthy of
the name.

How and where was this art de-
veloped T It is evident that its finest
productions were the final outcome of
a long progression, The man of the
quaternary  period, Tike the modern
mian, was perhaps born with the artistic
instinet, but he was not born an artist.
srations had 1w pass before
he had leprnt to draw the outling of
an animal correctly with his sharpencd
flint, before his first essays, his first
scrawls, took on the dignity of true
works of art.  Our knowledge of this
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period is as vet far too restricted 1o
enable us 1o trace the stages of this
development. It is indeed possible,
and even probable, that it began in
another part of Europe, for the rein-
deer, which no longer existed in
France in the warm plase of the
guaternary  period, must then have
abounded in the more northern regions,
and there is every reason o suppose
that the oncestors of the reindeer
hunters of Pévigord and the Pyrences
flourished together with their favourite
game. The evolution of art, however,
cannot hove made much progress in
this primitive field ; and, no doubt, it
was in the basin of the Garonne that
it was accelerated and accomplished.
When the cold period came to an end,
the reindeer disappeared almost sud-
denly, and was replaced by the stag.
At this epoch, which marks the close of
the quaternary period, the drawings
become rare and finally disappear
altogether.  The civilisation of the
reindeer-hunters secems to have died
out, or to have migrated with the
reindeer towards the north of Europe.
Hut, so far, no trace of it has come to
light, nor has it heen possible to estab-
lish any definite connection between
the art of the reindecr-humers and
that of civilisations of great antiquity,
though certainly more recent than
theirs, such as those of Egypt and
Babyloni

Thus we find that the art of guatern-
ary France forms a clearly defined
phase in the very genesis of art
history. We may trace the successive
apparition of the desire for symmetry,
of sculpture, Las-relief, engraving, and
painting : of all the loftier forms of
art. architecture alone is absent,

The masterpiece of this phase of i

2

ORIGIN OF ART

is perhaps the group of reindeer (Fig.
4) engraved on an antler discovered
in the cave of Lorthet (H. Pyréndes).
First we see the hind feet of a rein-
deer which is galloping away. Next
comes another galloping reindeer, in
an attitude first revealed 1o us in
modern times by instantaneous photo-
graphy as applied to the analysis of
rapid movement.  An artist of our
own day, Aimé AMorot, first made use
of the knowledge gleaned from photo-
graphs, and reproduced this action in
his horses. It was unknown to all the
artists of intermediate ages. The

Fik §—ENORAVED HIXEEEN BODNE.
Grotte e Lorther, Houtes Pyréndes
{ Musetm, Sr. Cermuin.)
Anthrepadagiv, 1504, Masson, Paris )

second reindeer is followed by a doe,
turning her head o bell and call her
fawn ; her action again is like that of
the deer in front of her,  Between the
animals the artist drew some salmon,
as if to All up the empry spaces ; above
the last reindeer, he placed two pointed
logenges. 1t has been suggested that
these constitute a signature. But what
is the meaning of the salmon? This
association of the great river-fish with
the reindecr is doubtless due to some
religious idea ; the artist combined the
two species which formed the principal
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(Fram insantaneus photographe)

nourishment of his tnbe or clan.

15,

It
in fact, to be noted that all the
animals represented by quaternary art
are of the comestible kinds, which
savages engraved or painted in order
to attract them by a sort of magic sym-
pathy. Civilised man makes hyper-
bolic use of the expression * the
magic of art.” The primitives actually
believed in it

In a cave in the department of the
Indre, a slab of schist was recently
discovered, decorated with a galloping
reindeer, another example of the tnste
for movement, combined with pre-
cision and sobriety of owtline, which
characterised the best artists of this
period,

OF their paintings, the finest, those
in the cave of Altamira near Santander
in Spain, were only copied in 1902,
and have not ver been published, |1
must therefore confine my remarks to
the more accessible specimens found
i the caves of Périgord, some of them
of the deepest interest,

In one of these caves was found o
stone lamp, ornamented with a beauti-
ful incised representation of reindeer,
The artists of the period must have
made use of such lumps when graving
and painting  their decorations,  for
the ormnamented poriions of the caves

s

are quite dark,
light.
Among

even in broad day-
all  these surprising  dis-
coveries, this scems to be the most

amazing !

These paintings, consisting
sometimes of over a hundred animals
of lnrge dimensions, could only have
been executed and were only visible,
by artificial light! Why then did
their authors tike the trouble to
execute them ? Was it only to please
the eye of the reindeer-hunter, when,
retiring to his cavern at nightfall,
he made his evening meal on the
spoils of the chase, by the dim light o
smoking  lamps filled with oil from
the fat af deer?

It is impossible to accept such an
hypothesis. 1 have already spoken of
the magic element in the works of art
carved, engraved, or painted by primi-
tive man. They show us the first steps
of humanity in the path which Ied tothe
worship of animals (as in Egypt), then
to that of idols in human shape (as in
Greeee), and finally to that of divinity
as. o purely spiritual  conception,
The study of the birth of religion is
interwoven with that of the arigin of
art.  Born  simultaneously, art and
religion were closely connected  for
long ages ; their affinity is still evident
enough to the thinking mind.
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II

ART IN THE POLISHED STONE AND
BRONZE AGES

Tur Extinction of the Art of the Keindeer Hunters.— Primitive Ihwellings and Flint
lmplements.— Lacustrine Dwellings and  FPolished  Stone Implements. — Dolmens,
Menhirs, Cromlechs. —Domestication of Animals and Cultere of Cereals, —First Use
of Metals,—The Bronse Age. —Tumuli of Gavrinis, Morhihan, and New Cirange,
Ireland. — The Alsence of Animal Forms in the Diecoration of the Bronme Age.—
High Degree of Excellence in Linear Decaration of this Perjod.—Stonehenge, — The
Secomd Stone Age in Egypl.—DPre-Fhamonic Art: Pamted Vases discovered at

Abyvios and Nepadah (Upper Egypt), — Primitive Art in the Grecian
Babylun and Epypt the Precarsors of Classic Art.

THE extinction of the civilisation of
the reindecr-hunters seems to have
been brought about by a change of
climate. Some geological phenomenon
hitherio unexplained caused a cessation
of the cold, which was succeeded by
torrential rains and damp warmth,
The reindeer, for which the present
climate of 5t. Petersburg is too hot,
disappeared or migrated ; the caves,
invaded by streams  of water, and
often swept by the rivers in flood,

became uninhabitable ; vast plains

were transformed into swamps. The
population of France was not, in-
deed, annibilated, but it certainly

diminished very greatly, the reduction
being brought about partly by the
change of climate, partly by emigra.
tion.  The civilisation of the reindeer
age disappeared. When we find traces
of a new civilisation in France, it is
marked by povernty and coarse.
ness that reveal the catastrophes
among which it was brought forth,
A new huamanity may almost be said
to have come into being : and il that
of the quaternary age il reguired

Archipelaga, —

thousands of years to cvolve true
works of art, some thirty or forty
centuries  had ngain to pass before
works of art worthy of the name were
produced in France,

The first buildings of the present
period (using the term in its geological
sense) are the camps or remains of
villages, where the chief evidences of
homan activity are the flint imple-

B

Pk =W AEN oF KOME N,
{Morbiban, Wriany,)

ments of a primitive type known as
celts, and fragments of coarse pottery
with incised omaments.  These latter
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mark an indvstrinl progress, for the
artists ol the reindeer age knew nothing
of pottery. To a later epoch, some

the same period as the most ancient
of the lacustrine dwellings, for inboth
|m]i:.'|1|:¢l stone axes are numerous,

FEL

o= ROWS OF STOXE DLOCKS AT CAKNAC.

iMarkibian, Brivany,i

000 or joo0 vears before Christy,
belong the first trnces of those encamp-
ments built upon piles on the banks
of lakes in Switrerland and France,
dind known as lacustrine dwellings.
These were used as places of refuge
and as workshops, The civilisation
of the lake-dwellers i3 familiar to us,
for thousands of ohbjects fashioned by
them have been discovered emledided
m the mud.  Among these, in addition
to hand-made pottery, are hatchets of
polished stone, sometimes very elegant
in shape, arms, tools, and pendants
but not a single work of art has come
to light.

This polished stone period to which
the |:;,|.k(\.|;|_1_1.-g-]'|i;|1|¢1 laesloange, was alsothe
age when in other regions of Eurape,
notably in  Brittany, the Cevennes,
England, Denmark and Sweden, men
began to raise those huge tombs in
undressed stone known as dolmens
(Fig. 6), the obelisks known as menhirs,
the circles of rough stone known ns
cromlechs, and long lines of massive
blocks such as those of Carnane (Fig.

7L The dolmens are indubitably o

whereas there is searcely a trace of
mietils,

The phase of human history on
which we are now touching is marked
Ly two innovations of the highest
importance ¢ the culure of cereals
and  the do-
mestication of
animals. Car-
bonised cereals
and heaps of
manure have
heen found in
the mud of the
lake-dwellings,
and 1t 15 more
than probable
that the civili-
of th
dolmen - huild:
ers was analo

sation

gous to thal o b —convn umsnn
of the lake. FRIMITIVE STATLE
l:|'|'|'f_'|:'|1:"l'-_'-. 1i'|.'1: iBnlnt Hermbng Aveyron b

cannot now in-

guire into the question how man first
conceived the wlea of domesticating
arimals, sowing corn, barley, millet,
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and flax ; it will be sufficient 1o point
out that these immense advances in
civi 1

wn were made before the dis-
covery of metals.

The construction of lake-dwellings
and of dolmens continued even after
man had begun to make use of gold
and copper, the first two metals he
knew. A little later, the discovery of
tin, and some happy accident which
led to the idea of fusing tin and copper,
placed o new metal, hronze, at man's
disposal, and thus gave a considerable
impetus to matedal civilisation,

Lake-dwellings of the age of bronse
have been discovered, the axes. sw orids,
and metal omaments of which bear
witness to the advanced stage of tech-

nical proficiency  reached by their
inhabitants.  But in the dolmens, only
very simple bronse objects,  such

as beads, buttons, and knives have
been found ; the practice of huryving
the dead in delmens must therefore
hive been discontinued before the
abandonment of the Jike-dw ellings
VG rooo Fl

The total absenee of pure works of
art at this period is a subject of much
surprise to arclucolopists.  1f we ox-
cept a few wretched figures in terra
cotta, a few menhirs rudely carved
into i semblance of the human form
Fig. 8), there are no images cither of
men or animals. But, on the other
hand, linear decoration js very highly
dr_'\'r.']ul;ll."t]. On the ligle island of
Gavrinis, off the coast af Muorbiban,
rises one of those huge mounds of
earth called wmuli,

Inside the tmulue
i5 n

dolmen, approached by o long
alley bordered with enormogs bilocks
of granite. These hlo Ls ire covereid
with elaborate desip

|

v works

ns, carved with fin

implements which must e

 [n ]

cost their authors an infinity of time
and treable (Fig. o), Wefind o few axes
introduced among the ornament, but
nothing resembling any liv Ing creature,
There is a similarmonument in Treland
at New Grange, near Dublin, Here
the walls are covered with designs

very like those at Gavrinis, and perhaps
alder, In Denmark, Sweden, Spain,
and Portugal there are other lairgee
dalmens, in all of which representations
of human and animal life are likewise
conspicuous by their absence.

The existence of art in the age of

M AVIED
COVITIEL

EHANITY
ALLEY,

HLOCKS §%
BAVRINIS,

iMorhihan, Hrittany.)

bronee is manifested by the graceful
form of such abjects as spears, daggers,
swords, briacelets, vases, ete., and also
by the purely linear ornament with
which they are embellished, This
ormament consists of dag-toothing,
trangles, zigmgs, rectangles, dotted
bhande, and concentric circles, showing
i variety and ingenuity of combination
that bear witness 1o the decorative
instinct of e potters and  bronee-
workers of the age (Fig. 1o},  But the
decoration is invariably and exclusiy ely
linear, as if some religi law, some
fear of maleficem sorcery, had for-

E
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bidden the representation of men and
animals. In Western Europe this
wits the case for centuries, with some

TG, To—ERONER DEACELET,
Found a1 Redullon, Hagees Alpes,
{Misesim, 51, Germain)

unimpartant exceptions, even after the
introduction of iron tools and weapons,
The utmost achieved by the Gauls
before Ciesar's eonquest of Gaul was
the execution ol a few animals in
bronze, and of a few more or less
shapeless figures on coins.  Hefore a
new plastic an arose among them, the
Gitals, who excelled alike as workers
in metal and in enamel; had to become
the pupils of Roman artists, themselves
disciples of the Greeks, In Great
Britain, asin the regions now included
in the German Empire, it was also
Roman conguest or Roman commerce
which led 1o the tardy adoption of
figure-omament.  Sweden and Dep-
mark only began to produce it towards
the pedod of the downfill of the
Empire, though the fnhabitints of
these  countries  had continuously
manufactured weapons, ornaments, and
vases of metal, decornted with an
astonishing variety of linear motives
(Fig. 113, All this was ar, for it wasin

the nature of luxury and amusement -
but it was incomplete art, for the imita-
tion of living nature had no place in ic

Dolmens and menhirs mark the be.
ginnings of architecture, but of archi-
tecture scarcely worthy of the name,
for decoration plays hardly any part
in it, and the clements of construction
can claim no excellence other than that
of a massive solidity, The only monu-
ment of this nawre which has any
artistic charicter is the circle of tri-
liths, each consisting of two uprighes
with a fintel, at Stonehenge on Salis-
bury Plain, but the blucks of stone are
hewn, and Stonehenge does no appa-
rently date from a more remote period
than the bronze age (Fig. 12), Afterthis
age, the only stone huildings of West-
ern Europe were walls of defence : the
dwellings and even the temples were
of wood, It was the Roman Conguest,

FIG. 11— RRONIE FLAGYE
Fonill in Sweden,
(Htockhulm  Misewin. )

again, which gave the Gauls the
principles and the first models of
architecture,
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Thus we see that the genios of the
arts, after having fourished in France
for severnl thousands of years before
the Christian era, underwent a long
eclipse of at least forty centuries,
giving place to a decerative sentiment
that excluded the representation of
living things.

This was, happily, not the
the eastern shores

CASE On
of the Mediter-
ranean, Stone axes like those of Saint-
Acheul have been discovered in Egypt
and on the coast of Asia;
we have no

but so far,

evidences that art had
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admiralily worked, articles of lusury,
and personal ormaments of hippopota-
mus-ivory ani and vases of
hard stone. Htfﬂrrthv epach of the
Pharaohs, which was also that of the
introduction of metals, Egvpt, though
destitute of architecture, bonsted a very
flourishing industry, which did not
hesitate to essay the representation of
human figures, animals, and plants, in
painting, in terra cotta, in vory, and in
schist, It trive that these essays
are extremely rude, and that the per-
somagres dawn hy the

schist,

15

or engray ed

Pl 12,

~FTONEHERGE

{Phova. iy Spooner. |

developed there in the quaternary age,
nor do we find there troces of anvthing
analogous to the marvellous drawings
of the remndeer-hunters.  On the other
hand, the second stone age in Egyp
was marked by o civilisation no less
consummate than rapidly
Of the
lon we

achieved,
l.urrt‘-:lull'l.l:ﬁ'l'li.; period in Baby-
know little as vet ; but thanks

to the recent researches of Messrs,
Morgan, Ameélinean, and  Flinders

Petnie "in Egypt, we know that the
-:-nr:.-]rli.m.-, hefore they had begun 1o
use hronze and iron, produoced thou.
sands of hctile vases decorated with
paintings, large fim

knives muost

12

Egvptinns of the stone ageresemble the
sketches of savages ; but the Egyptian
ge possessed o manual dexterity
superior to that of his western ._-““,'_
1E.'II1[IrII:1!'i'-'-. and, for him, art was not
confined to linear decoration,

Let us examine the flint-knife, orma-
mented with a sheet of engraved gold,
inthe Muoseum of Cairo,

Goald, which
is found in its raw state, was known in
the stone age ; it was, perhaps, this
metal which sugpested the discovery
and emplovment of others,

The style
of the

engraved  animals SErpents,
lions, and antelopes —is totally differ-

ent from that which obtined in the
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Egyvpt of the Pharmohs: but it is
already a style which aims at the sag-
gestion of life and movement (Fig. 13

Fide 1R.=~FLINT KNIFE WITH A GOLD SHEATIL
{Museum, Cairo)

'ﬁlur:a.-u, KRechervhes sur fea Origiacy oy
B35 FEpde, vl L (Lerous, Pards.)

This object, however, is exceptional
in quality. To get a general idea of
primitive Egyvptian art, we must study
the painted vases which have been
discovercd in large numbers in the
burial-places of Abydos and Negadah
(Upper Egypt). Some of these arc
decorated with paintings of ostriches,
and of Nile boats, with flags fore and
aft 3 there are alse human figures in
attitudes expressive of adoration or
distress.  Other examples of these
gestures are to be scén in the terra
cottn  figures at  Negadah, which
appear to be tattooed all over.  From
the same necropolis we have little
figures in ivory and in schist, dating,
no  doubt, from  about the year
4300 IO,

In the deeper strata of the eity of
Truy, excavated by Schliemann, as

also in the more archaic tombs of
the Archipelago, vases and primitive
figurines have been discovered which
may be compared to those found in
Egypt,though they are notin any sense
imitations.  Here, alse, the civilisation
of the stone age, though not strictly
speaking  artistic, reveals  clements
other than those of the purely decora-
tive style. On the other hand, the
cistern shores of the Mediterranean
did not, durimg the bronze age, show
a development of geometric decora-
tion equal 1o that achieved in the
west and north of Evrope, A parallel
may be found in the fact thar Muossul-
man art, which refrained from the
representation of the human figure,
reached a higher stage of development
in the science of ornament than the
western art of the Middle Ages.

‘We have now come to the period
verging on the year gooo mC. At
this epoch, Babylon and Egvpt ook
the lead in civilisation, and prepared
the way for the splendour of classic art.
From about the year 2500 W.C. o new
centre of activity was formed in the

PLSIDS
.m:mﬁ

WiG: 1§ =FAINTINGS ON FRIMITIVE ECVITIAN
VANER,

[ Mrsenm, Cajro, )

Morgan, Rechercdes sur e Cefgimes oy
Fleppde, vol, B (Leronx, Paris)

Archipelago, and developed with
extraordinary rapidity.  After a tem-
porary eclipse about the year 1000 RBC.
Greece entered upon her trinmphal

13
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progress towards the art of Phidias  and Assyria, and to dawn again, after
and Praviteles.  Greeee had to submit  a fresh eclipse, in Western Europe,
1o Rome, and Rome to conquer part  which, from the year 1000 A.D. became
of the ancient world, before Italy and  and has remained the home of art.
the west of Europe at last participated  This mpid survey will have indicated
in the radiance of this manifestation,  the divisions of my subject, and pre-
It was destined to die out in Greece, pared my readers for the develop-
as it had already died out in Egypt mems | propnse to trace.
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III
EGYPT, CHALDAEA, AND PERSIA
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—oth derived from Greece.

THE art of historic Egypt, the Egypt
of the Pharaohs, began about the year
43500 G The so-called Anefent Em-
Pire lasted from about this date to
the year 3000 M. § the Widdle Em-
pire, destroved by the incursion of the
shepherds of the desert, or Hycsos,
from 3000 to 2000 N.C. and the MNew
Empire from 1700 10 1100, This was
succeeded by a long period of decad-
ence, only temporarly arrested, from
725 to 325 DO by a brilliant Renais-
sance under the Phamohs of Sais (Saiwe
period ). In 523, Epypt was conquered
by the Persians, in 332 by Alexander,
and then successively by the Romans,
the Arabs, the Turks, the French and
the English. She has never regained
her independence since 525 pC. But
in our own times, she has achieved a
prosperity almost equal to that of her
period of ancient splendour,

The history of Egyptian art which we
areable to trace in existing monuments,
is marked by certain invariahble chame-
teristics 3 on the one hand, a technical

wskill that has remained unsurpassed

threughout the ages ; on the other, an
absolute incapacity to throw aside

archaic conventions and rise to liberty
and beauty., 1

First among the nations of the earth,
the Egyptians raised great buildings
of stone, with vast halls upheld by
columns, lighted laterally from above.
Such is the great hall of the temple
of Karnak at Thebes (Fig. 13, with
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FiG, NYFETYVLE 4K COLUMS R HALL &oF Tl

TEMILE 0F KARNAK.

(Heconstructed by Ch, Chipler.)

¥

its 134 columns, some of themn nearly
7o feet high (New Empirel. Egypt
boasted many temples more imposing
than the Athenian Parthenon ; but
these massive buildings are only
impressive  because of their bulk :
they are decornted without tasie or
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Fie pfi—aviadin oF CHENFS, WITH THE GEEAT
AT,
iNear Cairad

sobriecty, The most obvious defect
of the Egyptian temple is that it is
too long for its height, and that the
exterior shows too much wall and
too fow apertures,  In this respect the
Fgvptian temple is the antithesis of
the Gothie church ; in the one we have
an excess of massive surface, in the
other an excess of empty space : Greck
art found the just mean and kept 1o it

Diodoms Swealus, a Greek  his-
torian who flourished shortly before
the Chnstian era, says that the
Egvptians looked upon their houses
as mere places of passage, and
on their tombs as their permanent

FIL 15 =EGVFTIAN DASRELIEF AT ANVDOS.

Jackal-lpaded Anubls and Faloon-lemlal Hims,
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dwellings. So troe is this, thar our
knowledge of Egyptian art is derived
mainly from tombs, either the enor-
mous pyramids of stone and brick
destined for royalty, or the chapels
built above the ground, and the sepul-
chres liewn in the rocks,  The tomhbs
of the rich are adomed inside’ with
sealprure, paintings, and bas-refiefs.
They are, in fact, temples, of which the
deard  person
wis the divi-
nity,
Thousands
of  Egyptian
statues  have
come down to
us, statpes in
stone, honze,
andterma-cotti,
from the colos-
sal Sphinx ad.

joining the
great Pyra-

mids . (Fig. 16)
and the roval
statues of [p-
samboul, some
6o feet  high,
to the tiny Aigu-
rines which
fill the glass cases of our muscums.
These statues represent gods and god-
diesses, often with the animal heads
ascribed to them by Egyptian mytho-
logy, men, women, and children, singly,
and in groups, and animals, both real
and fantastic. The bas-reliefs and
paintings present even greater variety
of subject. The majority represent
the Pharmonic victories, the intermin-
able ceremonial of religious worship,
scenes of daily life, or of the soul's
joumney to the land of the dead (Fig.
170, Landscape backgrounds are very

1 i ke
KNIV AR THE CIEIK EL

FiG. ETATUR

pELED  (MAVGE OF
LRTHECT )

{Musaum, Cairn.]
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FlG, 1o.—THE sCHIRE
{1 he Loorre)

frequent ; but as the Egyptians had
no knowledge of perspective, their
views of country or of gardens appear
in the puise of maps on the vertical

surfaces, without foreshorlening or
differentiation of planes,
On  first entering an  Egyptinn

museum, we are struck by the apparent
resemblance between all the figures,
andl we wonder that the art of 4 nation
should have remained so uniform for
centuries.  Dut a tnore careful examing-
tion, such as may be adequately car-
ried on at the British Museum or the
Louvre, at once reveals essential differ-
Under the Ancient Empire,
the figures are shorter and sturdier,
amd  are directly inspired by
nature {Fig. 18} ; the admirmble Scriée
in the Louvre, in limestone painted
red, would be o masterpicee, had the
irtist, who showed such skill m ren
dering the homan form, been ahle
to give an expression of intellectual
life to the vigorons hes Fig. 19),
From the rise of the Middle Empire,

EnCes,

mesre

AND PERSIA

the figures begin o lengthen, the
modelling to hecome more flacod ; a
superficial elegance is the accepted
ideal, and the results, though occa-
sionally charming (Fig. 2o}, are more
often superficial and trivial. y These
tendencies were still more pronounced
under the New Empire, the aca-
demic period of Egyptian art, a
period  characterised by  extraordi-
nary technical skill, subservient to
conventional style destiute  of
character. In the Saite epoch, the
traditions of the Ancient Empire
again prevailed, and culminated n a
national reaction against exotic in
fluences. At this period, Egyptian
art produced masterpieces such as the
basalt head in the Lowvre (Fig. 210,
which, in the realistic perfection of its
modelling, is comparable to the finest
Flemish purtraits of the fiftcenth con-
wary, Van Eyck's Wan swoith the Pink
and Ciman Vi e Pogle,
Nevertheless, the visitor's first im-
pression of monotonous  uniformity
findds at least a
partial justification. -
Throughout its
long carcer, Egvp-
Hanm art never sic-
ceeded in casting
off the trmmmels
of certain conven-
tions. Conspicuoms
amnong these iswhat
the Danish

il

ar-
chivologist, Lange,
called the forme of
Sronfafity, All the
fipures, standing or
sitting, walking or
mationless,
fromt the spectator ;
the top of the head,

Ci - Fili. po —TAKFRIIT,

AN BEGCYFTIAN LADY,

(HBronee in the Musetsin,
Athensh

.
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the junction of neck and shoulders,
and the centre of the body are on

Fil, 3, =BARALT HEAD,
{The Louvre)

SAITE FERMD,

the same vertical plane: all devia-
tion from the vertical column, or,
in other words, any inclination to the
right or tothe left, is forbidden. When
several fgures are grouped on the
same pedestal, the vertical axes of
their hodies are exactly parallel (Fig,
22. Secondly, all the figures, whether
maotionless or walking, rest all their
weight on the goles of their feet : no
Egyptian ever represented a person
resting his weight on one leg, and
touching the ground Tightly with the
disengaged foor. The male fgures
are nearly always walking, with the left
foot advanced ; but the women and
children are in repose, their legs
pressed closely together. In the re-
liefs and paintings, with very few
exceptions, the figures are in profile,
but strange to say, the eyes and the
shoulders are turned to the front (Fig.
175 Such a disregard for realities is

[}

striking enpugh, but it does not end
here.  Painting, whether applied to
stntues and reliefs, or executed on a
flat surface, is a mere coloration, with-
out gradation or fusion of tones, and
without chiaroscuro, Perspective s so
absolutely ignored, that when two per-
sans are supposed to be side by side,
the second is generally dawn on top
of the first. Thus Egvptian composi-
tions; whether carved or painted,
hardly descrve this name, for they
Iack any attempt at armngement and
symmetry ; they consist of a medley
of motives, which bear the same
relation to the grouping of Greek
art as does the driest of chronicles
fo l1i:\!||I':.'.

After monumental architecture, of
which they set the example, the
greatest wift of the Egyptians to art was
their system of decoration.  Of all the
sculptural types they created, one only,

Fiti. P2, =EGVPTIAN GROUT 18 LIMESTOXIG

{The Louvre )

that af the Sphinx, or lion with a human
head, bas persisted down to our own
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¢ times (Fig. 23) ; but we haye retained,
« with

very slight modification, the
decorative muotives borrowed by the

. W

Fid, TR—EGYFTIAN &FHINK OF FINK GRANITIE

{The Louvre)

Egyptians from the flora of the Nile,
notably from their two favourite plants,
the lotus and the papyrus. We feel our-
selves strangely out of touch with a
collection of Egyptian statues and bas-
reliefs, but we greet a group of
Egyptinn ornaments almost as familiar
objects (Fig. 24). This is why our
modern goldsmiths and jewellers are
able to draw inspiration from the ad-
mirable jewels of ancient Egvpt, with-
out any unduly archaistic effort.
Summing up the character of
Egyptian art in a word, we might say
that it represents, above all things,
the iden of duwretion. Nature has de-
ereed that all things should persist in
Egvpt, from the imperishable granite
of her monuments to the most fragile
objects of wood and stuff, preserved
by the dryness of her climate,  Hut
the Egyptian himself was in love with
the idea of duration. He built gigantic
tombs like the Pyramids, impervious
o the action of long apes, and temples
with columms massive and manifold,
and sloping walls like earthworks. He
embalmed his dead for eternity, plae-

19

ing beside them in the tomb statues
and statuettes of rure material, to serve
them as companions, and in case of
need, to replace them, should their
mummies disappear ; he carved and
painted on the walls of tombs and
temples historic, religious, and domes-
tic scenes, destined to perpetuate the
memory of the history of the gods, of
the mighty deeds of kings, of the ritual
and familiar life of his day, This idea
of durntion naturally engendered a
respect for the past and for tradition.
¥ Egyptian art was not immohbile, for no
living thing is without motion, but it
was  fettered by conventions and
formulae. 1t achieved liberty only by
the accident of individual inspiration,
and even when it came in contact with

FliL, 2§.—EGVFTIAR DECTRATINN,

Greek ar, it persevered in the narrow
path it had marked out for itself,

Did primitive Egypt excrcise any
influence upon Chaldma, or was she
|
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herself influenced by the latter? The
question is open to controversy,  Per-
haps neither influenced the other. [t
15 unguestionably the fact that the
maost ancient of the works of art dis-
covered since 1377 by M. de Sarzec
at Tello, not far from Bassorah in
Lower Chaldaea, examples dating from
between Jooo and jooo 1, show no
trace of Egvptian feeling, but contain
all the qualities and defects of
Assyrian art in embryo,

Up to the present time, the art of
the valleys of the Tigrs and the
Euphrates is known to us mainly by
two groups of monuments : those of
Tella, which date from very remote
antiguity, and those of Nineveh, the
capital of the Assvrian kings, which
date from the eighth and seventh cen-
turies before Christ. The former are
known as Babwlonian or Chaldwean,

b

FiG- #3

=THR ARCHITECT OF TELLi
(The Lotwvre,)

There are further great numbers of
small ohjects, notalily seals in hard
stone (called cylinders) on which are

engraved mythological or religious
scenes, which reveal the art of Chaldica
and Assvoin ot every period of their
historyv, under the kings of Babylon
and those of Nineveh,

The principal monuments of Chal-
diean art, discovered at the palace of
Tello, are all in the Louvre. They
are bas-reliefs, such as the famous
Stela of the Veltures, which represents
Einnadouw, king of Sirpourla, exulting
over encmics whom vuliores are de-
svouring, and the gpreat statues of black
diorite, eight of which bear the name
of Goudea, Prince of sirpourla ( Fig.23).
The statues are not only astonishing by
virtue of their workmanship, to which
technical difficulties zeem mere child’s
play ; they reveal a particular con-
ception of the human form, directly

 opposed 1o that of the Egyptians.

Whereas the Egyptian sculptor loved
te attenuate details, to soften his
modelling, to elongate his figures, the
Chaldaan  artist  preferred  sturdy,
robust types, with salient muscles and
broad shoulders. The bas-relicfs of
the palace of Nineveh, though Liver by
fiftcen centuries than these Chaldman
sculptures, are a continuation of the
same art. As M. Heurey has re-
marked : * the muscular forms of As-
syrian art, standing out from the body
like picces of mail, and genemlly
carved in relief in the soft stone, re-
present A systematic exaggeration of
those gualities of sirength and power
which Chaldwan sculptore drew di-
rectly from nature.”

Ta get some idea of the character-
istics of this art, realistic and almost
brutal, yet refined by its striving afier
expressive modelling, we have but e
study one of the statues in the Louvre,
The dArchitect sith the Rufe | Fig. 23).

s ]
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As afact, it represents,not an architect,
but one of the princes of the land in
the character of o constructor 3 on his

FitG, 3t

BLEALL,
DHscovered a1 Tello, Natwylon
{The Louvre.)

knees is a rule, the length of the Haby-
loninn foot (about 1o} inches) sub-
divided into sixteen equal parts.  The
modelling of the arm and of the foot
sufficiently indicates the tendencies of
Chaldiwan art ; we find nothing akin
to it in Egypt, save perhaps the heads
of the Saite schinol, later by some 2000
vears. Even in Greece it would be
difficult to point to sculpture showing
the same exaggeration of muscalar
CNErgy.
A head, in very excellent preserva-
tiom, was discovered at the sime place
Fig. 26, It represents a fat man with
ashaven face, wearing a sort of turban
with swathed folds in relief.  The thick
evebrows and widely-opencd eves are
features common to all Chaldaan and
Assyrian art.  The square structure
of the face, and the prominent cheek-
bones bear the siume stamp of physical
vigour we have already noted in $ie
Avrchitect with the Rude., The expres-

sion has no touch of benevolence, not

the shadow of a smile; the folks of

Tello must have been formidable

neighbours,

L The glorification of brute-force, and !
adelight in cruel spectactes characrer-

ise the long series of alabaster bas-

reliefs dating from about Soo-—6Hgo 1O,

which Layard and Botta discovered

at Nineveh, and brought beme o the

British Museum and the Louvre.

They formed the interior decomtion

of palaces;, and commemorated the

victories and diversions of 1the As-

syrian kings. Whereas in Egyptian

art the gods are the protagonists, in

that of Assyrin the kings take their

place; kings eager for military fame,

glorying in the recollection of bloody

victories, ¥ The bas.reliefs show scenes

of revolting cammage, of horrible tor-

tures inflicted on the vanguished in

the presence of the conqueror. The

cuneiform  in-
scriptions  that
accompany the
bas-reliefs cele-
brate the most
hideous butche-
rics  as. high
exploits. Repre-
sentations of
tutelary  divini-
ties are not,
alto-
gether lacking.
The Louvre
owns i colossal
figure of a

however,

bearded :‘:{.L]i Find. .‘-:.-L.:T:_::Lv.' T E=
probably  Gil- (The Laivre)
games, the As-

syrian  Hercoles, gripping a  lion
ta his breast (Fig. 27,  Elsewhere,
Assyrinn  sculptures  show  winged
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genii, sometimes mighty bulls with
human faces, guarding the entrances

. —ASARVHIAK

WINGED DUl
| The Lowvre)

of palaces {Fig. 28], sometimes eagle-
headed monsters performing some sort
of ritual on either side of a sacred
tree. The goddesses who figure so
frequently on the cylinders never ap-
pear in the bas-reliefs, where, indeed,
femile figures are rarely to be scen,
save in !IIH'H:l."bh'IHEﬁ. ks [|||L"ﬂ'|'l£| or f.;l]'lu
Eives,

Another favourite theme is a royal
hunting party. The representation of
animals (horses, dogs, and lions), is

the triumph of Assyrian art (Fig. 2

. 29).
B

Greek  antiquity produced  nothing

finer than the wounded lion and

lioness in the Brtish Musewm
3a); the realism of these stodies
is startling. The men, with their
hard, bony faces, their square, sym-
metrically curled beards, their ex-
aggerated muscularity, are at once
less elegant-and less natural than the
animals, Yet the dmwing s more
correct here than in the Egyptian bas-
reliefs : and if the eves are still shown

Fig.

looking to the front in profile figures,
the shoulders do not confront the
spectator, as do those of the Egyptian
sculptures,

Assyrian art has left us but very
few figures in the round,  [ts essential
object was the decoration of surfaces,
which were also faced with painted
stuccoes, enamelled bricks, and figured
bronzes. A party of German explorers
has recently discovered at Babylon a
colossal lion in enamelled bricks, very
similar to the great fricees in the
Louvre, brought by M. Dieulafoy from
Susa; but the exploration of the
temples and palaces of Babylon has
only just begun.

The Assvrians had no building
stone. They used bricks for the con-
struction of their vast palaces, com-
posed of rectangular halls and long

corridors surrounding a  series  of

interior courts, and decornted their
immense surfaces with paintings and
sculpturcs. We know very little about
their temples, save that they were in
the shape of a pyramid with steps, sur-
mounted by a chapel containing the

FiG: 2 —ASRYIIAN WAS-AELIER,
(Briish Museism.)
1P heda. by Mansell )

image of the god (Fig. 31} This
was the traditional type of the famous
Toner of Nabel, a temple dedicated

e
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to the god Bel, built at Babylon
by Nebuchadnezzar about the year
oo B.C.

The most interesting feature of

A WOCKDED

Fidl. 0.=—ASSVHIAN BAR-RELINF.
[ETEES

{Pricish Muosewm.)

Assyrian architecture is the import-
ance given to the wvault, The
Egyptians were not altogether ignor-
ant of it, but they made only a very
restricted use of it, whereas the
Assvrians built not only vaults, but
cupolas of brick, rising boldly above
their square halls. Tt is a mistake,
therefore, to auribute this oriental
invention to the Komans, an inven-
tion which Greek art of the perfect
period did not adopt, but which seems
to have passed from Assyria to the
Lydians, from the Lydians to the
Etruscans, from Etruria to Rome, and
thence to Byzantine and modern art,
Indeed, the influence of Chaldican
and Assyrinn art was very much more
extensive and far-reaching than that
of the art of Egypt; it made itself
feit on the one hand in Persia, bn the
nther over a great part of Asin Minor.,
Persian art is, strictly speaking, only
the official art of the dynasty of the
Achmemenides, which began with Cyrus
and ended with Darius Codoman ; it
lasted for barely two centuries (350~

330 nc), lts most important relics
are the ruins of the palaces of Susa
and Persepolis. ‘The architecture of
these palaces is thoroughly impreg-
pated with the influences of [onian
Greece, in other words, of the Greeks
of the Asiatic coasts ; the decoration—
bas-reliefs and friezes of enamelled
bricks—is derived from Assyrian ar.
The masterpiece of Persian art, the
Frieze of Archers in the Louvre
(Fig. 32) reveals not only an Assyran
origin, but a delicacy of drawing and
a sobricty of motive due to the
proximity, if not to the direct interven-
tion, of Greek art,

Bas-reliefs, stntues, and jewels of a
peculiar style, bearing inscriptions as
vet indeciphernble, have been dis-
covered in the vast region lying
between Northern Syria and Armenia
(Fig. 331 These objects have been at-
tributed to the Hittites, a people men-
tioned in the Bible, who maintained
relations alternately peaceful and hos-
tile with the Egyptians and Assyrians,

Fi5: J1~—CHALDA

AN TEMMLL

(Reconsiructed by Ch: Chipber.)
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and who scemto have founded an em-
pite in Asin betwesn 1300 and Goo B.C,
Hittite art is saturated with Assyrian

influences;

those of
Egvpt are
much less

perceptible.
It lacked
vitality: as
it lacked on-
winality, and
hardly de-
SErVEs  INEn-
tion in such
it rapid suar-
vey as  the
present,
The coast

Fiils 32 —ARCHERE ¥l THE

FALACE AT SLSA. of Syria, with

(Frieee of enamelled brick, inthe which the
Lasuwre. )

neighbour-

ing island of Cyprus was closely
connected, wns  inhahited Dy
Pheenicians,  Attempts  have been
made 1o show that the Phonicians, a
race of skilful traders, were the masters
of the Greeks ; an art founded on that
af Assyrin and of Egypt has been at-
tributed to them, and of this art, it has
heen maintained, traces have been
found, not only in Greece, but in Ttaly,
in Central Europe, and even in Gaul,
The whole assumption s bascless,
A brisk triude i decorative ohiects
was undoubtedly carried on h:.: the
Phieenicians ; but for the last hundred
years, students have vainly sought any
traces of that Phonician  art, the
existence of which was first supgrested
to them at the beginning of this perod,
Both in Plienicia and Cypras, the

the

I"heenicians of B.C. 1000 were mediocre
imitatiors of the Assyvrans ; about the
perind of the Egyptinn renaissance

under the Saifte dynasty, they imitated
the Egyptians, while at the same time
they imitated the Greeks. We may
allow that they showed a certain skill
in the manufacture of coloured glass
and of engraved metal cups: bue
these industrial prodocts, the designs
of which were inspired by forcign
models, are not sufficient to constitute
it national art.

The Biblical descriptions of the
Temple of Jerusalem and Solomon’s
palace show that these monuments
were Assyran in character ; prominent
among the decorative motives were
the Aderwdim, which are identical
with the winged lulls of Assyria.
The word cderud, which is now used
to signify an angel, a winged child, is
an Assyrian term which passed into
the Hebrew tongue, and thence into
all modern languages. [t was like-
wise from  Assyrin, or rather from
Chaldoe, that modern art received ot
the hands of the Grecks those winged
figures of men and animals of which it
still makes so liberal o use, especially
in decoration,,

Thus, if we set aside the primaeval

P 3= ITTITH Liox,
(Missenm, Cugstantinaple,

art of the reindeer-hunters, we see thin
before the fruition of Hellenic genius
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| oaly two great schools of art had  ander the Great, and as o Chinese
flourished in the world, those of Egypt  art, it first began to produce master-
and of Chaldea, The first gave ex-  pieces during the medieval ages in
pression mainly to the idea of dura- Europe.  The most ancient Chinese
tion, the second to that of strength;  sculpiures of ascertained dnte, were
it was reserved to Greek art to realise  executed about the year 130 of our
the idea of beauty. era. They show the influences of a
T If | pass over the art of Indiaandof  bastard form of Greek art, which had
Chinm, it is because the great antiquity  spread from the shores of the Dlack
attributed to these isa delusion, Indin  Sea  towards Siberin and  Central
had no art before the period of Alex-  Asia,
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EGEAN, MINOAN, AND MYCENEAN ART:
TROY, CRETE, AND MYCEN.E

Pristitive Art in the Grecian Archipelago, —- Iz Tendency to reproduce the lyman

Form.—Schliemann’s Exeavations at Hissarlik [Tmi.'i. Mycenne and Tiryns.—The
Giolden Vases of Vaphio,—Excavations made by Mr. Arthur Evans in Crete.—
Diseovery of Minos' Palace, the Labyrinth.—Diséovery of the Palace of Phastus, —
The Three Periods of Prehistoric’ Greek  Art.—Destruetion of the Mycermean
Civilisation by Barbarians. —Mycenman Refugees in the Islands of the ArtﬁiE;lngu.
~—The Hellenic Middle Ages.—Cyelopean Walls.—The Gute of the at
Mycenm. —Minuan and  Myeenwan Bas-reliefs and Metal-work. — Animation the
distinguishing Characteristic of Minoan Art.

THE islands and the coast of the
/Egean Sea (the Archipelagn), were
the seat of a very ancient civilisation
which had become a mere brilliant
memory by the time of Homer (about
800 years before Christl, It was not
until our own day that the evidences
of this civilisation were brought 1o
light.

As early as jooo B the hardy
miriners of these regions were familiar
with copper, the first metal commonly
used by man. It was found in abun-
dance in the island of Cyprus, from
which, no doubt, its name was derived
(Kuvmpng).  Many vestiges of primitive
industry have been discovered in this
island, of a much earlier date than the
imitations of Assyrian works ; similar
discoveries have been made in Crete,
at Amorgos, and at Thera (Santorin),
and in certain districts on the coast of
Asia and in Northern Greeee (Thrace,
the modern Roumelin), The products
of this industry have one marked
characteristic ; the tendency to  re-

base  yielded
26

present, more or less rudely, the
human form.  They consist for the
most part of coarse sculptures, fomi-
nine idols in white marble, which,
contrary to the usage of Egypt and
Chaldas, are always nude, Even the
clay jars found often affect the form of
the body, with paunches, shoulders
and necks, surmounted by indications
of eyes and of a pointed nose,

From the year 1870 onwards, Hein-
rich Schliemann, a German who had
ntade a fortune in America, undertoolk
a series of important excavations at
Hissarlik, on the Dardanelles, the
supposed site of legendary Troy. De-
neath the Greek city of Ilium he
found six small towns, one heneath the
other ; the most ancient of these can-
tained but a few objects made of
copper, with a number of stone imple-
ments.  The four towns above this
first contained bronze tools, and vases
with incised ornament, unpainted.
The town sixth in order from the
many fragments o
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painted wvases, similar to  those
Schliemann afterwards discovered at
Mycenme.  This town was the Troy of

Pl 35 —UVCENBAN DAGGER.
i Musenm, Athena)

Priam, destroved by the Achweans
under Agamemnon.  Thus it may
fairly be said that the discoveries of
archicology confirmed the Homeric
tradition in its main lines.

Schliemann's excavanions at Troy
brought to light a vast number of
ohjects of all kinds, among others a
treasure of golden vases and oma-
ments, clay jars in the shape of human
figures, weights omamented with in-
cisions which mark a first step towards
written characters, a little leaden figpure
of # nude woman, cte.  But all these
discoverics were eclipsed by those
Schliemann himself made at Mycenwe
and Tiryns in 1876 and 1883 In
these two . ancient cities mentioned by
Homer, he found relics of anadvanced
civilisation, which bore testimony to a
very original artistic taste, absolutely
independent of that of Egypt and
Assyrii

At Mycenie, where tombs built of
stome in the form of cupolis were
already known o exist, Schliemann
excavated royal tombs of extraordinary
splendour under the great public
place of the ancient city. The faces
of several skeletons were covered with
mask:-like sheets of gold ; there were
also vases of gold and silver, deli-
cately-wrought  omaments, bronec
daggers, incised with hunting-scencs

inlaid with fillets of gold and silver
(Fig. 34} and a gold ring engraved
with a religious subject,

At Tiryns, Schliemann unearthed a
palace ornamented with mural paint-
ings, the best preserved of which repre-
sents an acrobat or & hunter bounding
over a galloping bull.

Both at Myceme and at Tiryns, the
explorer found hundreds of fragments
of painted pottery of a very original
character, decorated with  plants,
leaves, and marine animals (cuttle
fish, octopuses, etc.), that is to say, with
objects dmwn from organic nature
(Fig. 35). Nothing of the sort accurs
in Chaldwen or Egvpt, orin central and
western  Europe, where geometrical
decoration prevails.  He also found a
great many seals of hard stone, on
which fantastic figures of men and
animals were engraved ina precise and

i, 35 —=MVCENEAN VASE

IMusenm, Moreeilbes)

vigorous style, which recalls thar of
the Chaldiean cylinders, but shows no
likeness to that of Egvpt.
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In 1886, a learmned Greek; M. Tsoun-
tas, explored a large tomb at Vaphio,
not far from Spartn. It contained,
besides engroved  stones and other
objects, two admirable golden goblets,
decorated with scenes representing
the capture of wild bulls (Fig, 36,
These vases are celebrated, and the
bulls of Vaphio are as life-like and as
well drawn as the finest productions

of the Assyriun
v 5 animal-painters.

Lastly, since the
year igon, Mr.
Arthur Evans has
excavited at Cnos-
sus, i the island
of Crete, the an-
cient palace which
the Greek legend
described  as  the
habitation of King
Minos, and called
the Labyrinh,
Fhis word, which is

still used 1o signify
a complicated ar.
rangement of paths
and passages, ori-
ginally meant, ac-
cording to Mr. Evans, “The Falace of
the Axe,” and was derived from the old
word, fedeps, which signifies axe in

FIG 37—A& VASE-BEAKEE

] in the
wlace of Cnossge,

rom & Fresoo
I

| Al i,

Crnelia, )

OKE oOF

THE GOLIFEN VASES i VAFHI

Ailrema

one of the dialects spoken on the
Asiatic coast.  Now the Palace of
Cnossus was certainly the Palace of
the Axe, for throughout it o two-edged
axe, a religious symbol, is outlined on
the walls, and it is difficult not to lose
one’s way in it, for like the Assvrian
palaces, it shows a
tangle of corridors,

most perplexing

This palace was decornted with &
profusion of plaster bas reliefs and
paintings.  These latter are amazing
in their variety and freedom of style
(Figs. 37, 38) Interspersed amaong
the life-size figures there are little
scenes  with PErsonages,
amony others a group of elaborately
adomed  women in low-cut Fowns,
assembled on a baleony, A woman's
face in profile is so modemn in treat-
ment that we should hesitae 1o sittr-
bute it to the sixteenth century before
Christ, if there were any room for douh
in the matter Fig. 38. There are
also hunting-scenes, landscapes, a view
of a town, in short o

numernis

whole series of
picturesyue subjects, which have com
a5 a revelation (o the art-historian,
Another pabice similar 1o that of
Cnossus wis discovered ut anothe
point on the island of Crete. [y ‘st
and successfully explored by an Italian
scholar, Halbherr.

Together with o
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number of mural paintings, he found
a vase of hard stone, decorated with
very spirited reliefs, representing a
procession of reapers (Fig. 30).
Modern archacologists indicate three
periods in the distant past of pre-
Homeric Greece : 1st. The AEgean
I'eriod, of little marhle idols (from
about 3000 to 2000 years before
Christ) ;3 2nd. The Minoan Perind
(that of Minos), or Cretan Period, of
which the lslind of Crete seems to
have been the principal centre, cha-
racterised by a rapid advance in the
arts of design and of work in metal,
first towards realism and afterwards
towards elegance ; Egyptian influences
directed this development, without in-
ducing servile imitation (2000-1500
ic.), e The Mycenman Period,
the only one konown to Schliemann,
which seems, in certnin respects, to
have been the age of the Minoan de-
cadence § it is characterised by a very
original style of painted pottery, deco-
ratedl with plants and animals (e,
15001100, These civilisations, form-
ing i continuous  development, are
reflected  in the poems ascribed to
Homer, which received their present
form towards the vear So0 nC. In
the interval between the Myceniin
civilisation and Homer, a catastrophe

FiG. S =—yOUnG EEETAN GINL
Fresco from the Palooe of Cnossus (Crete.)

TN usewm, Canadia g

had come about, analogous to the
ruin of the Roman Empire by the
Barbanans.  Certain warlike  tribes
from northern Greece, the Donans
among  others, destroyed the My
cenmcan  civilisation  and  plunged
Greece once more into barbarism,
about 1100 RO, 8 few vears after the
Trojan war.  But civilisation did no.
utterly perish. Several tribes, flying
before the invaders, wok refuge in the
islands, notably at Chios and Cyprus,
on the coast of Asia Minor and of

FiG, 3. —=FEAGMEXT

(i~
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CANVEL EELIEF,
Oy the so-callod Vase of Beageors, discoverod ar Fhaestos, Crote
I Musenm, Canslin
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Syria ; these places inherited a part of
the Mycenman civilisation, and pre-
served the memory thereof. The isle
of Chios was doubtless the birthplace
of the Homeric poems, which cele-
brated the vanished glory of the an-
cient.royal houses of Greece. The
day came when the descendants or
heirs of the exiled Mycenmans pre-
sented themselves as the educators
of a Greece that had relapsed into
harbarism, and gave her back some
sparks of the genius their ancestors
had received from her. We see here

FIG 45—0ATH OF THE LIGXE AT MTCEMAL

a phenomenon similar to that which
manifested jtself in the fourteenth cen-
tury, at the close of the Christian
Middle Ages, when the learned men
of Constantinople, remote heirs of
Roman civilisation, came to carry on
its_tradition on Italian soil, and pre-
paredl the way for the Renaissance in
Florence and in Rome,

The term Hellenic Middle Ager (in
contradistinction to that of Christian
Middle Ages) is applied to the period of
about three centuries which elapsed he.
tween the downfall of the Mycenneans,
and the first dawn of the Renajssance
in Greece.  Before Schliemann's ex.
cavations, our knowledge was con-
fined to the beginnings of this Renais-
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sance ; we therefore owe him an
immense increase in our knowledge.
The energetic explorer has added
more than six centurics to the glorious
history of Greek art.

Mycenm, Tiryns, and other ancient
towns of Greece, ltaly, and Asia Minor,
are surrounded by walls composed of
enormous blocks of stone, irregular or
polygonal in shape, sometimes 18 or
2o feet long, These walls are called
Cyolepecn, because the Greeks helieved
them to be the work of the giants of
mythelogy called Cyelops. At Mycenx
the wall i= interrupted by a huge gate,
crowned by two lionesses, one on either
side of a column (Fig. 4o). This sculp-
ture forms a single triangular block,
probably much later in date than the
wall. Indeed, the so-called Cyclopean
wills are older than the Mveenman
civilisation, and point to an initial
occupation of the district by a mili-
tary or sacerdotal aristocracy. They
show a certain affinity with the dol.
mens of Western Europe, and bear
witness to the existence of an analo-
gous social order, in which thou-
sands of men obeved the commands
of a small number of chieftains, and
worked in their interest and for thei
glory, The fact that similar walls are !
found from ltaly to Asia proves that
the invasion of the tribes among whom
the Mycenwan civilisation was evolved,
about the yvear 2000 nc., was not
confined to the Balkan peninsula,
but extended cast and west of this
region.

Mo Minoan or Mycenmwan temples
have been unearthed ; the buildings
discovered are all palaces. [t seems
probable therefore that the palice was
also the temple, and that the dwelling
of the god was comprised in that of the
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king. The palaces are very slight in
construction, and wood was used maore
freely than stone in building them.
They had wooden columns, which,
like the legs of our modern chairs and
tables, taper from top to boltom.
When these wooden columns were
imitated in stone, as, for instance, in
the Gate of the Lions at Mycenm,
their characteristic form was retained,
a form only found in Mycenman art.
The capitals which surmount the
columns show the first essays in the
constitution of the two orders, the
Doric and lonic, which played such a
brilliant part in Greek architecture,
and are still uwsed at the present
day.

The Minoans and Mycenmwans have
left us no large statues in the round,
but a great number of their bas-reliefs
in alabaster, plaster, and metal, figu-
rines in terra cotta, ivory, and bronze,

and specimens of chased and reporess’

metal-work have come down to us,
Both at Cnossus and Myceme there
is a strange difference in quality be-
tween works excavated at the same
level, and belonging, no doubt, to the
“same period ; the explanation is, that
a popular art, as yet rude and imper-
fect, existed side by side with the
official art, which was perhaps the
monopoly of certain corporations, and
produced its masterpicces only for the
greatl.

To say that Greek art before the
vear 1ooo G realised the ideal of
beauty would be a manifest exaggera-
tion. Even in works as remarkable
as the goblets of Vaphio, probably
made at Cnossus, the human figures
with their wasp-like proportions and
their long thin legs, are still far in-

' deed from the masterpieces of classic
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art.y. But if Assyrian art expresses
the idea of strength, Minoan art
may be said to embody that of life.
It has no trace of the cold elegance
of the Egyptian art of the New Em-
pive, which flourished at the same
time.sL Objects of Egyptian manufac-
ture have been found in the Minoan
and Mycenman towns, and Mycenwan
vases have been unearthed in Egypt:
the Egvptians, Mineans, and Myce-
nmans knew each other, and traded
together ; but these Greeks were in
no sense tributary to Egvpt, and all
they borrowed from the latter were
certnin  technical processes and an
oceasional decorative motive.!

The love of the Minoan artist for
life and movement manifests itself
most strongly in his admirable render-
ings of animals ; in this respect there
is a certain likeness between his art
and that of the reindeer-hunters. It
would be interesting to trace a con-
nection, a historic link between these
two arts, in spite of the interval of
some siaty centuries that lies between
them. Who shall say we may not some
day discover that the art of the rem-
deer-hunters, which disappeared from
France some thousands of years before
the glories of Cnossus and Mycen,
was preserved in some unexplored
corner of Europe, and finally intro-
duced inte Greece in one of the nume-
rons invasions of the northern tribes,
who were incessantly pouring down
from Central Europe to the Mediter-
ranean

' Writing was an art known w0 the
Minoans ; thowands of tablets bearing
inscriptions  have heen  discovered  in
Crete ; but these inseriptions, which have
nol yel been deciphered, have nothing
in common with the Egyptian hiero-
glyphs
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Be this as it may, the future will trnordinary manifestation of plastic
no doubt reveal what is now an un-  genius which it was reserved o our own
solved mystery—the origin of that ex-  age to discover,
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Eternal Progression of Ar.

Maxy of the islands of the Archi-
pelago, notably Paros, are merely
ennrmous blocks of marble ; this
material is also very abundant in
Atticn — where  were the famous
quarries of Pentelicus and of Hy-
metties — in northern  Greece, and
on the coast of Asin. The Greeks
had this great advantage over the
Assyrians and the Egyptans: they
had at their disposal an admimble
material, less hard than granite, less
soft than alabaster, agreeable o the
~ sight, and comparatively easy to work.
A4 Nor was this all ; still more important
was the fact that as yet they had
never felt the yoke of despotism and
superstition.  As’ soon as they ap-
peared in history, the Greeks pre-
sented a striking contrast to all other
peoples ¢ they had the instinct of
liberty, they loved novelty, and were
eager for progress.  The Greeks were
never bound to the past by the chains
of a tyrannical tradition. Ewven their
religion was but a slight restraint on
their liberty, At a very early period
we find among them a tendency of
which there is no trace in any Oriental
nation, the habit of considering human
things as purely human, of Teasoning
upon them as i they were concerned
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solely with reason.  This tendency is
what is known as Keffonalizm. To-
gether with their love of liberty and
their taste for the beautiful, rationalism
is a precious gift made by Greece to
humanity.

The progress of the Greeks in the
domain of art was extraordinarily
rapid ; barely two centuries and a half
elapsed between the origin of sculpture
in marble and its apoges. This would
seem inexplicable and  altogether
phenomenal had not Asiatic or lonian
Greece, the legntee of Mycenwan art,
influenced by the art of Egypt and
Assyria, played a part it would he
unjust to ignore in the education of
Greece proper.  But we must hasten
to add that no genius was ever less
prone to servile imitation than that of
the Greeks; what they knew of
Oriental art only incited them to rise
above it

Omne of the most ancient marble
statues  discovered in Greece is an
Artemis, excavated by M. Homolle at
Delos ; it dates from nbout the vear
fizo pC, (Fig. 415 It might almost
be taken for a pillar or a tree-trunk,
with summary indications of a head,
hair, arms, and a girdle ; it is more
primitive than the Egyptian an of

n
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Found at Delos
M usenim, Athene)

the period of the
Pyramids, The
tirecks called these
figures roame from
xeein, o scripe
wood), that is to
say, images carved
in womd, which
seems to have been
the material first
vsed for large sta-
tues, Another fem-
nine type, the Hera
of Samos (Fig. 42),
now in the Louvre,
i5 about thirty or
forty vears later in
dote{s80p.0.). The
general aspect s
still that of g

column, but if we ebserve the shawl in
which the goddess is draped, we shall
that

note  folds

FI. 43,
" HEWRA
Funpd st Sams,
(Tl Louvew

ABCHAL STATER np

were studied from
1'|.:'l||.l'|'1;"1 = 5E-
vere prace, i
dawning free.
dom. By the
middle of the

Oth eentury

e we get the
seated stnpe of
King Chares,
discovered  at
Branchide,
near.  Miletus,

in Asin Minor,

and preserved

i the Britsh
Musenm (Fiyg,
435 Itcis a
Ly pical. exam-
ple of * Greek

art in Asi, or lonian art: it shows
a tendency 1o squatness in the forms,
but the lines of the body are al-
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ready indicated under the draperies,
which are east with a certam bold-
ness, A similar beaviness of form,
combined with  great delicacy  of
execution, characterises the Carya-
tides and friczes a1l the little temple
known as the Treusary of the Cnidians
(Fig, 44) dating from 330 m.c, which
wis excavated at Delphi by M. Ho-
molle, and recanstructed in plaster at

Fit §3—%TATUN 0F CHANES

(Rrigisdy Mlibsem, |

the Louvre, 1o the left of the Fictery
of Samothrice,

About the year 3530, a family of
sculptors, mentioned by various Greek
writers, were working in the isle of
Chins, One of them, Achermos,
invented & new tvpe, that of 2 winged
goddess, Victary or Gorgon, advane-
g with a rapid movement, A statye
of this schonl was discovered in the iale
of Lelos(Fig. 450, This figure marks an
imporiant innovation in sculpture, K-
member that Egyptian an had hard]y
ever casaved o represent o wml:nn..
save with her legs pressed together as
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in a sheath, and that Assyrian art
rarcly represented her at all ; here,
barely 130 vears after the first lispings
of Greek art, we have a woman who is
running, displaving the upper part of
A muscular 1"4.-:' and even smilis
greater wn than all the rest.
It 15 troe that the smile lacks sweet-
ness, that it 15 somewhat of a grimace,
that i5 harsh, the cheek

bones too prominent : hut the smile is

the mouth

there, and this 15 the first time we meet

I'he E,

with Fig

and .".--:. rian divinities have ta

W arl 4O

humunity to smile ; they either g

In the Xiké of

which is no lor

Delos,
r Comnt
I
18] 1"\'-'.'"-"-_ sentiment,
This

heralding o new art

we =00 an an

mL Ltk

forms 3 1tis seel ter, aned

ning
lifie.

T
sparit |
was a great  discovery,
The Chian s |IIi.I|'.|| s were hrought

Athier

Thanks 1o the

the A

Ley 5, and soon found mitators.

excavabtions mude on

rapolis in 1886, in the stratum

¢ out stolidly at the Speclator,

Ll

Ay

of f'fris accumulated by the Persinns
in 480 RC., we possess a whole serjes
of statues of this school, As they re-
rons nor Victor

present neither Cior

IS,

lauan 'I.|"|ll.'-.||.1':.' ir

: closely veiled, and

are not runmng + but oceasionally thes
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smile delightfully, with
desire to please

an evident
(Fig. 47.  Stiff
and rigid in
their long tunics,
they are neverthe-
less living, and no
one who has seen
them can forget
them. This ap-
pearance of life
was cnhanced by
vivid colouring,
of which, hap-
pily, considerable
traces still re-
main, a proof that
Greek archaic
scu |-|.|'t|“ 5 wore not
content o carve
the marble, but
that they also
painted it

A male type akin to this, that of a
nile man, standing, his arms against
his body, was probably created in the
isle of Crete before the year fioo A.D.,
and developed in the sixth cemwry,
notably in Attica. It was the type
first applied to Apolls and to victorious
athletes (Fig. 48, A series of examples
has survived in which we may trace the
gradual progress of art. Here it was
the form of the body, the indication of
the muscles, with which the sculptor
was primarily occupied. Just as the
school of Chios developed the ex-
pressiom of faces and the rendering
of draperies, that of the Athletes,
as we may call it first taught the
treatment of what are known as
“academies,” i#, studies from node
models,

These statues of men and women,
in spite of dawning qualities of draw ing
and expression, have the grave defect

of being mere abstract types, distin-
guished by no individuality of action.
It was in vain thar the sculptor be-
stowed attributes on his personages ;
they seem to take no sort of interest
in these, which appear merely as labels.
The momentous progress which was
accomplished towards the close of the
sixth century, consisted in breaking
the mould n which these fyper had
been cast, and essaying the repre-
sentation of fedfsadualy, n all the
diversity of their occupations and
attitudes,

This progress was achieved rapidly,
but not all at ence. It is probable
that puinting, always a freer vehicle of
expression than scolpture, contributed
largely to the result.  In default of
the frescoes of this period, which have
perished, we have the last vases with
black figures,and the first vases with red
figures, in which the rupture with tra-
ditional mntives

is very marked,
The habit of re-
presenting  the
victorious  ath-
letes of the
public games in
sculpture  must
also have exer-
cised o salutiry
influence, for it
Wil IIE!I':L‘:ﬁ.'ll'}'
to  differentiate
these

and 1o
them

images,
make

orative of the
various exploits
of strength and
skill by which
the victors had
selvies,

commaem- -

Fite 4R —ABCHANE STATUY
OF AFLLIE,

(Musenm, Aibictis. )

distinguished them-
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of the temple of Aphaia at Egina
now at Munich).?

The sculptured groups represent
comlxits between the Greeks and the
Trojans, an allusion to the recent
-'.ru_-._-_,_l:-. hetween Hellas .|'.||,1 Asia
the Greek warriors are protected by
Pallas Athene, The heads are more
archaic than the bodies, as if the

e of art in dealing with

these, being more recent, was for that

Vo e i OTE | IIII'||I|I'I:|'. The 'I|=:-|::.'

[he great historic events of gooto  of a fallen war

r on the eastern

479 LG gave an immense impetws 0 pediment is  almost equal to the

forces of Hellenic genius, by masterpieces  of the perfect period
revealing to it the full extent of its Fig. 49
powers, and its supenority to the ser- The pediments of the temple of

vilecivilisations of Asin. To thizs b

hcent crisis we owe the maAstErp

Leus at Olympan, discovered dunng

[l the German excavations of 187

74 to

of Greck poetry, the odes of Pin- 1880, are some fifteen years later, and

dar and the ‘.I'-I:;L".lil'h of ..I..H_|::L|'.'.-. date from abouot 160 B.C(F
Anid after Salamis and _\1'_-.-

IFs. 50, 510

cale, there were not only 1

prans to s

g, but roins to
rebuild,.  The Persians had
|!|."‘|r1":\.l.'||. the majority of the
Lireek '.I.'I'.||l||'-. and all those
in Athens. Rich with the

spoils taken from the in-

vaders, the Greeks were |
able w restore what their
|.-|'||-|:|i.r_'-- had -~.|"|-1!|| or de-
molished. They set them
selves to the '..|‘-':.'. and new

horn classic art found an

excoptional opportumity of "
expressing  itsell in many ' ) I TEMPLE GF ZEUS AT OLYHED
'.'.:I‘I.'-.'|I:|-|||,|'_ Hecatstraction I'r }

The first works which pre-
sapethe perfect emang E|'-|.|.-“H of Greek The casterm |'|'|’ii[11l.'|'.| represents the

[ WY 2 which
genius were produced between g8oand  preparation for the race in which

470 NG ']'|I{-I' were the [l1'l|'|||l. nis

It wis srove reil

I The Invasion of Greeee by the armies temiple wis
of Darius and of Nerxes s b Aphaia (O

Persinn Wars)k . Soesiri]

ateil
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and L

! lo appears as th
Lapithie, fn

whom

Mirithodis

were  fighting (Fig. 5o
Some fine n ctopes from this temple,
excavated Dy -

the French ex
the 1

ragments, discovered

m the Moren, are in
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rudeness 3 their mobust simplicity has
it of
es of S |-.:. lus, which wepe
being performed ar
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the time when the se iptures were

execyuted.
They have

a quality more

||||'||'I iil
the listory of art than the knowledy

of form, and this is the excellence of
The Epv

and the Assynans brought figures to-

their

gether and

thought of

justaposed them ; they

never arranging

them
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ed to
that of the islands, and having as is
centre some town in the Peloponnesus,
perhaps Elis, near Olympia,

I have with
Egyptinn art, of that law of frosfalify
pointed out by lange, which, in all
primitive art, condemned the human
figure to move on a vertical plane,
Greek art of the first half of the finh
century freed itselfl from these bonds.

the snme school, a school affiliat

spoken, in

dealing

The sculptor whoe distinguished him-
self most by this emancipation woas
the Atheniau, Myron, famous for his
One of these, the
Lircobalies, 15 known to us from a fine
copy preserved at Romie ; it represents
a young man, who is bending with a
i the discus
His body is thrown violently
townrds the left, by a twisting action
which calls every muscle into play.

statues of athletes,

wous gesture to hurl

Cury

W ALY

Palasss Lancelott], Rome.

But whereds the whole torso is full of
lite and expression, the head is still
cold ; it seems rll.]il;l_' unmoved ||:.' the

l.'l'.l.'.'__;l:'[i.l.' action of the ]rl:u]}' 1'1;.._;. 54'.
This was n chamctenstic of Greck
r e 3 — ———

FIEL §4=—EAD, COPY 0F MVEON'S DISCOIOLES
{Palazes Lancelotil, Rome)
archaism which lingered uer than

any other; isolated cxamples are (o

be found after the time of Pludins
Polyelitus  of Argos, who, with
Myron and Phidias, makes up the

triad of great Greek sculptors, was
the af o
Hera, which we do not know, and of

author a colossal smbue
severnl bronze statuwes, copies of which
have comie down to us.  One of these,
a vouth carrving a lance, the
called forvpdores, was called by the
ancients the Cumer, or Ruole, becnuse
the right proportions of the human
body  seemed have been more
exacily observed in it than in any
other work. The head,
replica of which was found at Hercu-

S

Lo

a bronze
laneum, scems somewhat expression-
less to us 3 but it is one of the oldest
examples of that classic perfection of
the Greek type in which strength and
beauty are cqually mated (Fig. 555
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The ancients noted as a distinguish-
ing characteristic of Polyclitus’ statues,

-

that they supported the weight of the
body on a single foot, This again
marks an emancipation, the credit of

which belongs to the Greek art of the
fifth century, In Egypt, in Assyria,
in primitive Greek art, all figures in
the round or in relief, plant both feet
on the ground ; the tradition is still
ohserved in the pediments of Egina.
This heavy attitude was first discarded
in the treatment of figures in motion,
like Myron's Dfscobifns » but it was
Palyvclitus who scems to have intro-
duced the attitude we mav describe
as “standing with one foot free®
The most beautiful example we ean
point to is the bronze figure of an

Amazon, formerly at  Ephesus, of
which there are several copies in
marhle (Fig. 560 The type of these

masculine heroines was a favourite one
with Greek artists of the fifth century,
becanse of the old legends whicl re-

presented them as coming from Asia
to measure themselves against the
Greeks ; the combats of the Greeks
and the Amazons were a transparent
allusion to the great struggle of the
Greeks against the Persians,  In addi-
tion to this, the Amazon was the
feminine pendant of the Athlete, a
tvpe which permitted the Greek artist
to create a purely human ideal of
female vigour side by side with that
of goddesses. This ideal was realised
with perfection by Polyclitus
that, down to the end of the classic
period, all the statues of Amazons are
more or less derived from his 3 he did
for the Amazon what Phidias did far
Jupiter.

Polyclitus and Myron were contem-
porary with Phidias ; if I have spoken
of them before him, it is becuuse they
seem to have re-
tained more of the
archaie tradition,
natahly

such

in that
lingering cold.
ness on which |
have insisted,

himzelf
never cast off its
trammels alto-
-r;cﬂlrl'; his 'r'_||'||'}-

Phidins

lies in having
been its highest
expression, just s
the penius of
Raphael was the
maost complete ex-
pression  of the
Renaissance. The
evolution of art is
never complete ; 1o speak of perfection
in art is a dangerous error, for, by
unplication, it condemns artists e
an etermal reproduction of the

50, =AM AR,

LYCLITUS:

1The Yatican.)
(Fhato, by Alinsed.)

salne
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models, to the renunciation of pro-  tendencies by giving adequate and
gress. The function of men of genius  definitive expression to those of their
is rather 1o prepare the way for new  own times.
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VI

PHIDIAS AND THE PARTHENON

Tie Embellishment of Athens umdsr P

ericles.—Phiding, Tetinus, and Callicles: —The
Buililing of the Parthenon and of the Erechtheum.—The Structure of Gres
—The Three Orders.—The Technical Perfection of the Parthenon, —Th

k Temples,
e Propyla,

the Erectheam, and the Temple of Niké Apteros. —The Seulptures of the Parthenon,

—The Chryselephantine S

Frow about 460 to 435 e, Ped-
eles was the head of the Atheninn

-.
Prispylen, Te
Nike Aptesos,
(Springer and Michaefls, ANwasiprscliciie,
=eemann, Leipeig.)

HES

democracy, and the master of all the
resources of the Athenian state,  His
dictatorship may be described as one
of persunsion.  Admirable in spite of
certiin grave defects of character, he
had & passion for the beautiful, and 1o
his initiative we owe one of the most
exquisite things in the world, the Pag-
thenon (Figs. 5750

Phidias, the sculptor, was the friend
and counsellor of Pericles in all magters
relating to  the embellishment of
Athens,  Surrounded by a numeraus
band of artists, same of whom, such as

saties of Athene and of Zeys —Funwiingler's He-
construction of the Lemninn Athene.—The Venus of Ml

Ty

lctinus and Callicles, were men of
superior talents, Phidias directed and
superintended all the work. His posi-
tion was much like that of Raphael ot
the court of Leo X. ditring the decorn-
tion of the Stawze and Lageie of the
Vaticanil Like Raphacl, he was ot
the sole anthor of the works he con-
ceived or inspired ; but he lefi the
sovereign impress of his genius upon
themall. £

The tutelary divinity of Athens was
Athene Parthenos, that is to sav, the
Virgin; the temple which was her
dwelling was ealled the Parthenon,
The ancient stone Parthenon on the
Acropalis had been destroved by the
Persians in 480 ne., and Pericles
determined to Thuild another, larger
and more sumptuous. For twenty
vears, the yuarries of Attica yielded

|
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FHIDIAS AND THE PARTHENON

their most beautiful marbles to thou-
sands of arysts and workmen,  Their
Iabours, favoured by a penod of com-
parative peace, were completed in
Soon afterwards, they began
to rebuild in marble the livde temple
of Moseidon and Erechtheus, called the
Erechtheum, to the north of the Par-
thenon ; it was not finished until 410,
after the death of Pericles, who fell a
victim to the plague in 420. The
Peloponnesian war had already begun,
casting a shadow of mourning over
the close of the century.
Farisians, and wvisitors 1o

435 B

Paris,
having seen the church of the Made-
leine, have some general idea of the

Fi.

A —COREE OF THE PAcThiEsos,
Froma drawing lay ™ AN,
Springer aml  Michaelis, A wasfecachickic

sermann, Leipsig)

It 15 essen-
rectangular  building, with
doors,but without windows, surrounded
on all sides by a single or double - row
of columns, which, while supporting
the roof, seem to mount guard round
the dwelling of the god (aeffe). On
the two shorter sides of the temple,

form of a Greek temple.
tially a

FiG fo=TiHE FHTICO oOF

THE CARYVATIING, THE
ERECHTHREUM, ATHEINS

the toof forms a trhiangle called the
pediacent, which is sometimes deco.
rated with statues.  The upper part of
the wall s adorned with bas-reliefs,
forming the frfeze. When the temple
is of the Doric order, like the Par-
thenon, the upper part of the archi-
trave supported by the columng is
composed of slabs with three vertical
grooves called frdefypds, alternating

with other slnbs, sometimes  plain,
sometimes  omamented  with  reliefs
known as wefefes (Fig. 390

Greek architecture made use of

three orders, that is to say, three prin-
cipal types of columnar constraction.
The most ancient, 1o which belong the
Parthenon, the temple of Zewus at
Olympia, the temple ‘of Aphaa at
Eginn, the remples of Siomly and
Southern Ltaly [ Piestum, Sehinug, amd
Agrigentum), is called Doric, because
the ancients believed it was invented
by the Dorans.  In the Doric onder
the column wis not very lofty 3 it was
crovwned h:r i _-;i"p]r[l.* |'.'|.]|"|l:|E. r.'l::l'lll}ir:it"'tl
of n part that formed an expanding
curve and was called the ecdimis, and
of a square slab called the afiecwr. In
the lenic order, the great examples of
which are in Asin Minor, at Ephesus,
and Priene, though there 15 also a
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FIr-

LT
ACROFULIS,
Laternl view,

OL—TRMILE OF AFTENIS, OX THE

beautiful specimen on the Athenian
Acropolis (Fig. 61), the calumn is more
slender, and it is crowned by a eapital
which is like o cushion with volutes.
Finally, the Corinthian order, which
was chiefly used in the Roman period,
as also during the Renaissance and
in our own times, is chamcrerised by
a eapital which reproduces o cluster of
acanthus leaves,

Both the Doric and the lonic orders
are derived from the forms used in
timber construction. The « olumn was
evolved from the wooden post which
upheld a beam, The shaft was
Wp to receive

strengthened at

the

Flid, 2. —GROUr OF THE FATES.
From the easern pediment of the Parthenon,
{MRrinauly M i, §

CPhotos by Matisell. )

the beam, by the addition of a cybe
or slab, and this expansion was the

44
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origin of the capital. The Corinthian
capital was adopted ar a period when
Greek artists had forgotten the ex-
igencies of timber construction, or they
would hardly have proposed to support
a burden on a bunch of leaves.

The Deric order is marked by a
salidity, a virile robustness which con-
trasts with the somewhat frail and
feminine elegance of the lonic order.
The Corinthian order suggests luxury
and splendour.  One of the most strik-
ing proafs of the genius of the Greeks

Flil. Bf—rioCESION oF ATHESIAN o ATDIERS,
From the Fricse of the Parthenon.
(Mritish M useitm,

is the fact that neither the Rennissanee
nor modern art has created o new
order ; our architecture continues to
rely upon the wealth of the Greek
orders, which lend themselves 1o the
mast varied combinations.

The most admirable feature of the
Parthenon is, perhaps, its perfection of
proportion.  The relation between the
height of the columns, thei thickne
the height of the pediments
dimensions of the temple,
mined with such unerr
that the whole is neither
too heavy, that the lines
such a manner as to i
sion ol once of stre
The technical perfe

a4,
, and the
wis deter-
ng  judgment
too fight nor
harmonise in
ve the impres.
ngth and grace,
ctivn of the con-
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struction is no less amazing. The
great blocks of marble, the drums of
the columns, are joined and adjusted
without cement, as exactly as the most
delicate picce of goldsmiths work.
Maodern architecture,which makes such
a livish use of cement, has never been
able to compete with the workmen
dirccted by Ictinus,

The Parthenon is now a ruin.  The
Byzantines used it as a church ; it was
gutted by an explosion in 1687 ; in
1803, Lord Elgin carried off the greater

i, & =R EEWE N,

From the Friees of the Parthonoa.
| Peritishs Muoenm)
1Fhoto, Ty Mapsell)

part of the sculptures, which are now
the pride of the British Museom.  Dut
the wreck remains a masterpicee and
i place of pilgrimage for all humanity.

A magnificent portico, the Propylici,
gave access to the Parthenon from the
side nearest the sea ; it was decorated
with paintings which have disappeared.
The linle temple of Poseidon and
Ercchtheus, to the north of the
Parthenon, is better preserved ; it s
flanked by a portico, where, m plice
of columns, the architect introduced
female figures, to which the ancients
gave the name of Caryatides (Fig. 6oy

Pk G —guus, AMILLD, AND FEITH
From the Friere of the Parthenon, at
Athena

because they supposed them to re-
present young maldens carried away
captive from the city of Caryee in
Laconia. Another little lonic temple,
that of the Wingless Victory (Niké
Apteros), was restored after 1830 with
fragments found in a Turkish bastion.
It stands in front of the Propylea
(Fig. 61).

The pediments of the Parthenon
reprosented the birth of Athene, and
the dispute between Athene and

riik G —HEALD 5P PEITHL
Fram the Feiere of the Parthenon
i Museum, Athens)
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. - - ; o ; ) .
Poseidon for the possession of Attica  beasts, Fbey advance towards a
Fig. 623, On the melapes were chrved group representing the in the

the banles of the centre of the easte m front ; this pan

Centaurs and

. one of the
the Lapitha. best preserved portions of the whaole
The subject  of Figs, 63 4, &6

f]

the fricze was Inside the temple was g chrysele-

the procession ,."""I"f"l'n‘.'l.'.' 5t

ue (Fe a statue of
of the Panathe-  and iy of Athene, standing

%
nosy, the princi-  and the seated Lews, also of gold and
H pal festival of  ivory, in the temple =
| the poddess, on Vimpla, were, =3 |
; which occasion according tothe an-
! the: young girls  cients, the master-
i of the noblest picces of Phidias
- familics, clad in Both have |}i.\_|_|.. | '
the long chiton  peared: but we can |
r.lllill'r; n verti- Oorm some e i
cal folds, came the Athene Pag I
to offer Athene thenos from g little
anew veil woven marble o v dis-

for her. '“'!""'.' covered at Athens
youny girls, bearing different objects, 10 1580, near a mao
walk in an imposing  avddge of  demn school called

old men, matrons, soldiers, horse- the Varvakeion

men, and men leading the sacrifi (Fig.67). No copy | |
of the Zeos hnas =
come down to us : . hbddohdda
but it is probable
that a beautiful Museusn, Masne,)

marble head in the
:\-_x-l arlshw rg collection in |J|-|'.|||.1|:l-;
reproduces the majestic featur s of the

god with sufficient acey

Another  Athene Lay a ’
colassal biromze, alyomnt 30 fent :.:I,_'.’I.
stood in front of the Parthenon an the
north west, [t was called the Athene
P'romiachos, that is VO Say, the Camerdion
I think I discovered A copy ol it in o
lintle statuen of very fine qual 1V, niow
at Hoston ; it cumge from the neigh.- I
]u.l.'.|||uu|1 of Coblentz, where g I".-':"“'
= TYEM OF FiiiAn known as the Minersda was statiomned

¥y, near Coperhage under the Kaman Empire (F i, B
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comhbining o

head at

a torso at Diresden,

has reconstituted

, the marble o

nze onginal, which, i common

other

l.'\|"l'.'|.'~.

o have been an Athene

the executed ]2“_-'

one
Athentan

seltlers

Lh

1=le of Leminos X
writers have

by

not usserted n

tures of

Parthenon were Phidias him-

f; but it is certain that they were
To

15 series of master

= 1 1 I
Ly words that SCUIT

inder his direction

we must
in the b
but the casts

Lo

y not only th

) sculptures
ish Museum and the Louvre,
of the whole series in
% AS A Imag

e

uhcent
the

winta]il

men of
whole, 1

the

attention 1o
proup of the

three  goddesses,
."'I.l”:. called
lhree Fat

the

the

from

tern
pediment,  whose

e
draperics are n-
I,II':;'|':i_l|li||!,' I"..!".'
tiful,

fragments of the

and  some

rriL'.'r'. the de SR

of all artists whe

have striven to
v *amitate their noble
1 composition, thei
serone maje

51V,

and infin

W cxannne

cwe shall be struck,

the type of

these heads (Fi

ok Ooniy by theds VIgOraus forms ang

M Pai
{ Fhot y L
the robust oval of the faces, charac-

terised by o certain squareness IIII out-

two traits which appear

in all of them alike ; the short dists

bhetween the evehrow and the evelid,
and the uniform protuberance of the
sballe. Theseare o

The

¢ i% that of a serene

general

FSS10T1

it strength, a gqoality that breathes

of Il

But there are other things

from all the art

Fig. 72,
i human
nature besides strength,

FOSELLRY

serenity, and

+ enthusiasm, for instance, and

reverie, and  passion, and

 §
clamant or discreet.  Thes:

syffernng,
were the
things that remained to be expressed
in marble after Phidias ; we shall see
how s successors carmied out the
task.

I cannot turn from the work of
Agoracritus,

Meamenes) continued to work during

Pladias, whaose §ll'.|li‘--

the first decades of the fourth century,
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work dating from about 100 RO,
l am convinced that it is some three
centunies older than this: and 1 be-
lieve it to be a masterpiece of the
school of Phidias, representing, not

Venus, but the goddess of the sen.

Amphitrite, holding a trident in her
extenided lef

for this belief

One reason | e

y that we find in it all

the qualities that go to make up the

s of Phidias, and nothing that s
1 to it. The Venus of Milo is

without speaking of the masterpiece in

the Louvre, the statue discovered in

1820 tn the jslind of Melos Figs. 73
745 Though the majority of mod

archiealogists pronounce it o be

neither elegant, nor dreamy, nor
nervous, nor impassioned ;  shi

nd serene Her |

noble simplicity and calm d; b
that of the Parthenon and jts sculp
tures, + 15 not this the reason the statu

has become and has remaine] 50 1

lar, in spite of the mystery of the §

lack, that serenity w

the equanimity of menta]
hodily health,
£t

P S —— 1 .
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PRAXITELES, SCOPAS, AND LYSIPPUS

—The

lemple of
Wik in Bronae

sfaneeione at Dresden.

The Fictory of

THE
taken by Pericles in
an end in 404 B.C.
Athens. These diss
s and pol

Peloponnesian

War,
432 BC,, came to
th the capture of

ters brought about

unider-

|I| e

m the
iMustrious victim of which was

ImMost
Socrates (390 nc), Meanwhile Athens,
though conquered and homiliated by
Sparta, never ceased to be the intellec-

[} .I|sit:|!. of

Hell

» It
might even be
said  that her

soMErelgnty

betame more
extensive and
firmly rooted
in the fourth

century.  Hut
her character,
ripenod by -
versity, had
changed In
addition to

this, the school

Fih, 7R—INENE AND of

|?|III'I-I I'|i|'|:L
founded by

{ ol Socrates  and
{Musewm, Munich, 1

|.|Ir||'1,|. (34! |'l':.

Mlato, bore

fruit ; it inculeated reflection, seli

examination, and fostersd 'E"i"ll' and

Mauvsoleum «

Fiutur ol
Chher Waorks

[ the

Halicarnassu
knece,—The

subtlery of thought, To the serene art
af the fifth century C. succeeded a
meditative art, the
exponents of which
and Scopas.

most allustnous

were Praxiteles

1A

Praxiteles' master, ( cphisodolus, 18
known 1w ws by a2
Peace),

statue of
carrying the
Riches) ; there is o

frene
Haedas
. good antigque copy
of the work at Munich {Fig. 725, The
goddess bends her drenmy head over
the child with an air of tender solic.
Ll

infant

In the praportions and th

50
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Phidias ; but the sentiment that per-
which
The

dates probably from the vear

vades it identical with that
informs the work of Praxiteles.
Jr-:':'flll'
370 ILC.

Ity Praxiteles, who was born about

380 LG, we possess one original work,

ound 18

which was 77

spot where Pausanias had noted its

in the temple
at Olympia, in the very

|-1|'-|I.'I'.- Ca |‘ HY ;.;IIIII';I I-e';rl l.'*-l.'l'.-1.i|!___;

Hermes carrving the vouthful Diony-

1 1o his

sus, whom Zeus had confi
care (Figs. 76, 77 I'he

the conception with that of Cephiso-

dotus' o has often been |:-III-II‘.
out.  But the Hermes shows o greater
independence of the Phidian tradition
than the frne.

It is characterised by

i sinuous, almost feminine,
an inte

race, and

ity of --'|:-i||'.!.:.g| life which 15 a

new phenomenon in art. The execu-

ogy of

Lo h neither

photo

adequate id

raphs nor o
A A G
of the head reveals two charactenstics
whach it
of the fifth cx

treated with a

reful examination

sh it

from all othe

rs

{191 ‘.|I{' ?|.|'|.
freedom,
and a determination to L'I!l'l!.ll'...l.-\-i-\-l the

pretare squc

contrast between its furrowed surface

and the polished smoothness of the

flesh ; and se -|:'||:.|‘:.', the o
brow and

indications of reflection.

deep-set eve, the o rial

Numerous copies of the Roman

works

least

'|||_'r|l'-|| have '!ll'\"-i.'l".':'ll other
by Praxiteles for us,
their general features : a Silenus (Fig.
i
two of Iﬁi-|||1_. sus, an Artemis ]"I;:;. FiL* L8

The

II'.|I|II'I;_:

=8% a Satyr, wo figures of Eros, ¢

an Apollo, and perhaps a Zeus

most famous of his works

the ancients was a nude figure of

Aphrodite about to enter the sea,
which was long admired in the temple

E 2
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of the goddess at Coidus. Unfor-
tunately, the
down to u

have come
Fig.
Feld's 1 I

onfield’s Lon

a head of Aph

T

hut

house there

1 execution and

marvellously

n expression that

BV E

we may i it as the wark,

¥oilcoept
if not of Praxiteles himself, then of ane
of his i Fig. & The
charactenstics of the feminine ideal as

ediate pupils

conceived by at and fasci

Fhe form of

has becoms

sion which the ancients desceribed as

‘liguid * Ve

evebrows

but -:i_._'

lid

the

r_\_\.'r 5
such, that I|||':-.'
melt, by almost
insensible pra-

the adjoining
planes. I'he
hair, like that
of the Hermes,
15 free il -
led'; and finally,
the whole re-
verls preoc-

with
effects of chiaro-

cupstion

scuro, of a sub-
dued play of
hight and sha-
5 Any |i||.;-_:|:|-|llr;
vestiges of harshness and angulariiy,

t is here that we note the infuence of

dow, which pre

NN DN s | v The
pamting upon sculpture, The preat

i

ART THROUGHOUT

(M

II. I]'. .‘1.{I

T —HI AN TIUE ¥ THI
WECT o CRIDUE 1V FRAXITILE
[The Val
Photo, by A 1
achievements of Attic painting are
-.'II.‘.:I-.;:.' own to us: bhut as the

AnCIEnts
the
they were
minst

extalled them as equal to
s that
mdeed masterpicces. The
of the Afth

enofus, was, we are told,

iculptures, we may Delie

1|.'|:||'|‘|I'.1II II_'|_| ier

century, Py

less pre-eminent as a eolourist than as
a draughtsman, whereas those of the
fourth «

y Parrhasius, Zeaxis, and
Apelles, were above all colourists,  If
their pictures had been preserved (o

us, we should perbaps have found them

more akin 1o ( orreggio than to Man-
tepna, or Bellin T'he
L | [I_lll!ll’l:‘u'.-

dife does, nsa fact, recall Co regEio; we

suavity of a

head like

Y.
A PR -

recognise 1o it that esse ntially pictorial
which the
sftemiate, meaning a vaporous pradation

mntio

g Italian crtics call

of tones, a melting of one ting
another

Scopas for us in
heads fram the pediment of th

SMrvives certam

¢ temple

of Tegiea (about 360 B.C.), The study
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of these fragments has enabled us to
recognise the same stvle in a number
of Roman marbles, copies of works by
Scopas. We may form some idea of
it from two heads, one that of o war-

ta, the
Fig. 82).
The oval of the face is less pronounced
than with Praxite
more deeply set, and the evebrow farms

rior from the pediment of Te

other a beardless Hemcles

, but the eves are

a strong projection, casting a semi-
circle of shadow above the eye. This
peculinrity, combined with the marked
undulation of the lips, im-

&5 An

passioned and alinost suffering expres
wWe scem Lo

the intensity of a

sion o Scopas’ heads ;
diving in them
:ull'il'r'__."h_' agRInst |]| -|i||_', '.1|.1_' .LII;l'.i-h of
unsatisfied aspirations.

Here lny the originality of Scopas.
Praxiteles expressed
reveric in his marbles, Scopas gave

a languorous

utterance in his to passion.

The third great artist of the fourth
century, Lysippus, was younger than

353

the two others. He was the aceredited
sculptor of Alexander the Great, and
worked principally in bronze, whereas
H.'-||1|.-i Fenown
Ly-

Praxiteles anil wion
mainly by their works in marble,
sippus was born at Sicvon, 4 town in
the Peloponnesus ; he declared that
his sole teachers had been Nature and
Polyclitus’ Darypdorss, that figure of
as the
Polyclitus, as 1 have: said,
f Argos, Thus the art
of Lysippus presents itself ns a kind
of Dorc A

an athlete which was known
Cerrros.

Wils i nabive

reaction agninst

1C art,

which tended to lay an increasing
stress on sentiment, and might  be

thought to incline to effominacy and

sensualitv. Lvsippus  modined - the

Cirmrerr of Polyvelitus, that 15 to say, the
classic tradition of the fifth century, by

a more marked tendency to elegance,

making
the length of
times

ehf times

his bodies nearly l'a':.,

the hesd

and emphasising the joints and

in=tead of 2even

muscles at the expense of their fleshy
covering. His heads express neither
reverie nor passion § they are content
and refined.
There is in the Vatican a good copy

to be merely nervous
of his best statue of an athlete, the
A poceyemeenns, rubbing his arm with a

strigil to remove the oil and dust of
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the palestra (Figs. 83 84%. It is  the master. [ have sugprested that we

probalde  that the famous ]In.-__ln: e

cmoie statue of

his name on this
b, bt

what fi E:_;;l'i &t

of the nude,

Fig. 850 A st
of an athlete,
LA T l l..l- covered at Del-
(The Vat Y . pha, is . another
{Fhoto. by Asdersony  COpY of 1 Jost

' bronze by Lysip-
pus. There 15 a cast from it in the
Louvre. Lastly, there are several
statues of Heracles and of Alexander

the Great, derived from originals Ty

draperies have such simplicity and
grandeur that they still find many
imitators,

Four sculptors, S oS, 15:}'.|x 8,
Leochares, and Fimotheus, worked
abaut the year 350 B.C. on the decorn-
tions of the 1|-|.|'.:--:.-||_-||r'.| at Halicar
nassns, raised by Artemisia, Queen of
Laria, to the memary of her hushbaned
Mavsolus, “Thanks to Newton's ex-

cavations in |"‘:_:.'- the British Museum
Ppossessrs. g

senes of statues and
bas-reliefs which formerly
this mausoleum

The ¥atican. ) representing Alat

decorated
Two fine statues,
1s0lus and Artemisia,
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crowned the structure (Fig, 88). The
statue of Mausolus 15 one of the most
ancient Greek portra

5 known to us,
and isall the more remarkable in that
the face of the model wis not that of a
Hellene, but of a Canan, that iz to

sav, a semi-barbarian.  The draperies,

modetled with a  perfect  compre-
hension of the play of light and
shadow, mark a stage in the pro-

gress that led up

w the masterpiece
of classic drapery,
the Fictory of Sa-
mothrace.

The bas-reliefs of
the Mausoleuwm re-
and Ama-

It

o, T
LereCKS

Hons 15 very
mstructive to com

pare these with the

fricze of the Par
thenon. We nnd
m  them all the
chartcteristics of

the new art, a taste

Fig, Bh—cory oF  for Jively and sud-
THE & HAT)

0 den movement, for

Al e b I||.r_‘-i|||‘_||:||--|.|l-.||-.||||5

the effective, an

elegance which does not preclude

vi;__:l_m:', but which sometimes verges
Fue. Bgl

wimn |'\|:~'-\.'|-;|||:' ||.I'||:|| miit K-

Even in classic times it seems to
have been an open question whether
SCOPAs should be
credited with the authorship of the
famous group of Niobe and her child
ren, struck down by the arrows of
Apollo and Artemis,
of several figures of the COmposition,
varying a good deal in quality, are pre-
served in Florence, Rome, Paris (the
Lonvre), and elsewhere.

or Praxiteles

Anthyue coples

To judge by

present o battle of

.In

("]

oy

AND LYSIPPUS

[Muscum, Dhres ‘en,

these copies, the originals must have
been works of the school of ACapas,
Niobe with her
youngest daughter, a group of which

the centre wis

ANTER

AN MAUSHLUR

m the Mausodesr

i Halicarnassus,
{Pritish Muoseune)

1Phote by Lafay.)
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Ha
{ Eritlal Alus

there is a copy at Florence (Fig. ga),
fa
mother who sees her daughter killed

The deeply pathetic motive, that o

before her CYes, i treated with nable
simplicity ; we find as yet no trace of
the physical anguish, the painful con-
tortions of the Laocodn, The child
pressed closely to the mother, is an
admirable Her trns
parent wumnic, clinging to her young

Concenption, 5

body, and gathered into innumerble
little pleats, bears witness to the in-
fluence of painting upon sculpture,
We shall find a diaphan
tunic of the

pleated
ing the

saine S0t

56

Fictary of Samothrace, Weare again
reminded of this f'_rl.l'-u_':.' by another
fine figure from the Niobid group,
known 1o us by an excellent copy in
the Vatican. Here the analogy is
mast evident in the movement, and in
the picturesque cast of the drapery.
The date of the ..r':,-'.'_,r.u::,- of Samo-
thrace {Fig. g1}, which the Louvre is
fortunate cnongh to possess, is well

authenticated. The figure, which stands
on the prow of a galley, hlowing a

l1'|.|.:|1[||_-l, was carved 1o Cammemaorate

a naval victory rained in 306 B, by
Demetrius Poliorcetes over the Egvp-
tinn King Ptalemy, off the island of
Cyprus, Two influences were at that
time predominant in (

that of Lysippus, and that of the schoal
of Scopas: it was the latter which
mspired the Fretory, The irresistible
encrgy, the victoriogs swing of the

wreek sculpture,
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body, the quivering life that seems to
animate the marble, the happy con-
Lrast .|"|'|'|||:!|_'-.|. ||f,' I,|:'.1_' :I]l'.‘.!rr ut- ttlt
wind-swept mantle, and the adherence
of the « |.|_a1_-ly-r'-.'.1i|:g tunic 1o the torso,
combine to make the statue the most
exquisite expression of movement left
to us by antigue art. The sculptor
has not translated musculor
strength and triumphant grace inte
marble ; he sugpested the
intensity of the sea-breeze, that breeze,
the breath of which .‘;Ill.l_a.' Prudhomme,

only

has also

too, has caught in a verse winged like
the Fictory herself :—

#Un pen du g
Salmmane,

anid r«.’||':.ir qui souffle &

A life-size statue of Demeter, ",I_"'jl.li_"LII
and mourning for her dapghier Perse-
phone, eartied off by Pluto, was dis-

covered |_|_-.'

Newton at Cnidus, and is
now in the British Museum (Fig. g2).
It is 7 work dating from about 340 B.C.
and double influence of
Praxiteles and Hlulm-. It has often

betr VS the

PG, = IHEVIETR ¥ 3

(Ebritiad Alvserm.)

AND LYSIPPUS

been compared to those figures of the
Mater Dolorosa so frequent in the art of
the Henaissance. Butif we examine it
clogely, we shall see that the differ-
more prof
The grief of the heathen
mother is reticent and sulwdued ; it is
rather than

Cnces  are und than the

nnalogies.

sugpested proclaimed.
1I|"|.'|,: .-|i.l.]| TR ‘.'Il.l: :|!'I,|'|".'||l.' j'u'.1|';|| Cen-
tury the ancients dul oot shrink from
realistic expression of the most intense
physical suffering ; but they expressed
moral suffering only in a  discreet
and chastened form. A figure like
Roger van der Wevden's Water Dolo-

oy

is entirely alien to classic genius,

This expression of discreet sorrow
gives charm to a great number of
funcreal sfedar, by anonymous artists,
which are among the purest and maost
delicate productions of Attic art in the
fourth The

regret of survivors is :""\IH!"\.'H'I.] inthese

century  (Figs, 93—95).

with so much reserve that their signifi-
cance has not always been understood,
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and they have been supposed 1o repre-  tearless sorrow  which conceals -itself
sent the dead reunited to the members  with 2 certain modesty, and over a
newly-made grave, recalls a smile of

the lost one> Fartunately for us, we

have MmNy means of ente nng mto the
secrets of the classical mind.  We can
read Euripides and Plato, Xenophon
and Socrates, the fragments of Me- L
nander, we can study hundreds of
statues and painted vases. Buot nothing,
not even the most beautiful of Plato’s
pages, can so familiarise us with an-
tiquity, can make us so appreciate
ity delicate taste and the infinite
refinement of its grace as a walk
through the Ceramices of Athens, the
quarter of Tombs, where amidst the

spring scents of mint and thyme, we
. breathe another perfume, that of the

Fl Qg-—FRAGM UF AN ATTIC TUMUSTUNE,
{Musam, Athens)

of their family in the Elysium of the
blest.  Despair is never suggested in
these  compositions pestures  ancd
countenances are alike placid: a
slight inclination of the head is all
that reveals the pensive intention ot
the sculptor,  One of the most beauti-
ful of these moments is the Athenian
ffela which represents a dead woman,
scated, taking a jewel from a easker
held by a serving-woman Fig. o3).
The deceased is shown engaped in
one of the familiar occupations of her
carthly life, We must not look here
for any mystic meaning

¥ :!u}l EJJ’U:‘IJHL‘ FHL QL —=FRAGMEST OF aw ATTIC TOMBETONE
of a happy life beyvond the tomb, Mmeunt, Atheni)

dut the veil of sadness that obscures

the charming faces is woven with

_ unique and immortal fower of human
trie Attic subtlety,  How nable is this

senms we call Atticism,

L
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VIII
GREEK ART AFTER ALEXANDER THE GREAT

TuE Conguests of Alesander and their Influence on Greek Art.—The Rise of Alexanidria,
Antioch, and Pergamum, —The Hellenistic Epsch —The Schools of Rhodes and
Pergamum.—The First Reprisentation of the Barlarian and of Xature in An —The
Dying Ganl, formerly known as the Dying Gladiator.—The Allar of Zeus a
Pergamum.— Tie Laocain.—The Hulvedere Apalls —=The Pourtalis 4 pnils,—The
Centanir amd Eros.—The so-ealled Sarcophagus of Alesander.

IN the year 336 B.2. Alexander of
Macedon suceeeded his father Philip ;
he was but twenty yvears old.  Afier
consolidating  his futher's work in
Greeoe, by taking and laying waste
Thebes, and  subduing Athens, he
conquered  suecessively Asia Minaor,
Syrin, Egypt, Persia, Bactriana, and
the north of India, and died at Haby.
lon in 323 e His generals divided
his_ vast empire between them, and
established Greek civilisation from the
banks of the Nile to those of the Oxus
and the Indus.  India, which had re.
ceived the rudiments of her art from
Persia, thus became the pupil  of
Greece, but she remained o capricious
pupil, whose temperament, recalcitrane
1o every kind of rule and measure, was
destined to produce a totally different
style.

The consequences of Alexander's vice
tories were momentous for Hellenism
and for Greek art.  Athens ceased to
be the centre of the latter; her in.
tellectual  supremacy passed to the
Alexandria of the Prolemies in Epvpt,
to the Antioch of the Seleucide in
Syrin, and the Pergamum of the At.
taliche in Asia Minor, Thus uprooted

and internationalised, Hellenism lost
in purity what it gained in extent. Its
political erganisation underwent - a
complete change. The small Greck
states with their free cities, were
supplanted by Oriental monarchies,
with hereditary sovereigns wiclding
almost absolute power. Art worked
primarily for these sovereigns and the
new capitals they sought 1o beautify ;
its aim was to dazde by material
greatness and splendour, and it strove
after grandiose effects rather than
perfection of form and warkmanship,
The verm Hellenistic Epock is ap-
plied to the period comprised between
the death of Alexander {323 nc) and
the conquest of Greece by the Romans
(146 B.C., 10 distinguish it from the
Hellenic Epoch, During this perind
art made a rapid evolution, and un-
derwent a complete transformation,
which cannot, however, be described
as decadence, for amidst these changes
were borm and developed new elements,
the destined heritage of modern art.
Afier serene strength (Phidias), lan-¥ 2=

Buorous grace (Praxiteles), passion -~
{:‘impas}. and nervous tlegance (Ly- =
ﬁumppus}.n.rt had vet to express physical =
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suffering, anguish, the tumult and dis-
order of the soul and the body, and

this was admirably done by the schools
of Rhodes and Pergamum.

But this was not all. After having
fixed the t
sculptured amarons and athletes, an

ypes of gods and heroes, and

had still to render the individual man,
to create portraiture ; it had further
to admit into its sphere beings who
were neither gods nor Greeks, to re-
present, with a due regard for reality

jueness, barbarians such

T'his
Perga-
Genre sculp-

and picture
as the Ethiopian and the Gaunl,
was accomplished mainly at
mum and Alexandrin
ture, the familiar treatment of familiar
themes, scarcely existed ; the Alexand-
rians developed i, following the
example set them in the art of ancient
Egvpt.

Finally, in addition to gods and men,

EILLING MITMsELy AFTE KILLING

s w 1

Lals

there was nature, hitherto neglected.
The Hellenistic artists taught the ar
fi1

of lnndscape to the world ; rural scenez,

m all their rustic simplicity, made their

appearance not only in painting, |
in stautuary and bas-reliefs. Al

progress, all these interesting innova-

tions, were brought about in less than

two cemwuries. The period that wit-
nessed them is one of the great epochs
of the human mind.

Among the Hellenistic capitals,

Pergamum, to the north of Smyrna

is the one of which we know most.
About 240 nC. King Attalus repulsed
the Gauls who hod invaded Asin
Minor after devastating Delphi in 278
ke, To commemoriate

he made votive offerings of bronee

his  victory,

statues representing vanguished Gauls,
Marhle

were found in Rome in the sixteenth

copies of several of these
century ; the two most important are,
a Gaul killing himsell after having

slnin his wife {Fig. g6), and the famous

erroneously called the Dydng
Ihe
15 clearly a Gaul,

or (Fig. o7l so-called

LG for his
neck is encireled by a torque, and
his physical type, his
his trumpet, have nothing Greek in
The fvimy Crdadiatior

154 work at once realisticand pathenc @

shield and

their character,
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the Greek sculptor—he was ecalled
Epigonus—was interested in the brave
and robust barbarian, who had met his
death so far from his own land, a
vietim to his adventurous spirit. The
treatment of the marble recalls that of
the Warror in the Louvre, and allows
us to ascribe the statue to the school
of Lysippus.

At a later date, abour 195 n.C., an-
other king of Pergamum, Eumenes 1.
commemorated other military successes
by the erection of a colossal altar in
white marble, dedicated o Zeus, on
the .‘i.{l‘ﬂ[]n].i-i of 1’urg;111|1|[n_ The re-
mains of this were brought to light by
a German archaeological mission. The
base was decorated with a frieze in
high relief representing the contest
between the Gods and the Giants,
The Hellenes saw in this frieze an

itk q"‘.--u_m.u BLAYING A VOU'KG GIANT,
Fragmuout from the Pergamene Friges,
(Berlin Mussym.)
(Photo. by Lévy nnd San)

allusion to contemporary events: the
Giants of the fable were the Gauls,
the Gods were the Greeks of Asia,

iz

Some three hundred feet of this
fricze, the figures on which are six feet
high, were cxcavated between 1882
and 1850 and taken to the Berlin
Museuma/ As a complete decorative
compaosition, this is the most imposing
achievement that has come down to
us from antiquity ; the first impression
made on the spectutor by these colossal
sculptures is dazling. On closer ex-
amination, defects become apparent ;
there is a tendency 1o exaggeration, a
certain monotony of violence and
agitation ; but, on the other hand, what
a profusion” of admimble episades,
what wealth of motive, whart a mastery
of the chisel! If we look about in
modern art for anything 10 compare
with it, we find only isolared groups or

t"u._:u res, such as i"ut{f!"-; Milo of Croforr, !
and Rude's Marseiffarse : neither the |

Renaissance nor the nineteenth eenty Iy
offers any parallel in the shape of a
sustaineid and continuous composition
No artist has imagined a mightier
figure than that of the warring Zeus, a
more moving one than that of the
"-'[I.l'li|l!-|.‘ifbtl'j j.,’i:ll'll1 for whom his mother
Giva (The Earth) intercedes, cmerging
from the ground to arrest the arm of
Athene (Fig. o8). It is one of the
glories of the art of Pergamum that it
could celebmte victories without re-
fusing sympathy to the nojuished.
This eloquence of physical suffering,
s0 touchingly rendered in the head of
the voung giant, is carried sl farther
in the famous Laocpin group in the
Vatican, the work of three Ehodinn
sculptors, who executed it about the
year 150 B.C (Fig. 99). Now that the
marvels of the great perind of Auic
art have heen revealed to us, the
Lavcodin is nn longer for us what it
was to Lessing and his contemporaries,

1

L LRt P B

;
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the ]1E'£_;1|I'--I. :.-x||_'|---in'.'| of Greek ¢

s §

but it is undoubtedly the most pathetic

Flii. AT =L

(Musrum of the Vati

.}

and the most moving.
priest, I.':'l'\l.'lHIH;qI_

The Trojan
im the folds of the
serpents, secs his two sons dying heside
him, and breathes out his own life in
a supreme cry of anguish. A purely
physical anguish, it has been olyjected,
and the superficial subtlety of this criti-
cism has made its fortune.  Fut in the
Laacedn, is not the agony of the dying

man complicated by the pangs of the

father 7 And why should the sufferings
af Loaocodn

be less than
those of the muartyrs, whose tortures are
so frequently set forth in modern arg ?
To decry Greek art after Phidias and
Italian art afier Raphacl js a

common form of intellectual snobbish-

mteresting

Yery

ness : of those addicted o i, it may
be said that the most vemial of their
faults is a total misapprebension of
the evolution of art.  IT Greek art had
made no further :I_l_"\l_'||:|l|||||_l||_‘:.\, after

i.ll':I|:|I.]-|.'|I:I_-_-,II the |||_'|,1||;|||,-r|_!_-i af the
Parthenon, it would have been as
incomplete in its way as that of

f

3

Assyria or of Egypt ; we cannot ap-

preciate its incomparable grandeur

unless we can admire at ance the

productions of its youth, its adole-

scence, and its maturity

Since the middle of the nineteenth
century the prejudices of an intalerant
wstheticism  have, in like manner,
tended to belittle the famous A
in the Belvedere
il.l'r:' 1000,
statuwe which must have been executed
a few years after the death of Alex-

ander: the by

of the Vatican

It is a copy of a bronze

ginal has been nttributed,

on no very sufficient evidence, to
Leochares, one of the artists wha
worked upon the Mausoleum under

the direction of Scopas. The body of
Apollo offers a complete contrast to
those of the gods and giants of the
fricze of Pergamum.  Inthe latter, the
muscles are all strongly emphasised ;
the artist scems to take pleasure in

nststing upon them; in the el

A% THE A

BTN
BELYE

STATUS

BERE

{Muscum of the Vatican.)

the skeleton is enveloped in flesh and

skin; elegance has been achieved
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at the expense of vigour. The head
of the Belvedere dgallo has character-

. 100 —HEAD OF AfuilLo,
nging o the Comte de Pounmalis
Bririsk M

ics which connect it with the school
at Scopas. The pod has just hurled
a dart, and his expression is wrathful ;

but he is at the same time passionae
and uneasy. In Hellenistic art, the
gods have lost their Olympian calm
even when victorious and triumphant,
they are apitated.

This characteristic still more
strongly marked in a beautiful head of
Apallo, formerly in Paris, which passed
from the Pourtalts Collection to the
Hritish Museum, and bears a sort of
family likeness to the Agolfe Belvedere
(Fig. 101). Why does the Pourtalis
a"ll Fﬂ_llllil SCCim Lo H'!Fl;lj'
frenzy t

13

Is it A musical
agitates him, ns has been
sugpested 2 The question has not yel
received o satisfactory answer. g
how remote is this pain or disquictude
which shows itgelf in the drawn features
of a beautiful face from the discreet
sadness of the Demeter of Cnidus!

Here Greek art touches the himit of
pagan iesthetics, a limit Christinn art
will not hesitate to overstep when it

,represents the Virgin and St John

bursting into tears at the foot of the
Cross.

The head of an old man with a
suffering expression in the Barracco
Collection at Roeme would no doubt
have provoked a lively controversy, if
it had not been recognised as o repl

[[ )
of the head of a Centaur tormented
by Eros, a Hellenistic group, of which
there is a fine copy in the Logvre Fig.
toz). But

Eros inflicts no material
torture on the Centaur; he is but the
symbaol of the pangs of love. Thus an
unhappy or unsatisfied passion may set
its stigmata on the face just as do the
fangs of the serpents in the Leaocoin,
Excelling in the rendering of vivid
and painful emotions, Hellenistic art

(Tt

{Phate by (1

soupht

motives for such re
tions

. Presenta.
even

tales of ’“}'1]II.I[UH'.:4
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gallantry, finding in them a medium
for the display of its mastery, and
opportumities ofinteresting by exciting
sympathy.

The Hellenistic epoch witnessed the
building of a great number of temples,
larger and more ormate than  the
Parthenon, though hastier in work-
manship and less pure in style. Un-
fortunately, but few fragments have
survived of the statues and bas-reliefs
with which they were ornamented, To
getsome idea of the great compositions
i relief of this period, we may ex-
amine the magnificent sarcophagus
in the museum at Constantinople, dis-
covercrd at Sidon in 1888 (Fig. 103}
This shrine of Attic marble, which
dates from about the vear 300 B.C, is
decornted  with cpisodes from  the
history of Alexander, and no doubt
contained the body of one of his com-
rales, whom his favour had enriched
and exalted. The work |s alrendy
eclectiey in so far as we recognise in it
not only the predominant influence of
Scopas; but also that 'of Lysippus and
of others; yet the genius and in-
dividuality of the great artist who
conceived and exceuted these scenes
are never for a moment obscured.  Not
only is the se-called Sarcophagus of
Alexander one of the masterpieces of
Greek an, but of all thise masterpicees

it is the one which is most intact,
both as regards the modelling of the

Flil: 105, =FRAGUMENT FROM THE so-CALLED
EARCOFIIAGLS OF ALENAXDEN

(Musenm, Constantinagle, )

figures, which might date from yester-
day, and the delicate: charm of the
polychromatic colouring.  Hellenistic
art 15 there, though the perod it
characterises has but  just  begun,
Hellenistic art rich with the promise
of all its ulterior developments : life,
movement, emotion, realism in costume
and accessorics.  We know not which
should move us 1o wonder most, the
genius which produced such a work,
or the strange caprice of the military
chicftain who thrust it awany, as soon
as it was finished, into a dark and in-
accessible cavern, where the chance of
a fortunate exploration brought it to
light for the joy of the student and the
amazement of the artist,
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IX

THE MINOR ARTS IN GREECE

THE Artistic Character of Greek Industrial Objects, —Silver and Metal Cups and Vases.—
The Trewsures .of Hildesheim, Bemay, and Boscorenle.—The Greek Painters.—
The Nezze Aldobrapdin.—Mosaies and Frescoes.—Fyyptian Portraits of the Greeco-
Roman Period. —Greek Vases : Dipylon, Corinthian, and Etruscan Vases, —Leeythi.
—The manufacture of Vases ceased Lo be exclusively an Athentan  Indusiry.—
The Industry flourishing in Southern Italv.—Principal Types of Greek Vases,.—Term-
cottn Statuettes foumnd at Tanagr and Myrina.—Engiaved Gems aml Comeos.—

Colns.

Tue Greek artisan had a  natural
inclination to work in the manner of
sin artist.  When he had to decomte a
vase, a tripod, a mirror, o model a
terra-cotta figurine, to engrave a seal
or a coin, he carried out his work with
sin instinctive desire to please the
taste and rejoice the eyve. Even in
the humblest crafts, he showed himsell
the imitator, and sometimes even the
rival of the great masters of his time.
We may say, indeed, that there was no
essential difference in Greece hetween

Pl M. —SILVER VASE
Found at Alésta (Clee d'Ovi
iAluseum 51 Germain.)

high art and industrial art, for artists
and artisans sought inspiration from

Oy

the same sources, and displayed the
SAME UNerring taste.

Examples of great Greek art are,
unfortunately, few in number, and
nearly all mutilated,  Exposed 1o
the elements and to accidents of
various kinds, they have been, for the
most  part, destroyed or damaged,
Barely fifty antique bronze statues
have come down to us—I mean life-
size statues—and of these anly some
fificen belong to the Greek epoch,
But the productions of the minor arts
were ofien buried with the dead ; and
they are to be found in great numbers
in tombs, ofien in exactly the same
state as when they were lnid in the
grave by the ancients.  "T'o give but a
few examples, the great tambs of the
Crimxa and of Etruria have yielded
gold ormaments extraordinarily beauti-
ful in workmanship ; the burial places
of Asiu Minor, Greece, Southern
Russii, Etrarin and Cyrennien have
restored to us thousands of painted
vases, terra-cotta  figurines, plass
vessels, and engraved stones which
were used as seals.  In the same way,
the smaller bronzes have been Tmuér
able 1o escape the destructive forces
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that threaten precious objects than the
large statues. These minor works,
statwettes or reliefs, have made os
familiar with many motives of

Antique metal vases were often deco-
rated with plagques in relief, cast and
chased separately, and some of these,

sculpture which would have [
remained unknown to us but
for them. But the great ma-
jority of them are not reduced
copies of more important
warks ; they were specially
designed for execution on
a small scale.  Finally,

engraved stones or pems,
thanks to their durability,
and coins, thanks to their

,number and their relatively small size,
| have

survived in thousands, and
furnish materials no less precise than
abundant for the history of art,
Besides the omaments—neckiaces,
bracelets, and earrings—taken from
tombs, our museums guard magnificent
chased and nfowssd  silver vases,
which chance has preserved from the
greed of man, In some cases they
were buried in the centre of huge
tumuli very difficult to explore (like
the Crimean vases in the Hermit-
age at St Petersburg) ; in others
they formed the treasure of some
temple or of some private individunl,
and were carcfully concealed by their
guardians or their owners at the tine
of the barbaric invasions (like the
Treasure of Hildesheim, Hanover,
now in the Berlin Museum, and the
Treasure of Hernay, Eure, now in
the Cabinet des Médailles in Paris) ;
while in others, in, they were lost
in the stress of battle {Fig. 104).
A splendid collection of silver vases
and other objects, presented by M.
Edmond de Rothschild to the Louvre,
was discovered under the ashes of
Vesuvius, at Boscoreale, near Pompei,

Fig, ek —THE ALUOBRANIING SLARNTAGHE.
{Anthpise painting in the Museum of the Vatjean )

better able to resist chemical action
than the vases themselves, have come
down to us, though the vessel they
decorated has disappeared.

The great works of the classic
printers have all perished. Polygnotus,
Zeuxis, Parrhasius, Apelles, are but
names tous.  The best fresco that has
survived, the nuptial scene known as
the Mozze Alfdodranding in the Vatican
(Fig. 103}, so much admired by Poussin,
makes us divine the greatness of our
loss, thowgh it is but the ghost of a beau-
tiful work,! The same may be said of
the mosaics, somewhat coarse imita-
tions of painting, executed with cubes of
many-coloured stone, which were used
to decorate pavements and occasionally
walls, netably in the Roman period.
One of the finest mosaics known is at
Naples. [t represents the battle of

! In the centre is the bride COMVErsing
with a woman (the paranymph) 3 both are
erowhiesd with garlands : the bridegroom is
seated on the threshold, A thind woman
holds a patera with il for the Hbations,
To the left, attendanis prepare the bath ;
on the right, others offer o saerifice.  This
painting was discoversd at Rome in 1606,
and belonged at first to Cardinal Alde.
brnading, whenee its name.
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Issus, and like many other works of
the same class, it seems to be the copy

{ Paltiting st Pompis)

of a painting executed at Alexandria.
The numerous frescoes discovercd at
Pampei,  Herculaneum, Rome, and
Egypt are, for the most part, decomtive
works of slight inporiance;, all of later
date than the Greek period (Figs, 106,
tay),  Egypt has given us a series of
good realistic portraits, dating from
the  first of
Empire, which very
specimens  of  encaustic
Eleven of these are in the
Gallery, London,

Failing the actunl works of Poly-
grotus and Zeusis, we have the painted

Koman
valuahle
painting.
Nationn

centuries the

are

vases af their period, inspired by their
-..11I.."|l.' and 'II}. the motives 11|I"_- created.
The Louvre and the British Museum
own the largest and perhaps the best
arranged collections of these in the
world, A few words will
classify them roughly,
| already
Mycemean vases

suffice to

have mentioned

[Li e s B T4

(Lo s 8 1

(i*]

thie ornament of which is charmcterised
by o sort of aversion from the straight
line, and preference  for  plant
forms and those of maring creatures.
From 1100 abour 730 B.C. the
geometric style obtained, or rather re.
appeared ; in this style the decoration
is composed of single or concentric

(1]

circles. and of lines, broken, parallel,
crossed, or interlaced in vanous com-
hinations.  On vases of this type even
the figures and animals are convention
alised : the varied and sinuous lines
of nature are approximated to those of
The most inter-
esting series of these vases, i series
painted with naval battles and funeral
processions, COMES from the Atheninn
cemetery of the Dipylon (the double
wate’, whence the name Dégyion Vases
by which they are distinguished (Fig.
108). Al e
pearcd, charmcterised by an orpamenta-

geometrical design.

it Ta0 B 4 now -t!-11.'
tion in rones, recalling that of Iriental

r—

iMainting at Po

carpets 3 the vases so treated are cilled
Cordntfifun 1T

. 109, vroumd is
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light vellow, the fgures reddish-lrown,
heightened with  white, black, and
violet, Finally, about the year Goo

iLC, began the period of Greek pottery, |

with black figures on a red ground,
which Iasted 1till about the year
500 e, whena fresh type of decoration
was gradually evolved, that of red
omament on a black ground. These
two kinds af often called
Etruscan, because great numbers of
them have been found 1 the tombs of

VIIRCS - AIC

it il =N,
Foumd inthe Dipykn, Aithens,

{ Mz, Ahwis)

Etruria; but the term is inaccurate,
for it secms certain that nearly all
the vases were made in Athens, ar
feast in the ffth century, and that «/f
the finer vases discovered in Etruria
are of Athenian ongin,

The style of the vases with black
figures is archaic, but already attests
a remarkable precision of drughis-
manship (Fig. 1o}, Among  the
vases with red figures produced in
great quantities at Athens from 00
to goo .., and stll manufactured in
the fourth century (Fig. 111), there

fr

are masterpieces  signed by  the
potters or painters w whom we owe

Pl IOGe—CORINTHIAN VAR
iMusenm, Munich.)

From Woersikann's ¢ g Waleref, vol. L

them ; two of these names at least,
Euphronios and Brygos, deserve to
be generally known.

The lecythi are n peculinrly nter-
esting class of Athenian vases. They
were made especially to deposit in
tombs, and are ornamented with poly-
chrome figures on 2 white ground.
The motives deal for the
with the worship of the dead.
them are

most part
Among
may  be

designs  which

PR ATUHENE O RS
Viae Wlack
{Musoum, Wershorg:)

TAR,
Chreek with Fizuses.

reckoned among the most exguisite
of all ages, as, for instance, that in
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which Hypnos (Sleep) and Thanatos
(Death) gently hear a young woman

the

tomb  in
Hermes (Fie, 1120,

to the presence ot

After the Peloponnesian  War,
Athens ceased to be the exclusive
centre of the manufactore of vases,

Important potteries were estabilished
in Southern Italy, Here were modelled
and painted those enormous
which first attract the visitor's ntten-

VilSES

tion in moscums, though the decoration
is often mediocre,  The specimen re-

!

Tyl 2 -«."-.L‘_‘.:

|

Mussum, A

produced n Fig 113 is very fine. Iy
adorns a large amphora in the Munich

ROUGHOUT THE AGES

Museum, and represents the infernal
regions, 2 subject frequently treated
at this perid (about 350 n.c.), though
rarely in the great period of art.

The manufacture of vases with red
figures ceased, even in lwaly, about the
year 28o pc. They were replaced
decorated reliefs of
bright red glaze, imitations of metal
vases. As the relicfs were made hy
the help of moulds, it was easy to
multiply but

by with

Vilses

this

specimens ;

Wis

FIORA O
oF T Wk
Museuwm, M

WETH FAINT
1 Lr TS

industry in the modern sense of the
word rather thanart.  In the whole of

Greek ceramic art, as known to s,

there are 1r|.'|']|:1[|-| no  two ]'-:|'1|'|'.1':l
vases absolutely identical i Athenian
workmen had o horror of servile
cuptes, and did not even use patterns
or tracings o work from,

The types of Greek vases sire very
varied 3 our illustration the
chief of these LFig 114).  The classic
names for many of them nr
1o us,

shows

¢ unknown
In special works on COFmIcs
they are indicited by numbers.



THE MINOR ARTS IN GREECE

The study of term-cotta figurines is
even more seductive than that of
ases. The Grecks never ceased to
model thege from the Myeenan times
onward. They have left us a whole
world of statuettes representing gods
and goddesses, heroes and genii, men
and women engaged in the pursuits
and pleasures of familiar life, carica-
tures, animals, reduced copies of

those of Tanagra in Becotia, and of
Myrina in Asia  Minor
Smyrnaand Pergamum). At Tanagra
there are figurines of every period,
but the finest, dating from the close of
the fourth century B.C, reveal the
influence of Praxiteles. The chief
types are draped female figures, often
with hats and fans; characterised by
the most delicious grace and coquetry

hetween

FIL 114.—TVFES OF GHEEK VARES,

iThe Lovre)
Iria, Lecythus, Amphora, (Enochoe, Crater,
onpe, Hhyton, Armballesque Lecyrthuos

Alsave, Trom lefe o right 1 Hyd

famous statues.  Together with these
figurines we may study the bas.relicfs,
often wsed for the decorntion of
temples and houses.  Nearly all the
towns and many of the antique burial
grounds have furnished specimens of
term-cottas ;. they were the least
costly among works of art, and, at the
same time, the most in vogue as ex-
voto offerings to the pods, and as
objects to be deposited with the dead
in their tombs, The most famous
burial-places in this connection are

Eelow : Cantharus,

Fig. 115, At Myrina, the finest
stateettes date from after the period
of Alexander, and are quite Jifferent
im character. This necropolis has
furnished a large number of figures
representing women and youths, both
draped and naked, playing, frolicking,
and indulging in a variety of animated
movements (Fig 116, ‘We note an
echo here of those Asiatic schools
of sculpture which loved mobility and
exuberant life, the schools 1o which we
owe the frieze of the great altar of
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Pergamum.  Alexandrian  art, too,
with its taste for familiar scenes and

Fith 185 =—TANAGUA STATURTTE
{The Lagvre.)
caricature, obviously influenced the
brilliant modellers of Myrina,

Antigque terra-cottas are nowhere to
be studied to greater advantage than
in the Louvre, where specimens from
Smyrma, Cyprus, Rhodes, ltaly, and
Cyrenajca, as well as from Tanagra
and Myrina, are to be found in large
numbers,

From the M yeenmean period onward,
engraving on hard stones was practised
throughout the Greek world,  Hun-
dreds of cngraved gems of the
Mycenman type have survived : they
have been discovercd chiefly in the
islands of the Archipelago. They
served as seals, and impressions from
them have been found on terme-cotta
tablets. Stones on which the design
is hollowed oot are called inlagiios
they are not to be confused with
cameox, which were not seals, but orng-
ments, adorned with a design in relief,

Of all antique objects, engraved
gems are the only ones which have

come down to us for the most part
in exactly the state in which they
were used by the ancients, We have
intaglios of nearly all the periods of
art, in which we can trace the suc-
cessive styles, and the influence of the
great schools of sculpture. Amony
the many gems which are master-
pieces it is difficult to choose a typical
example.  Our Fig. 117 reproduces an
intaglio, now at Boston, which repre-
sents  the rismph of Augustus at
Actium 3 though its length is linde
over half an inch, it has all the
deficacy and breadth of style of a
histarical bas-relief,

The vogue of cameos cut in sar-
donyx of several strata began  with
the Alexandrine epoch and lasted rill
the last century of the Roman Em.
pirc. The largest known camen, re-
presenting the Apotheosis of Tiberius,
is in the Cabinet des Médailles, Paris,
The two most beautiful, on cach of
which are cut the portraits of Prolemy
Philadelphus and his queen, belong
respectively to the Museums of Vienna
and of 5t Petersburg (Fig. 118
These marvellous cameos certainly

PG 10 —~TERRACOTTAS FHi MYHEN A,
(The Lativre.)
NFermpale e Myriua, Fentemalng, Parie)
date from the third century  hefore
Christ. They rank among the most
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perfect achievements of art, and have

e moderns.

never been egualled by th
If the (i} g |l|<'l'ilrl'.'-

Fiha ET1j REh

i 16 the Boston Museiin

stones is very ancient, that of striking
coins is comparatively modern § it was
i Egvpr
The oldest Greek ecains date from the

unknown in Assyvrin and

seventh century B.C, and were made

upon the of Asia It

Const Wwils notl

until the fifth century that they be

veritable works of art, under the

¢

influence of the school of Phidias

In
this case Athens is no longer supreme
The

Sicily,

finest coms wern |.||||,]L||,L-._|_ in
ol
tus and Cimon,

works, Thi

where certam  cngravers

genius, such as E

occasionally signed thetr

:I'..||:||||;||:,1:|'I|_-
second half of the fi
i

coins

COTILITY Attest
Greek art no less
thi Hermies
Praxiteles nnd the Venus of Milo g
the '-::k!'|||-'.'| Arethusa

the -~-.'.|r|'ri|||:'.-;

t'lu.'.ll.ll.'il.ll}' than il

the :.'II|I1-IiI' of

g, indeed, perhaps the

miasl 1”\"!:
Greek head known to )

us (Fig. 1

Fine coins have certainly boen prosduced

|.|'||- Insiance, ':II"

imn modern times, as,

English sov CreIgns w ith the =t (e

and the Dmgon, and Boty's charming

Soqoer, but the supenority of  the
Greeks in this art is incontestable,
and s Ll.l.l‘.'.} (LS ETE ix'|-|.|.E|'.|-.| ||:. n
purely material cavse. The modern

minted intended o be piled

one upon the other, are

CONs,

necessarily

3
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flar ; those of the ancients were al-
ways more or less globular, which made
it possible to give greater definition
ind relief to the image opon them.

It is not within the scope of this
work to pass in review all the infinite
variety of Greek industrial produets,
I wish only to point out their great
interest in connection with the general
history of art. Those who are con-

vinced of this truth will find in
musenms information and  satisfac-
tions which escape others ; they will
recognise that the material and the
dimensions: of works are of little
importance, that style is the essential
element, and that the Greek genius
has set its stamp upon everything
which the hand of a Greek artificer
has fashioned,
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ETRUSCAN AND ROMAN ART

TrE settlement of Etrurin by Lydian Emigrants.—Etruscan Monuments and Dl’:tflm‘li'l-'t
Objects, —The so-ealled Etruscan Vases chiefly Imporiations from Athens.—FPaintings
in the * Tomb of Francols™ at Volsei.—Etruscan Portraits in Term-Cotta,— Roman
Art.—The Invasion of Ialy by Greek Art.—The Evolution of an individual Roman
Art.—Iis Manifestation in  Architecture.—The Coliseum.—The Adoption of the
Vault.—The Pantheon and the Basilica of Constantine.—Triumphal Arches.—The
Archaistic Reaction under Augusius,—Its Decline after Claudivs and Revival under
Hadrien.—The Antinoiis Type.—DPortraits of the Imperial Epoch.—The Orientalised

Art of the Roman Deeadence.—Frescoes at Pompei.—The

Ladifer—Analysis of Roman Art.

ARouT the vear 1ooo BC., i band of
emigrants coming by sen from Lydia
in Asia Minor, settled in central Ttaly,
and intermingling with the natives,
lud the foundations of the Etruscan
confederation.

Etruria was conquered by the
Romans in  the wyear 233 DG
Throughout four centuries  before
this period, she had developed o
flourishing civilisation, important evi-
dences of which have survived in the
shape of town walls, ruined temples,
vast tombs arnamented with paintings
and reliefs, statues, sarcaophagi, terra-
cottns, bronzes of varous kinds, and
golden omaments,  As to the painted
vases known ns Etrusean, it will be
well to repeat that they were, for the
muost part, imported from Attica,

The original element in this civilisa-
tion was the groundwork of Italian
ruggedness that underlay i, In all
else, it was but a reflection of that of
Greece, primarily of Asiatic Greece,
then of Athens, The Athenians ex-
ported thousands of painted vases and
artistic objects of all kinds to Etruria,
because the Etruscans had not only

75
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the taste to appreciate them, but the
money o pay for them,

There were, however, local schools
in Etruria, and these produced many
important warks, which, though imi-
tated from Greek models, yet bear the

PR taoy—ACHILLES IMAIOLATING FRISIN RS
Etrascan Frescoes ina Tomb an Volsel
(Wosrmane, Geschichie der Madered, Seeman,
Leiprig.)

stamp of national individuality, like the
astonishing paintings in the so-called
*Tomb of Frangois™ ! at Volsci, repre-
senting  Achilles offering sacrifices of
Trojan prisoners to appease the manes
of Patroclus (Fig. 120). The subject

is Greek, but the teatment is
thoroughly Etruscan; the Charon

! The name of a professional excavator,
who workedl in Etruria during the first half
of the nincteenth century.
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armed with a mallet is unknown in Taly : Later, after the year 130, the
Hellenic art, but he is o be found methodical pillage of Greece and Asia
similarly depicted in Roman Gawl, Minor began, carried on not anly by
military leaders and governors, but by
influentinl private persons. On the
other hand, the wealth of Kome
attracted  the Greek  artists, who
readily found  purchasers  for their
imitations ot copics of classic works ;
the houses, villas, and gardens of
wealthy Romans, such as Lucullus or
Crassus, were veritable museams. This
taste for art became still more generil
under the Empire. Everyone knows
that an eruption of Vesuvios buried
P s T Pompei and Herculaneum in A0, 79,
{The Liwves b and that more than half of Pompet has
been excavated since the year 1753
a proof that he was inspired by Now this third-rate town has already
some old myth peculiar to the West yielded up more paintings; statues, and
The style has something of the pre-  statoettes than could be found o-day
cision and of the harsh vigour that  in most of our large provincial cities.
appear some cighteen centuries later At the same tme, this invasion of
in the frescoes of Mantegna at Padun,  [aly by Hellenism did not interfere
and of Signorelli at Orvieto. with the parallel development of o

The same vigour and originality  Roman art, which appears rather as
distinguish the numerous Etruscan  the continuation of the native art of
partraits in term cotta, some of which
are whole length figures (Fig. 121}
These are essentially native works, in
which the sense of life, the fidelity to
the model, the contempt for all that is
abstract and typical, attest o taste not
in the least Hellenic, but mcy of the
soil,

What we call Roman art is not
merely Hellenistic art imported into or
copied in Italy, as has been too often
asserted. It is true that the imitation
of Greck works was an  important
Fictor in Roman art.  From the third
century before Christ onwards, the
victorious generals of Rome enriched Ttaly, than as a degenerate form ot
their city with. a guantity of Greek  Greek art
masterpieces from Sicily and Southem

i}

Filk Tag—HoMad TRMTPLE AT N]ugEs

Known o the ™ Malson Carrde.”

Roman architecture has covered the
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earth with great monuments, temples,
therm:e, theatres, amphitheatres (or
arenas), triumphal arches, and columns,
elogquent witnesses to the grandeur of
the Empire and its prosperity, The
temples and theatres are inspired by
Greek models (Fig, 122) ; but arenas
like the Roman Coliscum (Fig. 123]
are novelties in the history of art, and

Within the last few years we have
learnt that the vanlt of the Pantheon
wis built in the time, not of Augustus,
but of Hadoan (A, 117—138).  This
date is of importance in the history of
art, for it marks the -definite adoption
of a system of construction, the further
development of which was to produce
Byzantine and Romanesque architec-

ture, and less directly,

Gothic architecture.

From the first century
after Christ to the time
of the completion of
St Peter's at Rome,
the problem of the
vault never ceased to

—

the triumphal arches
their
prototypes in the gates
of the Etruscian towns
rather than in  the

seem  to have

COmimen il"-r'.l‘.i &0 TTROTL-
ments: of the Greek
wirrlel.

The Romans, following the example
of the Greeks, made use of the flat
roof.  But they also ronstructed great
vaults, and domes like that of the 1%
theon in Rome, no instance of which is

to be found in Greek clussic archi-
tecture, We have scen that these
| domes were not unknown to the

Assvrinns ; it is probable that the

Etruscans took the principle of them

from the enst and transmitted it to the
| Romuans,

Fite 13 ~THE COLIENUSM, RO

occupy architects.  The voanous solu-
tions . they cssayed had a powerful
influence on the successive styles.
Vintlted architecture was so essen-
tially a Roman prodoct that it con-
tinued to develop when sculpture had
sunk to uniform medieerity.  Con-
stantine’s basilica (Fig. 1247, built after
303 A, with its three colossal vaulis,
the central one nearly 120 feet high,
with a span of more than fo feet,

marks a great advance on formes
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constructions ; it served as a model

to the architects of the Renaizzance,
Bramante, when he conceived the
plan of St Peter's, said that he in-
tended “to raise the Pantheon over
the basilica of Constantine.”

Ope only among the

Roman

triumphal arches, that of Tius (Fig.
123}, which commemorates the de-
struction of Jerusalem (AT, 7o), shows
any actual beauty of exceution; the
others are chiefly interesting to archmo-

itk t2s RUIXS OF Tur

STANTINE,

HAKILICA OF
WM.

Ci

logists. The same may be said of the
vast utilitarian works, agueducts [Fig.
126}, bridges, dams, and sewers with
which Rome endowed all parts
of her Empire, 1t will beenough |
here to mention them in passing. |

A charactenistic of the archi-
wecture of the Roman period,
which gives it a certain affinity
to that of Egypt and .\.‘1:-}'1':'-7..!. is
its tendency to colossal pro-
portions, as exemplified in the
temples of Baalbeck and  of
Palmyra, in Syria (Fuyg. 127)
These temples, imitated from
Greek models, are  primarily
remarkable for their size ; the

decoration is as careless as it

is exuberant. Hut this exuber-

Lo

Pl 135 =THE AMCH f TITLE, ROl
ance, though it offends our mste
does not lack originality ; it was in
Syrin mainly that the new style was
elaborated, which gave birth to By-
rantine decorative art.

The sculptors of Pergamum and
Rhodes had exaggerated the element
of pathos.  About the year 100 .G, A
reaction set in, the centres of which
were Athens and Alexandria ; artists
returned to the types of the ffth and

VIEW OF Tii
Known ms tlse * Past da Gand.™

i Phae

N AN

by Neundeln, )
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fourth centuries ; they even imitated
archaic works ; and in their paintings
and bas-reliefs they represented ealm,
and oceasionally idvllic scenes (Fig,
128), This tendency was at its height in
the time of Augustus ; it is very evident

Fhis
Bagerulief in the Viewn

I —LINIEE  ANTY  VOUNG,

i Museiam,
(Wickhoff, Kouran Ars, Helnemann, London. )

i)

in the beautiful fragments of the Altar
of Peace (i.C. 13}, the minute workman-
ship of which suggests the art of the
chaser of metal (Fig. 129}, and in the
portraits. of the time of Augustus,
notably in the charming head of the
youthful Oectavius in the Vatican
(Fig. 1350), 2 work cold and distin-
guished as one of Canova's husts.
From the reign of Claudius onward,

Flid 139 =FHACMENT

FROM THE ALTAR
OF FEAL
Diedicazed o1 Rome under Augintne
Wickhofl, Komtan Arf, Helsemann,
Laondon. )

this elegant and somewhat timid siyle
gave way before an art far less subser-
vient to the elassic tradition, a vigor-
ous, animated, realistic style, good
examples of which are the bas-reliefs
on the Arch of Titus (Figs. 131, 132,
and those on the column set up hy
Trajan on the Forum in 103, represent-
ing the Roman campaigns against
the Dacians (Fig. 133%  Besides
these historic bas-reliefs, others of a
more decorative chamcter have come
down to us (Fig. 134), showing an in-
novation in Grvco-Roman art in the
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form of leaves, flowers, and froit real-
istically treated, an abandonment of

FIL §3m—AUGUETER A% & YOLUTH.
Museum of the Vatlcan,
IWickboff, Kaspam Arr, Heinmmann,
smslos, b

the conventions that governed plant-
forms in Greek classic decoration, the
chief features of which were the con.
ventionalised palm and acanthus leaf,
This picturesiue and expressive schonl
also threw off the aold trammels in its
representation of animals (Fig, 1350,
Fram the Alesandrine period on-
wanl, occasional signs of an un-

FHL O AR=RELLOF 84 i et

Fhe Emperor's Trimmph

expected return 1o naturalism appear.
It was, however, short-lived. To find
later examples of decoration based
directly upon nawre, the swudent of
art must pass over ten centuries and
go o Gothic architecture,

After the death of Trajan in 117, a
fresh Auic and archaistic reaction
took place, manifesting itself notably
in the reign of Hadrian by the execu-
tion of a large number of capics of

classic sculpture, and by the ereation
of the ideal type of Antinous, the
favourite of Hadrian, a type inspired
by the teaditions of the fifth and fourth
century before Christ [Figs. 136, 137).

HAS-HELIEF ON ERLL]
F s

AR

Spoils from the Temple of Jeruanlem earrded

i e pl.

The mnumerous statues  erected  in
bonowr of Antinoiis, after his early
and mysteriows death, are frigid imita-
tioms of Greck works, and have no-
thing in common with the realisti
portriture of FKoman art,

After the middle of the secand
centary, Roman sculpture degenerated
in Itnly. Though it continued acen-
siomally to produce fine realistic busts
of emperors, like that of Caracalla,
plastic art fell more and more. under
the influence of the schonl that had
developed in Asin Minor and Syrin.

In these rich provinees, which were
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and perhaps to a greater degree, hy
the traditions of antigue [talian
art. In this connection it is inte-
resting to compare o porirait of

FIG, £35— EALLE.
he Church of the Holy
Apustles i1 Rome.
(Wickhudl, K i, S
I T ickhudl, X ir.l |.l|I Ard, Heinemann,
cpeonea emi i Londan. )

Bas-relicl on the Trajan Column nt Rome,

Augustus, from o Greek workshop
never Roman in anything but name,  in Rome, with a portrait of Nerva exe-
A sort of orentalised Hellenistic art  cuted a century later, in which the
fAourished, that had undergone Persian  realistic tendency is as vigorously as.
nfluences, This art, as yet bur little  serted as in any portrait by Donatello
known, was, at least, to some extent, or by Rodin (Fig. 138).
the source of Byzantine art. The painting of the Roman period
In addition to 15 known tous in the numerous frescoes
the histarc has-
reliefs, the fnest
examplesof which
are furnished ly
the Arch of Titus,
and theruins af an
arch  of Trajan,
sculpture of the
i Imperial  Epoch
produced o num-
ber of admirable
portraits, maodel-
led frowm hife, and
marked by great
individuality.

FItL T34— FILANTEN OF Koy
Tt 1D These realistic

TINE Kl
TR MxTENE, -4 F
rirmits are .
P Y AN portrmits are in .
HKome. ) spired not anly by Fit 330, —HEAR aF ANTINUL S,

Crowned with vy, s THisnysus,

(Wickhodf, &4 Hellenistic influ-
Cast i the Universiiy of Seeasbaire, Trom a

Londsn ) ences, but  alsn, Yt orlginal i
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formulee, and was finally merged in
Byzantine art.  But side by side with
this obsolescent art sprang up, as
early as the first century afier Christ,
a realism which may fitly be called
Roman, since its masterpieces were
produced in Rome, a realism which
seems to have had its root in [talian
soil. Throughout the Middle Ages
the two opposing principles were
armayed against each other, Byzntine
art lowered for a long time over the
western countries like o night-mare ;
bt the day came when Italinn realism,
brought into touch with the French
realism of the fourteenth century,

: 3 Renai o i P 15— EkHoR WITH A LADGEN.
triumphed, and tie D WS ik jaineiog 3a. ! s’ Redgiptiold
the result, At the present day, By at Rome,
zuntine art still prevails in Greece, (Wickhoff, Kaman Are, Heinemusnn,

. . 1 et ]
Turkey, and Russia, the ancient i
religious domain of Byzantium, while  different art, akin to the realism of the

the western mations have a wholly  Romans.
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Tuk terme. Early Christian and Byzantine Art ex

X1
CHRISTIAN ART IN THE EAST AND IN THE WEST

ineid, —The Camcombs in Rome
EM[}' Christian  Paintings and Symbols,—Early Christinn Sar i.—Early
Christian. Churches built on the Plan of the Roman Dasilicas.—St. Paul with-
out-the-Walls, Rome.—Decorative Mosaica at Rome and st Rovenno—Sant’
Apollinare Nuove and Sant’ Apollinare in Classe.—St. Sophia at Constantinople, —
The leonoclasts.—The Bymntine HRenaissinee —Byeantine  Ivores, Enamels,
Minintures, and Metal-work.—The Decline of Byzantineg Art.—Arab and Moorish
Art.—The Mosque of Amrou. —The Alhambra—The Persistence of the Byzantine
Tradition in Ruossia and Southern Itly.—St, Mark's Charch, Venice.—The

Byzantine Tradition discapded by Giotto and Dhiceio.

THE term Christian At was first
used in the nineteenth century by the
historian Alexis Rio, who died in 1874
Properly speaking, it applies to all
manifestations of art in  countries
where Christianity has prevailed, from
the first paintings in the Roman Cata-
combs to the works of our own day,
It is, however, usual to reserve the
term Early Christian Art for that of
the western Christian countries down
to the time of Charlemagne, after
which the Romanesque epoch begins,
The distinetive term Byzantine Art is
applicd to that of Eastern Christen-
dom, of which Bysntium became the
capital in 330 a0 and remained so
until the taking of Constantinople by
the Turks in 1453 and even Inter,
Although monuments of each of
these arts exist in all the Mediter-
ranean countries, i a mpid survey
such as ours, we must study them
mainly in their three principal centres :
Rome, Ravenna, and Constantinaple.
The Catacombs at Rome are sub-
terranean  galleries where the early
Chiristians buried their dead and held

certain  periodic  services in  their
honour.  They were used for these pur-
poses from the vear 10o to about the year
420. When Christianity became the
official religion of the Roman Empire,
the Christians had no longer any need
1o make these galleries their sepul-
chres, amdl they used burial-places
above the ground. Individual Chris-
tians, however, continued 1o he buried
in the Catacombs oecasionally, that
their bones might rest beside those of
the martyrs,

Early Christian art showed no aver-
sion from imagery, but it was opposed 1o <
the representation of God, and that of
the crucified Jesus does not appear till
the fifih century,  Speaking genermlly,
sculpture in the round was repugnant
to the early Christians, because the
idols of heathen temples were states,
The Catacombs were decorated chicfly
with paintings, and with stucco reliefs,

Among these works of art, there are
some which set forth incidents in the
Old and the New Testament ; there
are also allegorical figures, like that of
the Good Shepherd (Jesus), bringing
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back the lost sheep to the fold, Orpheus
charming the beasts (Fig, 140), a fish,

Fhid, f4oa=—FAINTING % THE CATACOMNES
ORFAELCS CHANMING THE NEANTS.

{Woermann, Geschickes der Malered, Seemann,
Leiprig.i

symbolising sometimes the Saviour,
and sometimes the faithful, a peacock,
typifying cternity.  But the examina-
tion and exposition of these motives
must not detain us ; it 5 a special
branch of archieology. Suffice it to
say that the art of the Catacombs is
only to be distinguished from that of
the pagan by the motives it treats, and
those it avoids (notably nude figures).
Fln style it is closely akin to the
| decorative art of Pompei, and it never
succeeded in giving to its personages
an expression of purity and beatitude
in harmony with the moral and religious
ideal of Christinnity. To convince
" ourselves of this, we need but examine
the Virgin and Child with a Prophet
{Isaiah #), a motive which appears in a
Roman painting of the third century
(Fig. 141). Here there is nothing
¢ Christian but the subject
. At the time when Chr'lstlinnity finally

triumphed over Paganism, wealthy
pagans often caused themselves to be
buried in large marble troughs called
enrcophagi, decorated with reliefs
inspired by mythology, or dealing
with the earthly career of the deceased.
The Christians followed the pagan
example, save that episodes from the
Scriptures replaced those of fable, and
the artistis who earved these monu-
ments were so accustomed to the
introduction of certain  decorative
maotives, that we still see on Christian
sarcophagi Medusa-heads, griffins, and
Cupids, the primitive pagan sense of
which had been forgotien.

As works of ar, the Christian
sarcophagi are of little interest. They
have all the defects of the Roman
scalpture of the period, heaviness,
crowded composition, incorrect draw-
ing. The interpretation of subjects from
sacred history is nearly always prosaic
or clumsy. The best examples are
those which deal with motives com-

PIG Lfl—FATNTING IX
TR CATAGHUNL,
Repressnting the Yirgin
and Chidd, with a
Prophet M
(Tdell, Mariew- Darafeds
fumgen, Hender,

Freilamg. )

memorating the life of the deceased,
and refer 1o his faith only by a symbolic

H
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figure like that of the Good Shepherd
carrying the sheep (Fig. 143),

e T

FiG 142=—LURISTIAN RARCOPHAGT S
{Saluna, Dialmntia)
1 From Garrocel s Starda el Avte Criitiaad, |

Architecture was no more successful
than painting and sculpture in dis-
covering & new formula, when it was
applied to the building of temples
for the new faith. The Christian
Church is a place for the gathering
together of the faithful, thus differing
essentially from the pagan wmple,
which was the abode of the divinity,
The first Christian churches were
accardingly modelled on those en.
closed places of assembly known s

FIh I4E—INTERIGN OF THE
ST, FADL

TARILICA Or
WETIOET-THE-"w ALLE,

(Lobke, Architekinr, Seomunsn, Leipeig.

basilicns.  Instead of serving s
tribunals or markets, they were used

for public warship ; here, again, the
new wine was put into old bottles.
Among the Roman basilicas, that of
5t Paul without-the-Walls, buile by
Constantine and restored after a fire
in 1823, may be cited asa characteristic
example (Fig. 143). It consists of a
large nave with a horizontal roof, and
of two lower side-aisles 3 the central
nave i5 lighted by windows above the
sile-nisles. At the end isa gate called
the Friwngtal Arck, behind which is
the altar: the end wall is circular

i, pl—TiE

ENPFRESS ToesGEs  ANTE
HEN COUNT,

Manzkc in the Church af San Vimale,
ot Ravenna,

and forms the apse. DBoth apse and
triamphal arch are richly decorated
with glass and mosnics on a blue or
gold ground, the splendour of which
rivals that of goldsmiths' enamels.
These mosnics ormament the vertical
walls and the vaults, instead of forming
pavementsas in the Roman houses apd
temples, Specimens of them, very beau-
tiful in colour, and grandiose though
frigid in style, are (0 be seen in Rom,
and at Ravenna (Fig. 144), which was
the seat of the Roman Court from 404,
the residence of Theodaric, King of
the Goths, about 500, and an aAppan-
age of Bymntium from 3534 to 7352,
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Several churches of the sixth century
still exist, as Sant’ Apollinare Nuove,
Sant' Apollinare in Classe (on the
ancient port) and San Vitale : the last
iz a circulnr domed building, in which
Byzantine intfluences are very apparent;
the others are basilicas, the interiors
of which are striking and majestic,
though their external aspect 18 neither
graceful nor dignified (Figs, 145-1470

If the architecturnl tyvpe of the
basilicia, haracterised by its Teck-
angular plan and flat roof, predomin-
ates in the churches in Laly, those of
Constantinople applied and developed
the principle of the dome, The great
church of Byzantium, 5t. Sophia (Fig.
148}, was huilt between 332 and: 562
under Justinian, by Anthemius of
Tralles and lsidorus of Milewus, that is
to say, by Asiatic architects, We have
seen that the cupola was known to the
Assyrians ; the tradition had been pre-
served in Persia, whence it spread into

Pl 45 —INTENION OF RANT APOLLIN AN
CLASSE, BAVENNA. o
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Synia towards the third century after
Christ, passing from Syria into Asia
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Minor in the following centuries, The
architects of St. Sophin were probably
inspired by Asiatic models, and not by
the Roman Pantheon.

As all the world knows, thiz fimous
Dyvzantine temple has been a Tarkish
mosque since 1453 The mosaics are
with whitewash, bug,
whaole, the building is in good pre-
servation.  The superficies of the in-
terior is over 23,000 square feet,  Pass-
ing through two vast porticoes, we

covered H|

L]

stand beneath a huge vault some 186
feet high and over 100 feet wide, About
the middle of the nineteenth century,
when some restorations were Deing
carried out in the mosque, permission
Wils Hh en to copy the mosaic figures
in witer-colours,  Although the com-
positions themselves, dealing  with
episodes in the history of Justinian, are
poor in design and mediocre in concep.
tion, the splendour of the mosaics
must have added greatly to the gran-
deur of the general effect (Fig. 149).
Even under present conditions, we are
dazzled by walls faced with markle
i, multicoloured columns SUppoT-
ing gallerics, the sparkle of cubes of
mosaic made of gilded glass, X The

sl
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luxury of Byzantine art layin splendour,
in the profusion of calour and lding.
It is a truly Asiatic luxury, which
found inspiration in the Persia of the
Sassanides, and took as its medels
the carpets of the Orientals, rather
than the severe creations of Grivio-
Roman art.! In the sculptured ar-
nament of capitals and frieres, the
human figure is conspicuously ab.
sent; all is purely geometrical and
conventionnal,

Chrstian art went through
doubtable crisis at Byz

a re-

antium in con-

FlG. 145 —EXTEHION OF RANT

LLARSE, MAVE

AFOLLINARE §%

(L, Arebitedtinr, Seemann, Leipeig,.)

nection with the ascetic heresy of the
image-hreakers, called the .p’c'rvrr-.-'l’.-.rj.r‘.f_.
who gained the upper hand for time,
Diuring the eighth and n part of the
ninth century, these fanatics destroyed
A great number of works of art, bath oy
Constantinople and in the provinces of
the Empire. The Byzantine sculptors
and mosaicists had g guit their native
land, and some of them ciame to work
it Anc-la-Chapelle, ar the Court of
Charlemagne. X The suppression  of
this heresy, about the year B3o. was
the signal for an artistic
that endured throwyg

FEnMEs:ince
hout the tenth and

88

FIg. f4d—aT.

BEFHILA AT CONBTANTINDFLE

part of the eleventh century, an epoch
of Zreat prosperity and military glory
for the Byzantine Empire.

It was also, to a certain degree, n
period of intellectual renaissance, for
the best manuscripts of the Greek
writers date from this time ; there was
tven an attempted reaction of liberal
philosophy against the theocratic des-
potism : but this intellectual move-
ment, checked by the obscurantism of
Alexis Comnenus, had no sequel,

Statuary was very little in demand,
because of the religious prejudices
against idols ; b Byzantine mosaics,
bas-reliefs in ivory and metal, enamels,
paintings on parchment. s specimens
of goldsmiths’ work have come down to
us, executed with great technical skill,
and marked by a certain grandeur

iR =INTERION 5T,

CUNSTANTINGPL P,

A AT



CHRISTIAN ART IN THE EAST AND IN THE WEST

of style (Figs. 150, 151). A masterpicce
of this art is a silver bas-relief (Fig. 152)
i the Louvre,
which belonged
to the Abbey of
5t Denis—an
angel shows the
Saviour's empty
tomb to the
Magdalen and
Mary, the sister
of James. With
this may be
classed a beauti-
ful ivory of the
Cabinet des Mé-
dailles,  Paris,
representing
Byzantine em-
peror and em-
press  of  the
tenth century
crowned by
Christ {Fig. 153).
But o understand the somewhat
theatrical majesty of Byzantine art,
its gloomy gravity and the poverty
of its means of expression, we
must devote ourselves mainly to the
study of the grent mosaics of the
cleventh century, notably the decora-
tion of the Church of Daphni, micl-way
between Athens and Elewsis, Byran-
tine art shows a very high sense of
the monumental ; but it is deficient in
life, and from the time of Justinian
onward, it tended more and more to

FiIG. 180 —VINGIN AXD
[ LN Y

Bysantine Ivory executed
abont oo A,

[ Musewm, Uerecht.)

(Schlumbiceger, .Ffﬂdﬂ'r
Brzantiae, Par)

create immutable types and formule, ).

These unfortunate tendencies are es
pecially  conspicuous  towards  the
period of the artistic revival under
the Paleologi (fourteenth century), a
period which nevertheless® produced
the beautiful mosaics of Kahrié-Djami
at Constantinople, works not unworthy

g

to be compared with the contemporary
frescoes of Giotto in [taly, It is mis-
leading to speak of the ouer de-
cadence of Byzantine art after the
cleventh century. Even after the fall
of Constantinople, at the beginning
of the sixteenth century, the paintings
in the convents of Mount Athos, attri-
buted to the monk Panselines, the
“Raphael of Athos” mark a very
original  development of the same
tradition, with its mixture of lofiy
qualitics and incurable vices. At the
close of the sixteenth century, the vices
prevailed ; Byzantine art, petrified into
rigid formuli, became an industry with
a fixed tariff, and fell into a slumber
from which it has not yet awakened,
though it has never ceased 1o reign
wherever the Greek schism has ti-
umphedd.

When, in the seventh century, the

FliL TR0 —THE BAFTIES OF CHEIST

Byrantine Mininture of the Eleventh Cenitury.
(Mot Athos, )

Behlumberger, Efapie Bysantiar, Paris)

Arabs invaded Syrin and Egypt, they
found the higher tradition of Byzantine
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r

Fili 3§2.—TWE BOLY WodEy AT TIE TOM .
Byeantice Nas-relief in Silver-zile
iThe Lowvre)
1Schlumberger, £pnsde Hyzanwtine, Paris.)

architecture stil] fAourishing there, side
by side with a debased style of painting
and sculpture (Coptic art1), Inspired
by these traditions, they modificd them
to suit their own requirements, and de-
veloped an original art, of which the
mosques of Cairo, and later of Spain,
give a very favourable impression,
The mosque of Amrou at Cairo dates
from 643 A.D, ; the Alhambra, or “ Red
Palace,” of Grmnada (Fig. 154), a
marvel of Moorish architecture, from
about 1300. Amb art, faithful o the
prescriptions of the Koran, refrained
in general, if not absolutely, from the
representation of the human figtre,
But this very limitation necessitited o
rich variety in the treatment of plant
forms and geometric motives.
those admirable arabesgues, the term
retiined by a complicated system of
ornamentation, in which the Arnhs of

' The {..'IJ?U are the Christian natives of

}

Egypt, as distinguished from the Moslem
invadlers,

Hence

our awn day still excel. Anotheroriginal
feature of Arab architecture is the
stalactite vault, an aggregation of
plaster prisms, producing a very
picturesque effect ; the origin of thess
should probably be sought in the
carvings of little wooden shrines,
Persian art, which had panicipated
in the formation of Byzantine art, was
in its turn affected by the latter, and
exercised its own influence on Arb,
Turkish, and Hindoo ar.  On the
other hand, the north of Europe,
especially  Russia, converted 1o
Christinnity by the Byzantines about
the year 1000, received and held fast
the Byiantine tradition. The great
churches of Kiev, Moscow, and St
Petersburg are directly derived from
St. Sophin.  Southern Italy, long in
the hands of the Byzantines, retained

Pl 183%.~THE mre
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Even
altogether

of the Italian Renaissance.
Western Europe did not

FUG VR =COUKT OF BIRRE TN THE AL AN,

GRANADA.

escape it, for Diyaantium, with her
wealth, her far-reaching commerce,
her monuments sparkling with gold
and jewels, was the admiration and
envy of Occidentals until the dawn of
the Renaissance in Ttaly, St Mark's at
Venice (Fig. 155} isa Byzantine church,
built about the year 1100, on the model
of the Church of the Holy Apostles
at Constantinople,! which also inspired
the architect of the Cathedml of
St Front av Périgueux. The ivories,
enamels, and embroideries of the
Byveantines gpread throughout Europe
:mf!_ were imitated in every country.
It IS not surprising that the art of
medizeval Europe should show so many

U .
This chiurch nio longer exists,

"

al

analogies with that of Byzantium ;
rather is it surprising that it should
have retained such a large measure of
independence.  This is not only an
eccasion for wonder, but for rejoicing.
For the Bymntine mfluence was bale-
ful, brnging the seeds of decay and
death with it ; the superficial pomp and
splendour of Byzantine works barely
conceal their emptiness, their lack of
thought and inspiration.  Acconding
to the myth accepred by Vasan, it was
by Byzantine artists that the elements
of drawing were introduced in Florence
in the thirteenth century. It is true
that there were always Bymantine
artists and Byzantine works of art in
ltaly ; far oo many, indeed ! Dut the
great achievement of Duccio, and,
above all, of Giotto, was, that they
broke vigorously with this moribund

Fith 8t =CHURCH OF §T. MANK AT YENICE.

(Phate. Ty Alizari)

tradition to find a new artistic formula

in the observation of life. ;
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XII
ROMANESQUE AND GOTHIC ARCHITECTURE

THE term Romanee or Romanesyue.—Inaceumcy of the term Gothic.—Its First Use '.‘-r_r
Ra[t\hm:'l.-—ﬁ. Comparisen of Homanesque and Gothic  Architecture.—The Celtic
In

ugnce on the Arnt of Northern Eu

the Byzantine Cities, Constantinople an

—Girgeo-Syrian Elements.—Ipfluence of
Ravenna. —["hases of the Trassition from

Romanesue 1o Gothie,—Chamcteristics of Rummm Architecture.—OF Gothie. —

The Invention of the Pointed Arch.—The Age o

heectrad-busilding, —The Three

Periods of Gothic.—Town-halls, Dwellings, and Fortresses.—The Architecture of the

Futere Foreshadowel by Gothic,

ARCIsSE DE Cavnmoxt, who died in
1873, was the fisst writer to apply the
term Keostasniee or Rowancsgue to the art
which obtained in the West of Europe

Il p3 —TYVES oF VAULTH.

. Horrel vaule, 3, Estrats of a grodined vauly,
4 Intrados of a Boman groined vauln, 4 In-
trinlios o 5 groined vault with saliest ribs.

(Keosens, Arclhdalapie Chedtivune)

after Charlemagne. This term was
very happily chosen. On the one hand,
it recalls the affinities of this art with
that of Rome, and on the other, its
intermediate  position as between g
national style and one of foreign arigin,
The Romance tongue and Roman.
esque art were parallel and conten.

porary  phenomena, although  the
Roman element, fortificd by Chris
tianity, is much more apparent in the
latter than in the furmer.?

The expression Getdic Art is, on
the contrary, innccurate, for the art
which succeeded to Romanesque ar
was neither created nor propagated by
the Goths. The term is said to have
bieen first used by Raphael, in a report
he addressed 1o Leo X, dealing with
the warks projected in Rome, Gosdsc
being used it that period asa SYROnym
of dardarous, ns apposed to Roman.
The use of the expression still survives
in the term “ Goth,” denoting an un-
couth and mannerless person, The
use af the epithet Gotkic was popu-
larised by the historinn of Italian art,
Vasari (1574} and still persists,  The
substitution of the term Fremc) Art
for that of Gotlic Art has been sug-
gested ; but the expression is equi-
vocal, unless we add : of the Jast third

! Fu."rgmmnr ( emibook of Arekitecture)
makes a distinetion between  the

ferms
_llugn:m:: aml Romamesque, using them to
indicate two phages of | syle. But for
the more peneeal purpeses of this survey,

the Lerm Kenmnesque will soffice,

M
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FHL 157 —ROMANESOUT CHURCH AT ANTGOULEME.
(il onniments Historigurs.)

of the Mididle Apes, which makes the
expression clumsy and diffuse,  [ts
cofrrectness has  also been warmly
challenged n England, It will be
better, therefore, o keep to the con-
secrated phrase.

IF we examine a Romanesque church

P, pgli—uAMniied CATHRDEAL, BAVARLAL

(LOldke, Arcdifekinr, vol. L, Seemmnn, Leipeig. )

1._}5

and a Gothic church, we easily recog-
nise the essential differences of the
two styles. The first is still somewhat
heavy and depressed, in spite of the
towers that raise and dominate it ; the
impressions most strongly conveyed
by the second are those of height and
lightness. In the former, the solid
surfaces are in excess of the apertures,
and the converse may be said of the
latter, which is made up of windows,
rose-windows, pinnacles, and lace-like
traceries of stone, The decoration of
the former is conventional, fantastic, or
geometrical 3 that of the lntter is based
directly upon Nature ; round-headed

Flik |Eg_—!|_l|| TISTHWY, CATHEDKAL, ANKD LIEAWING
TUWEN OF FesA.

arches and horizontal lines characterise
the former; o the latter the most
striking features are its vertical lings
and its pointed arches,  To sum up, a
Romanesque church suggests the idea
of serene majesty and conscious
strength ; and a Gothic church, the
lifting up of the soul o God,

The Celts, like the Germans and
Scandinavians, raised no stone build-
ings ; but they had a decormtive art
guite distinet from the Greco-Roman
stvle, which is manifested notably
in their personal omaments.  This
art was not crushed by Roman demin-
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ation and influence ; it revived with
great intensity in the fournth century,
when the bar-
baric world re-
sumed  its  at-
tacks upon
FRome. This s
an element that
should not be
overlooked in
studying the art
of the Middle
Ages; it may
be character-
ised as Norfd-
era, bearing in
mind that the
barbaric tribes
were  in con-
SLANt cOmmuni-
cation with Cen-
tral  Asia and
Persia, by way
of the Russia steppes, a fact which
goes far towards explaining the pre.
sence of Oriental elements in the
Northern Style,
« A second element, the influence of
which was felt at an early period, was
the Greco-Syrian.  Marseilles was a
Greek town ; ancient relations, never
interrupted, connected the south of
Gaul with the Asiatic coast,  As early
as the fifih century, the  western
quarter of Asin, where, as we have
seen, the Hyzantine style developed,
cxercised jts influence upon Gaul,
which was frequented by Asiatic mer-
chants and workmen,

ltaly herself, from the fourth cen-
tury onward, received the Byzantine
unprint more and more profoundly ;
for Constantinople began, almaost from
its first foondation, to play the paart
formerly filled by Alexandrin,  Shel.

160, — FLVING
THESSES OF STE. GUDULE,
RRLSELE,

BT

(Reusans, Archialogiv
Clrdifgame.)

W,
-

tered from the invasions thatdevastated
Rome and Italy, it became the centre
of civilisation and art ; Ravenna, the
imperial residence in the fifth and sisth
centuries, wasa Byzntine town. Thus,
the influence exercised by ltaly over
Giaul during the first centuries of the
iddle Ages, was rather Bysintine
than [talian,

This mixture of Northern, Asiatic,
Syrian, and Byzantine clements is
apparent, though difficult 1o analyee,
in the evelution which gave birth sur-
cessively to Romanesque and Gothie
art. It shoold be noted that down to
the eleventh century, the Northern
element was perpetually reinforced by
the afflux of new invaders, Saxon and
Norman ; from the eleventh century
onward, the Syrian and Bymntine ele
mMents were in their turn accentoated
by the results of the Crusades, which
braught the Western nations into per-
manent contact, in place of intermit-
tent relation, with Byzantines, Syrinns,
and Arabs. The Grcco-Roman ele-

PG, Y —%0TRE ERAME, FANIE, WEST PHONT

ment became finter and fainter, ull it
almost disappeared in
tecture.  Indeed,

Gothic archi-
the principle of
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architectural arn in the Middie Ages
was not so much the development, as
the gradual climination of

fhar is to say, anangle farmed by the
intersection of two arches. In the

Grazco-Roman  principles,
under the doal influence of
Asiatic and Byvzantine art
ant the one hand, and of the
barbaric temperament on
the other.

Romanesque architecture
marks the first stage in
this progression, Gothic
architecture  the second.
The result was g adually
achieved by transitions it
is possible to demonstrage |
and thus, withour denying
the intervention of foreign
elements in the develop-
ment of Western art, we can trace the
evolution of architecture as if it had
been perfectly spontaneous., The
tendency  induced by adventitious
elements did not arrest evolution, but
it explaing jts course, Let us briefly
pmnt out the principal phases of this
transformation,

Tracing the evolution of the Raman-
esque church back o its source, we
shall find that, like the Gathic church,
it owed its origin to the Roman basilica
of the fourth century,  Bue it was
found necessary to cover this basilica
o fit it for public worship, and the
tme came when architects rejected
the timber roof, as over-lialile 1o d-
struction by fire, nand also roofs con-
structed of large horzoniml stones, as
involving immense lahour and diffi-
culty in tramsport and manipulation,
They accordingly adopted the vault,
which enabled them to use large
quantities of small stones,

Phe section of a vault may be semi-
cylindrical ; or it may be a pointed arch,

Fiil 13 —CUEVET OF NOTRE DAME, FARIS,

same way, the lintel surmounting a
door or window may be replaced by
a round-headed arch or a pointed arch.
The round-headed arch may be called
the vital principle of Romanesque
architecture, the pointed arcl that of
Gothic architecture,

These twa types differ not merely
in form, but in construction. There
are two kinds of vaults: the harrel
vault, a hollow demi-cylinder with
or without arcs-doublesux; and the
groined wvault, the exterior, or ex-
tracos, of which shows four groins,
and is formed by the intersection at
right angles of two demi-cylinders.
An essential variation of the groined
vault as known to the Romans is
the groined vault with projecting ribs.
Whereas the Romanesque vault is g
homogencous dome, owing its salidity
te its points of support, the groined
vault with projecting ribs owes its
solidity to the network of arches, or
elastic ossature, which holds it up as
if in equilibrium,

H
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The groined vault with projecting
ribs was first used in Italy after the
eighth century, by the Lombard archi-
tects, whose ant, though it developed
under Hyzamtine influences, was nat
merely an imitation of Dyzantine art,

The Roman basilica, roofed and
enclosed, had become the Christlan
church. The same model did duty
in the Weet for four centuries.  After
the death of Charlemagne, civil war

Fit. 1GL—CUHANTHRS CATHEDNAL
(Manmarenty Histortgmes,)

and the Norman incursions checked
the advance of civilisation, and the
superstitions terrors with which the
approach of the dreaded vear 1000 was
regarded, paralysed the  Christian
world, When these were dissipated,
a period of great activity set in, de-
scribed by the  chronicler, Raoul
Glaber (who died in 1030), in n famous
passage : “ It was as if the world,
shaking off its old tatters, desired 1n

re-clothe itself in the white robes of

the Church” The same writer tells
us that some time after the vear tooo
“all religioes buildings, cathedrals,
country churches, village chapels, were
transformed by the faithful into some-
thing bhenter.” This *something
better * refers to stone vaults, 1
Romanesque architecture, in fact.

One of the most learned historians
of architecture, M. Choisy, attributes
the introduction of the vault in Western
churches to Byzantine and Syrian in-
fluences. The growth of the trade
between Venice and Byzantium, on the
one hand, and Venice and the West on
the other, the frequent pilgrimages
made by Occidentals to Palestine, and
finally the commerce of Asin with the
ports of the Rhine and the Loire, may
be put forward 1o support this theory.
But it is possible that the sight of the
Roman arcades which still existed may
have helped, or even sufficed, to sug-
gest to Western architects the substi-
tution of the round-headed arch for the
horizantal entablature.

The Romanesque church differs in
many particalars fom  the basilica,
It was built in the form of a Latin
cross, that 15 to say, the long nave was
intersected at a point two-thirds of is
length by a perpendicular transept ;
the roof was vaulted, the windows
generally round-headed ; finally, it had
as 1 rule one or more towers, forming
acorpormte part of the building. These
modifications, and several others, were
not at once adopted : we can tmce
their evolution down to the middle of
the twelfth century, and even Inter,
But the general conception was the
same ;o contral nave, lighted Iaterally,
ending in an apse, and side aisles,
generally two in number,

To support the weight of their vaults,
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the Romanesque architects were

ligious architecture. In lItaly, the

obliged to incrense the thickness of principal monument of Romanesque

Fio. 16§ —RIEIVE CATHEDRAL.
[Fhaoto. by Coarleus,)

their walls and pillars. Thick, solid
walls admit of few apertures; the
lighting of Romanesque churches is
consequently insufficient. The same
exigencies of stability led the Roman-
esque architects to increase the width
and diminish the height of their build-
ings ; hence, a certain heaviness is
inscparable from this kind of con-
struction

The oldest and finest of the Roman-
esque churches in Franve are found
south of the Loire. This architectural
style was fostered mainly by the monks
of Cluny, whose vast Abbey church,
destroyed under the first Empire, was
imitated everywhere, even in the Holy
Land. Numerous local schools sprang
up, in Burgundy, Auvergne, Périgord,
&c.  That on the banks of the Rhine,
which was influenced by Lombard
architecture, wis perhaps the most
recent, but the great churches built
at  Spires, Mayence, and Worms,
are among the masterpieces of re-

o9

artisthe Cathedral of Pisa (1063-1118).
A good example still exists in Paris,
thouglh it has been much altered and
restored, the ancient Church of St
Germain-des-Prés.  In England, the
rude architecture of the Saxons, of
which only negligible fragments sur-
vive, gave place to the Romanesque
imported by the Norman conquerors,
The earliest English examples (parts of
Canterbury, Winchester, and Roches-
ter Cathedrals) are therefore closely
akin to FrexLh Norman buildings. But
the independent genius of the English
soon made itself felt in this as in other
domains. By the beginning of the
twelfth century the style, locally known
as Norman in contradistinction to
Saxon, had tiken on a distinct charac-
ter, heavier and more massive than
that of its prototypes in Normandy.
Drurham Cathedral is a typical example
of this naturalised Romanesque,

riG, I.ﬁ_: = AMIEXNS CATIHIEDREAL.

(Photo, by Neurdeg, )

Hitherto, I have said nothing of the
egrve. By an error dating from the
H 1
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beginning of the nineteenth century,
this werm has been applied to the
pointed arch ; strictly speaking, an
ogive (angiva) is the salient rib that
sastains a vault, to augment (awgere
its power of resistance. We may
therefore speak of ogival vaults, and
call Gothic architecture ogival, but we
must not forget that this charcteristic
is not essential 1o the style and may be
absent ; Gothic architecture implics
not ooly the rbbed vault, but the use
of the fying
buttress, and a
decoration in-
troducing  na-
tural forms,
the plants and
fruits. of the
region  round
the building.
The flying
buttress iz a
logical conse-
quence of the
ogive, As the
hieight of the
churches in-
creased, the
walls, which
had been fur-
ther weakened
by large win-
1ln1.1'-:i[:|:!|:r:5, were: no longer strong
enough to resist the throst of the
vaults ; it was found necessary to
remforce them on the outside. To
this end, stone arches, supported at
the spring by solid masses of misanry
ealled buttresses, were raised against
them on the owsside. These arches,
kuown as flying buttresses, were thepe-
fore designed to carry the vertical
thrust of the lofty intedior vaults ta
the eatsfie of the building.  There is

Fit. 105 —aTHASEL R
CATHEDRNAL,
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nothing analogous in any other system
of construction.
Thus, we see that whereas the
heathen temple and the Romanesyue
church contain within themselves the
principle of their sability, the Gothic
church owes : jts safety to external
abutments ; it is like an animal, part
of whose skeleton should be outside

Fivh 1B —SAINTE enafiLy H, FARIR
(Phato. by Livy,)
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its body. These buttresses and arches,

though disposed and decorated with

much art, naturally suggest the idea of
crutches.  Thus, Gothic art, although
it produced exquisite masterpicces,
bore within it o menacing perm of
i and among  the hundreds of
Gothic buildings we know, there is

scarcely

ey

one  which  was entirely
finished ; many were alrendy partially
ruined, when the wark of ompleting
them was being carried on.

It scems nearly certain that the
first Gothic monuments were built in
the le de France and in Picardy.
The south, where the light was more
brilliant, and the Roman teadition more
vital, remained faithful to the Roman-

esiue basilica; in the Narth of France,

from an early pediod, architects sought
to produce a type of church that would
| admit of larger and more numerous
apertures.  The teaditions of timber
' construction may, as Courajod has

suggested, have contributed to this
evolution of the art of building. Ty
“the North® is a somewhat vague
term, and though Gothie an first

Aourished between the Seine and the

Somme, it does not follow that the

11

intersecting arch was invented in this
rr._.:i"TI-

In Germany, Gothic [art did not
Apper before 120 '\[:I;_.{f](‘|‘l'.|l';._ 1.
is |:l.l']-l.'l\.".:!| certain that French Gothic
preceded German Gothic by about a

CENIUT In the Defde France, st
Maorienval, an exnmple exists, dating
fram 1115, This fact, ¢ lished in

1990, was cited né a conclusive evi-
ilence of the priotity of French Gothic

for some ten v

ars, Hut quite recently,
have
been discovered in Picardy, and in
England, where the ogival vaults of
Durham Cathedral are said to date
from the beginning of the twelfth
centiry.  We may  therefore
enquire, not if the GothicTstyle first
flourished in the 1e de France, which
IS a1 matter beyvand controversy, but

ogival arches

JUSt s

now

WYiew ol inlerion )

if the invention which is its distin.
guishing chamcteristic was first made
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in the lle de France, in P cardy, or Besides the  hypothesis  which
in England, where it may have ascribes the discoy ery of the inter-
secting arch to Western Europe, there
15 another, which attributes the inven-
tion to the Syrians ; the rise of Gothie
architecture was, in fact, contemporary
with those armed pilgrimages or
crusades which brought Syrin into
intimate relations with the north-west
of Eurape.

However this may be, the new style
evolved with great rapidity. The
Gothic choir of the Abbey Church of
St. Denis was begun in 1144, the
Church of Noyonin 1140, Notre Dame
(Paris) in 1163, Bourges in 1172
Chartres in 1194, Rheims in 1211,
Amiens in 1215, The Sainte Chapelle

Flz, 170, ~PETERBONCUGH CATHEDRAL, WEST l':-f‘ Caris. wis .12111'|:5(!1.'Fﬁll_'d in TRAS,

et e Figs, 161-168.) From the north of

. France the Gothic type—propagated

been nitive ornot.  Orwe may perhaps  more especially by the monks of
go further, and ask if the idea may Citeaux—passed into Alsace (Stras-

not have developed simultaneously  burg, 1277), into Germany (Cologne,

Pty 17L—=LINCOLY CATHEDRAL

iPhato, by Speaner, |

in the wo countries, each working  1248), inta Ttaly
out identical principles of construction
in its own vernacular,

(Milan), into Spain,
Portugal, Sweden, Bohemin, and Hun-

gary. The French Crusaders intro-
1oz

——
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duced it into the island of Cyprus and
into Syrin. In England, it assumed a
natianal chiracter, the main featres
of which were a greater structural so-
briety and care for solidity, combined
later with more richness and beauty in
the rilibing of vaults and in ornament
generally, and a tendency to rely upon
length for sublimity of effect, rather
than upon height, as did the French
architects. Ithas, however, been made
a reproach w the English

in Gothic architecture, determined by
the shape and decoration of the win-
dows ; to these the terms & fameettes

(lancet-shaped) or Primitve, Repos-

sl or Secondary, and Flasdayant
or Third Period, are applied in France,
while in England three distinet periods
are also recognised, and generically
distinguished as Thirteenth Century,
or Early English ; Fourteenth Century
or Decorated, and Fiftcenth Century,

Gothic  artists  that they
made an excessive use of
vertical lines, especially in
their windows (Figs. 169,
170, In 1174, a French
architect, William of Sens,
rebuilt  the cathedral of
Canterbury (Fig. 169) which
had been, for the second
ume, destroyved by fire,
The choir of Lincoln was
built from 1190 to 1200
(Fig. 171}, that of West-
minster Abbey (Fig, 16ga)
from 1245 to 1269 ; Salis-
bury from 1220 to 1238
Everywhere else, the French type pre-
vailed.  Chartres and Dourges were
the models for Spain; Noyon and
Laon were imitated at Lausanne and at
Bamberg (the towers) ; Cologne is a
combination of Amiens and Beauvais,
The country which least readily assimi-
lated the Gothic style was Lialy (Milan
Cathedrall, The Romanesque churches
did not disappear here ; there isan un-
broken continuity between them and
the buildings of the Renaissance,
whereas Gothic art intervenes as a
brilliant episode, the apogee of which
was but little removed from its de-
chine.

Three periods have been discerned

Fi 172—TEL DN CLUKY, PANIS

or Perpendicular (Fig. 170). Dut all

these terms are somewhat loosely
applied. It will be enough to say
here that the principle of = Gothic

architecture led it on incessantly to
increase the height of vaults, to enlarge
open spaces and windows, o multiply
belfries and pinnacles. The Gothic
churches of the fificenth century are
both mannered, and alarming in the
oversslenderness of their  structure.
Gothic art was not crushed by the
art of the Renaissance @ it fell a victim
to its inherent fragility.

Churches were not the sole fruit of
Gothic art, though the cathedral is its
most perfect expression.  Among the

o3
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monuments of its later pedod are the
beautiful town-halls of Flemish cities

Fig, 1734}, which rosc confronting the
churches, with belfries containing the
municipal bells, as if 1o svmbolise the
growth of a new power, that of the
civic laity. Other productions were
magmificent abbeys, notably that of

Mont  St. Michel, and charming
private houses, such as the Hotel de
Cluny in Paris (Fig. 1723, and Jacques
Carur's House ag Bourges (Fig. 1730
Fortified castles, and keeps, or donjons
(from the Latin domdininvm) in the
Romanesque  style  had multiplied
from the tenth contury onwards.  The
exigencies  of deferice  forbade  the
full acceptance in these of a style in
which open  spaces  predominated -
but Gothic art inspired the interior
arrangement, the decoration of the
doors, the windows, and the roof 3 it
will suffice to instance the eastles of
La Ferté-Milon and Pierrefonds,
dating from the close of the fourteenth
century, buildings which have been
Jjustly eulogised for *their imposing
musses, their noble ouilines, the Doric

pride and frankness of their perpen-
dicular design.”

If the aim of architecture, considered
as an art, should be to free itself as
much as possible from subjection to
its materinls, it may be said that no
buildings have more successfully real-
ised this ideal than the Gothic churches,
And there is more to be said in this
connection,  Its light and airy system
of construction, the freedom and
slenderness of its supporting skeleton,
afford, as it were, o presage of an art
that began to develop in the nineteenth
century, that of metallic architecture,
With the help of metal, and of
cement reinforced by metal bars, the
moderns might equal the most daring
feats of the Gothic architects: it
would even be easy for them to sur-
pass them, without endangering the
sulidity of the structure, as did the
audacities of Gothic art.  In the con-
flict that obtains between the two
elements of construction, solidity and

: -

FlG- 3734 ~R0TEL DE VILLE, AREAS.

Open space; everything seems to show
that the principle of free spaces will

1a4
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prevail, that the palaces and howses of  the revival of the Graeco-Koman stvle
the future will be fooded with air  from the sisteenth century w our
and light, that the formula popularised  own day, we shall sce a et more
by Gothic architecture has a grent  enduring renaissance of the Gatlie
future before it, and that, following on  style applied 1o novel materials,
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XIII
ROMANESQUE AND GOTHIC SCULPTURE

Titg Church the Patroniss of Art in the Middle Ages.—The Origin of Painted Glass.—

Tluminated Manuscripts,— Decorntive Seulpture in  Romanesque

and Gothic

Churchis. —Conventional Chameter of Romanesgue Ornantent.— Lealistic Chamcter

of Gothic,—The ** Vintage Capital ™ at
Gothie Cathedrl —Vincent de Beaavais®

Rheims —The Educational Intentinn of the

Miroir du Mande.—The Supposed Ascelic

Character of Gothic An Denied.—The Anti-Clerical Tendencies of the Gothie
Fusgeiers o Bomantie Fiction.—Fortmit Stalues on Tombs.—Statuettes in Wowl

and Ivory.—The Serenity of Guthic Art.

THE Church was not only rich
and powerful in the Middle Ages;
it dominated and directed all the
manifestations of human  activity.
There was practically no art but the
art it encouraged, the art it needed to
construct and adern its  buildings,
carve its ivories and reliquaries, and
paint its glass and its missals.  Fore-
most among the arts it fostered was
architecture, which never played so
important a part in any other socicty.
Even now, when we enter a Roman-
esque or Gothie church, we arc im-
pressed by the might of that vast
force of which it is the manifestation,
a force which shaped the destinies of
Europe for a thousand years.

Wall painting; the special art ot
primitive Christianity, was relatively
neglected both in the Romanesque
and Gothic periods.  This  was

primarily a result of construction.

The Romanesque churches were too
dark ; the Gothic churches had very
few flat surfaces suitable for decora-
tion. On the other hand, these later
had Iofty windows, which had to be
filled in and beautificd by coloured

—The Rise of the Bargundian School.

glass. The art of glass painting is
inseparable from Gothic art, and it
was during the apogee of this art, in
the thirieenth century, that the glass
painters lavished their masterpicces
on the churches of St. Denig, Churtres,
Poitiers, and Sens. ™ The brilliant and
somewhat crude colour proper to
coloured glass exercised an undeniable
iniluence on the painting of the fifteenth
century, Some time had to elapse
before the eye could accustom itself
to tones more fused and discreetss
While glass painting was in its
glary, the illamination of manuscripts
was also practised. DBut it was not
until the middle of the fourteenth
century that this art achieved any
pre.eminent  results, Down to this
time, illuminators and calligraphers
worked from coloured designs which
they transmitted to one another
Originality was shown chietly in the
initials and the borders, which were
sometimes treated with astonishing
schness of invention (Figs. 174, M3}
—The decoration of HKomanesgue
churches was often carded out by
the monks who buile them ; that of
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Gothic churches was essentially Jthe
work of lay sculptors, fweecders, and

FiGe IT4-—INTENLACED ORNAMENT.
From the Irish manascript l'.m:ur? os the Hook of
Diirrow (seventh t.:l:lltl.'lr_\.'l {Trinity Callege,
Ehgld i,

(Photo. by Lawrencs )

stone-carvers, who formed themselves
into guilds. Inboth epochs the favour-
ite form of decorntion was the bas.
relief, » The Romanesque  sculptors
amamented the tympann of porches
with large religious compositions ; they
also carved * histories,” and figures of
men and of animals on the capitals of
columns and on friezes. The Gothic
sculptors, more especially in France,
mtrodoced  reliel and statues jn all
parts. of the vast buildings, in the
porches, the galleries, and the choir.
stalls, It has been calewlated that
Chartres Cathedral contains no less
than 10,000 figures—statues and reliefs,
persons and animals painted on glass,

Although: the transition between
Romanesque and Gothic sculpture was
not abrupt, and there are monuments
in which the characteristics of the two
are associnted, it may be said thae,
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taken as a whole or at the apogee of
each, the contrast between them is very
striking.

Romancsque sculpture is the pro-
doct of very diverse influences, which
vary i intensity according to the
country ; foremost among them was
the persistent influence of Koman art—
especially in Italy and the south of
Frince—and to this were added
Byzantine, Amb, and Persian cle-
MEnLs, tl‘;l'l'l.‘rl'nil'.h'_'ll b&‘ War oOr com-
merce, and the influence of the art
of northern countries, with its taste for
complicated forms and interlacements,
One influence 15 lacking in this com-
posite art, that of Nature, studied at
first hand, The Romancsgue sculp-
tors having eves, saw not. V'Their art
15 sometimes majestic, powerful, and
decorative ; but it is always abstract,
conventional, and indifferent toreality.

FIG, 17— ILLUMINATED INUTIAL WITH 1cTERs
LACED ORXAMENT.

From the I manuseript Tisown as the Hook of
ol Kells lefphih ceny ury) {Frinity Caslbege, Dhubilin,
(Phata, by Lawrence.)
'
Pr 1
One of the mest characteristic ex. |

amples that can be quoted is the tym-
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FiG. I70.—THE LAST l| LGMEXT,
Tympanuns in Porch of Ausun Cathedral,
(Photo, by Girauidan, §

panum of the Cathedral of Autun, repre-
senting the Last Judgment (Fig. 176,
This vast composition, dating from
about 1130, is not lacking in grandeur ;
it even reveals a remarkable wste for
vivacity of movement,  But the drw-
ing is grotesque, the bodies ludicrously
clongated, the draperies stiff and
mesgrel"The tympanum of the Church
of Maoissae (Tarn ot Garonne), later by
some twenty years than that of Autun,

TG, BF7-—=CHRIET WITH T
THE ELDEKS (W

EVANCHLISTS ANML

THE AFSCALYVISEL

Uympanam b Perch of Abbey Church
2l Molssa

(Photo. by Girandon)

s havdly less barbaric (Fig, 177, Dut
here again, while the drawing is very

defective, we note a mohility and
variety of attitude which show that the
vitality of native tendencies had not
succumbed to Byzantine hieraticism.
In contrast to this Romanesque
art, s yet in bondage to convention,
ignorant or disdainful of Nature, the
mature Gothic art of the thirteenth cen-
tury appeared as a balliant revival of

realism. The great sculptors who
adorned the eathedmals of Paris

Amicps, Rheiins, and Chartres with
their works, were realists in the high-

est sense of the word.  They sought

m Nature, not only their knowledge of
human forms, and of the draperies that

cover them, but also that of the prin-

ciples of decoration.  Save in the gar-
goyles of cathedrals and in cerain
minor sculptures, we no longer find in
the thirteenth century those unreal
figures of nnimals, nor those orna

ments, complicated as  nightmares,
which load the capitals of Romanesque
churches ; the florm of the country,
studied with loving nttention, is the
sole, or almost the sole, source from
which decorators take their motives.
It is in this charming profusion of
flowers and folinge that the genius of
Giothic architecture is most freely dis-
played One of the most admirble

of its creations is the famous L'.:p:'fr;.-’l
of the Péntagpe in Notre Dame ot

Rheims, carved about the vear 1230,

Since the first century of the Roman

Empire (see p. 8o} art had never

imitated Nature so perfectly, nor has

it ever since done so with a like grace

and sentiment.

The Gothic cathedral is a perfect
encyclopaedia of human knowledge.
[t contains scenes from the Scriptures
and the legends of the saints ;: motives
from the animal and vegetable king-

I Ox)
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dom ; representations of the seasons,
of agricultural labour, of the arts and
sciences and cradts, and finally moral
allegories, as, for instance, ineenious
personifications of the virtues and the
vices. In the thirteenth CENLLIY &
learned Dominican, Vincent of leau-
vais, was employed by 5t Louis 1o
write a great wark which was to he an
epitome of all the knowledge of his
times,  This compilation, called T
Mivrorof fhe World, is divided oo

ETING NETWEEY ANKAHAM
ELCmI=ED

Cathed
by - i

undler the lofty direction of the Church,
which left nothing to chance. It was
present always and everywhere, advis-
ing and superintending  the artist,
leaving him to his own devices only
when he modelled the fantastic animals
of the gargoyles, or borrowed decora-
tive matives from the vegehble king-
dom,

Fli. 175" THE vIXTAGE

K There are certain prejudices against
this admirable, though incomplete, art,
which it is difficult to combat, It is
often said, for instance, that all Gothic

Rbeims Cathe
(Photo, by Th

four parts : the Wirrer of Nature, the
Mirzorof Seience, the Moval Mirvor.
and the Historical Mirror. A contems-
porary archieologist, M. E. Male, has
shown that the works of ant of cur great
cathedrals are a translation into stone
of the Mirror of Vincent of B sV,
setting-aside the episodes from Greel
and Roman history, which would
have  been aut of place. It" was
not that. the dwagrers had read Vin-
cent's: work 3 but that, like him, they
soipghit to epitomise all the knowledge
of their conteniporaries. > The first aim
of their art is not- to please, but to
teach ; they offer an encyclopedia for
the use of those who cannot resud,

transkated by sculptor or glass.painter
intt a clenr and precise language,

110



ROMANESQUE AND GOTHIC SCULPTURE

figures are =iff and emaciated. To
convince ourselves of the contmry we

Fic, 18L—Aa i
Rhbeims

need only study the marvellous sculp-
ture of the meeting between Abraham
and Melchisedech, in Rheims Cathe-
dral (Fig. 179) ; or again, in the same
cathedral,? the Visitation, the
Praphet, and the standing Angel, or the
EXOuisite .1I-1:|:,:|:|.a|r_'l',4.-t' Bordepux Cathe-
dral (Figs. 180-183). What can we see
in these that is stiff, sickly, and puny ?

seated

The art that has most affinity with
perfect Gothie is neither Romanesque
nor Bymntine, but the Greek art of
from 500 {0 450 BC. By o strange
coincidence, the Gothic artists even
reproduce the somewhat stereotyvped
smile of their forerunners.

It has alzo been said that Gothic art
bears the impress of ardent piety and
emotional mysticism, that it dwells on
the -1I|'I!'<'1i11'r:1 of _III;‘-I.'.:‘:., of the Virgin,

! The anthor of this amazin
eertainly  have see il

FFU st
n 1 tel o
rs. But which and where were these?

T

and of the martvrs with harrowing

Thoze who believe this
never studied Gothic art, It is
truth that, & the

Gothic art of the est period, the thir-

persistency.

EI-'.'L'L'

20 far from the

s vl v, ¥ I 1 - 4=
teenth century, never represented any
sufferings save those of the damned.
The Virgin

3 Are .'h"llil:-ll;.: an LTt

never grief-stricken. There is a
single Gathic rendening of the Virgin
weeping at the foor of the Cross.

The words and music of the Strbars

(P 3 N
Mater, which are som &5 Instanced

as the highest expression of the religion
of the Middle Ages, date from the
end of the thirteenth century at the very
earliest, and did not become popular
till the fifteenth century’ Jesus himself
15 ot represented as sufiering, but with
a serene and majestic
The fimous statue known as the S

CXPIEs5100n.,

Bicar o Awifens may be instanced as
typical.

I may remark, in this connection,
that Gothie art treated but few Scrip-
ture episodes, choosing those which
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conveved some doctrine and tended

to edification, that is to say, w the

glonfication of the faith. Such was
the meeting of Abraham and Mel.

chisedech, because Melchizedech

L

viw

Jesus, was ‘both priest and king

il
because, in offering bread and wine to
Abraham, he prefigured the institution
of the 1 On the other hand,

charist,

L T 1 OF  FAY
[ 1 1
Chere { 5t Spire, Corbeil Seing of s

as M. Male has pointed out, medieyl

Arusts seem to have been msena) bl

more  human, tender,
picturesque clements of the ( Hil
W

selves

and
and
Festaments.  The artists them
were not theologians, but they
were directed

by theologians, Now

the theology of this periad, as repre-
sented by the Swwaa of St Thomas
Aquinas, was by no means sentimental,
It was a haughty and positive science,
much addicted to the chopping of
i s

which aspired to secure

el

by appealing to his reason,

[ Su Desiis, near Pay

and not by touching his heart. It is
strange that the same mistake should
have been made in estimating Dante,
the great poet of the thirteenth century.
Because we find in his works o Beatrice
da

and a Francescn

Bimini, he is
credited with modern idens, a senti-
mentul

choly, when he

melan-
was  above all
I:|'|i|1__;:- n thealo
gian, a logician,
and a politician,
The sickly, tear-
ful, plaintive
Muddle
anabsurd inven-
tion of the Ko
mantic  School
of the nine-
teenth century.

hef.
isthe idea [Rop-

Age 15

less false

|.l.|'-'-\.<'|1| IJ!..' Vie-
tor Huwo, th
the Emag
]'I.ll]
»from the influence of the
that

t."--'.l‘lll'nl.

Church,

and

they  were  independent
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seditions and that liberty
of architecture the medimval
equivalent for modern liberty of the
press~flt was highly dangerous to
appedir independent or seditious in
the Middle Ages, especially when the
authority of the Church was involved.
Such spirits ran the nisk of the smake

of From
1234 to 1239, 1n the reign of 5t Louis,

Epirils,

Wk

or imprisonment for life.

about’ the time of the completion of

theSamte-Chapelle, Robert, Inquisitor
of France, caused 2232
pected of holdin "LJ|.~E]'|E-:||'|.=. to he
burnt alive in Flanders, Picardy and
Champagne.
already said, were only allowed a free
hand in the execution of minor decora-
tions: in all the sacred o [:I:Haf,al'.l_-
subjects they t el

PErsons sus-

The fimagrers, as 1 have

clerks,” in
-:|.l.'|.i r[u:r

ited, the
ather words, the Church, g
hands, Much

been
n carcatures

has

of monks
figure in the reliefs of some cathedrals
but these donot appear at all till the end
of the fourteenth century, and besides,
they are much less malicious than thes
are said to be. The theory of the
mmti-clerical Fmagier is  piquant, no
doubt ; but it is pure romance,

Gothic sculpture. was not confined
to the decoration of cathedmls; it
produced, especially from the four-
teenth century onwards, a number of
memorial

for tombs,
gradually became portraits.

portmiture which led Gothic art from
realism to naturalism, to the rendering
of individeal expression. 1ts first essays

statucs which

It was

were the grfsand and LIEARIES, T80 TEs
cumbent male and female figures, repre-
senting deceased persons, lying in calm,
serene attitudes ; in the sixteenth cen-
tury this type was replaced by that of
the defunct knceling, with hands folded

made of

in prayer, which was borrowed from
the vo

+ figures of domers, and lasted

almost to our own times, The fi

e
nt statues of Hayvmon, Count

NEx

of Corbeil, and of Robert d'Artos
Figs. 184, 183 at
Corbeil and at St. Denis; those of
Philip V1. and Charles V', the works

of André

are  preserved

Beauneven, a sculptor of

Parls
Hainault, who worked mm France, are
in the Louvre

Th

sculpture cther than church decorn-

chief I'.1.1-!.|.|]Iil.u.'- of Gothic

tions, nre statuettes and bas-reliefs in
wood and  ivory, which were often
Ivory was a material much |1II.v!l."n.|. more
the craftsmen of the

nted and pgilded (Figs. 186, 18

especindly by

fourteenth century ; but the curved form

113 I
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of the elephant’s tusk often forced the
artist to make the standing figures he
carved in it protrude in the middle,
as if the weight of the torso were
thrown backwards on the hips. The
types thus created were, however, so
popular, notably that of the Virgin
with the Child, that in the fifteenth
and even in the sixteenth century,
artists working in wood or stone con
tinued to earve Virgins in this curious
attitude, with the head thrown back
and the centre of the body advanced.

I have spoken several times of the
serenily of Gothic art 3 this is a word
I have scarcely had oceasion to use
since I spoke of Greek art Indeed,
the more one considers the matter, the
more clearly one perceives that Greek
and Gothic art are sisters, long hostile,
but at last reconciled, The superior-
ity of Greek art is undeniable, and this
superiority arises above all, from the
important fact, that Gothic art is
essentially the art of draped figures,
The prejudice of the age in which it
flourished, and the natare of the
religions monuments it adomed, for-
bade the representation of the nude
almost absolutely. \-Even when it was
thought permissible to represent it the

result is timid and mediocre ; Gothic
art produced no satisfactory figure of
the Infant Jesus, or of Adam and Eve.
It must further be remembered that
the evolution of Greek art continued
for some thousand vears, whereas
Gothic art, from the beginning of the
fourteenth century, began to show signs
of exhaustion, and became mannered
and complex. A kind of revival took
place, it is true, in the middle of the
fourteenth century, but mainly in mem-
arial sculpture. A new spirit, breath-
ing from bevond the Alps, brought the
lessons of the ltalian Frecenfo 1 other
influences, at present obscure, had
their points of departure in Flanders
and the Rhine Valley. These eles
ments were combined and developed
in Paris, around the Court of Charles
V., and reached their highest fruition
in the Flemish School of Burgundy,
during the lyst quarter of the fourteenth
century.  Yet there is no solution of
continuity in the history of sculpture ;
the genius of the thirteenth century
fmagiors merely became keener and
more  expressive ; it continued  its
course in the great Franco-Flemish
Schoal, and exercised a fruitful in-
fluence upon the painting of the day.
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XIv

THE ARCHITECTURE OF THE RENAISSANCE AND
MODERN ARCHITECTURE

GoTHIC Architecture Alien to the Ttalinn Genius,—HRennissanee Architecture in Ttal o

¥ Remaissance Art" a Misleading Term.—The Florentine Palaces Types of
Remisance Architecture —The Differences between Gothic and  Renmsance
Churches,—The Duoms of Florence.~The Riccardi and  Strozsi  Palaces.—
5t. Peter's, Rome.—The Disastrons Influence of Michelangelo on his Imitatars.—
The Baroque Style.—The Palaezo Pesaro or Bevilacqua, Venice—Renaibssance
Architecture never fully accepted by the Narthern Nations.—French Castles amd
Mansions of the Fenaissance Period. —The Louvre.—Chitean of St. Germain.—
Heidelberg. —Renaissance Buildings in Paris and London.—The Rococo Style.-
The Empire Style.—French Architecture of the Second Empire. —Renaissance
Architecture in Germany.—Maodern Gothic in England.—The * New Art," or
Anglo-Belgian Movement.

GoTHIC architecture, essentially a

If the statues and paintings of ancient
Franco-Germanic manifes-

Rome had disappeared, or were buried
under ruins, the soil of the peninsula
was covered with Roman monuments,
te which no single ltalian builder for
ten centuries had dreamt of tuming for
inspiation, Indeed, far from this,
architects often demaolished them to
miake use of the dressed stones.  But
the time came when Humanism, by
which we mean a taste for the literature
and history of the ancients, drew the
attention of artists 1o the character of
their monuments. 1t was then that
the architecture of the Renaissance
arose § it must be looked upon as a
consequence of the Humanist move-
ment, together with which it spread
into the West of Eurape,

The term “Renaissance® is by no
means a happy one, for it implics two

it 1BR—gICCARIN PALACE, FLONENTE,

tation, struck no very deep roots in
Italy. It seems strange at first sight
that Groeco-Roman architecture should
have found nn imitators till so late.

mistaken ideas ; that art was dead,
and that it rose again in its old form,
As a fact, art was not dead, for dead
things are not capuble of evolution ;
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and at the beginning of the revival,
classic art found disciples, but not

i
CANCELLEELA, WOME.

FiG, 1Bgp—COURT OF FALAZED DELLA

copyists.  The men of the Renaiszance
themselves may have cherished the
delusion that they were repeating the
lessoms of Kome, but in reality they
were merely innovators, who had pro-
fited by these.

The pnew art, which
borrowed the forms and the setting of
antiquity, wias animated by a very
different spirit, a spirit modified by
ten centuries of Christianity, Humanity
no more repeats its past than a river
flows back to its source ; what we
take somcotimes for resurrections are
syntheses,

The first period of Hennissance
architecture in Italy may be character-
ised as the attempted fusion of the
forms of the Middle Ages and those of
antiquity. Novelty is less apparent
at first in the conception of buildings
than in their decorations, in which
Grueco-Roman motives play a par.
For the first time since the fall of the
Empire, civil architecture becomes

more imposing than religious architec-
ture. This was a consequence of the
progress of the secular spirit. The
type of the new art is the Florentine
palace, a massive structure built round
a quadrangular court with a columned
portico (Figs. 188, 189). The exterior
still preserves the character of the
medimval fortresses, in which selid
surfaces occupy far more space than
apertures. It is in the interior, with
its arcades, its rows of columns, the
decaration of its pilasters and vaults
that the imitation of antigque models
manifests itself (Figs, 190, 191}

Some of this decorntion, no longer
realistic but fantastic, was inspired by
that of the Roman tombs lately exea-
vated, and known as greffoes ; hence
the term grodesgiee, which, in its original
sense, implies no sort of censure or
ridicule.

The Rennissance church  differs
from the Gothic church, mainly in
that it is gencrally crowned by a copola
square on plan ; clustered columns are
replaced by pillars, the vault on inter-

DECOREATION UY

¥it. 1pa—"" GROTESUE y
FERUGENIA,

I the Cambio at Perogio.

secting arches by a barrel vault or a
horizontal coffered ceiling ; on the
exterior we find columns, pediments,
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and niches, all the varioos elements of
Roman art.,

The Florentine Brunellesco
(1377-1466) was the initintor
of the first Renaissance. [
From 1420 to 1434 he raised
the dome of the Cathedral
of Florence (Fig. 192) 10 a
height of about 330 feet.
This Romanesque building
was begun in 1274 by Arnolio
di Cambio, and continwed

Classic influences are more apparent
in the Riccardi Palace, the work of
Michelozo about 1430 (Fig. 188), and

after 1357 by Francesco Ta-
lenti on a modified plan. It
was alsa Talenti who, in
1338, finished the beautiful Gothic
campanile, begun under Giotto's direc-

PG 152—THE LUOMD, FLONKSCE.

tion, and from his plan (1334-13300.
About the year 1443, Drunellesco
began the Pitti Palace at Florence,
It is a building charcterised by a
severe beauty, due mainly to the
clarity of the design and the perfection
of the proportions ® (Fig, 1g3),

! The greater part of the Tini Pakiee
was hoilt by Ammanati alout 1565,

Pl 19T =FHAOMEXT OF sCULPTUORED PRIEZE:

Ducal Palace, Urblno.

in the Stroesi Palace, Florence, built
about 1489 by Benedetto da Majane
and Cronaca. This Is surmounted by
an attic or cornice inspired by the best
Roman models and justly celebrated.
As in the Pitti Palace, the facing
stones are rough hewn ; this manner
of dressing them, koown as rusfios,
which is adopted in many Florentine
buildings, emphasises the pgpjections
of the stones, and induces a rich play
af light and shade on the fagade.

The marvellous facadeof the Certosa
at Pavia (Fig. 193] was built in 1491,
two years later than the Strozzi Palace.
Here decoration abounds, infinitely
rich and varied ; if it borrows elements
from antique art, it lavishes them with
truly Gothic exuberance, The architec-
tural lines disappear under the pro-
fusion of stntues and reliefs. This

IR-—VIEW OF THE PITTE PALALE, FLOREXTCE.
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peculiarity makes it a type of the
transition from the ogival churches o

FHi Ped—VENDRASHNT PALACE, VENICE.
Bhuile by P, Lombardo, 18

those in which the Roman constructive
elements predominate.

The ecentre of true Renaissance
architecture, characterised by the
constructive, non-decorative use of

columns and pilasters, was not Flo-
rence but Rome, where the monements
of antiquity furnished models. It
began with Bmmame of Urbino
(1444-7514), the director of the first
works undertaken at St. Peter’s (Fig.
196). His influence was principally
exercised to restrain parasitical decor-
tion and cmphasise the structure of a
building ; this formula has become the
law of modern architecture.  Perhaps

the most gifted of his successors wns
Andrer Palladio, who worked at Venice

(1318-1580). A characteristic work
by him is the Chorch of the Redentore
in that city. Asan example of a palace
built in this second phase of the Renais-
sance, we may cite the beautiful
Library of St. Mark at Venice (Fig,
197}, the work of Jacopo Tatt, called
Sansovino (1477-1570), with its Doric
ground floor, its lonic first floor, its
graceful frieze and balustrade enriched
with statues.

The third period was entirely domi-
nated by the influenceof Michelangelo
[1475=-1564), especially from about the
year 1350 onwards.  This redoubi-
able genius imposed picturesque ele

FIG: 10— NEAMANTE'S DESIGY VOB §5T. FETER'S,

MR
ments and individual fancies upon
architecture, He continued, but did

not finish, the enormous Church of
St. Peter, the plans of which had
already  been  modified by several
architects, Raphael among the number.
After the death of Michelangelo, the
huge cupaola, some 430 feet high, was
finished from his designs; but the
fagade was spoilt in the seventeenth
century by Maderna, and more especi-
ally by Bernini, the asthor of two
lateral towers by no means pleasing
in their effect. To DBernini, never-
theless, we owe the dduble eolon-
nade, which gives the whole Purza

111



THE STORY OF ART THROUGHOUT THE AGES

the appearance of a vast vestibule
before the church (Fig. 198. The
interior, completed in the seventeenth
centuty, is grandiose and splendid to
a degree, in spite of the occasional
over-exuberance  of
Fig. 199); the exterior can only be
appreciated from a distance, and has
an illusory effect
upon the
tor when viewed
from the Pinxza,
It is the largest
church ever built,
COVETNG @ SUpPer-
ficies of
225000 3quare
feet, while Milan
Cathedral and St
I'aul's in Lon-
don occupy only
some 118300,
anid Cologne
Cathedral
75,300, Hut truc
greatness, as has
often been =aid, is
a result rather of

the decoration

Vvisi-

Over

some

proportion than
Vil 10T = LiRIARY @i I=.I:'-1'|-""~'1'|-"'-':'1"-- nnd
BT. SLANK, VENICE 5t Peter’s, the

work of various
architects and of two centuries, is not
a well proportioned building.

The ecxample of Michelangelo in-
spired a taste for the colossal and a
straining after effect, wo the detriment
of simplicity and good taste. His
disciples have left many powerful and
origmal works, which are marred by
ton great an exuberance of fancy.
This tendency developed, at the close
of the sixteenth century, into the style
known as Barogue, from the name
given hy the Portuguese to irregalarly

i 16l =VIEW OF 5T, FETERE, HOME.

Witk Hernini's Colennede.

shaped pearls (barocee). Tt is a kind
of degencrescent Renaissance art,
all'ed by its defects to the Flamboyant
Gothic of the fifieenth century, s
most '|1ml1nl.1|1-.'1_-t] characteristic being
the preference, of the curved to the
straight lines In the interior of the
churches of this period the so-called

Sesit style held sway it pimed at

dazzling the eye by wealth and varety
of motive, without regard 1o the
true function of orpament, which is
to emphasise form. This was the

period of decoration treated as an
end in itself, introduced everywhere
and in the most contradictory fashion,

FiG.

TERNH 6F £T. FETER'E, ROME
{Phote. by Alinasl.)
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FiG. =ou~HOCFE AT HILDESIEEM, WANOVIER,

resulting  in feverish  visions of
tortured lines and unexpected Te-
liefs. The genius of the Renaissance

succumbed at last in this decortive
orgy, though down to the end of the
eighteenth century it never ceased 1o
produce buildings remarks ible for their
boldness or their elegance. As an
example of the latter, we may mention
the Palazio Pesaro or Hevilacqua at
Venice, where, in spite of the profusion
of useless ornament, the eye is charmed
by the nobility of the proportions and
the playful fancy of the decorntions
{about 1630,

Fiu, ROL—CHATEM OF

CHFSNTEAUR.

Just as Gothic arc hitecture took but
4 feeble hold of lialy, so that of the
Renaissance was not readily accepted
by the northern nati jons.  In France,
a3 in Germany; it was introduced by
princes and nobles; it was useil
for country houses and palaces long
before it was adopted for churches.
When at uu},qh it gained ground in
these countries, LLL Italian Rennis-
sance ok on an individoal character.
a savour of the soil ; the French and
Cerman architects emulated the ll-
jans 3 they did not imitate then

Many French buildings of the first
halfi of the sisteenth century,
formerly attributed to Italian artists,
are. as documents in the archives have
shown, thework of French arc hitects,

Amonp these was Pierre Chambiges,
who built a poart of the palace of
Fantaineblean, and of the castles of 5t.
Genmain and Chantilly, and probably
of the Hitel de Ville of Paris, begun
by Domenico da Cortona, called 11
toccador, on i plan that was aban-
doned i 1535,

The oldest monuments of the French
Renaissance are the country mansions
Luilt in the valley of the Loire during
the reign of Francis 1. They retain
the high sloping roof, the towers,

12
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turrets, and spiml swaircases of the
Aliddle Ages; it is only in the decora-

tion, especially that of (he pilasters
that Italian influences are revenled,

In Germany, the resistance offered
by national art was o e more
determined.  Towns like Nuremberg,
Hildesheim, and Augsbury s1il] pre-
serve the high gabled houses which
perpetuate the widition of the Mid-
die Ages, side by side with their
Halianised churches and palaces (Fig.
200,

We need go no further than Paris
o study the beautiful gnte of the
Chitteau de Gaillon L1502-1510) built
by the Cardinal d'Amboise. and now
erected in the courtvard of e Ecole
des Beaux-Arts. A bolder example of
the style is Chenoncenux on the Cher
(1512-1523) a well preserved huilding,
in which Gothic forms are everywherp
perceptible, under the veil of Rennis-
sance  decoration (Fig. 201). The
masterpiece of this stvle is Cham.
bord, the wiork of Pierre Tringuean
(e 1523}, with its forest of chimneys
and gables, a fairy apparition rising
in the midst of o desolnte sandy

i

plain (Fig. 202, But if we examine
it closely, we are struck by the in-
congruities of construction : a Gothic
roof, a Renaissance main building,
and massive Romanesque towers.
The older parts of the Castle of Blois

1516 and after) abound in charming
Renaissance details, still allied to
Gothic elements (Fig, 203), The Castle
of Fantainebleauis more severe in style,
even a trife wearisome ; the most
severe of all the Francis L castles is
that of St. Germain, where the auster-
ity of the fagade and the flat roof
recall the Florentine palaces of the
eiarly Rennissanee Fig. 204},

The hybrid union of Gothic and
Renaissance is  also found in
several of the churches of this periodd,
as,- for instance, in St Eticnne-du-
Mont (1517-1341) and St Eustache
(1532} in Pars. Towards 1540 i
purification of style took place. Pierre
Lescot, who worked at the Louvre
from the year 1546, Jean Bullant
(1515-1578), who built Eeouen and
Lbegan the Tuileries, completed by
Philibert Delorme, were thoroughly
satirated with the spirit of the [talian

Fi ooy

~CASTLE OF airsy GERMAIN-EN-LAYE
I Resturasion, j

Remaissance, but they also developed
a decorative and |JJII_'1.|ilI'I.‘!-i-l]1.ll.‘ tulent
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which presaged the French art of the
cighteenth century.,

Even in this rapid sketch 1 cannot
refrain from o passing reference to the
Castle of Heidelberg (1545—1607) the
masterplece of the German Renais-
sance, a work which, while Italian in
decoration, remains profoundly Gothic
in sentiment (Figs, 203, 206).

An interesting phenomenon in the
history of architecture is the period of

FiG S0l—CAKTLE UF Wl LK.

Fart Yaill by the ElectorPalatine, Ouo
Henry {1336-1559k

simplicity it entered upon in France
between 1580 and 1630, The combina-
tion of stone and brick gave an air of
gaiety to the fagades of buildings,
while at the same time the suppression
of mouldings and superfluous orma-
ment diminished the cost of labour.
This style, applied to the houses of
the Place des Vosges, aris, and to
the nucleus of the Castle of Versailles,
under Louis XI1IL, owed its accept-
ance to cconomical exigencies, when
France was still suffering from the

miseries wrought by the religious
wars; but in its clarity and quiet
dignity it realised the classic ideal of
Malherbe, the literary reformer of the
age.

The masterpicce of French Renais-
sance architecture, and perhaps of all
modern architecture, is the Louvre. OF
the thousands who have seen it, but few
know it, for its different portions date
from various periods, and it requires

Vi, sl —CASTLE OF Ficiidil iR,

Part il by the Elector-alatine,
Frederick 1V. {ibor-sfoyh

cureful scruting to grasp the distinctive
characteristics.

The Louvre is bounded on the north
by the Rue de Riveli, on the east by
the Rue do Louvre, om the south by
the quay, on the west by the Rue des
Tuilerics. We will begin with the
north-west, From the Pavillon de
Marsan, built under Louis XIV,, tothe
angle of the courtyard of the Louvre,
the whole was built by Napoleon I,
Louis XV11Land Napoleon [T, whose
architects were Percier, Fontaine, Vis-

-
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conti, and Lefuel. The buildings that
enclose the courtyard of the Louvre
date from the reign of

the Rue du Louvre, Louis XIV. com-
missioned Claude Permult to boild a

Lounis XIV. {166o-1670),
with the exception of the
south-west angle, begun
under Henri [1. which is
by Pierre Lescor (1546-
1378}, and the rest of the
west side, including the
Favillon de Sully or de
I'Horloge, built in the
reign of Louis XIII. On
the quay, as far as the
gateway of the Carrousel,
the buildings date from
the time of Catherine de’
Medici (1566-1578). The
rest of the Louvre on the riverside
was constructed by Ducerceau under
Henri IV, but was restored by Lefuel
under Napoleon [I1. (1863- 1868,
The part of the Louvre courtyard
which we owe to Lescot [south-west),
struck the note that was taken up by
his successars, and it is not too much
o say that this courtyard affords the

FIG, Sor.—COURTVARD OF THE LOUVIE, WERT FRGNT,

long monotonous facade with doulile
columns (Fig. 2081, which givesthe mea-
sure of the distance between the art
of the French Renaissance and that
of the age of Louis XIV,

Even the exquisite grace of a Lescot
seemed  frivolous to that age; its
artists no longer sought inspiration in
the Italy of the sixteenth century,
but found  their models

FliL 26l —CoLONKADE oF THE Loy

mst admarable view of a pitlnce in ex.
istence(Fig.2o7). 1.|I1t1il.‘ﬂuti:i(lt,ﬂ|_cing

VHE,

in imperial Rome, The
style then adopted s
known as the academic
style, because it was en-
forced  mainly by the
academies of sculpture,
painting, and  architec-
ture founded by Mazarin
(1648) and by Colbert
(1671}, Perrault’s colon-
nade and the facade of
the Palice of Versailles,
completed by Jules Har-j
douin  Mansard (1646-)
1708}, are memomble ex-
amples of this sad, solemn, and lofty
style, in which symmetry is the supremne
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law, and every picturesque and unex-
pected element isibanished. Mansard's
best work is the dome of the Invalides

—

Figd. 300, THE KME OF THE HVALIDTS, Fakid
stthouette of which,
and majestic {(Fig.
finer than that of
Soufilot (1757-1784)

The imposing fagade of 5t Sulpice
the work of an

Servandoni (Fig. 210), The

Meubles, on the Place de

(1675-1706), the
at once elegant
2098 is much
the Pantheon by
(17313) 1s Italian
architect,
two Gardes

FARIS.

la Concorde, akin to Perrault’s colon-
nade, but greatly superior to it, are

1

b

due to Gabriel, the best architect of
the time of Lowis XV. These fine
buildings have one very unsuitable
feature, the flat Italian roofs, so ill-
adapted to the climate of DParis. As
it absolutely necessary to warm
them, the roofs have been crowned by
a forest of chimney-pots, which pro-
duce a somewhat grotesque effect.
Gothic architecture endured longer
in England than elsewhere, and took a
new lease of hife under the name of
Tudor style (1485-1558. To this tran-
sitional stvle belong the Roval Chapels,

5

P, ann~=MWIENEY Yik

* CHAPEL,
WESTMINSTEE ABIEV:

| PFhoda, by Spooner.)

St George's at Windsor and Henry
VIL's Westminster Abbey
(Fig. 211), with their unigue system ol
fan-vaulting. Hampton Court Palace
is a charming example of the Tudor
style as applied to domestic architec-
ture (Fig. 223). Renaissance architec-
ture only flourished in the time of
Charles L., when it was represented
principally by Inigo Jones ];T—"“""": i
the author of the beautiful Banqueting

Chapel,

3
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Hall of Whitehall,
312}, and by

London {Fig.

Christopher Wren

FIG A2 —NARGUETING HALL
LinNr

i WHITEHALL,

{Phote. by Spooner.)

[1632-1723), the architect of the vast
church of St Paul's, a1 building in-
spired by 5t Peter's at Rome, though
not capied from it (Fig. 213),

The delightful art of the eighteenth
century  showed s influence on
architecture only in little  sylvan
buildings and in interiors. The origin
of the style known as Rocoro is
probably to be found in the omaments-

PAVLS CATHEDIAL, Loknos,

tion of woodwork, which paseed from

furniture to rooms.  Pilusters, colon.

126

nades, and flat .mouldings disappear,
and are replaced by garlands, festoons,
shells, a profusion of sinuous lines
entwining and interlacing ;  every
detail of ornament aims at coming as
a surprise to the spectator.  With all
this we find an exquisite scnse of
proportion, and marvellous dexterity
of execution {Fig. 214).

At the outset of Louis XVL's reign
a reaction, which had been in process
of preparation
from about the
1760, de-
clared itself ;
this was the re-
vival of the Aca-
demic Stvle, im-
properly called
the Empire
Style, because it
reached its apo-
gee under Napo- )
leon 1. Here
again, it was not
the Ttaly of the
Renaissance
which gave the
example ; the
antigue - was the
mvowed

vear

sSearCe

of  inspiration,
and  architects
even ventured to
set up in Paris

FiG. ang.-
FANELIY
UF VEHSATLLIS,

BHCORATIVE
TN CILA THAL

capies of Roman monuments, such
as the Madelelne (begun in 176y,
the trivmphal arches of the Carrousel
and of the Eaile (Fig. 215, and
the Vendéme column, One general
even proposed, about the year 1798,
to bring the Trmjan column  to
Paris. These were errors of taste
that had never  been

committed
during the Renaissance.

The qualities
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of the Empire style are purely execu-
tive ; invention and sentiment have no

satisfaction of modermn wants, He
foretold the advent of construction
in iron, and its promotion

FiL 2T3e—ANC R TRIOMFHE DE L'ETOILE, PANS

part in them. Under the Restoration
anel the July Monarchy, these qualities
were lost, and no compensating origi-
nality replaced them. Happily, this
disastrous mania for the imitation of
the antique was tempered in certain
artists—notably Duban, the author of |
the Ecole des Beaux-Arts, completed
about 1860—by o delicate

from the domain of in-
dustry to that of ant. La-
brouste, in the Riblio-
théque Ste. Genevidve,
and the Reading Room
of the Bibliothique Na-
tionale (1859), and Duc;
in ‘the Salle "des- Pas
Perdus of the Palais de
Justice, admirable con-
structions well snited to
their respective uses, scem
to have been inspired by
these ideas, which did not
rénch full frntion till moch
lager.

The close of the Second Empire
witnessed a revival of ltalian archi-
tecture, especially the Venetian archi-
tecture of the sixteenth and seventeenth
centurics, to which are due UBallu's
Church of La Trinité and Gamier's
Grand Opera House (Fig.217). This ten-
dency still persists, modified by a rather

feeling for detail derived
from the direct study of

Greck monuments, and
by a return to the
severe elegance of great
Florentines such as Bm-
nellesco and  Bramante
(Fig. 216).

At the same time,

Viollet-le-Iuc, a learned
writer of the highest order,
who was also a distin-
guished architect, boldly
enounced the programme
of @ new architecture, emancipated
from the exclusive cult of past styles,
and secking its way in the rational

FiGe St —COURTYARD OF THE BCOLE Dis EEAUX=ALTS, PARIS

more severe taste.  The last important
buildings erected in Paris, the Grand
"alais and the Petit Palals (Fig. 218},
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are Renaissance buildings, in whichthe ments. In the case of these, 1 can
decorative elements are borrowed from  only  indicate the Aliation of styles,
antiguity, but which are
no mere copies of Greek
or Roman monuments,
On the other hand, works
of metallic architecture,
which have muliplied
rapidly since 1878, mark
a more or less deliberate
reaction against the tra- t Il J ” “ “
ditional art of the schools.
Engineering feats, like the
Tour Eiffel and the Palais
des Machines, with their
sparing vertical lines, the
marked predominance of
empty spaces over solid
sirfaces, and the lightness
of their frankly displayed framework, The German Rennissance, interrupted
are much more closely akin to thecon- by the Thirty Years' War, was followed
ceptions  of Gothic architecture, a by the imitation of French and Italinn
rennissance of which, in  different  styles; by the Academic, the Barogue,
materinls, and governed by a secular and the Rococo styles. The finest
spirit, is quite among the possibilities  example of the Baroque style in Ger-
of the future, many is the Pavilion of the Zwinger
The examples I have given here  (bastion)at Dresden(Fig. 219), the work
are mainly French. [ have chosen of Poppelmann (1713). In the nineteenth

Fia ILF—F .\":.'LI:I:I: OF THE OFERA IOGSE, FARLS

century, Schinkel and Klenze
may becited as the protago-
nists of the dominant neo-
Greek style, frigid as are all
imitations, wearisome s are
all  anachronisms,  Mean-
while, in Southern Germany
and at Vienna, a new evolu-
tion in_the direction of the
Italian  Renaissance  took
place. . It is o this move-
ment that Vienna owes her
fine modern buildings, the
University, the Darliament
House, and the two Imperial Museums
(by Semperand Hasenauer, Fig. 220).
In England, the national variant of

FiG, 318 —THE PETIT FALAIN, FANIR

these as conveniently typical, and

not because other countries have

not also  produced notable monu-
123
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the Renaissance style was carried
on in the eighteenth century by the

FAVILION OF TIE IWINOER,
DRESDIN.

(Lobke, Arekifebtur, Sesmann, Leiprg.)

FlG, -

followers of Wren: Vanbrugh, Colin
Camphbell, Kent, Lord Burlington,
Gibbs, and the Brothers Adam. Paord

Flia Z3o—KEW IUFERTAL

MUSELUM, VTENYA
(L' Ard ew FaMeanr, Seemann, Lefpeig.)

Passu with the architecture of these
men, advinced a charming styvle of
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furniture and decoration, of which
Sheraton, Chippendale, and Hepple-
white were the chief exponents. On
their works the style so greatly in

PG, B3t —iPSER (F

FARLIAMENT, Licislig,

vogue at the present day is based.
The neo-Greek style, suggested by the
publications of Stuart, Revett, and
others, followed closely upon this
Renaissance ; the Baroque and Ro-
coco styles were hardly known in
England. Then, as if by way of
rettrn to the national style, there
was 4 recrudescence of perpendicu-
lar Gothic, the most important ex-
ample of which is the Houses or
Parliament (Fig. 221}, buil by Barry
on the banks of the Thames (1830-
1860}, Finally, Belgium raised in the
nineteenth century the most huge nc-
cumulation of freestone in Europe, the
Palais de Justice at Brussels, in stvle
a conglomeration of Assyrian and
Benaissance influences, the cffect of
which is by ‘no means proportion-
ate 1o the vast expense and labour
involved,

Nevertheless, in England and Bel-
gium, there has sprung up within the
Inst few years a new style, which seems
destined to putan end to the imitation
of antigue and Renaissance models in
our day, even more effectually than the

ke
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miroduction of iron buildings, It was
in England, under the influence of

Pl 222, —FALANM DE

JEATICE, ERUSSELS,

the wsthetic writer, Ruskin, William
Morris, and other artists, seconded Ly
the painters Burne-Jones and Walter
Crane, that the movement originated
which transformed the interiors of
houses, substituting for trite and con-
ventional models, in furniture, hang-
ings, and apphed ornnments, expressive
forms, or at least forms which are
intended to be expressive,  Then two
Belgian artisis, Hankar ard Horta,
ventured, towards the year 1893,

o apply equally bold principles 1o
external decormtion, waging war upon
imitation and breaking with all tradi-
tion. An Austrian, Otto Wagner, be-
came  acquainted with this Belgian
movement, and initinted a new school
of construction at Vienna, to which
the term “ Sccessionist™ was applied,
a name which sufficiently indicates its
independent and even rebellious char-
acter.  From Vienna, the * heresy™
spread to Berling Darmstady, and even
Paris, but so far, the new style has had
no apportunity of manifesting itself in
a public building. To define this new
Anglo-Austro-Belgian style would be
almost impossible, for it has no oned,
and seeks its way in very diverss
directions.  But its existence is o well
established fact, which proclaims itsell
in the disposition and arrangement of
private buildings. In its detennin-
ation to belong to its own times, to
reject anachronisms, it is reled, in
spite of individual aberrations, o the
great programine of good sense and
good taste laid down about 1860 by
Viellet-le- Duc,
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THE RENAISSANCE AT SIENA AND FLORENCE
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Verrocchin, Sculptor ar i ~Rotticelli. —Ghirlandajo. —Filipping  Lippi.—

Piero di Cosimo and Lorenzo di Crédi,—iero dei Franceschi anid Laen Signorelli
I Ver-

—The Character of Florentine Painting.
roechio, I."\-"'ll.l.rlll- da Settipnno, —Jac
Andren rovino, —Fifte:
Pericles.—The Living, or T

Florentine Seulpture, —Donatello,
opo delly Ouercin,—Luyea della Robl
Century H' rence compared with the Athens of
Aibe Quality of the Highest An.

THE plastic and pictorial art of the
Fenaissance is not o be defined as an
imitation of classic models. In Tialy,
a3 in the north and east of France,
there was an initinl Renaissance in
the fourteenth century, which owed
little, if anything, to antiguity, ) Tt was
the logical development of the great
Gothie style, passing gradually to
naturalism, from - the art of the
imagiers under 5t. Louis, to that of
the portratists of the time of CharlesV.
Gothic paturalism found its way into

Fit, 33%—THE NATIVITY.

NICEOLA PISANO,

(Pulpit in the Baptiery st Piaa)

Italy, and awoke Italian realism,
which had been slumbering for =
eentury (of p. 83}, But whereas in
France and Flanders, nituralism was
unbridled and soon degenerated into
triviality, in Italy, thanks to the dawn
of Humanism and the study of an-
tigue examples, it was chastened
and disciplined, and learned 1o desire

Fih Zej~~TiE CHUCIFINFON, IH:;H!”I £ven hrﬁ'r"‘ '-'-\I”"-‘-i-"i“"- Thus
Rieieh FIARD. the part played hy antiquity wis that
(Palpit in ihe Baptistery at Piaa) of a teacher, not of n mother s 1t
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Fit, 23— IINIST DEFORE

regulated, but it did not create the
Renaissance,

One art does not act upon another
by mere propinquity. Before any
such action takes place, the second

must have reached a point in its
natural evolution, at which it is
peculiarly sensitive to the first.  From

the fifth to the ffteenth century it
never occurred tothe Ialians to imitate
their antigue buildings; they used
them merely as quarries.” A barbaric
Rome rose side by side with imperial
Rome. About the vear 1240, a school
of sculptors and engravers, who took
as their models the busts and coins

FIG, rar.—HEROD'S
GIOTTO,
(Chirch of 5 Croce, Florence.)

of the Roman Empire, rose in Apulia,
under the fostering puidance of the
Emperor Frederick II.  This school
lasted barely forty years. Niccolh
of Apulia, an artist who had worked

for Frederick, and who was after-
wards more famous as Niccolh Fizano,
came to Piza, and there, in 1260,

carved the pulpit of the Baptistery,
a work which, while Gothic in form,
i5 decoriited with bas-reliefs so skilfully
imitated from those on

Roman sarco-

phagi that they might easily

e
mistaken for antiques (Figs. 22

. 224 and
223). This astounding resurrection
[ the antique wdeal 15 an 1solated
phenomenon, and  bore no  fruit,
Niccold's own son, Gilovanni Pisano,
pure of the Gothic
school, who probably drew his in-
French and Rhenish
Before Italy became sus-
ceptible tothe teachings of her Roman
past, she had o pass through a Gothic
period, of which the first Renaissance,

ol

wis f realist

spiration from

STHITCES,
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FIG, 230.~THl CORORATION OF TIHE viBuix.

FiEA ANGELICD,
{The Louvred

made memorable by and
Dhuccio, marks, not the close, but the
apogee,  Indeed, the Gothic spirit,
madified by the influences of Flanders

Citotto

THE ADOEATHIN §F

TELE BpAGh.

HENGER:
{Palnrey Wiceardi, Florenes )]

POLLEL

amd the valley of the Rhine, did oot
dicmout in laly till the sixteenth
ceatury. It was only then  that
Gricco-Roman westhetics  definitively
prevailed, and inaugurated the pro-
pagandist movement which hias agsured

domination down to
times,!

In the middle of the sixteenth
century it was generally believed in
Florence that  cerain  Dyveantine
painters, who had been summoned to
the town about the year 1260, awakened
the latent talent of Cimabue, and that
this artist was the first lialian painter,
just as Adam was the first man. The
legend went on to tell how Cimabuoe,
in his wn, discovered the genius of
the shepherd, Giotto, by secing him
draw the outline of a sheep on the
rock with a sharp stone. These tales
are mere fables, Cimabue was a
warker in mosaic ; no authenticated

s our own

MHLECE WATY

THESE] THE §EiLENRG
¥ hannl,

(A
IFresca in the Catnpoe Sunto, Plas)

pictares. by him arc
Siona,  the

known
rival ¢ty of Florence,
produced the first [lian painter of
genius, Duccia, who had evidently
seen  aml studied  the Byzintine
paintings and cnamels (1282-1320).
Duccio combined with a2 sense of
grandiose composition, a broad, if as
yet not very delicae, feeling for line

3 us.

 These ideas, which T lave sammed up
m a few lines, were formulated Ly 1.&on
ile [T1|””|"- in 1848, and further developed
by Courajod in 18ga,
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(Fig. 2260, He wasthe first 1o translate
into true pictures, that is to say, expres-
sive proupings of figures, the painted
chronicles of the Middle Ages, which
pious souls had spelt out for centuries
as a kind of Bible for the unlettered.
Duecio was the progenitor of a
pumerogs fiumily of pamters at Siena,
among them Simone Martini, called
Memmi, the Lorenzetti, and Taddeo
Gaddi, who, though they did not equal

- —

Pl g~ FETER ARD J30IX QIVING ALMS.
SEA RN,

the Chrm

iChurch o Flerence.)

the Florentines in power, surpassed
them perhaps in passion, poetry, and
tenderness, A little Siencse picture
of the highest guality is a feast for the
eyes ; but works of the first rank are
tare an this schoal, which produced
e quickly and too abundantly.  The
wenkness of the Sienese school was,
that it aimed rather at the portrayal of
expression and emotion than at per-
fection of form. When once this
tendency is  established, decadence
follows rapidly, for painters vie with
cach other in the rendering of violent

THTRAIT 4F PIFMD SPan

ANUNEA DEL CASTACNO,
M zseuwm, Floretis)

contrasts and cheap pathos, By the
beginning of the fifteenth century, the
vitality of the Sienese school was
exhausted. Thenceforth,
who had leamt from her in the
beginning, sent arists to her

The first of the great Florentine
peuinters was Giotto, whe died in 1337,
Was he influenced by Doccio? It s
pessible. Tt his great ment lies in
rejected  the Bymntine

Florence,

his having

FlG. Tld.~<THF

LAST SUFIEN:

ANDHEA DEL CARTAGNG,
(Sant” Appollonin, Flopence)

tradition, which continued to  hold
Duccio in thrall, To  understand
Giotto, and, indeed, nearly all the al-
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——

ingenious and inventive illustrators,
such as the unknown painters of the
great fresco

3 in the Campo Santo of
Pisa; but, preoccupied above all
with narrative, they made no pro-
Eress towards preater i'lll:il'.:.' and pre-
cision of form. Giottism produced ¥
but one great artist, the monk Fra
Angelico of Fiesole (1387—r1453), and
even he was influenced by Masaccio,
an uncompromising  renlist, Fra
Angelico was the painter far eveellence
of Christianity as preached by St
Francis of Assisi.. The jovs of belief,
the happiness of suffering for the faith,
the beatitude of the elect, have never

FIt, 235—MADONEA WITH TR0 SATFTL been more eloquently expressed than
by him. He was also, though this has
been  often overlooked, a  learned
painter, whose knowledge of the human
form was far greater than that of

VENROCCHIO AND LikEEr
{ Fistoia Catke
{Fhowo, by Alinari)

ian masters, it 15 necessary o study his

frescoes ; but the excellent picture by
him in the Louvee, SE Franeds receis ing
the Stigmata, gives some faint idea of
his powers, Giotto's drawing is not
.|.|'|'|'.l_'.'- correct, his 1_1r.|.]':|r Fes ATE SOMme.
times heavy and his heads valgar; but
with what clanty and poetry he ex-
presses what he has to say ! LGiotto's
frescoes at Assisi, illustrating the life of
st Francis, and those at Padun and
in the Church of Santa Croce at Flor-

ence (Fig. 227) are among the most
charming achicvements of painting,
although not one of the figures they
contain is above criticism,

Giotto wis inspired by the Gothic

masters, notably by Giovanni Plsane,

2 B . FIGe 330, —FMALYHENT oF THE CiERONATION OF
(el 1329, but above all, by Nature, THE VIRGIH,
His dis E|J:l 5 WwWent |“':|1|:.' all merely FILIFFO  LIrrL
- & - lorence. )
Giotfesgues, who escaped from  the {Flivonse.

! s (Fhots, by Anderson, )
splutary  contact  with  realities,

Their very prolific school extended Giotto = but his mystic lyre had but
throughout Iealy. It produced miny  few chords,

136
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wdity in his genios, the reflection of a

somewhat puern

= soul, whose outlook

was bounded by the walls of a cloister,
His suave Vi

us at first, and finally

gins and angels delight

pall on us ; we
long for a few wolves in this img

-||.t'|.'L|'|-| ld (F i;_; 3, 228

ible
220)fFra An-
gelico’s best pupil, Benorzo Gozzoli
1420—1406]) reveals himself as the
most exguisite and naive storyieller of
the Renaissance in his frescoes in the
Palazzo Riccardi at Florence, at San
Gimignann, at Montefaleo in Umbria ;
his visions of the world are the golden
dreams of a child (Figse. 230, 231).
But the not peopled by
children, ner can it live by golden
dreams alone,

Giottism would have dragged down
Florentine the puerility of
pictistic llustration, if the naturalism
s0 brilliantly vindicated by Donatello

|

world is

Bnry Lo

in sculpture had not nlso found a
great pictorial interpreter in Masaccio

SIENA AND FLORENCE

Fid, a3i—ToRIAR A
A TOHLEAY
I Msisenm, Ty
{Photo. by Ande
1401—1428). The Brancacci Chapel,
in the Church of the Carmine at

Florence, dec

rated by Masaccio with
frescoes, was a source of virile inspira-
tion to all the Florentine artists of the
fifteenth century ‘Fig. 232).  His con-
I:I'Il'||:.ull.'1ri|.'.'|. Paolo Uecello, the first
painter of battles and of perspective,
and Andrea del’ Castagno, a master
of almost brutal vigour—influenced,
like himself, by Donatello—completed
the work begun by him and disgusted
the Florentines with imsipidity (Figs.
233 234). Fra Filippo Lippi, another
monk, but a monk who had not alto-

pether broken with the world (1406—

1403), was, as it were, the synthesis of

Fra Angelico and Masaceio ; strength

still somewhat rugged in its vigour
—is happily married to tendemess in
his best works, examples of which are
te be seen both in the National Gallery
of London and the Lowvre (Fig. 2360
Verrocchio {1435—1488), who is best
known as a sculptor, proves himself

137



THE STORY OF ART THROUGHOUT THE AGES

a master of ling in his rare pictures
Figs. 235 237): he was, moreover,
the first of the Flarentines to under-
stand landscape, and the part played
therein not only by forms, but by light

3 s
and air. We not, however,

must

that

forger

Lirth

twenty vears before the
of Verrocchiog the Van Eveks

-+ had painted exquisite land-
seapes in Flanders, Italan
art, a5 Cournjod has well
—.1'.-||.. '.1..:.-}‘.1Il t-.l.'.ﬂllnllt'ill:.l.l.
but not the eldest son of
the Renarssance. =.
Botticelli (1446—1310), 2
| somewhat younger masier
than 1'|'|'rr|l-'l'|'|:i~l. Wils I|!-"

pupll of Fra Filippo, but,
[ like

much

Ill.ll':rll-\.l.illi“,. I'.'_' Whals

influenced by the
realist, Antonio Pollaivolo
Fig. 238), a pupil of Dona-

tella .ql'|4|_ ||rl t_'||1']|ll. S He

ici

was one of the most origi-
nal of painters, a creative
fantastic, restless, and
vehement, an artist who, in his IRES
sion for
shot the

riather

genins,  but

line, often over-
and became vialent
The
mixed pleisure caused by his works

L 1|

CXDPTESSIV
miark,

than suggestive very

kind of nervous vibration or

hypervsthesine,  We have heard of

Ther Lanwvre.)

!5_1'-‘ “superman,” a creation of the
disordered brin of Nictsche ; Botti-
cellim |:|"||-|' -I:q.'l:-;l_ the v -.-__||‘_|r-;.|:|;|_t||.1-|'!'.“
"I-"-.'-Illl-'.ll. I.u.i!l:.; H |||l1|:|'i-|, uil:h-au: oveny
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desiring to be ane, he succeeds
in emphasising the continuous
and contagious fremolo of his
line by colour. When he is at
his Dbest, as in the Shrihp, at
Flovence, he gives us the most
perfect expression of Humanism,
the very quintessence of Floren.
tine distinction (Figs. 239, 240).

Botticelli has found his most
fervent adorers amony the neg-
risthenic spirits of the close of
the nineteenth century.  They
fall into ecstatic swoons (for this
15 the fashion in which such
persons express admiration), as
they contemplate, not only his
defer i, Taiat !|:-|-1:; il|. his corsest

imitators. To recognise the real

strength and the subtle vitality
of his art one must have the

i =z nE u
equipment of a connoisseur, O, IR AKDIA
. 5 b - -l I the I i i
['-..-l painters of the maost R L
amazing  facility,  ingenious,
graceful, and transparent, admir religions compositions are enlivencd by
ably expressed the amiable gquali-  gay and transparent colous Figs. 241

43% One of his masterpieces; the

iChareh of Sania Marda Ravelta, Florenoe)

ties of the High Renaissance in

Ituly. The older of these, Domenic s
Ghirlandajo (1440 —1404) 15" a some-
what suaver Verrocehio, whose large (LF s, Fhoe
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Gallery. The son of Fra Filippo Lippi
and the pupil of Botticelli, he was 1o
his master what I:-]lir1,|.r|_|_|;,l':u wis o
Verrocchio. A gifted, but uninventive,
artist, he has, however, given seveml
exquisite works to painting, the best
of which is the Firgin apperring fo
St HBernard, in the Badia at Florence
(Figs. 244-246).  To the same group of
artists belongs Picro di Cosimo, the
creator of charming idylls, an exquisite
portrmait-painter, and a fellow-student

FIG255—THE VINGIN AFFEANING TO ST. HERX AKD,
FILIPFSG LITFPL
(Chorch of the Badla, Florence.)
{Woermnns

1, Gerelicdte der Malered, Sevmann,
iprig.|

Visitation, is in the Louvre. The
younger artist, Filippino Lippi, is not
represented there, but may be studied
in two fine examples in the National

FEANCERIIIL

1L harch of S, Francewso, Arerso,)

with Leonardo. though of inferior gifts,
and also Lorenzo di Creds, whose large
picture, painted in collaboration with
his master, Verrocchio, adorns  the
Cathedral of Pistoia (Fig. 235)

The two piants of the Florentine
Renaissance, Leonarda da Vinei and
Michelangeln, must be reserved for

Fit, zgb—tmy VERIY ABORIRG THa; INFANT special consideration. [t there are
AT

FILIFFIXD Laril two masters, of Southern Tuse any and

iPitt Palzes, Florenes, the Iurlul il n-;u.m;]-,. of \\I:nm

(Photoo by Alimard, W& must sav a few words here @ Plero
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SIENA AND FLORENCE

dei Franceschi and his
pupil, Luca Signorelli
(1416=1402),
cold and impersonal,
occupies a place apart
in Italian art; there is
something  spectral
and  disquieting, to-
with a4 touch
of melancholy disdain,

Piero

gether

in his pale straight

figures. (Fig. 247
Signorelli (1441-13
5 the Dante of fif-

teegith century paint-
ing § he, too, andd,

nml_k‘ almost fierce in
his cRergy, even in the
renderinge of his admi-
rable Virgans with their
powerful 151151‘“. lofty foreheads, and
severe motths. There 15 tenderness
under this m-;'gp.-'l.: of strength, but it con-
ceals el "His Ead of the World

Fig. 230), in the Cathedral of Orvicto,
presages Michelangelo's Last Sy
mient in the Sistme Chapel. His
Education of Pan, in the Berlin
Museum, is a masterpiece of severe
and sculpturesque design (Fig. 248).

* Thus we see that Florentine painting
moves between two extremes, mystic
stavity and melancholy power. It is
a perfect reflection of an  agitated
society, fevered by luxury and enjoy-
ment, and afire with civil discords, a
society in which the fanatical Christiz
iy of a Savonarola jostled the almost
pigan f the Medicean
Court. gave il lessons in
design, and furnished it with examples

Humani=m
Classic art

of the correct milerpretation of forms,
but left it entirely untouched by its
spirit. All the roots of the ]-'[n.|r|;-t15'|_i|'|1_'
soul were deep-set in the Middle Ages ;

FHl =45, Talk

EEUCATION
LUCA BNINOKELLL
Miseuwm, Berlinl,

Pharo, 1 ¥ Hanfstaengl)

it was neither Greek nor Rom:an, be-
cause it was sl 1rl'-.rf|.|1|n-:|.'|:r n_"li_:-_{inl.]:,
altermately illumined and obscured Ly
the radiant or terrible visions of an-
other world.

Floren...:»  sculpture
Lorenzo  Chibes

began  with

15781463} who

TR STORY OF DS 80

ANTY JALLHR,
GHIERTL.

Becond Gate of ihe Bapiivery, Florence. |
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DAMNKLL
SNENURNLLE

I Fresco ai Chvieto

by Awbereon. |

series of
seriptural bas-reliefs which decorate

modelled the marvellous
the wtwo great
bromze doors of
the Bannsicsy
a 't Florence,
1403
and 1432, Of
the second,
Michelingeln
that it
was worthy to
Ti;.;llll" on  the

between

said

pates of Para-
dise (Fig. 249).
These bas-re-
liefs are treat-
ed pictonally,
with planes in

per -_-'|u-r1_i Vi,
and the

distant figures

M

iFloresice, |

in lower relief

Like Masaccin's fres.
wore al

than the rest,

coes,  they sarce ol in-

spiration to the whole Florentine
school.

At the same period, the great Dona-
tello (1386-1466) set the exnmple of a
vivid naturalism in his statues of saints,
his portraits, and his bas-reliefs, as well
as that of an exquisite grace in the re-
presentation of childhood
254%.  Donatella’s naturalism 15 seen
in the manner in which he gave life in
bronze or marble to models conforming
to the Florentine ideal, slender, mus-
cular, encrgetic, and expressive from
head to foot.  “This ideal is almost the
antithesis of that of classical antiquity,
but it is identical with that of modern
art, emancipated from academic bond-
age. Rodin and Constantin Mednier
are the heirs of Donatello, who is
himself much more akin 1o the Gothic
masters than to the Greeks, |

One of Donatella's pupils, Verrocchio

1435-1485), was both painter and
sculptor, The master of Leonardo da
Vinei, of Lo
renzo di Cred:,
and

[-"i:‘_'u._ 2350

many
|.l1]il.‘t.=-. he
created the

most beautiful
equestran fig-
ure of the Re-
nuissance, the
statue of the
condafifere,
Colleone,  at
Venice (1479)
I..r'r-' 255
Another fitt-
|I-ii of Ilana
1"”:”1"'| Dot FliL S53.—ST.
|1‘.'].i“ ‘l’..l '.; . II.“|.- INATELLS
Fig
1y wha dicd vauns, in 1404, was the

"R . : .
A0 ol i fscin i11|1;.: 5_5|r1'.1|:|r||' WO krT.'h

Florence.l

tignano

=

1
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UFT OF NICCOLT DA UEZAN0 (T
INATELLO
(Al pseum,

and more jdealistic
than Donnatello, who has left us heads of
the Virgin, and portraits of women and
children, marked by a sweeiness veiled

in marble, suaver

with sadness, and touched tr}' a senti-
ment *J'llil.‘.' I.:Irik!'m';'.!'l Ty ..|.||...:||‘|'|1'|.' art.

T'o this group belong Mino da Fiesole
o, 14840 Antonio Rossellino (d, 1478),
and Benedetto da Majano (d.
They were |:|'|||'|E!.' t|:||'|r||-}'|'|| on por-
e,

tembs in churches (Fi

1497 ).

volive ||.l=-1r'|'-.'!'-. .".||.1r¢, and

g9 2572
Jacopo delln Cuer . of Siena, con-

Ar]R

temporary with Donatetlo, was Michel-
angelo's exemplar,

A powerful and

sculptor, he was certainly
influenced by Flemish and Burgundian
realism. The delightful artist, Luca
della ]".u|||||.l..1.t|'.1|-|",_;].:.'|'|f Py hromoe
bas-reliefs aforded one of the sources
of RKaphael's mspiration, worked
at Florence itself ; other members of
his family, Giovanni and Andrea, car-
the manuficture of these

glazed terma cottas tll about the year

ried on

1532 Andrea Sansovino {14060 1520,

SIENA AND FLORENCE

YOUTHFEL §T. J0
DM ATELLIL
iMuoseum, Flore:

who worked at Florence and at Rome,
was the artist who perhaps gave most

perfect expression to the sculptural

L WG W,
IV emhce

wenius of the RKepassance, because,

like Raphael in painting, he was alale

i3
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FiiL ;5—’,_-- ALADONEA AND CHMILEN
BESIDERIG DA SETTIGNAND,
I Flogence.)

to reconcile the classic and the Chris-
tian spirit (Figs, 263, 264),

Nearly all the great works of the
Flarentine sculptors have remained in
their native land, whereas those of
the painters have migrated to the
museums of other countries in Iarge
numbers. Hence it is that the former

Fid. 29T —THE ViGN
AN

AND CHILD WITH RAINTE,
A FIESLE.

OF ART THROUGHOUT THE AGES

are less widely known, though they
are no less worthy of fame, Even had
the painting of the fifteenth century
disappeared like Greek painting, the
whaole genius of the Renaissance would
still survive in the works of the great
Florentine sculptors,

But what a difference there is be-
tween Florence, the Athens of the

fifteenth century, and the Athens of
At

Pericles ! Florence there is no

FiGe 25h.=THE NATIVITY.
A WAAICLLIR O,
(Chireh of Monts Oliveto, Naples)
(Phota, ly Alinard.h

serenity, nothing which attests a happy
equilibrium between the faculties of
the mind and the feelings ; now wo

have an agitated, poignant, almost
painful realism, now a languorous

grace, melancholy even in the render-
ing of joy. For between Athens nnd
Florence stood Christianity, a purely
spiritual religion, which deifies suffer-
ing and anathematises the flesh,  After
the dry, dogmatic phase which ended
in the thirteenth century, Christianity
became, thanks mainly to St. Francis
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of Assisi (d. 1226}, a religion of mystic
tenderness and fervid asceticism.  In
an esumate of the art of the High
Renaissance, it is impossible to over-
state the importance of the moral
revolution accomplished by the dis-
ciples of 5t. Francis.\.

The dominant quality of Florentine
sculpture, a quality to be recognised
also, though less definitely, in the
panting, is the delicate firmness of

ik

23— THE ANNUNCIATINN,
RENEDETTO DA SLATANG,
{Church of Monte Oliveto, Naples)
Photo, by Alinan

the lines, a something we might call
their gaedidy,  Why is it that the copy
of a4 masterpicce is rarely itsell a
masterpiece £ 1t isbecause the personal
sentiment of a great arist manifests
itselfl not only in the invention and
disposition of the figures, but in the
infinitely subtle shades of form which
escape the attention of a copyist. A
very just distinction has been drawn
between frvng lines and surfaces, and
dead lines and surfaces.  Only the first
have what a contemporary critic, Mr.

Pl S —ATIAM AND EVE
JACORG IMCLLA QUENCIA.

1Clrereh of San Petronio, Bologna )

Berenson, calls facffe values, that is
tasay, the almost imperceptible quiver
of life, the effect of which on the eye
i5 analogous to that of living flesh
against the fingertips. An artist of
genius has the faculty of infusing life
into each sinuosity of contour, each
square inch of surface™In a work

of art the presence of dead lines

o,

SO =TI MANNA WITH TWS SRINTE,
EUCA DELLA BOER!A.

{Cathedral, I'ratin)

and surfaces, that is to say, o0 flat or
rounded  surfaces, insignificant and
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void of expression, suffices to show that
it is either a copy, or the wark of
a mediocre artist,  In this connection
there is nothing more instructive than

such a comparigon as may be made in

Fits #lid—THE VIRITATIGN,
KA THILY

of San Giovanni, Pistoja.)

A RORELA,

Chu

the Lousre between one of Michel-
angelo's Shrows, in which every inch
of the marhle seems to vibmte, and a
statue of Canova's or Pradier’s, where
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XVI
VENETIAN PAINTING

THE Crigin of the Ven

Bellini.—The Influence of
Pacdua uy Vi ~Internal Prosgerity and
Social B 4 | Joyousness of V an
Art, = Crivelll, Carpaced = {"{m i " Palmn. — 1

AvrnovcH in the Afteenth and six- Padua, which was politically depen-
teenth centuries, Venice produced such  dent on Venice, had, from the vear
excellent sculptors as the Lombardi, 1222 onwards, owned a flourishing uni-
it is always of her painters that we
think when the Venetian school is in
gquestion 3 I therefore propose to deal
only with painting.

The Venetian school, as it existed in
the sccond half of the ffteenth cen-
tury, sprany from two ecarlier schools,
The first of these centred in the
Iskind of Murano, where a Byzantine
style, tempered by Sienese influences,
long |J|'|_"|.j|'|I_'LI._ Towards the mddle
of the fifteenth century, the most
promineint masters of this school be
longed to the Vivarini family 3 the
most distinguished of the Vivaring, Al

vise, borm in 1430, seems to have been

FiL JOE-—NWINGIN ANDF CHILD WiITH IAFART

the master of Lorenzo Lotto (Fige, 263

3 AXGILA,
I|.]'||' S0 IIIllI ||1.I:I||' ]ll'ln!il;iu' "|.'l'|'||_'l,|;|t'| ALVISE VIVAMINL
schools was r,““.“[k.d _},!I JI“_-":M !-”.|_ Church of the Redentore, YVenlee.)

lint, the father of the two great
panters,  Gentile  and  Gilovanni  versity, which was i close touch with

Jacopo was the pupil of the Umbrian  France and the Valley of the Rhine ;
painter, Gent

= i Fabrano § but he 1t soon became the mtellectual centre
seems to have been more affected by of all northern Ltaly. At a very early
the imfluence of the school of Padun,  date, Florentine artizts began toarnve
which was the true motherof the great  at Padua, notably Giotto and Dona-
Venetian School. tello, who Lpent len years there (1443-
145
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National Gallery and in the Louvre,
though his more important works are
his frescoes at Padua and Mantun. His
sculpturesque and abstract style, in
which classic and Gothic reminiscences
play an equal part, has a severity
marked by a sort of haughty correct-
ness ; it should be studied not only in
his pictures, but in his admirable en-
gravings and in his drawings (Figs.
2066-268). His ruggedness is healthy
[ and virile, as far removed from
Giottism as from the edulcorated
| classicism of the acaudemic school,

FIG. 285 —THE WANTVRDBOM OF ST, JAMES
MANTEGN A,
{Fresca in the Eremitani, Padua)

1453 The Paduan school is a com.-
bination of Florentine clegance, and
of a style founded on that of Greco-
Roman bas-reliefs. Nowhere is the
influence of antique sculpture on a
basis of ancient Gothic rugpedness
more marked. Mantegna, the pupil of

P el —TIE THILMPEH OF CAESAL

MANTEGNA,
(Fragment of the Cartoon nt Hampton Cotre)

Mantegna's influence upon the Vene-
tian school of Bellini, and even on the
rival school of Murano, was immense.
It is not ton much to say that the
highest qualities of the great Venetian
FlG SOR—NARNARA F HEANDBENBUHG, SMANCuES n—“ ”r th(" t‘l!:“ﬂ.'ﬂTh Eemiuny/ Wers dﬂ-
Bl GUNEAGA; AN WEN Cisg hlr_ = “'“-“1 rfﬂ!l'lt |1II!1.
MANTEGNA, A third element on  which much
(Fresco in the Palace st Munsua,) stress 15 to be Iaid is the part Iﬂ;,_:.—ml

c : " = : by Antonello da Messing, a painter
Squarcione (1431-1506), was a mighty who, though hy birth a  Sicilian,

genius who is well represented in the worked at Venice. Born in 1444, he
t50
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went, It 15 5

wders,

] the

from one of th

BiRt
eas of [t

and there lear

o essors ol

ingin -
Van Ejy

It is, howeve

pssible that the
Venetians, woere  constantly in

with Flanders, knes

e has time .

COMMIMUENICATnOn

the process b

15 the author of the beautif
inthe Lo

portrat

vre known as the Comdod 4

wfelifcre:
he painted several others almost

equally fine, that, for instance; in the

Casa Trivuleio, at Milan (Fig. 26g), and

usly dex-
the
Craeciffrdon in the Antwerp Gallery, and
the 5t. Jerome in the London National

certain little pictures, marvel

CrOUs 1N excoubion, Jmong them

Gallery, which also owns the reputed
Yardrait of Fimeedf, and his earhest
i the M rielf

telt,
to explnin here that at

work, Scfaraator

be well

this period, oil-colours were only used

to give superficial lustre to very care-

B

fully executed painting in tempera

pigment mixed with white or egg),
which formed the basis of the ||-:._";.|I-.'.

(The Lowvred

The first artist who wsed oil as his

sole  medium  was  the ?‘1|'.I“|iil!'lif.
Velasquer.

Venice was hetter governed than
Her trade

with the East had made her rich and

the other towns of Italy.

wosperous @ civil wat unknown
I
to her.

her

Wias

Religion was respected within

but was less tyranmical

Frilory,

151

Milns)

Brera
than elsewhere ; even in the thirtcenth
century, Venice held her own against
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the Inguisition, and reserved the right
of punizhing heretics for her own

magistrates, to the exclusion of monks
a2l Socil  life

developed brilliantly ; the Venetians

from Kome. had
loved pleasure, fine clothes, brlliant
assemhblies,
which all the
tonk  part. tendencies  are
|'|-ri-_-- tedd i Venetian '|i-.|i1|:|:||;_- ]
gay, luminous, full of the joy of life;
it loves to magnificent  pro-
asin Gentile Bellint's fumous
picture at Milan

stately, pageants, in
repres
I'hese

ative bodies

CCSS10N%

0T -1|.'i.|'.;'.;.|l;hq-||1|'r=-‘1
sacred and  profane.  The sacred
ETOUpPS  mre the .l"fr.u‘fl" Canrrersalionrs,

a kind of |-||||||-|~.i|_|r||| ‘H.--'Ill.i.l,r to
Venotinn |:-.|::I|':'.II3._;. in which male and
female saints and Script

| characters

1'r'r;|.".'||l'|' without

are  gathercd any
Apparent reqasnn, for the mern ]|||-_|_-.||”_a
of mecting, The secular assemblies

are of the type of Giorgione’s exquisite

152

Ruralf Concers in the Louvre (Fig. 270),

a grroup of nude women and musicians
in a'rich landscape.

certainly

Such gatherings
never took place in Venice ;
but the painters of Comtersasion were
lities ; they

wished to paing beautiful bodies and

not concerned with act

brlliant costumes, to supgest the jdea
and jovous hife st a lumin-

und of landscape, and in

this they succeede
From the
century, the

the Venetuan

fifteenth
Madonnas nnd Saints of

close or the

jEunters were no longer
i Tt
beautiful yvoung women and handsome
young men,

c and

IMOrose PErsons,

with blooming com-
plexions and sunny hair, who loved to
deck themselves with gorgeous stuffs,
and held life 1o be well worth living.

13! n]p|_i1||".-||'. is the

Venetian

I'his  smil

cssentin]l chamcterdstic ol

FhMl. 37 ViR AN CHILn

painting, and s expressed chicfly in

the radiant -||l'.! ndour of its rcolour.
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CEIVELLL
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It is inadmissible to explain this by
the climate, for the skies of Naples

mice. |

are much maore brillinnt than those of
Venice, and Neapolitan colour is grey
and black. It was a result of maoral
and physical health at Venice, as in
the Flanders of Rubens.
even i the works of
skilful
or less an accessory of the drawing ;
at Venice, from the time of Gilorgione
anwards, it was painting itself, and
this intent
upon the objects it represents than
upon the atmosphere m which they

At Florence,
delicate and
colounsts, the ealour i= more

SCCMS E||r1ll.'|.ii1l"‘r leess

Fin, syl =—THE E

TTOMAMENT;
TITIAN.

The Lauvre)
are bathed, the light that penetrates
and envelops them. The Venetians
were not only colourists, but luministz.

Giovanni Bellini, who hived eighty-
gix vears (1430-1516), pnssed through
such a 1.|_'.i|_'|} of stigcs that he was a
school of painting in himself, rather
than a ‘single painter. His first
works are dry and delicate, closely
akin to those of Mantegna, with a
certain hardmess and eccentricity in
the drawing. The compositions of
his maturnty are masterpieces in which
scarcely any quality is lacking, not
even a reflection of the colour of his
pupll, Giorgione, who died six years
before bim.  In his laborious life, this
great artist traversed all the road that
led from Mantegna to Titian. One

single gift was denied him : the power

Barghese Gallery, Rome.)

or the desire to represent movement
(Figs. 271-274)

Crivelli, on the other hand, who was
formed at Padun (1430-14094) never
ceased to he a primitive.  In his
fragle with  their
primace, their slim, nervous fig

Virgins, slight

res,
their quivering contours and dazling
draperi

s, the rich lustre of Japanese
lacquer is united to the subtle elegance
of Gothic art (Fig. 2750

1460-1521) and Cima
da Conegliano (14fo-1517), are the
maost lovable personalities among this
group of men of genius.  In his senes
illustrating the Legend of St Ursula

Carpaccio
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in the Venice Academy (Fig. 277}
Carpaccio  is a story-teller  bath

amused and amusing, less smiling
than Denomo but more
thoughtful and suggestive, Cima is
the delightful painter of Virgins who
still but conscious of

own  beauty, softly
rounded forms are in strong contrast
to the ascetic, bony frames of the

276).

Goezoll,

are SErTOUS,

their whose

Florentines {Fig.

Giorgione, in the course of his brief
life {1478-1510), united the gaicty of
Carpaccio to the poetry and delica
of his master, Dellini; but he sur-
passed all his contemporiries by the

extraordinary

magic of This
ush (Figs. 270,
281 His Conr-
verrasions, his
mythological

allegorical

and
pictures, and his
its had an
immense

ports

SUC-
cess, attested by
TUIMErOus Copies
and

‘ i still more
[The Lonvre.) T
NEIMErous imiti-

tons 3 the Venetian Renmissance ac-

claimed 1ts most perfect expression
in this painter of light and of glowing
flesh,

Titian did not, as was formerly be-
lieved, live to he ninetv-nine, but
1.':'_._-;|'|I.'_n five,n !'i]IL' old nge nevertheless.
Born about 1490, and collaborating,
while still a youth, with Giorgione,
he finished one of his master's most
beautiful works, the Ae

Fenus,
at Dresden, and inherited his splen-
dour of colour, while surpassing him
in fertility of invention, Titian never
ceased to advance in his art, even in

[

ERALL

WITH

his extreme old age.  His first pictures,
without being dry, are still somewhat
timid in touch; as man, he
'|1_'|.i[:‘.1'|1 with |.|.'.'|p|'l.'|l.'ﬁt'll‘.r.'d fire and

an old

boldness, preparing the way for Velas-
guezand the French painters of our own
He essayed class o

day, every

subject, including great episodes of

pagan mythology, in which his pas-

i
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jonate love of life, or movement, and
of beautiful nature are more perfectly
expressed than elsew here. Ewven his
sacred pictures often shire the radiant
gaiety of his Bacchanals. Astolis por-
traits, such as the Man with the Glove,

the Louvre, the seated Chorles F
at Munich, and the Ariosfe in the
National Gallery, they are pages of
profound F!‘}'L']l"']‘!_'-,'}' as well as rich
wsthetic feasts (Figs, 278-280,287, 288).

Palma Vecchio, a painter somewhat
older than Titian, who died long before
him  (1480-1528) like him, a
auccessor of Glorgione, though with a
temperament far calmer and less ori-
ginal (Fig. 282). Wi Alununciation fo
the Shepherds, in theé Louvre, 15 one of
the most charming idylls of Venectian
painting ; lacking the genius of Tiian
it has all the seduction of his brush,

A very different master wis Lorenzo
Lotio (1480-1350}, the indi-
vidual of the great Venetians, who
felt the influence of Glorgione less
than any of his contemporaries. In
his art there is a touch of melancholy,
and n sympathetic  suavity  which
strike @ strangely modern note in
I1|- best pictures, and 15 even echoed

Wils,

most

1 his admirable portmits (F 2835
:‘._\'4_. This gentle sadness of Lotto's
must have been the outcome of

personal temperament ; if it were o
be accounted for 1!} the ﬁlﬂ1i=i"-l1
of his matarity—ithe
ment of Venice, the beginning of the
Counter-Reformation—we should find
traces of the same sentiment in his
contemporaries. A fact that remains
inexplicable the resembilance
between certain works by Lotto and
those of Correggio, an artist with
whom it is highly improbable that he
ever came in contact, and who worked

events alyse-

I

PAINTING

at Parma, a city Lotio is not likely 1o

have visited.
The voungest of the great painters
of this generation, Sechastiano del

Piombo (1485-1547), was a highly
gifted artist, who began by successfully
imitating but going 1o
Rome, he came under the influence first

Criorgione ;

Fig: =iy —THE THOE FERANG FAMILY.

SADONN & OF

TITIAM,
(Chistih of the Frari, Vemice

of Raphael, and afterwards of Michel-
angelo, to such an extent that he lost
his individuality,. He remained @
Venctian, however, in the fine inten-
sity of his colour.  1n his best works,
such as the Resurrection of Lazarus in
the National Gallery, he .|p]l!'ﬁ|.{|1i“=
Titian and Michelangelo ; in his por-
traits, he is closely akin to Ihl;rhui
for whom he is often mistaken | Figs.
285, 286,
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But the wue Michelangelo of
Venice was Tintoretto - (1518-1504
who, together with Paolo Veronese
1528-1588), dominates the second
epoch of the Rennissance in Venice
with his feverish and somewhat trivial
activity.  Michelangelo's: frescoes in
the Sistine '-l'|ll!lt!a have il'l--ili!'tlj hun-

took up the tradition of the aged Titian,
who, weary of the russet and golden
tones so lavishly vsed in the Venetian
Renaissance, had created a new |L'|.]I:11l:
for himself, in which silvery greys and
blues predominated over more brilliant

TITEAS,
tAcademy, V
(Phota, by A

dreds or artists ; but how few had the
temperament of their model! Tin-
taretto was one of these few : he was
not an imitator of the great Florentine,
but a younger brother, born under
serener skies.  Amazing in his fecun-

dity, eager for difficulties tn overcome,
fiery and unequal, Tintoretta sought
and found in violent contrasts of light
and shade grandiose effects unknown
to his predecessors.  As a draughts-
min he is often brutal and incorrect,  colours (Fips. 280, aga), Nearly all
but never puerile; as a painter, he  Tintoretio's large pictures have black-
158
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sketches and his portr: i

Paolo  Caliari, Veronese,
sprang from a family of painters at
Verona, in spite of which he has ex-

cilled

pressed the luxurious life of Venice,
in the second half of the sixteenth
century, without a touch of provincial-
ism in his accent.  Something of the
pomp and salemnity of Spain, whose

Fesssssarenannnnnnnm

(Dages’ Paloce, Venice)

ascendency weighed heavily upon Italy
in his time, mingles in his fine com-

positions with his essentially Vene

love for clear |.__;|I'. and -Elln.'l'r.EII] Cs-

also shows

tumes (Figs. 201, 292), Hu
a marked preference for s
it may truly be said that in Venetian

Ty tones :

painting the silver age succeeded the
golden age.

fact that there were two Renais-
Venice, in spite of the political

and commercial decay of the city afier
the ]"'""H"“' of Cambrai (1512, shows
how favourable her soil had '|.1|'.'..|__-|::| to
the devel P
ment of Re-
naissance

tendencies

Venice Wils,
further, fortu-
nate  enough

o escape the
academic
eclectic -|"'||'|.
which, after
the fruition of

the Roman

School under

Raphael, de-

stroved the

Hreat sclionls

of painting in

Ttaly.
Even in the

fulness of the eighteenth century,

Venice possesscd one great Renais-

sance  artist, Tiepolo  (1hgG-r770),

She was stll the loveliest and the

gnvest city in the world, the trysting-

place of pleasure and clegance :

as of old, the scene of magnifi-
cent processions and imposing cere-
monies, Life there was easv and

comparntively free, in a marvellous
setting, cnveloped in A wransparent
atmosphere, which first Canaletto, and
then Guardi, the painters foe erodlf
of the lagoons, rendered with such in-
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finite truth and charm. Tiepolo gave
final expression to these splendours,
His genius 15 akin to that of Tintoretto,
but he has more moderation, more
L‘[L‘g.l.lll’.'L'Hl]L‘ was the painter of a
polished aristocracy, conscious of its

FItS S34-=—8T: JUSTINA
ST

[ Mz=eum, Vieaon)

superiority  to the crowd, whose
religion, maodified by Spain, the

Counter-Reformation, and the |esuits,
wis a subtle mingling of devotion and
worldliness (Fig. 293)% Tiepolo, it has
been truly said, was the last of the old
painters and the first of the moderns ;

nearly all the great decorators of the

nineteenth centary were inspired by
him.

The influence of the Venetian School
was immense.  In Ttaly, it gave birth
10 local Verona,
Vicenza, and Brescia, the last-named
memorable as having prodeced the
great Moretto (1498-1555), who fore-
stalled Tintoretto and Veronese in
the use of silvery tones (Fig. 294)
Tintoretto, and Bassana (1510-1592)
one of the creators of nodemn
landscape, were the first exemplars
of Velasquez, Titian inspired Rubens
and Reynolds ; Tiepolo was imitated
by the Spaniard, Gova, to whom
we may, in a measure, ascribe
the ongin of French painting in the
second half of the nincteenth century,
In these, her offspring, it may be said
that the Venetian School still exists,
differing  essentially in this respect
from that of Florence, which has
known but one ephemeral and arificial
resurrection in the group of English
Pre-Raphaelites. We have seen, in
our survey of architecture, that the
palaces of Venice continued to serve
as mudels, whereas the severe art of
Bramante merely inspired isolated imi-
tations. The Benaissance trivmphed
at Venice, and was widely propagated
by her. DBut one thing was lacking
to her that was the glory of Florence :
gravity of life and depih of thought.

TS schools,
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ta Maria delle Gmee, Milan)

XVII

LEONARDO DA VINCI
SCHOOL,

THE MILANESE

AND THE

Leaxarpd’s Genius a Synthesis of the Rennissance.
Selentific
“'.I'II]:“']-\ Superiority o
= T inadil s
Lream, —HRaphael Perugino's \.-v-n.l:!lll —The Speaplizio,

Sloren, —His
Leonanio's

Raphael’s

Manuscripls :
Pictures,
Birth aml Parentag:
The Modonnas of the
Assistant,—"The Vatican Frescoes
An Appreciation «

of Raphael's Genius,

ALt the intellectual
the Renatssance,

-|_|.|'i|hi|_}; ol
s dreams of ,_;11_11 13
and of infinite progress, its enthusiasm
for science
bined with other
genius in Leonardo. Born st Ving,
between Pisa and Flarence in 1452,
he died at Amboise in 1519, having
spent his youth in
matunty in Milan,
yeurs of his life in

and for beauty, were commi-

mnny attributes of

Florence, his
and the last three
France, where he
o fecble to
artists have been more

seems to have become

work. Few

Florentine Period, — Raphael ot Kome.
Madonnnsand FMortmits

AND RAPHAEL
THE UMBRIAN SCHOOL,

ROMAN SCHOOL

His Birth.— His Works for Lotdovico
Writings,—Leonardu  ax n Sculptor.—
Perugino  and Pintoricchio.—
Yiti his Grst Master.—The Awiphr's
Raphael at Florence.—
~(iulin Romano his
of I]1-. Koman Period.—

industrious, but few have produced

less; in science ns In nrt, he was
tormented by a passion for innovation,
a desire to strke out new paths. In
some  respects, he  recalls  those
alchemists of the Middle Ages, who
squandercd the most brillant gifts in
the pursuit of o chimerical ideal.
When, in 1483, Leonando offered
his services 1o Lodovico il Moro,
Duke of Milan, in a letter that has
been preserved, he recommended him-
self as an inventor of engines of war,

1[5
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movable brdges and
.-k.i”l.'l.i in r]1l:‘

science of artillery and

a builder of
chariots, a tactician
:tiL'}‘rl':‘r. At
the end of his letwer he adds ; * fem,
mirble,
hronze, or terra-cotta § also in painting
[ can do as much as any other, be he
who he mav.” It was evidently as
inventor that he

I will execute sculpture in

neer  and

an ¢

esteemed himself most highly,

His manuscripts, the majority of

which are preserved in the libeary of
the Institut de France, bear witness
to his passionate interest in science,
and more particularly in mechanics.
He believed he had made a practical
design for o flying machine. The
value of Leonarde's scientific work has
been successively exsggerated and de-
preciated.  His manuscripts contain

many notes and exteacts which merely
reprocluce the ideas of others, but, on
the other hand, he certainly fore-
shadowed many important discoverics,
and, more cspecially in geology, he

ARDO DA VINCI AND RAPHAEL

THE VIRGIX AR CHILD %

TH =T, AKNE,
LEDN AR

iTh
{ Pheotes,

DA VINCL

Laavre.|

by Neundein,)

had formed opinions far in advance of
his times.

In his capacity as a  sculptor,
Leonardo worked for seventeen vears
at an equestrinn statue of Francesco
Sfotea, the father of Lodovica il Moro,
The plaster model of the horse, with-
out the nder, was shown in 1493, and
destroved by the archers of Lovis X11.
It is not even certam that any copies
have been preserved. No o tmce re-
mains of his other works in sculpture,
which  were not The
beautiful proble head of 4 man m a

TILHTIENELES,

helmet, bequeathed to the Louvre by
M. Rattier, may possibly be by him
I'he extant paintings by Leonardo
the
whest rink, three of which are in the
The FLost Swgper, paimted
in oil on the wall of the refectory at
Santa Maria delle Grame at Milan
1407, o work that is now a wreck,
but of which some twenty good copies

|ur|1|1|i-i1- fosr ||'|.I.'\-|4'1i|i|'.|_"'_\ of

hi

Lowvre :
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LEONARDO DA VINCI AND RAPHAEL

exist 3 the Firgin among fhe Rocks,
painted about 1483 ; the Firgdr ndth
St Anwe, painted about 1302, and
finally, the famous portrait of Monna
Lisa Gioconda, executed from 1502 o
t;nl"l,

Leonardo's pictures at Florence and
in the Vatican, Fhe Adorafion of the
Magiand the St ferome, are unfinished.
Others asenbed to him m Paris and
much

elsewhere  have been

very

AMILY.
LS A R B
{Reval Acmalemy

repainted, or are the works of pupi'ls_
Among these disputable works there
are, however, two of great beauty, the
so-called  Pordeds of L
and the Jfoku ihe .,-’.',rl,.’- fzf, the latter
marred by o certain affectation,  Both
arcinthe Louvre. Eventhe three great
pictures 1 have grouped with the fasd
Supper are almost in a state of ruin

i Crivelli

ns Loy the merits of the
this work, in the
mal Gallery and the Louvre réspect-
Iy, Each has been pronomeed a copy
af the other. -

ival versions of

e

Flk A THE ABIEATIUN OF THE MAGH

DA YINCE,
(Fragment of & Thawing in the Louvre.
Modern restorers are not rL--\]s.i:]-ii:I_dc
for this.
simplicity.

Leonarde did nothing with
: His oil-painting was a
complicated amalgam predestined to
scale and blacken.

e

Nevertheless, the
Rogks the

FrT aned

Fiik, F04-—TiiN

SEAMIEAGE OF TT00
L
{Fresco in the Ch

VINGIN,.

of Saronno.]

{rivconda suffice to give the measure
of his genius,

Leonardo, unlike his master Verroc-
chie, ns contemporary, Botticelli, and
the great Florentines of the fiftcenth
century in general, sought to express

1615
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the fluidity of atmosphere, and dis-
carded the dry, angular manner of the
Primitives. ot this did not lead him
into inaccuracy or flaceidity, With him,
rigour of drawing, and impeccable re-
finement of line, were completed by the
art of veiling them under the fusion of
modelling and chiaroscuro, the manner
called by the Ttalians fo sfeaade. . |
ciston of outline is
leading to a prec

but a fArst stage,

sion subtler and more
difficult of attainment, that of planes,

]_'.}' the middle of the sixteenth century,

the (Grocomda was acc pred in Italy as
the intmitable mastery nece of the art of
portraiture, the greatest effort of the
painter setting himself to compete with
Nature, It was said that Leonardo
worked at it for four yeirs, and that o
call up the sweet and smiling expres.
sion on his siter's face, be caused her
to be entertained with music and other
diversions, It was not until modern
times that o mysterions and romantic

166
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i

character was attributed to Monna
Lisa, a sphinx-like gaze, a scornful
ITOmY, and a hundred other '|||i|'|:.;-| lin=
dreamt of by Leonando.,

Leonardo's tvpe of the Madonna,
whence he took that he has VTV sl

on the Gioconda, for the portriaits of

i Ta =Tl ATIVITY.

Charch of Saronno.

(Phato. by Anderson,

an artist of genius alwavs show the

mfuence of his ideal—is akin 1o the

favourite type of his master, Verroe-
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chio. embellished  and
spiritualised it, eliminated its harsh-
ness and dryness, and endowed it with
that smile, which had already taken
on a touch of affectation in the 54
Anne, and was destined to become
still more exaggerated and msipid in
the hands of his imitators,

The Last Sugper at Milan shows
with what deep attention to the under-
Iving thought Leonardo grouped his
figures.  The subject had been very
often wreated before ; but he laid
down n guasi-definitive formula for
it, Jesus has just said : “ One of vou
shall betray Me," and He bows His
head, as if to the blast of émotion He
has evoked. Tt is not only a great
work of art, but a page of the pro-

Leonardo

foundest psychology, a study of cha-
racter and feeling, transkated at once
by the expressions of the faces, the
gestures, and the attitndes,

ol —TiE

VIRESN 0 AT, CATIOOSE,
SLO% A,

IChunch of San Domenico, Shena.l

In addition to these beautiful but
hulf-ruined works, we have happily a

1h7

AND CHILIr WITH SAISTS
FOHAOMA,
Museisn, Tunm,
iFhate, by Andersom, i
good many of Leonande’s drawings,
which are to be reckoned among the
unilisputed masterpicces of the Renais-
sance, and would suffice of themselves
to make the glory of o great artist
Two of these dawing may be men-
tioned s ||:-|||'.|'|||.|.I'.|h|.l.': the cartoon
of the irgen stk St Awme, in the
Rr|1l.'.|_'| _\1'.||.||,'I'1:.' of London, and the
Adoration of the Magi in the Louvre,
Leonardo founded o school at Milan,

|

which incloded several artists of talent,
Beltrnifio, and da

Sesto, but also a large

Solurio, Cesare
proportion of
I'he
most popular of these disciples was

clumsy and mediocne imitators,

and is Luini, who may be said to have
transhated the wdeal of Leonarde mito
simple terms, o process be carried ol
not altogether without vulgarity, for
his elegance is superficial, his drwing
uncertain, and his power of invention
limited. His most characteristic trait
is o certain honeyed softness that
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delights the multitude ; but he rose to
great heights in his frescoes in the

VG,

JH6.—THE VIROIN AND CHILD WiTi EADYTY
AND ANGELS,
FE KL G0
The Louvre.
Phote. by W

Church of Saronno, where he appears
as the Filippmo Lipm of the Milancse
School. Leonande’s mfAucnce is also
very apparent in the work of the
Siencse Sodoma (d. 1549), an artist
who, though unequal and mannered,
is sometimes. very happily inspired.
Finally, Leonardo is the artist whom
the Flemings of the first hall of the
sixteenth century imitated morve than
any other [talian ; many of the reputed
Leonardns of our musenms are nothing
but Flemish gvesfices

The life of Raphael Santi {or Sanzio)
is n complete contrast o that of
Leonarde. I the latter, in the course
of his long life, produced so liwdle,
Raphael, who died at the age of 37,
left an immense artistic legacy hehind
him, which has come down to us
almaost in its entircty.

To understand  this passionately
acclyimed artist, we must frst Eet o

clear iden of the origin of his talent ;
for no painter was more opeén to
influences, or even more prone Lo
imitate. Thetruth about the formation
of Raphael's genius was discovered by
Morelli about 1880 ; it is the more
necessary to insist upon it, because i
has not yet become an accepted fact
in the teaching of art history.

We will first take a rapid survey of
Raphael’s more remote precursors.
The Umbrian School, the offspring of
the Sienese School, revealed itself to-
wirds the close of the fourteenth cen-
tury in Gentile da Fabriano's (1360-
1428) Adoration of the Mg, in all
the freshness of its youthful visions, its
gay tints and amusing narrative. At
Venice, Gentile collaborated with his
friend, the Veroncse Pisanello, the
engraver of admirable medals, a
dravghisman of genius, and, further,
the first Italian who obsery cd animals;

ENTOMAMESNT.
PERCGIRD,

Pini Palace, Floremce.)

and rendered their attitudes and action

faithfully.  When Roger Van der
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Weyden wvisited Italy about 1450, he
expressed his admiration for the works
of Pisancllo and Gentile; the great
artist from the North recognised in
them talents akin to his own. It is
indeed probable that both Pisan-
elle and Gentile, but more especially
the former, familiar with the
masterpieces of the Flemish School,
and were influenced by them. Verona
Wias In constant communication with

were

the Court of Burgundy, and as early
as the year 1400 Philip the Bold
bought medals. The pre-

[talian

=

A
|
|

-

F—THE VIROIN |N GLOKY,

i
M osenm,
i Phata, by Alsas)

cursors of the Van Eycks, and doult
less Hubert Van Eyeck himself, learned

much from Ttaly, though it is not easy

to say on which side of the Alps the
_|-r.'||1- were most numerous and most
important,

In the second half of the fifteenth
century the Umbrinn towns, notably
s N s 1 ;
Perugin, developed a school of paint-

ing very unlike that of Florence.

Taking ap, as it were, the tradition of
the Sienese, they opposed a deliberately

liscions suas ity to the austere elegance

of the Florentines, They are fascin-

ating masters, full of freshness and

poctry, but with something childish

If the Floren-
they are

and limited in their art.

tines are over intellectual,

105
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often puerile. The two great Umbrian

masters were Vannucel, called Per-

iMssenm, Boligan)

ugino, barn n 1446, and  Betti, called

Pintoricchio, born in 1434, Peruging

had an instinct for :|.1I:J'._;I'1 MY COmpos-
tions, and golden, transparent colour,

an exquisite sense of

eCsmsy.

reverie and

Such  qualities may be

p—= — 1

FRARCIA,
Musenm, Turln
IPhoto by Andersand

admired to the full in the heautiful
triptych of the Nationnl Gallery and
But
he could not represent movement, ant

the delicate fonde m the Louvie.

when he atempts to set his figores in
motion, they dance instead of walk
Pintoricehio, for a time the foremon of
o I
which were denied his master 3 but he

]'-.':ll'r:illn'*-\. stinclin certain  gifts
drew worse, and thought even less:
his lnrge compositions, such as the
series in the Libireria at Sieoa and the
frescoes of the Borpin Rooms in the
Vatican, are decorative and seductive,
rither than powerfully executed. Bt
he 15 n VEry |r|1--|---~'.||-.:_ I'.__;l.|||' in the
history of art, for it was he who created,
or at least developed, the ex0uisite [ype
ofthe 1 I||I1l'l-‘l-lll. ."'III.I:II'|1'||I.;|_1[.1|'|'|1:'|'|E'|'..1||";:
the ideal to Raphael,

A malady of taste common among
novices in connoisseurship leads them

7o
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to prefer Peruginoe and
Pintoricchioto Raphael,

and even to all other
Italian painters. The
remedy s a simple
one: go 1o Perugia
The patient will re-
turn  disillusioned and
cured.

We have seen that

the Venettin school had
thrown out
hle

innumers-
off-shnots the
north of Italy. One of
its colonies. that of Ho-
logma, produced a dis-
tinguished  goldsmith-
painter, Francin (b,
1450), who came very

m

i Ebpern, Mlilasn. )

near w bhemg a genios. In style the negation
he was halfw Ay between  Giovanni About 1499,
Bellini and Raphael His pugpil —

Tl " Dl GHAN DUCA." itk

SEATHINNA
EATHAFRL

IPittl Padace, Flomsoce) iMinscothek, Mu

and foreman, about 1490, was one
Timoteo Viti,
Born at Urbino in 1483 Raphael

picture
Viefon ,_:_Ir'
71

IJI.'.I.

when he lost his father,

wis cleven VELrs
Giovanni Santi, a me-
digcre painter to whom
he owed nothing, not
even the first principles
his art. At this
juncture! 1494, Timoteo
Viti

studio

of ar
Francia's

up. for
himself at Urbino. He
s K :|l'!1.|l.'|'\ first fmis-

quitted

1 Set

ter, and grounded him
i the manner of Fran-
It was from him
that Raphael acguired
a certain predilection
for round and opulent
rmis, which is in itself
the wleal.
the sixtecn,

ik

aecenc

of

-.||'

it age

'I'i:-.: by Hanfsraengh)

Raphael painted the charming little
in the National Gallery, the
@ NREEhE

Nothing  in
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this work recalls Perugino, as whose
pupil a

successor Raphael has so
long passed.

The following vear (1500}, E{.‘L]-lﬁ.u']
entered  Perugino’s  workshop  at
Peregia, not as pupil but as assistant,
The master, then overwhelmed with
work, was at Florence : Pintoricchio

Wiks the forcman of the st

Faphael, whose nature was peculiarly

i .3 LTI A DL FRATL
Fig. 333 i : 1

his youth, the Sporefizio or Marriage
af fe Virgy)

long supposed that this picture was

,at Milan (1504}, It was

impressionable, drew his inspiration
for some foor vears from Pintoricchio
and Perugino ; there are pictures by
him 'Ir:n.iul.-'l:| at this perod, the cartoons

and studies for which are by

the other of his Umbrian masters,

Thus his first sympathetic manner was - e DRoCHA DL i,

evolved, by a blending of the styles of
Frang

ia and Perugino. He is, how-
ever, more akin®to the former than

almost

v exact copy of a large com-
to the latter in the masterpiece of  position attributed to Perugine in the
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Museum of Caen. But Mr. Berenson
found the Caen Spesafizie to be no
Perugino at all, but a poor Umbrinn

-
FiG 5§24 —THE MADONNA D RAX gIETO,

{Virgin and Child wit
Sixtus

S, Barbara and TPope
1L}

RAFHAEL,
[ Diresden Gallery.h

This was the period of the beautiful
Madonnas, for which the civilised
waorld has eagerly competed for some

Fith ERS~—TUN MADGXEA WITH TIE FIEiL
EAFIAEL
iPrado Museum, Muoadrd.)

(Phata. by Mandd, Joyant & Co)

Fil, 326, —L& TESFCTA, O TEIEMPH OF

WAFIIATL.
| Fresco in the Yatican.)
imitation, probably by Lo Spagna, of
Raphael's Sposalizio.

From 1504 to 1508 Raphael was at
Florence, already famous, and ad.
vancing from one siccess to another.

THE CHUECH.

{Fresco o the Y atican.)

four centuries, the Munich Mindowna,
the Madonna ol Gran
Puca in the Pind Palace, the Selfle
Jardinidre of the Louvre, the Belvedere
I Viennn At Florence,

so-called

Madonna at
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Raphael began to imitate Leonardo
da  Vinci, Fra

Michelangelo, and

NAFMmARL

Fresco in the Vatkenn )
Lartolommes, a Florentine painter
whose dmawing wis defective, but who
was a remarkable colourist. One
reason of the wparalleled popularity
al  Raphael thiit for
adaptation and intelligent  imitation
which made his art the synthesis and
quintessence of all that was maost

WS faculty

fascinating in lalian' genius,
summaned to Rome in o8, H.l]rl:h.u;l

VN TN TIE TEMPLE,
i
iFresco i tlie Vatlcan b
Became -\.-||-|-|:--.i.'.|'5f-' the  favourite

painter of Julivs L1 {d 1513) and of

i NUNHEroUs

Lea X, showered
upon him, and he was overwhelmed
He had not only
but a vertable

From this:time forwand, it was

Honours were
with commissims.

school,
cort.
hiz invariahble
the cartoons for pic-
tures, léaving the execution of them
to  his |:|l.:|||n:.'|=I and  re-touching them
sending them his
The most active and ]_:ir!l.'d

almost practice 0

furnish only

before home to
clients,

of his '|rl,|_1|i!.-‘_ Giulio Romanao, |L'I-i|'|-'|r.'1.[

. LF TIH YATICAN.

iDwcormted wnder the divection of Raphael)

camations with a peculiar brick red
tone, which appears as the assistant’s
signature  in many
|\':l|_it1.|.1-:'-‘- FEoman ||t'|:||l-||_

pictures of
This tone
was admired and imitated by the
fervent Raphaclites of the nineteenth
century, though it is universally held
to be very unpleasant now.

) Fhe great task confided to Raphael
m Kome was the decoration of certain
rooms in the Vatican (/e Séanze) and
of u long covered gallery round the
Courtyard of San Damasio (/e Logere)
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The Stawze contain vast histoncal,

allegorical, and religious compositions,

JL=TFORTRAIT OF JULIUS H. (FEAOMEST
AFMAYIL
iPieel Palace, Floreneed
i ot by Anserson,)
such as the fis il -f e Sacrament
more i\-i-ll} described  ais The

Trivmph of the Church), The Schaol
Athens, Parmassus, Helfodorus i
trom the Te .'.l.". fi, .-r'q'_h-' Feo {.'.n':'g';')‘.":'r{._'
e Advwnce of Attila, 12 fncendio el
forgo, The Lageie are decorated with
i series of frescoes representing scenes

af

n sacred history, commonly known as
Napderel s Bitfe,and a profusion of inge
neious ermuments imitated from ancient

].I"I.I.IH ||.|II.I||""-

In -5||I|.' of these
flled o
whale life-time, Raphael found time to
int sulmirable portraits, and, aided
by his pupils, 1o« omplete large pictures
stich as the San Sisfo at

labours, which might have

Meadomee oy
Dresden, the Madomma off Foltgmp In
the Vatican, and the ff.-'.'_'1' f".nﬂr'{':'
of Francis 1, in the Louvre, He hegan,
but left unfinished, one of his most
wrandiose works, the Transfreration

AND RAFPHAEL

which was completed afier his death
In addition to all
lwen appointed

EI:-' Giulio Romano.
this, Raphael had
architect of St the death
of Bramante, inspector of the
antgmties and monuments of Rome.
If we further accept the stntement that

led a life of pleasure, and was the

Peter's aft

and

assiduous worshipper of a lady of whom
he has left a fine porcrair, the formsr
Fedfata tn the | Palace, we can only
nder that for twelve years ol l.:1|1i:'ir|-h-_
to with-
physical

Ll
he was able

productiven

stund =o causes  of

fatigue, especially as he seems from
his |.l|"':||il.'i|.h' to have lheen I;:. nature
frail and delicme, almost effeminate.
An anthrapologist, examining a cast
of his skull, supposed it to be that
of a woman, and his art with s
predominance of sweetness  over

strength, and its susce mibility (o
: I

(5 23R — IR TRAN \ T LI
KAVHARL
Mhe Loavie)
(Pleota. by Nennlein)
novel influences, has a certain femi-
nine and impulsive charac Ihe

I__R
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darling of the Papacy and of the

Church, the object of a worship from

FHE 333

MAFHAEL AXE
il

which there was hardly any dissent
down 1o the middle of the nineteenth
century, Raphael is now beginning 1o
expiate his glory, and his imprudence
in relying too muo

on the help of his
assistants, As is always the case in
such matters, the reaction has gone
[{3TE0 Hi ]\'.:||'l]'|.|l'|. in the Sfmeze and

the J".--:..'_;;."-', shows himael]

the Ereatest
illustrator that ever lived » pagan and
Christian antiguity alike furnished him
with immoral images which realised
the ideal of the Renaissance, and hisve

been graven in the minds of men for
four centuries.  His type of the Viregin,
half Christian, half pagan, nefther too
ethereal nor too sensual, has wen all
hearts, and still rewains its sovereignty.,
It seems as if the momentary fusion of
two  hostile worlds, Paganism  and
Christinnity, had been brourht about
]'l}' the Hrnil!*—- of H.:'I]I||;1L'|.: if others
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were the flowers of the Renaissance,
he was its perfect fruit.

To admit the faults of a genius is
not o discredit him. Raphael, the
marvellous creator of images, was a
mediocre colourist (save in a few por-
traits such as the Rafthozar Castir-
{iome inthe Louvre) ; and, though Ingres
would never have allowed this, his
and
nerveless.  Thereis no picture by him
in which an impartial critic may not
find loose, inaccurate, and inexpressive
The work in which he
attempted to compete with Michel-
angelo, the Enfombmeent, in the Bor-
ghese Gallery in Rome, has all the
frigidity of a seventeenth century
“academy.” Not without reason has
the decadence of art been dated from
the apogee of Raphael's glory,

The worship of Raphael,
divine painter,” has had its day,

drawing was often commonplace

contours,

“the
His

HAFIN AR

| Burgliese Gallery, Hame.)

works must now  be analysed and
judged one by ome, not as those of a
god in the form of a painter, but as the
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creations of an artist of great genius, | gain by being studied critically, not in !
fallible like the rest of mankind, and  the spirit of deprecintion, but on the
deified by irresponsible enthusiasm.  other hand without a blind determina-
Allthat is truly great in his artcan but ~ tion to admire at any price,. £

P
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XVIII

MICHELANGELO AND CORREGGIO

The Dévelopment of the Florentine School after Leonards, —Fra Bartolommen, Andrea
F

del Sarto, and Michelangelo.—Pontormo am! Bronsino.—The Extinction of the
Florentine School caused Ly Michelangelo.—The Titanic Nature of Michelangelo's
Genius.—His Early Masterpieces of Sculpture.—The Ceiling of the Sistine Chapel.—
The Unfinished Tomb of Julius IT. —The Medici Chapel, Florence.—The Fresco of
The Last fudyment, in the Sistine Chapel.—Pictures by Michelangelo, —Sehastiano
del Piombo, Daniele da Volterra, Benvenuto Cellini, Giovanm da Bolognm.—
Carreggio.—His Decoration of the Cupols of Parma Cathedrl.—His Type of the

1’5:351-._ —His Art the Expression of the Counter- Reformation,

THE genius of Leonardo summed up
and dominated the second period of
the Florentine Renaissance, inaugur-
ated by Masaccio’s frescoes in the

Fo—=MATETNNA WITH EAINT

B AND ANGELE,
FRA BAKTOLAOMS D,
fCathmiral, Locen)

Carmine. But Leonardo's pupils and
imitators  were all Milanese. At
Florence the development of (he
school proceeded on  independent
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lines; In the sixteenth century it
could boast three other great names,
Fra Bartolommeo, Andrea del Sarto,
and Michelangelo.

After Botticelli, Ghirlandajo, and
Filippino Lippi, painting had to make
a certain progress in its special
domain, that of ecolour. The some-
what crude methods of the illuminators
were o be superseded by the use of
warm, brilliant tones, prought into
harmony by chinroscuro, and that of
delicate tints, on a golden or silvery
base, in which Venice and PBrescia
excelled.  Leonardo had  set the
example in  the employment of
chiaroscure, though he aimed at fusion
rather than at brilliance of colour.
The first Florentine who competed
with the Venetians in this domain,
though he did not equal them, was
Baccio della Porta, the friend of
savanarola, who became a Dominiean
monk under the style of Fra Barto-
lommmeo, after Savonarola had ex-
plated his reforming zeal ar  the
stake in 1498,

Fra Bariclommen (r475-1517) had
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instinct  for
scientifically

another merit, the
rhythmic composition,
balanced and pyramidally arranged.
Yy wirtue of this quality and of his
gifts as a colourist he exercised

AND CORREGGIO

rically, for if we compare them with
similar works of the fifteenth century
—Andiea del Castagno's Last Supper,
for instance—we realise what progress

a very happy influence on the
youthful Raphael from the yvear
1504 onwards. He would have
been a master of the first rank
if he had been able to create
types ; unfortunately, the faces
of his personages are inexpres-
sive, and lack both originality
and charm (Figs. 335 3300

His pupil, Andrea del Sarto
(1486-1531), was a yet more
skilful colourist, the Florentine
who approached most nearly to
Giorgione, He was influenced
by Leonardo, from whom he
borrowed his sfirmado, and later |
by AMichelangelo, always an un-

healthy source of inspiration, g
who gave him a taste for heavy
draperies..’ Andrea, although a
commonplace thinker, was a great

painter. Like Fra Bartolommeo, he
composed skilfully, and he excelled
his compatriot in giving movement
to his figures, bathing them in
soft and luminous atmosphere, and

sugesting tenderness without affec-
He had, further, the rare
gift of narrative, and his great mural
paintings at Florence, such as the
liirth of the Virgin in the Convent
of the Annunziata, add to their other
firie qualities that of being delightful
illustrations.". His fresco of the fast
Supper, ot San Salvi, near Florence, is
admirable, even if we come to it after
sceing Leonardo’s preat work (Figs,
337-340). These frescoes of Andrea's,
which must be studied in Tusecany,
are of the greatest importance histo-

tation.
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VIRGIN AFFEA T, REERAND,

FHA BANTOHLOMMED,

(Academy, Florence)

hiad been made by art towards the goal
of complete emancipation. Not only
has all Gothic rigidity disappeared, but
sentiment has undergone a complete
change ; harshness has given place to
swoeetness, asceticism to a playful and
smiling humour.  Finally, Andrea was
one of the rare artists who created a
novel and enduring type of Virgin, with
large, liquid, dark eves, an cm[ni-s[u-
mingling of pride and simplicity. One
of the most beautiful examples of the
type is the MWaedonms delle Arpie at
Florence (1517), where the Virgin is
enthroned on a pedestal decorated
with figures of harpies (Fig. 340

The Florentine School produced a
few more good artists, such as Pont-
orma (1 494-1556), and Bronzina (1 502-
t572), who painted excellent portraits

N2
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Fig. 341) and mannered religious
compositions. Broadly 5;1.3;;].;}“}_“ how-

FlL 337.—THE EIATH OF THE VIBGEIX,
WD,
= Flarance,
ever, it ceased to exist before the

end of the sixteenth century, This
sudden extinction was net due ta
political revolutions, but to the

crushing superiority of Michelangelo,
Though a  Florentine, he
in Rome, made it

worked

the centre of

3 Balvi; nexr Florence

Italinn art, and, in  his life-time,

founded a school which his violent

personality poverned like n new ideal
Venice alone, where Titian outlived
Michelangelo, preserved a local tradi-
tion ; everywhere else, Michelangelo
held undisputed sway.  Florentine
art, uprooted and Romoanised, died
like a luxuriant plant that has flowered
too soon, and grown too rapidly,
Michelangeloe was born near Flo-
rence in 1473, the same year as Fra
Bartolommeo, He died in 1364,
forty-four vears after Raphael, and
eighteen years after Raphnel's most
active disciple, Giulio Romanao.
i‘nnt.:chlnirf_-c:,--u:-.|l|m|r, and painter,
Michelangelo Buonarroti felt himself,

Fiu, )

BN EREL SANTLR
The | suvre.d
(Photo. by Nevndeln)

and claimed to be, exy lusively a sculp-
tor. At Rome, after 1508, when he was
painting the ceiling of the Sistine
Chapel, he signed his letters ostenta-
tiously : Michelangelo, Sculptor.! And,
:t|1lh.‘r_'1|, the genius he applied to paint-
g was a purely seulptural and plastic
one.  To chinroseurs, lands ape, and
local colour, he was mdifferent. Ope

thing absorbed., all his interest, man :
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not man in the variety and mutability
of actual life, but man as he conceived
him, a sombre giant with eloguent
gestures, brusque and vehement atti-
tudes, and a formidable tension of the
muscles, which touches the limits of
possibility, even when it does not
overstep them.y’ Michelangelo plays
with the human body as on an instruo-

ment, from which he comtinuously
draws the most piercing, strident. and
sonorous sounds. On  that summit

which others only reach occasionally,
as if by accident, he maintained him-

self  habitally  without apparent
fatigue : the esxceptional became his
normal 2tandard. Those who imitated
him without possessing his tempera-
ment fell into mannerism, that is to
say, the affectation of an emotion they
did not This was why the

stormy Titanism of Michelangelo was

feel.

AN NA TELLE

ANIFHEA LNL ARTON
iPEi Pakace, Floreaces)

more pernicious to art than the dawn-
ing Academicism of Raphael,

AND CORREGGIO

with the Promethean fervour of his
later life. The ]rl.l:|::| of '”'IIIl-.-I.I::H[.!j-..I
and of a sculptor formed in the school
of Donatello, he was strongly influ-
eneied I.l:l I:]h'*:;nl-ll.:- wiorks tll._i.l.lcrpn
della Quercia (Fig. 260), and also, in
his Florentine period, by the antique
marbles of the Medici collections. The
story of his Cudiid, the statue he buried
to moke it pass for o Roman .1|:1I,i|_||,1l:.,,
15 well known 3 the work

with all the more

Wils ac-

fervour

claimed

because its admirers thought it was
fiftéen  centuries old. <But Michel-

angelo’s genins had nothing in com-
mon with antigue art save the pre-
dilection for certain types.
wi

Serenity
unknown to him, and all tradition
was intolerable to him._ “This is ap-
parent even in his early masterpieces
(Figs. 342, 343): the Fiefd, in St
Peter's;, Rome (1498), the Frrgdn and
Child, at Broges {1501), and the favid,
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at Florence (rsagh  The David, a
masterpiece of anatomy, secms to some
eritics to- offend against taste, but the

two  Madonnas are admirable, and

MICHE NG

tcdemy, Florenge.)

reveal a great genius alreads mature,
Michelangelo boldly placed the naked

body of Jesus on the knees of a draped
Madonna, winning a wvery striking

The Virgin
sufiers in silence; she is too proud
and too majestic for tears.

effect from this contrast

The con-
ception of the Bruges group is no less
bold, The Child is not on his mother's
lap. This was the traditional arti-
tide, and Michelangele accordingly

CHATEL, EOME

LI T SR
rejected it. He stands between her
knees, a sturdy, thoughtful boy,  She,
too, is robust and thonghtful, display
ing neither emotion nor tenderness,
but vibeating with restrained vital-
ity. The fingers of her right hand,
which hold a beok, seem to quiver.
All the genius of Michelangelo is al-
ready present in these works, for those
who look at them with kriowledre.
Pope Julius 1., the most cnergetic
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ment, these Prophets, Sibyls, and seated
Slaves, resemble nothing the world
had ever seen (Figs. 344-346). These
colossal, statuesque figures, resplend-
ent with muscular strength and athletic
effort, in attitudes disconcertingly bold
and novel, are the representatives of a
race ag once human .'|.1'||.i :Ll.]rl."l't'll.'.:ll.rql.h.

(Charch of §. Piewrn in Vincoli, Rome. )

v man. In 1308 he commissioned
him to decorate the ceiling of the
Sistine Chapel in the Vatican. The
vast work, carried out by Michelangelo
in four vears, is unrivalled and even

in which Michelangelo realised his
yvision of wild enerpy and grandeur.
Entrusted with the execution of the
tombs of Julins 11., and of the Medici
at Florence, Michelangelo carried the
truculent visions of the Sistine Chapel
wosen domain of sculpture.

into his ¢
The tomb of Julins was never finighed ;
the Mases sculptured for it, and now
in the Church of San Pietro in Vincoli
in Rome, is an extraordinary creation

iSlatine Chapel, Rome full of “repressed movememt™! and

LA very apt term bsed by

unapproached in the history of paine-

af e Sfralian

ing. Thesescenes from the Cld Testa-  Heinemann, London.
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vibrating with wrath and passion, the
sublimity of which affects one like
’ S0Me great na-
tural spectacle
(Fig. 343)Two
of the Slaves de-
signed  for the

tomib are among
the most pre-
Clous posses-
sions of the
Louvre; they
are standing
figures, but
bent, twisted
and obligue,
marking the ex-
treme of reacs
tion against
primitive art, in
which the law of
fromtality pre-
vailed (Fig. 347)..; The Medici Chapel
at Florence was also lefi unfinished,
Michelangelo completed only the two
niches, where the seated stutues of Log-
eazo and Giuliane de' Medici (Fig,
348) dominate two groups of figures
reclining on the sarcophagi Morninr
and Ervenimg, Day and Night. The
sealed princes are not portraits, but
personifications of melancholy power ;
they are like two Frophets descended
from the Sistine ceiling, and like them
are robust, sombre, and contemplative
(Fig. 336. A siill higher degree of
strengih, a strength which finds ex.
pression in  impatient contortions,
characterises the four reclining figures,
whose avdacious attitudes and vialent
play of muscle provoke both admira-
tion and stupefaction (Fig. 349)

On his returnto Rome, Michelangelo,
at the request of Pope Paul 11, began,
in 1533, to paint the Last fudgment on

(1L Py

IO, |
\Meidicd Chapel, Flarenée.)
I
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the end wall of the Sistine Chapel
(Fig. 350). This colessal fresco, on
which he worked for seven years, is a
mistake, as a whole ; but it is the most
complete expression of his genius, In
it he exhausted all the possibilities of
movement and of line, creating a
sinister world of exasperated gianes,
some victorious, others vanguished,
all naked and muscular ns achlctes,
Christian sentiment is conspicuously
absent from this conception, which is
like the nightmare of some fevered
Titan. What trace of Christianity is
to be seen in the avenging Christ with
his herculean frame, and the terrified
Virgin who cowers beside her Son?
The sublimivy of the Last frediment
verges on insanity ; neither JEscliylys,
nor Dante, nor Victor Hugo ever
carried the audacity of substituting
persenal vision for a given subject
to such lengths as this,

There are very few pictures by
Michelangela [ Fig. 351); and the most

MR
M L A KL
Medici Chapel, Florewee)

Flia w40

amous of his cartoons, executed for the
city of Florence in 1305, has perished,
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Fortunately, Marc Antonio, the en-
graver, the friend of Raphael, engraved
a fragment of it, representing
Flarentine soldiers surprised
by the Pisans while bathing
(Fig. 332} -Antigue art has
given us nothing superior to
these naked bodies in their
athletic vigour, and the ele-

gance that sets off their
strength.  [f this engraving

were all we had by which
to judge Michelangelo, we

AND CORREGGIO

3535 A sculptor of the same school,
whe was also a goldsmith and chaser

should recognise the giant
init, as we know the lion by
his paw,

The Venetian, Sebastiano
del Piombo, owed the epic
grandeur of his Nesurreciion
of Lazares in the National Gal-
lery to Mickelangelo's collaboration
(Fig. 285). One of Michelangelo's
pupils, Daniele da Volterra, imitat-
ing his master, achieved the sub-

Ram FAULY FAMILY,

MICHELANGELN,

(LiFinl, Floronoe )

lime in the great Crucifvion of the
Church of the Trinith, at Rome (Fig.
18

(Fragmest fro

REICHIFLA i

[ the Lagd fudgment.)
1, Rone |

| the Fres

1=iatime OF

of metaly, Benvenuto Cellini (1500
1572), and an adventurer and char-
latan to boot, rose to great heights
in his Ficforfons Persens (Fig, 354
at Florence, inspired Loth by Dona-
tello and ."Llll.lwl.l'l1:_[q'|.l.l. Citovanni da
Balogna  (Boulo inm France and
not French sculptor,
gettled in Italy, was the author of an
admirable Mervwry faling £FHeh, In
which both Michelnngelo and the
classic sculptors are imitated (Fig. 3553,
Iiut with few exceptions, the
crowd that made up the other disciples

T

Bologna), a

very

of the master did nothing but imitate
his gestures, dislocate colossal figures
for no apparent reason, and, “ running
amok " in cold blood, overstep the
narrow boundary that separates the
sublime from the ndiculous.

Younger by some twenty years than
Michelangelo, whom he nevertheless
predeceased by thirty years, a Parme-
gan painter, Antonio Allegri, called
Corregzio, exercised almost as great
an influence over the Ttalian art of the
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sixteenth and seventeenth centuries,
He seems to have been lormed in the
School of Ferrara, and to have been
the pupil of the painter, Bianchi, of
whom there is a beautiful example in

Churel ol =

the Louvre. He was of a gentle, sen-
suous temperament, equally attracted
by the romantic myths of pagan-
ism, and the pious legends of Christi-
anity. He treated both in the same
spirit, and with the same delight in
flickering and caressing light, mellow,
vaporous forms, and the languorous
softness of chiaroscuro.  Leonardo
inspired him first, then Michelangelo.
From the latter he took his taste for
arinl movement, for figures hov ering

NENVESUTO
[ Loggia dei Lann, Florence,)

in mid-air, soaring overhead, riding
on clouds, dumbfounding the spec-
tator by foreshortenings that seem
incredible, and are perfeetly true to
natere.  These audacities of draughts-
minship were a strange innovation in
religious painting, but one to which
Italian taste speedily reconeiled itself
To this sentimental Michelangelo, who
was a painter to his finger-tips, and
had none of the sculplor's severity,
we owe one of the great achievements
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of art, the decorations of the dome of
Parma Cathedral, where the Virgin
ascends in the midst of saints borne up
heavenwards like herzelf ; a tumult of
legs and fAuttering draperies dominated
by ecstatic heads in perspective.

Of the pictures which shed lustre

on his brief career, the most charac-

teristic are those at Parma and Dres-
den (Figs. 336, 337) in which there
( |
\. ]
Il |
| |
| [
|
| 1
VI 38 ERCURY "
G b A By
rello, Flirence.)
is a good deal of Francia and of
Michelangelo, but above all, of Cor-
reggio, that is to say, of a soul en-

thralled by beauty, lght, and joy, and
carrying its worship for loveliness to
the verge of effeminacy.  His
two pictures in the Louvre, one és-
sentially profane, the fu ffer cnd An-
foge, the other full of tender senti-
ment, if not of religious fecling, the
Marriage of St. Catherine (Fig. 358),
almost perfect

VeTy

give an idea of his

AND CORREGGIO

AND CHILIDY

| Parr

b Ll

genius ; the same may be said of the
two analogous works in the Nati jonal

Gallery, the Trsira

Mercury Pmgr
L::p,fa. and the delightful litle JMa-
M Cestar, He created a type
irgin of |-\:l'.1|_=i1|_- but superficial

of %

charm, the influence of which was the

I ——— |

L s |
¥ 343 i3 Tl & EORGE
1T Gallery.)
more far-reaching in that, on the
moreow of the Reformation, it har-
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monised with the new departure of
Catholicism.

The Catholic Renaissance, provoked
by the schism of Luther towards 1540,
had nothing in common with the

i, 358 —7m VETIC MARKINGE  OF
5T CATHERINE

LUEREED I,

(The Loyvre.)

triumphant and dosmatic religion of
the Middle Ages. The task in hand was
not to govern minds, but to win hearts.
The shrewd and energetic Popes who
saved Catholicism  from ruin, and
helped it to regain the ground lost

during the first vears of the Reforma-
tion, had as their ausiliaries the
Jesuits, who made religion easy, and
the artists, who made it attractive.
In contrast to austere Protestantism,
the enemy of art, to whom mystic
fervours were suspect, and who sought
to restrict the way of salvation, the
Counter-Reformation decked the ald
Roman creed with all the seduction of
beauty accessible to the multitade,
with all the blandishments of devo-
tion and ecstasy. The art which it
protected and which grew up under
its influence, notably in Italy and
Spain, is typified in church architec-
ture by the Jesuit style, and in
painting by the somewhat sensual
mysticism, the first examples of which
were furnished by Correggio.  There
is nothing here which rescmbles the
great Christian art of the Middle
Ages, not even that of the fifteenth

century, which, while it borrowed
forms  from Paganism, remained
austere and Christinn  in  thought

To this very day, popular religious
illustrations, multiplicd @ Fr et
by chromo-lithography, must be
finally referred to the master who
painted the Adwticde, to the decorator
of the cupola of Parma cathedral.
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THE RENAISSANCE IN FREANCE AND IN FLANDEERS

Tue Union of Flanders and Borgundy, —The Valois Dukes of Burgundy and their

In

France

Patronage of Anists,—The Rise of the School of Burgundy at Dijon.—The Early
French Renaissance Checked by National Calamity.—Flanders in Advance of Italy
at the Beginning of the 15th Century. —Early Flemish Artists, —Claux Sluter and his
Waorks at Dijon.—The Hrothers Limbourg. —The Saod of Howre at Chantilly.—
The Painter Malouel.—<The Affinity between the Flemish and Italian Primitives.—
The I{r:c'iprn-nﬂ_ Influence of the Two Schools. —The Supposed Invention al the il
Medium by Van Eyvelk.—The Brothers Hubert and Jan van Eyelk.—The Polyptych
of the ** Adoration of the Lumb."—The Masterpieses of Jan van Eyck. —His Pupils:
Albert van Ouwater, Thicrry Bouts, Roger van der Wevden.—The Flemish School
ot ite Apoges.—[acques Daret, Simon Marmion, —Hugo van der Goes, and the Tor-
tinari  Allar-plece, —Memling, Gemrnd David, Cuentin Matsys,—The  Italianised
Flemings: Mabuse, B. van Orley.—The Healists: Jerome Bosch, Breughel the
Elder.—The Realistic Tendenches of Flemish Art.—The Franco-Flemish School ot
Paris, Avignon, and the Count of King Hené.—Froment, Jean Fouguet.—The
Clonets,—The School of Fontainebleaw. —Michel Colombe, CGermain Pilon and
Barthélemy Pricur.—Jean Goujon,—The Rise of the Dutch School. —The ].A."}'llﬁh
Painters I':Ilgrillrl.'l.'h.l-q.'h aml Luyeas van I..e}'dci:.

1361, Jean le Bon, King of Counts of Flanders, and thus Bur-

(1350-1304), inherited the
Duchy of Burgundy on the death of
the last native Doke, Philippe de
Rouvre. He gave this fair domain to

FIE 185 —TE VNG
LE MAKDL AND MARGUREITE oF FLANDERS
AL R,

ANEF CHILD, WITH FMILIFFE

CLAVK, BLUTER
({Porch of the Chartrense ol Champmol, near Difen.)

his fourth son, Philippe le Hardi, whao
married Marguerite, heiress of the

gundy and Flanders were united in
1384.

This union lasted throughout the
reigns of the princes of the House of
Valois, who were all zealous protectors
of art and artists, Jean Sans FPeur
(1404-1419), Philippe le Bon
(1419-1467), Charles le Téméraive
(1467-1477). Very close relations
were established between Burgundy,
Flanders, France, and [taly; many
Flemish artists came to work at
Dijon, and there founded the School
of Burgundy, which is but a branch of
the Flemish Schoal, itself a graft on
the French Gothic tronk,

The eldest son of Jean le Bon, who
reigned in France under the name of
Charles V. (1337-1380), was a great
lover of books and works of art. His

(¥
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court painter was Jean of Bruges,
the author of the cartoons for the

FiG. 350—THE WELL 0¥ MUREN,

ELAYX SLUTEL
{Chartretss of Champmol, near THjon.

tapestries  in  Angers Cathedral.
Another son of Jean le HBon, Jean,
Duc de Derry, who died in 1410,
surrounded himself with a  brilliant
court at Dourges, and collected a
magnificent library  of manuseripts
illuminated by Flemish artists, a good
number of whom worked in Paris,
This eity was the great artistic and
intellectual centre of Ewrope at the
end of the fourtcenth century, Flemish
art, a little heavy in Flanders and
Burgundy, had in Paris taken on 2
character of urbanity and refinement
which manifested itzelf in the minia-
tures A brilliant
French Renaissance was about to
unfold there, when the Civil War
(1410}, the disaster of Agincourt
{1415), and the Treaty of Troyes
(1420), plunged France into mourning
Art took flight towards the Duchy of

of manuscripts.

Burgundy, and it was there, and not
in Paris, that the Franco-Flemish
Renaissance culminated.

Gothic art had developed in
Flanders together with the wealth of
the country, which, from the beginning
of the fourteenth century, excited the
wonder and the envy of all Europe.
About 1390, Melchior Broederlam, of
Ypres, painter to Philippe le Hardi,
painted the shutters of a  carved
reredos preserved at Dijon. At the
same time, a sculptor of genius, Claux
Sluter, arrived from Flanders in
Burgundy. He left there some master-
picces of cxpressive realism, notably
the porch of the Carthusian Mon-
astery of Champmel, near
Fig. 339), and (in the same place)
the famous el p’:l_.f' Mases, the hexa-
gonal base of a Calvary, each com-
partment of which is ornamented with

Dhijon

Fig. 351, —THE DUC TN BEREY AT TAOLE
FAUL DR LERA)
| Miningure from 1k

(Chantifly, Plon, Newtrrit and Ca,, Pa

statues of prophets (Fig. 300 The
group of the Virgin and Child, the

LLF] ]
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smiling and somewhat silly igure of the
Due de Berry and that of Marguerite of

i The Lotvre

Flanders, are admirmble details which
worthily sustain the great tradition of
the fmagiers. The Moses is a mighty
figure, at once scriptural and realistic,
All this was finished before 1405 ; now
Ghiberti's beauti-
ful wates for the
laptistery at Flo-
rence are later by
thirty years, and
Masaccio was not
born till rgor. It
1%, Lherefore, evi-
dent that at the
1”'.{'“”:”1_._': of the
fifteenth century,
Flanders was
greatlyin advance
of Ttaly,
And
not only true as

this was

regards sculptore,
Before 1416, the
date of the Duc
de Berry's death,
Paul de Limboary and his brothers il-
luminated the exquisite Book of Hours

{Alueemm, Eerlin)

which is the glory of the Musde Condé
at Chantilly (Fig. 361). This was no
isolated masterpicce.  There 15 in the
Louvre a Frdmddy by the Guelderlander
Malouel, probably the uncle of the
Limbourgs, who was working in Paris
aboot 1400. In this many of the finest
qualities of the [took of Hours are fore-
shudowed. We
must there-
fore look upon
it as a product
of the
sinn
sance, barn
from the con-
tact of artists
of Flemish
birth with the
taste and re-
finement that
distinguished
the court of
the Valois.
At this pe-
riod (1300
[ 1410), Franco-

Pari-
Rennis-

Flemish art
had spread HADING,
N RVER.

throughouot

wilyptych,

France, and Tohe Hhe

invaded the ;
Chigisch of Si Haved,

valley of the it

Rhine. - Social

and commercial  intercourse  soon

carried it beyond the Alps; we may
that the Duke of
aszassinated in 1go7, had  married
Valentina of Milan.
year 1400, Philippe le
biying  Italian
11.'--1':.1-5; H R ]t.li.i.!!!n.
Veronn, was his librarian,

note CUrleans,
a  Viscanti,
About the
Hardi was medals
and Pietro of

On the
other hand, Flemish art was finding

its WLy iﬂ['l |;'..I1'L',.'hl'||'| |_§1|-. |_11L:_5|'_|,1_-|r_|.'
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movement wed throughout the
fiftcenth century. ™ The artistic affini-
ties of the Limbourgs, the Van Eveks,
Crentile da Fabriano and Pisanello are
obvious. Now it is more than prob-
able that the more advanced eivilisa-
tion, that of Flanders, did not borrow

contim

everything from the tardy civilisation
of Italv. It may éven be that the
realistic influence of Flemish art had
its share im Masaccio’'s reaction
against Giottisms! These are points
that are a good deal discussed just
now, and that doubt be
presently solved.

Although sculptors  of the
Flemish Renaissance left us many
important works which upheld the
tradition of Clanx Sluter—it will be
enough to give as exnmples the tombs

will no

the

Adpraiion

{Museuim, Heeling

of the Dukes of Burraundy at Dijon and
at Bruges, and that of Philippe Pot in

the Louvre (Fig, 362)—I shall confine

myself here to painting, the art in

YINIOIN &
CARTMLUSIAN DOX

WL WITH

which its genius was most brilliantly
manifested,

The Italians of the middle of the
fifteenth century were well aware that
the Flemish painters had no com-
they  collected their works
eagerly, and sent them many pupils.?
Common opinion even attributed the
invention of oil-painting to the Van
Eycks, though the method had
been known the twelfth cen-
tury, and the Flemings had merely
perfected drying mediums, and given
a new splendour and intensity to
colour. Superior as the Italians were
to the Flemings in the decorative
stvle, they admitted their inferiority
in the rendering of life. Later on
opinion became less equitable, and
even somewhat oblivious, It was only

peers ;

since

! In 1460, Bisnea Mana Sform, Duchess
of Milan; sent the youthful painter Xaneito
Bugntto to Brussels, to study in Roger van
der Weyden's atelier. In 1463, Zanetto
retwrned and the Duchess wrote to Roger
to thank him. [Malagueri Valeri, Frrtors
Lombards, Milan, 1902,)

193 (v}
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in the nineteenth century that

full

justice began to be rendered 1o those
B

admirable the Vian
Roger van der Weyden, Hu
Goes, Thierry Bout
David, Alber
tin Matsys.
The
fran

artists,

5, Memling, Gerard
t van Quwater

great altac-piece of the
e Loamd
and even

Aidara-

f Ghent was all

more, ta Flemish painting,

Evicks,

govan der

and Quen-

THROUGHOUT THE AGES
and Eve, the great cemtral panel,
which is all that remains at Ghent,
moved Fromentin to say that in this
work art had achieved ]:-.rf-..l.-t:] ina
first effort (Firs. 363 Hut the

miniatures
H .
Fromentin,
had their
that they

in Chantilly
unknown
t that the Van

It te evident
nog disciples of

Book of

whi Lo

were

cs

Eycks
15 4

the

wore

[N mti 1

inl Cigllery,
that Masaccio’s frescoes were o the
Italian School.  This work, now
divided between the towns of Ghent,
Brussels, and Berlin, was begun about
the vear 1415 by Hubert van Eyck,
and finished in 1432 by his irr-‘nih.-‘l'
Jan. It is not easy to assign to each
brother his part in the work ; but 1
am inclined to think that Jan's share
wis confined to the two magnificent
portraits of the donors. The angels
plaving musical instruments, the pro-
cessions of the Saoldiers of Christ and
of the Just Judges, the figures of Adam

194

the brothers
families
festations

the W
CONLEMPOTAry
of two kindred styles,
that of the Van Ewvcks), }I‘nlll.'l-}'
“lemish, the other modified by Ttalian
influences, and refined by a Parisian
environment,

Jan Eyek, born nbout 1355,
was employved by Philippe le Bon on

Limbourg
WEere mani-
the

one

van

various  diplomatic  missions. He
visited Portugal, Spain, and the
Hague. There is |1||PIE||1'|:_: o show

that he was ever in Italy. From 1332

to 1440, he painted a whole series of
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signed and dated pictores, ameng
them such incomparable portraits as

Fhid, 38— BT, FEARCIS NRECEIVING THR &1 LR EE AT A

(Museum, Turin.
| Phota. by Amderson.)

those of his wife, of Canon Van de
Paele at Bruges, and of the Arnolfini
couple in the National Gallery (Fig,
367), The great picture at Bruges,
in: which Van de Pacle appears as
donar, enable us to appreciate both
the greatness of Jan's genius and its
limitations. He has no religious
sentiment, no fervour ; the Virgin is
ugly, the Infant Jesus sickly ; the St
George is a peasant in armour.  But
Jan van Eyck is the greatest por-
traitist of all time. Never did keener
eve scrutinise the living form, never
did more skilful hand fix its image on
the panel.

There is also a little series of
unsigned pictures, nearly all master-
pieces, which are ascribed sometimes
to Jan, sometimes to Hubert. Two
of the most perfect of them are in
Paris ; one, in the Louvre, represents
Rolin, Chancellor of Philippe le Bon,
knecling before the Virgin and Child,
agninst a marvellous landscape back-
sround : the other, in M. Gustave

195

Rothschild’s collection, shows the
Vicar of the Carthusian monastery of
5t. Anne at Bruges;, Hermann
Steenken, before the Virgin, 5t Anne,
nnd St. Barbara, with the same land-
scape as the first. There is a third
panel from the same afefier at Turin
(Figs. 366, 36}

During their long sojourn at the
Hague, the two Van Eycks must have
formed a certain number of pupils ; the
best known of these is Albert van
Ouwater, the author of o masterpiece,
Tihe Reswrvection of Lazares, in the
Berlin Museum (Fig. 368), which his
pupil, Gerard of Haarlem (Geertgen),
successfully imitated in a picture ac-
quired by the Louvre in. 190 With
these Dutchmen we must’ class a
Haarlemer, who was perhaps a fellow-
pupil ‘of Ouwater’s, Thicrry Bouts

wiid Fiee=TI

SEETIRG oF 4NN ANARE AN
MELCHISEDECK.

THIENRY WIUTS
1 Finacothels, Mundch. )

(Woermann, Getchichée der Malored
Leipurlg

Seemann,

{1420-1475), and who worked at
Louvain nbout 1450. He was an artist
o2
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whose vigour

ART

of temperament verged
lity, whose realism led him
into deliberate ugliness, and his desire
for brillinnce
His best
g at I
in their intensit and ex-
pression, better in drawing and
painting than in composition (Fi

on br

into crudity of colowr

h as the fudemeni

15, are extraordinary

WOrks, St

af LA

of tone

370, 372).

Between 1435 and 1464, a painter

Tournai, Roger de la Pasture (in

Flemish, Van der Wevden
Brussels.

rked at
It is very doubtful that he
was a puptl of the Van Eyvcks ¢ in any
case, if he resembles them in his
technique, his was a diffierent and even
a dissimilar

genius. Where the Van
Evcks aimed at calm and serene
grandeur, Van der "-"p'-:_l.'tll_-r' strove for
pathos. He had the religious and

dramatic sentiment, the g

gifts of ten-

derness and emotion, a taste for
sinuous, even tortuous and dislo-
cated lines, which express  the
strong emotions of the soul His

s

Dlescend from Hhe Cross, in the Es-

corial, with a good replica at Madrid,

196

THROUGHOUT

is one of the

THE
: masterpieces of art

pictures by

lin, and Beaune.

AGES
Fiz,

him are at

Between 1430 and 1480, the Flemish
School, then at its apogee, produced a
long series of prodig The first was
a Tournay pupil of Van der Weyvden's,
Jacques  Daret, known until gquite
lately as the Master of Mérode, or of
Flémalle,! the author of an admirable

L FirC L,

rand of a Feredn and Child
at Frankfort ( Fig. 373). Then Simon
Marmion of Amiens, who, about the
painted the Life of Sh
the castle uf W IL;Li ¥ .‘|I'I.I-1
Hluminated =

year 1453,

Berfin (in
manuscript of the
Lerarites Chronfgues o France, pre-

! From a Helgian eolleot
Flemish abley which cont I|||.'.| some of
|II_- works. ]rn_ identity of this masier
with _F.ll.'a.|l.-.- et is |;..-|._-_I.|l._ lsut hasz
nol been establis)

from o
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sented to Philippe le Bon by the
Abbé de St Dertin, with exquisite
miniatures (Fig. 374k  About 1470,
the Zeclander, H der Goes,
painted for Tommaso Portinari, the
of the Medici ar Bruges, a
colossal Natredly (Fig. 3704 which
Partinari presented to the hospital at
Florence, and from which the ltalian
painters, Lorenzo di Creds, Ghirlan-
dajo, etc., hastened to copy details,
Finally, from 1468 to 1450, Memling
produced .his cxquisite scries of por-

COm posi-
Is there a
fascina-
achieve-

0 Van

arent
agcnt

traits and large religious
tions (Fi 7

more
ting
ment in all
the domain of
painting  than
the Shrine of
St Ursula at
Hruges ¢ Ifwe
except  those
of Van Exck,

what portraits

are superior
to Memling's
He was, in-
deed, the Ka-
E|'||.|-.'|.-|l!- Flem-
ish art, the
man in whom
all the gentler
£ of his
school were
combined to

st ] the exclusion

Master of of all that was

: harsh and

Dhito, by Veaekman, brutal. - Infe-
tior to  Van

der Weyiden in his mastery of ox-
pressive line, and to Jan van Eyck
in solid and plastic

realism, the

heir of the miniaturists rather than
of the painters, he is the most attrac-

THE BrsHarE GLUIE
B THE VOLUME T

SISPON M
{ Frontiapiece of n Man:
51 Peler

not the most
all these gifted masters.
Memling had a successor at Bruges,
Gerard David, who tlourished (rom
1488 to 1500.  His masterpiece, a Vir-
gin surrounded by Saints, is at Rouen
(Fig. 378); we note therein not only a
return to the types of Van Eyck, but
somewhat *alarming  indications of
[talian influence.  These alzo
apparent in the works of the Antwerp
master, Quentin Matsys (1466-1530) ;
but Van der Weyden's tradition is
maintained in his Descent from  the
Cross at Antwerp, his 5t Anne at
Brussels (Figr. 380), and his head of
the stricken Virgin in the National
Gallery. There is an idealistic ele-
ment in Mateys' art, though he ap-
pears as a realist, and even a aatirist
upon occasions (Fig. 379}, but he did
not deliberately imitate the Italians.

tive, il original, of

are

197
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Unfortunazely,
stitred to emulation by the glory of
Leonardo da Vinci, Raphnael, and

Michelangelo, Certnin very  gifted

the Flemings were

g
painters, such ns Jan Gossaert” of
Mauvbenge (called Mabose) and Da-
rendt van Orley, went to Italy and
brouzht back a style which harmonised
ill with that they had received from
native masters {Fig, 3825

realists, Jerome Bosch (Fig. 381) and
the elder Breughel, prepared the way
for the Dutch Little Masters of the
seventeenth century, who were to raise
genre-painting to the level of grem
Art.

This tendency to give poetry (o

iShrine of 5. Ursula

|Hispital of Broges)

It is unnecessay to linger over these
hybrid, though often fascinating,
works, in which Italinn idealism, the
imitation of the antique, and  Flemish
realism are associated but not assimi-
lated. These lualianised painters
reigned  supreme  throughout the
second halfl of the sixteenth century,
and had at least this merit, that :]1|_1-:..-
prepared the way for Rubens. Side

_ : R : FIlh IT7-—FONTHAIT OF MAETIN VAN
h:r' side with them, as if in reaction, - i e el g
other I"IL'hlJ[i;'.:h Were f~|||.l'!|l.'|.i:||_g a very i B
different path, delighting in jests and {Howpital of Se. John, Bruges.i

satires, painting and working for the

HE realities, rather than to realise a con-
people. These racy and spirited

ventional ideal, is prominent throogh-
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out the whole course of Flemish art.
Painters were obliged to paint sacred
pictures, Virgins, angels and martyrs,
because their clicnts asked for these ;
but how clearly they show that all of
them, even Memling himself, would
gladly have painted anything else!
The things that interest them, that
they study and render most lovingly,
are figures of donors, rich stuifs,
distant glimpses of landscape. They
are never so great as when they
escape from the bondage of the given

E—TIMH ViEulk HOUADED By  RAINTS
GEREARD DAYV

M
Photo, by Petiton,

theme. There is one exception to this
rule—Rozer van der Weyden, Dut we
know he had made a pilgrimage to
Rome, and that he lived for a time at
Ferrara. He the mystic
amonyg the numerous Flemish painters
of religious subje

The French branch of Flemish an
followed =

WiLs sl

in the fifteenth century
similar course, save that the realistic
tendency here was carly tempered by
the essentially French instinct for
sobriety and elegance. At the close
of the fourteenth century, Paris was an
artistic centre of the fivst rank. About
1410, the misfortunes that befell the
monarchy scattered the artists of the
capital to Burgundy, Touraine, and

Provence, The establishment of the
Papal court at Avignon in 1309, had

created a centre of Italian art in the
¢:|1_:.', round which a local school soon
vrew  up; the this
gehool is the lange Pichit of the hospital

masterpicce  of

GUEXTI
i Al usening,
iPhote, by H

of Villeneuve (1470), Froment of
Avignon, the painter of the Swrning

Py
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marked {1476). During the reigns of
Charles VIL and Louis XI. a ven
great artist Aourished in France, Jean
Fouquet (1415-1483), who was in
ltaly about 1445, and later at Tours.
There are powerful portraits by him
at Paris and at Bedin, and at Chan-
tilly an admirable series of forty
miniatures, painted about 14335 for the

Fush (Fig. 383), in the Cathedral
of Ajx, worked ar the court of
René of Anjon 14157-1480), who
established himsell in Frovence after
losing Naples and Sicilv. This is a
Fiu —THE 1 1 EUSH
| ICHOLAS | AL ¥ AVIGNOS
of Al
| Fhote Ly Nemndein)

I Book of Hours of Etienne Chevalier

| (Fig. 384). The decorative clements of

| these little pictures are Lalian to some

extent, but the sentiment is purely

French, and suggests a gentler Van

Eyck. The colour Is delicate, but

lacking in brillinnce, and occasionally

in harmony.,  The school of the Bour-

: .: .-II __I.‘r.f _II“:_I'_I_ ]J'irI'IH.'I.-I:i, of which WE e ||!I'||!.' _'ill&l

IMusetim, Berling hr—'}a‘h'l“'i[l}} to learn -'-|'||||.|_'I:I|i:|'|g_1 WS

Fhoto. by, Hanfemengl) formed under the influences of those

L. of Touraine and Provence. A large

Flemish work in  which lulian picture in the Cathedral of Moulins,

influences are already very strangly

perhaps by Jean Perrdal, painter to
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Charles V111, shows strong Italinn
influences, torether with a native taste
for a somewhat mannered grace and
pale, delicately shaded colours (Fig.
3850

A family of painters of Dutch
origin, the Clouwets, produced a large
number of portraits from the time
of Francois 1. to that of Henn
IIl., both in oils and crayons, in
which lightness of touch, learned
precision of line, and contempt for
unnecessary detail, presage the quali-
ties of the classic spirit as manifested
in France in the seventeenth century
{Fig. 386). These finc portraits, so non-
insistent, so reticent, and vet so deli-
cately psychological, seem “ made out of
nothing * like Racine's tragedies, The
[talians summoned to France in 1551-
1532, Rosso and Primaticcio, busied
themselves mainly in propagating the
defects of the School of Michelangelo,
but their imitators, who formed the
so-called School of Fontaineblenu,

school, which is well represented at
the Louvre and at Rouen (Fig. 387

Fih 385—THE ADORATION OF THE JAGL
J- FOUQLIET
M nkatuse in the Muosde Condd, C nilly.i
{Fhotos by Braun, Clement et Cie)

Their authors speak lwalian, but with
a strong French accent.

In sculptere, Italianism
—1 first invaded decoration,

then bas-reliefl and statu-
| ary ; but, here again, down
to the end of the sixteenth
century, the French cle-
ment predominated, in the
works of Michel Colombe
(. 1512}, Germain Pilon,
and Barthélemy Prieur, the
contemporaries of Cathe-
ring de’ Medici and Henn

—THIFTYCH PFUESENTED BV PIENRE 1.

MoTLINE,

iBy & French Master; perhaps Jean Perréal)

iPhove by Neowndeind

remained French rather than ltalian.
This iz evident in the pictures of the

201

DE hoUNROR
I O BEAUVIED TO THE CATHEDRAL OF

IV. (Figs. 388, 380). The
maost Italian, and also, per-
haps, the most gifted of
the artists of this peried,
was Jean Goujon, whose
nymphs on the Fonmaine
des Innocents in Paris (1350) and
the portal of the Louvre which bears
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his name, are among the most delight-
ful waorks of the Franco-ltalian Re-

naissance (Flig-
390)., These
are decorative

sculptures 3 but
the portraits of
the period, espe-
cially those of
dead persons
kneeling, are
.inH]lil'l.'tt
by the
Fasiers

rather
French
than
ltalian mo-

F: CLOUET, }.1}'

{The Loimre. dels, French
art was never
completely  Italianised, even under

Louis XIV.; the history of national
resistance to foreign taste may be
followed throughout the seventeenth
century.

At the beginning of the sixteenth
century, a very individual school of
Dutch painting arose. The centre of
this school was Leyden, where Engel.

Whlrin.

L BF PO TAINEELEAT,
AL iy B, )
Pleta, by Petiton.)

brechtsen (d. 1533), master of
Lucas van Leyden 1494-1533),
workeil. Few plctures by Lucas have
survived ; the most important is the

the

Last Sowidgmend in Levden Museum,
But he left nearly two hundred en-
gravings, which will bear comparison
with those of Ddiirer himselll (Fig, 392
His taste for rustic and comic scenes,
the boldness and facility of his burin,
herald the development of familiar art
in Halland.

Lucas, who died at the age of 30, was
an artist of great capacity. Jacob Cor-
nelisz of Amsterdam and Janvan Scorel
of Utrecht
were also gift-
cd painters,
lees

suscepti-
le than their
Flemizh con-
lemporarics to
those trans.
alpine influ.
ences, which
have nearly
always proved
pernicions o
men of north-

erm race, Hol-
land, by es-
pousing the
caunse of the
Reformation
and  breaking
with Raome,

preserved  her
artistic origin-
ality to some
extent, before she won her
ence.

independ-
It was done at the expense of
cruel sacrifices 3 but she reaped the
reward of her cournge, in the seven-
teenth century, when she gave the
world one of the heroes of art, Rem-
brandt, a geniue at once Dutch and
universal,

! Temperance, with her attributes, 2
yoke aml a clock,
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FiL 303 —THE ADORATION OF THE MAGL
ETRFHAN LOCHYEWL
(Cologne Catherdral.)

XX
THE RENAISSANCE IN GERMANY

Tug National Characier of German An.—The School of Prague, —Master Wilhelm of
Cologne., —Stephan Lochner.—His ddoration of the Aagr.—The Sehool of Cologne.
—The Master of the Alar of St. Bartholomew, onid other anonymous Masterz of
the School.—The Lack of Refinement in German Art.—Cerman Waoesd-carving and
its Influence on Painting,—The Suabian School,—Martin Schongaver,—The School
of Angsburg, —The Schoal of Nurembeng—Albert Ditrer and his Pupils.—Holbein.

Lucas Cranach,—The School of Alsace.—Mathias Griinewald. —Hans Haldung
Grien.—Joos von Cleve.—Harthel Bruyn.—The Extinction of ¥atonsl Art in

Crermpny,

ITALIAN art dreamed of beauty and
realised its dream.  Flemish art was
in love with truth, and *held the
mirror up to poture” German art
marely achieved either truth or beauty,
But it succeeded in rendering, with a
fidelity that was often brutal, the
character of the German people
immediately before and  after
Reformation.

The first School of German painting
of which we have any knowledge
flourished at Prague about the year
1360 under the Emperor Charles [V,
who summoned the Modenese painter,
Tommaso, from Italy to Bohemia,
Somewhat later, in 13%, we hear of

the

one Master Wilhelm, of Cologne, who
is much lauded by the chroniclers of
the time. Wilhelm was succeeded by
Stephan Lochner, from the neighbour-
hood of Constance. About the year
1435, during the lifetime of Van Evck,
he completed the most important work
produced by the German school inthe
Middle Ages, the famous Adoration of
fhe Magi in Cologne Cathedral
(Fig. 303). Lochner has been called
the German Fra Angelico ; his art is
devout, radiant, and sentimental ; his
characters are rosy, chubby children,
who are always good and go to church
regularly,.  The Van  Fycks were
alrcady famous in 1435, but the
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Cologne picture shows no trace of
their influence. Luochner's art was
derived from illuminated manuscripts,
probably the work of the Flemish
miniaturists who flourished at the end
of the fourteenth century in Flanders,
Bourges, and Paris.

A novel tendency towards realism
made its appearance towards 1460 in
the numerous pictures of the Cologne
masters: A pupil of Douts seems to
have founded a school there which

%, CoilisiIBA AND ANDEEW,

The Master of the Alear oy
=1, Bartholomew.)

M uisevim, Maine)

(School of Colo

became very flourishing, Henceforth,
though it remained very German in
its defects, the School of Cologne,
which existed till the middle ofthe six-
teenth century, was merely a Rhenish
off-shoot of Flemish art. The two
masters most imitated at Cologne were
Bouts and Van der Weyden, The
great, and as yet unknown, master who
painted the fine Colognese] Descent
from e Crozs in the Louvre was
inspired by the latter; he is distin-

207

guished as the Master of the Aifar
of St. Barthelomesr, from one of his

4

g s e

i

5, —THE ARGELIC SALUTATION.

VEIT §TiSS
Chaireh of St Lawrence, Nureenberg.)
works preserved at Munich (Fig, 304)
Asa general rule, indeed, the artists of

.
(Chairch of St Sehald, Nomemberg.)

i SERALILS

this prolific school are anonymos, and
are known as the Mastor of the Lyvers-
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from the name of the - —
series), the 1o

i

Liy
Haly
It was

Master of the
Flerii ".'I.'“',-" LR,

only at Cologne that
it inspiration from the
Flemings, but throughout Germany.
But the po

painters s

-l and social conditions

of the country were not yet pro V1%
to the fruition of a delicote art. There
were no rich
patrons, as in
ltaly and
Flanders ; the
nation was
backward,
MANNETS Were

F =it THE ANTIST
r'”'l':h' A LIIEHT & X,
great number | Pinacothek, Munich)
nf petty (Phite. by Hanlfaasngl

princes, civil taste, the talent for selection. Their

composiiions are crowded with igures ;
these figures are often grotesque and

and ecclesi-
astical, order-
ed pigtures

and  expected ]

to be served I
without delay;
AT Sr the artists,
(Cathedind. Calthar.) aided by their
pupils, pro
duced too much, and worked too
rapidly. They imitated the brilliant
colour of the Flemings, but with-
out achieving their delicacy of touch.
The colour of the German painters is
barsh and often heavy. They long

continued to wse gold backerounds |

instend of landseapes as a setting for
their fisures, the former hr_un:_: more
dazzling to the imnorant and easier

of execution ; afrial perspective was

5, jod = FUNTRALY OF GSWOLT Kkl

therefore developed very tardily. Bue LEERT

bR,
the quality most conspicuously lacking (Finncothek, Alinich
in the Germans of the fifteenth and

: grimacing ; in place of strength and
even of the sixteenth century was

beauty, we find sometimes a sickly
208
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Fitl, ooe—PORTHAIT OF JEROGME WOLIRCHITIEL
ALNENT DUUER,

i Musenm, Be
iPhodos by Hand

mengl

insipidity, sometimes a painful tension
of style, sometimes analmost ridiculous
mannerism of attitude and gesture.
It is the art of devout peasants, at

L

EVANGELISTE

Fit 401 —TIHE FOUI
ALNET D
(Finscothek, Munich.)

once coarse and sentimental, which

attracts at first Dby its artlessness

and vigour, and finally wearies by a
vulgarity, now clamorous, now in-
significant. Compared with Italian or
Flemish pictures of the same period,
a German picture appears as the work
of a rustic beside that of a polished
man of letters. DBut the rustic
good fellow, who has done his best;
one of the virtues of this inferior art
is its honesty.

The German art par excelience was
wood-carving, It remained absolutely
Gothic, carrying on, with great skill
and admirable vigour, the tradition of

is a

Fins jos

i Florence.)

the realistic fmagiers of the foorteenth
century, The most distinguished re-
presentatives of this art were Adam
Krafit and Veit Stoss of Nuremberg,
the first of whom died in 1507, the
second m 1533 (Fig. 305, They in-
fluenced the painters of their tme,
instead of beinge influenced by them,
It was they who were responsible for
the long continued prevalence in
German art of broken draperies with
deep and unnecessarily numerous
folds, an-angular style, and a taste for
crowded compositions. Dut the types

e ¥} I’
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of old men created by Krafft, and of
women created by Stoss, are among

FlG, 493.—THE HOLY FAMILY EESTING OX THE
FLIGHT I¥T0 EGVET,
ALBERT bl R
Gasebte dea Seana-Aris

the most expressive in the whole range
of sculpture, and their dense composi-
tions are instinct with a fervid piety
which makes those of the Italians
seem almost frivolous and worldly.
The School of Nuremberg also
produced sculptors of  bronze, the
Vischers, the best of whom, Picter
Vischer, who died in 1529, translated
the types and conceptions of the
wood-carvers into metal {Fig, 306).
The school next in order of develop-
ment after that of Cologne was the
School of Suabia, the great master of
which was Martin  Schongaver of
Colmar (1450-1401). Martin was a
disciple of Roger van der Weyden,
but he has an individual quality of
purely Germun sentimentality. Like
miany of the German painters who
had to pravide pictures for the poor
as well as for the rich, he engraved on
wood and on copper ; his engravings,

characterised by much vigour and
feeling in the line, are superior to his
pictures, the best of which is the
Firgin én the Rose-giorden at Colmar
Fig. 397). Zeitblom of Ulm (d. 1517,
a deeply religious painter, fascinating
in spite of his incorrectness, had much
in common with Schongauer.

The School of Augsburg developed
side by side by side with those of
Colmar and Ulm. Its best painter
was Burghmair, a pupil of Schon-
gauer, who went to Venice in 1508,
and finally settled at Augsburg, where
most of his works are preserved
Another Awgsburg master, whose
spirited and robust art is sometimes
of a rather vulgar type, was Haolbein
the elder, father of the great Holbein.
In his last pictures, he seems to be
forsaking the Gothic style, and pre-
paring the way for that cmancipation

P §o—THE ADOEATION OF THE MAGL
ILANE VON CULMHACH.
(Museum, Berlin

(Flestn, by Hanfsiueigl

afart which was to be consummated by
his famous son,

10
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Wuremberg, with its rich commer-
cial class, was the Florence of Ger-
many about the year 1500, but it was
a coarser Florence, intent on expres-
sion rather than eon beauty. It pro-
duced many masterpieces of
The head of its school of
painting was Michel Wohlgemut (hb.
prolific but mediocre
artist, whose chief title to fame is that
he was the master of Dhirer.

wood-

carving.

in 1434), a

Fith 435 =TI BT O
L ALTISOEFS
i M e,

Duoring the first half of the six-
teenth Germany produced
two painters of genius, and one very
richly gifted artist : Albert Direr,
Hans Holbein, and Lucas Cranach.

Diirer (1472-1528) was a thinker as
well as an artist, and in this connec-
tion claims a place in the history of art

cento I'¥s

side by side with Leonardo da Vinei
and Michelangelo (Fig. 308). The
Italians said he would have been the

oreatest of their artists had he been
born in Rome or Florencey A native

211

of Nuremberg, he first learned the craft
of a goldsmith, his father's calling,

s ol THE VIBRGIN Wit THE FAMILY ¥
THIE AU 4 i}
Castle, Diarmetaded
and in 1486 entered Wohlgemut's
workshop. In 1490 he went to

Colmar and Basle, and to Venice

(The lowyred

where he came under the influence
of Mantegna and Bellini. In 1397
he set up a studio in Nuremberg, and

"o
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adopted his famous monogram, an
Aundern D,

Ewven at this period, he

Pl §od. —CHANITY,

LUTAS CRAN

iErrern Colle

painted admirable portraits, such as
that of Oswolt Krell, at Munich
(Fir. 399). In 13505 he back
to Venice, only returning to Nurem-
berg in 1507. It was after this tha
his period of great and feverish
activity began, not only in the field
of art, but also in that of the intellect

went

and of literature, for Nuremberg had
become a centre of Humanists, and
Durer was the friend and painter of
the Humanists. In 1521, he visited
the Netherlands, and was received
It was after his
this last visit that he
painted his masterpieces, the portrait

with great honour,
return from

of Holzschuher at Berlin (Fig. 4oo
and the Fowr Evangelists (Fig. g01)
at Munick, works that were un-

doabtedly inspired by the Van Eveks
The Iatter, the maost impsosing pic-
ture of the
creation of

German  School, %g

superluman  types, a

supreme effort towards simplicity and
grandeur,” attests the master’s sym-
pathy with the Reformation, which
appealed 1o the Evangelists to bring
back Christianity to the ancient paths.

Ecclesiastical architecture in Ger-
many was ill adapted to mural paint-
ing.
Some forty eazel pictures and portraits
by him exist; hiz most beautiful
picture is the Aduration of the Magi,
at Florence (Fig. 4oz}, a vigorous, pro-
foundly thoughtful work, thoroughly
German in its contempt for elegance.
When Diirer attempted to imitate the
antique afier the manner of the Ialian

[Jirer never painted on a wall

masters, the result was almost gro-
tesque, as in his Lwcreffie, at Munich,
The Germans in general were cven
less skilful than the Flemings in the
treatment of the nude.  Sometimes
they fell into a coarse realism ; some-

FidL jog, T LT BEAN,
LUCES i

M asetem, |
(Plsots, by Flamfas

times theoy disfigured borrowed types
by the stiffness and dryness of their
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wheére Direr was

superior to the Italians, and cqunl

execution.
1o

the greatest genivses of all time, was in

s stich as his
L 4o3), Si feram

 Mefancholy, and %

i

il fhe Kaightdy show a profundity «

thoucrhe, a reticent poetry,
same time ledge of
equalled in the works of Leonardo and
At a

cism reigned supreme, Goethe

i kni

when

Michelangeln

period

justly wrote @ When we know Durer

thoroughly, we recognise t truth,

nobility, and eve

v equals
are the greatest of the Italians.™
ds of

Among the pupils
worked at Nuremberg and Katishon,

whiis

two were ariists of remark

Hanzs von Culmba
Albrecht Altdarfer
Holbein

Fig. 404

sance, was the son of

painter 1 have already

going still

Like j
further afield. 1n 1515 he was at Basle,
and afrerwards in England at the
Court of Henry VIIL, painti
king and his family, his

[Diirer, he travell

minisiers,
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several membersz of the Engli
tocracy and the famous portrait-group

of the twn Fres

known as

1 ENVOVE,

i’k .I:.:- 3 |
The A in the XNational

Crallery.
Diices

Caerman

no  affinities
great

strong

with

is the only
rtist who shows a

Liw

¢ of Linth

rendency idealism. There is
tr

tonuch of d

no

ism in his manner, no
icism. The

§

tion and asce

results of his German e

lemance

ion are
i reticence
him the most French,
rather than the most [talinn of the

teEmps red by an

which make

.1 M his | VrEer puotures, one

is n masterpicce.  This is the Firgdn

and Child [Fig. 406) at Darnmnstadt, of

which there is a Diutch copy at Dresden,
suaver but In this |

less expressive

work a result quite novel in Germany
i

character is recon
! The Dance o
painted by Holbein on the
at Basle, has

perished almost completely, but it is

was achieved
beauty. famons

L

walls

to

ih

of the cemetery
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Holbein's
great title to glory is to be found in

known by reproductions.

1Fhote. by Brockmon

his series of engravings and his por.
traits. In some of these he et uals
Diirer in precision while surpassing
him in liberty of touch. All deserve
mentibn ; but we must be content to
name those of Amerbach, and of the
painter’s wife and children, in the
Basle Muscum, of the unhappy Jane
Seymour at Vienna, of Erasmus in
the Louvre {Fig. 407}, of Archbishop
Warham at Lambeth Palace, and Sir
Thomas More in Mr. E. Huth's collec-
tion, of Hubért Morcitat Dresden. His
engravings have not the intellectual
depth of Diirer's, but they charm Ly
their wit and fertility of invention.
Holbein's influence was I':1r.n_-.|c]|'t|1;.;,
extending into Holland and France.
One of his imitators at Avgshurg,
Amberger, was a vigorous and pene-
trating portrait-painter (Fig. 411
Lucas Cranach (1472 1533}, the
founder of the Saxon School, was o

very different personality. Although
he was the intimate friend of the
Elector of Saxony, and familiar with
Luther and Melancthon, whose por-
traits he painted, he iz neither
thoughtful nor subtle. The basis ol
his art i« German rusticity, a rusticity
with a wveneer of literature and
mythology, and a superficial ele-
gance, such as might be acquired by
a parveny sprung from the peasantry.
His science, which manifests itself in
his fine portraits, seems rather thin in
quality, especially as he produced
very rapidly, and also signed many
pictures painted by his pupils with his
monogram, the dragon.  His feminine
type i3 a peculiar one, with
an enormous forehead and narrow

VETY

AL
[ Xypseqm,
{Fhotes by Denckmanm )

fore)

obligue eyes. Unlike Diirer and
Holbein, he was fond of treating the

=14
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nude, not only Adam and Eve, whom
all the German masters painted, but
the goddesses of fable (Fig. 412), These
nudities of Cranach’s, often, as in his
Fenus in the Louvre, crowned with a
large red wvelvet hat, are supremely
comical. His painting, like his draw-
ing, has a certain wooden quality in
its dry uniformity ; he is all the more
a German, in that he suggests his
national art, that of wood-carving.
Sometimes, especially in his angels,
he recalls Perugino, some of whose
pictures he must certainly have seen.
Cranach 15 the most diverting of
painters, not only because he is eager
to amuse, but becavse his artlessness
and his false ideal of elegance often
provoke a smile at his expense (F
410}  But he painted certain realistic
portraits which are among the best
works of the school (Fig. 4o00). As
an engraver, he s inferior to Diirer

THE VIRGIN

and Holbein, but more popular and
good-humoured. MHis son, Lucas the
Younger, perpetiated his art (1 had
almost said his trade), and flooded
all Germany with facile pictures,

(=]

an

The school of Alsace produced an
eminent artigt in the sixteenth century,

MAN WITH THE PFINK.

FIL § T —TIE

BANTHIL BRLUYN,

iMuosenm, Frankiorn.

Mathias Grinewald, the first German
who used coloar, not in the manner of
an illuminator, but as a painter, Hans
Baldung Grien, who worked at Stras-
burg, and was influenced by Diirer,
was a nervops draughtsman and a
rood colourist (Fig. 413), The school of
Cologne fell more and more under the
sway of the Netherlands and of Ttaly.
A very prolific painter, thoroughly im-
bued with Italianism, whe was known
as the Master of the Exeath of the Virgin
down to 1902, and has lately been
indentified as one Joos van Cleve, was
born at Antwerp, and died in 1540
Fig. 414). This remarkable artist,
who  probably Cologne,
notible

worked ot
was the master of the last
painter of that town, the portraitist
Bartholomew Bruyn (Fig. 415). But
from the second half of the sixteenth
century German art may be considered
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dead, stifled on the one hand byimita-  Italian an reigned alone ; these were
tors of the Italinns, who produced only  succeeded by Academicism, Neo-
mediocre works without any character,  Hellenism, Raphaelism, and Impres-
and on the other by the religious wars, sionism, At present, though she
which devastated Germany and threw  boasts several great artists, Germany
civilisation back by a full cemury. has no national school, and the
When the storin abated. the country  worship she professes for her ancient
was impoverished, and national tradi-  masters has all the intensity of regret,
tion was interrupted. French and  nay, of remorse.
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XXI

THE ITALIAN DECADENCE AND THE SPANISH
SCHOOL

TuE Phenomenon of Artistic Decadence.—The Decline of Art in Italy and its Causes—

The lesuit Style.—Originality Checked by Excessive Admirtion of the Great
Renalssance Artists.—The Influence of the Decadent Italian Schools on France and
Spain~—The Mannerisis.—The Carmcel,—The Frescoes in the Famese Palace,—
Albano, Dumeniching, Guide, Guerclno,—Guido’s Religious Types.— Carnvaggio
anid his School,—Pietro da Cortona and Luea Glordano,—The Neapolitan School —
Salvator Rosu and Bernini.—Sassofermto,—The Allori.—Carlo Dolci, —Ribera and
his Influence on the Spanish School.—Morales.—The School of Seville.—Herrera
and Zurburan, —Moptafiez and Alonzo Cano,.—Velasques.—His Technical Supre-
mucy.—The Mudern Calt of Velasquee.—His Relations with the Spanish Coort.—
The Historieal Significance of his Works,—The Impersonal Character of his Art,
—Murillo.—His (hmlities as a Colourist,—His Interpretation of Spanish Religious

Sentiment, —Goyn, —The Unimpaired Vigour of Modern Art in Spain,

THE word decadence, when applied
to art, must not be taken in oo strict
a sense.  Art never declines so
far as to return to its point of
departure ; thus the Bolognese
are in no way akin to the Giot-
tesques, but are more Temote
from them than from the
Florentines of the golden age.
As a fact, evolution is always
going on, even when artists
believe that they are slavishly |

not sufficed to prevent us from talking
of the decadence or decline of Italian

imitating  their predecessors,
But it sometimes happens that
the works of art of a country or
of a period are more fitted to
awaken curiosity than to excite
admiration. Thiz is true of those
produced by the Italians from the
death of Michelangelo till now, though
we must make a reservation in the
case of Venice. The other exceptions,
some of which we will point out, have

Wiermaniy, Gerseliodis der Malesss,

Flik §E=NEFIUAE AND AMPITHITE
ANMLBALE CANNATCL.
(Famess Palice, Rome.)
(Semmann, Lefpelz.)

art 3 but there has been neither retro-
gression nor stagnation.

Various causes have been assigned
for this depressing phenomenon.
Some urge the loss of ltalian liberty,
crushed successively under the heel
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of Spain and of Austria ; others the
Counter-Reformation  (1345), which
brought about the predominance of a

FliL §17-=TIE LAST COMMUNION OF §T. JERGAE,
Ll L ki TRt
Mloseism of the Va i

iFhata, by Anders
religion whose chief pre-occupation
was to darzle and stimulate. It is
certain that Italian art of the seven-
teenth century aims at effect, that it
dwells unduly on ecitasy and rapture,
sentimental  effusions, the physical
tartures of the martyrs. It introduced
a variety of new motives, such as that
of Christ and the Virgin as  half-
length figures, with EYeS Cast miourn-
fully heavenwards, an exvoto of a
vague and sickly piety quite unknown
to the fftcenth century.  In place of
the Venuses of Titian and Giorgione,
or even the Graces and Galateas of
Raphael, art repeated 1o satiety the
type of the repentant Magdalen, of
which Maorelli said that it wag ©
Venetian Venus translated inyg the
Jesuit style’ It shows an unpleasant
mingling of sensuality and devotion,

the

Assuredly what is known, In archi-
tecture especially, as the Jesuit style,
had a disastrous influence in the
domains of painting and sculpture.
But why did this style, which was that
of Rubens, produce masterpieces in
Flanders and not in Italy? Here
another cause of decay intervenes, the
legitimate, but stupefying admiration
evoked by the great masters of the
Renaissance. It was held that they
had said everything to perfection;
artists studied the masterpieces of the
past rather than MNature, and in this
study acquired a somewhat mechani-
cal facility, which they abused. Itis,
of course, true that artists in all ages
have been inspired by their masters ;
but these masters have been for the
most part living. At the close of the

[THPLTTEN
ORI WEN.

(Gallery, Bologna)

i Pl h}- Brogi.)

sixteenth and throughout the seven-
teenth century, they took, sometimes
a5 their only masters, dead men,
Raphael, Michelangelo, Titian, Cor-
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reggio, or more remote dead artists,
the authors of antique statues and bas-

FlG. §ig—AURGEA,
OUIDG. KEXL
| Rospigliosi Palace, Kome.)

reliefs. At Rome, in the fifteenth
century, these works were compara-
tively rare ; in the sixteenth century,
thanks to the excavations that were
cartied on on every side, they multi-
plied rapidly, and the first museums
were established at Rome and Flo-
rence.  Italinm art was the victim

B0 —3ANY MAGDALEXY.

GUERCING,
Epuleto. b
\Photo, by Alimari)

of many simultaneous tyrannies, that
of the foreigner, that of the Counter-

Reformation, that of the great men of
the Rennissance, that of classic art.
And yet, as we zhall see, this art was
vital and innovating., In Spain and in
France, it threw out vigorous offshoots,
which have not yet ceased to bhear
froit. A walk through the Musée du
Luxembourg in Paris suffices to show
that the Komans of the Empire and
the Bolognese of the seventeenth
century had a larger following in

| Sevmann,

France than the Greeks of Phidias
and the Florentines of Botticelli.
After the death of Michelangelo in
1564, a first period of extravagant imi-
tation set in, that of the Mannerists,
which lasted to the end of the century,
An Antwerp painter, Denis Calvacrt,
founded a school at Bologna, which
thenceforth (about 1575} became what
Florence and Rome had been, the
most active centre of Italian art. It
was there that Lodovico Carracci, born
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at Bolognain 1515, opened jointly with
his cousins, Agosting and Annibale, an

Academy known as that of the Incam-
minaty, which became the rival of
Calvaert's school, and the semina ry of
art in the seventeenth century,  Car-
ricel taught eclecticism, instead of the
imitation of Michelangelo ; his theory
was that from each school and each
painter the artist should take what
was best, 0 as to rise above the
masters by combining their qualitices,
The practice of the Carmcci was
superior to their doctrine.  The fres.
coes Annibale spent cight vears in
painting in the Farmese Palace in
Rome, show fine qualities of grace and
invention (Fig, 416%. The dominant
influences in this school were those of
Raphael and Michelangelo in drawing
and composition, of Titian and Cor-

reggio in colour. Thesz exemplars
are nnt 50 diverse but that they might
be imitated simultaneously,

The school of the Carracei produced
certain  painters who were formerly
very famous, and are now somewhat
unduly depreciated, Albani (1578-
1661), who was called the Anacreon
of Painting, Domenichino (r581-
1641}, who was comparcd to Raphael,
Guido Reni (1575-1642), a clever and
prolific decorator. artists, to
whom we must add Guercino (13590
1666}, who, like them was influenced
by the Carracci, are the principal
representatives  of the Holognese
School. Their pictures are to be found
in every town in [taly, and in every
museum in Europe (Figs. $17-420).

Domenichino's  masterpiece, S0
Jermne's Fast Cewonunion, in  the
Vatican, rives o pood seneral idea of

Theze

M krghese G ¥,

Flhoto, by Andersan.)

the Bolognese style (Fige, gq17). It

15 an academic and eclectic work,

I20



ITALIAN DECADENCE AND SPANISH SCHOOL

betraving the imitation of Raphael

and  Michelangelo, and showing
neither  originality of conception
nor depth of thought: neverthe-

less, it reveals a high degree of
knowledge, and a sense of composi-
tion unknown to most of Kaphael's
predecessors:  Guido Reni’s famous
painting, again, Awrersa, in the Rospi-
gliosi Palace at Rome (16og9), though
alittle strident in its high-toned colour,
and over-facile in drawing, is one of
the great achievements of decorative
painting (Fig. 41g). Guido Reni
further ereated types of Christ, the
Virgin ancd the Magdalen, which
may not be free from the reproach of
a certain sentimental vulgarity, yet
whose prodigions popularity attests
that they realised the religious ideal
of the dav, a merit that claims due
recognition (Figz, 418

Fld §%§.=THE ADCGHATION o) MR
RiRENA,

(The Lo
iPhota. by X

The Academicism of the Eclectics
was not long in provoking a reaction.
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Caravaggio, a plasterer, without any
artistic education, but naturally gifted

Flo, 475-—VIRCGIN AND CHILIL
MOMALES
Pablo Bosch Colleetion, Mudrid,

[156g-161g]), ched 2 return to
nature, not smiling and serene, but
brutal and ugly. Painting in a dark
studio, lighted by a trap-door in the
roof, he obtained striking effccts of
colour and relief which were new to
the Italians. If the illumination of
his pictures is artificial, his types are
those of the street, and even of the

jrrea

T:ri-—'nn. Caravaggio was  the first
Italian who -.il-'||.=m|_-|t|_‘,-_~:':.' renouncied
idealism (Fi 421, 423, In this

respect he was the Manet of his day ;
but as he 'i!‘L'IllTI:__'"I.l 4_-_--'-¢’_-||',-|;|||:,' to that
day, he had more in common with
the Carracci than he supposed.  His
masterpicce, the Leatk of e Trein,
in the Louvre (Fig. 422,
a certain respect ; 1|r&|3.' a true proncer
could have had the cowrage to hurl
such a gage of naturalism in the faces
of Raphael's votaries

|I'I"-|.'rII|"_-'

Hesides his

religious subjects, Carnvaggio painted
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M issetins, Dipenden)

Woermann, Geeckichite der Malered, Seemnun,
iFhate b Amdersan Leiprig.)
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with evident gusto violent episodes of quickly), the author of numerous
real life, murders, quarrels, tavern works preserved at Naples and at
scenes, adventures of gipsies and
vagabonds.

The Carraccists inveighed against
Caravaggio, but nearly all of them
succumbed to his influence. Guercino
became his disciple, and Guido Reni
imitated him so far as to abandon his
light, erude colour, and paint figures
that seem (o be hiding ina cellar,
Even now, the disciples of Cxlr.u'.'l.\._.';:;:-n
are more numerous than those of
Raphael; and it was the reaction
against this tenacious tradition in the

i nineteenth  century that created the
practice of painting in a strong light,
in the manner described by the
clumsy term, pleimeirisme (% open-
.'I'll'iil-'l'l':_. FiiL §3l.—THE CRHUCIFINION

Yet another decorator of astonish- o ""-'\'r' Fins
ing spirit and -vigour was Pictro da geeieg

Cortona (1596-1669), who had a gifted

0. by Liwcoste.)

Madrid, The school of the Corfonists
covered the churches and palaces of
Italy with clamorous, r_1||ifl]:.- X
cuted compositions, the frio of which,
to use the ltalian term, does not com-
pensate for their volgarity and in-

COrrmecinces,

After Bologna, Naples and Genoa
witnessoed the rise of schools which
played an irportant part in the second
half of the seventeenth century
Naples was the field of the :rt.|11;1
landscape and battlé-painter of Iialy,
Salvator Rosa (1613 1673), 1.1!1|:.-.;.=_-
nt, sombre style |

is akin to that
of Caravaggio Naples also produoced
the most distingmished Ttalian sculptor
of the seventeenth century, Bernini
{1598-1680), who was invited to Paris
by Lowis XIV., and who, thanks to
but over-facile pupil in Rome, Luca  the protection of successive Popes,
Giordano, called Fa  foeefo (does  exercised a sort of artistic dictatorship

223
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im Rome (Figs. 423, 426). His con-
temporaries acclaimed him as a see ond
Michelangelo, He was, in reality, the
Rubens of sculpture, the representa-
tive par evoeffence of the Jesuit style
But his abuse of pathetic gestures,

fervid expressions, futtering drn-

periez, and useless ornament should
not blind us to the fact that his works
marvellously gifted

are those of a

artist, thoroughly familiar with all the
resources of his art, and with all the
intellectual vices of his time, and mok-
ing use of the one to flatter the other,
In the seventeenth century the
Foman School dragged on an in-
existence. Its
Sassoferrata
Raphael's

glorious best  artist,
. imitated
Florentine manner with
some success, and painted sentimental
canvases in a silvery tone which has
certain charm.  His masterpicee, the
Madonra af the Rosery (Fig. 428),
recently stolen from the Church of Stn.

tl’ms {hi

!

Sabina in Rome, was recovered by the
Italian police and restored toits place.
Even a masferpicce by Sassoferrato
did not find an immediate purchaser |
At  Florence, the two Allor,
Alessandro and Cristoforo, showed
genuine artistic qualities. Cristoforo’s
itk (about 1600] is a fine academic
work, which Musset eulogised as one of
the supreme pictures in [taly(Fig.427.

Fii 4%% TIIE MAIDS OF BONOUHE

VELASIU]
(Musewm, Madebd)

But even in this we note, instead of
the austere grace of the earlier
masters, a deplorable taste for a liguid
fusion of surface, for languid, syrupy
colour. The most 1:-|~]r|_|.|...l.|' representa-
tive of this sivle was Carle Dolci
(16161680}, whose works are often 1o
be met with in English and German
colleetions 3 the Louvre, fortunately,
has no example of him. His most

characteristic productions are half-

length  fgures, blue, waxen and
streaky, which mark the transition
from the amenitics of Correggio

224
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to aur most nauscous religious prints
(Fig. 429}

An  artist Ribera

of Valencia,

FlE 43-—THE FOMOJ VULCAN.
VELASOLEE,
Muosenm, Mnadric

Woermann, Gerckichie ¢

(Seemann,

(1388-1652) arrived in ltaly when
still a youth. He was fscinated by
the style of C Lru'l.;-,.;ln, then went to
]"df]ht Lo copy C OrregEin's works, and
returned to found a school at Naples.
Philip 1V. of Spain took him under
his protection. He carried the style
aof Caravaggio into H:}:tirl, where it
found congenial territory, and exer-
cised an intfluence that has never died
out. Ribern was a true artist and a
Spaniard. “In his choice of
suibjects and still more in their inter-
pretation, he always shows an intense
realism, which in the execution, and
in the L'\}.Ih’.'-.--inn af |'1|I'|||.I sometimes
betrays a sort of instinetive ferocity,
He took pleasure in the rendering of
tortures and martyrdoms.  Bepgars
and old men with deep wrinkles are
his favourite models.” !

Ribera's violent illumination
derived from

Lre

was
his

Heapn-Arie, 1308,

Caravageio ; but

| Bonnat, (azefte
Lop. 150,

=2
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types are nobler and his drawing
better than those of the Neapolitan.
He sometimes approaches Corregzio,
as in the beaudful Adoration of the
Magr in the Louvre 424, It is
mainly owing to Ribera that Caravag-
gio's manner has persisted in modern
art. A skilful imitator thereof in oor
own times was the
Théodule Ribot,
The natural tendencies of Spanish
art were monkish and ascetic.  In the
middle of the century a
belated Ty stic of u.nn-l-.]-.rlh'lt talent,
Maralés, called the i . was snll
painting emaciated Virgins and Christs
inspired by Roger van der Weyden
Fig. 425 But at the same time the
influences of the Italian Renaissance
took oot in Seville, the school of
which city became the centre of
Spanish There again eclectic
classicism provoked a reaction. About

French painter,

sixteenth

g

ATt

Fil 415 VIRGIN & TR

(Pt Pa tarence.)
1620, the elder Herrera set  the
example of a brutal and impetuous
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naturalism, aptly interpreted by an
amazing breadth of touch, (It 15

g 1 4'_"'..—--'. FLITABETH OF NUSGARY,

MUNILLO,
i Alusenm, Madeid b

said that-he painted with reeds in-
stead of brushes) The most gifted
of his sticcesgors, Zurbaran, born in
1565, has been called the Caravaggio
of Spain.  He was primarily a painter
of religious scenes, of ecatatic
visionary monks, The Aweeling
Dlomsinican, in the National Gallery of
Londan, is a picture which compels a
painful admiration, and lingers haunt-
ingly in the memory (Fig. 430),

A contemporary of Zurbaran's at
Seville, Montinez, was the head of
the school of Spanish sculpture. At
once ascetic and brutally realistic, he
produced a series of terrifying works,
quivering with a mournful and intense
vitality, the eloquénce of which
appeals rather to the senses than to
the mind. His best pupil, Alonzo
Cano (16011667, painter and
sculptor, rebelled against the excesses
of naturalism, and tormned again 1o

330

ltalian idealism without ceasing to be
touching and expressive.

Younger by a year than Zurbaran,
and brought up like him at Seville,
Velasguez, brimming over with health
and strength, escaped from the
influence of Caravaggio and the
paralysing grip of Spunish mysticism
{1509-166c). His career, like that of
Raphael, was along series of triumphs,
He knew neither the difficulties of a
beginning, nor the melanchaly of a
neglected old age.  Velasquer studied
the admirable series of pictures by
Titian which the Emperor Charles V.
had collected at Madrid; he also
spent two years in [waly, But the
Venetians merely revealed to him
hiz own profoundly personal genius.
As regards technique, he was perhaps
the greatest painter the world has
ever secn.  Let us hear how two

Flte §Jf-—THE IMMAULLATE CORCEFTHIN,
WL WL L,
EM s, Madrid )
iPhote. by Looose)

distinguished
most  fervent

modern masters, his
worshippers, speak
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of his art: *She {ir, Art]," said
Whistler, “dipped the Spaniard's
brush in light and air, and made his
people live within their frames, and
stand upon their legs, that all nobility
and sweetness and tenderness and
magnificence should be theirs by
right.” And Bonnat tells us of his
“clear colouring, limpid as water-
colour, brilliant as a precious stone,”
of *his grey, golden and silvery tones,™

IUEILLD,
Pinacothel, Munich.

of *“the happy union and exquisite
tenderness of the most delicate shades
of colour in his works, His method
is surprisingly simple. He paints his
composition directly on the canvas.
The simplified shadows are mercly
rubbed in, all the high lichts are laid
on in a rich impasto ; and the result,
with its broad, delicate, and justly
executed tonalities, is so perfect in
value that the illusion is complete.”
Yer withal, he not, like
Rembrandt, create an artificial atmos-
phere’for 'his personages, “The air

=

does
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he breathes is our own, the sky above
him that under which we live
Before his creations we receive the
same impression as that made upon
us by living beings,” ** Before a work
of Velasquez," wrote Henri Regnault,
“1 fecl asif | were looking at reality
through an open window.” Velasquesz
portraitsare miracles of truth, of power,
of implacable psychological analysis;
in his large pictures, he combines with

is

— LA SEA AR ON Tl DALEOY

, Madrid.)

¥ L aiostel

Museu
Phat

his high qualities as a painter, clarity
of composition and a grandiose simpli-
citv. *“He envelops his models in
ambient and places them so
exactly on the planes they ought to
OCTUpy that we feel as if we WeTe
walking round them.”

Velnsquez painted not  only indi-
viduals but a whole society, a whole

air,

epoch, The Spanish court and aris-
tocracy live again on his canvases in
all their pride, their melancholy, the
sinister indications of their physieal
degeneracy. What lessons in history
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we may read in his sickly Philip IV,
prematurely

in  his serious  roval

A
(Aluzzom, Madrid )

children, with their onhealthy faces
and rigid attitudes. On the other
hand, when he painted his mytho-
logical or genre pictures, Velasque:
ook  his models from the robust
Madrilene proletariat, which attracted
Murillo also, wearied of
Virgins and saints. Velasquez, the
painter of an angemic court, turned
from it occasionally to the people,
where he found not only physical
health, but a joy of life which echoed
his own,

If this

digions craftsman, felt a heart beating

when he

great ohserver, this pro-

strongly in his breast, if he knew sym-
pathies and antipathies, love and hate,
he has not confided them to us. He
15 n hanghty and indifferent genios,
whose soul mnever appears in  his
pictures ; he is content to live and to
make others live. The warmest of
painters was, at least apparently, as
cold as a photographer's lens (Figs.
431 —434).

Very different was the pentle Murillo
(1618-1682), also a native of Seville,
who studied Rubens and Van Dyek
at Madrid, and created a style of his

awn, sometimes devout and senti-
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mental, as in his numerous pictures
of the Virgin, sometimes realistic, but
tempered by a certain pity and tender-
ness, as in his charming bovs and
girls of the peaple.
and

Murillo is weak
wanting in distinction as o
draughtsman., His much admired
Virging are fundamentally common-
place ; but he was a master of vaporous
colour, sometimes silvery, sometimes
golden, always suave and caressing.
This

wr is not merely spread upan
his figures, but arcund them ; it is
like a nimbus from which they emerge,
embellished by its splendour. Mu-
rillo was the most cloguent inter-
preter of that tender and sensual
piety which, in his country of strange
contrasts, fourishes together with a
taste for bloody spectacles and the
disdainful indifference of the hidalgo
Figs. 435—438),

Spanish art never lost sight of these

P -— ey,

FHE g4 lo=FOETRATT O

[RLLL Y

IRAIEL ¥ COMCKE
1TV A,

IMNatbeomal Gallery, London.)

traditions. Gova | 1746= 1828) ap-

peared as a second Velasquez at 2
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time when scarcely anyone in Europe
knew how to paint. The French
colourists of the nineteenth century
felt his influence, as they did that of
the English successors of Titian and
Rubens, He, too, carvied his 1aste
for realism to the verge of vulganty
and ugliness (Figs. 450 441)  Spain
suffered very little from the disease of
Academicism, which ravaged Italy,
France, and Germany, The taste for
true painting was never extinguished
there. Those of our contemporaries
who have lived in Spain, Regnault,
Bonnat, and Carolus Duran, have come

back colourists: ‘1 was brought up
in the worship of Velasquez,” wrote
Bonnat in 18g8. And in recent ex-
hibitions we have seen pictures signed
with Spanish names—such as Checa
and Zuloaga—that no Italian, no
German, and no Englishman could
have painted.  They bear elogoent
testimony to the vitality of a school
which prides itself on its descent from
the great Velasquez, a school which
perhaps reserves for the Eudrope of
the twentieth century the appari-
tion of some new genius of the first
rank,
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ART IN THE NETHERLANDS IN THE SIXTEENTH
CENTURY

Ail.—Fmns Hals

Jordaens.

Van Dyek
Ix 1536, the XNetherlands, which
had formed a part of the Empire of
Charles V., passed to the Kingdom of

P WIFE.

Spain.. For some thirty years past
the Reformation had made steady
progress in the Low Coontries, in
gpite of persecutions and tortures.
In 1564 the upheaval began, which
after terrible
the

carnage brought about
of Utrecht: the Duteh
Provinces formed the Republic of the
Seven Unmited Provinces,

Union

In 1648 the

The Separation of Ihitch
Art  Determined
Adrinen Brog
ifie and Worl

Dhavid Teniers.

by Social

Rembrandt.—His 1 -
Ma 5 Rank.—Tt Ihtch Art undes
Tinlian 5.~ Amn.—HKobens.—T { his Genlus.

Peace of Westphalin recognised the
independence of Haolland, which was
then allied to France. In the seven-
teenth century, In =|ri':t: of the unjust
and cruel war waged against her by
Louis XIV.. she was the richest anid
most  civilised Europe,
the heir of the :.;llﬂ}' and prospenty
of Venice

country ol

Thus, from the end of the sixteenth
century onwnards, there 15 a very clear

distinction between  Belgium, which
had remained Spanish and Cathohe,
and Haolland, which and

Protestant, The lower "l!i".hil"l.'l'.I.T.I.1.':'l.!

was free

twir dlifferent civilisations. This is a
fact of which the historian must take
account in a comparative stody of
Dutch and Flemish art.

The Holland of the seventeenth
century, wealthy and induestrious, was
a domain propitious to  the
development of art, and especially of
painting. Tt this could not be
applied to the decoration of chirches,
which was disapproved by FProtes-
tantism, There was consequently no
monumental art, and therefore very
little Academicism. Theprivate houses,

very
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narrow, high, and dark, required small
pictures ; for the town-halls and the
halls of the various corporations,
groups of portmits, representing
sheriffs, archers, surgeons, dircctors
of charitable institutions, were in
request, to satisfy the desire of this
rich commercial community to com-
memorate the services rendered by
them, This explains the double pre-
ference shown in Dutch art for little
pictures, interiors, and landscapes,

dealing but rarely with religious or
historic themes, and for portrats,

inelifts

second
to the n
The litthe

A compEiTiti

rence

ning of the subject treated.
masters restrict themselves
to a certain number of genern] themes ;
the doctor and his patient, the pangs
of love, the message, the concert, the

inn ; the lands pinters represent

the forest, the cascade, the sen, or the

¥

sea-shore, a of A town, I uay.,

Ihey are no story tellers 1in guest of
piquant or edifying anccdotes ; they

NI AT wrive us nothing akin to Fragonard's

cither of individuals, or groups of
persons.

The Detch loved nature and painting
with n sort of artistic sensuality.  They
did not, like the Talians, look to them
for the expression of subtle ideas.
Their art is realistic, and in general,
non-intellectual—art for art's sake

The result was firstly, an extraordinary
development of technical skill, which

10, Gi=THE ANATOMY LESSON,

v = (] i I EEMBRANDIT,

made it possible to render the most ot e :
L 3 ) M useum, The Hagu

fugitive gradations ol Irutch sunlight,

filtering through the moisture-laden Kqing, or Greuwe's Futher's Cuwrse

atmosphere in a pale golden rmin ; and Al the wit of this painting lies In the
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execution, in the actual handling of

Unlike the French
masters of the cighteenth and nine-
teenth centuries, the Dutch put no
literature into their painting.

One point that seems difficult to
explain is that this nation, which had
bought liberty at the price of such
heroie sacrifices, which, in the COUrse
of the seventeenth century, dis-
tinguished itself by brillinnt victories
on land and =ea, should have almost
entirely neglected historical painting.
When we compare Meissonier to the
Dhiteh 1'|r|;._:1'l that the
French painter, though he

the colours.

masters, we
may have
been somewhat Dutch in technique,
wis by no means Dutch insentiment,
He wns, ahove all things, a historical

painter.  But perhaps the Dutely T

FTHROUGHOUT

THE AGES

of pamting

in which art tant

narrative ; and perhaps they held that
tifiahle,
misery that pi

idents

war, even whi 1 glornous and jus
CIAECS 50 TN ||
with

repellent,

lures

dealing must e

At the end of the sixteenth and the
beginning of the seventeenth centurics,
influences of
that of Raphael,

I'hence-

Holland ecame under the
ltalian art, firstly,
then that of C
forward, it may be

ATAVAZTIO.
« saied that
n a latent state in Haol il
But realism asserted itself uri .|"|'-|| intly
Frans

Itahanism

remained

at Haarlem, in the
Hals
painter of Holl
Hils' Inst
trating
of touch comparable to that of Velas-

e,

son of

d. 1666}, the greatest portrait
ind, after Rembrandt,
revenl o most pene-
and a frankness

wiorks

Illihl_'l‘-.l‘.ii"ﬂl..
Butin every other respect, he is
the antithesis of the austere hrl.l.l'l'.‘l.:'l.r.

W THE AWTINT

Hals is the Inureate of laughter ; he

has obhserved and recorded lnughter

i ]

=33
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in all its phases ; a monograph on the

smile

the laugh might be fully

Hals

works of

from the

alone !

This robust master formed numerons

|'l.|l|||-, aAmong 1ETs tWo | ters of
5, who combine admirable
| i and brilliant

a little too

n
and  Adriuen

vAn 1610=-168% It

interesting  to compare them  with

the more refined painters of the fol.
.[."l-I'I.I:III_ _1|||l.'[.-.:,
and the delightiul master of bright
and cosy m
de Hoogh,

AClion Aarc

leaw generation,

le-class interiors, Pieter

ct and

IMIRATH &

Brouwer ch more

DA ANG myen & masicr-

picce is perhaps the littde Sobooi er

in the Louvre, Defore the rearmnge.

Flis  gl—TiE ANTINT AXD FHI§ WIFF.
[ ANDT,

(Museam, D

ment of the gallery in 1900 it hung for

many years beside Correggio’s Alu

in the Salon Carré and was well able

to bear such o justaposition,
.I.I'_1_'3';-.|I--II|I-1.JI.I..II!-.'II:-\.I.I"II|III'I.|'E|_|_I,= §
soMe
First,
'||'-|.'|'.1|,'3-1-| as far afeld as ~

wonderful landscape painters.

Everd 1hz21=167 ho

1ECn

mountains and waterfalls ; then

the two brothers, Solomon and Jacob
Vi latter of 1

iz the greatest landscape-

Ruisdael, the whi

. 1682
If we
nters of the

painter of Holland. COompEre

him with the Inndscape-g

nineteenth century, we cannot cill him

a realist, for he compposes; he does not
slice of nature
or some cffect of | t: but with the

possible exception of Corot, no paunter

paint haphasrd some

has put more of his own soul nto
Natu made it

moving and

none  has more

|-.||‘.-:"|1|2.. none has more

adequately felt and rendered the trans-
air and water. Ruisdacl's
Marsh, nt St

parence of
master |.l:.|.'| e 15 T

Petershurg ; but his great pictures in
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the Louvre, at Dresden and in rate passion for col
London, are searcely less admirabile. lecting im o b tkruptey and

630 I'he close ol

h fe was oversha
Ly o misd
Ins of the devolion

faithful servant, Hendrickje
Stoffels, and of his son,

Titus. DBut Rembra

iography is of little i

and had felt the influence of Carn-

105 sSodne

II |-;"_l|l . (148

conimisis of

anid  shade which
Wy the great works
of his pupil. A most industrious
worker (500 of his pretures and 300 of M
his engravings are extant), Rembrand

lived, happy and envied, till 16205 ar wit

seem to fior

the lil"-l"'. st shadow in the midst
this period, bis extravagant habits, or of an ever luminous atumosphere.
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Luminous atmosphere! | had almost
said luminous shadow—this was Rem-
brandt’s great achievement. Just as
Michelangelo created a race of ginnts
for his own use, and manipulated them
as his genius dictated, so Rembrandt
created a light all his own, which is
without being real, and
plunged all nature into this bath of
gold.

Everything in Rembrandt's sum of
achievement—large compositions like
the Night 1Wasek (1642) which is, in
reality, the march-out of a company of

possible

EALBLANDT.
iThe L«

VTE, |

crosshowmen in broad daylight, like
the Sy

7, also in the Amsterdam

like the Momeed's
Diresden,—compositions
minute as to scale, but infinitely great
in conception, like the Phifosaphers
and the Swdper af Eweeais ine the
Louvre ; portraits of himself, of his
wife, Saskia, of his servant ; landscapes,
still-life picces, all partake of this same
character, which becomes more and
more pronounced as the master be-
comes freer, as he gives himself up
more completely to his genius,

In the course of his long and prolific

Fyksmuseum,
Sacrifice at

235

career( 1609-1659), Rembrandt essayed
nearly every subject which could invite

i
|

|
|
|
|
|

]

EYES.

WITH
ALK
EEMBRANIIT:
{Enct

HRITLA |

an artist’s brush. His universality is
equalled only by the originality of his
vigion, thanks to which he gave new
life to the most commaonplace motives,
and to themes which had been treated
again and again by his predecessors.
It is true that he did not see Nature

GINT R ALTTIINE,

Flik 454-—RKEMBEEAS
RN AT,

with the eyes of the ltalians of the
Renaissance 3 he preferred character
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:u_|-r:|'.:l_'.'_. :u.ui sought to express the  no other master ever made white paper
infinite by light rather than by line. radiate ashe did—butin the inimitable
expressive power of the line, where the
slightest stroke, the lightest empliasis

gve utterance to o 1|-:|:|| miennon, a
Strongyr l.'rri.-.rril||1. !'.."1::.Il|'|l' knows the
unfinished plate called e Aumdred
Gudfder  Prece, representing  Chnst
healing the sick ; or at least everyone
in London and in Paris should know

' S ity for there are fine impressions of it
% in the Print Room of the DBritish

b i .
Bur his glory need not fear comparison

with any other. Familiarity with his
:

gehus oo

eni rings ever-increasing  appre-
ciation of 1ts greatness ; and he wha
can delight in it has studied in a great
=1 :||“'|']_

Like Diirer, Rembrandt appealed
not only to the rich but to the poor;
he reached the masses with his

Fhoto. by Stoedner, et

Musewmn, in the Cabinet des Estampes,
and in the Datvit Collection.

As o portrait-painter  Rembrandt
hid a rival in Van der Helst of
Haarlem, the auther of the famous
portrait-group of the Arvchers’ Guild
of Amsterdam, Set side by side with
THH DI Hix Rembrandt, he seems somewhnat cold :
Callery T} but how many painters can bear the
ardeal of such juxtaposition ! There
are perhaps two who do not suffer
from it : one is Pieter de Floogh, who

236
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incomparable cichings, the charm of
which lies not only in the colour—
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worked at Amsterdam (1630—1677), luminous masterpieces which are
and who. under Rembrandt's influence;  among the most beautiful works in
the world ; the finest of them is in
the Czernin collection at Vienna.

It is always irksome to have to
observe limits in the rapid review
of a great school. But how doubly
painful is the duty of brevity, when it
compels 0s w pass over landscape-
painters like Van Goven, Aart van der
Neer, and Hobbema, the rival of
Ruisdael ; animal-painters like Paul
Potter and Cuyp, the greatest of all
masters in this genre; painters of
gallant and domestic motives such as
Terborch, Metzu, and Steen, who are
it masters of their craft, and

P gafl=—THE MILE P
u, SEONRIEM A

(The Louvre.

learned to shed a light at once intense
and diffused over his canvases. Hels
a painter of quiet interiors bathed in
sunlight, with glimpses mlo an OURer
world in which a warm and velvety
atmosphere scems to circulate. The

other is the prodigious Vermeer of

e 0 =D TN LAXIECANE WITH CATTLE

Gerard Dou and Mieris, who are
delightful exponents of it. [ have
said nothing of the painters of church
interiors, of flowers, fruit, stll-life, and
poultry-yvands. The task of sketching
the history of art in twenty-five rapid

summarics has  never seemed so
e i difficult to me as now. | will only
FAUL FUOTTEIR o
. § at 5e wifle n pppearcd
i sansin. Thie Hagmee) adld 1I|_L all these ¢ ifted men appen
and disappeared in a short space of

Delft (16352—1675), also infuenced by  time.  In the eighteenth  century
Kembrandt, the author of some dozen there was not a single great name.

:"_'\,T
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Dutch painting became minute and
china-like, in imitation of Gerard Dou

and Mieris ; Academicism and Italian-

ism held SWiy ; A !ull__h I'-'-i'ni;.:]l'.
succeeded to the most brilliant of
diiys

In Catholic Flanders, painting
reckons fewer great names, but among

them is one of the greatest of all time,

that of Rubens.,

The Italian styvle, that insidious
encmy of Northern art, had taken

passession of Flanders from the middle

of the sixteentl LB}

the twa

CEntury,
masters of .
Noort, 15
Oty
bt

Rubens studie

Rubens, one, Adam van
nlmuost unknown ¢
Venius,

the other,
was o distinguished,
Bormn in 1577
at Antwerp.
at the age of 23, his talen
He then
and remamed there e

id, Italinniser,

In 1600,

15 already
to Ttaly,

years, chiefly

formed,

Tra v “f
at Genoa, where he became famous as
the '||-|I'.J.|:.I-||.|.|r||4'| of the aristocracy.
I:'l [6."4 he *-.|".‘.||'-.|, it -1'--'|"-‘-"-'|'|‘. anil

set out ‘on a triumphal career whicl
was only interrupted by
death in Like Jan van E

5 sudder

1640 vk,
Rubens was entrusted with diplomatic
missions and lived on terms of Imtimacy
with kings and princes. He was

1 admired, the head of

rows band of p

1}-

n his overwhelming under

n 1611 he wrote to a friend that he

1
had been obliged to refuse
|

wndred pupils. Rubens had

tarifi for
of

intended the execution.

the pictures he p
thase which he merely

But the canvases on which he re-
presented himself with the two women

beauriful children they hore him, are,
like hiz sket

hes, entirely by his own
2

¥
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hand, and suffice to prove that the
fine works to which he owes his fame
were to a great extent sketched out
and finished by himself.

Rubens wasa creator of unparalleled
fecundity ; a pu-t1|‘.|:l-|1:|i|1‘.r:'r. lianl-
scape-painter, a painter of religious,
historical, ,|'!||_;___l|,||':_- al. and domestic
subjects, of hunting-picces, fétes and
tournaments.

He Lad a passion for
grandiose decoration ; even his small
pictures, which are comparatively rare,
look like reductions of huge canvises.
The modifications in his manner as he
advanced m vears
portant. ' _His handl
and slightly thin, be

are not very im.

vt first smooth

ame bolder and

but he never loaded
remained
fr
which he drew a thousand different
fects with the =kill of a

e EX]e dition
and
fmithful to a very simple palette,

his impasto, always

Amsteridnm)

il senm

ifrg Bea

ol s

el i

His stvle was from the beginning, and

rematned, that of an elogquent narrator,

himeelf amused by his loguacity,

playing with difficulties, never moved

(A phitss dle ‘allwetdon, Pazris)
ar troubled, even when he moves and
troubles others, never harassing him-

self  with subtle research, loving
:.r|'|1ll;:nl-'.‘.] flll11|~ and rich colours, de-
lighting in clarity and strength rather
than n depth and distinction. v His

the

numerous  obligations o an
tigue, the Venctian masters, Michel-
angelo and  Caravagge, m no
degree  impaired his  somewhat

vulgar originality, the reflex of an

essentially Flemish temperament, in

the

sacred

which sensuality was always on

alert, even when he treated
subjects. The Venetians, alone imong
the
sual than intellectual 3 but with them

sensuality is beautified by a higher

ltalians, were also more sen-

aspiration, rising from the individunl
to the type: nt
who seizes Nature with eager hands,
kizses her with an eager mouth ; he
Lo the

wherens Rubensis ag

is not concerncd CXpress

s 20}

2 34
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mexpressible, nor even the hidden
delicacy of things. | Compare the

naked woman in Giorgione's Coscers

any one of Rubens' redundant

nudities, and you will be ahble 1o

measure the mterval sCpATaLes

_' from prose, the form dreami
if from 1the form t
in the higher reg |--|1-fr art.

The .-"' Crads, tn Ant-

werp .|":1|.-1;|.|':. 1= generally, but by no

'.' =CCN, . even

iMuseum, Vienmh

other hand, the € " de Lance (Cruci-
fixion), in the Antw erp Museum, dated
1623, helongs to the pariod of Rubzns

means correctly, described as Hubens
muasterpiece. This picture was painted
i 1611, dires tly after his return from
ltaly, Itisa magmincent canvas, but

one of the least Flemish and leas O A i B ek
charactenistic of the masters works. i i AN, AHD L X
Itnlinn influcnces .||'-| apparent, not (D, -:!.-'n.. ..\r.=....-|=.

II1I|.:.' in the com iposition, which is for
the most part borrowed, but i the  splendid maturity, immediately before
colour, which is stll timid, On the theextraordinarily mpid executionofthe

B lv]
=4
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twenty-four

Medici

the

Gallery in the Louvre (1622,

great 1|il'||l!|'~'*-\. of

b2z The i'.-.l.l'.",-JL oy Lance revenls all
the genius of Rubens, and all s
fimitations. In viun are the faces ex-

pressive, the composition learned, the
colour this theatrical
1= altogether earthy and matenal 3 it

glowmg ; art

FASIEY RANGLET,

JURTRA RN,
Lkresd

Museum, ;
Woermann, Gesehichie aer Malerel,

| St mEnmn,

Leipuiz

.|'=I}I'L'.||-| to the -!':'I-I:trl:.ll}' of the herd,
not to that of the elect. Tt s like the

sermon of a pramdilogquent preacher,

whose stvle is Aortd and full of E.!I!'-L:_;L':':L'.
[t was just such declamatory and emo-
tional pictures as this that the Jesuits
demanded ¢ o dagzle, to seduce, to
and strike hard—such
was the Progrumie

speak plainly,

of these protectors

|
| |
|
|
F i AL L i (L
AN DVCK
Late hi the Damley Col Caldham Hall

of the arts. To Rubens belongs the
dubions honour of having carried 1t

out better than any other artist.  His

241 K
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picture lacks the pearly and mysterious
note, an echa from the Sforefs of the
Saints of Assisi, which breathes from

FIG 431

VAN Dy
(Muaseum, Antwerpi

a Florentine picture of the Golden
Age,

If, in this domain, Rubens is in.
ferior to the ltalians-and even to the
Spaninrds, how greatly he surpasses
them all in pictures where a robusi
gallantry, “brilliance, sensuality cven,
are appropriate to the theme, as in his
admirable Rape af the Lewcippide, ar
Munich, the dare-devil Kermess in the
Louvre, and a score of dashing Hunt-
ing Scenes.  As A portrait-painter,
especially as the limner of his own
f.'|rn1|y. hie is no less marvellows 3 and
if Bembrande and Titian surpass him
n depth of expression, he has a power
}Im}' ek of initinting the spectator
into his joy of life, the optimism of his
love and health, Then there are his
landscapes, his animals, his parlands
of flowers and angels ! The commis-
sion appointed at .'||.:|1L-I-p|11 in 187g ta
collect reproductions of all his works,
reckoned up atotal of 2,215 in museums
and privite collections, all of which
they had not exhausted. In all history
there is no other such example af
fecundity combined with such ima-
gimative power and such prodigious
creative faculty,

Rubens’ fellow-student, Jordaens
brilliant but vulgar painter (1595-107

a),

sometimes  caricatures Rubens, and
at others appears as his compeers
in boisterous good-humour. Rubens

best pupil, Vian Dyck, was of a very
different stamp (1599—1631%L 1t Jor-
daens is Rubens at the Kermess, Van
Divek is REubens as ambassadar, He
spent the greater part of his life in
ltaly and in England, in a world of
princes and great ladies, whose fivour-
ite painter he was, and who delighted
in his elegance and his courtly manners.
His aristocratic portraits, which reflect
his delicate nature, are psychological
amd historical documents of the high-
est value, as well asa feast for the eyes.
As a painter of sacred subjects, he 18
distinguished without being powerful ;
but his delightful colour, more subtle
in its gradations than that of Rubens,
atones for a touch of effeminacy in his
drawing and of conventionality in his
pathos> It is difficult to understand
how an arist soconsiantly taking part

PG §Fa.—KEnMES:
TESIE#S,

(1% Ahelk, Muani

iPhoto. 1y Hanfum

in the diversions of n Court, and who
livied barely forty-four years, could

242
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have painted nearly 1,500 pictures, rtank. 1 prefer to be silent rather than
the majority of them portraits, and merely 10 enumernte them.
also have executed a very considerable
number of engravings. It is true that
he was largely aided by assistants—

Furely

in most of his full-length portraits
ouly the heads are entirely by his own
hand—but;, nevertheless, his exm-
ordinary industry is only surpassed by
that of Rubens.

Genre-painting developed less hril-
linntly in Catholic Flanders than in
Halland ; bue David Teniers of
,‘uum_-r|: 1610-160a), who was in-

spired by Rubens, is one of the grent-
est puinters of peasants.  The wine-
shop, the fair, the booth have po & 73—t e vouidighallibslodon
secrets for him, and his touch is as Thé Loura

brilliant as his obeervation.

Twenty other names rise to my lips,
names of genre-painters, landscape-  in the history of art, for this history
painters, still-life paimters ; but what  deals  with  the
would it profit us (o give them, «

verbal eradition 15 es specially odious

filiation  of '.-:_l.h.g-.
i and it would destroy it very
o vover, without the few words of conception to lower it to i
imformation that would fix their artistic  tation.

mere reci-
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THE ART OF THE SEVENTEENTH CENTURY

IN

FRANCE

THE Imitation of [ali
Jaques - Callot.
Century.—Le [

Vouet, —The
1

[[I’1|_-’l'|'|.1. It ‘.|I.1l1 — 1. ||.|_I||.|.||' Xl
Art,—The 5 "I. ors of the Growd 5
Coyzevox.—Puget.

Gobelins, foulle and Caffieri —The
Loz XIV."s Reipn

AT the beginning of the seventeenth
century, French art, both painting and
sculpture, was given over to the imita-
the [talians. The favourite
exemplars among these were them-
selves eclectics, and the

tion af

works they inspired were
generally inferior to their
WL, _| can L_‘ull:w:.ﬂ.. the
author of the Lasf S
wreard i the Louvre, was
a mediocre artist, an il-
Justrator of books rather

than a painter, who
by no means deserves
the title given him of
# founder of the national
achool.” With the ex-
ception of immigrant

Flemings, like Philippe
de Champaigne, a Brus-
sels master, who is re-
]rn--_.l,'nl_l-ﬂ by several ad-
mirable portraits in the Louvre, there
were few  distinguished painters in

France before the accession of Louis

One, however, Jacques Callot of

France.—Jean Cousin.—TPhilippe de Champai
I

IMustiasin, =

he Industrial Ars under Louis XTIV,

b III.I

Lorrin.—

in ':h-.
Clau 1\

French  Art
Sueur.— Jouvenel
Molidre the Ap
Guillain, Girardon
The F
At

Fridigity of
Le

aril,

1

oanilation of the

Decadenee of French it the Clase of

Nancy, clai

ims an henourable place ; he

was o pitiless realist, who drew and en-
graved beggars and incidents of war
1593-1635) (Fig. 475). This popular

vein which was destined =soon o be

—=FRAGMENT OF THE LAST JUDciil
JEAN COUEIN,
{The Louvre

stifled by official art, was also worked
by the three hrothers Le
all received as members of the
Painting the same

Nain. who
were

Ac .ll.].l.'ll'l}.' of o
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day. They are akin to the Dutch
in their choice of familiar and
intimate subjects, but their painting is

L 475 T L
1« TALL ']
(Kitgraving.)
black and heavy : the influence of

Caravaggio told unfavourably upon
them (Fig. 476).

The most popular  and prolific
painter of the reign of Louwis X111,
wis  Simon  Vouet 1590-1240), an

imitator of the Carracei, who lived in
Rome. fourteen vears before he wias
appointed painter to the king. He
WAs @ artist, distin-
guished by that somewhat cold and
solemn integrity that ofien gave a cer-
tain prestige to meding rity in the art of
the “ great century.”

The most famous members of his
school were Le Lirun, Le Sueur, and
Mignard, whe were more gifted than

conscicntious

himself, but who drew their inspiration
from his examples and his lessons,
Names which we Frenchmen have
made famous by pure clamour abound
in the reign of Louis XI1V.: Poussin,
Le Sueur, Le Hrun, Jouvenet, Claude
Lorrain, Hippolyee Rigaud, Largillidre,
Mignard, and many others. Yet when
we pass from the great ltalian gallery
in the Louvre to that of the French
painters of the seventeenth century, we
cannot but feel chilled, and even to
some extent, bored. But if we take two
or three pictures, even at random, and
study them closely, we discover certain
fine ||“-"i.|[i"‘.‘ due 1o technical know-
ledge and conscientious work, together
with an air of nobility by no means
superficial.  Even so, however, the
in'”,lll'h\“'l'“ ‘.II |-1|!'¢||'.‘_"\-li 'I_I|_'r-|i_"\.i"-;_ _'k.:l
these artists, imdeed, lacked fire and
[FiSSTan ; they were over-intellectual ;
they rationalised
over-much,
Ineked

their conceptions
above  all,
SOMC  Were

and
frecdom ;

they

held

LE NAIN,
The Lauvre.)

in thrall by classic and Italian models;

others by French academicism, of

which Le Brun was the high priest.
This Le Brun was a fine draughts-

2460
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man in the grand style, a leamned and
inventve decorator, but a weansome
painter, and o servile and tyrannical
courtier. Quinault wrote thus (o
him

le Louis 'heureux sort te fit

tre, il te fallait un

Il tui fallait un pe
maitre,”

No szatire could be more mordant
than this eulogy. Although Le Brun
showed something akin to genus
in his decorations of the Galere

d'Apollon in the Louvre, and indis-
putable talent in the designs of his

Fateles of Alexomder, which are spoilt
by their ugly browmish colour, he was
II(". e exiellence the Ly of the official
painter, under o s when it was
the function of art 1o glorify absolute
power, i subserve .ir|:|:|. contribute (1]
s I,I--]ll]l‘. 1'|-: even art in I.|El." SEVEn-
teenth century was kept in wtelage,
Mazgrm  and Colbert founded the
Academies of Painting, Scolpture, and
Architecture. Le Brun, who was life
director of the Academy of Painting,
and ruled from 1648 till his death in
the artists of his time

of

100, comnt rolled

as if they had been o company

guards and he their captain. He
avoured

cannot be accused of havi

IThe Lowvee)

only the incapable, but he certainly
stifled or discournged independence,
Ihe greatest artist of the period,

Nicolas Poussin (1504-1065), passed
nearly his whole life in Italy. Sum-
moned to Pads m 1641 to direct

certmin official works, he wns so dis-
gusted by the intrigues of the Court
that he made a
ftaly.

delicate, Nacinfon semtiment, and o

pretest for retuming to
Poussin had admirable gifts, a

LANTHYG OF

CLALVDE LimBALR,

| The Lonvre.)

fine sense of grand historic landscape.
But his pictures, though vigorously



THE STORY OF ART THROUGHOUT THE AGES

conceived and composed, are painted

ws-reliefs.  His figures, always cor-
rectly drawn, are curiously ins

cant ; there is mothing individual in

Air features, nothing vibrant in their
painted many 1
a smile,
touch of voluptuousness,

Poussin

chanals without o

without
His colour
is at once dull and harsh, o kind of
polychromy applied reluctantly, and as
an afterthought.  His landscape back-
grounds alone are harmonions in their
discreet  tomality. A
antigue, he
.'l||.l:!'r."':rl'_-. One af his best works, the
Shepherds of Arcodia (Fig, 477), is
unintelligible without a commentary,

the
vns plso in bondage to

slave to

and even now it i= not qoite certain
what he meant by it

Poussin's

Nevertheless,
rendenings  of  Serptural
sibjects are among the finest illustm-
tions that have been made of the
Bible.  In this domain he hardly falls
short of Raphacel.

Le Sueur (1616-1655) was a some-

what over-rated painter, whose work,
preserved almost in its entirety in the
Louvre, 15 interesting when carefully
studied, but unattractive as a whale. In
with
the life of 5t Bruno, there are many
excellent compositions, and even some
very fine figures.
Raphael is as obvious as is the lack
of warmth inspiration.  His
colour, less dull than that of Poussin,
Tho-e

call him the Racine of painting must

the twenty-two pictures dealing

Fut the imitation of
and

15 harsher and cruder. wh
have mis-read the poet, or confounded
him with Campistron.

Jean Jouvenet (1647-1717)  the
pratfed of Le Brun, was, like him, an
imitator,  His fescend from Hhe Crods
has heen given o |1r._|.-|' of honour in
the Salon Carré of the Louvre, and
holds it satisfactorily.
o kindred

It is superior
1||:||5|ini:'.'lll-i 1-_‘_\.' I||-l.;

gnese ; but it shows more rhetoric

HTHAIT S e AN

WIFE ANED DA

iThe Loy
PMusta by Mewmr

than eloguence, more academic know-
1""“‘-' |.|.!||.I'| Cimabion.
Clatde Lorrain (1610-1682) hived in

I:-Ii!- like his friend Poussin, and was
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the Fwvourite of three successive
Popes. He is the undisputed master
of that false and conventional style
which is called Italian landscape, in
which the great background of nature,
skilfully manipulated, serves as setting
for a historical er mythological com-
position. Claude Lorrain's temples,
trees, and rocks have little realicy,
his figures even less; bot what
redeems his pictures, and ensures
them legitimate admiration, is the
poetic sentiment of space, sky, water,
and light. This flood of light, never

darkened by a single cloud, has
a cerinin  artificial and  theatrical

character, compared with the difiused
light of a Cuyp or a Vermeer; but
there is a kind of heroic beauty in
Claude’s sunlit landscapes (Figs
478, a79). Turner, who bequeathed
his pictures to the National Gallery

5 Xk

Pk 82— LR

SEMON GUILLAIK,
{The Louvre)

of London, requested that twe o

them should be placed there side

by side with twa masterpieces by
Claude, They still hang together, and

Pk 453, —THE BUCHESS (F BPUEGLERDY
A% DIANA,

RV,

[ The Louvre.)

antest the influence of the

luminist of the seventeenth century

v
great

ppon his more richly gifted rival of
the ninetecnth.

From the beginning of the reign of
Louis X1V, to our own times, France
has produced  excellent  portraits.
Portraiture hag become 2 national
art, and strangers come from afar 1o
sit to distinguished French portrait-
painters.  This is 10 be explained by
the fact that the academic convention
has less force in this than in any other
genre, The artist, whether he will or
no, is confronted with noture, in con-
tact with her, and he must perforce
open his eves and look at her.  In the
reign of Lowis XIV. however, life
had become so arfificinl that even
portraits take on an air of affectation
and tension ; we may instance Hip-

polyte Rigaud’s portraits of Louis X1V,
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and of Bossuet (Fig. 480), which
are fine works, but fine in a cold
and pompous style, The best of the
portrait-painters of this perod was
Largillitre; his masterpiece, a family
group of himself, his wife and his
daughter, is in the Salle Lacaze, in
the Louvre (Fig. 481). Itis a charm-
ing work, but one which makes us
smile perhaps rather more broadly
than the artist intended us 1o do ; the

FIG: 484, —AlLD W CROTOX A,
FUGET,

Mhe Louvre.)

dignified attitude of the parents is o
prim, the young girl's grace so mincing !
Mignard, the adversary of Le Brun,
and his successor ns Director of the
Academy of Painting, is 2 seductive
partraitist, though his handling is timid
and pedantic.  His name has passed
into the French language asa SYRONYMm
for affccted elegance (andgraraise). In
his own day he was chiefly fumous as
a painter of large compasitions, natalily
his frescos in the cupola of the Val-

de-Griice Chapel, which were lengthily

and emphatically eulogised by Malitre.

This mediocre epistle by the great

poct is very instructive ; it shows us

what criticism demanded of art in the

seventeenth century. According  to

Molitre, it should be ;—

* Assalsonné du sel de nos grices antignes,

Et non du fade goit des ormements
pothiques,

Ces monstres odieux des siécles ipnornts,

Qui de In barbarie ont produit des tor-
rents,

Chaand  leurs  cours,
toate la Terre,

Fit a la politesse une mortelle guerre,

Ei, de la grande Kome abattunt les
remparts,

Yint, avec son Empire, éoufier les
Benux-Arte,”

incndant  presgue

The duty of French artists was clearly
to imitate the antique, to despise the
national tradition, and to make full
restitution of the rights of politeness.”
This is pretty well ; but let us hear the
sequel :—

1 mows diete amplement les legans de
thessing
Dians In manitre grecyue ef dans le godt
ramain,
Le grand choix du veal beau, de la
belle nature,
Sur les restes exiuis de Unnthquie sculp-

ture,”
ninting  that  imitates sculpture !
This was, in fact, the pernicicns ideal

of Academicism. It is equally ready
with its formula in the matter of
colour : —

“EU quel est ee pouveir qu'nu bout des

GRS fu portes,

Cui saat faire & nos yeux vivee des choses
martes,

Et d'un peu de mélange et de hruns et
e clairs

- ; i

Rendre esprit la couleur, ot les plerres
des chairs,™
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Malitre seems to have n great opinion
of these “browns ™ ; he returns o the
charge a little further on :—

Y Le pracieux repos que, par des soins
COTMETS
Les bruns donnent aux elairs, comme les
clnirs oux bruns,"™

Antigue art for drawing, browns and
high tones for painting, such were the
formule of great art.  Not one word
of nature as we see it, as it presents
itself ta us without any intermedinry,
And the supreme judge in art matters
was, not the public, not any among
the artists themselves, but Louis X1V,
whose preferences were infallible :-—
# Mais ce qui plus que tout cleve son
ménte, o
Coest de Taugusie Roi Uéclatante visite,
Ce monnmue dont Vime, aux goandes
qualités, .
Joint un goit délieat des savantes beantés,
Cpul, separmnt le bon davee son appar-
ence

IHeide sans errenr ot lone aves prodence.

Louis, le pranid Louis, dont  Vesprit
souversin i g

Ne it rien an hasard et voit wut don
el sain, ) ;

A verse de s booche, a4 ces graces bril-
lantes

e ddenx précicux mots les dovceurs
chatouillantes,

Et 1'on st gu'en deox mols ce Roi
judicienx

Fait des plos beaux travanx éloge
H[I'riﬂl\.“

Such words from the pen of 2 man of
genius are even more nauseous than
ridliculons,

In sculpture, as in painting, it was
portraiture which most worthily sus-
tained the national tradition ; Simon
Guillain's Louis X111, (Fig. 482) and
Girardon's Louis X1V, to mention but
two out of a hundred, are full af
life and spirit.  Nevertheless, when

L

Coysevox (1640—1720), his pupils, the
Coustous (Figs. 483, 483), and even
the frigid Girnrdon, threw off the trem-
mels of allegory, their knowledge of
form and their innate nobility of taste
showed themselves in works that
command respect.  We recognise this
when we look at Covsevox's farmes at
the entrance to the Tuileries, and
at Guillaume Couston’s Horses of
Murdy at the entrance to the Champs
Elysdes.

These sculptors were the favourites
of the Court and of the town; the

Fids 4 ~—THE HHONE

BT,
iHotel de Ville, Lyon.d

really great artist of the century was
an  independent and lonely figure,
Pierre  Puget  (1622-160p4)  Like
Poussin and Claude Lormain, he lived
principally in Italy and in the South
of France, for from the desiceating
tyrmnny of Le Brun, Puget's genius,
weademic reflection of that
of Michelingelo modified by the in-
fluence of Bernini, was not appreciated
at its true worth; though Colbert,
anxious to advance him, commissioned
him to decorate the prows of the royal
galleys. He was not employved on the
sumptuous decorations of Versailles,
1
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where Girardon’s empty talent tri-
umphed. His works have a character
of severe and havghty grandeur, the
impress of a solitary life devoted to
art, and of the noble pride which made
him say at the age of sixty, after
finishing his &% of Crotona (Fig.
484): 1 feed upon great works, |
soar when | am at work wpon them,

FRGE 450, —PULLE CARIKET.

(Padace of Viersaliles)

and the marble trembles before me,
however big it may be?

Louis X1V, was not content with the
mstitution  of official painting  and
sculpture.  He wished. even the jn-
dustrial arts to bear the faprimitir of
his majesty, and in 1661 ke founded
the Gobelins manufactory, where not

enly carpets and hangings were made,
but furniture, goldsmiths' wares and
candelabra.  What is known in farni-
ture as the Louis XIV. style is some-
tumes a  compromise between the
Flemish tradition and Ialianism,
sometimes a sort of severe Baroque,
in which French taste proclaims itsel,
notably in the choice of materials and
the fine guality of the execution
Boulle, the fisrniture maker, won lasting
fame with his cabinets incrusted with
copper, pewter, and tortoiseshell ; they
lack grace, but are impeccable in tech-
nique. The grear worker in bronze and
chaser of metals of the period was Caf-
fieri, an Ttalian established in France.

The last twenty years of Louis X1V.'s
reign were o lamentable decadence.
But if the old king died all too slowly,
France, in spite of the disasters he had
let loose upon her, rempined vital and
laborious, though impoverished by the
loss of thousands of skilled workmen
that the revocation of the Edict of
Nantes had driven out to Holland nnd
to Prussia.  In the dull silence imposed
upon her by an effete despotism, she
was preparing the brilliant Renaissance
of the eighteenth century, which was
to burst forth like a trumpet-blast of
Iii:]i'-'i.:l'ﬁul:l_'., (811} |_|'|1: very MOrmoss of
Le Roi Soleil's death,

BIBLIOGRAPHY OF CHAPTER XXIIL

s Lonse, Lo Sovdptare frangaise
LE

Fravce, fa Feintur, 'aris, 1oo0: 1. T!mlr,:g-n:--h L Gromad Sidefe.

L Enseignenrent des Reawr- s
AreE 1895, ., po 307)
Paris, 1003 ithe ongin of

maoalirn
academicism )z 1, Lom

S ety afer Moy Arfs, 1ota, i

b 4T51 5 AL Valal rerie,

I . ; siepris e XIF* sidele, Tars, i8g4; Ch, Blanc,
: _."rllfﬂa"'-'_-l"a_' Pedatnre, 3 vols,, Paris, 1862: O, Merson, fa Meindury franyaise
aw XVLF o g X VTP s tey aris, 1900 3 L. Gonse, Ler €hef;

Cwrnree des Musder e
nris, 1806 E. Miinie,

ey

""..I.H f'_'r'.u.l',.- s A Stkle we Lonic XTIV, { Crazelte dier  Measx-
L. C ourajd, fegones Professfes b ' Beole ofn Lawrre, vol. i,
i3 .
emonnier, £ At au teneps oy Nickelicu et de Mazarin, Varis, 1803,
H. Bouchot. T. Callot, Dasis, 1880 : G, Gmndin,d fa Fawil -

the resistance of the nntional sivle to

e Lenain (Kéunion des
Ler Frdrey Lenain, Varis, 1504 ;

252



SEVENTEENTH CENTURY ART IN FRANCE

H. Jouin, Ch. Lo Brun of lez Aris sous Loniy XIT, P'aris, 18g0 3 0. Merson, Charder
e Brun (Gosette des Beaux-Aves, 1809, L. p. 353} Ch, Lo Brun & fa Manufactire
Foprle |#bid., 1895, L. 89) ¢ . Guifirey, £ Exporition des Gobelins (8, , 1902,0i., p. 205) 1
H. Bouchitié, fe Fowsriw, Pars, 18583 Eliz. Denlo, Neales Paersin, Leipeig, 1893
{English trans., London, 1809 I Desinrding, fenssin, Pars, 19033 Mr Mark
Pattisan |Lady Dilke), Clanae Lerrain, is, 1584 P Mantz, Largillilve (Gazfte
des Beamx-drés, 1993, i, po 503 E. Michel, ewdes sur £ Histoire de I Art, Paris, 1596
{ Flemish landseape, Claude Lormin).

A. Lagrange, & Dupet (Gacette der Beaux-Arts, 1865-1867) ; I\ _\u-p:ti.-:l. Prgit,
Paris, 19033 G le Hreton, L Hercnle oe Pupet an Musde o Kowen (f4ad,, 1388, 1.,
pe 224) 5 Lady Dilke, Ler Coweston (fhid., 1908, i, p. 1Y

A Molinier, Le Mobilder an XTI et an X VI sdidcle, Paris, no date Le” Mobilier
frangais an Muesde du Lewove, Taris, 1903 3 L Collection Walliave, Mendies of Objess
dlard franpais, Paris, 10037 The Lonis XTIV, Seple | Burfingron Maogazine, 1903, i,
2511 H. Havard, Lfer Bowdfe, Paris, 18931 1. Guiffrey, Lo Caffers, Semiptenrs of
Fadenre-Crselenrs, Tards, 1877 3 Chr. Scherer, Elfenberiuplastit seit aer Rewaiszance,
Leipzig, 1903 ¢ E. Molinier, Ler freines, Pani; no date.

g, §80A.—CHEST BV RINEENFH,
| A usde Conaddde, Chantilly.)

LE]



XXIV

FRENCH ART IN THE EIGHTEENTH CENTURY.
THE RISE OF THE ENGLISH SCHOOL

THE Emancipation of Art after the Death of Louis XIV. —The Schiol of Wattean,—The

Feminine Element in XVIIIth Century Art.— Coypel, Van Loo, Lagrenés.—
Raphoel Mengs. —Antoine Wattenu. —Lancret and Pater. —Boucher. —Fragonand. —
The Classical Reaction.—Winckelmann, —Pimnesi.—The so-called Empire Style
Ordginated under Lovis XV.—Vien and David.—Diderot’s Safenr.—Chandin and
Greuze,—The French Portmitists of the XVIIIth Century: Maurice COuentin La Tour,
Nattier, Tocqué, Modame Vigée Le Brun.—Eighteenth Century Sculptore,—
Faleonet, Pigalle, Houdon.—The ** Boudoir Sealptors,” —Clodion. —Canova.—The
English School.—Its Tardy. Fruition.—Foreign Painters. Working in England.—
Hogarth the First Representative English Painter,—The Great English Portraitists
of the XVIIth Century,—The English School of ].c'l.lll:l-q:'.'IE:u.'.—rl:i Influence in

other Countrics.

Fraxce breathed freely once more
an the death of Lowis XIV. For
Aftcen years past she had been but

Fi. J5r—FETE CnasrETER

WATTEALL
(Royal Palace, Berfleab
Womrmmnm, Geschichte der Maleved, (Seemann,
Ledguigh

half alive, holding her breath in an
atmosphereof suffering, mediocrity, and
sour prudery,  Pans was transformed
almost within twenty-four hours. The
actors of the ltalian theatre, expelled in

1697, retumed to the capital ; fites, balls,
and pleasure-parties took place onevery
side, Society, with the Regent at jts
head, determined to be pgay and
matural once more.  But, unable 1o
shake off all its habits in a day, it
halted mid-way, and, instead of return-
ing w true nature, invented a nature
of gallantry and masquernde.  As
interpreters of its love of pleasure, Its
elegance, its easy morality, 1t found
Watteau and his successors,

These charming painters, forming
as it were a garland that encircled
the cighteenth century, seem to
many people to have summed up all
its tstes, Dut this is a mistaken
notion.  The century that rmpturously
applauded Voltnire's dreary tragedies.
thit was roused 1o enthusinsm by the
Fsprit des Lois and  Emile, was far
from being a frivolous age, although
it was given to frivality, as to other
amenities of social life, [t wae still
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saturated with classicism, and it was
inevitable that it should have been so,

FIG. 458 =—wixTEL

LAXCHET,
(The Louvre)
iPhiate by Neunlein)

since education was based exclusively
on a study of the Greeks and Romans,
But side by side with this elassical
current, which was never i:nl:r_'rrup[ud,
and overflowed towards the end of
Louis XV.'s reign, there was another,
that had its rise in a reaction of the
French spirit against the tyrannical
sypremacy of the past. This current
reflected o desire for emoncipation,
gaicty and amiable  epicureanism,
which is ene of the charms of the
cighteenth century. We are, it is
true, accustomed w vilify ity we
have all heard covert allusions to the
corruption of the times, its licensc

to which nothing was sacred, its scan-
dalous impiety.  This is because our
educators  were  themselves formed
during  the political and  religious
reaction which occupicd nearly the
whole of the nineteenth century, and
made a sort of bogey of its pre-
decessor. This is not the place to
attempt a refutation of this prejudice ;
suffice it to say that the eighteenth

VTURY

century, mken as a whole, marked a
return to nature, to truth, to Jife
Pedants and hypocrites, the Trissotins
and Tartufies, the most dangerous
enemies of the French geniug, should
stand alone in condemning it on these
grounds,

In the seventeenth century the pub-
lic was mainly the King, as we have
seen from Molidre's verses to Mignard
(p. 230). In the eighteenth century
it had not yet come to mean everybody,
but it included a great number of
courtiers, men of letters and of science,
citizens, financiers, and—above all—
pretty women.  Art worked for them,
to please them, to affirm their attrac-
tion and their power. We should seck
in vain in the cighteenth century fora
painter like Meissonier, whose brush

almost ignored woman. At no peried

(Ealmonal e Rathschi

llection, Prris

did she exercise a greater influence
over the intelligence; and if the

reiiction of the nincteenth century
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dethroned her, it is not unlikely that
she will have her revenge in our own

daxy.

Fhe advent of a new style in art did

b 4 (LT [
Nk
(The Louvre.)
i Phat iy M wigiclen

not lead to the abolition of Academies
Academicism. The last dis-
ciples of Le Brun join hands with
L ll:-'ll-l,"l. Vian 1.l.u.l, and 1..|.l.;JI.'I:l:'|.', the
representatives  of that empty and

theatrical art which preceded the more
austere academicism of Vien and of
Diavid, There is littde 1o sav of these
PAILETS, Suve thit they were nffected
more perhaps than they themselves
the delicate art that
fluttered round them, Some of Coypel's

LT :'i;ll1|:.|| subjects, panted ona colos-

were nware, by

sal seale, look like over-grown paintings
for fans. The best represemtative of
acatlemicism before David was not a
Frenchman,but an Halanised German,
Raphael Mengs, who lived mainly in
[taly (1728-1779% 1 this highly gified
Artst '|r|:u|5||l el no maste rpleces, it was
because, like the Carracel, he was led
astray by the fatal seductions of eclec-
ticism, which knows beauty only at
second-hand.

The great master of the eighteenth
century school, the school of gallant
amenitics, Antoine Watteau of
Valenciennes, who came to Pans in
1702 and died in 1721.  He had scen
some of Kubens' grear canvases in his
native town ; 1 Paris he saw others,

Wis

those of the Luxemboury seriés, now
He also
acquaintance of a clever
decorator, Gillot, who |:-.|;Il'.1'l.| theatn-

cal subjects,

in the Louvre (see p. 241
made the

His Fites gralaneles and
Fétes pasforaler owe something I ith
to Rubens and to Gillot 3 but their
poetry, their delicate sen ity is all
Fig. 4871, The nineteenth
century long despised them, in the
name of “high art.” But are we to
find fault with masterpicces such as

the Embardation for Cytkera (1717

his own

o 4Elo=—LE CHIFFNE [ AHEOLR

e Collection, Londonu)
Phata. by Mansoll

because they glorify the joy of life and
the delight of sharing it v another ?
Is it not, indeed, the function of art, or
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at least a part of its function, to purify

what is sensual by grace, to render

« and ||||'x’ﬁL|| is |:.l‘.I|-.|‘.:-II'.
attean
Wit

colourist, whose palate was as subtle

1% an exquisitely. refined

Vian Dyck ; his weakness

that the

like & scene ot the opera lighted Iy
tl

nor emotion, and tnfed with the sur

face af thin His mmitators, Lan

eret and Pat more sensual and less

as that of

WIS wiorld cared (o him

Iengal fire, that he felt neither passion

than- himself, were neverthe

488, 450} Lan wi

delicate

Jess true artists (Fi

Eoucher, the

sav the same of

prolific of this generation of

170% o) 7 He was an g
decorator, o draughtsman who de-

1 1t v Torlou gt e
lighted in those undulating, sinuou

lines which are, 3

were, the graphic

formula of the recoce style,  But

Boucher drew for o wik ot

having  studied nature ; painted

with =
of blue and

his pictures like screens

monotonous prodig

ey,

pink ; his colour h 5 s

=1 4
but is often crude, pallid, and tart
Fig. 490). The Painter of the Graces,
a5 he was called, was, in truth, often
superficial - and . Fragonard
1732-1806) was greatly superiotr to

him ; he is even superior to Watteau in

vialy

his sense of reality and his ingenious
191, 492}
, #0 lively and =0 radiant,
tten  and 1

prstoodd
|'::'||',.E|-_'. after

moties J"-_-_:"-.

Misur

under the

having
witneszed the tnumph of painters who
reviled him as a COTTURLE of |I.I||1:-
morils, and Incked both his imagination

and his techmical skill

wehteenth
frivolity of

12 .il'.l:i. |:-i'|- numerags .'||'|I:.Ill'|]'1-

By the middle of the
century  the
1

WCarnsome

ETTIT

b |a.‘--:--ul;l.'-.| a donble reaction—on

the one hand, in favour of antigque art ;
on the other, in favour of moral art.

=
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We will consider the former movement
first.

It is often assumed that the

—
|

classic reaction began with the great
Revolution. This is an error: it was
innugurated in the reign of Lows XV,
The first important discovenes among
the ruins of Pompel and Herculanewn
werg made in 15735, and excited a lively
curiosity as to antigue art, A German
wreant.  Winckelmann 1717-1768),
struck by the decay of art in Germany
andd I.t.ll.".'. exhorted  artists o take
their models from  antigquity.  His
History of Arf amenr fhe Ancicnds
was translated into French in 1704,

&

and had a great success in Paris.
Meanwhile, from 17356 to 1785, the
graceful amd vigorous burin of the

Italian engraver, raness, multiplicd
reproductions of Roman monuments,
sculptured vases, candelabm, and bas-
reliefs. The influence of these was
not confined to the decorative arts,

25

AGES
though these were the first in which
it was apparent,

At the time of Loais XV I.'s acces-
sion, in 1774, the taste of the day had
already. tumed to antiguity, the art
and manners of which were all the

more fervently admired

hecause they
were so sharply opposed to those of

The new k

good hushand, of a somewhat narrow

[l:c momcnt, F'""""' A

understanding—established at least an

outward show of decency at Court,
which was in sharp contrast with thi
notous license of the last
Lovis XV. All these elements went
to make up the Empire style, which
wits considerably anterior to Napoleon,
though it dominated without a rival at
the period when the reinstatement

in other

viears ol

of the principle of authority
waords, of despotism -hrought back in
its train the vagaries of the reign of
Louis XIV., and upheld them for some
fificen Vien and his pupil
David were not, then, the authors of
the revolution by which they pro
fited ; but it is only just to say that

VEATS,

Fite 4% =N LR AR L1

GHELEE.

The Lowvred

they ensured its trivmph in

in which the taste for pink
ol

pannting,
and blue
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gallantries obstinately survived aflter
the death of Louis X1V,
The reign of the Grecksand Romans

—=—— i

Pl 900, =THE MILEMALD.

iThe Louvre)

Gracefie der Beana-Arie.

began in 1784 with David's picture, the
atk of the Horatii, a fine bas-relief,
I]:1I|:.' coloured, which - was  received

with a frenzy of admimtion. The

L —MADAVN KECAMIN.
AV

1The Liavre.)

Revolution and the Empire made
David what Le Brun had been inder
Louis XIV., the dictator of art: we
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shall see in our next chapter how this
dictatorship came to an end.

In his famous essayvs on the Salons
of 1750 to 1771, Inderot can hardly
find terms of abuse suffciently strong
for Boucher and his disciples—with
whose style he already contrasts “the
grand taste of classic seventy "—or
panegy sufficiently fervid for Char-
din .|_||r] Larenze, in 1'.]'u'l:1| |:L' hails the
moral regenerators of art.  According
to Diderot, it is not enough that art
should be decent ; he reguired that it
shonld |r|;1,';’|_-'E'| the domestic virtues, be-
nevolence, ;-|_-||-\i|_|i!'.'|_'... simon Chardin

T

(5t Petersliorg.)

was an excellent painter, akin ta the
Dutch naturalists, though more refined
than they, technica  skill
was justly appreciated by Diderot ;
his painting was anccdotic, familiar,
and  honest, but nbove all it was
good of its kind (and “ good painting
is o mighty good thing,"

whase

as he him-
self said), a return to Nature as we see
her in the light of day, and not in the
glare of the opera-house [ Figs. 493,404
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Greuze, on his part, produced virluous
and sentimental pictures, which seem
barely tolerable to-day.  His Padernal
Curse, a sermon in paint, is a very
wearisome homily, Butin the elements
of his talent, as they appear in his
charming heads of young girls, in his
Brodken Pitcher,inhis Milbmaid (Figs.
493, 494, 300}, he shows himself an ad-
herent of the amiable and graceful art
of the cighteenth century.  He helped
to crush Boucher, but was in his turn
crushed by David, who drew no nice

Fith 403 ~VOLTATTE

L | IRDAR LN

(Thédire Frangais, Paris)

distinctions between sensual and senti-
mental art, when neither was inspired
by Greece and Rome.  * We must go
bivek to raw antigquity, " he said savagely.,
A sculptor of the Revolutionary period,
an acolyte of David's, demanded that
all Flemish pictures should be pro-
seribed, on the ground that “they
ndicule human nature,” and that all
non-patriotic subjects (by which we
may understand subjects not taken

:'I‘_"rt

Fhis. Sog.—HiANA
BECIL EROHN,
(The Louvre.)

from Plutarch) should be forbidden to
artists,

¥l 105 —BACCHANALS,
CLODION,
IEdmond Jde Rothschill Callection, Paris. |

The only branch of art which con-
tinued to produce  masterpieces i
cighteenth-century France was por-
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traiture. The pastellist La Tour has
bequeathed to us a series of the most
charming, the most siirffae! faces,
touched in with colours like the dust
on the wings of butterflies (Fig. 4970,
Nattier, perhaps a lintle monotonous
in. his grmce, hns left s many
delicious portraits of dainty, be.r
womanhood (Fig, 408, T

rofounder and more learned artist,
p

was the author of one of the fnest
pottraits in the Louvre, that of Marie
Leczynska, the n

glected  wife of

I M iminiure ar Wiialsor Castle;:

David in the Louvre, that of Madame
Récamier ( Fig, so1), flanked by those
of M. and Madame Sénziat.

The two tendencies, frivolous :_111:!
academic, appear in juxtiposition,

FIE, b —Cupto axn e 3P H T

(The Lisuvee. )

Louis XV. Madame Vigde-Lebrun,
who lived il 1842, hut wha belongrs
to the reign of Lowis XVI by her
talent, painted sentimental, affected
beauties  with a certnin emotional
grace (Fig. 4o09), Finally, the clas.
sicists, with David at their

head, pro-
duced admirable porty

nits 3 confronted
with living nature, these lecarmed men
lorgot Greece and Rome, to find in. LY

spiration at the fountain-head, The tHampion Crart Palace.)
French school has no beiter title
fame than the group of pore

FiG 5 LOTESSE [k GHAMONT

(L] nay, in

intimante union, in the sculp-
nits by

ture of the eighteenth century. The
262
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Lows X1V, stvle survives in the great
allegorical monuments and in mytho-

(N ntiwr

i the new art manifests

|n__,;:_-='.|| HTOUDS §
itself in works of sinall dimensions and
in portmits.  The earliest among the
good sculptors of the period, Lemoyne,
was still imbued with the tradition of
Coysevox and the Coustous : le wis the

1Walla

s Collociion, Landani

master of Falconet, who executed the
colossal Peter the Gread at St Peters-

burg

Fig. 302} an academic and de-
in Puaris, he produced
the T4

Father, and

century witnessed the rise of two great

sculptors, Pigalls Joudon ; the first

'
1t tomb

was the anthor of
of Marshal de Saxe in Strasburg Cathe-

1 Mer

Rrys Gl very

happy t
second,

el amonyg the

st interpreters of nature, was the

sculptor of the incomparable Foltadre

in the Théiire I"I.|||.._-,1i-_|_'l,1- Diaras of

the Louvre and of 5t. Petersburg, and
n long serics of portraits sparkling
with truth and intelligence (Figs. 503,
504

whose

Among the boudeir sculptors,
unfettered by
seductive
the

Fig.

talents  were
scruples, bu
of

most fascinating

who were

delineators feminine grace,

wits Clodion

b3
o
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305} Like Fragonard, he outlived
the era of bght manners, and, when
the Greco-Roman reaction  had
changed the tastes of his public, he

was reduced to -||'>.1||'|‘.'.|r||',__: Cato for a
livelihood.

WS

Italy

the chicf.centre of the

Canova (1657-
1822) thought himself the rival of the
Greeks, but was a very edulcorateld
Praxiteles (Fig. 5o6): followiny in his

Fith 2. —THE

ENIREG WALL,

(FERLLE T el

(Lond Rothachild's Collection, Tring Park.)

wake, the German Danneker, the
Englishman Flaxman, and the Dane
Thorwaldsen  usurped
which now fll us with amazement.
About the wyear 1800, this school
reigned supreme ; it was the apothensis
of false elegance and insipidity. The
distinguishing characteristic of these
artists was that they had never felt the
pulsation of living flesh. Their id m
led them to eliminate from art the main

reputitions

element of its superiority o literature,
i.l]i!.b[i.l. L\|.-!I'4.'*:--'|l.-!'| and intensity,

England, turned aside from art by
Puritanism, long knew only imported
painters, such as Holbein, Rubens,
and Van Dyek. The bewutiful works
of a few pifted miniaturists, such as

Hilliard, the Olivers, and Cooper,
alone foreshadow the growth of a
national taste (Fig. 507). Under

Charles I. this taste began Lo manifest
itself in a reawakened interest in art
and beauty, fostered by the cultured

H%

king and great nables, such as Arundel,
Pembroke, and Jueckingham A
magnificent collection of pictures was
gathered together by Charles, aided,
in many instances, by the counsels of
Fubens, It sold under the
Commonwealth, and its masterpicces

WS

are now among the gems of various

foreign coullections.  The Louvre owns

several of the most famous, Voan
Dyck, settling in England, may be
said to bave founded the national
school. Among  his imitators and

2y
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BUCCLE50TS the Englishman,
William Dobson, and the Scotchman,
Checked by the
fanaticism of the Revolution, English
art, reviving under Charles 11, found
its exponent in another foreigner, the
Westiphalian  Pieter van der
known as Sir Peter Lely, whose pro-
ficient technigue and voluptuous
manner embodied the very spirit of
brilliant and cynical license thot
marked the reaction against Puritan-
ism., His famous series of Courn
Beauties is  preserved at Hampton
Court (Fig. 508). He was succeeded
by another German of inferior gifis,
Godfrey Kneller, and by a number of
Frenchmen, Nicholas Larwgillitre
among the number, who worked
chiefly as decorators and restorers.
Sir James Thornhill, who imitated
their manner, is now chiefly remem-

1

were

George  Jamesone.

Facs,

Fith §hg=—MEd. SANE CURRKIE
NUSIREY,

iWational Gallery, Listidoes)

bered
whom

as the master of Hogarth, with
the

representative  art  of

England began. Hogarth (1697-1764)
was o moralist, not gently sentimental

-

Pl §1e—POETHAIT (W

A LALRY,
WP RN,
1 Fletschmann Collection, Lomion.)

like Grevze, bur harsh and satiric as
Callot, - - He is best known by his
famous series of painted narratives,
Tihe Marriage & la Mode, The Rakes
Progress, The farfor's Progress; and
The Election, but Le
portrait-painter  of

was also a

great vigour and

ion #uffers from
which wnters
have dwelt upon the subjects of his
pictures, which are witty and enter-

originality. His reput
the persistence  with

taming, for he was also a master of
“the only gread English
painter," according 1o Whistler ! But
it is important  to

techmigue
note  that his

pictures set forth edifying  historics
and  dwell

didactic tendency

upon  detals,  for  this
has persisted in
English art (Fig. sog). It has been
justly ‘said that Hogarth's ancodotic
rebus prepared the way for HBorne-
Jones” psychological rebus.!

de la  Siperanne, _rr::l' Feintrore
Paris, 1555,
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Towards the middle of the eighteenth
century a yeneration of remarkable
portrait-painters grew up undec the
influence of Kubens and Van Dwek,

Titian and Munile, whose master-
Tt Y | t

pieces were  already numerois in
Englizh collections, and also under

that of French art, which was never
more popular than at this period.
Joshua Kevnolds (1723-
borough (1] )

1792, Gaimns-

Hoppner {1739

1810}, Allan Ramsay [1713-1784),
Rommey (1734-1802), Eneburn 1750
1823}, Opie (1761-1807), and Lawrence
|1}‘Ia'a|;- 1830), unlike the French por-
traitists, were, above all, colourists,
masters of tonalities at once intense
and vaporous, Unlike the great
Venctians, they concerned themselves
less with truth than with grace. Their
portraits immortalise a highly polished
aristocracy, like that which furmished
sitters for Van Dwvelk, but healthier
and better equipped for action (Figs.
s10—517)

Joshua  Reynolds s

generally accepted as the greatest
representative of this school, and his
wider svmpathies and more intellectual
vision may perhaps entitle him to the
first rank. But

Gainsborough  sur-
passes him in purely artistic qualities,
in the incomparahble
taneity  of his
character, of

grace and spon-
art. As

manly

limners. of
dignity, of
womanly beauty and distinction, of

childish grace and innocence, these

(Comte de Deivie Hection, Paris)

masters necd not fear comparison with
the :.:.I'I_'.HI_'-\.I uf 'e|_'||-|r|,r|. 'I‘h-_'-ir
successors, though on a lower plane,
worthily upheld their tradition, and in
their finest achievements fall not very

ny

far short of their masters (Figs.
514—516). With Lawrence (1769—

1838) and his brillinnt superficial art,
the glory of the English school of paor-
traiture began to pale.  William
Beechey was the last upholder of the
great tradition, which was finally over-
whelmed by the puerilities of the early
Victorian period. Landscape Aourished

2
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too.  Gainsborough, Crome, and,
above all, Constable (1776-1837) (Figs.
518, 336}, took up the tradition of
Ruisdael, transformed it with their in-
sular originality, and inaugurated the
modern school of realistic landscape,
For these inen, we may claim that they
were the inventors of natural land-
scape, as opposed to the beautiful un-
realities of Claude and of his English
disciple, Richard Wilson. The best
French landscapes of the eighteenth
century, if we eicept one or iwo

small canvases by Joseph Vernet,
still looked to the ltalian tradition
for inspiration; the English were
the first to cast off these trammels,
and to veature upon ‘sewing up
an easel in the fields.” Thenceforth,
England became an important factor
in the anistic activity of the world;
she continues to give more than she
receives, and hoth in portriture and
landscape remains English, essentially
English, though French art reigns
supreme almost everywhere ¢lse,
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XXV
ART IN THE NINETEENTH CENTURY

Davin the Awoerat of French Ar.—His Contemporaries; Guérin, Gémrd, Girodet,
Gros.— Pridhon.— Inpres.— Géricanlt,— Delacroix.—The Rise of Romonticiso.—
The Eelectics, Paul Delaroche, Schefier, Flandrin, Calmnel, ete.—Bovpuereay. —
The Military ainters, Charlet and Rafiet.—Meissonier.—Detaille and Neuville.-
The Painters of Oriental Subjects, Decamps, vie.—The Barbiron School.—Carot

The Renlists, Counrbet  end  Manet.—The Impressionists  and

—The Symbolists : Morcau and Baudey,—Puvis de Chavannes.—The

Modern Belglan School.—The Modern Gennan School.—The Predominance of

French Influences.—England alone Independent.—The English School of the

NIXth Centure.—The Pre-Raphaclite Hrotherhood.—Sculpture in the XTXth

Century.—The Growing Internatinnalism of Arf.—A Forecast.

AT the beginning of the ninetcenth
century, Louis David (1748—1825)
held undisputed sway in the world of
French art.  With true Jacobin in-
tolerance, he had laid down as
essentinl dogmas in art the imi-
tation of antique statues and
bas.relicfs, 1 contempt for all
genre subjects, and for every-
thing in the nature of sensual,
and even of gay and agrecable
painting.

and seem to reveal a tardy modifica-

tion of manner under the influence of

Frans Hals.
David's

contemporaries, though

Iiut his practice was
better than his precepts, as his
admiralile portraits [Fig. so1)
testify, and also his grandicse
Coranalion of Napoleon L. in
Notre Dane (Fig. 5204 a truly
epic rendering of a great his-
torical event, unrivalled in its

FIk

kind. 1In 1815, David, who had
voted for the death of Louis
XVL1., was hanished from France
as a regicide. He died ten years
later in Belgium, where he painted
several fine portraits, which show a
great increase in breadih of handling,
260

LI —HANINE WOMEN

INTEEVESIRG METWEEN Nodiaxs
AND RARDNHHE.

TAVTIL
iThe Louvre.)

more or less subservient to his rule,
were more independent than those
of Le Brun. The least personal
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among them, Guérin, is also the one
who is more nearly forgotten than the

nardo, whom he called * his master
and his hero,” and whom he |.Irr.'|‘l_"rﬂ.‘li

rest. The insipid Gérard is more
akin 1o Canova than to his master ;
in his Cupdd and Piycke he seems
to prepare the way for the sickly
painters of the Second Empire
Girodet soncht inspiration from Mac-
pherson's (hssien, which Napoleon 1.
thought equal to the poems of Homer;
his painting, classic in form, thin and
flaccid in execution, iz already roman.
tic in spirit. Gros, the author of the

Pestifdrds de Joffa (Plagwe-stricken af

F iz 1t ZUFUIVE AND FEYCHE

PRI,
I'The Laavre)
(Photos by Neunkein)

tn Raphael. He excelled in chiars-
cura, in rendering the play of light as
it caresses white and wvelvety flesh
A harmonious and sometimes power-
ful colourist, n somewhat nerveless

WATH OF
BANE.
BAVTI

iThe Louvre,

NAFGLEON IS NOTRE

Fig. 522) and the Napoleon af
two fine works, inaugurated
Romanticism by his taste for modern
subjects and his indifference to the
Grivco-Roman  tradition.

David dis-
approved and advised him *to turn
over the pages of Plutarch®: but
Brutus and the Gracchi had had their
day, in art as in literature,

The most original of the painters
of the Empire period was Prodhon, R,
one of the most fascinating of the b
great French masters (1738—15823),
He had studied Correggio, and Leo.

Loavree)

drasghtsman, he remained severely
classic in his chaice of types and

270
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subijects, the André Chénier, as it
were, of painting (Figs. 521, 523 All

Flie sxo-—)g

BTICHR ASD LHYVINE
FURSCISG TR

VERLEAMIE

FRLTHEN,

iThe Lovvrej

the artists of this period, even Gérard,
painted sincere and solid portraits ;
some of Prudhon’s, notably those of
Madame Copia and of Joscphine, arc
masterpicces.

From the vear 18¢6 onwards, a pupil
of David’s, Ingres, executed a series of
portraits in pencil which muast always
be reckoned among the marvels of
art (Fig. 524). This artist, a man of
iron  Lemperament, lived over
eighty years, began almost as an inde-
pendent ; he was denounced as o
Giothic master, an imitator of the Pre-
Raphaelites. He became in time an
uncompromising  classicist, a  subtle

whio

and nervous draughtsman, more keenly
sensitive to tactile values than any
artist of his age, but incapable of ex-
pressing passion, emotion, or thought,
Not only was he a bad painter, but he
despised painting, spoke of it as a
negligible adjunct, and gave it as his
opinion that what is well drawn is
always painted well enough.  Save in
one or two little pictures and in some

exquisitely treated  portraits — those,
for instance, of Madame Devaugay,
Madame de Senonnes and M. Bertin
(Fig. 525 )}—Ingres painting was merely
tinting on a grand scale. To quote
Delacroix’ epigram, he applied
colour as one sticks comfits on a cake,
Homce Vernet, himself a mediocre
colourist, cried one day: “ To think
that he has been plastering us with
these blues for the last twenty years !
It is the colour, at once dull and
violent, which makes his Apotheasis
of Homer almost exccrable. in spite of
the fine qualities to be discovered in
it on careful exanmination. To give
some idea of Ingres’ puerile intoler-
ance, | may mention that he excluded
Shakespeare and Goethe from the
gathering of great men around the
Father of Poetry, because he suspected

FiL 3rp—THH STANNATI FAMILY.
(RTH LY
{Trrawing.)

iThimnnt Colbection. )

them of Romanticism! His nude
female figures, Tl Spring, Andre-
mieir, and  the Odelisguee, are still

71
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justly admired ; but they are more and pathos made a Brilliant return to
pleasing in black-and-white reproduc-  art.”  Géricault went to England to
exhibit his Aaf?, and brought back
new ideas on the beauty of colour, as
distinguished from the colouring of
the Davidians, He resembles the
English and Rubens in his admirable
studies of horses, such as the Efsom
Races, in the Louvre, the first example
of the “fying gallop™ in French art.!
His [ounded Crivassfer and  his
Chassewr Offficer, large cpic figures,
painted before his visit to England,
are still very conventional in tone and

design,
Fhi, sie—PouTiAry oF i, UENTIN, Lo . a gk
SR Géricault’s heir was Delacroix (1799
The Loavie) ~1863), who was looked upon as the

tions than in the originals. “Why
does he not write in prose?™ said
Boileau of Chapelain, Ingres might
have been asked very pertinently why
he painted.

Géricault (17g1-1824), whose life
was very short, played an important
part in the history of French art,
taking up the tradition of Gros with
preater boldness and power.  His Raf
of the Medwsa (1819), like the Pesfifd

s

File To%.—TiE EAFT OF TiHE MIEBLSA
GERICAVLT,

iThe Loowre.)

leader of the Romantic School, The
word Romanticism is a somewhit

b This motive is, in point of fact, a
ventfonal one, and i€ not to be found
any of the instantaneous photographes
1-1'.Ii:||' movement (30e |n Li]] It was an
invention of Mycenawan artests, amil  was
adopted in Southern Kussia, in Sassanide

P gal—STHATORICE, Persin, and in China, before it :ILIL\';IH'11 LU
R, Eveope, The earliest European exnmple

Musée Conds, Chantilly) i# an English engraving of 17047 it was

unknown in France before the Kestormtion,

e j-'l’_f.";r, is more akin to Michel- and in Germany before 18540, Since the
angelo than to the antique (Fig. 5277, Th t350 the revelations of instanlaneoi
photography have discredited this motive,

With this masterpicce * movement  which is gradiially disappearing in art,
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vague term : the movement to which
it is applicd was, above all, a protest
against the tyranny of Greece and
Rome, a vindication of the art of the
Middle Ages and of modern times as
the unj contempt  with
which it was treated.  Delacroix wok
the subjects of his most famons pic-
turez from Dante (Fig. 528), Shake

against st

speare, Byron, the history of the
Crusades, of the French Revolu-

tion, and of the Greek revolt against

the Tu
of Géricault,

He paintedl as a pupil
Rubens, and Paul

YVeronese, with a somewhat defective

mastery of drawing, bat with a fever-
ish energy
a decp and poctic sense of colour,
thrust
timidities the
illuminators, and prepared the way
for linpressionism.  His
critics do not belittle him when they
call him a *sick Rubens ™ and o * rest-
less Veronese,” for his malady and his
unrest were the diseases of his cen-

of life and expression,

His bold, ample technigue
aside the smooth of

modern

tury, more human and more fecand
than the optimism of his favourite
models,

In spite of the anathemas of Ingres,

=

3

to whom Delacraix was the Devil in
painting, academic ausferity could not

HALARLA,

HEREET.

iMusée du Loxemboorg, Pansi

resist the onslaught of the Roman-
ticists. This austerity was opposed
to the national genius, which alwavs
triumphs in the long run.  An eclectic
school sprang up, in which the poetry

— e — —— —_ '
FiL g 3e-—THE ViHEN AR CONSHEN
WOEGUENHEA

IMusée du Luxemboorg, Paris)

(1 isto Ty W wepdein

of Romanticism, its somewhat mystic

sympathy with medixeval legend, a
1
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touch of Greuze's sentimentality, and
even souvenirs of Boucher, blended

Arts; Ary Schefier, a Dutchman
naturalised in France, the gentle
painter of Marguerites and

Ophelias ;  Couture, the
-| author of the Newrrny of the
Hecardenee, a theatrical simul-
acrum of an orgy; Gleyre,
Flandrin, Cogniet, Cabanel,

Bougwereau, and many
others. 1 shall not presume

to judge these men in a few
lines, and sum up the various
yualities: that will keep their
memories green.  In Gleyre
and Flandrin, Ingres' favour-

Flil g3t.—rBag.
MEEISSON (AL,
[Chauchan] Colloetion, Paris)

with the tradition of classic design
and the somewhat empty idealism of
the Davidians, The masters of this
school painted anccdotes on o grand
scale, and sought to rouse emotion by
choice of subject and the grace of
feminine and infantile types, rather
than by the intrinsic qualities of their
art. Among _these painters we may
mention Paul Delaroche, a combina-
tion of Girodet and Ingres, the author

PG §3n—"" THEY oEuanLn"
RAFFET.
i l.ithu"ra]:h.a

of Fhe Privces'tn the Tower and the
Hemieycle in the Ecole des Beaux.

ite pupil, the myvstic tend-
ency predominates: in Cabanel and
Bouguereau the sensunl element is
stronger, but theirs is not the primi-

PG 33 —HHIFIRING,
MILTHBON TR,
iMusde du Luvembourg, Paris.)

tive sensunlity of Rubens, Cabancl’s
carnations are woolly, and Bougue-
rean's a trifle glassy. Bouguerean's
European reputation has been won
mainly by religious pictures, of a
smooth and sentimental kind, akin
te the works of Carlo Dolci, though
much superior to these in mastery of
composition and drawing (Fig. 5300

Delaunay, a sincere and virile artist ;
Hébert, graceful, tender and delicate,
yet never insipid (Fig. 52515 ] B
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Laurens, the fervid chronicler of
the dramas of history; Merson,
Cormon, Maignan, and Duez, may
perhaps be included in the same
group, as painters who have devoted
their talents to the same class of
subjects. Many others, such as Fantin-
Latour and Agache, are more ecasily
praised than classified.

In the seventeenth and eighteenth

kindly man, Gros placed the surgeon
Perey on the first plane; the misery
of the wounded, the melancholy of the
morrow of carnage, filled his-mind,
rather than the glory of victorious
leaders. His example was not thrown
away, though many military painters of
the nineteenth century, notably the too
prolific Horace Vernet, continued to
treat the episodes of war from the

FIG 51—THE DREASL
BETAILLE
(Aluede du Loxembourg, Pards)

centuries, battle-painting, represented
principally by the Flemish immigrant
Van der Meulen, had produced no-
thing in France but mediocre and
pompous works, chronicles of the
dubious doughty deeds of certain
princes. The soldier was mere food for
powder and counted for nothing. Gros'
Napaleon af Eylaw was the first
military picture in which the soul of a
period found utterance, in which we
feel the heart-beats of an artist and a

73

point of view of the patriotic illustrator,
rather than of the thinker. This can-
not be said of Charlet and of REaffet
(1792-1845 ;: 1804-1860), lithographers
trained in Gros' studio, who chro-
nicled the campaigns of the Revolu-
tion and the Empire with a sentiment
at once dramatic and democratic,
whose sympathies were with the ob-
scure and heroic s=oldier, and who
made his sofferings and his enthu-
siasm the central motive of their com-

T2



THE STORY OF ART

positions Leon Cogniet's
maost distinguished pupil, Meissonier

(1813-1

Fig. 532).
£33

g1, and the F|||'E|||- or imitators

of the latter, Neuville and Detaille,
allied, in their treatment of

iry  subjects, to Charet and
Figs. A picture

such as Meiss 1814, to give

ane example, is one of the glories of
the French School

century @ there

of the nineteenth

5 nothing to equal it

THROUGHOUT

THE AGE

able luminous,
Caressing .l‘ll]---.':lllL'Tl'.
Delac made Eastern
fashi Ihe
pendence, the conguest
INCrEAsing
with Constantinople, Syria, and Egypt

to envelop form in

i%
Gireck war
of Alsier

wetivity of French relations

onable.

offered a ficld to painters whose '|t'-..
lay in the direction of colour and
Tures: %, a ficld they worked
great -.-LlIJ The best of these Orien-

(Musde Condd, Chantiily

in this special branch in the art of
Holland
painted

Meiszonier also
the
eighteenth with amazing
minuteness and dexterity, and with a
knowledge of form superior even to
that of the Dutch masters (Fig
But the mast perfect of his linde [-|||_-
tures pales besides a e Hoorh or an
Ostade, for Meissonier was too insis-
draughtsman ; he coloured
than !I.lll'—'.'l]. and was never

or Italy
anecdotic -;!|E|J'|_-|'|-' of

cent ury

5350

tent
rather

A=

wlom.
g}

{Mational (ial

talists  were
Marilhat,

was 1 remarkable colourist, perhaps

(Fig.
Decamps

Dhec ampE
Fromentin,

541),

and

the best France has produced so far,

a3 we may see in his fine pictures
at Chantillyv. Fromenting, conscien-
tious and a litde timid, painted
an East and Arabs marked by an

artificial elegance, but with a pal

full of delicate gradations
best title to fame, however, 1s
literary  achievement, Les MWaltres
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i A wtrefois, not only the finest, the sole
masterpiece of art criticism produced
by France in the nincteenth century,

Fit 3. —LANDSCAFE, MONNING
COF

{The Lowvre.)

The little masters of the cizhteenth
century loved the country rather than
Nature ; those fervid worshippers of
Nature, J. [. Rousseau and Bernardin
de St Pierre, had no influence upon
the art of their day, The revelation
of true Nature, with her frank verdure
and her atmospheric transparencies,
wits made to France by Englishmen,

FiE GLEANENS

(The Lomvre)
Bonington and Constable (Fig. 5360,
who sent some of their works to the
Salons of the Kestoration period. A

croup of French artists established
themselves at Barbizon, in the Forest
of Fontainebleau, face to face with
treesand rocksand pools,and produced
faithful and impassioned portmaits of
their native land, such as French art
had never vet known, The classicista
accused them of representing “ arid
Inndscapes devoid of all charm, the
lines of which are and the
vegetation dry and - stunted,” becanse
they took their subjects from France,

poor

ARFL L

VG

o, Paris)

| Talokrier

artte dirs Feana-Aris,

from
“aljusted landscape™

not Italy, and renounced the
with a ruined
forezround, These
heretics, at least, have triumphed ;
the Ttalian landscapes is no more !
Théodore Roussean [(1812-1867),
Diaubigny (1817-1871), Dupré (1312
185¢) and Dinz (1808-1876) were the
masters of the new school ; the animal-
painter Troyon (1810-1865) may be
grouped with them. Other gifted
animal-painters, such as Mlle. Rosa

temple in the

.
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Bonheur (1822-18¢y) and Brascassat
(1504-1867 ), remained more faithful to

ECXAULT.

(The Louvre)

the methods of the Dunch masters. not-
ably Paul Patter, a somewhat dry and
dangerous wodel.  The landscape.
painter Carot (1706 1875) holds =«
place apart ; in the course of his long
career he passed from classicism to

Fii LA FTHEET I8 Eivana,
P AR,

The L
Pt by N

the confines of Impressionism,  He
was a classicist by education, and he

never ceased to people his landscape
with nymphs and satyrs; but this
superficial fidelity to tradition was
without prejudice to his independence
a8 A poet painter, a lyric master of
exquisite refinement, o worshipper of
Nature in her more tranguil moods,
the incomparable limner of the fresh-
niess of moming and the silvery mists
of evening (Fig. 557).

If French landscape found its great-
est  interpreters in the mnineteenth

—
7=

2 &

—

(Mirsenm, Nantes |
Fazaltr dep Beawr-Arin

century, the sturdy French peasant
also found his in Millet (1814-1875)
Hewnas, if I may be allowed the phrase,
an idyllic realist, akin to Chardin in his
technigue and choice of subjects, while
the tender and fraternal sentiment
that breathes from his canvases re-
veals that sympathy with the poar and
humble which has been the honour
and the torment of the nineteenth
centiry (Figs. 538, 5390

Corot and Millet have had sueces-
sors worthy of them. At each annual
Salon, landscape is represented by
fing - achievements. Frangais and
Harpignies, Cazin and Pointelin, to
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name but four, are secure of a place
in the Louvre. Jules Breton, a painter
of peaszants, like Millet, but less rug-
ged, strove to reconcile poetry and
realism, without sacrificing
and grace to truth.

About the vear 1855, the frigid calli-
graphy of the classicists and the ex-
haustion of Romanticism brought
about a reaction in favour of realism
and naturalism. 181g-1877

beauty

Courbet

iMusde du Lusenbonrg, Pardsb

and Manet (1833-1884) were its per-
fervid Yet both at the
outset of their carcers had sounght
inspiration from the Spanish painters
Velasquez and Goya, rather than frotmn
Nature. Cownrbet's large landscapes
lack atmosphere and his figures are
often painted with soot ; but the bold-
ness of his execution and the

apostles,

contrast
it afforded to Delaroche's smooth tech-
nigue set a good example (Fig. 542
Manet's Ofpwfia was even more
revolutionary than Courbet’s Raflers ;
it was a protest against those nude

goddesses or mortals, with contours
of impossible elegance, and bloodless,

iNesde dy Luvembourg, Paris)

transparent carnations, so abundantly
produced by the academicism of the
ninetecnth century. ot this clamorous

P 5§5—THI LAY WITI THE CRESCENT,

BENEAT,
(E. Kann Cullec

o, Paris. )

demonstration created a scandal and
failed to create a school  Manet's
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technique was imitated more than his
somewhat conception of

grolesque

v and Ca.)

form. 'I!".-.-n:r,-n.:l:.-m'il_-r.1.1'hir.h.1'1n:|11[]m

year 1875 onwards, I..||._".'|.'|I1]||,'1[ into

veritable systems, Impressionism and
Pleinalrisme (the painting of pictures

o the open air), owe their origin to his
technigue, the leading principle of
which was the Juxtaposition of pure
colours—for, said he, the principal
PErson an 4 picture i the hght.
Impressionism 1 is o sort of pictorial
stenography, disdainful of details which
r.l|,Ez[.|ni|‘H_'.rh1||.r"!s'-'_".'i.ﬁll'-u.l::'dmlr.lt'\Ei:ﬁi_",

Itis also a reaction against symbolism,
intellectualism, and all those cletnents
in a work of art which lie outside the
true domain of art, Pleinairisme was
revolt against painting done in the
studio, with the black shadows that

1 The term is ilerived
exhilsited by the lagwd
in 1863, at the

from a picigre
cApe-peunter Moner,
Salon des Refusé Tt
presented o sunset and was entitled : 4n
Fungrenrion,

]

286

are never secn in the open air. A
painter may be an Impressionist with-
out being a Plimeiriste, and wice
versd g among theze artists who broke
with Schools there were almost as
many schools as individuals:

The most remarkable of the painters
of figures in the open air was Bastien-
Lepage (1848-18284), who died voung,
bt influence outlived him
Pleimairisne was especially  seduc-
tive to
Piszarrn,

whose
scape  painters—Monet,
Ceranne, who were
sts  in  technique.
Henoir and Henri Martin, althouzh

also Impressi
they occasionally paint landscape, are
better known as painters of fi
which, when looked at closely, se
mere patches of colour, but seen
fram the right distance become a
delight te the “ Impression-
ism,” it has been said, “renews land-
and intelligent

cYe,

scape by a lovine

FHL ET—THE LADY WITH Tl GLove
CANN DUNAN,
(Mosde du Lusembourg, Parie]

treatment of light, and, in its desire
for intensity, discovers the new tech-
f
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nigue which decomposes tone in order
to reinforce it." 1

One of the masters of Impres-
sionism, Degas, is a most refined
artist, o dravghtsman as subtle as
Ingres, but deliberately vulgar or ex-
travagant in his conceptions. Another,
Besnard, seeks to convey an intcnse
suggestion of life from the harmonious
juxtaposition of the most brilliant
tints, and scems to attempt to exag-

figurcs in the diffused glow of a
twilight which emphasises their melan-
choly. It may be said that in general
Impressionists and Pledmairistes have
abused the function of light, making ab-
stractionsof solid realities, which never-
theless exist and claim their rights,
Under the influence of Millet and
Courbet, reinforeed by a growing
sympathy with the working classes,
art has greatly enlarged its range of

P, 545 —THE BACKED GNOVES

PEVIS BE CHHAVANNTS

(Hemicyele of the Sarbanne, Paris)

gerate the splendour of sunlight. A
third, Carridre, in n spirit of reaction
against Pledmairisme, carties his pre-
occupation with the fluidity of atmos-
phere to an extreme, and drowns his

. |\ Séailles;, Gasetie des Bewuy-oAeis, 1903,
i v 500 The following lines are also neote-
worthy 1 ** Hefndiliisme e, applying colour
in sminll flakes or dits] i= the Fug;l:.xl COnse-
fjuenee of the doctrine of the I||1|II|.':niIlnll.‘|L‘-,
which was, roughly speaking, that of the de-
compasition of mya of light, The ncademic
school ignored all tue the artificial distri-
bation of light, the sunlight of the studio,
The Impressionists set themselves toanalyse
light, 1o isolate the clemcnts, and so to
merense the vibration"™ (Cochin, Gazeffe
et Beang-Aris, 1903, i p. 455

subjects. It deals with the labours of
towns and ficlds, scenes of the street,
the village, the sea, the factory, not
only as in the case of the Dutch
masters, from a taste for picturesque
observation, but in the tender and
fraternal spirit of Millet. Among the
painters who have contributed to
this transformation, this exaltation
of the genre-picture, | may mention
Ulysse Butin, Lhermitte, Roll, and
Steinlen. How far we are with them
from * the golden shades of Watteau's
parks " and “the companies who
whisper of love to the rustle of
satins ™ !
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The naturalism of Courbet and
Manet provoked an idealist reaction,
symbolistic rather than academic.
The influence of the English Pre-
Raphaclites plaved its part here ; the
chief representatives of this refined
and aristocratic tendency in France
were  Gustave Moreau and Paul
Baudry (Figs. 343 3440

In the works of Puvis de Chavannes
(1824-1808) we find

-,f-.’. TR s,

i Palials mrboea, Pasis )

symbolism, and idealism, but, above
all, poetry and a lofty logic. He was
the greatest decorative painter of the
nineteenth century, the only one who
was able to paint a vast composition
on a wall without making holes in
it by importunate shadows.+, His great
works are in the Sorbonne” (Fig. 548,
the Pantheon, the Muscums of Amiens,
Lyons, and Marseilles, The contem-
poraries with which he seems to have
had most in common  were the
Lyonnais, Chenavard, a thinker rather

than a painter, and Chassériau, an
ariginal who died voung
(1819-1856) 2 Puvis resembled Giotto
not only in the simplicity of his
attitudes and movements, bot also in
a deliberate lack of finish and even
Inmcorreciness !‘[:
ship.

artist

hiz draughtsman-
This somewhat puzrile archa-
ism was the aberration of a man of
great talent whe was unsurpassed in

the dexterity with which he grouped

ik S5 Te BERASTIAN,

B AT

figures arainst heroic or idyllic land-
scape, but who rarely deigned to
represent life in motion

The study of the great masters of
the past, who have become S0
accessible in the museums of Europe,
is an important factor in modern art
the work of many distinguished
French panters  gives @ sort af
synthesis of a  uniform  neademic
education and of the influence of some
genius of a former age, to whom the
artist is drawn by individual tempera-
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ment. Thes, BDonnat's vigorows art  and Henjamin Constant are Venetians

{Figs. 543, 546) was nourished on Bastien-Lepage and Dagnan-Bouveret

‘Fig. 549) love Holbein. It must be
understond that n all these cases
the posthumous leszon  has been

freely sought and assimilated, and
that the disciple has not produced
mere  pasficed, which modern taste

wolerate —in Fraonce at least.

wioly
FiG- 331 EOFATIA 0N THE CYDNES, Schools of plagiarists such as those
I founded on Leonardo snd Raphoael

A nnite folide 1

that of Ribera and Velasquez ; Ricard
was educared by Titinn and Kem-
brandt : Henri Regnauolt by
(Fig. 540) ; Velasquez inspired C
Duran in his best canvases (the Lady
swithy fhe Glave, Fig. s47) 3 Correggio
and Prudhon meet in Henner, the

Gova

rolis

painter of silvery carnations (Fig. 550);

M

in the sixteenth century would be
denounced by public opinion, and
even Raphael himself would be called
1t for the indizcretion of his

borrowings.
in Holland

and Delgium (lsracls, Wauters, Leys,

The schoolz of |:l.||'.'|'.i:1 |

and Gallait) owe something alike to
David, to the French Romanticists,
to the great Flemish and Dutch
painters of the seventeenth century,
and to the English. It has pro-
duced a2 whole scries of salid

iAr, 8. \Il.l-...l..-._ r sl works, strong in conception and

design 3 but, strange to say, of artists

Roybet swears by Frans Hals, H. Lévy  bred in the Jands of Rubens and of
by Rubens, Bail by Vermeer ; Baudry  Rembrandt there has been no true
28

iy
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colourist among them.  In Holland,
modern landseape has found distin-

Flth S5E—MONUMENT T0 FENDERICK
THE GEEAT.
WAUTH.

(Therding

giished interpreters, such as the
brathers Maris and the marine painter
Mesdag.

In Germany, the Romantic ten-
dency was at first incarnated in a fan-
tastic Viennese, Moritz von Schwind,
who painted historical episodes nnd
medieval lerends with a touch of
deliberate archaism.  But the domin-
ant school was that of the so-called
Nazurenes, whose contre of activity
was HKome, and whose chiefl tenet
vas the imitation of Raphael. The
masters of this  school, Overbeck
(178g-186g), Kaulbach, Fiihrich, Cor-
nelius, and Schnore, are now quite
forgotten ; they painted as badly as
Ingres, drew very much worse, and
differ from him in their predilection
for vast symbolic compositions, which
are very wearisome and require a

HROUGHOUT THE AGES

commentary. Historie and ancedotic
painting had its Meissonier in Menzel,
who made Frederick the Great and
his Court live again in his works with
much intelligence and great dexterity

of handling. A neo-Venetian School
sprang up in Vienna under Hans

Makart(r840-1884), a brillinnt colourist
of mediocre intelligence (Fig. 346)
Titian, Van Dyck, and the English
portraitists were the edocators  of
Lenbach (died 1904), whose admirable
poriraits of Bismarck., Moltke, and
William 1. are more striking than
refined (Figz. 352). French realism
found adherents in Uhde and Lie-
bermann, the former inclining to
mysticism, the sccond more directly
inspired by Millet.  Finally, German
Switzerland produced a colourist whose
extravagance was not free from affec-
tation in Bicklin (r827-1900), at once
a realist and a romanticist, & painter
and a thinker, whose art suffered from
his desire to dazele and to propound

FiL 555 — T FHEATING TEwWEEAINE

TU RN,
I Nakonp] Gallery, London)

Woermninn, Gerchivhle der Malerel,
Ledprig

I Beemmnn,

riddles (Fig. 553 The Saxon Max
Klinger (b. 18570 is the heir of Backlin.
284
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Painter, engraver, and scul

shows a kind of deliberate eccent \
but he 15 a more cultivated artist and
has @ more robust talent. At the present
time, the influence of the French art
of the last generation seems to have
taken complete possession of Ger-
many, which has several clever artists,

but no nats

mal style,

Italy has produced a plessoiriste
landscape-painter, the portrayver of
Alpine summits. Segantini, who has

independent province, in which, how-

cver, artisis of original talent have

become rare of late. In the first half of

the century, the greatest of the E

artists was  Turner [1775-185

Fhoto. by Hullyer,)

l.'\l'l-.l-l'-:l. overy |n'|_-ui|‘.1_'r.|'lr'.x_' infiu-
ence upon the French School. Another
Italinn, Bolding, a strange compound
of Baudry and Manet, should perhaps

be classed amu the Parisians of the

Decadent School : but there are rare

lities in his clegant

[1I.l11:|III|.I’.".'I'

LK TR LR L Y

and peurstic portraits, iRl
Sinee nbout the middle of the nine- {Tsmay Collection, Londor

teenth century, the French School has

givea the tone in art to continental painter who worshipped Tight "f'i'll .

Europe; England alone forms an kind of frenzy, a romantic Claude
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and sometimes
His contempo-

feverish,

Lorrain,
theat

AERTINT Mi

WHISTLE
iMusde duy Luzembourg, Paria)

rary, Constable, ns [ have said, de-
servies the credit of creating modern
landscape, for he was the first to
accept the literal facts of Nature as
the bases for the most consummate
works of His influence has
been profound and universal, During

art

the first half of the century, one of

those local schools which have been
commoner in the United Kingdom
than elsewhere, least in modemn
times, grew up in the cathedral town
of Norwich. It produced a few Iand-
scape-painters worthy to rank with
the best of other schools in Crome
176g-18211, 1782-1842],
Vincent 17g0-1831), and Stark
1794=1859%  Under the influence
of Lawrence (d. 1530}, the ypreat
school of English portrait-painters of
the eighteenth century

Cotman

had already
fallen into academicism, and English
painting  generally
phase of triviality

went throogh a
and insignificance,

ART THROUGHOUT

THE AGES
From thisitwas rescuedin 1845 by three
friends., Hont, Rossetti, and Millais,
who founded the *Pre-Raphaclite
Brotherhood.” Millais gradually aban-
doned the stricter ples of the
Brotherhood, and became a first-rate
painter on traditional lines (Fig.
but Rossetti had a brilliant disciple in
Burne-Jones, while G. F.Watts, though
his dev ._rnpmr_q[ was independent, was
inspired by similar ideas. Violently
attacked |':- the majority,
the Pre-Raphaelites were eloguently
defended by John Ruskin, a writer
whose exquisite mastery of English
prose was perhaps a stronger factor
in the extraordinary influence he
exercised on msthetics than his dog-
matic and  irresponsible

|E-FI1

academic

critici=m.

Fi. 500, e LioNG

SO M,
WINTLER,

| Etching.)

The Pre-Raphaelites saw in Raphael
an apostate from the ideal and o
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high-priest of academicism, They
modelled themselves on Botticelli and

Fiik $65.—THE LITTLE BLUE DONYET.
WIISTLER,

(Mr. William Heinemann, London)

Mantegna, But they were no vulgar
imitators. > The most salient charac-
Ilteristic of their schoal is intel-
lectualism, a contempt for the
| doctrine of * art for art's sake”
| They desired to narrate and
to teach, to touch the hearts
of the crowd, to go to the
people and convert them to
new ideas of beauty. Never-
~ theless, they did not make their
appeal through homely anecdote,
after the manner of Hogarth.
Antiquity and Celtic medinval-
ismi furnished them with legends
in which they discovered and
sought to make others discover
symbols, Though some of them,
as early as 1848, forestalled the
French School in the practice of

Pleinairisme and  pointiflivme'  (see
note on p. 281) they were not Im-
pressionists ;  they had a horror of
loose and hasty handling ; their own
method, which is minute and pedantic
in touch, justaposed crude and violent
colours without attempting to har-
monise them,

This dry and artificial manner,
though subservient to a high ideal,
could not fail to provoke wearinessand
revolt,  An American painter-eteher,
Whistler (Figs. 539-361), who, like
Manet,took Velasquez for his exemplar,
but wasless aggressive inthe expression
of his preferences, appeared in London
exhibitions with some Impressionist
portraits of a delicate gray tonality,
and certain slightly executed land-
scapes *in the French manner,” one
of which in particular, a Nocfwrne in
lack and gold, ereated a sensation.
Ruskin attacked Whistler, denouncing
him as “a coxcomb who had flung a
paint-pot in the face of the public.”
Whistler brought an action against
Ruskin (1878) ; he obtained a verdict,

Ptk gfn=—=TiN QUEER OF THE SWORES,

LIRCHARDSY,

! Manet anil Pissarro went (o London in
1870, and there come under the influence of
the English artists, more especinlly that of
Turner, whi had died twenty vears before,
and whose last works were Impressionistic.
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damages, and the

Burne-Jones

with ome furfiing
which
peared as a witness to testify ag:
the nes emed to ratify the
vmph of Pre-Raphaelism, which had
conguered
maintain its positi
was the }
Whistler died in 190
ool of Rossettl and of
Burne-Jones is almost defunct, and

action, in ap-
L

tri-

art; o€

public taste and meant to
As

f its

a fact, It

decline

3, acclaimed and

imitated ; the s

French art, in its most recent develop

ment, finds many adherents north of
the Channel.

The mwsthetics of the Pre-Raphaelite
Brotherhood never held undispoted
England. A
painter of Dutch origin, Alma Tadema,
has achieved dist

sway in contemporary

ion by his pic-
tures of classic life, I'.|I1'|'|II1"|:; himished,

but not without dignity, Leighton, the

late President of the Royal Academsy

(d. 12¢6), was a painter on' the same

lAre de Triomiphe de I'Eroile, Paris.

lines, but of less virlity, whose art had

much in common with that of Hou
guercau.  Portraiture has been farilli
antly represented by Orchardson (who
is also famous as a most refined painter
of history and genre) (Fig. s6z), by
Herkomer, Ouless, Shannon, Lavery
Fig. 563), the late Charles Furse, &c.;

and the English tradition in landscape

has been worthily maintained by Hook,

258



ART IN THE NINETEENTH CENTURY

Alfred East, Adrian Stokes, Lathangue,
Aumonier, Sc., while Swan holds a

—JRAT WP ANE

CHAry

{Alissde du Lucemboting, Pardsl

place somewhat apart from all the rest,
primarily as a painter and sculptor of
animals of great originality and power.

Various local centres have arisen
and centiibuted in their turn to the
interest and originadity of  English
Art.  The most important of these is
the Scottish school, which has exercised
a considerable influence on British Art
The chief
rs: are Orchardson, the late
John Pettie, MacWhirter, Peter
Graham, Macbheth and Murray. During
the last ten or fourteen yvears, the most
original section of this <chool has been

for the last forty years,

membe

that associated with Glaszow, from
which city many painters of European
reputation have  issued—Lavery,
Guthrie, George Heory, Roche and
others. Another local centre is the
one founded at Newlyn, in Cornwall,

some five and twenty years ago, It
includes many  excellent  painters,
whose methods are more 2kin to those
favoured in Paris thanto the traditional
methods of English painting.  The
most able members of this coferse are
Stanhope Forbes and his wife, formerly
Miss Elizabeth Armstrong.  Another
group is that formed bv the New
English Art Club, a secession from the
guene waiting for admission to the
Roval Academy. Here the ruling
spirit is that of Impressionism, in its
more, realistic and less sketchy form
The Club has many excellent painters
among its members, such as Steer,
Orpin, Rothenstein, and Brabazon.
Sculpture was but slightly affected
by the Romuntic movement. own

nirg, Paris

(Musde da Luxeml
to the mildle of the nineteenth
century, it sought inspiration mainly
234 u
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from antiguity, from Canova, and from
Thorwaldsen, France, the
tradition of Puget and Houdon sur-
vived ; it even expanded in the hands
of the Burgundian Rude
a vigorous artist who

sublime in his Wars

But in

1784-18
touched

554
the
on the Arc
The Salon
of 1833 revealed the genius of Barve

de Triomphe (Fig. s61.

1796-1875), an incomparable sculptor
of animals, who may be called the
Michelangelo of wild beasts (Fig. 563).
Cain and Gardet followed in his foot-
steps.  Between 1850 and about 1865,
the imitation of the Italian sculpture
of the Rennissance was grafted on
to neo-classicism @ the result was a
very  distinguished eclecticism, still
represented by men such as Chapu,

Mercié, Dubois (Figs. 5|‘.'3 565, Bar-

tholdy, Guillaume, and Barrias, But

the tradition of Rude, revivified by

] |-'-|"'|-'--'I'.I'.':‘ ?lll|=:| “'F nature, was

r g —LANCE
{Fagoda of the Opera Hous:, Pariv)
maintained by Carpeaux: (1827

whose group of Fhe Dhanee (Fig 56
for the fagade of the Opera Hous
created at once a scandal and a school
When it was unveiled in 1860, some
unknown fanatic bespattered it during
the night with-a bottle of ink.
Tartufie’s handkerchief tendered to
wormen of flesh and blood, quivering

It was

with vitality and emotion, creatures to
which the eye had become unacous-
tomed. Several contemporary masters
of sculpture, Frémiet (the nephew of
Kude), Dalou, Falguitre, Bartholomd,
and Injalbert, seem more or less akin
to Carpeaus. lut  this =chool is
realistic rather than naturalistic ; the
influence of great examples is sill
evident in the slenderness and elegance
of the forms (Fi 567, 568, 574)
farcgrad naturalism, which had had
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no prophets in scolpture since the
time of Donatello, has found two in
our time: Rodin in France, and
Constantin - Meunier in.  Belgium.
Meunier is the Millet of sculpture, a
Millet who gives us true images, not of
peasants, but of miners and artisans
(Fig. 573} Rodin, the more varied
and poetical spirit, is alzo the less
ponderous and aggressive of the two.
In addition to admirable portraits, to
single fgures that Donatello  might
have signed, and groups full of deep
feeling or vibrant passion, he has
expressed in marble all the visions of
a heated faney, often tending towards
the monstrous and abnormal. But
even when he errs, this extraordinary
artist is never' feeble ; his-forms are
still living and palpitating ; the clay
or the marble shares the hypermes-
thesin of the sculptor (Figs.
Tk

Florentine influences have laid their

37in

medallions, Roty ; but he is neither
Greek nor Florentine; in his aristo-

Pl FPo—)0AN OF ARC,
FREMIET,

Flace des Pymamides, Parid )

cratic elegance; he mather recalls the
first French transformation’ of ltalian
« art, the School of Fon-

STALN d10
CANFEALUX AND FREMIET.
{AlEe de ['Obsesvarsire, Paris)

THE FOUR QUANRTEERS

impress on the work of a refined anist,
famous as an engraver of coins and

231
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tainchleau and Jean Gou-
jon. A competitor with
Roty, but older ithan he,
Chaplain  adheres more
closely to classic tradition
and too that of the sreat
French: medallists of the
seventeenth century, Dupré
and Warin.

Germany - also: produced

two  vigorous sculptors,
Rauch (Fig. . 554) and

Rictschel, in whom some-
thing of the dour German
Renassance came to life
again, tempered by the
influence of Canova In
England, where, for various
reasons, sculpture has never flourished
since those distant days when the

uz
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Gothic Cathedrals afforded it a
shelter, one of the greatest sculptors of

Fdu—LH NS AN MAKTYII
FALOUIERE.

iMusde du Lausemboizrg, Pars)

modern times arose about the middle
of the nineteenth century. This was
Alfred Stevens [(1818-1873), whose
monument to Wellington in 5t. Paul's,
and sketch for a memorial of the 1851
Exhibition . in the Victoria and Albert
Museum, are magnificent conceptions,
Another good sculptor of the time was
Foley {1818-1874), an Irishman,
During the last twenty vears

statucs were then dizcovered which
had washed white by rain
In classic and medinsval times sculp-
tors coloured their marbles, and ex-
amples of polychromy, still frequent
in the first half of the sixteenth
centary, have persisted in Spain down
to our own times.  We may even say
that it has never been abandoned in
popular sculpture and religious im-
agery. In this return o painted
sculpture, which will perhaps be ex-
clusively adopted in the near fature,
the part of initintor has fallen to a
French artist, Gérdme, who
both painter and sculptor, though
he shows originality in
A typical work by him is
the polychrome figure in the Luxem-
bourg personifying the Necropolis
of Tanagra (Fig. 57 Barrias in
France and Klinger in Germany
have successfully followed in o his
footsteps.

been

was

greater
statuary.

this branch has shown consider-
able vitality in the United King-
dom, producing excellent mas-
ters in Ford, Thornycroft, Brock,
Drury, Frampton, Colton, John,
Leighton, who showed agreater
sensg of reality in marble than
on canvas, and a man af real
genius in Alfred Gilbert, the
sculptor of the Tomb of the
Duke of Clarence at Windsor.
For the last ten years the
expressive  resources of sculp-
ture have been enriched by
arevival of palychromy, which
increases daily in popularity.

Pulvehromy wis only banished
f m sculpture in the grand
%, * in the days of Michelangeln,
because a great number of antique

FiG. 573
T

(Musée dlu Lisuer

SIS TRY

ni.

In dealing with the French nrt of
the nineteenth century, we have noted
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the influence exercized by wvarious  animals with a realism still unrivalled
elements from without and from in Europe. The golden age of this
the past, inspiration derived from
Engl
Yeni
still o few words to sav as to an |

nd, Spain, Holland, Germany,

= Flarence, and Rome, 1 have

ence which manifested itself in the

industrinl arts as early as the middle

of the gighteenth century, the mfAnence
of the Far East. Chinese motives of
decoration play an important part in
[lill' 1-l.'.|.'.lf.|l'-'.ll'.-.| |'J.'I'.|"||.'-'-C-l1-r':||_' re
of Louts XV. The manufacture of
Chinese porcelain began nl the
period  of  Charlemagne;  traders

brought specimens to Europe from

the thirteenth century onward; in

the eighteenth century, decoration

borrowed motives from  these, and

i amused himself by painting

()] =, But Chinese art had

siven birth to a child more

ed than
ghts
in all the subtleties of line, all the

itself, the art of Japan, whi

innt caprices of colour, disdains

T - LAY THOREYCBOP

art was  the

teenth century
Europe discovered it in the second
hall of the nineteenth century. The
lessons that had travelled so far were
first assimilated ]1:.' decorative  art @

'.'|||.:_. g ¢ instruction in the treaument
of lacquers and enamels, but, above
all, they helped it to throw off the

tramuels of tradition, The century

L

that had produced so many artists had
not been able to create a styvle ; after
the so-called Empire style, which dates
from the closing vears of Louis XV,
there had been nothing but a puerile
eclecticism, varied by servile imita-
tions of antique styles. Japan g

syimmetry |.l_l. virtue of a kind of glori- Lurope the opportanity o disco
fied strabism, and paints and carves what she was secking. [t was not

=03



THE S5TORY OF

ik §ef=—=uyUsT Op
RODIN,

{AMusde du Luxembourg, Paris)

the parent, but the godfather of the
modern siyle,
The evolution of this style is still in

CHER HAVTINT,

iMusde dia Loxembiourg, 1*

ART THROUGHOUT THE AGES

its initial stage, and it is difficult o
define it, [tis easier to say what it is
ngd than what'iv is, Of all the styles
hgwrtu known, it is the frst which
has conscientiously pursued novely,
and has turned away resolutely from
the beaten track, From this tendency,
there is but a'step to the exaggerated
and the grotesque; but we must not
judge by 4 few-izolated extravagances.
Inspired, A3 its English name sug-

Ptk PR —TANAGHA.

GG

iMiide du Lozembourg, Paris)

gests, by the teaching of Ruskin, who
preached the worship of simplicity,
of expressive line and colour, and
endowed with its first masterpieces
by William Morris, in connection
with the Pre-Raphaelite movement, 1t
found timely inspiration in the art of
Japan, emancipation from the bond-
age of symmetry and of the Greek
orders, an admirable comprehension
of flora and fauna as decorative
clements,  But it wrned 1o Japan for
rather than for models. It
prides itself on imitating nothing, on

turning away alike from classic and

leasons

Tl
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FIG, 3. —MONUMENT TO THE AL

HARTHELESER,
(Cametery of Pere La Chaise, Paris.)
{Photoc by Fharillo b

Gothic tradition, on substituting in-
dividunl expression, the materialisa-
tion of thought, to the schematism of
transmitted and conventional forms.
It does not find beauty in eclegance,
but solely in the fitness, the cloguence
of the ling, the gentle or imperious
goestion of colour,
ng or condemning this movement, we
must give its as vet green fruits time
to ripen.!

May we be permitted to forecasy
the future after this mpid survey of
the past? What will be the fate of
art in this twentieth century
which we have entered ?

We may, 1 think, predict the ex-
tinction of local schoals, Rapidity
and facility of communication will
make it impossible that rival schools
should spring up a few leagues apart,

b4 The time has come,” wrole M. 11
Cochin recently, ** when we may sing
Frofundis over the so-called modern style™
{Gazetic der Heaux-Aris, 1903, 0. p. 44)-
This pronouncement séems 10 me very
premature,

Before accinim-

s
i

upon

295

- v like those of Athens and
Argos, Florenceand Perugia,
Bruges and Tournai, In the
cighteenth century, schools
became national: we hod
the French School, the
English School, the Spanish
School. In the second half
of the ninecteenth century,
the French School became
sppreme on  the -Continent
and tended to give the tone
ta all the rest; but at the
game time, the unity of this
school disappeared ; we find
it embracing Classicists, Ro-
manticists; Realists, Ideal-
ists, Impressionists. Thus,
everything points to the as-
sumption that schools will henceforth
no longer bear the names of cities or of

- —

P go, = abouiens
SAINT-TAUIHENR
iMonument executed for Mra Adams, in a
eetriery nenr Washinglon.h

nations : there will no-longer be rival-
ries of countries, but of principles.
How the field of our studics has
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same  time
wined in simplicity ! In the nineteenth

expanded, and at the

H&

FHL SBe.—LOED i s AL e,
Jroars Ta
1 Mre. Meynell, 7 v agl fode X, Sargeut,
Hedi Landkin.

century, for the first time in history,
modern art, the child of the Renais-
sance, had representatives in every
country in  Europe: the sculptor
Thoswaldsen, the painters Thaulow and
Edelfeldt, in the Seandinavian coun-
tries ; the sculptors Antokolsky and
Troubetzkoi, the painters Verest
chagin, Rjepin, and Serow. in Russiz ;
the Hungarian Munkacsy, the Galician
Matejka, the Czech Drozik, the Greek

Kallis, the Turk Hamdi-Bey, The
United States have entered the lists
brilliantly with a sculptor like St

Gaudens (Fig. 380), and painters such
as Whistler and Sargent. These and
many others, educated in Paris, in

Rome, or in Germany, have founded
schools in their own countries, which
are not national, but which draw vigour
and inspiration from those great
currents which make up European art.

Will the art of the future be pri-
marily realistic? [ think not. One of
the great discoveries of the nineteenth
century, photography, has made reality
more familiar to us than to our fore-
fathers. What artist, were he
gifted as a Van Eyck, would com pete
with a sensitive plate? Whart we
demand above all things from art, is
what photography,even polychromatic

as

s —Tus

Finz BUCHESS i PONTLAND

JUHY BARNGEST,

IMre. Meynell, f fohm 5. Sarginf,

photography, cannot give—the sug-
gestive beauty of form and movement,
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the radiance, the intensity, the mystery
of colour—in a word, the cquivalent, in
art, of poetry in literature. The ar
of the twentieth century will be, 1 am
convinced, idealistic and poetical, as
well as popular ; it will translate the
eternal aspiration of man, of all men,
towards that which is lacking in daily
life, and that which completes it,
those elements of superfluity and
luxury which our sensibility craves
and which no mere utilitarinn progress
can supplant.

—— Y

Pl §E3.—COURT ToLsTul

FRINCE
(1. Reinnch Collection, Pars)

TR LTTERT

Far from believing that the social
mission of art is at end, or drawing

near that end, T think it will play a
greater part in the twentieth century

Vil Efgu—=INTENION, [N THE " 5

AEEANGID UV DARNIIHIENNE.
iDamas, Parisi

than ever. And [ think—or at least
hope—that greater importance than
ever will be attached to the study of
art as a branch of education, This
study is one that no civilised man,
whatever his profession, should ignore
in these days. 1t is in this belief that
I have prepared this brief survey of
art throughout the ages, which 1 hope
may serve the educatory purposes of
art.

2
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R. de la Sizeranne, Midfoire de fa Peinture anglaise confeoiporaine, Varis, 1895 3
Ruikin, of fa Kefigion o fa Semwerd, s5th ed., Paris, 19o1: W.-H. Hunt, ke Fre-
raphaclite Rrotherkood |Contemporary Nevice, May, July, 1886); F. Rod, Zler Frd
raphadiites mugtais (Gazerte der Beonx-Aris, 1887, il, po 177) ; Ha-C. Marillier, 2.-G.
Ragretti, London, 19023 O. von, Schleinite, Sorwe-fower, Mielefeld, 1902 ; Maleolm
Bell, furne-fones, London, 1805: 1. Cartwright, Surwe: forer {Gazette des Bewpx-Arids,
1900, ii., p. 25)3 P. Leprieur, Swrnesfowes (#hid,, 1802, i, p. 381); Walter Armstrong,
fahse Everett Millais (Art Journal, 1885) ; M. 5. Spielmann, J.-Ev, Willais {Revvie de
FArt, 1903, i, po 330 Walrs (fbddl, 1808, i, p. 21); M. Darmesteter, Afifais
(Gazette wes Reanx-Ares, 1897, i, p 80); C. F. Bateman, IWatts, London, roo3: J.
Pennell, IFkirtler ar etcher and fithographer (Huriingten Magizine, 1903, i, p 210) 3
T.-R. Way and G. R, Dennis, The Art of Suses JeNeil! Whistler, don, 1903
Mrs. Meynell, Phe Word of Joliee 8. Sargent, London, 1903 (ef. The Nation, 1903,
ii., E, 420) 1 Cosma Monkhowse, Sritish Contemporary Articts, London, 1894,

. de In Sizeranne, Segawtind (Kevwe de I Are, 1508, i, o 3530

L. Bénédite, Ler Sendpteiers framjadr confemgorains, Tards, 1901 ; E. Guillwme, La
Kemlpvre ane NIXY gilele |Gasette ﬂ{,‘ Beavrx-Ards, 10900, ii., p 50503 1. de Fourcaud,
Kude (fbid., 1588, i, p. 35303 Fr. Nwde, Paris, 1903 5 1. Mante, Berpe (7., 1867,
Ly 1o7); O, Fidiere, Chape (/bid, 1804, ii., p. 258) 5 Deoaison, Safen | Merse e 3 At
1o, by e 20) G G, Gelfroy, Dalow (Gaselte der SeanxsAris, 1900, i, pe 217); M,
Diveylonz, Dalon, Paris, 19033 G. Geffroy, Alex. Falpnitve (Gazette des Beawx-ddrts,
1900, &, . 3970 L. Benddite, A4 Folpudire, Paris, 1902 1 E. Bricow, Fedwdef (Gazerte
des feaps-Acts, 1508, L, po 424) 3 Demnison, Haethologed of fe Monsment? anx morts
(Kewae ite AR, 1809, di., po 268)1 E. Rod, Awiin |Gazetle des Beanx-Aris, 1508, 1,
l!. 419) 3 L. Mailland, Sowise, Paris, 1898; K. Rilke, Aodfn, Berlin, 1903 : Brieger-
NVosservogel, Sodie, Strosburg, 1003 3 A, Moarguillier, Al (Ler Maitres artistes, 1903,
non & reproductions and contemporary opinions) 3 E. Clards, e U lnipressionnisne on
senfpeure (Rodin, Meunier), DPars, 10033 G. Tren, €. Mewsier, Dresde, 1828; ]
Leclerog, Constassfin. Mesmicr ( Gazette aex Beanx-Avts, 1807, i, p- 347): C- Lemonnier,
C. Mewnier |Gramd Kevwe, July, 1903, p. 28): L. Taft, Fhe Mivory of Amerscan
Seweipture, New York, 1003,

‘olychromy @ G. Perrot, HMistoiere de Doty 1. V1L, Paris, 1905, po 211 {(detailed
account with references) ; M. Dieulafoy, Lo Stateaire polycheonie en Esﬁajm [ Comprer
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rendies e P Advad, der Tuserd) dons, 1808, p. 794) 3 H. Bulle, ATinmer's Beethovers wend i
Sarbipe Plastié der foﬁ."l'ﬂffl.fi ig. lw!; .

K. Gmul, L. Beénddite, M. ing, ete., % Ariiicim Kunstgeroerde, Wepe tond Ziely
der maderndn Nickevng, Leipeig, 100z R, Marx, Les Arts i £ Exposition de 1503,
L Dcoration ef lis Tudustrice dart | Gasette des Heaser-Aris, 1900, fi., P-307, 563 : 1901,
i p 33 [p. 81, Lalique ; o136, Gallé)); F. Minkus, flie internar, Awsstellieny fir
moderns dekorative Kuenst i Furin (Aewess awreed Kunesthandwert, Vienna, 1902, . 402) 3
L. de Fourcaud, &, Gunlid (Revese de £ oAret, 1002, 1., P 341 K, Widmer, Zew HWezen
der modersien Kinest (| Zeiteche, Siir bitdende Kuast, 1903, ., P, 3ol

F. Brinkley, Sagan and Ching, theie Hic v <Arfs and Literature, Boston, 1003 :
A Hippesley, 4 Skonk of the Histery of the Ceramie Art in Ciina, Wasliington, 1902
{history of the reciprocal influenees of Europe and China) ; M. Paléologue, L' Art chiners,
Paris, no dute 3 K, Grndidier, Lo Chrawiyne chinoire, Paris, 1002 3 L. Gonse, £."4r1
fapanais, 2nd el., Paris, 1900 Hayashi, J%I".I-‘fﬂ'ﬂ e At da fagen, Paris, 1900; E,

Gunmm.-L'Ar!juﬁm:J e XVIIE sidele, Hobousai, Parrs, 1806 (cf Gasette des
Beasex-Aris, 1803, il., p. 441) 3 Th. Duret, La Gravure japonaive (i, 1900, i, p. 132) ;
G. Migeon, La~ Feintire Sapeneaize aee Mueste du Lowvre (Nevwe do IArt, 12& Ty
P 2560 W von Seldlie, Gun&w&.".-dujap.m:lﬂ'ﬁm Farberholzochnittes, Dresden, 1 7 (el
Casette o Beavx-Aris, 1898, i., |1:|. 174) : Hovelacque, £."4rt Juponais & P Expesition
li#dd, 1900, i, p, 317) 1 Edw, ) orse, Catalegne of the Morse Coliection o ')::;:m-'u'
Littery, Cambridpe (Mass, ), 1900 ; E. Poltier, Grive of fugon (Gazetle des - Arts,
1890, k., p, 105 ; the foriuitous anulogies of Japanese and Greek Art. )

SUPFLEMENTARY BIBLIOGRAPI L

To keep the Libliographies of this book up ta date, it will suffice 10 ke notes from
the Arekiologiseher Auseiper (antique art), and the Repertarinm g Kuniterfvsenelaft
(Christian, modern, and Oriemtal art).  “This Iatter has discontinued jts bibliographies
since 1904. A new publication, Jfeterworfomade Bitfiopraphic der Kupestwissenrchafi,
may be recommenderd for these,

Reproductions of many famous works of art will Te found in the following works,
which shoulll form part « every art library

Seroux ' Agincouer, Sivoire abe v par der Memgemens (founth 1o sixteenth cen-
turics), Paris, 6 vols., 1823, 32 lates, varions editions and trnslations 3 F. Winter and
G. Dehbo, Kunstmeichichic in )?';'Efrm, 5 vols. (o the eighteanth century), T.-L"]P!ﬁsfsﬂ‘
100 : Reber :.m'.i' Bryeesdorfer, &farischer Bifderschatzs, 12 vols,, A unich, 1 e
(1800 reproductions,” from  fourteenth 1o cighteenth. century): the same, Afasrisder
Skeelpturenscharz, g vols., Munich (ancient nnd minlern seulpture); G. Hin, Al
gesckichtliches Bilderbuch, 6 vols, Munich (3500 reprosductions, sixteenth 1o cighteenth
century) ; 3, Reinach, Adperfoires des Pefumtures amy enres i & Fin e fa Renadisance,

. i, Paris, 1904 (1100 feproductions of pictures, fourteenth 1o sixtesnth centuey),
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A lancetter, 103.

Abwvdos, 13,

Arﬂmﬂ- i}-lc, 124, 126, 128.

* Academies,” 36,

Academy of Painting, the, 247,

Achermos, 34.

Achemenides, 23,

Aulam, Brothers, 120,

Advration of the Lawh, at Ghent, 194-

Adoration of the Magi, Gentile da Fab-
rinno, 168 ; Direr, 212 ; Leonardo, 165,
167 ; Lochner, 206 ; Kibera, 225.

Egrina, 43.

sEschylus, 37.

Agnche, 2735

Agamemnon, 27.

Agmsias of Ephesus, 54.

Agincontty tg1. S

racritus, i 47

iﬁ:i. EathudrE!upcf, 200,

Abx-la-Chapelle, 88,

Albani, the ** Anacreon of Painting,” 220,

Aleamenes, 3%, 47.

Allobranding, Canlinal, 67n.

Alexander thie Grent, 53, 6o,

Alexandria, 61 ; Alexandrian art, 72.

Albamben of Granala, 9o.

Allegri, Antonio, see Correggio,

Allori, Alessandra, 224,

Allori, Cristoforn, 224,

Alsace, 102 school of, 215,

Altamim, cave of, 6.

Alar of Peace, the, 79-

Advdorfer, Albrecht, 213

Amazon, bronse figure of, 40,

Awthasaadorn, Fie, Holbein, 213,

Amberger, 214.

Ambiotse, 162,

Amelinean, M., 12,

Amerbach, 214,

Amiens Cathedral,
252,

Amorpas, 20,

.-\.mphn?‘lrih:, 48,

Amron, mosgue of,

Amsterdam, school of. 234,

102, 109§ musean,

A fwpgression, 280y

Andromeda 271,

Angelico, Fra, 1

Angers Cathedml, 190

Anglo-Austro-Belgian style, 1300

Aunrenciation fo the Shepherds, Palma
Vecchio, 157.

Anthemius {I?TI'IHI.‘A. &7.

Antinois, 50,

Antispe, Cur:giu, 233

Antokolzky,

Antonello Ja Messina, rl.gu- 150,

Antonio, Mare (Raimondi), 185,

Apelles, 52, 67,

Apheia, temple of, 37, 43

Aphrodite, Lond Leconficld's, 52,

Apolle, the Belvedere, 63-64.

Apotheosis of Tiberiurs, 723 of Flomer, 27.

Apoxpomenns, Vatican, 53

Apulin, 133

Arnbesques, 9o,

Arabinn art, Go.

Are de Triomphe,

Archers’ I:uil!:!, p::?tcrhnh, Van de Helst,
238,

Ar.-ii.'r.‘.r with the RKule, 1the, Louvre,
20-21.

Architecture, beginnings af, 1.

Arethusa on coin, 73

Argos, schoal of, 205,

Armenia, art relics found, 2 :

Armstrong,  Elimbeth  (Mrs.  Stanhope
Forbes}, 289, -

Amalfini couple, portrait, 105.

Artemis of Dielos, 33

Artemisin, Queen of Cara, $4.

Asia Minor, 6o, 66

Assisl, Giotro's frescoes at, 136,

Assyrian Art, statues, 20-22; palaces and
temples, 23-23.

Assyrian Hercules, Louvre, 21

Athene Parthenos, 42, 46

Athene Promachos, the, 46,

Athenes by Phidiad, 46-47.

Athenian Parthenon, the, 15

Athenian Vases, 6.
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Athens, .-\ﬂnpulis of,
of, 30, 60 ; school of, 2035,

Athletes, schoal of the, 36.

Antalus, King, 61.

Attic art, 53-6a,

Atthca, quurries of, 33, 42-43.

Augehurg school, 210,

Augusius, 77, 70 portmit of, 81, 82

Aumonier, 284,

Awrora, Guido Reni, 227,

Antun, Cathedral of, 100,

Auvergne, school of, 0o,

Avignon, 199 .

Basrneck, temple of, 75,
Balwlon, stone age in, 12,
Ractriana, 6o,

Haclia, Florence, 140,

Hail, 283.

Ballu, 127,

Balthazar, Castiglione, 176,
Bambeeng, 103.

, 42, 62 decline

Baptistery gates at Florence, Ghiberti, 102,

Barbizon, 277.

Baroque style, 120, 128, 120,

Barmeen Collection, Gy,

Barrins, 200, 202,

Barry, 129,

Bartholdy, 200,

Bartholome, 292,

Bartolommes, Fra, 174, 178170,

Harye,

mﬁ m [ Lauvrel, 17.

Hasilica, of Constantine, 77.

Basilicas, 36-87,

Hassomah, 20,

Bastivn: Lepage, 250, 283,

Hathers, 203, 279,

Fattler of Alexander, Le Brun, 247,

Baudey, Paul, 28z, 383

Beare Lien o Amdens, 111,

Beaune, haspital of, 196,

Neauneveu, Andeé, 113,

Heauvais, g0,

Heechey, William, 266,

Bedle fardinilve, Raphael, 173,

Belling, Ciovanni, 140, 154 ; Gontile,
1521 Jucopo, 140

Beltraftio, 167,

Befoedery Madonma, Raphnel,

Bernardin de St. Pierre, 277,

Bermay, treasure of, 67.

Herenson, 1., 145, 173,

Berlin Muscum, 62,

Hernini, 119, 223

Ifertin, M., portrir, 271,

Hesnand, 281,

149,

173

34

Betti, ser Pintoricehio,
Bevilacqua, 121,
Bianehi, 156,
Billiothique Nationale, 127 ; Ste, Getie-
vieve, 127,
Hilbao, 220,
Birek of the Firgin, Sario, 179,
Bismarck, portmit, 28,
Boccador, 11, 121,
Bicklin, 284,
B, 71,
Bojlean, 272,
Baldini, 255, i
Bologna, Giovanni da, 153
Bonheur, Mile. Rosa, z;',-:—'.:?s.
Honingion, 277.
nat, 225 n, 337, 229, 383
Book of Hours; by the Limbourgs, Condé
Museum, Chantilly, 192, 104 ; of Etienne
Chevalier by Fouquet, o, 200,
Bul'dﬂl.'li# Cathedral, 111,
Bosch, Jerome, 105,
Hoseoreale, 67,
Butta, 31,
Boticelll, 138, 175
Boucher, 257.
Bouguereau, 274,
Boalle, 252,
Boorbonnais, sehool of, 200,
Bourgigme, Due de, 190, 192,
Huuts,uli'hir.-ny. 194-105, 307,
Bralazon, 28g,
Hramante, 78, 119, 127, 175.
Brancacei Chapel, 137
Branchidme, 3,;
Brandi, lsabella, Ruben's wife, 238,
lrasenssal, 274,
Brescta, school of, 16a,
Ereton, f'ulr_-i. 279,
Brenghel, 195,
Lirock, 2g2,
Broederiam, Melchior, 191,
frolen Piteher, Greaze, 261,
Bronee ape, the, 10-12; doors of Hap-
tistery, Florence, 142,
Erunging, 179,
Browwer, Adviaen, 233,
Froeik, 296,
Bruges, schoal of, 295,
Brunellesco, 118, 127, ..
Hrassels, nﬁ
Bruyn, Bartholomew, 215,
Bryaxis, wark of, 54.
Hrml:w‘ e
Bugatta, Zanetto, 1930
Burgkmair, 210,
Borgundy, school of, 93, 114, 190.
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Burlington, Lornd, 120
Burne-Jones, 120, 265, 286, 285,
Fovwing Bush, the, 200,

Butin, Ulysse, 281,

Buttresses, flying, 100,
Bysantine art, 77-g6.

CAnANEL, 274
Cnﬁn::dﬂhEﬂnmwa, 2363 des Midailles,
87, T2,
Cafheri, 252,
Cain, 2qa,
Cairo Muyseum, 12 ; mosques, 90,
Caliari, Paclo, ree Veroncse.
gumdu. 42,
allot, Tacques, 243,
Cﬂlm:r'tl. ﬁenh. 210,
Calvary by Sluter, 191.
Cambio, Amolfo di, 118,
Cambrai, League of, 150,

Camaondo clock, the, 263.
Camr;: Santo, of Fim, 136,
Canaletto, 150.
Cano, Alonso, 226,
Caners VFan de Paele; 17.
Conuova, 79, 146, 264, 270, 260,
Canter Cathedral, g9, 103.
Capital of the Vintage, Notre Dame, 100,
Caracalla, bust of, 80,
Carn 10, 221,
Carolns-Dumn, 253.
Carmine, 137, 175.
e, g,

S‘"Pﬂ‘-‘ﬂ'-"- 154-155.

Arpeaux, 200,
Carracei, Lodovieo, 216; Annibale and

Apostine, 220 ; school of the, 2zo-221.
Carnere, 281,
Carrousel, the, Louvre, 124, 126,
Carym, 45.
Caryntides in architecture, 45.
Casa Trivulsio, at Milan, 151,
Casino Rospigliosi, the, 82

G, rea del, 137, 175

Catncomls, the, 82, 84 -
Coumont, Arcisse de, 04.
Cazin, 278,
Cellini, Benvenuto, 185,
Celts, flint instruments, 8 ; nrchitecture, 05,
Centanrs and Lapithae, battle of, 35
Cephisodotus, 50, 51.
Cerambeus of Athens, 58,
Certosa, the, at Pavin, 118,
Cézanne, 280,
Chaldean art, 19-20, 2
Chambiges, ierre, ull?‘ e

39

Champaigne, Phili de, 245.
Champmaol, CunhuPs n Monastery, I9L,
Chantilly, 121.

Chaplain, 291.

Chajpit, 250,

Chnﬁin. Zimon, 260,

Charlet, 275,

Chartres Cathedml, 102, 107, 108, 109
Chassérian, 252,

Chasseny (ficer, 272,

Chenavand, 252.

Chénier, André, 270.

Chevalier, Etienne, 200,

Chian sculptures, the, 35

Chinese art, 23, 293

Chinoiseries, 203

Chios, 20-30, 34

Chimlenﬂnlc, 124,

Chuisy, AL, g8, .

Christian Art, pictorial, 82; Romanesque

epoch, 84. .

Chup:{:]cl of the Holy Apostles, Constanti-
nople, 91,

Cimabue, 134.

Cimon, 73

Citenux, monks of, 102, :

Clarence, Duke of, tomb at Windsor, 292,

Claude, 267

Clay jars, Troy, 27.

Cleve, Joos van, 215

Clodion, 263-204.

Clouets, the, 201.

Cluny, monks of, 99

Cnidus, 52.

Cnossus, 25

Colilents, 46,

Cochin, M. H., 295

Coduman, Darins, 23.

Cogniet, 274,

Cuoins, Greek, 73.

Colbert, 124, 247,

Colleone, statute, Venice, 142

Cologne, 102, 103, 120; school of, 207, 215

Colombse, Michel, 201.

Collon, 202

Comnenus, Alexiz, 55,

Concerd, Giorgione, 240,

Condé, Musée, 192,

Comdartiers, Antonello da Messina, 151

Conegliano, Cima da, 154, 155

I'_'rrn:-thn!:llc, 267, 277 :3‘24

Constant, Benjomin, 283.

Constantine, 77, 86,

Cosrversaziont, 152, 155

Copia, Madame, poririt, 271.

Coptic art, go.

Carbeil, 113,
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Corinthian capital, 44 ; vascs, 68,
Cormon, 275.

Comelisz, Jazob, of Amsterdam, 20z,
Comelius, 284,

Coromation of Napaleon 1., in Notre Dame,

Corot, 233, 278.
szgemio, Antonio Allegri, 157, 155-188,
3

Cortonn, Domenico da, 121.

Cortonn, Pietro da, 223

Caortonists, 223.

Cosimo, Piero di, 140,

Counter- Reformation, the, 160, 155, 218, 219,

Cowpg ofe Lance, 240-241. -

Courajod, 101, 1340, 135

Courbet, 279, 281, 282.

Cousin, Jean, 243,

Couston, Guillaeme, 251.

Couture, 274.

Coypel, 256,

Coysevnx, 251

Crane, Walter, 120.

Cranach, Lucas, 211, 214-215 ; the younger,
2135

Crassus, 76,

Credi, Lorenzo di, 140, 107.

Crete, 26,

Crimzen, tombs of, 66 ; vases, 67.

Cristuz, Petrus, 151,

Crivelli, 154.

Crome, 267, 286,

iZromlechs, g,

Cronaca, 118.

Crucificion, Antonello da Messing, 151 ;
Daniele da Volterra, 185 ; Daret, 1

Crusades, g,

Culmtmeh, Hons von, 213.

Cugid, Michelangelo, 181,

Cupld and Pryeke, Geranl, 270,

Cu:-'r. 237.

g:ﬂ: opearn ':},h’ o
yprus, 24, 26, 29,

Cyrenaica, burial places of, 66,

Cyrus, 23.

Crernin collection, 237,

Dacyax-Uouverer, 285

Dalou, 290,

Ldance of Death, Holbein, 213,
Dancing, 290,

Danneker, 26y,

Deaphni, Chureh of, 8g,

Daret, Jocques, 106,

Darmstade, 130.

Daubigny, 277,

David, Gemrd, 194, 197, 256-262.

David, Louis, 26g, 283,

Davdd, Michelangelo, 151,

Death and the Kuipht, Ditrer, 213,

Death of the Viegin, Caravagyio, 221.

Diecamps, 276,

281.

Detacroix, 271-273, 276,

Delaroche, 274, 279.

Delaunay, 274.

Delphi, 34, 54

Demeter, statue of, 57, 64.

Demnark, 10, 11,

Deseent froms the Cross, Van der Weydern,
196 ; Matsys, g7 ; the Colognese, 207 ;
Ruliens, 240 Jouvenet, 248.

Detnille, z?ﬁ;

Devaugay, Mme., portrsit, 271,

Diamas, {n the Louvre, Houdon, 263.

Diinr, 277.

Diderot, 260,

Dieulafoy, M., 22

Diijan, 190,
onysius, figure of, 51.

ﬂg_ﬂnﬂ, Vases, 68,

Lreoboler, Rome, 30, 40,

Dispute of the Sacvament, Raphacl, 175,

Dobsan, Willinm, 263,

Daoric order, 31, 43, 44 © art, 104

Dolei, Carlo, 224, 274.

Liolmen, g, 10,

Domenichino, 220,

Diomes, 87.

Dunatello, 137, 138, 142, 149

Donjuns, 104,

Donnea Velata, Raphael, 175

Deoryphorns, the Canan, 30, 53

Do, Gerand, 237.

Iﬁ'mﬂem 47+ 54, 128
rury, 2g3.

Du!:!l?-n, 127.

Dubois, 200,

Dhaccio, g1, 134, 135

Ducercean, 124.

ﬁu.‘ 275,

s 277, 29L

Duﬁ;, Carolus-, ree Carolus-Turan,

Diiirer, Albert, 211-213.

Durham Cathedeal, gq, 101.

Dutch art, 231 ; linle Masters, 165.

Dutuit callection, 236,

Diyek, Van, 228, 242 264, 266, 284,

Lying Gladiator, G1-62,

Easxanov, King of Sirpourla, 20,
East, Alfrod, 28,
Eclectics, the, 220, 221,

Ecole des Beaux Arts, Paris, 127.
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Edelfeldt, 266,

Edict of Nantes, 252.

Edvcation of Pan, Signorelli, 141,

Egyptiun Art, stone age in, 12-14 ; under
the Pharaohs, 15 & reg. ) temples. 15=
16; l:mreﬂ-.-?a. 16 ; figurines, 16 ; paint-
ings in tombs, 16 ; satues, 16 ; conyen-
tions in, 17-18 ; decomtive molives, 163
decorative chameter, 10,

3, 30

Embarkation for Cythera, Wattean, 236,

Emile, 254

Empire stvle, 126, 255, 2093,

Enamels, 11, 293.

Eud of the Werld, Signorelli, 151,

Engelbrechisen, 2ox

English School, 102, 103, 204-267, 285~
+ Renpissance, 24 ; sovereign, 73-

Entembment, Raphael, 176

Ephesus, 4

Epigonus, 62,

Epioss Karer, 272, S

Erasmus, portrait, H in, 214.

Erc:hlm?:. the, 43, 45.

Eros sisirh the Ladder, Home, 82,

Escorial, 196,

Erprit der fads, 254

Etaile, the, Paris, 126,

Errurin, tombs of, 663 fownding of. 75.

Erruscan art, 23 ; vases, 60, 75.

Euphronios, 6o,

Evans, Arthur, excavations in Crete, 28,

Evenetus, 73

Everdin 233
Eycks, ‘5:2: 17, 135, 151, 193, 104 ; Hubert,
169, 194, 195; Jan, 194-195.

Fankiaxo, see Gentile da Fabriano,

Faes, Pieter Van der, see Sir Peter Lely.
Fames, Coysevox, 251,

Faleonet, 263.

Falguitre, 20

Fantin-Latour, 275.

Farneae frescoes, 2200

Father's Curse, Greuze, 231,

Ferpusson, o4 n,

Ferrar, school of, 186,

Fives palanter, Walteay, 2506

Filippo, Fra, 135

Flamboyant style, 103

Flandrin, 274.

Flaxman, 264.

Flemish Schoal, 114, 190-196.

Florentine Sehool, 178-295 ; painting, 141,
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Florenee, Cathedrmal of, 115,

Foley, a92.

Fontaine, 123

Fontaine des Innocents, Paris, 201,
Fomtainehlean, 121, 201 3 school of, 201,
Forbes, Stanhope, 254,

Forum, 9.

Fouquet, Jean, 200.

Forer Evangedicts, Dilrer, 212,

Fourment, Helena, Reuben's wife, 238,
Franceschi, Piero dei, 141,

Francia, 171, 172

France-Flemish art, 101, 192, 190,
Franco-[talian Renaissance, 201-202.
Fragonard, 52, 257.

Framplon, 292.

Frangais, 28,

Frémiet, 200,

French Wemaissance, 123, 191: schoal,

Fricze of drchers, Louvre, 23
Froment, 199

Fromentin, 104, 276.
Fiihrich, 254

Furse,

Furtwiingler, 47.

GABRIEL, 125,
Gaddi, Taddeo, 135.
Gainsborough, 266, 267,
Galere d'Apallon, 247.
Gallnit, EH“{-
Grardie-Meubles, Place de Is Concorde, 125.
Gardet, 200,
Gate of the Lions, 30.
Gauls, art among the, 11-12.
Ciavrinis, island of, 100
Genoa, school of, 223
Gentile da Fabriane, 149, 168, 165
Gérnnd, 270
Uerard of Haarlem (Geertgen), 105, 270
Géricault, 272,
German architecture, 953 nrt, 1ol, 2063
Renuissance, 128 ; school; 206-216,

Ciérdme, 202,
Ghiberti, Lorenzo, 141, 192,
Ghirlandujo, Domenico, 139, 178, 197
Gilbert, Alfred, 202.
ﬁilfnmcs. the Assyrian Hercules, 21,
Gillot, 236,
Goconda, La, Leonardo, 163, 166,
Giordano, Luea (Fa Presio), 223
Giorglone, 152, 154, 155, 170-
Giiotlesques, 136,
Giotto, 30, 01, 133, 135+ 136, 149-
Gimrden, 251
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Girndet, 270.

Grirant, 113,

Glaber, Raoul, g8,

Gleyre, 274.

Gobelins, manufactory, 253,

Lioes, Hugo Van der, 194, 197,

Goethe, 213
ld, 123 vases of Troy, 27.

Gns;;en, Jan, of Maubeuge (Mabuse),
1

Gothic architectare, 8o, g7-101, 103105,
116; art, g4, 16, 114; English, 193,
125; town-halls;, 103; abbeys, 1og;
sculpture, to7-113; cathedeals, 109:
portrits, :—:f : statuettes and bas-reliefs,
113 ; naturalism, 132,

Goudea, Prince of Sirpouls, 20,

Goujan, Jean, 201, 291.

l’.i-:r].-n, 228, 279, 283

Gioyen, Van, 237,

Gazzoli, Benozzo, 137, 155

Grco- Roman art, g5.

Greeo-Syrian are, 96,

Graham, ['eter, a8g,

Granada,

Grand Palais, Paris, 127,

Grandes Chranigues de France, 196,

Greek art, 12-13, 111 ; characteristics, 163
human  form™ reproduced, 26 three
periods of, 203 Hellenic Mididle Ages,
39; expression in sculpture, 36; tem-
ples, 43 ¢ Greek pottery, 69; — vases,
Fo-71.

Greuze, 260,

Grien, Hans Baldung, 215.

Gros, 270

Grottoes, Roman tombs, 117,

Girinewald, Mathias, 215

Guurdi, 159.

Guercino, 220, 223

Gudrin, 270,

Guilds, 108,

Guillain, Lowic XI1L, 251

Guillaume, 290,

Guthrie, 28g.

Harxavrr, 113,

Halbsherr, 28,

Halicarnassus, muueolenm at, 54,
Hals, Frans, 232233, 260, 283
Hamdi-Bey, 206,

Hampton Court Palace, 1as,
Hankar, 129,

Haarlem, School of, 233,
Harlol's Pragres, Hoganh, 265,
Harpignies, 278,

Hasennuer, 128,

Haymon, Count of Corbeil, 113

Head, Halylonian, Louvre, 21,

Hebert, 274.

Heidelberg, 123.

Helfodorus  driven  from  the
Raphnel, 175.

Hellenic Epach, 6o.

Hellenistic Epoch, 60-63.

Helst, Van der, 236,

Hfﬂﬁ:"""ﬁ 274

Henner, 283.

Henry, George, 284

Hepplewhite, 129,

Hera of Samos, 34 : statue of, 393 temple
of, at Olympin, 51.

Heracles, 53,

Herculaneum, 54, 76.

Herkomer, 285,

Hermes group, 51, 73.

Herrera the elder, 223

Heuzey, M., 23,

Hildesheim, treasare of, 67,

Hilliard, Nicholas, 264,

Hindoo art, g0,

Hissarlik excavations, 26,

Historival Mirror, the, 110,

History of Art asmony the Ancicats,
Winckelman, 258,

Hittite art, 23-24.

Hobbema, 237,

H rth, 2155. 264, 28
olbein, Hans, 211, 213, 3

Holbein the elder, 210, 3

Holland, school of painting, 283.

Holy Cowveriations, 152 v

Hely Family of Francis I, Raphael, 175

Holeschuher, porteait, Diieer, 211,

it g T e B i

, Pieter de, 233, 236, 276,
Hm, 288,

Hoppuer, 266,

Herses of Marly, Coustou, 251,

Hortn, 1

Hitel tlt?:lun}'. Paris, 104 ; de Ville, 121.
Houdon, 263, 290.

Hugo, Vietor, 12,

Humanism, 116, 132, 212,

Hundred Guilder Prine, Rembrandt, 2 3.
Hunt, 256,

Huth, Mr. E., 214,

Hyesos, 13,

Hymettus, quarry of, 33.

Temaple,

leoxocLasTs, 88,
}ﬂlmm 42, 45,

Iz de France, 1o1.
Tium, excavations, 26,
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Imagery, 84,
Imagiers, to8, 1o, 112, 113, 132, 192,

Impressionism, 278-284.

Incamminati, Academy of, 220,

Indian art, antiquity u%. 5.

Indre, the, &

Ingres, 176, 271,

Injalbert, 200,

Inquisition, 152.

Institut de France, 163,

Intaglio, 72.

Invalides, dome of, 125,

lonic order, 31, 44.

Ipsambaoul, statues of, 16,

Irene, 50-31.

Isidorus of Miletus, 87,

Ismels, 253

Izsus, battle of, 65,

Ialian temples, 43 ; potteries, 70; archi-
tecture, 127 ; Renaisaance, 128, 1393
realism, 132,

Ivories, 12, 113, 192

AcoUEs ChEuR's house, Bourges, 104,
amesone, Georpe, 265,
apancss art, 263-204.
ftﬂ-ﬂ- Iz Bon, King of France, 192,
ean of Hruges, 191,
j-::m Sans Peur, 190,
et style, 120, 188, 218, 224
Jewish nrt, 24,
fobw the Bapiiv!, Leonando, 165,
ones, Inkgo, 125.
ordaens, 242
wsephing, Empress, porteait, 271,
ouvenet, fenn, 246,
Sudemend of Orko, Bouts, 196,
Fudith, Allor, 224
Supdter aud Antiope, Corveggio, 185

Kanntg-Tyami, 8o.
Karnak, temple of, 16,
Kaulbach,

Keeps, 104,

4‘:1_*rmrrr, Kubens, 242,
Kiev, churches of, 9.
Klenze, 128,

Klinger, Max, 284, 292.
Krecling Deminican, the, Zurbaran, 226,
Kneller, Guidfrey, 263.
Erell, Oswalt, 212,
Krafit, Adam, 200-210.

La FErTE-M1LO%, 104.
La Tour, 262 !

La Trinité¢ Church, 127.

Laborde, Léon de, 134 n,

Labrouste, 137.

Labwvrinth of Mincs, 28,

Lady with the Gle, 283,

7

-dwellings, o-10.

Lancret, 257.

Lange, Law of Fromality, 17-18.

Laocnin group, Vatican, 62-64.

Laon, 103.

Largilliere, Nicholas, 246, 230, 2635,

Last fedpmezne, Autun Cathedral, 1e6
Cousin, 245 Leyden, 202} Michel-
angelo, 141, 1

Lart Supper, A, del Castagno, 1795 Leo-
narde, 163, 1673 A. del Sarto, 179,

Lastman, 234.

Lathange,

Laurens, J. I., 275,

Lausanne, 103.

Lavery, 288, 280,

Law of Frontality, 17-18, 39

Lawrence, 266, 256,

Layard, 21.

Le Brun, 246-247, 264,

L& Nain, brathers, 245.

Le Sueur, 236, 245, J

Leconfield, Lord, collection, §2.

Leezyrska, Marie, portrait, 262,

Lefuel, 124. :

Lepend of 84, Urinlz, Carpaccio, 154-

I55:

T‘eé tan, Sir Frederick, 288, 202.

Lely, Sir Peter, 263.

Lemnios, 47

Lemoyne, 263,

Lenbach, 284,

Lenonnes, Mme. de, portrait, 271,

Leochares, 54, 63

Leonarlo da Vinci, 140, 162, 167, 174
works for Lodovico Sforen, 103 :
Madonnn of, 166 ; school of, 167,

Les Maftres d " Autvefids, 276-277.

Lescot, Pierre, 124.

Lessing, 62.

Lévy, H., 283.

Leyiden, Van, see Lucas Van Leyden.

Leys, 283

Lhermite, 251,

Liebermanm, 284,

Life of 5t. Nertin, Marmion, 106,

Limbourg, Paul de, 192 3 bothers, 104

L' Frceondio ool Bargo, 175

Lincoln Cathedrml, 103.

Lion ond lioness,
Museum, 22

wounded, Hritish
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Lipp;. Fra Filippo, 137 ; Filippino, 1409,
178,

Lochner, Stephan, 206-207.
Loggie, Le, Vatican, 174, 176,
Lombardi, the, 140,

Low, Yan, 2];’6‘
}-‘mrma“Ii:'lt ;' ti;fé 248- 283-284
ormain, Clande, . 240, 255-284,
Lorthet, cave of, 3. ?
Lotto, Lotenzo, 149, 157.
Fouls IV Dol v 19, 5
5 styley 123, 124, 223, 246,
Louis XVI. style, I:t{ 258
Louvre, palace, 123
Lucas Van Leyden, 202,
Leeretio, Ditrer, 212,
Lucullus, 76,
Luini, 167.
Luther, 214.
Lydian art, 23.
Lysippus, 53-54.

Macaeri, 28q,
Ma FSCHY, 270,
MacWhirer, 250,
Madeleine, Paris, 126
Maderna, 119,
Madonna del Gran Duca, Raphael, 173.
Madowna delfa Cestan, 187,
Mudonna delle Arpie, Sarto, 179,
Madvara df Foligns, Raphael, 175,
Madomna oi San Sitte, phael, 175,
Mademma of the Rosary, Sassofermio, 224,
Mugdnlm. Bordeaux Cathedeal, 111,
hhlgmn, 275
J-Inm. Benedetto da, 118, 143
Makart, Hans, 284,
Male, M. E., 110, 112:
Malberhe, 123,
Malouel, 192,
Man wieh the Glove, Titian, 157,
Man with the Fink, 17.
Manet, 279, 282,
mm' rif Rem
't Sacrifice, brandt, 2

Mansard, Ju'l‘.cs{{nnluuiu. 124 =
Mantegnn, 150, 154 ¢ frescoes of, 76,
Mantun, 150,
ilr.mua:ripis,rilll'_?misnml. 107,

erite of Flanders, rait, 1 152,
Marilhat, 276, Lol
Maris heothers, 284,
Marmion, Simon, 196-107.
Marriage & ls Mode, Hoganh, 265,
Marriage of 5t. Catherine, Correggio, 187,
Marsh, the, Ruisdael, 233,
Marshal de Saxe, tomb of, Pigalls, 263,

Martin, Henri, 280,

Martini, Simone, 135.

Masaccio, 136, 137, 178, 102,

Master of the Altar of St. Bartholomew,
2071 Liversbeng Pasgon, 208 ;3 Deathol
the Virgin, 215.

Mafer Dolgrass, 57.

Matsys, Cuentin, 104, 197.

Maunsolus, statue of, 54, 55

Maozarin, 124, 247. )

Medici, Catherine dei, 124, 201; Giuliano,
184 ; Lorenzo, 184.

Meissonier, 232 276,

Melancholy, Ditrer, 213.

Melancthon, 214.

Melas, 48,

Memling, 194, 197.

Mengs, Raphael, 256,

Menhirs, 0.

Menzel, 284,

Mercig, 200,

Mercury, Pigalle, 26

,-Ifﬂswn;r faking fight, Giov. da Bologna,
18s. :

Mereury instructing  Cuped,  Correggio,
187,

Merson,

Mesdag, iﬁ'

Metru, 233, 237.

Meulen, Van der, 275.

Meunier, Constantin, 142, 201,

Michelangelo, 19, 120, 140, 142, 157, 155,
174, 175, 151 ; influecnce on Florenfine
school, 180; work in Sistine Chapel,
180, 184 ; nsa seuiptor, 180-181; pictures
of, 184 : school of, 201,

Michelozzo, 118,

Mieris, 237,

Mignard, 246, 250,

Milan Cathedral, 103, 120,

Mitbmeadd, Greurs, 261,

Millais, 356,

Millet, 278, 281,

Mile of Crofona, Puget, 62, 252

Miniatures, 101,

Minoan bas-reliefs and metal work, 31.

Minos" Palace, 28,

Mirror of the Wirdd, 1100

Maoidern style, 2a4.

Muissae, Church of {Tam et Garonne), 100,

Mulicre, quoted, as0-a51,

Maoltke, portrait, 254,

Maonet, 280, 287,

Moz Liva Groconds, Leonando, 265,

Mont S Michel, 104

Montafier, 226,

Montefalco, 137.
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Afoorish architecture, go.

Moval Mirror, 110.

Momlis, the Diodre, 225 '

Mote, Sir Thomas, portrait, Holbein, 214,

Mores, 38,

Morean, Gustave, 252,

Morelli, 168, )

Muorett, Hubert, portrait, Holbein, 214

Mi o My, 1 5

Jf:—ﬁ:g Evening, Day, and Night,
Michelangelo, 1

Maro, Lodovico il, 162.

Muorot, Aimé, 5.

Morris, William, 120, 204.

Misaics, 67, 82,

Moseow, churches of, go.

Moser, Michelangelo, 183

Mosques, go.

Mount Athes, convent, 59,

Munich, Museum, 70,

Munkacsy, 206,

Munmﬂi:ﬁ of, 140 ; school of, 150,

Murillo, 228, 266.

Murray, 280,

Museum of St. Petersburg, 72 ;— Vienna,
72, 128 ; — of the Luxembourg, 219

Musset, 224,

Mussulman art, 13

Myeale, 37.

M E:B.um, excavations, 27 ef s, j— vAses,

Myrina, 71.
Myron, 39-40.

NAPLES, school of, 223.

Napoleon af Eylan, 270, 275,

Nativity, Van der Goes, 197,

gnlﬁcri 262, B
vaturalism, 132, 279, 1.

Nararenes, school ZE a8y,

Necrapolis of Tanagra, 292,

Neer, Aart Van der, 237.

Negadah, 13.

Neo-Greek style, 1285 neo-Venetian, 284,

Nerva, portrait of, S1.

Newville, 276,

New English Art Cluks, 289,

h:tw Girange, 10,

Newlyn coterie, 280,

z"*tpwmn. excavations of, §4, 57.

Nicholas of Apulia, 133,

Nictzache, 138,

N ke IWieeckh, Rembrandt, 235

Niké of Delas, the, 35.

Nineveh, monuments of, 20,

Niabe group, 5 56.

Novtrrne in Sack and gold, 287,

Noort, Adam Van, 238

Norman architecture, 99

Novthern siyle in art, 9b.

Northern Syria, art relics found in, 23,
Notre Dame, Paris, 102; Rheims, 105,
Noyon, Church of, 1oz

Nozae oAlfdfobranding, Vailcan, 67.
Nuremberg, schoal Dltf. 210, 211.
Ny-Carlsherg collection, 46.

Oath of the Foratii, David, 260,
Obelisks, 9.

Octavius, head of, 79
Oualisgie, Ingres, 271,
LEnnm:hu:. d

(yrowe, the, 09-100.
Oliver, Isaae, 264.
Olpmipda, Manet, 279
Olympin, temple of, 37, 46.
Opera House, Paris, 127,

Opie, 266,

Oranles, statucs of, 35
Orchardson, 258, 284,
Ohientalists, 276

(tleans, duke of, 192

Orley, H;s;:ndt van, 195,
Crpan, .

l.}nq:'uiuw, 76, 14%

astan, 270,

Ostade, A, Van, 233 276
Chuliss, 255, } .
Crawater, Albert Van, 104, 195
Overbeck, 254

Panua, sehool of, 140
Prearios of Mm-.thf Thrace, 35
Paloologi, the, S0.
Palais de _III:!.H::tf Brussels, 120
Palnis des Machines, 128,
Palazzo Pesaro, 121.
Palarzo Riceardi, (rescoes; 137
Palladio, Andrea, 119.
Pallas Athene, 37,

o,

P78

Palia, "lr'ﬂnﬂ'&?. 1
| temple o .
r‘:nTglmnfll.hI:: * Raphael of Athos,” S0,

Pantheon in Rome, 77 3 Paris, 125
]'ﬂ]_‘pr‘lns,ﬁht. in l-_g}'pua.: art, 19«
Parisinn Renaizsance, 192,

Parlinment House, Vienna, 1285 London,

I

l‘nrﬁ?‘u Cathedral, 187,
Parmassur, Raphoel, 175
Parrhasius, 52, 67.
Parthenon, the, 42-
Pater, 257:

31t



INDEX

Fatermal Crrre, Greuze, 261,
Papsanias, 38, 51,
Paxillon de Marsan, 123; de Sally, 124,
Pelupannesus, 30,
Pentelicus, quarry of, 33
Fercier, 123
Pergamum, school of, 61-62.
Pericles, 42-48, 30.
Périgord, caves, 6 ;1 school, go.
Feérigueux, g1.
Permanlt, Claude, 124.
Perréal, Jean, 200,
Persepolis, palace of, 23,
Persian art, 23, 9o,
Perugin, school of, 293,
Peragino, e Vannuedi,
Lestirinds de faffu, 270,
Feter the Groat, Falconer, 263,
Petit Palais, Paris, 127,
Petrie, Flinders, 12
Pettie, John, 284,
Phidias, 14, 39, 40, 51: work on the
Parthenon, 42-48.
Philip of Macedon, .
Philip the Bold, 16q.
Thilippe le Bon, 190,
Philippe le Hardi, 190-192,
Philippe de Rouvee, 150,
Philoropiiers, Rembrandy, 235.
Phoenician art, a4,
Pheesins, palace of, 28-2q.
Pt Michelangelo, 181, 199,
Pierrefunds Castle, ros.
Pietro of Verana, 192,
Pigalle, 263,
Filon, Crermain, 201,
Pindar, Ohles of, 37,
Pinteriechio, 170, 172
Piombho, Sebastiano del, 157, 185,
Piranesi, 258
Pisa, Cathardral of, og.
}:irumrllm 165, 16,
izani, Giovanni, 133, 1361 Nicold, 1 3
Pissarm, 280, 287, it ekl
Pistaia, Cathedral of, 140,
Finti Palace, Florence, 118,
Place des Vosges, Paris, 123
Flague-strivken af Jaffs, 270,
Plato, o,
Plefmarrivme, 223, 281, 282 3
Pointelin, 278, S0 ! i
Porwtifiicme, 281 n, 287,
Polivreetes, Demetrius, 36,
Polished Stone Age, o,
Paolluinolo, Antonio, 138,
Polychromy, 2g2.
Polyelitus of Argos, 39-40, 53

Palygnotis, works of, 52, 67-68.

Pompei, 76, 2.

Pontormo, 179, .

¥ 'ﬂﬁ Lo checking the advance of Atils,
Baphael, 175,

Fippelmann, 128

Porta, Baccio delln, se¢ Bartolommeo, Fra.

Portinari, Tommaso, 197,

Portrait painters and iture, 264, 254 ;
French, 240, 261-262.

Poseidon and Erechitheus, temple of, s
Erechtheum,

Pourtalés collection, the, fig.

Poussin, Nicholas, 67, 246-245.

Potter, Paul, 237, 275

Pradier, 146.

Pragie, 206,

Praxiteles, 14; philosophic art of, 393
works af, 51-52

** Pre-Raphaelite Brotherhood,” 286-280,

204.
Pricne, 43.
P'rieur, Barthélemy, 201,
Primaticeio, 201,
Lrinves i the Tower, 274,
Propylea, the, 45.
Provence, school of, 2000
Prudhomme, Sully, 57.
Pradhon, 270, 283
PMolemy, 36.
Puget, Pierre, 62, 251-252, 290,
Puvia de Chavannes, 28z,
Pyramids, the, 16,

QUATERNARY period, 2-5.
Quercin, Jocopa della, 143, 181,
Quinault, quotsd, 247,

RAERURN, 266,

Rafiet, 273.

Kaft of the Medura, 272,

Keabe's Progress, Hogarth, 263,

Hnmu}, I;:Ilun, :ll.’m!':.lI|1 el

Aape of the Lenvippide, Rubens, 243,

Rn':hwl. 84, 119, 157, 179 style of, 163~
1713 hirth and parentage of, 171 § com-
pared with Perugino aml Pintoriechio,
171, v72 3 Madonnus of, 173 ; work at the
¥Yatican, 174-175: other works of, 171-
177+ criticism of, 176-177; Bible of,
iy

Rationalism of the Greeks, 33

Rattier, M., 163.

Raneh, agi,

Ravenna, 83, 86, of,

Rupornant siyle, 103,

Realism, 132, 279, 282,
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Récamier, Mme., Fr{mit. 262,
Necliming Veens, Titian, 155.
- Redentore, Church of the, 114,

Reformation, 188, 203, 2

Hegonule, Henrd, 227, 229, 283,

Keimdeer-hunters, the, 31

Rembrandy, 202, 234-237, 283

Renaissance art, 103; architecture, 116~
117 churches, 117.

Reni, Guido, 220, 221, 223.

ismuir, i
et i . Diirer, 213,

ﬁ"ﬂj‘mﬂtfl‘ii? J:r‘ Lazerns, Sﬁninﬂian.u del
Piombo, 157, 185 : Ouwater, 195,

Reynolds, Sir Joshua,

Kheims Cathedrml, toz, 109,

Rhodes, school of, 61.

Ribera, 222;(1:53.

Ribot, Théodule, 223

Ricard, 283,

Riccardi Palace, the, 118,

Rietschel, 291,

Rigand, Hippolyte, 246,
Rin, ,Mnisrﬁ.’ 246, 240

Jepin, 206,
Robbia, Andrea della, Giovanni della,
Lucis ;Telln, 143
uisitor of France, 113.
Rothe: Ao bt

Rochester Cathedral, gq.

Fovwew style, 126, 128, 120,

Rodin, 142, 201.

[{ugcr de ln Pasture, Van der Weyden, ree
Weyden, Van der,

Rolin, Chancellor, 195.

Roll, 281,

Roman art, 76, %0-83; Coliseum, 773
architecture, 77, 78: agueducts, E:
arches, 78 : painting, 81 ; basilicas, 56
monuments, 1163 school, 224,

nee tongie, 04

Romanesque or Romance art, 4 3 archi-
tecture, g7-105; churches, 98-103;

. sculptiore, 107 &f siy.

Romana, Giulio, 174, 173

Reowasis af the Decadence, Couture, 274

b Homanticists, 274, 270, 283,

RLIITl]'ll::." 266,

Rosa, Salvator, 223

Empi ilu:rsl In!n:nl-, 31,

ussclhing, Antonio, 143.

Rossetti, 286, 258, 4

Roséo, 201,

Ruthenstein, 289,

hild, M, Edmond de, 67; M. Gus-
tave de, collection, 10%.
Raty, 73, 201.

-

Roumelia, 26,
Rousseau, J. J., 277.
Koussean, odore, 377.

Roybet, 28

Rzg-ens, 19{ 228, 235-242, 264, 206, 283.
Rude, 62, 200.

Ruisdael, 267.

Ruisdael, Jacob Van, 233.

Ruisdael, Solomon Van, 233.

Rural Concer?, Giorgione, 152

Ruskin, John, 129, 286, 204.

Rusivea, 181.

St.PETER's ; Rome, 77, 119-120 St Paiil-
without-the-Walls, 363 St. Sophia, 87,
g0, 120; 5t. Dienis, abbey of, 8g, 102, 107,
113; St Petersburg, churches of, 'f $
St. Front Cathedral, 91: 5t. Mark's,
Venice, oI 3 Iil:rn.tg* of, 119; St
Germain-des-Prés, church of, 093 St
Louis, 110, 113, 132; 5t Paul's, Lon-
don, 120, 1263 St. Germain, 121; St
Sulplee, 1253 St Francis of Assisi, 1455
St. Anne, monastery, Bruges, 195; 3.
Bertin, Abbé de, 197; St. Gaudens, 206.

Bt Franers recefoiny the Stigmala, 136,

8¢, Jerome, Antonello da Messina, 1513
Leonardo, 165.

St ferome 1w fx Celi, Dilrer, 213,

8¢, Jerome’s Last Conmvmemndont, Domeni-
chino, 220,

St. Thomas Aquinas, Swwwa of, 112,

Saint-Acheul, 12,

Sainte Chapelle, 102, 113.

Saite period, 15, 17, 24

Salamis, 37.

Salisbury Cathedml, 103

Salle des Pas Perdus, Palais de Justice, 127 3
Lacaze, Louvre, 250.

Salon Carré, 248 1 des Refusés, 280.

Safaror Mundi, Antonello da Messina,

151,

$ans Yitale, chorch, 87 San Gunignano,
137 ¢ San Salvi, 179 ; San Pietro, church
of, 183.

Sansoving, Andrea, 119, 143,

Sant” Apollinare Nuovo, 87 ; 51 Apollinare
in Classe, 37.

Sania Croce, 136 ; Santa Maria delle Grazie,
163.
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