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2 ARATRA PENTELICI.

am well assured, can seriously occupy your
thoughts—the necessity, namely, of deter-
mining how it has come to pass that, in these
recent days, iniquity the most reckless and
monstrous can be committed unanimously, by
men more generous than ever yet in the
world’s history were deceived into deeds of
cruelty ; and that prolonged agony of body
and spirit, such as we should shrink from
inflicting wilfully on a single criminal, has
become the appointed and accepted portion of
unnumbered multitudes of innocent persons,
inhabiting the districts of the world which, of
all others, as it seemed, were best instructed
in the laws of civilization, and most richly in-
vested with the honour, and indulged in the
felicity, of peace.

Believe me, however, the subject of Art—
instead of being foreign to these deep ques-
tions of social duty and peril,—is so vitally
connected with them, that it would be im-
possible for me now to pursue the line of
thought in which [ began these lectures,
because so ghastly an emphasis would be
given to every sentence by the force of pass-
ing events. It is well, then, that in the plan






















































20 ARATRA PENTELICI.

and coloured creatures round us, and in our
own various arts massed under the one name
of painting, is so essential and constant that
we cease to recognize it, because we are never
long enough altogether deprived of it to feel
our need; and the mental diseases induced
by the influence of corrupt colour are as little
suspected, or traced to their true source, as
the bodily weaknesses resulting from atmo-
spheric miasmata. '

15. The second musical science which be-
longs peculiarly to sculpture, (and to painting,
so far as it represents form,) consists in the
disposition of beautiful masses. That is to say,
beautiful surfaces limited by beautiful lines.
Beautiful su#faces, observe; and remember
what is noted in my Fourth Lecture of the
difference between a space and a mass. If
you have at any time examined carefully, or
practised from, the drawings of shells placed in
your copying series, you cannot but have felt
the difference in the grace between the aspects
of the same line, when enclosing a rounded or
unrounded space. The exact science of sculp-
ture is that of the relations between outline
and the solid form it limits; and it does not
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56 ARATRA PENTELICI.

already trained. If it be a strong, industrious,
chaste, and honest race, the taking its old gods,
or at least the old forms of them, away from
it, will indeed make it deeply sorrowful and
amazed ; but will in no whit shake its will, nor
alter its practice. Exceptional persons, naturally
disposed to become drunkards, harlots, and
cheats, but who had been previously restrained
from indulging these dispositions by their fear
of God, will, of course, break out into open vice,
when that fear is removed. But the heads of
the families of the peaple, instructed in the pure
habits and perfect delights of an honest life, and
to whom the thought of a Father in heaven had
been a comfort, not a restraint, will assuredly
not seek relief from the discomfort of their
orphanage by becoming uncharitable and vile.
Also the high leaders of their thought gather
their whole strength together in the gloom;
and at the first entrance to this Valley of the
Shadow of Death, look their new enemy full
in the eyeless face of him, and subdue him,
and his terror, under their feet. ‘ Metus
omnes, et inexorabile fatum, . . . strepitumque
Acherontis avari.” This is the condition of
national soul expressed by the art, and the



















































1II. IMAGINATION. 73

image, was only to signify to the cye and heart
the facts of the existence, in some manner, of a

FiG. 3.

Spirit of wisdom, perfect in gentleness, irresis-
tible in anger; having also physical dominion




































111. IMAGINATION. 81

the physical character of Vulcan, as fire, is indi-
cated by his wearing the évdpoutdes of Hermes,
while the antagonism of Zeus, as the adverse
chaos, either of cloud or of fate, is shown by
his striking at Hepheestus with his thunderbolt.
But Plate IV. gives you (as far as the light on
the rounded vase will allow it to be deciphered)

Fic. 4.

a characteristic representation of the scene, as
conceived in later art.

75. I told you in a former Lecture of this
course * that the entire Greek intellect was in a
childish phase as compared to that of modern
times. Observe, however, childishness does not
necessarily imply universal inferiority: there

* Aunle, § 30. ’
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110 ARATRA PENTELICI.

the primarily cognisable facts, in the two things,
are, that the kettle has a spout, and the eagle
a beak ; the one a lid on ’its back, the other a
pair of wings; not to speak of the distinction
also of volition, which the philosophers may
properly call merely a form or mode of force
—but then, to an artist, the form or mode
is the gist of the business.”*

100. As you will find that it is, not to the
artist only, but to all of us. The laws under
which matter is collected and constructed are
the same throughout the universe: the substancg
so collected, whether for the making of" the eagle,
or the worm, may be analyzed into gaseous
identity ; a diffusive vital force, apparently so
closely related to mechanically measurable heat
as to admit the conception of its being itself
mechanically measurable, and unchanging in
total quantity, ebbs and flows alike through the
limbs of men and the fibres of insects. But,
above all this, and ruling every grotesque or
degraded accident of this, are two laws of beauty
in form, and of nobility in character, which stand
in the chaos of creation between the Living and
the Dead, to separate the things that have in

* ¢ Ethics of the Dust,” Lecture X.




































122 ARATRA PENTELICI.

see Pallas as the Lady of Life ; the second is,
you must see her as the Lady of Wisdom;
or copia—and this is the chief matter of all.
I cannot but think that, after the considera-
tions into which we have now entered, you
will find more interest than hitherto in com-
paring the statements of Aristotle, in the Ethics,
with those of Plato in the Polity, which are
authoritative as Greek definitions of goodness
in art, and which you may safely hold authorita-
tive as constant definitions of it, You remember,
doubtless, that the godia, or dpern méyvns, for
the sake of which Phidias is called codos as a
sculptor, and Polyclitus as an image-maker,
Eth. 6. 7. (the opposition is both between ideal
and portrait sculpture, and between ‘working in
stone and bronze), consists in the “wols Tév
Ty TdTEY 9 $uae,” ‘“the mental apprehension
of the things that are most honourable in their
nature.” Therefore, what is indeed most lovely,
the true image-maker will most love ; and what
is most hateful, he will most hate; and in all
things discern the best and strongest part of
them, and represent that essentially, or, if the
opposite of that, then with manifest detesta-
tion and horror. That is his art wisdom ; the










































134 ARATRA PENTELICI.

elsewhere ; and suggested that if I would make
the lake look a little more like water, I should
be under no necessity of explaining its nature
by the presence of floating objects. I thought
him at the time a very simple person for his
pains ; but have since learned, and it is the very
gist of all practical matters, which, as Professor
of Fine Art, 1 have now to tell you, that the
great point in painting a lake is—to get it to
look like water.

125. So far, so good. We lay it down for
a first principle that our graphic art, whether
painting or sculpture, is to produce ‘something
which shall look as like Nature as possible.
But now we must go one step farther, and
say that it is to produce what shall look like
Nature to people who know what Nature is
like! You see this is at once a great restric-
tion, as well as a great exaltation of our aim.
Our business is not to deceive the simple; but
to deceive the wise! Here, for instance, is a
modern Italian print, representing, to the best
of its power, St. Cecilia, in a brilliantly realistic
manner. And the fault of the work is not in its
carnest endeavour to show St. Cecilia in habit
as she lived, but in that the effort could only





















1IV. LIKENESS. 141

the most keenly observant artists in England
can see it at all, had, with his strong hand,
tinted the marble with a few colours, deceptive
to the people, and harmonious to the initiated;

F1e. 7.

suppose that he had even conceded so much
to the spirit of popular applause as to allow of
a bright glass bead being inlaid for the eye, in
the Japanese manner; and that the enlarged,























































































164 ARATRA PENTELICIL.

habitual endurance of cold; but the point beyond
which the effort must not be carried is marked
by loss of power of manipulation. As long as
the eyes and fingers have complete command of
the material, (as a glass-blower has, for in-
stance, in doing fine ornamental .work,)—the
law is not violated; but all our great engine
and furnace work, in gun-making and the like,
is degrading to the intellect; and no nation can
long persist in it without losing many of its
human faculties. Nay, even theuse of machinery
other than the common rope and pulley, for the
lifting of weights, is degrading to architecture ;?
the invention of expedients for the raising of *
enormous stones has always been a character-
istic of partly savage or corrupted races. A
block of marble not larger than a cart with a
couple of oxen could carry, and a cross-beam,
with a couple of pulleys, raise, is as large as
should generally be used in any building. The

total, that fine art is essentially Athletic. Ireceived a letter
from Birmingham, some little time since, inviting me to see
how much, in glass manufacture, “machinery excelled rude
hand-work.” The writer had not the remotest conception
that he might as well have asked me to come and sce a
mechanical boat-race rowed by automata, and “ how much
machinery excelled rude arm-work.”


























































































190 ARATRA PENTELICI.

shadow is too often exaggerated by the ambition
of the sculptor to show his skill in undercutting.
The extreme of vulgarity is usually reached
when the entire bas-relief is cut hollow under-
neath, as in much Indian and Chinese work,
so as to relieve its forms against an absolute
darkness ; but no formal law can ever be given;
for exactly the same thing may be beautifully
done for a wise purpose, by one person, which
is basely done, and to no purpose, or to a bad
one, by another. Thus, the desire for emphasis
itself may be the craving of a deadened imagina-
tion, ar the passion of a vigorous one ; ‘and relief
against shadow may be sought by one man only
for sensation, and by another for intelligibility.
John of Pisa undercuts fiercely, in order to bring
out the vigour of life which no level contour
could render ; the Lombardi of Venice undercut
delicately, in order to obtain beautiful lines
and edges of faultless precision; but the base
Indian craftsmen undercut only that people may
wonder how the chiselling was done through
the holes, or that they may see every monster
white against black.

175. Yet, here again we are met by another
necessity for discrimination. There may be a










































198 ARATRA PENTELICL

the difference between this sharp incision, used
to express horse-hair, and the soft incision
with intervening rounded ridge, used to express
the hair of Apollo Chrysocomes ; and, beneath,
the obliquely ridged incision used to express
the plumes of his swan ; in both these cases the
handling being much more slow, because the
engraving is in metal ; but the structural im-
portance of incision, as the means of effect,
never lost sight of.  Finally, here are two actual
examples of the work in marble of the two great
schools of the world ; one, alittle Fortune, stand-
ing tiptoe on the globe of the Earth, its surface
traced with lines in hexagons ; not chaotic under
Fortune's feet; Greek, this, and by a trained
workman ; —dug up in the temple of Neptune
at Corfu ;—and here, a Florentine portrait-
marble, found in the recent alterations, face
downwards, under the pavement of St* Maria
Novella; both of them first-rate of their kind;
and both of them, while exquisitely finished at
the telling points, showing, on all their un-
regarded surfaces, the rough furrow of the fast-
driven chisel, as distinctly as the edge of a
common paving-stone.

180. Let me suggest to you, in conclusion,




































210 ARATRA PENTELICI.

190. There are almost endless points of inter-
est, great and small, to be noted in these differ-
ences of treatment. This binding of the hair
by the single fillet marks the straight course of
one great system of art ‘method, from that Greek
head which I showed you on the archaic coin
of the seventh century before Christ, to this of
the fifteenth of our own era;—nay, when you
look close, you will see the entire action of the
head depends on one lock of hair falling back
from the ear, which it does in compliance with
the old Greek observance of its being bent there
by the pressure of the helmet. That rippling of
it down her shoulders comes from the Athena
of Corinth; the raising of it on her forehead,
from the knot of the hair of Diana, changed
into the vestal fire of the angels. But chiefly,
the calmness of the features in the one face, and
their anxiety in the other, indicate first, indeed,
the characteristic difference in every conception
of the schools, the Greek never representing
expression, the Italian primarily seeking it ; but
far more, mark for us here the utter change in
the conception of love ; from the tranquil guide
and queen of a happy terrestrial domestic life,
accepting its immediate pleasures and natural




























































220 ARATRA PENTELICI.

a thunderbolt, of which, I believe, the twisted
rays were triple. In the presumably earlier
coin engraved by Millingen, however,* it is
singly pointed only ; and the added inscription
“IONM,” in the field, renders the conjecture
of Millingen probable, that this is a rude re-
presentation of the statue of Zeus Ithomates,
made by Ageladas, the master of Phidias; and 1
think it has, indeed, the aspect of the endea-
vour, by a workman of more advanced know-
ledge, and more vulgar temper, to put the softer
anatomy of later schools into the.simple action
of an archaic figure. Be that as it may, here is
one of the most refined cities of Greece content
with the figure of an athlete as the representative
of their own mountain god ; marked as a divine
power merely by the attributes of the eagle and
thunderbolt.

198. Lastly. The Greeks have not, it appears,
in any supreme way, given to their statues
character, beauty, or divine strength. Can they
give divine sadness ? Shall we find in their art-
work any of that pensiveness and yearning for
the dead which fills the chants of their tragedy ?
I suppose, if anything like nearness or firmness

* ¢ Ancient Cities and Kings,” Plate IV., No. 20.












222 ARATRA PENTELICI.

109. Again and again, however, 1 have to re-
mind you, with respect to these apparently {rank
and simple failures, that the Greek always in-
tends you to think for yourself, and understand,
more than he can speak. Take this instance at
our hands, the trim little circlet for the Island
of Leuce. The workman knows very well it
is not like the island, and that he could not
make it so; that, at its best, his sculpture can
be little more than a letter ; and yet, in putting
this circlet, and its encompassing fretwork of
minute waves, he does more than if he had
merely given you a letter L, or written ¢ Leuce.
If you know anything of beaches and sea, this
symbol will set your imagination at work in
recalling them ; then you will think of the temple
service of the novitiate sea-birds, and of the
ghosts of Achilles and Patroclus appearing, like
the Dioscuri, above the storm-clouds of the
Euxine. And the artist, throughout his work,
never for an instant loses faith in your sympathy
and passion being ready to answer his ;—if you
have none to give, he does not care to take you
into his counsel; on the whole, would rather
that you should not look at his work.

200. But if you have this sympathy to give,
























228 ARATRA PENTELICI,

things ; which, in right places, he and his public
both do unlimitedly. Indeed they hold it com-
plimentary even to a trout, to call him a ‘spotty.’
Do you recollect the trout in the tributaries of
the Ladon, which Pausanias says were spotted,
so that they were like thrushes, and which, the
Arcadians told him, could speak ? In this last
TrouciNia, however, they disappointed him. 1,
indeed, saw some of them caught,” he says,
“but I did not hear any of them speak, though
I waited beside the river till sunset.”

205. I must sum roughly now, for I have
detained you too long. '

The Greeks have been thus the origin, not
only of all broad, mighty, and calm conception,
but of all that is divided, delicate, and tremu-
lous ; ‘“ variable as the shade, by the light quiver-
ing aspen made.” To them, as first leaders of
ornamental design, belongs, of right, the praise
of glistenings in gold, piercings in ivory, stain-
ings in purple, burnishings in dark blue steel ;
of the fantasy of the Arabian roof,—quartering
of the Christian shield,—rubric and arabesque
of Christian scripture; in fine, all enlargement,
and all diminution of adorning thought, from
the temple to the toy, and from the mountainous




































238 ARATRA PENTELICI.

mask is blotted in the upper left-hand corner
of the paper, indicative, in the weakness and
frightfulness of it, simply of mental disorder
from overwork ; and there are several others
of this kind, among even the better drawings
of the collection, which ought never to be ex-
hibited to the general public.

211. It would be easy, however, o separate
these, with the acknowledged copies, from the
rest ; and, doing the same with the drawings
of Raphael, among which a larger number are
of true value, to form a connected series of
deep interest to artists, in illustration of the
incipient and experimental methods of design
practised by each master.

I say, to artists. Incipient methods of de-
sign are not, and ought not to be, subjects of
earnest inquiry to other people ; and although
the re-arrangement of the drawings would
materially increase the chance of their gaining
due attention, there is a final and fatal reason
for the want of interest in them displayed by
the younger students ;—namely, that these de-
signs have nothing whatever to do with pre-
sent life, with its passions, or with its religion.
What their historic value is, and relation to the


































































260 ARATRA PENTELICI.

that is to say—the decision and strength of
the stroke of the chisel ;—the balanced distri-
bution of appliance of that force necessary for
graduation in light and shade ;-—and the pas-
sionate felicity of rightly multiplied actions, all
unerring, which on an instrument produce right
sound, and on canvas, living colour. There is
no other human skill so great or so wonderful
as the skill of fine oil-painting; and there is no
other art whose results are so absolutely per-
manent. Music is gone as soon as produced
— marble discolours, — fresco fades, — glass
darkens or decomposes—painting alone, well
guarded, is practically everlasting.

Of this splendid art Michael Angelo under-
stood nothing ; he understood even fresco, im-
perfectly. Tintoret understood both perfectly;
but he—when no one would pay for his colours
(and sometimes nobody would even give him
space of wall to paint on)—used cheap blue
for ultramarine ; and he worked so rapidly, and
on such huge spaces of canvas, that between
damp and dry, his colours must go, for the most
part; but any complete oil-painting of his stands
as well as one of Bellini’'s own : while Michael
Angelo’s fresco is defaced already in every part























































































