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PREFACE.

THE present volume is offered to the pub-
lic, under the impression that the general
cultivation of practical taste, and an ac-
quaintance with the principles of the Fine
Arts, are not only desirable in the lightof ac-
quirement, but must eventually prove highly
beneficial to the useful arts of the country.
The subject, therefore, seemed peculiarly
adapted to the very excellent Publication of
which this forms a portion.

It is only bespeaking that share of con-
fidence due, in the first instance, to op-
portunities of research, to state, that in the
following pages not a single work of art is
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made the subject of criticism, the original
of which the author has not secen and ex-
amined. Indeed, the substance of his re-
marks is generally transcribed from notes
taken with the statue, or picture, or build-
ing, before him. The best authorities, also,
have been consulted, and such as from their
price or rarity are within reach of few read-
ers. The historical details of Classic Art
are chiefly the result of enquiries connected
with a work on Grecian Literature, the
composition of which has long engaged his
hours of leisure.

J. S M.
Arrir, 1829.



INTRODUCTION.

T aste is the perception of intellectual pleasure.
Beauty, the object of taste and the source of this
rleasure, is appreciated by the understanding, ex-
rcised, either upon the productions of art, or upon
he works of nature. The term beauty, indeed, has
ppeared to admit a specific difference of import,
»ccording to the diversity of objects in which it may
‘eem to reside, and the supposed variety of means
hrough which it is perceived by the mind. This
ause, more than any other, has tended to throw dif-
culty and inconclusive inference over every de”
artment of the subject. Yet, perhaps in all cases,
10t certainly in every instance of practical im-
ortance to our present purpose—elucidation of
.the Fine Arts, beauty will be found resolvable in-
> some relation discerned and approved by the
mderstanding. Hence the objects in which this re-
ition exists impart pleasure to the mind, on the
vell-known principles of its constitution.
A
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But in all languages, the word beauty is applied
t0 the results of those operations of the intellectual
powers, which are not commonly recognised as
appertaining to any province of taste. Thus we
speak of the beauty of a theorem, of an invention,
of a philosophical system or discovery, as fre-
quently, and with the same propriety, as of a pic-
ture or a group of statuary, of a landscape or a
building. Correspondent to these objective modes
of speech, we find, in every polished idiom, such
causative forms as these—a taste for the mathema-
tics, for mechauics, for philology, or science. Now,
in these, and similar instances, in which a like
manner of expression by the common sentiment of
mankind, opposed to the opinion of certain wri-
ters, is rightly applied, relations furnishing the
specific beauty of the subjects are perceived, and
pleasurable emotions are excited. 'What then con-
stitutes the essential difference between the beau-
tiful in general language, and the beautiful in the
fine arts? or, which is identical, 'the difference
between the powers of judgment and of taste ?
Shall we say with some, that to decide on the
relations of truth and falsehood, is the sole province
of the judgment or understanding ? But in the fine
arts, to whose labours, taste, by these philosophers,
is confined, truth is beauty, falsehood deformity ;
hence, to discriminate between even their minutest
shades, requires the constant exercise of the most
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refined taste. Or, shall we maintain with others,
that beauty consists in certain arrangements and
proportions of-the parts to a whole; or in the fit
ness of means to an end? This, as far as an in.
telligible description of beauty, applies equally to
the pursuits of the philosopher and of the artist,
Or, omitting almost innumerable minor theories,
shall we say with the philosophy presently accept-
ed, that beauty is something not intrinsic in the
beautiful object, but dependent on associations
awakened in the mind of the spectator? With-
out entering now into an examination of this im-
portant, because received opinion, we remark,
that this definition of beauty, from its associated
pleasures, is applicable alike to the deductions of
science, to the exercises of imagination, and to the
disquisitions of taste. Indeed, as the discoveries
of the philosopher, and the truths which he dis-
closes, are both more abiding in their nature, and
in their influence more universally important and
interesting, it would follow, even on the system
of association, that the beauty of scientific truth
must be, at least, equally fruitful in pleasurable
emotions, as the beauty of any one object in those
. pursuits to which this system bas hitherto been
restricted. And that such is actually the case, may
be proved by an appeal to the writings and the
annals of men of study. The law of gravitation,
to take a familiar instance, possesses an essential
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principle of the beautiful—simplicity. Accord-
ingly, to a mind of any refinement, the abstract
contemplation of this theory will ever impart high
delight.  Yet, how imperfect is the pleasure, and
even the beauty, till the mind associates with this
simple law, that thereby worlds are governed in
their course through boundless space ; that by the
same discovery, the future generations of rational
and immortal beings will be directed in their most
useful and loftiest speculations; and to all this mag-
nificence of association, what tender sublimity will
be added, by the thought, that the Supreme Father
of all has graciously endowed his creatures with
powers, and with permission, to discern the secon-
dary laws by which infinite wisdom sees fit to rule
in the visible creation !

Even the holier and lovelier sensibilities awaken-
ed by moral beauty, though certainly distinct in
principle, are in their influence not easily separable
from the pleasures of taste. At least, by the wise
and gracious constitution of the human heart, the
latter, when unallied with the former, necessarily
remain imperfect. Our most exquisite enjoyments
in literature and the fine arts will be found to
arise from such performances as most directly re-
mind us of virtuous associations ; while, in the ma-
terial world, those scenes prove most delightful
which call forth recollections of man’s nobleness,
or which elevate our contemplations to the power,
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and wisdom, and goodness of the Creator. In one
important point, however, is at once discoverable
the independent and higher principle of moral plea-
sure and beauty. The humble and pious mind may,
often does, enjoy the most refined mental gratifica-
tion in the exercises of charity and devotion, while
the intellectual resources or the adornments of taste
are extremely circumscribed. How wise, how sa-
lutary, are these appointments! The possessor
of the most cultivated perceptions, and extensive
knowledge, thus feels, if he feel aright, that his
acquirements render him only the more depend-
ent upon religion and virtue for his best and pu-
rest enjoyments, as also for the dignified estima-
tion of his pursuits. The unlettered but sincere
Christian, again, thus knows that his heartfelt joys
suffer not alloy from ignorance of this world’s ex-
ternal culture. Both are thus equal ; yet each pro-
fits by his own peculiar good. The latter is secure
against a deprivation imposed by temporal cir-
cumstances : the former is repaid the toil and self-
denial of attainment, by the increased manifesta-
tions he is thus enabled to discern of the charms of
virtue, and the goodness of Omnipotence.

The presence and operation of taste can thus be
traced in every act of the mind, and are intimately
associated with the feelings of our moral nature.
The exercises of taste have ever been regarded as
productivegenerally of pleasurable emotion. Hence

A2



6 INTRODUCTION.

we consider ourselves justified in defining, at the
beginning of this chapter, taste to be ¢ the percep-
tion of intellectual pleasure.” The common use
of language, also—an authority always toberespect-
ed in tracing the extent or import of ideas—and
even the best theories of taste, when rightly under-
stood, coincide with this definition.

The various systems of taste, however apparent-
ly dissimilar, may be referred in principle to one or
other of the twofollowing: thatthis is an original and
independent faculty ; or, that it may be resolved in-
to a modification of the general powers of the mind.
Of these opinions, the first has been, within the pre-
sent century, satisfactorily proved utterly unphilo-
sophical and inadequate toits purpose; the second
is preferable, but imperfeet in the explications hi-
therto given, chiefly from three causes. First, writers
have formed their conclusions from a consideration
of the quality, in its full and complete exercise,
instead of tracing the steps by which it is acquired
or improved: secondly, this intellectual quality,
‘even by the best writers, has been treated too
much as an external sense—or it has been resolved
into direct and inflex perceptions, and confounded
with so many accidental feelings, that the inferen-
ces have been most perplexing and cumbrous : and,
thirdly, the subject in general has been treated too
‘metaphysieally. Hence, however learned, or even
abstractly just, the investigations may have been,



INTRODUCTION. Vi

they have exerted slight influence in establishing
practice upon obvious and enlightened theory.
But declining to enter upon the exposure of what
may be conceived former mistakes, we shall pro-
ceed briefly to explain our own views. Following
out, then, the tenor of the preceding remarks, we con-
ceive taste to be nothing more than a certain acute-
ness, which necessarily is acquired by, and always
accompanies, the frequent exercise of the powers
of understanding in any one given pursuit. It seems
to differ from mere knowledge, in being attended
by a love or desire of the particular exercise. This
desire, whether it precedes or follows acquirement,
is easily accounted for, in the one case, as an agree-
able anticipation of advantage to be gained, and in
the other as a mental habitude ; or it is frequently
cherished from impressions received at an age too
early for notice. The gratification of this desire,
exclusive even of the enjoyment received from the
successful exercise of the mental powers, sufficient-
ly explains the origin of the pleasures of taste.
This view of taste, as applicable to, and indeed
resulting from, training of the wnderstanding in
all dignified pursuits, is agreeable, as already
shown, to common feeling and common language.
But in deference to the same authorities, it is ne-
cessary to limit the idea to a restricted, that is, a
proper sense of the word. Hence we have said
that the object of taste is beauty, as perceivable in
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the works of nature and art : thus confining its pro-
vince to literature and the fine arts, which reflect
nature either by direct imitation, or by more remote
association.

In the present volume, the subject is limited, of
course, to the arts of design; but the principles
now expounded are conversant with every varied
application of taste: And we have pursued this
extent of illustration throughout the whole powers
of the mind, in order to ground, on the broadest
basis, this practical precept, that taste, like the
powers of judgment and understanding, of which,
in fact, it is only a modification, can be improved,
or, we venture to say, acquired in any useful degree,
only by patient cultivation, and well-directed study.
of the particular subject. The opinion opposite to
this has been productive of the worst effects, both
in the practice and patronage of the arts. It not
unfrequently has led artists into irregular, and even
unnatural compositions ; but its greatest evils do
daily arise from those, whose previous habits and
attainments by no means qualify them for judges,
confidently pronouncing upon works of art, from
what they are pleased to term a natural taste. This
if it means any thing, must imply an untutored,
and, therefore,imperfect taste. We would beunder-
stood here, not as advocating a conventional criti-
cism, but as maintaining, that the higher beauties,
and nobler principles of art, can be appreciated
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only by those whose taste has been cultivated by
profound study and knowledge of these princi-
ples. One class of effects in an imitative art is,
doubtless, to produce sensations which can be im-
mediately compared with the more obvious effects
and appearances of nature. Of these every one
can judge, whether the effect be actually produced
or not. This, however, though a primary, is the
lowest, object of the artist. The dignity, too, and
comparative value, of theseeffects, can be estimated
only by a mind generally cultivated ; while the
propriety of the means employed, and their agree-
ment with the modes of art, the higher beauties of
execution, the intelligence of style, the just cha~
racter of the performance as a work of peculiar
talents, can be sanctioned by canons of judgment
familiar only to those who have made the subject
a regular study. In this we require nothing more
for the sculptor and the painter than is demand-
ed, and rightly too, in favour of the poet and the
orator.

From these observations, founded, as they are, on
experience, follows as a corollary the truth of the
previous definition, that, in the fine arts, beauty is al-
ways resolvable into some effect or relation discern-
ed and approved by the understanding. For since it
has been shown that taste is but another name for
intellectual cultivation and knowledge in a given
pursuit, the perception of beauty, which forms the
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peculiar object of taste, must ultimately be referred
to the understanding. Now, in an imitative art,
there can be only one relation, namely, truth, which
thus becomes both the source and the criterion of
beauty. This truth, however, admits of two spe-
cific distinctions ; or at least respects two separate
objects, as the production is compared with nature,
the archetype imitated ; and with the principles of
the art, or peculiar mode of imitation. In the one
case, there is the relation of resemblance; in the
other, that of consistency. These, in their infinitely.
various combinations and modified excellences, still
recur to one and the same simple law of the beau-
tiful-—veracity.

The general spirit and tendency of these re-
marks bear directly on the question regarding a
standard of taste. Both parties here, in pertina-
ciously adhering to their opinion, are wrong. There
is, and there is not, a standard; meaning, by this
term, a permanent rule of taste beyond which hu-
man invention or genius shall never pass. At the
same time, if there be no stable and unerring prin-
ciples of judgment, there can be neither merit nor
moral dignity, beauty nor truth, in the works of the
most gifted mind. How, then, are facts seemingly
so discordant to be reconciled? We have already
adverted to the radical error in all cases of disre-
garding, and in some instances of treating with
scorn, the idea of a gradual and laborious acquire-
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ment of taste. This, however, will be found the on-
ly idea of the subject truly useful in a practical
view, as well as the sole ground of consistent and
rational theory. Taste is not only progressive, but
inductive ; it is, in fact, the result of a series of ex-~
periments whose object is beauty. . As in every
other species of experimental knowledge, then, the
standard of excellence must vary in different ages
according to their lights and their refinement. In
the progress of individual genius this succession is
very remarkable, the objects and nature of its aims
changing with, and indeed indicating, attainment.
It is thus clear that taste, whether nationally or in-
dividually considered, must vary in its models, and
in their standards, according to the existing state
of knowledge ; for, in departing from received pre-
cepts, men are guided by the hope of reaching
higher perfection, or of exhibiting novelty of in-
vention. If such tentative measures succeed, the
general standard is so far elevated ; when they
fail, though the advance of real improvement may
be impeded for a season, established modes more
firmly recover their authority. But again, as in
every species of experimental science, those re-
searches, in their practice the most carefully con-
ducted, and in their inferences the most consistent,
are regarded as the canons of scientific truth; so
in the liberal arts, those noble monuments which,
during the longest period, and to the greatest num-
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ber of competent judges, have yielded the most
satisfaction, are justly esteemed standards of taste
—rules by which all other works are to be tried.
Such standards, or final experiments, in the science
of taste, are fortunately possessed in the literary
compositions, and in the remains of the sculpture
and architecture of antiquity; as also in the labours
- of those moderns who have emulated the teachers
of the olden time. These accredited relics of ge-
nius obtain a deserved and venerable mastery over
future aspirings, first, from their own inborn excel-
lence ; secondly, from the effects of that excellence
in a continually increasing influence over associ-
ation and feeling. Imagination thus combines with
reason in hallowing both the original cause and the
attendant influence into precepts of an immutable
authority, consecrated by the suffrages of the wise
and the refined of every later age. Reason, how-
ever, first established, and subsequently demon-
strates, the principles upon which this standard has
become unchanged and unchangeable; namely, per-
fect simplicity in the means, and perfect truth in
the results, through all their varied combinations.
Consideration even of the vicissitudes and re-
volutions in taste seems farther to confirm these
general views. Opinion, indeed, has vacillated in
the estimation of elegance ; but, as in the constant-
ly returning eccentricities of a planetary body,
some secret power has ma;ntair_xed certain limits to
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these changes, and round certain principles, though
at times obscured, art has continued to revolve.
Now these checks to barbarous novelty and innova-
tion, have been derived from the not-altogether-
forgotten remembrance of admitted standards, or
from the natural effects upon which these have
been founded. The temporary derelictions of good
taste have ever occurred in the most ignorant ages,
and in extent as in duration have corresponded
with the intellectual darkness of the period ; the
returning light ‘of knowledge has in this respect al-
so invariably dispelled error, afresh disclosing the
pristine beauty of the ancient models, and recall-
ing the judgment to the rectitude of those precepts
on which they are composed. Even the tyranny
of fashion and the inveteracy of prejudice yield
before the majesty of antique excellence, or pro-
duce a passing absurdity adopted for a day, to be
for ever forgotten. Surely, then, there must be in
these abiding modes in literature and in art, as like-
wise in that science of taste which appreciates and
determines their canons, a beauty—an excellence,
the offspring and the object of truth and reason—
and like these, ever consistent,immutable, imperish-
able.

To the doctrines now advocated it furnishes no
objection, that mankind do not agree in the same
estimate of beauty, nor even that objects entirely
different in their qualities, are assumed as beauti«

B
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ful. This fact, indeed, has often and triumphant-
ly been adduced as conclusive in favour of the
sceptical position regarding a standard of taste-
Those writers, again, who support the opposite
opinion, seem too readily to have admitted diffi-
culty in repelling the objection. The truth is, it
can be obviated only on the principle which we
have endeavoured to establish; namely, that taste
is the certain result of intellectual cultivation in the
proper province, that it is consequently commen-
surate with the degree of intelligence, and always
an object of truth and reason. Now, the diversity
so much insisted upon, is capable not only of be-
ing thus easily accounted for, but is to be expected
as the necessary effect of varied extent of know-
ledge. The very objection predetermines, that
among the rudest people, ideas and perceptions of
something termed beauty are entertained. Does
not this establish the existence of taste coeval with
the earliest traces of information ? True, the beauty
admired by the African or the Esquimaux differs
from that whichawakens the sensibility of the Euro-
pean,—but so also are their means and capabilities
of judging unequal. It is not, therefore, diversity,
but inconsistency of judgment, that in this case can
prove the absence of all fixed principles of decision.
Now, we will venture to affirm, without fear of
contradiction, that there is no inconsistency nor op-
position ; and that the most polished inhabitant of
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Europe, proceeding upon the same premises as the
wildest in-dweller of the desert or savannah, will
arrive at exactly the same conclusion. The sable
virgin, for instance, whose charms are acknow-
ledged by the rude warriors of her tribe, will also,
by the refined European, be admitted among the
fairest examples of native beauty. Hence it is evi-
dent that all men acknowledge a standard of taste,
founded on similar reasonings and accordant feel-
ings of the human heart, though the final expression
of this standard, or the degree of refinement whence
it is deduced, will necessarily be modified by moral
and physical circumstances, and by the light en-
joyed.

The questions we have now laboured to resolve,
are by no means to be regarded as mere problems
in abstract speculation. The subject is of the high-
est practical importance, and we have attempted
to reduce it to practical inferences. Nothing has
tended more to retard improvement, than placing
genius and taste in opposition to reason and appli-
cation. Each of the two former has been invest-
ed with some untangible, undefined excellence,
disdaining rule, and superior to the drudgery of
study. In treating of both, authors appear to have
aimed at exalting their theme, by refusing cer-
tainty to the operations of the one, and stability
to the principles of the other ; treating each as the
empiricism of talent, which it would be as vain to
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attemps reducing to precept as to prescribe the
eagle’s path through heaven. But how does this
accord with fact and with usefulness? Men, the
most eminent for genius, and who have hequeathed
to futurity the most perfect productions, have also
been the most remarkable for assiduity. This in-
dustry has been directed as much to the study of
principles and rules as to the creation of new works.
‘We have shown that there are standards, or rules,
of taste, which never can be disregarded save at
the peril of absurdity. If we deny regularity and
certainty, or fixed and rational precepts of criti-
cism to the labours of genius, of what advantage
to succeeding knowledge can these prove ? Beyond
@ passing pleasure—a barren sentiment, they re-
main without fruit. Excellence in the most refi-
ned exercises of mind is degraded to a mere knack,
~to a fortunate and inexplicable aptitude. Thus,
not the improvement of the human race only, but
the very continuance of acquirement among men,
is rendered uncertain. Yet such are the conse-
quences of every system which considers taste as
different from, and independent of knowledge; or
its precepts as mutable, and not more amenable to
judgment than to imagination. In whatever light,
then, the views now briefly proposed be regarded,
whether as respects taste as an object of mental
science, or as the improver of art; whether in its
influence upon the understanding or the heart, they



INTRODUCTION. 17

appear to promise the surest, the most practical,
and the most dignified results.

Beauty, as already observed, is the object of
taste. The primitive source, and, in a great mea-
sure, the ultimate and only criterion, of this beauty,
is nature. For, in the arts over which taste pre-
sides, natural beauty receives new modifications,
and is subjected to new laws. Yet, in their general
tendency and design, poetry, painting, sculpture,
architecture, and even music, all contemplate one
end,—to -awaken associated emotion ; while each
employs the same means of direct or less obvious
imitation of nature.

In each of these arts, however, a distinction ex-
ists, both in the manner and in the extent of instruc-
tion. They differ also in the closeness with which
the respective imitations reflect their natural arche-
types. But in this they correspond, that in none
is mere imitation the final, or most exalted, object
of the artist. In the fidelity of representation, and
in the facility with which the originals in nature
may be traced, Sculpture and Painting are superior
to all the other imitative arts. Between the vivid
creations of these, and the more varied, more ima-
ginative, but less defined, efforts of poetry, the
middle rank is occupied by Architecture, whose
mighty masses and harmonious proportions fill the
mind with awe or delight, as they recall the ma-
jesty or grace of the material world.

B 2
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Architecture thus stands alone, in its own prin-
ciples, and, it may be, in its own pre-eminence.
These principles are at once more profound, or at
least more abstract, and yet more determinate,
than those of either of the sister arts. Indeed, so
remarkable is this fact, and so nearly do the limits
and the constituents of beauty verge here on de-
monstrative science, that we may hereafter point
out their connexion with some of the preceding
doctrines of taste. In the meantime, it may be
sufficient merely to mention, that though architect-
ure, as a necessary knowledge, must have been
practised from the earliest formation of society ;
and though it furnishes their principal field to the
other arts ; yet it was later in arriving at perfection
than Sculpture, which, besides, affords a more con«
tinuous series 'of monuments, and supplies the best
materials for the philosophy of the subject ; and in
other respects, the arrangement now selected seems
to promise the most clear elucidation of the his-
tory of art.
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THE FINE ARTS.

I.
SCULPTURE.

CHAPTER 1.

THE representation of external forms by their
tangible properties, in actual or proportional mag-
nitude, seems the most obvious, as it is the sim-
plest, mode of imitation. Sculpture, therefore, of
all the imitative arts, probably first exercised the
ingenuity of mankind. Even now, we remark that
the rude carvings on the spear-shaft or canoe of
the savage warrior surpass other exhibitions of his
skill, and might more readily be exalted into taste-
ful decorations. Hence, in tracing the history of
an art which thus appears almost coeval with the
earliest formation of society, the chronology of
those ancient empires in which it chiefly flourished
will supply an arrangement best adapted to the ex-
planation of the subject.

Regarding the origin of sculptural design, in-
" deed, much has been written, and many theories
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proposed, each asserting, for some favourite people,
the praise of invention. All the kindred arts, how-
ever, with which taste and feeling are conversant,
have their birth, and subsequent improvement, in
the same universal principles of the human mind.
Principles which mysteriously, yet powerfully,
and doubtless for the accomplishment of the wi-
sest ends, connect man with that nature amidst
whose haunts he is destined to dwell—which awa-
ken his untutored enthusiasm to her beauties, and
unite his individual sympathies, as his social re-
membrances, with her hallowed associations. It
is thus that human action and human suffering
find their earliest records in the scenes where the
events were transacted. The conflict long conti-
nues to revive on its heath; the memory of the
chief appropriates the lone vale where he sleeps;
woods, mountains, streams, become the represent-
atives of supernatural beings—beneficent or vin-
dictive—as sensations of beauty or of awe are
called forth in the mortal breast. The succeeding
step is easy to the erection of less durable but
more particular memorials. Piety—true in senti-
ment, false in means—patriotism, friendship, gra-
titude, admiration, leave the successive impress of
their influence, according to the accessions.of in-
telligence, on the ¢ grey stone”—the rude column
—the dressed altar—the visible shape—the perfect
statue. How beautiful, then, yet how true, the
allegory of Grecian poetry, which feigns that love,
or the natural affections, taught man the arts of
genius !

The gradations, also, from uninformed art to
some degree of refined invention, will present,
even among distant nations, little of diversified
character. In the infancy of society, men in all
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countries closely resemble each other, in their feel-
ings, in their wants, in their means of gratification,
and improvement. Hence, in the fine arts, which
at first among every people minister, with similar
resources, to the same natural desires, or mental
affections, resemblance of style ought not to be
assumed as evidence of continuous imitation from
a common origin. Early Egyptian and Grecian
statues exhibit almost identical lineaments, and
even corresponding attitude ; simply, because each
had to surmount the same difficulties with nearly
equal information.

The tendency of these remarks, especially ap-
plicable to sculpture, sufficiently proves that no
reliance is to be placed on any theories of its ex-
clusive discovery. Such opinions, however pro-
found they may appear, are in reality the substitu-
tion of a partial view of facts, when a general law
of our nature is within reach. In treating of the an-
cient history of sculpture, then, the legitimate ob-
jects of enquiry are, its progress, character, and
degree of perfection among the different nations of
antiquity. But though no claims of any single na-
tion to have imparted the skill to others can be
conceded, a very wide disparity of merit is obser-
vable, both in the final excellence attained by one
people, as respects the relative acquirements of
another ; and likewise, points of equal advance be-
ing assumed, the times passed in realising this si-
nilar improvement are found to be very unequal.
These facts, here most éasily distinguishable, are
pregnant with importance, and invest the history
of this art with much of dignity and solemn inte-
“rest, exhibiting the striking connexion between the
intellectual, and the political and moral condition
of man. The diversity, in truth, is the visible im-
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press which legislation has stamped upon human
genius,

Egypt has been styled the cradle of the arts;
and, waiving the examination of all disputes as to
priority, we prefer commencing with the history of
Egyptian sculpture, since its anthentic monuments
caity us up to a very early date,—are numerons,—
and especially because they tend to unite the scat-
tered lights which doubtful tradition flings over the
less perfect remains of Asiatic ingenuity. In pur-
suing this investigation, we shall observe the fol-
lowing arrangement of the subject.

Era of original, or native Sculpture.

Era of mixed, or Greco-Egyptian Sculpture.

Era of imitative Sculpture, improperly denomi-
nated Egyptian.

The first, or true age of Sculpture in Egypt,
ascends from the invasion of Cambyses to unknown
antiquity. During this period only were primitive
institutions in full vigour and integrity, and public
works, reflecting national taste, conducted by na-
tional talent. The two remaining eras, extending
downwards through the successive dominion of the
Greeks and Romans, have been added, in order to
embrace the consideration of topics, Whlch though
remotely connected therewith, have hitherto been
regarded as integral parts of the subject. In ex-
amining the principles and character of this abori-
ginal school, there are still left two sources of
Jjudging, with sufficient accuracy, the merits of its
productions,—vestiges of ancient grandeur yet ex-
isting on their native site——and the numerous spe-
cimens in European cabinets. These remains may
be classed under the three following divisions.
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Colossal statues.
Groups or single figures about the natural size.
Hieroglyphical and historical relievos.

In the formation of these various labours, four
kinds of materials are employed : one soft, a spe-
cies of sandstone ; and three very hard, a calcare-
ous rock, out of which the tombs, with their sculp-
tures, are hewn ; basalt or trap, of various shades,
from black to dark grey, the constituent generally
of the smaller statues ; granite, more commonly of
the description named by mineralogists granites
rubescens, of a warm reddish hue, with large crys-
tals of feld-spar ; or it is sometimes, though rarely,
of a dark red ground, with black specks, as in the
magnificent head, mis-named of Memnon, now in
the British Museum. Colossal figures are uni-
formly of granite, in which also is a large portion
of the relievos. Besides these, from the account
of Herodotus, as also from the statues of wood
actually discovered by modern travellers, we learn
that even in great works, the Egyptian sculptors
were accustomed to exercise their skill on that less
stubborn material. Metal appears to have been
sparingly used; at least, only very small figures
have yet been found of a composition similar to the
bronze of later times. Yet the book of Job espe-
cially, and other parts of Scripture, would induce
the conclusion, that even colossal figures were,
from an early period, cast of metal.” In the tombs,
as in those near Thebes, small images of porcelain
and terra cotta are likewise frequent.

1. The number of colossal statues in ancient
Egypt, as described by the writers of Greece,
would appear incredible, especially when we con-

c
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sider the magnitude of some, and the materials
of all, if these early descriptions were not, at the
present day, authenticated by countless remains.
Yet, than a statue of granite sixty or seventy feet
high, there is not, perhaps, one instance more stri-
king, of disregard of time, and patience of toil.
Of these mighty labours, some are hewn from the
living rock, and left adhering to the |natural bed ;
as the celebrated Sphynx, near the pyramids of
Ghizeh, and various sculptures on the rocks of the
Thebaid, which look the shadows of giants cast by
a declining sun. Others again, as in some of the
figures in the Memnonium, appear to have been
built ; most probably reared first of square blocks,
and afterwards fashioned into shape. The greater
part, however, are composed of one block, raised
in the granite quarries of Upper Egypt, and trans-
ported to their destined situation by the waters of
the Nile. Of these works, Herodotus, to whose
veracity almost every new discovery in these coun-
tries adds fresh credibility, saw and has described
many, some of which can be identified at the pre-
sent day, and others, a labour of not many hours
promises to bring to light. The dimensions of those
actually enumerated, extend from twelve to seven-
ty cubits in beight. Some are figures of men;
others of animals, chiefly of the Sphynx. These
latter appear to have been in considerable num-
bers, usually ranged in corresponding lines on the
opposite sides of the approach to the great tem-
ples. Of the human colossi, again, some were
isolated, and were probably objects of worship ;
others were merely ornaments, chiefly employed
as columns, as in the famous Propylzon of the
Temple of Vulcan, ascribed to Psammetichus, and
erected at Memphis, Of the unattached figures,
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the attitede appears to have exhibited but little ac-
tion ; the posture apparently various, though sel-
dom erect. One is described as recumbent, seven-
ty cubits long, accompanied by two smaller, stand-
ing one at each extremity. The largest statues
now known, namely, two in the Memnonium at
Thebes, are both in a sitting posture. All these
works, even the columnar statues, seem to have
been connected with religious rites or symbols.
This, together with imperfect science, accounts for
the striking similarity discoverable in a class, the
individuals of which are thus varied, at least in
purpose and magnitude. Another peculiarity is,
that in Egyptian sculpture, whenever the dimen-
sions are much beyond nature, the head is always
larger than even colossal proportions would re-
guire. It would be unreasonable to ascribe to ig-
norance a practice thas universal ; it is to be attri-
buted rather to mistaken principle, in order to ren-
der the features more conspicuous, when removed
to a distance from the eye. Where similar cha-
racter and design thus pervade the whole class,
minuteness of individual description is unnecessa-
ry; we may, however, merely refer, as examples
best known, to the two Theban colossi already no-
ticed, one of which, from inscriptions still legible,
would appear to be the famous sounding statue of
Memnon. In each of these figures, exclusive of the
lower plinth of the throne, the altitude is fifty feet,
the material red granite, and the positions alike—
namely, seated, the head looking straight in front,
arms close pressed to the sides, palms and fore-
arm extended and resting upon the thighs, lower
extremities perpendicular and apart. This pos-
ture, which may be described as characteristic of
the entire class, is little calculated to convey any
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sentiment of ease or grace. Yet in these vast, al-
though comparatively uninformed labours, we dis-
cover more of the sublime than arises from mere
vastness, or even from the recollections of distant
time with which their memory is associated. They
are invested with a majestic repose—with a grand
and solemn tranquillity, which awes without asto-
nishing ; and while they exhibit the greatest per-
fection to which Egyptian art has attained, in co-
lossal statues generally, we discover occasional ap-
proaches to truth and nature, with no inconsidera-
ble feeling of the sweet, the unaffected, and the
flowing in expression and contour.

11. To the second class belong both the earliest
and the latest works of the Egyptian chisel ; yet be-
tween the worst and the best is not to be percei-
ved a diversity of merit corresponding to the lapse
of time—a certain proof, that the principles of the
art were fixed at an early period of its progress,
and on grounds independent of its precepts. The
first essays in sculpture in Egypt, seem to have
been made upon the living rock, in the process of
excavating artificial or enlarging natural caverns
for the purposes of habitation or devotion, and at
every period in Eastern history of sepulture. Sta-
tues thus formed, would, from the mode of their
formation, not much exceed the natural size ; and
being afterwards detached when finished, were
transferred to other situations. In imitation of
these, statues were subsequently hewn, in what
became the ordinary manner, from detached blocks.
It is not here implied, that these two methods can
be distinctly traced in their separate applications,
nor that the one was superseded by the other; but
simply, that the state of knowledge, and the habits
of the people, render very probable the priority of
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the former. Hence appears an explanation of a
singular fact in the history of the art, which has
been the subject of much discussion. In every
specimen, without exception, which can be ranked
as Egyptian, a pilaster runs up the back of the
figure, in whatever attitude it may be represented.
The origin of a practice not natural, in an art pro-
fessing to imitate nature, must be sought in some
external circumstance of its early history. Now,
such circumstance seems plainly discernible in
works still remaining, in the excavations of Philoe,
Elephantis, Silsilis, and at EI Malook, in the tombs
of the Theban kings. In these monuments, which
are often suites of magnificent chambers hewn from
the hard and white calcareous rock, numerous and
beautiful remains of sculpture are preserved. These
ornaments vary from simple relievos to complete
statues. In the latter, the figure is never entirely
detached, when placed on the surface of the wall,
a posterior portion being always left adhering ;
while, if formed by cutting round to a recess, a pi-
laster behind runs up the whele height, evidently
with the original view of increasing strength or of
saving labour, or from certain religious notions.
Subsequently, in detached statues wrought out of
blocks from the same, or in part the same motives,
and also in order to obtain a surface for the inscrip-
tion of hieroglyphics, the aboriginal pillar was re-
tained. Generally speaking, the workmanship here
is inferior to the details of the colossal figures, al-
though some of the finest specimens belong to this
second division. The varieties, however, cannot
be referred to any regular gradations of improve-
ment, nor determinate epochas of style, as some-
times attempted. They are the results solely of
individual skill in the artists, and of the views, opu-~
c?®



30 THE FINE ARTS.

lence, or purposes of their employers. This dif-
ference, also, extends only to the minor details of
execution ; in the more intellectual principles of
art, all are nearly on an equality. Even the design
and attitudes are wonderfully limited, the same-
ness being more uniform than could have been pro-
duced, except by the operation of prescriptive rules
and fixed models of imitation.

.~ In many of the ancient Egyptian buildings,
the whole of the exterior is frequently covered
with relievos. This profusion, for the purpose, too,
of mere decoration, together with the indefinite
nature of hieroglyphical delineation, operated
strongly againstimprovement in this particular pro-
vince. Indeed, the prejudicial effects arising from
an embellishment in which extent more than in-
trinsic beauty was regarded, and where arbitrary
forms, or mere indications of known objects, pre-
cluded all natural imitation, and all delicacy of
expression, infected the whole of the art. The
general inferiority in works of this third class is,
however, to be understood with due limitation.
In relievos, consisting of few figures, sepulchral
ones for instance, which in the same piece rarely
contain more than three, are often displayed no
mean beauties both of execution and of character.
In historical relievos, again, which occupy entire
walls of the temples, crowded as they are with
figures in various actioms, processions, battles,
sieges, and represented by artists who apparently
possessed no principles of design, save a knowledge
of simple form in its most restricted movements,
all is feebleness, puerility, and confusion.. Or
if beauty occasionally break forth, it is in some
single reposing figure, or in the patient details of
execution. In the drawing and anatomy, singular
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ignorance is manifested ; the limbs are without
joints, and the movements exhibit neither balance
nor spring ; proportian and perspective seem to
have been utterly unknown. Military engines,
buildings, horses, soldiers, all appear of the same
dimensions, and all equally near the eye. The
hero in all these monuments bears a strong indi-
vidual resemblance ; he is represented ever victo-
rious, in the bloom of youth, and in his figure are
sometimes displayed both grandeur and beauty of
conception, when considered apart. But these
separate excellences are completely obscured by
the absurdity of representing him at least double
the stature of his followers or opponents. The
circumstance of thus confounding moral greatness
with physical magnitude, were alone sufficient to
mark the infancy of invention, and the barbarism
of taste. It is nevertheless only justice to mention,
that occasionally, in the historical relievos, we ob-
serve rudiments of higher art, with less of con-
vention, and more of freedom of imagination, than
in any other Egyptian sculptures.

The praises bestowed upon the hieroglyphics of
Egypt by Winkleman and others, must be restrict-
ed to the mere workmanship ; and even then, are
exaggerated or misplaced. Considered as works
of art, if indeed they can be elevated to that rank,
they will be found entirely destitute of accurate
discrimination of form, and are more properly con-
ventional representations, dependent upon modes
and principles at once limited and arbitrary. These
labours, the probable records of primitive history,
and of earliest superstition, are of different kinds.
The first in use, though not afterwards superseded,
were anaglyphics, in which objects are represented
by a simple outline, often traced to the depth of
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several inches. = An obvious improvement upon
this was to round the angles, and to relieve the
figures upon themselves; a mode which very ge-
nerally obtains. To this manner much ingenuity and
forethought has inconsiderately been ascribed, as if
adopted against the attacks of time, and to casta
deeper shadow on the symbols. Itis, on the contra-
ry, to be judged merely as the resource of an imper-
fect art. A third, but comparatively rare method,
was to elevate the contour, by reducing the surface
both within and without. The last and most la-
borious plan, was to remove the ground entirely,
leaving the figures in proper relief. This, the true
relievo, was unknown to or unpractised in the an-
cient arts of Egypt. Even the historical and mo-
numental sculptures just described, partake more
of the anaglyphical than of the elevated relievo.
Indeed every specimen of this latter is to be as-
signed to a later period than the first and genuine
age. By attending to this, and to the costume of
the figures in the most ancient works, data of im-
portance might be discovered, throwing valuable
light on the eras of Egypt’s mysterious monuments.
The expression, mixed art, selected to discrimi-
nate the second epoch, has been adopted, to mark
the successive changes in the ancient modes indu-
ced by the Persians and the Greeks. The influ-
ence exerted upon art by the dominion of the for-
mer, amounted merely to a negative,—to the pro-
hibition of its exercise; which, with the destruc-
tion of many of its best monaments, produced a de-
terioration in the few and feeble attempts during
the latter years of that dynasty. Mythraism, in
which elemental fire was the symbol of the Deity,
proscribed the imitative arts in that service whence,
in all other countries, they have sprung. The Per-
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sians, says the father of history, have neither tem-
ples nor statues. Or, if architecture was encoura-
ged by these conquerors, evidence still remains
that their erections were but modifications of ma-
terials torn from the mighty structures of past ages.
In little more than a century and a half, the Per-
sian was subverted by the Macedonian empire.
Yet even in Alexander, the ancient and native arts
of Egypt obtained not a patron. The majestic
range of temples, palaces, and cities, which border-
ed the sacred stream of the Nile, furnished so ma-
ny quarries, of tempting access, whence Alexan-
dria was reared ; and the mightiest, as well as most
rational trophy of Grecian superiority, received its
grandest and most enduring monuments from the
stupendous labours of the first age. His success-
ors followed the example; and although, under
them, the polished literature of Greece, united with
her own subtile philosophy, constituted Alexan=
dria the Athens of the East, yet in sculpture, in
architecture,andin religion, to which both were sub-
ordinate, the character remained essentially Egyp-
tian, but with certain deviations and additions.
The Roman dominion finally introduced new
modifications, or rather mutations, of the ancient
art. This epoch may be considered as commen-
cing with the introduction of the Isiac myste-
ries at Rome; although the principal features by
which, as a division in the history of art, it is dis-
tinguished, are not decidedly marked prior to the
reign of Hadrian. The works of the third, or imi-
tative era, have, in strict propriety, no real con-
nexion with Egyptian sculpture, farther than as it
multiplied copies of the ancient forms, with occa-
sional accessions of elegance. During a residence
of two years in the East, and by the deification
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there of his favourite Antinous, Hadrian imbibed
a fondness for the arts, and particularly for the sta-
tuary of Egypt. But the works which he com-
manded were in all respects Roman, or rather Gre-
cian, under Egyptian modes. They were indeed
most scrupulously modelled after the most ancient
and authentic specimens; even the materials were
brought from the native quarries, but the sculptors
were Greeks or Italians ; and the Grecian charac-
ter of design is visible in every remaining speci-
men, the merits of which require notice. Nothing,
therefore, can be more futile, than from the works
of this age to infer the merits or principles of na-
tive and ancient art. So far, indeed, does our
scepticism here extend, that we doubt if a single
statue of genuine and ancient Egyptian workman-
ship is to be found among the numbers that have
been discovered in Italy, and with which Hadrian
filled that portion of the empire.

The general conclusion, then, from these re-
marks, is, that there is but one period of real
Egyptian sculpture, and that the genius and cha-
racter of this indigenous and aboriginal art is to be
discovered only in the most ancient monuments,
having suffered various changes under the Greeks
and under the Romans. In establishing this infer-
ence, we have not been guided by the often fanci-
ful, always deceitful, analogies discoverable in the
fluctuating style and varying productions of imita-
tion, but have viewed these as directed by the stea-
dy operation of the laws and institutions of socie-
ty, which govern the spirit and tendency of the
arts themselves. During an interval of mnearly
twenty centuries previous to the era of Alexander,
though diligently cultivated, sculpture had hardly
attained any of the nobler qualities of invention.
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The system of taste and of government was in fact
hostile to improvement in this art beyond a certain
limit, or upon any principles, save those fixed on
the very threshold of knowledge. The national
polity, which will ever be found to guide the na-
tional taste, induced a preference of the immense
and the durable; hence the grandeur of Egyptian
architecture : but in statuary, such a character of
design necessarily produced figures rigid and mo-
tionless. The essential elements of the grand and
the beautiful—breadth and simplicity, are indeed
present, but the effect is rarely elicited. The sim=
ple is seldom inspired by any feeling of the true,
the natural, or the graceful ; breadth, unrelieved
by symmetry of parts, or expression of details, de-
generates into inert magnitude. The colossal forms
are the records only of power, of patience, and of
labour ; not the creations of intelligence and of ge-
nius. Sculpture also suffered from peculiar ob-
stacles to its progress. Exclusively attached to
the service of religion, its representations were
confined to divinities, priests,and kings: personages
whose modes and lineaments were unalterably fix-
ed—fixed, too, from types frequently of the most
hideous description, at least ill imagined, and little
adapted to the objects or spirit of the art. This
religion likewise admitted no images of human
virtue or sympathy to mingle with its cold obstruc-
tions ; thus denying to the Egyptian arts a source,
which, to those of Greece, proved one of the richest
and sweetest veins of ideal composition. The artist,
therefore, even had he been allowed to depart from
established but imperfect models, possessed no
ennobling source whence to create new models of
beauty or of grandeur. Imagination wanted mate-
vials, which neither the preseribed subject nor li-
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ving nature, under these restrictions, could supply.
Again, sculpture not only laboured under the ge-
neral disadvantage of hereditary and unchanging
professions ; a national regulation which repressed
every fortunate predilection of genius ; but, as a se-
curity against the possibility of innovation, slaves,
educated under the immediate care of the priests,
were intrusted with the execution of the most sa-
cred, and consequently most important monu-
ments.

In Egyptian sculpture, thus properly understood,
little will be discovered of that excellence which
has been attributed to its remains. Still there are
to be found some first principles of true science;
and these are occasionally developed with con«
siderable beauty of detail ; always with patient,
but inefficient technicality. It is by no means
apparent, however, that by the masters of these
early ages any theory was observed ; certainly the
occasional refinement seems rather the result of
accident or of individual superiority, than of sys-
tematic perceptions, or of transmitted precept.
Their best statues have an elevation of seven
hands and a half, being divided equally, the torso
and limbs having the same length. These pro-
portions are pleasing, and borrowed directly from
nature; but they show nothing of that charac-
teristic beauty of physical art, which, in the va-
ried harmony of parts, indicates the capabilities
of form. A similar principle regulates the details,
which, though brought out with considerable pro-
priety and softness, are yet without precision or
‘anatomical knowledge, especially of internal struc-
ture,—the heads of the bones, the insertions and
terminations of the muscles, never being correctly
indicated. Hence the forms appear coarse and

6
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inelegant, the limbs heavy and inert, because
without vigorous marking on the joints, where the
deeper depressions only and the strongest projec-
tions are aimed at, not feelingly touched. The
attitude, also, is constantly rectilinear, denoting
that condition of the art when poverty of source
limits its reach of the beautiful by the difficulties
of execution. It is, in fact, the first choice of in~
vention rendered permanent by prescriptive institu-
tions. From the curve being thus unknown in
the contour, the action is necessarily angular in its
direction, unless the movement be parallel to the’
gravitating line of the figure. Hence the range of
action and of attitude is very circumscribed ; the
arms either hanging close by the sides or crossed
at right angles on the breast; or, as a slight vari-
ation, one is placed in each posture. Lateral
movements in like manner are limited, the statue
standing equally poised on both limbs, the feet not
exactly opposite, one being in advance, often al-
most in front of the other. Whether erect, sitting,
or kneeling, the action is the same : hence, little of
grace or animation of movement is to be found
even in the most perfect works; yet there is often
to be remarked a grave and staid serenity, neither
unpleasing nor devoid of interest. As in the se-
lection “of attitude, however, the artist has been
guided, not by the beautiful, but by his own timi-
dity and confined resources, so in expression, little
beyond a vague and general emotion has been at-
tempted ; seldom more, indeed, than might be pro-
duced by the symmetrical arrangement of the fea-
tures. These are flat, the countenance being Ethi-
opian, and are just sufficiently distinguished for the
effect of separation ; depth of shadow is wanting to
give contrast and firmness, The eyes, whether long
D 2
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and narrow, the peculiar characteristic of the ear-
liest era, or more full and open, as in the Greco-
Egyptian period, are nearly on the general level
~ of the face ; the nose is broad and depressed, the
lips thick, and always sharp on the outer edge,
though often touched with great softness and deli-
cacy ; the cheeks, chin, and ears, are large, ill
made out, and without feeling. Hence, although
the heads are often finished with wonderful labour
the effect is always feeble, while the whole is uni-
formly surmounted by harsh and disproportion-
ate masses cf drapery, overpowering the already
too weak expression. The superior beauty of some
of the colossal busts may perhaps be rightly attri-
buted to their having been executed as portraits.
Conventional art, even in the mest skilful hands,
is rarely pleasing ; nature, even rudely imitated, is
ever viewed with a degree of pleasure.

On the methods employed to work ‘materials
so unyielding as those of the Egyptian sculptors,
it is difficult to propose any decided opinion. On
their porphyry, granite, and .basalt, modern tools
can hardly make impression ; yet are the forms, in
all instances, highly finished, with angles sharp
and unbroken. The latter circumstance, indeed,
constitutes a peculiar feature in the works of this
country as distinguished from Oriental art gene-
rally, which, together with breadth and simplicity,
brings them nearest the productions of the Grecian
chisel. From the style of execution, however, it
would appear that the effect has been brought out
rather by patience and labour, than by rapid or
dexterous management. In fact, the general cha-
racter has been influenced not a little by the ma-
terials ; for in the statues of wood, both as de-
scribed and discovered, the action is bolder, and
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the manner more free. If a eonjecture may be
hazarded on the subject of their theory, it would
seem that the Egyptians, in the infancy of their
arts, were guided by an outline traced round a
human figure, dead or alive, extended upon the
block, face upwards, with the arms close by the
sides, and the limbs placed together exactly as
their statues are composed. The scattered de-
tails given in the Greek writers respecting the arts
of this ancient people, have indeed induced the be-
lief, that they were acquainted with much more
refined canons of symmetry ; but it ought to have
been observed, that Diodorus and others describe
the practices existing in their own times, when
Egypt bad, to a certain extent, become the pupil
of Greece. In some respects, also, it is difficult to
give implicit credit to their accounts, at least in
the common interpretation. It is farther particu-
lJarly to be observed, that the supposition now
made will account for the correctness of the gene-
ral proportions which would thus be obtained from
nature ; likewise, no theory of proportional parts
can be detected different from the results thus ob-
tainable, while those details which a refined theory
would preserve, but which could not by such me~
thod be measured, are defective.

We have been thus minute and critical in these
investigations for two reasons: from Egypt cer-
tainly descended the first principles of improve-
ment to Western art, while no less evidently did
the Eastern world derive its entire knowledge from
the same source. Consequently, in carefully ex-
amining that of the' Egyptians, the best account;
deduced too from monuments actually observed,
has been given of Oriental Sculpture generally.
Of the mighty empires, indeed, which once em-
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braced the happiest regions of Asia and of the
globe, a name, or at most a shapeless mass of
ruins, alone remain. Of Jewish art, the sole me-
morials in existence are the sculptured transcripts
on the arch of Titus. But every description in the
sacredrecords, from the calf of the wilderness to the
twelve oxen of the molten sea, or the lions of the
throne of Solomon, evinces the taste of the former
bondsmen of Pharoah, and of him who was skilled
in all the learning of the Egyptians ; at the same
time we learn that the Israelites quickly departed
from the severe and simple grandeur of the pa-
rent source. Moving eastward : Baalbec’s gigan-
tic masonry is adorned with little of sculpture ; the
lonely Palmyra exhibits only Roman ruins, for the
Tadmor of Scripture has long disappeared; the
pillared Persepolis claims a remoter antiquity ;
but the Pelbavi and arrow-headed inscriptions, in-
stead of hieroglyphics, show comparatively recent,
and the innumerable and beautiful sculptures, dis-
play certain traits of the Grecian school. They can-
not be older than Cyrus, but most probably belong
to the age of his successors. The mysterious monu-
ments of Hindustan alone seem to claim an equal
or more ancient date compared with the labours
we have surveyed. Their nature, also, is the same ;
hence there are not wanting names of highest emi-
nence, who have maintained not only the greater
antiquity of Indian art, but that thence has been
derived all other, as from the parent source. This
opinion has been grounded too exclusively on the
dubious inferences of philology, or of mere anti-
quarian erudition,—dubious, at least, when applied
to Sculpture. Here the subject itself ought to sup-~
ply the true principles of decision; and on this
point one observation will suffice. The sculpture,
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like the architecture, of Egypt, bears the impress of
uniform simplicity ; the grand lines of composition
are few, accessories are sparingly introduced, and
wear the same sober, massive, and unpretending
character. In the works of Asiatic art, on the
contrary, . although presenting a general resem-
blance to those of Egypt, the design is neither
simple nor uniform; the parts are numerous,
breaking the master lines into multiplied compart-
ments, while the style of ornament is replete with
complicated details, and of pretension above the
means of the artist. Now, judging according to
the natural inferences from these facts, and accord-
ing to the acknowledged precepts of imitative art,
this latter style, with its defects in keeping, has
evidently arisen in consequence of superinducing
a laboured and injudiciously aspiring taste upon
the more severe and simple conceptions of a primi-
tive composition. Similarprinciples may be obvious-
lytraced in the fartherprogress of the arts eastward.
China is admitted, on the most learned authorities,
to have been planted by colonists from the banks of
the Indus and the Ganges; and in the unchan-
ging modes of that country, we seem almost to
catch glimpses of the aboriginal knowledge of our
race. Yet how striking the difference between:
the ornate and the frittered labours of the Chinese
compared with the works either of India or of
Egypt! Even their great wall is but the accumu-
lation of petty exertions—an evidence of numerical,
not of scientific energy.
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CHAPTER I1I.

.

In the previous chapter, Egypt has been exhibit-
ed as the centre of intelligence in the history of
ancient art; and having explained the connexion
which can still be traced in the few remaining
monuments of the East, we now turn from the
parent source to trace the progress of refinement
in the West, where, first in Greece, the human
mind awoke to the full consciousness of its capa-
cious grasp, and of its exquisite sensibilities.

The universal origin of sculptural representation,
already noticed, in the alliance which man forms
with natural objects as shadowing forth the affec-
tions or the regrets of the heart, is nowhere so con-
spicuous as in Greece. Here art was poetry from
the beginning ; her consecrated groves, her wind-
ing streams, her flowery plains, the azuredepths of
her mountains, became at once the residence and
the representatives of those beings, whether divine
or heroic, who constituted her theology. By a
people, simple in their habits, yet ardent in their
feelings, this early faith was long remembered,
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—such reminiscences deeply tincturing much of
what is most exquisitely descriptive and senti-
mental in Grecian poetry. But a belief so abstract,
so untangible in its forms, and so remotely ad-
dressed to the senses, would soon prove insufficient
to maintain effectual empire over the passions.
Attempts were speedily made to secure, as it were,
the more immediate presence and protection of the
objects of veneration or of worship. Men’s desires
in this respect, however, as in all other instances,
would necessarily be limited by their knowledge
and their powers. In the primitive ages, accord-
ingly, objects rude and unfashioned, as we learn
from history, were adored as representing the divi-
nities of Greece. Even to the time of Pausanias,
stones and trunks of trees, rough and uninformed
by art, were preserved in the temples ; and though
replaced by forms almost divine, still regarded
with: peculiar veneration, as the ancient images
of the deities. As skill improved, these signs
began to assume more determinate similitude ; and
from a square column, the first stage, by slow gra-
dations something approaching to a resemblance
of the human figure was fashioned. These efforts
at sculpture long continued extremely imperfect.
The extremities seem not to have been even at-
tempted ; the arms were not separated from the
body, nor the limbs from each other, but, like the
folds of the drapery, stiffly indicated by deep lines
drawn on the surface. Such appears to have been
the general state of the art immediately prior to
the period when it can first be traced, as culti-
vated with some degree of success in any particular
place. This occurs about twelve centuries before
Christ,

The fine arts have never floarished in states nos
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commercial ; in this respect, presenting a marked
contrast to the origin and progress of poetry and
music ; a fact singularly exemplified in the con-
dition of those cities where arose the primitive
schools in Greece. Sicyon, /Egina, Corinth, and
Athens, were the first seats of commerce and of
sculpture. Sicyon, with its small but important
territory, extending a few miles along the south-
eastern extremity of the Corinthian gulf, was the
most ancient of the Grecian states, and probably
the oldest city of Europe. From the earliest
times, it became celebrated for the wealth, enter<
prise, and intelligence of its population ; and from
the Sicyonian academy were sent forth many of
the most celebrated masters of design; hence Si«
cyon obtained the venerable appellation of ¢ Mo-
ther of the Arts.” The foundation of this school,
though most probably of much higher antiquity, is
assigned to Dibutades, who, in the humble occu-
pation of a potter, became the accidental inventor
of the art of modelling. For this discovery, so pre-
cious in its subsequent effects, he was indebted to
the ingenuity of his daughter, who, inspired by
love, traced upon the wall, by means of a lamp,
the shadowed profile of the favoured youth as he
slept, that with this imperfect resemblance she
might beguile the lingering hours of absence. This
outline the father, filling up with clay, formed a
medallion, which, even to the time of Pliny, was
preserved as a most interesting relic. To the
same pleasing origin painting has been ascribed—
another instance of that delightful charm, which, to
their poetry, their arts, their philosophy even, the
Greeks have imparted by the constant union of
sentiment and reason— of the heart with the under-
standing.
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The little island, or rather rock, of Egina, still
one of the most interesting spots of Greece, rising
above the waves of the Saronic gulf, nearly oppo-
site to Athens, affords a striking illustration of the
effects of commercial wisdom. Insignificant in ex-
tent, boasting of few productions, it was yet en-
abled, by this wisdom, long and successfully to
maintain the struggle of warfare, and to cherish the
aris of peace and of elegance, especially sculpture,
in a school, if not the earliest, certainly latest dis-
tinguished by originality of style and invention.
Smilis was famous by his statues of Juno, especially
one at Samos, called by Pliny « the most ancient
image” of that goddess. Even in the works of
this, her first master, it is said, were to be disco-~
vered a gravity and austere grandeur, the princi-
ples of that style visible still in the noble marbles
which once adorned, in Agina, the temple of Ju-
piter Panhellenius. '

Corinth was early more celebrated as the pa-
troness of painting. Concerning Dzedalus, the
first of the Athenian sculptors, doubtful or fabu-
lous accounts have reached us; but a careful in-
vestigation of circumstances proves, that of what-
soever country a native, he had rendered himself
renowned by the exercise of his skill at the court of
Minos before settling in Attica. The facts attend-
ing his arrival there, and the history of his previ-
ous labours, enable us to fix dates, and to trace
the true source of improvement in Grecian art at
this particular era. Of the early establishments
of the Greeks planted in the isles of the /Egean,
which even preceded the mother country in the
acquisition of wealth and intelligence, the Doric
colony of Crete enjoyed, from a very early period,
the bappiness and consequent power of settled
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government. External advantages of situation
first invited the access, while domestic institutions
secured the benefits, of ancient and uninterrupted
intercourse with Egypt. Hence the laws and the
arts of the Cretans. With the former, the Athenian
hero, Theseus, wished to transplant the latter also ;
and while he gave to his countrymen a similar
system of policy, he did not fail to secure the co-
operation of one whose knowledge might yield
powerful aid in humanizing a rude people by add-
ing new dignity to the objects of national venera-
tion. Aceordingly, Dadalus, accompanying the
conqueror of the Minotaur to Athens, fixes there
the commencement of an improved style, 1234
years before the Christian era. With Dzdalus, the
artists already mentioned are described as nearly
or altogether contemporaries. ’

The performances of Dzdalus were chiefly in
wood, of which no fewer than nine, of large di-
mensions, are described as existing in the second
century, which, notwithstanding the injuries of
fourteen hundred years, and the imperfections of
'early taste, seemed, in the words of Pausanias,
to possess something of divine expression. Their
author, as reported by Diodorus, improved upon
ancient art, so as to give vivacity to the atti.
tude, and more animated expression to the coun-
tenance. Hence we are not to understand, with
some, that Deadalus introduced sculpture into
Greece, nor even into Attica; but simply that
he was the first to form something like a school
of art, and whose works first excited the admi-
ration of his own rude age, while they were deem-
ed worthy of notice even in more enlightened
times. Indeed the details preserved in the classic
writers, that he raised the arms in varied posi-
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tion from the flanks, .and opened the eyes, before
narrow and blinking, sufficiently prove the ex-
tent of preceding art, and the views we have
given on the subject. In these primitive schools,
however, many centuries necessarily elapsed, be-
fore sculpture can be considered as a regular art.
Their founders and pupils were little more than
ingenious mechanics, who followed carving among
other avocations. Such were Endeeus of Athens,
celebrated for three several statues of Minerva;
Apeus, immortalized as the fabricator of the Tro-
jan horse ; Iemulous, praised in the Odyssey as
having sculptured the throne of Penelope; with
many others who must have contributed to the
arts of the heroic ages, and who, if they did not
rapidly improve, at least kept alive the knowledge
of sculptare.

Besides these continental schools, another must
be described, which there is every reason to believe
was still more ancient, and which certainly attain-
ed higher perfection at an earlier period. This was
the insular Ionian school, flourishing in those de-
lightful isles that gem the coast of Asia Minor,
and chiefly in Samos and Chios. To this the con-
tinental academies were even indebted for many
of their most distinguished members, who, leaving
the narrow sphere of their island homes, naturally
preferred the commercial cities from the same cau-
ses which had rendered these originally seats of
art, opulence, intelligence, and security. Of the
Samian masters, Rheecus, about the institution of
the Olympiads, or 777 B. c., first obtained celebri-
ty, as a sculptor in brass, in which art Telecles and
Theodorus, his son and grandson, also excelled.
Their works in ivory, wood, and metal, were ex~
tant in the age of Pausanias, whose description ex-



48 THE FINE ARTS.

hibits the hard and dry manner of Egypt, whence
it is probable these artists bad derived their im-
provements, distingunished for very careful finish.
The Chian school claims the praise of first intro-
ducing the use of a material to which sculpture
mainly owes its perfection, namely, marble. The
merit of this happy application is assigned to
Malas, the father of a race of sculptors, and who
is placed about the 38th Olympiad, or 649 years
before the Christian era. Michiades inherited and
improved the science of the inventor, transmitting
to his own son, Anthermus, the accumulated fame
and experience of two generations of sculptors, to
whom, as to their successors, the beautiful marbles
of their native island furnished one rich means of
superiority.

In the insular,—and the evidence is in favour of
the Chian school,—we also first hear of bronze sta-
tues. The earliest works of this kind were not
cast, but executed with the hammer. Two man-
ners are discernible ; large figures were formed of
plates, and hollow, the ‘interior being filled with
clay; in small pieces, the separate parts were
brought nearly into shape in the solid, afterwards
united, and the whole finished by the graver and
the file. These methods, in each of which rivets,
dovetails, and soldering, formed the joints, were
gradually superseded as the knowledge of casting
was acquired.

About the commencement of the sixth century
before Christ, the school of Sicyon was illustrated
by Dipznus and Scyllis, brothers, the most famous
of her ancient masters, and whose age forms an
era in the history of the ancient art, marking the
first decided advances towards the mastery of the

succeeding style. Their labours were in various
12
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materials, the most esteemed of marble; and the
praise of its application is shared betwixt them
and the Chian school. Statues by these artists,
in Parian marble, were admired in the .time of
Pliny, excited the cupidity of Nero, and are sub-
sequently described by one of the Christian fa-
thers, from the peculiar veneration in which they
were held. The style of sculpture had hitherto
been extremely dry and minute ;—a passion for
extreme finish, in preference to general effect, had
distinguished former masters. This taste had been
first introduced, and afterwards maintained, by the
limited resources of the artitself, by the mediocri-
ty of artists, and by the dress and ornaments of
the time. The hair arranged in undulating locks
or spiral curls, and sometimes little separate knobs,
was laboured as if to be numbered ; the drapery,,
disposed in the most rigid and methodical folds,
finished with painful minuteness; at the same
time the limbs and countenance retained much of
rude and incorrect form and tasteless expression,
but elaborated with the extreme of care. It is far
easier, and the common error, both of inferior ge-
nius and of an unskilful age, to bestow on parts
that talent and application by which a whole is to
be perfected. The fault of fastidious and useless
labour, with inaccuracy of general result, still at-
taches to the works of Dipznus and Secyllis, but
great melioration is also apparent : their execution
was much more free, the whole effect more power-
ful, the expression, if not more animated, more na-
tural, and the forms better selected and composed.
Colossal heads, now in the British Museum, of Her-
cules and Apollo, most probably of these masters,
afford an admirable illustration of these remarks,
E
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and of the style of art at this early period. The
fiftieth Olympiad shows all the necessary inven-
tions and principles of mechanical art fully known
and universally practised. Even so early as the
twenty-ninth Olympiad, an equestrian group had
been executed in'Crete by Aristocles ; all the pro-
per materials, and the methods of working them,
had long been discovered ; in the greatest single
work of these times, the shrine of Apollo at Amy-
clee, by Bathycles the Ionian, every description of
relief had been exhibited ; and lastly, improvement
had been fixed on such principles of taste and com-
position, as enabled succeeding efforts to carry it
forward.

The extent of country in which the art was now
cultivated, and the zeal evinced in the pursuit, cor+
responded to, while they increased, the improve-
ment of taste. Attention is now directed to a new
school, that of Magna Grzecia, which, (during two
thousand years,) bad been gradually rising into im-
portance and excellence. Its chief seats were at
Rhegium and Crotona in Italy, and in Sicily, Sy-
racuse and Agrigentum. In these, the artists first
practised in metal chiefly, afterwards in marble;
and were among the foremost to perfect iconic
statues,—a source of most decided advantage to
the art. Omitting farther enumeration, one of
these early masters, Dionysius of Rhegium, merits
to be mentioned as the first who composed a sta-
tue of Homer, erected about the twenty-seventh
Olympiad. This was an ideal bronze, in which
the traditionary resemblance had been preserved ;
and from this ancient original were taken those
portraits of the father of verse which are men-
tioned by Pliny as so numerous in his time, and of
which one or two exquisite examples still remain.
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Thus five centuries and a half before the Chris-
tian era, sculpture was practised with success
throughout the wide extent of Greece and her co-
lonies. During the former part of the sixth cen-
tury, however, Sicyon, whose school had added
to its ancient supremacy by the superiority of Di-
peenus and Scyllis, continued to send forth, in their
pupils, the most numerous and efficient artists.
Of these, the principal were Learchus, a native of
Rhegium; Theocles, Dontas, Doryclidos, and Me-
don, Lacedzemonians ; Tecteus and Angelion of
Delos, where they erected a colossal statue of
Apollo. At Rhegium, Clearchus was highly es-
teemed, and had a very flourishing academy ; while
at Agrigentum, Perillus rivalled the masters of the
parent schools. He cast the famous bull of Pha-
laris, afterwards carried off by the Carthaginians,
restored by Scipio, again the object of the cupidi-
ty of Verres, and of the praise of Cicero, whose
words, ille nobilis Taurus, prove that the skill of
those early ages has not been too highly appreci~
ated.

But the fame of all preceding sculptors has suf-
fered from the superior reputation of the two Chian
brothers; Bupalus and Anthemis, who lived 517
years B. . They were the first who brought to a
high degree of perfection the discovery of their
ancestors,—sculpture in marble. Both Greece and
Asia strove to possess their works, which were
equally numerous and excellent, and on which was
inseribed, not their own, but their father’s name
and their country’s, in the following verse: « The
sons of Anthermus will render thee, O Chios,
more renowned than thy. vines have yet done.”
The beauty of these works caused them to be
highly. valued in all succeeding ages, and they
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formed part of those masterpieces removed to
Rome by order of Augustus.

During the period of fifty-eight years, from the
sixtieth to the seventy-second Olympiad, and the
battle of Marathon, sculpture throughout Greece
was vigorously exercised, and with corresponding
success. At Athens, which, though distinguished
in the very commencement of our narrative, has
subsequently appeared in the back ground, Pisis-
tratus laid the foundation of that school whence
afterwards issued the new lights of the art. This
extraordinary man perceived and applied the pro-
per remedy to the poverty of Attica: He introdu-
ced manufactures and encouraged commerce ; and
while the true sources of political greatness were
thus opened, the more enviable supremacy of his
country was secured in the intellectual empire of
literature and the arts of elegance. Yet this man
has been termed, in the history of that very coun-
try, a tyrant, because he saved her from her worst
enemy, .the mob—miscalled free citizens—slaves
of their own passions, and agents in the hands of
demagogues. QOur own times are not without si-
milar prejudices. Mankind seem destined, in all
ages, to be the dupes of fears and of phantoms which
they themselves have evoked, and which distract
attention from real danger. Happy that state,
governed by rulers, who, like Pisistratus, will re-
spect the essentials of free institutions, who will
consecrate the resources of the state to promote
the national grandeur, and save the people from
themselves | Under his protection were assembled
the most esteemed artists of all descriptions: Of
sculptors, Eucharis was famous for the figures of
warriors in armour ; and Callon for statues of
bronze. - Callimachus is praised as master of all
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the arts of design, and in sculptural composition
had introduced a lightness and elegance before un-
attained.

In other parts of Greece, during the same inter-
val, were the following : Dameas, of whose works,
the statue of his compatriot Milo was the most
celebrated, and which the latter, among his other
wonderful feats, carried to the place of erection.
Polycletus, the first of the name, and his master
Ageladas, finished at Argos, their native city, the
statue of Cleosthenes in a car, soon after the sixty-~
seventh Olympiad, and one of the greatest works
yet undertaken, At Sicyon were the brothers
Canachus and Aristocles, whose two Muses were
esteemed the finest statues then known; and of
which, one is supposed to be the famous antique
now in the Barbarini palace. Ascarus, at Elis,
produced a Jupiter crowned with flowers; Me-
necmus and Soidas a Diana, afterwards placed in
the palace of Augustus. Menecmus was the first
who wrote on the principles of his art. The Dios-
corides of Egesias, contemporary with the Persian
invasion, have, by a misinterpretation of Pliny,
been assigned to the figures now on Monte Cavallo,
at Rome.

The victory of Marathon, B. c. 490, inspired
fresh vigour into the genius and institutions of
Greece. From this date, to the government of
Pericles, intervenes a period in moral grandeur,
the brightest, perhaps, in Grecian history. Of the
sculptors who then flourished, the immediate pre-
decessors, or early contemporaries, of Phidias, the
following were the chief: Onatas and Glaucias, of
Egina ; the one modelled an admirable statue of
Gelon, King of Syracuse; the other, an iconic
figure of Theagines of Thasos, four hundred times

E2
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victorious in the public games. Critias replaced
the statues of Harmodias and Aristogiton, the ori-
ginals having been carried off by Xerxes. Cala-
mis was still more renowned for his horses, which
were likewise iconic statues—a proof how early
nature was admitted as the only guide in every
department of sculpture. Pythagoras of Rhegium:
surpassed all his predecessors: his statues of En-
thymus and Astylas, conquerors in the Olympic
games, were masterpieces of form; and in expres-
sion, his Philoctetes exhibited deeper and truer-
sentiment than had yet appeared in any work.
The name of Pythagoras, indeed, is' closely asso~
ciated with the general advancement of the art,
as ranking among the inventors of that system of
proportion which, derived from nature, taught to
unite elegance with truth, and which invariably
guided the practice, while its perfection was im-
proved by the discoveries, of each succeeding mas-
ter. In the mechanical department, also, his man-
ner was more bold, firm, and graceful, in delicacy
of style being placed by Quintilian inferior only
to Myron, the last and the greatest of the early
school.

Myron, a native of Eleutherze, exercised his pro-:
fession chiefly at- Athens, of which he enjoyed the
citizenship. The decline of his life corresponds
with the early labours of Phidias: Myron thus
unites the first and second ages of Grecian sculp-~
ture, combining in his works many of the essen-
tial excellences of its perfection, with some of the
remaining hardness and defects of its -pupillage.
In adopting this chronology, we seem to reconcile
conflicting opinions both with each other and with
history. The principal works of Myron were in
bronze, and the most colossal in wood; conse-
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tuently, no original of his hand has come down to
modern times. -There can, however, be no doubt
that the famous Discobolos is preserved to us in
more than one antique repetition. Hence, and from
the writings of the orators and historians, a fair
estimate of his merits may be deduced. His com-
position was distinguished for energy, science, and
truth. Iconic statues he carried to a degree of
excellence and vigour, as in the portrait of Ladus,
unsurpassed in any succeeding age. The Bac-
chus, Erectheus, and Apollo, executed by order
of the state, were not less admired by the Athe-
nians; the last, carried away by Antony, was re-
stored to them by Augustus, in consequence of a
dream. His representations of animals were equally
admirable ; and seem, if possible, to have been
more universally praised, judging from the circum-
stance of no fewer than thirty-six laudatory poems
on the famous heifer being still extant in the An-
thology. Myron carried mere imitative art to its
utmost limits ; yet, in some of the minor details,
the dry manner of the first ages appeared. Sculp-
ture, as the representation of the external form, he
perfected ; but as an instrument of touching the
heart—of elevating the imagination—of embody-
ing sentiment, he proved unequal to call forth its
powers. He represented nature forcibly and with
fidelity, but without grandeur or ideal elevation.
An important approach, however, to just concep-
tions of abstract beauty, is to be perceived in the
principle which he is said first to have promulga-
ted,—that propriety in the separate parts was beau-
ty, or.that a work of art was beautiful as a whole,
according as the partial forms and proportions cor-
responded to their offices and to the general cha-
racter. This, in fact, is the essence of corporeal
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beauty, the highest refinement of material art ; and
assigns to form, independent of mind, the noblest
expression of which it is susceptible. This is the
utmost range attained by the genius of this the first
period in the history of art in Greece, and an ad-
mirable ground-work for the sublimity, and refined
perceptions of the beautiful, added in the era that
followed.

Casting a retrospect over the ages that have pass-
ed in review, how are we struck with the slow and
painful growth of human invention! The collect-
ive energies and discoveries of a thousand years
were required to rear the arts of Greece—not to
their perfection, but to the state where the first
decided approaches to it commence. Such is the
length of time from the first feeble glimmerings of
imitative art to the era of Dipznus and Scyllis,
Bupalus and Anthermus. The interval of forty
years occupied by these artists, from the fiftieth to
the sixtieth Olympiad, may be considered as ter~
minating the old, and introducing the new school.
The art was now in possession of all the means
and instruments, the correct application of which
bounds the aspirings and the praise of mediocrity,
but which merely become subservient to the aims
of loftier minds. During part of this period, also,
these means were industriously, and with daily
improving skill, employed. From this date to the
battle of Marathon, an interval of fifty-eight years,
improvement was rapid in every corner of Greece
and her colonies. Fortunately, also, the move-
ment then given to Sculpture was one of diffuse
activity, not an influence derived from, and sus-
tained amongst, a few leading minds, whose autho-
rity might thus have operated fatally, by binding
down to fixed and imperfect modes, the aspirings
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of future genius. This advantage was secured by
the number of independent states forming the Gre-
cian confederacy, a constitution, which, through-
out the whole history of ancient art, exercised the
most beneficial effects, both by preventing man-
nerism in taste, and by nourishing emulation.

The Persian invasion, the victories of Marathon,
Salamis, and Platea, awakened a new energy in
the moral character of Greece, infusing at the same
time into her institutions a vigour and a stability
before unknown. From the elevation she had now
attained among the nations of the earth, her ge-
nius rushed forward as from vantage ground. In
every field of mental enterprise, indeed, a certain
preparation had already been made, and in some
the best exertions had long been achieved. In
poetry a sublimity had been attained, which has
yet set at nought all succeeding rivalry. But in
that knowledge, and in those arts, which depend
less upon individual eminence, and more upon the
circumstances of the times, and upon a strong na-
tional interest,—in all those studies which embrace
numbers by their consequences or their success,
which demand the union of patient perseverance
with high talent, and finally, which pertain to the
business of public life, and require deep insight in-
to the nicer distinctions of human character—all,
from this happy era, with an almost supernatural
progress, attained maturity.

The opulence andsecurity, with theresulting con-
sciousness of power, and the love of elegance, which
followed the defeat of the Barbarians, proved espe-
cially propitious to the arts of sculpture and archi-
tecture. Ifin the former any doubt be entertain-
ed,what the difference of improvement was between
the artists who preceded and those who followed
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the age of Xerxes, we have only to recall the for-
tunes of the drama during the same heart-stirring
period. In the last of the 74th Olympiad, a. c.
489, or one year after the battle of Marathon,
ZEschylus placed the first wreath upon the solemn
brow of Tragedy. Not twenty years afterwards,

- the warrior bard was vanquished by his youthful

rival. Between the Prometheus of Eschylus, then,
and the (Edipus of Sophocles, we find as wide an
interval as is necessary to suppose between the
sculptures contemporary with the former, and the
productions of Polycletus or Myron.
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CHAPTER IV.

THE age of Pericles seemed marked out by for-
tune as a distinguished epoch in the history of his
country. The fine talents, also, and popular qua-
lities of this accomplished statesman, were admi-
rably adapted to turn to the best account the pro-
pitious circumstances of the period. To the fur-
ther progress of the fine arts, and of sculpture in
particular, preceding events, and their present con-
sequences, almost necessarily contributed ; while
the condition of the art itself was just fitted to re-
ceive the perfecting impulse. -

The energies of sculpture, likewise, were now to
be more directly concentrated in one parent school ;
which, while it especially adorned one seat, pre-
served yet the stirring rivalry of honourable emu-
lation, as being the common seminary of free and
independent states. The noble stand she had made,
her superior sacrifices and sufferings in the cause
of freedom, directed to Athens the sympathy and
deference of Greece. The prosperity, too, of her
political situation, was suitable to the support of
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this moral pre-eminence. Provided with means of
defence and of commerce, on a scale which seem-
ed to contemplate future empire, she was left by
Themistocles with ample resources—a noble field
of fame and recompense for the artist. He him-
self, satisfied with the useful, had cared less about
the ornamental ; but, among the little he did add,
were the lions, now at Venice, originally placed on
the entrance to the Piraus, in which fidelity of de-
tail, and grandeur of conception, have furnished to
us existing evidence of the skill of this age.

Great as they were, the mind of Phidias proved
equal to these external advantages. Possessing
that rarest and highest of all genius which is at
once creative and regular—learned, yet original,
he caught the inspiration of art in the most eleva-
ted range of the past, bringing in his own attain-
ments a sublimity and truth yet unequalled by all
that has followed.

This great master, the son of Charmidas, an
Athenian citizen, was born about the 72d Olym-
piad, or nearly 500 years before our era, and stu-
died under Eladas. His numerous works belong-
ed to three distinct classes : Toreutic, or statues of
mixed materials, ivory being the chief,—statues of
bronze,—sculptures in marble. - In this enumera-
tion are included only capital performances, for
exercises in wood, plaster, clay, and minute las
bours in carving, are recorded occasionally to have
occupied his attention. The beauty of these mi,
niatures was not inferior to the excellence of his
greater works ; at once sublime and ingenious, he
executed grand undertakings with majesty and
force, and the most minute with simplicity and
truth.
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“¢ Artis Phidiace toreuma durum
Pisces adspicis : adde aquam, natabunt.”.

¢t These fish are iv’ry—but by Phidias made :
From want of water only—seem they dead.”

Of the works belonging to the first division, the
Olympian Jupiter, and the Minerva of the Parthe-
non, colossal statues composed of gold and ivory,
were the most wonderful productions of ancient
art. The former, placed in the Temple at Elis,
was sixty feet high, in a reposing attitude, the body
naked to the cincture, the lower limbs clothed in
a robe gemmed with golden flowers ; the hair also
was of gold, bound with an enamelled crown ; the
eyes of precious stones ; the rest of ivory. Not-
withstanding the gigantic proportions, every part
was wrought with the most scrupulous delicacy ;
even the splendid throne was carved with exqui-
site nicety. The whole was finished before the
artist had obtained the direction of the public
works of the Athenians, in the 83d Olympiad, af-
ter a labour of ten years; the same date in which
Herodotus read the second part of his history, the
first regular prose composition that had been heard
at Athens.

About twelve'years laterwas executed the Miner-
va, of inferior dimensions, being only forty feet in al-
titude, but equal, if not superior, in beauty of work-
manship and richness of material, the nude being
of ivory, the ornaments of gold. A flowing tunic
added grace to the erect attitude of the goddess;
in one hand was a spear, upon the head a casque ;
on the ground a buckler, exquisitely carved, the
concave representing the giants’ war, the convex
a conflict with the Amazons, portraits of the art-
ist and of his patron being introduced among. the
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Athenian combatants—one cause of the futuremis-
fortunes which envy brought upon the author. On
the golden sandals was also sculptured another
favourite subject, the battle of the Centaurs, prai-
sed by historians as a perfect gem of minute art.

Such admiration attached to these two works,
that they were regarded as ¢ having added majes-
ty to the received religion,” and it was esteemed
a misfortune not to have been able, once in a life-
time, to behold them. Yet judged according to
the true principles of genuine art, theirs was not a
lJegitimate beauty. It does not excite surprise,
then, to learn that Phidias himself disapproved of
the mixed effect produced by such a combination
of different substances, nor will it appear presump-
tion here to condemn these splendid representa-
tions. It is not sufficient that a work of art does
produce a powerful impression—it is indispensable
to its excellence that the means employed be in
accordance with the principles and the mode of
imitation. Now, in the compositions just descri-
bed, exposed as they were to the dim light of the
ancient temple, and from very magnitude imper-
fectly comprehended, the effects of variously re-
flecting surfaces, now gloom, now glowing of un-
earthly lustre, must have been rendered doubly
imposing. But this influence, though well calcu-
lated to increase superstitious devotion, or to im-
press mysterious terror on the bewildered sense,
was meretricious, altogether diverse from the so-
lemn repose, the simple majesty of form and ex-
pression, which constitute the true sublimity of
sculptural representation.

Statuary, or the art of casting in bronze, as the
term was used by the ancients, Phidias carried to
unrivalled perfection. The Amazon, the Minerva,

-
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at Lemnos, and in the Acropolis, were considered
as the masterpieces in this department. The last,
called the Minerva Polias, was of such majestic
proportions, that the crest and helmet might be
discerned above the battlements of the citadel at a
distance of twenty-five miles, pointing home to the
Athenian mariner, as he rounded the promontory
‘of Sunium. Of these and other works, descriptions
alone remain; we are consequently indebted for
our positive knowledge of his style and principles
to the marble sculptures of Phidias, in which de-
partment numerous admirable performances of his
hand have also perished ; but we have here an ad-
vantage in the possession of undoubted originals
denied in every other instance.

Of the scholars of Phidias, the most esteemed
were Alcamenes the Athenian, and Agoracritus of
Paros. Their real merit, however, is matter of un-~
certainty, since their works are reported to have
been retouched by their master, who was likewise
in the habit of inscribing his statues with the names
of his favourite pupils. - Indeed, the sublime style
perfected by Phidias seems almost to have expired
-with himself—not that the art declined, but a pre-
dilection for subjects of beauty, and the softer gra-
-ces, in preference to more heroic and masculine
character, with the exception of the grand relievos
on the temple of Olympia, may be traced even
among his immediate disciples. Among his con-
temporaries, indeed, Polycletus, the second of the
name, has been by some placed equal in grandeur
-of style, while by others he has been described as
unequal, to the majesty of the great Athenian. Po-
lycletus himself appears to have decided the con-
troversy, by showing, from the selection of his sub-
jects, that his genius carried him to the imitation
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rather of the beautiful than the great. His most
celebrated performances were the statues of two
youths, both nude, the Diadumenos and the Deo-
ryphorus, so called from their action of binding
the head with a fillet, and bearing a spear. The
latter formed the famous ¢ canon” from which, as
from an unerring standard, all succeeding artists,
even Lysippus, borrowed their proportions. Among
contemporaries, also, a most distinguished station
must have been occupied by Ctesilaus, since he
contested with Phidias and Polycletus the public
prize of merit for a statue to be dedicated in the
temple of the Ephesian Diana. To this artist is
erroneously ascribed one of the finest specimens of
art now in existence, miscalled, but best known
as, the Dying Gladiator, and which, more than any
“other ancient example, discovers the most profound
knowledge of the internal structure of the human
frame.

From the banishmentand death of Phidias, which
occurred some time before his patron died of the
plague, in the last year of the eighty-seventh
Olympiad, the history of art is carried forward
through a period, one of the most stormy and un-
settléd in the Grecian annals. He beheld the com-
mencement of the Peloponnesian war, an event, in~
.deed, Pericles is accused of having at least hasten-
ed, in order to screen his rémaining friends from
those accusations of which the sculptor had been
the guiltless victim. During thirty years of hostile
commotions, the arts flourished with almost unim-
‘paired vigour, except that, towards the close of the
-contest, sculpture, which had naturally participa-
ted in the fortunes of Athens, suffered a decline in
this its capital school. The spirit of the age gene-
.rally, however, united with the sentiment of hos-
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tility a more generous rivalry in excellence of every
kind. The grand and beautiful in art continued to
be followed and admired, while, amid the conten-
tion of arms, eloquence began to attain that ner-
vous elegance which yet renders attic oratory the
finest model of deliberative procedure. Even the
less friendly interval which followed the establish-
‘ment of the iron rule of Sparta—the ruin of the
milder and more splendid dominion of Athens—
and, more disastrous still, the war kindled by the
ambition of Thebes, with the variousisolated strug-
gles arising out of these leading events, appear to
have produced no material degradation in that he-
roic style, whose lofty character harmonized with
the strong excitement of contests for freedom or
empire.

Of the artists who adorned this stirring era, the
names of nearly fifty, with descriptions of certain
-of their works, have been handed down in the in-
cidental notices of contemporary history, or in the
‘more detailed accounts of Pausanias, Strabo, and
Pliny. Naucydes was author of that beautiful fi-
gure holding a discus, and measuring in his own
mind the distance, of which antique copies remain,
admired for fine position, sweet variety of con-
tour, and unaffected expression. Patrocles exe-
cuted in bronze the statues of thirty-one command-
ers at the battle of ZEgospotamos. Leochares,
Bryaxis, and Timotheus, assisted: in the erection
of the tomb of Mausolus, where Scopas, superior
to all others mentioned, presided. ' Thus his age
is fixed about the 102d Olympiad, or 370 =. i.
To the chisel of this eminent artist is ascribed the
Townley Venus, or Dione, now in the British
Museum, as also the group of Niobe at Florence.
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.surpassing merit of the works we are considering.
Exquisitely delicate in the minute, in the grand,
the style is bold, vigorous, and flowing. Their
-author, to use the language of antiquity, united
the three characteristics of truth, grandeur, and
minute refinement; exhibiting majesty, gravity,
breadth, and magnificence of composition, with a
practice scrupulous in detail, and truth of indivi-
dual representation, yet in the handling rapid,
broad, and firm. This harmonious assemblage of
qualities, in themselves dissimilar, in their results
the same, gives to the productions of this master
an ease, a grace, a vitality, resembling more the
spontaneous overflowings of inspiration than the
laborious offspring of thought and science.

The attentive study of the remaining labours of
Phidias, and, fortunately for the arts of Britain,
their final abiding place is with us, will supply a
criterion by which to estimate the principles of
the beautiful in execution, and of the ideal in imi-
tative art, as exercised among the Greeks in the
most splendid period of their refinement, and will
prove guides by which we may emulate, perhaps
equal, our masters.

In all that merely meets the eye, the marbles
of the Parthenon display the finest keeping, with
the general nobleness of their intellectual charac-
ter. But the execution is perfect, simply because
the composition is so. It comes not forward as an
independent merit. Its exquisite mechanism ope-
rates without obtruding. Unseen and unfelt amid
the intelligence it conveys, it is finally noticed as
an harmonious element of a perfect whole, and
only then calls forth an especial admiration. The
finish is high, and even delicate, because the ex-
treme beauty and correctness of the design re-:
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quired to be rendered with corresponding elegance
and ease. The chiselling is at once detailed and vi-
gorous, harmonizing with attitudes and expressions
full of vivacity, natural grace, and dignity. = The
touch is broad, the forms decided—the marking
deep and firm, according with and increasing’ the
general grandeur of conception. The style of de-
sign, indeed, is, in the strictest acceptation, learn-
ed, the parts being pronounced with a decision and
truth unequalled, we are almost inclined to say, in
any other remain of antiquity.

The ideal of Phidias is derived -entirely from
nature, as the true ideal of art must ever be.
Much has been said respecting the import of this
term among the ancients; and the words their
writers have employed in speaking of this very
master, have been construed into meanings not on-
ly inconsistent with, but subversive of, the princi~
ples of genuine excellence. If, by the divine ar-
chetypes which he is reported to have followed, be
implied, that he copied after ideas not existing in
nature—living and tangible nature, the breathing
works before us attest, that whether ancients or
moderns, these critics speak with more zeal than
knowledge. In the Elgin marbles, every concep-
tion deeply participates of human sentiment and ac-
tion, so intimately does the representation belong
to reality, that every form seems, by the touch of
enchantment, to have become marble in the very
energies of its natural life. This happy effect
of truth, however, does not arise from the imita-
tion of common, that is, of imperfect types; nei-
ther is nature the only real object of art, viewed
through any medium of fancy, nor imitated ac-
cording to conventional or imaginative principles:
The artist has only looked abroad upon all ex-
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istence, refining partial conceptions and limited
modes by the unerring and collected harmonies of
the whole. The true ideal, then—the ideal of Gre-
cian sculpture, as beheld in these its sublimest
productions, is but the embodied union of what-
ever of beauty and perfection still lingers among
the forms of nature viewed universally—free from
individuality or accident. Truth is thus the pri-
mary constituent of the ideal. Beauty is the per-
fect expression of this truth, agreeably to the most
unblemished and purest models which general na-
ture presents. In this union of collective excel-
lence and individual verisimilitude, the mind feels,
and at once acknowledges, a power of awakening
and reflecting its own truest, best sympathies.
These principles are unfolded in their purest ele-
ments ; and the modes of accomplishing this union
distinctly traceable by careful observation on the
style of Phidias. Theforms are, in the first place,
composed withthemost correct, but unostentatious
science; hence the freedom of their movements, the
ease of their attitudes, seeming to possess the same
capabilities of momentary action as the living mo-
dels. In this anatomical knowledge, too, as actually
displayed, there is a truly admirable simplicity : the
bones and muscles are, indeed, pronounced with
a firmness rare in antique sculpture, whence chief-
1y arises the wonderful elasticity of the figures.
All this is unaccompanied with the slightest exag-
geration ; the divisions being few, and masses large,
the eye runs sweetly along the general forms, yet
finds wherewithal to be delighted in resting upon
details. This absence, or rather this unobtrusive-
ness, of all pomp of art, throws over the whole an
air of reality and of unsophisticated nature. But
-with these essential qualities of merely imitative art,



f. SCULPTURE. 71

are united perfect symmetry, the most harmonious
contours, grand composition, themost refined taste,
and noble expression. This causes every figure to
respire an heroic and elevated character. Hence,
we perceive, that to base ideal upon imitative art—
to address the imagination by grandeur of design
and perfection of form, while he appealed to the
judgment by fidelity of detail and correctness of
resemblance—have formed the objects of this great
sculptor. The relations under which truth and
imagination produce results at once grand and in-
teresting, he has carefully studied and successfully
rendered. Hence, while the general composition
breathes the loftiest spirit of ideal or possible excel-
lence, the means by which the sentiment is render-
ed are received from individual nature, expressed
simply, and without artifice. In this happy and un-
obtrusive union of nature and imaginatton, in this
continually remounting, without convention or os-
tentation, to the eternal sources of natural truth
and beauty, Phidias displays the real sublimity of
art, and stands unrivalled among the masters of
the ancient world.
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CHAPTER V.

Trr progressive change in sculpture, from a
style of severe and simple majesty, to one of more
studied elegance and softer character, already no-
ticed as having commenced even in the lifetime of
Phidias, received its full developement under those
masters who adorned the beginning of the Mace-
donian empire. Various political and moral causes,
without decline of talent, might have contributed to
this change, which is not even so great, while it
corresponds with, the contemporary revolutions
which, from similar origin, took place in manners
and literature, in the opinions and usages of the
times. ‘The annals of no nation, also, can boast a
distinguished succession of names, eminent in the
exercises of the very highest genius. Sublimity is,
in its own nature, a more simple sentiment than
beauty, and the sources whence it springs infinite-
ly more limited. If, then, we find the true sub-
lime in Grecian sculpture confined to almost the
age and the labour of one man, is this to be won-
dered at, when the same is the case, not only in

10
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their poetry, an art far more abundant in resour-
ces, but in the poetical literature of every people ?
The sculptors, then, who followed the era of Pe-
ricles to the death of Alexander, can be called in-
ferior to Phidias, only in the same sense as the
poets who succeeded will be termed inferior to
Homer. In both instances, the change was but
the application of principles which in their es-
sence could not vary, the subjects requiring a
modification of certain distinguishing qualities.

But an opinion opposite to this is more com-
monly entertained, namely, that not till the im-
provements of Praxiteles and Lysippus, was an-
cient art perfectly free from the rude and harsh of
that early taste. A glance, however, either to the -
Greek historians, or especially to the remaining
labours of Phidias himself, is more than sufficient
to show how utterly without foundation is this
censure ; and that no other man has united in his
style more of the highest excellences. It is, in
fact, this union which truly constitutes beauty
in sculpture, whose sources of pleasing and of
moving, being new, and derived only from the es-
sential elements of design, form, and expression,
admit of separation or imperfection with peculiar
disadvantage. If we examine the Elgin Marbles
in regard to those qualities considered as especial
constituents of the beautiful, we shall find how
slight indeed could be succeeding additions.
More seductive grace, an air more elaborately re-
fined, may have been given to the, female statues
of Praxiteles ; but for that perfect beauty, which
arises from including the essentials of excellence in
the most liberal proportion, we search successfully
in the labours of Phidias alone.

G 3
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The views now taken of Grecian sculpture, in
which we have divided the subject into three
schools, are thus proved to be correct. Two of
these have already been examined ; the old school,
which brought material art almost to perfection,
retaining only a degree of constraint; but wanting
the expression of mind; the Phidian, or sublime
school, in which the genius of art soared to its
loftiest height. The third is now to be considered,
which, from the prevailing character of its princi-
pal works, has been rightly termed the School of
the Beautiful.

The discussions which have been so warmly
agitated regarding the true era of this school, seem
entirely gratuitous. It is acknowledged, that the
greatest masters of whom this latter age could
boast, were Praxiteles and Lysippus, contempo-
raries, and both highly esteemed by Alexander
the Great. Coeval, then, with the commence-
ment of the career, and during the brief empire, of
this prince, is to be placed the brightest period in
this last display of the arts and genius of Greece.
Many external circumstances concurred, with the
encouragement given by Alexander himself, to
render his reign propitious to refinement, science,
and letters ; while a reaction of opposite influences,
on his death, closed with that event both the pro-
gress of higher improvement, and even the pros-
pect of long retaining the knowledge possessed.
In sculpture, particularly, a visible decay of talent,
and a neglect of the exercise, soon after follow.
Indeed, Pliny decidedly says, that art from thence-
forth ceased,—deinde cessavit ars. This expression
must be understood in a limited sense : there is
no doubt, however, that the causes of decline,
whose consequences wealth, the complexion and
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renewed energies of the times, had retarded, were
then recalled into more direct activity.

Praxiteles, born about the 104th Olympiad, or
364 B. c.; was a native of Magna Grecia, but of
what town is uncertain. From preceding remarks
it will appear, that in praising him as an original
inventor,—the discoverer of a new style, writers
very generally have mistaken the influence exer-
cised by his genius upon the progress and cha-
racter of sculptures - Finding the highest sublimi-
ty in the more masculine graces of the artalready
reached ; perceiving, also, that the taste of his age
tended thitherwards; he resolved to woo exclu-
sively the milder and gentler beauties of style.
In this pursuit he attained eminent success. None
ever more happily succeeded in uniting softriess
with - force;—~-elegance and refinement with sim-
plicity and purity : his grace never degenerates
into the affected, nor his delicacy into the artifi-
cial. He caught the delightful medium between
the stern majesty which awes, and the béauty
which merely seduces,~between the external al-
lurements of form, and the colder, but loftier,
charm of intellectuality. Over his compositions
he has thrown an expression spiritual at once and
sensual ; a voluptuousness and modesty which
touch the most insensible, yet startle not the most
retiring.

The works which remain of this master, either
in originals or in repetitions,~~the Fauns=sthe
Thespian Cupid, in the Museum of the capitol,~=
the Apollino with a Lizard, one of the most beau-
tiful; as well as difficult, specimens of antiquity,
abundantly justify this character. Of the works
that have utterly perished, the nude and draped,
or Coan and Gnidian Venus of Praxiteles; fixed
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each a standard which future invention dared
scarcely to alter. Indeed, he appears to have been
the first, perhaps the sole master, who attained the
true ideal on this subject, in the perfect union of
yielding feminine grace withthe dignity of intellect-
ual expression. The Venus of Gnidos, in her re-
presentative the Medicean, still ¢ enchants the
world,”
—and fills

The air around with beauty : we inhale

The ambrosial aspect, which, beheld, instils

Part of its immortality ; the veil

Of Heaven is half withdrawn ; within the pale

‘We stand, and in that form and face behold

‘What mind can make when nature’s self would fail.

Lysippus of Sicyon the younger, contempo-
rary and rival of the preceding, appears to have
wrought only in metal. Accordingly, in com-
paring him with Phidias, Aristotle employs dis-
tinctive terms, which both point out this fact, and
would alone settle the needless dispute, whether
the latter wrought in marble. Of the 610 works,
an incredible number, ascribed to Lysippus, not
one survives; for the Venetian horses originally
brought from Chios, by Theodosius the younger, to
Constantinople, and thence removed to St Mark’s
in 1204, are unworthy of the artist’s reputation.
‘The bust at Portici requires also to be authenti-
cated, though of superior merit. Born in the low-
est walks of life, Lysippus was, in a great mea-
sure, self-taught, and commenced his studies
where the art itself had begun,—with nature.
Though a perfect master of beauty, his style ap-
pears to have been distinguished by a more mas-
culine character than that of the age. He was
emulous of reviving the grave and severe gran-
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deur of the preceding school. This predilection
his subjects and materials would cherish, if not
produce. Colossal and equestrian statues of war-
riors. in bronze; demanded a forceful and vigo-
rous composition, with sober and dignified expres-
sion. The Tarentine Jupiter, sixty feet high, was
in magnitude equal to any undertaking in the an-
cient world ; and twenty-one equestrian statues of
Alexander’s body-guard, who fell at the Grani-
cus, would alone have sufficed for the labour of
years to an ordinary artist. But not only in great
works was Lysippus famous ; many of the most
beautiful and delicate description are recorded.
His finishing was exquisite, his imitation of nature
faithful ¢ as truth itself,” and he especially excel-
led in the knowledge of symmetry. He was so
great a favourite with Alexander; that to him
‘alone permission of casting the prince’s statue was
granted ; and it may serve to prove how justly
this admiration of his own age was deserved, that
centuries after; even the monster Tiberius trem-
bled in his palace at an insurrection of the Roman
people, occasioned by the removal from one of the
-publi¢ baths of a figure by Lysippus.

During at least forty years from the death of
Alexander, the school founded and presided in by
these two masters would preserve undiminished
the beauty of the art. The latter was still alive
on the death of the Macedonian prince, in the last
year of the 114th Olympiad, or 324 8. c.; while
Praxiteles sutvived to the 123d Olympiad. If;
again, we consider the pupils immediately deri-
ving their science from these great men, the pe-
riod may be extended during which Greece could
‘have produced sculptors not unworthy her ancient
glory. When we contemplate also her condition

G2
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in other respects, never had she exhibited a more
numerous or a more imposing assemblage of intel-

lectual worthies. Surely, then, the death of a
“despot could not have wrought so fatal and so im-

mediate’'a decline in the means and faculties of
buman genius. No! But the consequences of that
event destroyed an artificial system, and dried up

factitious streams of prosperity, which for a time

had supplicd or concealed the absence of those
healthful and constitutional currents, whence was
circulated, throughout the whole of Greece, the
very life-blood of her glory and her greatness. Had
liberal institutions been then restored; had the
moral vigour of her better days reappeared, even
amid wars and revolutions—in such struggles they
had been reared—her genius and taste, her letters
and arts, would have survived. These were in-
nate in the constitution of her free states. The
last, in particular, formed at once a means and an
end in her popular governments. Springing up an
ornamental blossom amid the sterner and the no-
bler fruits of liberty, they withered as independ-
ence decayed.

We would not be understood as here maintain-

"ing a respectable and amiable, but unfounded theo-

ry, that the fine arts have never flourished except
under popular governments, nor that they ceased
with such forms in Greece. In this, more than in
any walk of genius, is the active encouragement of
the supreme power indispensable to excellence.
But never can the arts of taste flourish in true
grandeur, where patriotism and popular feeling are
not the paramount, or at least the apparently para-
mount, principles of the times, and source of their
peculiar cultivation. The arts themselves must
be essentially free ; they must likewise derive their
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quickening inspiration from a national sentiment of
interest and of country. Pisistratus and Pericles,
we have seen, while rulers of Athens, were but
superintendents of the arts, in their application to
public purposes, in unison with public will, and in
obedience to public approval.. Even Phidias pre-
pared with trembling anxiety to receive the award
of merit from the voice of his fellow-citizens ; and
only on the supposition that they were to undergo
the ordeal of a close inspection before being placed
in their destined situation, can we account for the
exquisite finish of the Elgin Marbles, even in parts
not exposed to the effects of climate. Only when
the purity of  this source of honour was contami-
nated, did art fall, never to rise again. = Not till
every institution belonging to the republican ages
of Greece; not till every sentiment of a generous
kind had been trampled upon ; not till the Olym-
pic games. ceased,—till the physical education and
martial exercises of the youth were neglected,—
till the arts, separated from national polity, became
dependent on the caprice of individuals,—till there
was no longer public spirit nor patriotic feeling ; not
till all that creates and endears the name of coun-
try had sunk beneath a foreign yoke or domestic
thraldom, did Greece cease to produce artists.
Again, the period of this decline extends through
nearly two hundred years, from the dismember-
ment of the Macedonian empire, to the final re-
duction of Greece into a Roman province. This
space of time, in regard to the eras of Sculpture,
has been variously and too minutely divided. Each
favourable turn of circumstances enabling the art
to recover a little, has been exalted into an epoch.
Into these details it needs- not to enter. From
the death of Praxiteles, or at least in the school of
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his own and the pupils of Lysippus, as Cephissd=
dotus, son of the former, Tauriscus, Eubolus, Pam-
philus, Polyceutus, Agasias, and others, it doés not’
appear that original works of magnitude or beauty
were produced. After this the labours of artists
seemn to have been confined to copies of the works
of the older masters, and chiefly to making repeti=
tions in marble of the ancient bronzes. To this pe-
riod belong many of the antique marbles now re-
maining. Pliny, indeed, though not with strict
cotrectness, considers that Sculpture lay dormant
during one hundred and twenty years, from the
120th to the 150th Olympiad. The Achaan
leaguie, and the expiring efforts of Greece un-
der the last of her heroes, Aratus and Philopze-
men, inspired a degree of vigour into her intellecte
ual exertions. Of these warriors; contemporaty
statues are noficed by Pausanias; and the latter
is reported to have excelled in painting. But the
ZEtolian war broke for ever the ties of country, and
the sa¢rediiess of national glory. Temples were
therein first desecrated;—statues and paintings de-
faced in Greece, and by the hands of Greeks. If,
duting the same era, we direct our attention to the
guccessors of Alexander in Egypt and Asia; we
find letters cultivated in preference to art; or, where
Sculpture is patronised, as at the courts of the Pto-
lemies and the Seleucida, the cultivation of a taste
between Grecian and barbarian only hastened the
progress of corruption. One bright interval yet
arose in the parent seats of refinement, upon the de-
claration, by the Romans, of freedom to the states
of Greece. Sculpture, for more than thirty years
of apparent liberty at least, and of real repose, was
exercised with considerable success by the masters,
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