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PREFACE

Tue purpose of this book is to provide something in the nature of
a general introduction to the art and antiquities of the Christian East,
which, until the publication of Prof. Diehl’s admirable Manwel davt
bysantin, had not been treated in a single volume incorporating the
results of recent investigation! The work was almost finished when
the Manuel appeared, and had it not been that the arrangement which
I had adopted was different from that of Prof. Diehl, I might have
hesitated to proceed further. But, upon consideration, it seemed that
there was still room for a volume like the present, in which the attempt
has been made, by means of copious references, to indicate exact sources
and acquaint English readers with the latest Continental research. At
one time I had contemplated ineluding Architecture, the exclusion of which
is assuredly a matter for regret. But, on the one hand, the material most
nearly connected with my own studies alone bade fair to exceed the limits
of a single volume; on the other, it seemed clear that the Mistress Art
could only be treated in an adequate manner by one brought up in her
tradition or admitted to it in virtue of a wide practical experience. I can
lay claim to neither advantage, and therefore abstain from a task beyond
my powers, hoping that the issue of this book may suggest to some
qualified scholar a volume restating those architectural problems of which
the importance is paramount to the study of Byzantine art.

The bulk of the book consists of plain descriptions based upon the
work of the chief authorities and intended for reference rather than for
continuous reading. Two introductory chapters have however been placed
at the beginning, and two chapters on special subjects at the end, while
each main division has a short introduction of its own. It is hoped that
these additions may make the contents of the several sections more intelli-
gible, and perhaps mitigate in some degree the austerity of a method
which follows the unbending lines of a directory.

The period covered is that between the fourth century and the close
of the fifteenth; it is, roughly, the duration of the Byzantine Empire.
But the limits have not been very strictly drawn; many things have been
considered which are not °Byzantine’, some which are not even East-

I M. Ch. Bayet's Art byzantin is favourably known to all students of Byzantine art, bt
it is restricted in size and in the number of its illustrations. M. Gabriel Millet's chapters on
Bvzantine Art in A, Michel's Hisfaire de I' Avf have nol been separately printed.
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Christian in their origin. Of the term Byzantine, I have said something
at the beginning of the first chapter: the word is adopted on the title-
page, and retained in other places, rather by sufferance than by predilec-
tion. For the present it seems almost indispensable, as the one adjective
which is individual and suggestive of an atmosphere ; if it suggests either
too little or too much, it is possible for each to protect his orthodoxy by
his own reservations, and there is so much essential work waiting to be
done, that it seems idle to waste time over a point of terminology. In the
discussion of works of art ereated during more than a thousand years,
questions arise which are necessarily controversial or unripe for final
settlement. In some cases I have been content merely to state opposing
theories ; where I have taken a side, I have endeavoured to do justice to
the views not adopted, The opinions given on many problems are admit-
tedly tentative, and liable to revision in the light of new research. Such
are those regarding the mutual influence of Byzantine industrial art and
that of Central or Further Asia, which may prove to require modification
when we have before us the full material gathered by the British, German,
and French expeditions to Turkestan. Other questions of pre-eminent
interest to Byzantine studies, though not direetly within our scope. have
only received incidental mention ; among these are the genesis and affinities
of the earlier Mohammedan or Saracenic art, a subject fortunately now
in the forefront of inquiry.

Of the numerous defects which mar the scheme of the book as origi-
nally eonceived, I am but too well aware. There are slmi*tcuming& in
interpretation ; faults of proportion: sins of omission and commission,
including, 1 doubt not, inaccuracies meriting hard censure. Complete
success in such an undertaking as the present is for those who are masters
of their time; who are able to pursue and classify new developments
without delay, and at leisure co-ordinate old and new into an organic
whole.  For myself, I soon realized that the ideal of ineluding everything
was beyond possibility of attainment: the multitude of facts was too
great, their mass too ponderouns. And yet, compared with others which
could be mentioned, this is a restricted field. The lot of one who in our
time would keep abreast of any progressive subject grows more arduous
year by year; to-day we at least skim a profuse literature; our suc-
cessors to-morrow will employ professional digesters and trained artists
in abridgement—content themselves with the prefaces and titles of the
unnumbered books which shall be written. The tide of printed matter
Hlows so strongly that only the determined student can make head against
it, happy if no rpikvpla from the unknown deep break at the last moment,
and confound the nice order of his argument. For even while a work
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is in the press, the processes of supersession go on,! and many a book
at the moment of its birth is already in some measure out of date. I
cannot pretend to have always stemmed the flood which pours out of
the European press, but if T must admit a partial failure, I have not
succumbed without a struggle: the references with which the following
pages are loaded bear witness at least to a pertinacity of resistance. I
have availed myself of sources published in all the countries active in
Byzantine studies, not forgetting those Russian hooks which are often
of the first importance, but, through expression in a difficult tongue, too
frequently inaccessible to English students. I cannot pretend to have
seen with my own eyes all the monuments described, but I have made
acquaintance with considerable numbers as my opportunities have allowed.
I have visited the great museums, including those at Constantinople and
(Cairo, and many libraries and churches ; by travel in Italy, Sieily, and
Cyprus, I have endeavoured to learn something at first hand of the
mosaie art.

The numerous blocks in the text are intended to show the character
of the monuments and objects discussed in the several chapters. It was
impossible that they should be exhaustive, or that they should provide
the minute detail which may be expected in a monograph, but they should
enable readers without access to large libraries to form some notion of
the art which they represent.

My general obligation to contemporary writers must find acknowledge-
ment in the Index of Authorities. The debt to the earlier writers is taken
for granted; their names oceur in references in the text, but have not
swelled the proportions of the index. With the exception of Mr. Warwick
Wroth, who has treated the coinage of the Byzantine Empire, British
writers on East-Christian archaeology have chiefly been concerned with
architecture.? Of scholars in other ecountries to whom I have owed most,
I may mention: in France, Bayet, Diehl, Millet, and Schlumberger: in
Germany, Haseloff, Krumbacher, and Wulff’; in Austria, Wickhoff, Riegl,
and Strzygowski the most indefatigable of pioneers; in Italy, Munoz and
Venturi: in Greece, Lambros, Antoniades, and Papadopoulos Kerameus:
in Russia, Ainaloff, Riedin, Schmidt, Smirnoff, and, above all, Kondakofi,
who in a long career has touched all branches of a complex subject, and
none withont distinetion. The Byzantinische Zeitschrift and the Vizain-
tieski Vremennik have throughout been unfailing sources of instruction.

! To quote a simple instance: M. V. de Griineisen’s important book on Sta Maria
Antigua has appeared while the present work was in the press.

? Especially Prof. W. R. Lethaby, Mr. R. W. Schultz, Miss . L. Bell, and Dr. E
Freshiield.
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More particular acknowledgements are due to the Trustees of the
British Museum for the use of numerous blocks employed in the Catalogue
of Early Christian and Byzantine Antiquilies, and the Guwide to the
same subject; to the Society of Antiquaries of London for permission
to make electrotypes from blocks in their Avchaeologin and Proceedings
to Sir Gaston Maspero, Chief of the Service des Antiquités in Egypt,
for the loan of blocks from Prof, Strzygowski's Catalogue Koptische Kunst,
written for the Cairo Museum; to M. Gustave Schlumberger and his
publishers MM. Hachette, for permission to borrow illustrations from
L’ Epopée byzantine aw X™* Sicele; to the Imperial Academy of Sciences
at Vienna for leave to reproduee two illustrations, after Herr Mielich's
drawings, in the publication Kusejr "Amra, by Dr. A, Musil, Prof. Kara-
haéek, and others; to Mr, N. H. J. Westlake for numerous blocks from
his History of Design in Mural Painting; to Mr. Quibell for the kind
gift of photos from Saqqara; to Mr. Henry Wallis for photographs made
for him in Rome by permission of the Librarian of the Vatican, of textiles
from the Sancta Sanctorum; to Dr. J. Hampel for photos of enamels in
the Museum at Budapest: to Prof. Mare Rosenberg for photos of objects
in the Treasury of 5. Marco at Venice: and to Messrs. Methuen for the
use of several photographs prepared for the illustrated edition of Gibbon's
Decline and Fall. Lastly, my especial thanks are due to the Delegates
of the Clarendon Press, by whom publication has been made possible;
to M. Gabriel Millet for most kind assistance in procuring photographs
from the negatives in the Collection des Hautes Etudes, generously placed
at the disposal of students from all countries: and to my ecolleagues
Mr. J. A. Herbert and Mr. G. F. Hill, the former for reading the proofs
of the chapter on MSS,, the latter for going through almost the whole
book, and aiding me at all times by encouragement and advice,

0. M. D.

Bririsa Musguw,
October, 1911.
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CHAPTER 1
INTRODUCTORY : GENERAL CONSIDERATIONS

It must be a subject of eonsideration to any writer on the archaeology
of the East-Roman Empire whether to retain or discard the long-familiax
epithet * Byzantine’. In recent years the term has been employved more
cautiously than heretofore, for reasons which may not be lightly dis-
regarded. It seems to infringe the rights of syria, Anatolia, and Ea'-f.“'l” ;
it concedes to the city of Constantinople an artistic hegemony which she
did not at first possess; it gives no hint of the debt which Byzantinm
owed to the non-Christian East beyond her frontiers. On the other hand.
it has the merits of terseness, and of conseeration by long usage, while the
difficulty of finding a satisfactory substitute has necessarily favoured its
survival.  Hast Roman, Later Roman, Romaic, may be preferable in
political history, but in the history of art they are misleading. They lend
the city of Rome a predominance even less easily justified than that which
‘Byzantine' lends to Constantinople ; they too are question-begging
epithets. The most practical course is perhaps to retain the familiar word
with reservations, for the earlier period restricting it as far as possible to
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2 INTRODUCTORY : GENERAL CONSIDERATIONS

that which is direetly associated with Byzantium, for the later allowing it
a wider eonnotation. Where the term is ambiguous or nln'irnlh]}' Imils-

Fig. 2. Interior of Sta Sophia, l"--||:~[;|,p||_i|||-it]|_-_ :\h'-,'-l.:;uh and Joaillier.)

leading it is often possible to substitute the paraphrase East-Christian,
which, colourless though it is, may negatively serve a useful purpose.

The antiquities ol the Christian East have achieved l't*m:l;,:llitillll Very
late in the history of art, thongh they were :l!l'l‘.'l,rl:,‘ in some degree familiar
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to scholars and travellers four hundred years ago. But the Renaissanee

rejected them; from the first they were displaced in the favour of an
awakening Europe by the monuments of pagan civilization.!  There seems
indeed something of ingratitude in the exclusive zeal of the Renaissance
for Roman remains and the literature of pagan Greece, when the Christian
East had done so much for mediaeval Italy, and the work of Byzantine
painters had proved so useful to the veviving art of Tuscany. But in that
hour of revival all that bore the style and fashion of mediaevalism was
flung aside as an outworn garment: men were aggrieved at the mere
thought of old routine, very impatient of austerity, and of what they
deemed unnatural restraints. What were the pomps of the Byzantine
princes to the victories of Julius, or the homilies of Gregory of Nazianzus
to the new-found dialogues of Plato? Old Rome regained from the East
the empire which she had lost more than a thousand years before ; first
Italy and then Europe called with an insistent voiee for the literature and
the art of paganism. Against that demand the mediaeval spirit of the
Eastern Empire availed nothing ; its artists lost their influence ; its men of
letters kept in favour by teaching the elassies of antiquity. Even if the
Italians of the fifteenth century had known that art of the Christian East
with which travel and exploration have made us now acquainted, the
revulsion of feeling had risen too high to permit a just appreciation. If
Mantegna had seen the frescoes of Mistra, would he have painted one Roman
triumph the less?  If Alberti or Michelozzo had studied the ehurehes of the
East, would they have found in them an inspiration more powerful than
that which came to them from more ancient buildings upon Italian soil ?
The Turkish conquests concealed much of the greater work from the view
of Europe, and the Empire which had produced it was half forgotten. In
the seventeenth century a Ducange might devote a life of learning to
Byzantine studies, but the French scholar moved in a backwater where
few cared to follow ; the stream flowed past and left his work unnoticed.
Succeeding epochs of war and revolution, of expanding commeree, had no
sympathy with such learning : the age of Pompeian diseovery, of Winckel-
mann and Lessing, had even less. If a writer required an epithet for all
that was obsolete or unenlightened, he found it in the word Byzantine ; if
such an author had the ear of Europe, he eould pervert history with
a phrase. A single barbed epigram of Voltaive discredited all the vast
erudition of Ducange.

! For a comparison of antique and Byzantine eleme e sy :
Krumbacher, 5. !" Sk s e aodingithe Nanslmiscs ane
ad On this 'H-ll.hji‘ﬁt- Hee 'C-h_. Dj.l'.'l!l.l:, .F:I‘r:l"?f# bﬂ:ﬂ“!fn{,g‘ and Infroducticon Ihistoire de Byzance, The
.}_:_::ﬂt::;ulenta of Tmnt centuries upon Eusllm-n mediasval art are of the same eharscter ak those
A gﬂﬂ:?-‘f“ I“Pﬂn'tlmf,_ of our own Middle Ages. The strictures of Voltaire have been too
e i ]‘3?‘;'-*""*'?'1 3 they are conceived in the same spirit as that which led him
times® ((Enere ﬁﬁlla:x:\ building : “ what unhappily remains of the architecture of those
Gobhie il m;r :im. rh). Many will recall the petulant outburst of Rousseau, condemning
leml.; Hl rals ;_H a disgraoe _tu thosa w_h-n had the patience to build them * ‘Letter on
CLett _"j"\m:" i i_'“-‘ weighty President de Brosses was not more sympathetic
Ak mﬁumhfr{-s, .17 I-.. The mind of $Illr1h|_'r! &0 open Lo i“-']"r'q.-‘-‘in?‘:ij.'f.l-l'l.i of natural L'(‘I].IH}'., per-
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4 INTRODUCTORY : GENERAL CONSIDERATIONS

Hardly less mischievous than these committed injuries was the sin of
omission of which our great English historian eannot be wholly acquitted.’
Three-quarters of Gibbon's memorable work are occupied with the period
between the Antonines and Heraelius; for all the remaining ecenturies one-
quarter must suffice. The iconoclasts, the regenerator Basil, the great
fichting emperors Nicephorus Phoeas and John Zimisces, receive almost
the same short measure as Michael the Drunkard and Constantine Rhino-
tmetus. It must be remembered in palliation that before the days of
dispassionate historical analysis, each age read the past in the light of its
especial interests, too prone to dwell upon all that aceorded with its own
opinions, unduly blind to the importance of that which eontradicted them.
Voltaire and Gibbon led an assault upon beliefs and institutions which
they regarded as obstacles to progress: in their eves Byzantium stood for
all that was effete in polities and noxious in religion. They could not
maintain a judicial attitude of mind ; they did not subordinate themselves
to facts, but used facts upon prineiples essentially forensic; the govern-
ment and society of the East-Roman Empire served them as a foil to the
institutions of a practical and enlightened age. The influence of this
scornful attitude on the part of the old historians was not easily destroyed:
it outlasted the general introduction of scientific historical methods; and
it was not until the second half of the nineteenth century that a more
impartial judgement became possible. It was perhaps not altogether an
evil that an enthusiasm for Greek and Roman antiquities should have
come first, and an interest in the art of our Western Middle Ages second,
leaving the third place for the archaeology of the Christian East. For
Byzantine studies attained recognition only when a developed critical
sense had established a scale of relative values; they could thus from the
first be pursued in the light of experience gained in related fields of
knowledge.

The periods into which the history of Byzantine art may be divided
will vary acecording to the importance assigned to different lines of
cleavage. For general purposes the simplest system is the best; much
subdividing may here and there increase precision, but there is often
a corresponding loss in comprehensiveness and breadth of outlook. If we
omit the years of the Latin oceupation in the thirteenth eentury, the
following division may be found convenient . —

I. From the foundation of Constantinople to the outbreak of iconoclasm.

II. The iconoclastic period.

ceived no charm in the mosaies in the mansoleum of Galla Plasidia at Ravenna. In all this
we are reminded of sighteenth-contury judgements on earlier literature : of Goethe finding
the Inferne abominable, the Fagaforio dubious, the Puradiss tiresome ; of Goldsmith's belief
that Dante owed his repuiation to his {-h:!d.:ltt‘ii}' and to the barbarism of the times in which
he lived ; of Horace Walpole's foolish dictum upon the same poet ; of Voltaire's remark that
the reputation of the great Florentine will continue to increase because he is never read. It
was Voltaive who described Shakespeare as ‘un sauvage ivre, sans la moindre dtineclle de
hon gont”,
1 Sge Prof. Bury's Introduction to vol. i of his edition of the Decline and Fall.
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[11. From the accession of Basil I (A.D. 867) to the sack of Constan-
Ti'llﬂ'['l!l.' in A D. 1204,

[V. From the Restoration to the Turkish Conqguest,

The prineipal eharacteristies of these periods may be very briefly stated.

The first period was a time of growth and development during which
the various elements which eontributed to the formation of a new art were
blended into an organie whole. The foundation of the Eastern metropolis
1s more or less arbitrarily chosen as a starting-point : in a sense it is too
early for the actual beginning of a new artistic era. But the mediaeval

Fra. 3. Part of the Gallery, Sta Sophia, Constantinople, showing marble revetment and
false doovs,  (Sébabe and Joaillier,

spirit undoubtedly appears in literature in the fourth century : ' and no
other event makes so conspicuous a landmark in the debatable eround
between the Middle Ages and _—\nti-luit}'. Deeentralization is the kevnote
of this period, which culminates during Justinian’s reien in what has been
deseribed as the ¢ First Golden Age of Byzantine Art’. The Empire,
politically one, was artistieally a group of almost independent units :
Syria, Egypt, and Anatolia were first the teachers and then the rivals of
Constantinople. In the second part of this introduction something will be
said of the canses which rendered the IJ(}ﬁiTI‘un of the Eastern [H‘[J\illl.'t'!-i 50

i s = & . §
K i biag bier, Geschichiy der bysantinischen Litterafur, 2n4d ed., pp. 2, 14.
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influential (pp. 46-76). Here it need only be noted that even in the time
of Justinian the primacy of the capital was but recently established and
perhaps not universally acknowledged. The Persian and Arab wars of the
sixth and seventh centuries put an end to this rivalry on the part of Syria
and Egypt, but the spirit of the conquered territories had left so strong
an impress upon Christian art that their power continued to be felt
centuries after they themselves had been absorbed in the Mohammedan
dominions (cf. p. 55). Later chapters will show how in this early period
the activity of the Eastern provinces stimulated the growth of all the arts
and enlarged the domain of iconography : in sculpture, in painting, in
ornament, in the introduction of new types, their influence was universal
and decisive. There are, however, certain general consequences of their
predominance during these centuries which may more fitly be treated in
the present place. As the seed-time of a later harvest both within and
without the frontiers of the Byzantine Empire, the first period is more
significant than any other in the artistic history of the mediaeval world,
The position of Rome with regard to the evolution of Christian art is
the first point to be considered, and immediately the Byzantine question
rises before us, pugnax ef spinosa, the most inevitable and persistent of
archaeological problems. Italy or the Christian East, the Orient or Rome,!
which had the pre-eminence in the first eritical centuries of our era? which
controlled the destinies of Christian art? The nature of the controversy
is now familiar; we have watched the brilliant assaulis upon the Roman
citadel and the stubborn resistance of its defenders. To which party has
vietory inelined ? which of the two shall aseend the Capitol in triumph ?
It would now appear to be established that the elaim set up on behalf of
Rome that the art of Christianity was chiefly formed in Italy ean hardly
be maintained ; and that from the second half of the third century to the
sack by Alarie-she was but one among several centres of an essentially
Hellenistic art. Few who have endeavoured to enter into the spirit of
pagan Rome will deny to her art at its best a power and individuality
which may not always charm, but is irresistibly impressive. We may not
accept in its entirety Wickhoft’s theory of a Roman asecendeney, reaching
its zenith in the third eentury® yet while the fortunes of the Empire were
at their highest there did exist an imperial Roman style, distinet from the
Hellenistic art which had ealled it into being. This Roman art has the
august qualities of Roman law ; it may be cold, and in detail uninspiring ;
it may be a Soldatenkbunst, too military to be often free or graceful ; but
the co-ordination of the whole is itself akin to a work of ereative genius.
The constituents and motives are unoriginal ; but a fabrie has been erected
distinet from any other structure; the spirit of a logical and masterful
race has passed into it and given it individual life. In a sense, even the

1 The phrase is, of course, snggested by Strzygowski's now well-known book Oriend ader Rom,
in which the elaims of the East wara brilliantly upheld.
2 Franz Wickhoff, Die Wiener Genesiz, 1505 ; 1, strong, Kowan Al
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finest Roman art owed everything to the aid of other peoples; but no
other people could have produced it. Almost all the elements are foreign ;
they ean be detached and analysed, but the result 15 Roman and nothing
else. We think of Vireil borrowing here from Homer, there from the
Alexandrine authors, from Greek fable and from Latin legend, and from
these most diverse sources constructing his national and Roman epie.
While Rome was still the world’s head, expressing her will to a seore
of obedient ]JJ'H".'iI]f;t'H, she im]uu:-u:ul her art with her law: it was the
outward symbol by whieh her dominion was asserted. But the very close-
ness of 1ts connexion with jl]]lh!l‘i-‘tt administrative power lent it an official

.y

Fie. 4. Capitals and architrave in the Chureh of 83, Sergius and Baechus at Constantinople
(now the mosque Kutchuk Ayia Sophia). (Sébah and Joaillier)

taint which prevented it from winning the hearts of strangers ; it belonged
too closely to the mechanism of government to stand alone when the
machinery ceased to move. It was too political to be popular with other
peoples, and it had an effective life of less than three centuries. An art of
this kind, so sumptuous, so short-lived, so intimately dependent upon
a system of government, could no longer lead when Rome herself was onee
dethroned : as soon as decadence set in, the underlying Hellenistic elements
came to the surface, and with them in all the provinces those indizenous
features by which the latest phases of Hellenie art had been |_-u1':l-|.:[rl_|-l].
Hl'lf‘l_] an art bore no longer the authentie sicnature of Rome. The political
d."ﬂ']lril' of the city began before the third century eclosed ; even in the life-
time of Diocletian she was no longer the sole seat of empire. When
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Christianity became a recognized and official religion, the speed of the
decline was inevitably hastened. The public life of Rome was so bound up
with pagan tradition that it was almost impossible to control a Christian-
ized empire from such a centre. Constantine cut the Gordian knot, broke
with tradition, and founded a new city where religious conservatism should
place no further impediments in his way. He took with him many of the
wealthiest families; he earried off great numbers of skilled craftsmen.
The corporations of artisans remaining in Rome were weakened:! they
declined with the waning patronage upon which they were dependent,
though the eity remained wealthy even after the exodus to Constantinople.®
Rome, uneasy and discontented, would not renounce her pagan sympathies ;
but throughout the higher orders of society there was a sense that the
glory was departing. Other cities, Milan and Ravenna, became the eapitals
of the West: Rome, superseded and disillusioned, was little minded to
express her mood hy artistic creation. Beantiful things were still made
within her walls down to the close of the fourth ecentury, but nmitative
things instinet with a Greek and not a Roman spirit. With the disasters
of the fifth century, the workshops were closed and the artists fled ; there
was a sequence of catastrophes for which intervening periods of revival
could never wholly eompensate. In A p. 410 Alarie took Rome ; nearly
fifty vears later she was sacked by Gaiseric. New buildings were still
erected in this century. and old monuments restored, but the work was now
done from without rather than from within. Rome accepted alms, and
lived on the patronage of absentee emperors or their families.  Much was
done for her by Galla Placidia, and the eastern sentiment which dominated
the art of Ravenna made itself felt in the work for which Ravenna paid.
Thus the mother of many provinces became provincial. She bowed before
harbarian rulers ; and Theodorie, the noblest among them, imposed upon
her the half-Syrian art of his capital upon the Adriatic. There followed
the ruin of the Gothic wars, plague, famine, flood, disaster upon disaster,
destroying the old opulent life, scattering the last wealthy families, and
leaving the city of Romulus to begin a new existence in poverty and
destitution. The men who helped her most in the task were the orientals
who, in the preceding century, had firmly established themselves within
her walls. All the culture and art of the fallen eity was now Eastern, and
remained so for two hundred years (see p. 78).

If the question * Orient or Rome' only implies that the elements of
Roman Christian art were not indigenous to Italian soil, if it only assumes
that for their due development a continued foreign influence was necessary,
the answer must be given in favour of the East with its army of Greeks,
Syrians, and other peoples acting as interpreters of oriental ideas (pp. 77, 87).
Where the Early Christian art of Rome is picturesque it is Alexandrian;

! For the influence of these corporations see Dr. A, L. Frothingham's Morwments of
Christion Kome, 1908, { il

2 A great proportion of the Roman sareophagi are of the fourth century ; the fact is in
itself a proof of wealth, as these sculptured marbles must always have been costly.
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where it is monumental, it is so not in the Augustan or the Flavian spirit,
but rather in that of Hither Asia or of Egypt. In literature and art the
Romans had always been a receptive people: it is inherently improbable
that in the hour :-J' their decline they should have reversed those habits
of as=imilation 1.1.']|i{'}| had ]|1.:|1[L= t.hL'IL'I what ”IE'I\' wenrea. The ]'4':-:|';I]'t'h(*H
of recent years in Anatolia, in Syria, and Egypt have enabled us to adjust

Fra. 5. Portrait of Justinian I.in =. “E"'”i“"']'" _\;“”H.U, Raveni. Ricnt:

more nicely the balance between the East and Rome. The Eastern scale
sinks lower with the l'_:t“ﬁ'l'l.'fh of |{]II}‘|-‘|'J1'1I:_1'1'L when :'luhﬂs-;nlnlhlluiﬂ has heen
explored it must sink lower yet.

A second question concerns New Rome, which also had to reckon
‘n"."it]t T.]'I-E‘ |‘::1!'itl.*l'll ]h]"llj".‘]lllll't:.‘-i, “n"i,‘ I.].H 1oL |-;]||:J'l.|.' u'i:;l,t. ”l"% ]-vl:ll':[l_]l tht'
soil of Constantinople; as at Antioch and Alexandria, many disasters
have conspired to conceal the evidence which we seck. But it seems
improbable that the decline of Old Rome as a centre of the arts should
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have entailed the immediate succession of Constantinople. If there was
a transference from one eity to the other, it was a transference of artistie
patronage, the new capital enlisting in its service craftsmen from all
accessible centres of culture. It may fairly be urged that the eredit of
the work ereated by such men must be aseribed in the first instance to
the regions in which they were trained. Only an eclectic art eould have
arisen in the Constantinople of the fourth ecentury, and eclectic arts
seldom lead to great developments. For a long time the disadvantages
of Byzantium were hardly less than those of the Italian city. She too
was an emporium and clearing-house for the world’s ideas; for many
years she could not acquire the character and individuality which belong
to a capital of ancient standing. Deprived by ecireumstance of the slow
and ordered growth upon which a national sentiment depends, she had
to form her character out of the various elements eomposing her motley
population. Greeks of Asia Minor and Alexandria, Syrians, Jews, Ar-
menians, Persians, immigrant artists from the Roman guilds, all entered
her service and persuaded her to different ends ; in the distraction of their
counsels she lacked what each group among them severally possessed,
a clear consciousness of purpose and direction. The art of the Asiatic
Greek and Syrian was established upon old foundations; it had behind
it for base-lands Mesopotamia and Iran, rich with the inherited traditions
of many ages. The Eastern provinees knew themselves, and expressed
their ideals in their own style and language. But Constantinople had
no established pre-existing culture to resist or to control the influx of
exotie forees: she had first to balance and assimilate new influences,
a task which required at least a hundred years. It was thus a natural
consequence that long after the new foundation neither of the two world-
capitals enjoyed an undisputed hegemony in the arts. There was an
interregnum of indeterminate length during which the leadership was
held by the great provincial cities alone qualified to exercise it. Suppose
a Venice, suddenly enriched and without individual tradition, opening her
gates not to one or two foreign artists, but to a host, a eolluvies pictorum,
from any quarter where a vigorous art flourished, and you have some
parallel to the position of Constantinople in the fourth century. As the
art of her early years would be essentially a foreign art, in like manner
the earliest art of Christian Byzantium was foreign. It remains to determine
at what period the state of pupilage was ended. Though the most
complete and characteristic expression of Byzantine art is hardly found
before the Macedonian revival, yet by Justinian’s reign the mpitaa.l had
attained a full self-consciousness; it had assumed to itself a directive
power; and this epoch has been justly described as the First Golden Age
of Byzantine Art. It has been remarked that in literaturve the fourth
GElltl.‘:l‘}‘ witnessed the first signs of a spirit distinct from that of antiquity
(p. 5): probably the change from classic to Christian forms was later
in development, but the brilliant reign of Theodosius may well have been
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distinguished by an art of no less enterprise. The ravages of time have
left a material too small to form the basis of a final judgement; but
the fifth century is represented by a building (the Church of St. John
of the Studium), in which new elements are boldly treated, and it seems
reasonable to assume in other branches the simultaneous growth of a truly
metropolitan art. It must however be remembered that until the Aral
conquests had robbed the Empire of its Eastern provinces this art did not
stand alone; it was not the unchallenged representative of East-Christian
art as a whole, While Syria and Egypt and Northern Mesopotamia were
still Christian countries they did not intermit their active rivalry.!

It would thus appear that in the earlier centuries of our era the
Eastern provinees occupied a privileged position due to geographical and
other advantages briefly discussed below (p. 46). A few of these ad-
vantages which are of a more general character may be indicated in the
present place. Before the rise of Rome they had gained much by the
ethnical and political conditions resulting from the reforms of Alexander
the Great and his successors. The happy effects of a conciliatory poliey
continued when the Hellenistic states heeame the inheritanee of the Roman
Empire ; the year of division in A.D. 476 found them more homogeneous
and more contented than the Western provinees.” Taxation was less
harshly imposed and aroused less fierce resentment. In parts of Gaul
the population weleomed the barbarvian invader, preferring to stake all
upon the possibility of better usage than longer to endure the fiscal
tyranny of the past; but at the conclusion of one of the Persian wars,
certain ecities on the frontier which had been ceded to the Persian made
passionate appeal against the treaty, imploring the Emperor not to abandon
them to a foreign allegiance. The two episodes are instruective by their
contrast : the stability, the contentment which favour artistic growth are
wholly upon the side of the East.

The Eastern provinees contained the eradle of the Christian religion.
From the time of the Invention of the Cross and the dedication of the
seven sites in the Holy Land the influence of Syria-Palestine upon Christian
art and iconography became signally important. The memorial churches
erected by Constantine at the Holy Places were the lodestars of Christian
pilgrimage ; all that wealth and power could bestow was lavished upon
their decoration. The best architects, seulptors, and workers in mosaic
were summoned to Jerusalem and Bethlehem: their highest efforts were
exerted to make the least among the cities of Judah more venerable than

' Opinions as to the rile of Constantinople before the sixth century have considerably
jfnrhali. St revgowski, who formerly (Bys. Denbwmiler, ii, p. 207) aseribed to her a creative
influence in the Theodosian age, has more recently deposed her to the position of a secondary
centre 'Im:t‘-l'rlllj' more influential than Rome (Denkschriften der k. Akad. der Wissenschafen, iii,
pp. 88-9, Vienna, 1906). Most scholars would probably concede a primacy to Constantinople
in the reign of Justinian ; some would make the metropolis the centre of a new imperial
art analogous to that which Wickhoff aseribed to Rome three centuries earlier. (See
i::l]:iigum]]y A. Heisenberg, Grabeskivche wnd Apostelkirche, vol. ii, eoneluding chapter. Leipsic,
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the eapitals of the world. The greater work of these years has mostly
perished.  But almost contemporary produets of minor arts still exist
to furnish a eclue to its character and to prove that its inspiration was
derived less from Rome and Constantinople than from Egypt, Syria,
or from Mesopotamian Persia: such objects as the metal ampullac at
Monza, the enamelled eross from the treasure of the Saneta Sanctorum
in the Vatican, and eertain ivory carvings, survive to prove the quarters
from which inspiration flowed. The rich ornament of animals and foliage
in which the Syrian took
delight, the oriental treat-
ment of reliefs in which
eradation of planes is aban-
doned in favour of contrast-

ing light and shadow, all
these things came out of
Asia, and were eagerly
adopted in the West. The
Learded oriental type of
Christ is but the most
conspicuous of the icono-
oraphie forms which the
|  world inherited from the
Christian East during these
centuries ;  the solemn
monumental attitudes, the
formal groupings of the
figures in larger composi-
tions, were horrowed from
the same souree : the Per-
sian  costumes rvich with
pearls and stiff embroi-

Fie, 6. Bronze steelyard-weight in the British ‘I.NLIES cams InsoRt PR

Museum, perhaps representing the Emperor Phoeas. tine ""!*'U'r]‘-l through her pro-
vinees of the East.

Yet another eause inereased the influence of these favoured provinees.
When the power of Rome deelined, in all the distant regions subjected
to her rule there was a revival of native sentiment in revolt against
an imposed and alien art.  Everywhere the signs of this reerudescence are
apparent; from Gaul to Egypt there is a reassertion of indigenous taste.
We need not underrate the significance of this movement within the
actual limits of the Christian East, but we must not fail to notice its
influence in Western Europe. The decorative art of the barbarie tribes
who had overrun the Roman Empire was based upon the same principles
as that of Syria and Egypt: they were oriental principles. As will be
seen below, this community of feeling was of much service to the spread




INTRODUCTORY : GENERAL CONSIDERATIONS 13
of Christian art among these peoples; but the most active disseminators
of that art were orientalizing Greeks and Syrians (see pp. 23-7).

All these points speak strongly in favour of the paramount place of
the Eastern provinces in the first period of Byzantine art. It seems
prcrl_ml'-le that as evidence accumulates and exeavations are extended,
the tentative decisions in their favour will only be confirmed. For the
moment we must remember that, owing to the comparatively small number
of monuments yet investigated, much is still a matter of anticipation.
Anticipations, in the Baconian sense, are not without their dangers: *for
the winning of assent they are more powerful than interpretations, ... they
straightway toueh the understanding and fill the imagination.” In the
present case they have been valuable aids to discovery. But while
Alexandria, Antioch, Seleucia, Nisibis, and many other important sites
remain unexplored, a certain moderation is imposed even upon the most
enthusiastic of pioneers.

1I. The Ilconoclastic Period, A.D. T26-842

Brief as its duration was, this epoch is of great importance to Byzantine
art.! It is commonly included with the preceding period; but as in many
ways it marked a new departure, it is desirable to give it prominence by
assigning to it a more independent position.

The immediate cause of the iconoclastic movement was a general revul-
sion of feeling against the superstitions reverence for pictures, precipitated
by the success of the Arab arms. The Mohammedan, who abjured ikons,
had been triumphantly victorious; the men who had been driven back
before him now anxiously inguired whether the nature of the vietor's faith
had eontributed to his triumph, and whether the abmses of their own had
contributed to their humiliating defeat. The question was the more easily
answered since in many parts of the East the ancient hostility to the
representation of sacred persons had continued down to the sixth eentury,
more especially in Syria, and the influence of the austere Paulicians had
further strengthened the forces now aroused against the *slaves of images .
The Syrian adversaries of ikons doubtless proclaimed the loss of their
country to Christianity a judgement against an impious practice; and as
iconoelast emperors were themselves connected with Syria, the opposition
to images could hardly fail to issue in energetic action.

Politieal causes reinforced those of an ethical and religious character.
The growth of monastic influence and the inerease of ecclesiastical wealth
had begun to constitute a positive danger to the State. At a time when
the Empire needed all its manhood, thousands of men in the prime of life
were attracted within the charmed ecirele of the monastery walls. The

! The present view of the artistic significance attaching to this period is that recently
expressed by Diehl (Manwel, ch. X, pp, 884 f.). For the general effects of the period upon the
Empire the reader may eonsult the papers by M. Louis Bréhier in the Rerue des coirs ef
confirences, &e., noticed in B, 2 x. 698 : xiii. 538 ; xiv. 353,
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waste of power from this single eanse might of itself have determined
rulers concerned for the political future to encourage a movement which
bade fair to strike a blow at monasticism. The imperial connexion with
iconoclasm began with the ediet of Leo III in a.p. 726. Constantine V
proceeded to extremes, and it was in this reign that the greatest destrue-
tion of ‘images’ took place; mosaies were torn down, freseoes defaced,
pictures and manuseripts burned. This violence was followed by a short
reaction : for a while the Empress Irene restored the enlt of images. But
under later emperors, espeecially Leo the Armenian and Theophilus, the
campaign of destruction was renewed. On the death of the last emperor
his widow Theodora once more restored the eult, which from this time
forward remained the usage of the Eastern Chureh.!

Fig. 7. The Emperor enthroned, with guards : part of the Consular diptych of the 5Sth-6th
century in the Cathedral of Halberstadt. (From Archasologia.) P, 197,

It may at first sight appear strange that a movement to "outward
seeming so largely negative should have exerted a lasting influence on the
course of Byzantine art. But iconoclasm had its positive side; there is
a sense in which it may be called construetive. It must not be confounded
with a puritanical hatred of all forms of art: its fury was directed against
religious art of a specific kind, and of all that lay beyond this it was
widely tolerant. It was far from causing a general artistic stagnation.
Damming a single stream, but opening a wider channel for many others, it
maintained a wholesome movement of the waters. Its violence is to be
deplored ; its vandalism impoverished not only the centuries in which it
was exercised but those in which we ourselves ave living. But it had its
stimulating and ereative side upon which it is necessary to insist.

This positive influence of iconoclasm upon art was of a twofold nature ;
it caused a return to Hellenistic models, especially those of Alexandria; it
aroused a frank enthusiasm for the purely oriental decoration which the

' Diehl, Manued, pp. 350 (T
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vietorious Arabs were now adopting from Persia. The Hellenistie revival
was principally eoncerned with the human figure and with the genre subject ;
the oriental importation consisted of conventional designs ; in each case the
models attained a wide popularity and testify to the abounding activity of
the age. The new eonstructions of Theophilus at the sacred palace were
enriched with mosaies in which trees, animals, and other motives were
displayed upon a gold ground ; there were frescoes similar in composition ;
there were revetments of coloured marbles. It has been well remarked
that all this found its parallel in the palaces of Bagdad, where Harun al
Rashid amazed all Western envoys by the splendour of his habitations.
For a while in the Byzantine Empire religious subjects were relegated to
the background: the first place was occupied by a purely secular and
official art.

The greater work of this period is almost all lost : the portrait-medallions
in St. Demetrius at Saloniea, the apse-mosaie of Sta Sophia in the same
place, and that of St. Irene in Constantinople may fall within its limits,
but they tell us less of the spirit of those times than the productions
of the minor arts. The group of ivory caskets with motives from the
chase, from war, but above all from elassical mythology, probably had its
origin in an epoch when scenes of this kind wezre purposely substituted for
sacred subjects; in them the Hellenistic style of Alexandria, never quite
forgotten, returned once more to popular favour. The older examples,
such as the Veroli casket in South Kensington (p. 215), may well be of the
ninth century. Two diptych-leaves now in the Bargello at Florence and
the Museum at Vienna appear to represent an empress of this time. They
are in the style neither of the sixth or any earlier century, nor of the third
period which began with Basil the Macedonian ; they seem therefore of neces-
sity to fall within the intervening years of iconoclasm. In manuseripts
the influence of the new movement is very marked. Books of seience with
illustrations drawn from Hellenistic models are conspicuous.  Volumes of
the Fathers are illustrated from their secular or classical allusions rather
than from their theological content. It has been conjectured with much
probability by Kondakoff that the zoomorphic initials and rich foliate
ornament which flourished in the succeeding period were introduced at
this time from oriental sources. Among the illuminators, monks in the
monasteries, especially the great monastery of Studium, the resistance to
iconoclasm breathed a new spirit into religious art. Psalters with ma reinal
illustrations, intended to appeal to the people, and rich both in Sym-
bolical and topieal motives, became the vehicles of the monastic thought
and poliey., Hatred of iconoclastie prineiple, a fierce determination to secure
the triumph of ancient eustom, inspired in the monkish artists a creative
energy which astonishes by its vigour and the scope of its invention, In
this varied illustration there is little of classical serenity, but much life and
character. Like the official art of the palace, the art of the monasteries
was the better for the hard forces which drove it into new paths of
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development, Diehl has well summarized the effects of this short but
stormy period :—

It was to the time of the iconoclasts that the Second Gold Age owed
its essential characters. . .. From the iconoclastic epoch proeeed the two
opposed tendencies which mark the Macedonian era If at that time there
flourished an imperial art inspired by elassieal tradition with a developed
interest in portraiture and real life, imposing upon religious art the influence
of its dominated ideas; if in opposition to this official and seeular art there
existed a monastic art more severe, more theological, more wedded to tradition ;
if from the interaction of the two there issued a long series of masterpieces, it
is in the period of iconoclasm that the seeds of this splendid harvest were
sown. Not merely for its actual achievement but for its influence upon the
future, this period deserves particular attention among those which compose
the history of Byzantine art.

Of the indirect influence exerted by iconoclasm on the art of Europe
by driving Byzantine eraftsmen into exile something is said in the section
devoted to Italy.

I1I. The Macedonian and Comunentan Periods,

The three centuries from the accession of the Macedonian dynasty to
the sack of Constantinople in A.p. 1204 were as brilliant and prolific as
any period in the history of Byzantine art. Under the Macedonian and
Comnenian rulers the Empire was powerful and prosperous; commerce
flourished ; industries developed; wealth was widely distributed. As the
epoch of Justinian has been described as the First Golden Age of Byzantine
Art, so the name of the Second Golden Age has been suggested for this
period, especially for the earlier hall of it, when the spirit of revival and
a renewed conseiousness of strength encouraged activity in all departments
of life. It will be seen from the examples considered in the later part
of this book that every branch of art was now illustrated by important
works, and that the repute of Byzantium was raised to a height never
previously excelled. In mosaices, in architeeture, in painting, in almost
all the minor arts, the period was one of prolonged and distinguished
achievement.

The tendencies which had arisen under iconoelasm were now de-
veloped to their logical conclusion. The secular “imperial” art patronized
by the court received unprecedented opportunities of expansion. The
buildings of Basil I and of the Comnenian princes were sump-
tuously adorned with mosaiecs and frescoes, in which the historieal
elumen;t was conspicuous (p. 261); both in these and in the miniatures
of the manuseripts painted for the several emperors imperial portraits
arve frequent. The representation of exploits in the history of various
princes, with their necessary introduction of contemporary persons
and costumes, involved a further advance upon the path of realism.
New varieties of feature diverging from the conventional classical types
appear with increasing frequency. At the same time the study of
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Hellenistic art of which iconoclasm had been a determinant cause was
steadily maintained : Greek models were never more prized or more
gedulously l_'ll]_lil'll, In the mosaie ]1iL't111‘t' or the miniature, in the Ivory
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carving and the fine enamel, the gestures and attitudes are constantly

reminiscent of the fourth century: the folds of the drapery have tlu-

dignity and grace of Hellenie inspiration. In the same way the decorative

style of the non-Christian East retained the place which it had won: in
1904 L&
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illominated ornament, in the ficured textiles, it established for itself a
definitive and permanent position.

What is true of the secular field is equally true of religious art, which
was subjected to similar influences. The same tendency to realism, to the
representation of observed facts and features, is reflected in the work of
ecclesiastical artists.  Seeular motives derived from the !LIItif[HE. :!_]I-E-g(}]'imll
figures, personifications and the like, are seen on ‘every hand; antique
gestures, antique draperies, were continually reproduced. The religious
art of this time shared both the imitative and the original tendencies of
the secular; for a time it indulged an almost equal freedom, and the tenth
century is marked by the growth of a new iconography, in which, side
by side with inherited subjects, fresh compositions are not infrequent.
Such was the striking motive of the Anastasis: such the solemn Last
Judgement; such the Death of the Virgin, with its dignified and im-
pressive harmony of line. But as the period advances the monastie

Fie. 9. Side of the ivory casket from the Cathedral of Veroli (ninth-tenth century) in
the Vietoria and Albert Museum. P, 215,

influence which had been the prineipal factor in the defeat of iconoclasm
asserted its superior strength. In the eleventh century we already mark
a decline in the feeling for the antique: natural freedom gives place to
formalism ; the theological intention becomes more obviously the end for
which the work is undertaken. The expression of dogma, not the realiza-
tion of beauty, is made the first preoccupation of the artist. The elaborate
iconographical system according to which the later Byzantine churches
were decorated belongs to this period, and each subjeet within the great
symboliec whole contributed to a general scheme of edification.

The Second Golden Age was without doubt an age of copyists and
imitators; in this, representative art followed in the steps of literature.
The writers of this age sought inspiration in every branch of ancient
literature, not excepting satire upon the model of Lucian. The names of
Bryennios, Cinnamos, Nicetas Akominatos, Anna Comnena, lend lustre to
a period of praiseworthy activity. But it is as it were a lunar lustre,
horrowed from without and not resulting from an inward fire. A similar
weakness often impresses us as we study much of the art produced in this
period ; it is finished and eareful ; it may be of supreme technical perfee-
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tion; vet it is without the fire of creative genius. But the East was
a more valuable ally to art than to letters; it communicated its sense for
colour, by means of which much that would else be cold and academie is
clothed with a splendour of life, compelling admiration even when the
forms are poor and the compositions ineffectual. There are no passages in
the poetry or the history of the Byzantine Empire which seize and hold
the imagination like parts of the mosaics of Daphni or of Cefalu.

The tendency towards routine was partly checked by the absolute
necessity for invention. New subjects for which ancient models did not
exist now demanded illustration. Menologia, homilies, hymns in honour
of the Virgin, required fresh compositions; there was continual scope for
original design. The many-sided life of the capital, the eventiul fortunes
of a wide empire, could not but awaken the interest of the draughtsman
and the painter, before whose eyes there passed a procession of the most
varied types of humanity. The encouragement to observation thus atforded
tended at least in part to counteract the indolent aequiescence which
followed the habit of slavish copying. Men strove to rejuvenate as they
reproduced ; to impart into the scenes which they depicted something of
actuality from the stirring world around them.

IV. Period of the Palaeologi.

No period of Byzantine art has been more generally misunderstood
than that which lies between the restoration at the close of the thirteenth
century and the fall of the Empire in A.D. 1453.  Until recent years, it
was customary to regard the whole epoch as one of almost continuous
decadence, in which all the art which survived was lifeless, gloomy, and
hieratie, all figures emaciated, all colours sombre and depressed. If at any
time during these two hundred years a work was produced which, like the
mosaics of Kahrié Djami at Constantinople, plainly contradicted the pre-
vailing theory, its redeeming qualities were ascribed to some hypothetieal
influence from Italy; they could not by any possibility be indigenous ;
they could only have been created under the influence of the Ttalian followers
of Giotto. In a word, nothing good could come out of Byzantium ; if good
there was, it must have been introdueed from without.

Recent research has fundamentally modified these views.! It has been
discovered that the examples of a really admirable art arve not isolated
exceptions to be easily explained away, but members of a sequence,
appearing in more than one region, and everywhere betraying the same
qualities. What Constantinople began with the mosaies of Kahrié Djami

. H Gabriel Millet, _'-'ﬂ'l“'lmm we owe the publieation of the churches at Mistra, has
deseribed the characteristics of this period with sympathy and penetration, in the chapters
Sl E}'uqhne art eontribnted by him to André Michel's Histoire de I Art depuis fes premiers
demps chrétiers, vol. iii, pp. 041 f¥,

c2
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was continued in the Morea with the frescoes of Mistra (p. 293), and in
Macedonia and Servia by those of Nerez and other places (p. 296); the
series closes upon Mount Athos, where the name of Manuel Panselinos is
associated with the last phase of a memorable revival. For memorable it
may fairly be ealled when we contrast the resources and opportunities of
this period with those of the preceding epoch. Then all the commerce of
the East flowed into the Byzantine state; the treasures of the emperors
were richer than those of Solomon. The splendid objects of which we
read in the pages of Constantine Porphyrogenitus might seem the ereations
of a fairy story had we not the confirmatory evidence of the crusaders, who
piled precious reliquaries and vessels of gold and silver into heaps and
divided a booty unparalleled in the history of spoliation. Then the churches
and the palaces were adorned with the costliest inlaid marbles and mosaies ;
earved ivories and sumptuous enamels abounded : whether for the honour

Fig. 10. Panel from the ivory caskel from the Cathedral of Veroli in the Vietoria and
Albert Museum. Ninth century. P. 215,

of the church or for the luxury of their own homes, men shrank from no
expense of gold or labour; they were the citizens of the richest city of the
world., It might fairly seem to one who compares the spacious Macedonian
and Comnenian times with the straitened epoch of the Palaeologi, that
there could be no effective rivalry between the art of the two periods; that
the imlﬂweriﬁln--l and despoiled empire, its commerce gone and its prestige
diminished, could achieve |1ut|1i|1g more than delay the vietorions advance
of the Turkish armies. Yet strange as it seems a rivalry in fact exists:
and if the ereations of this latest Byzantine phase do not displace the great
work of the earlier epoch, they are not unworthy to stand very near them.
If the later artists had worked in the same costly materials, it might be
hard indeed to award the palm of merit. They had to adopt the
economical medium of freseo and, except at Kahrié Djami, did not know
the glow and mystery of mosaic. They seem to have made few ivories and
enamels, substances of intrinsie value were less frequently at their disposal.
But they worked in a great style, new and distinetive of their time.
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If the question is considered more closely, the rise of a brilliant art in
these lean and unfavoured years is less anomalous than might at first
sight appear. Constantinople was still a great centre of religious and
intellectual activity ; down to the fifteenth century she was still the greatest
centre in the world. In teaching and research she still exeelled all other
eities. The way for humanism was prepared by her scholars, who before
carrying their knowledge into the West must surely have derived full
advantage from it themselves. The intellectual and artistie activity of
Byzantium in the thirteenth century was remarkable for a city which had
known the experience of an alien domination, Is it conceivable that the
Eastern artists who had long been teaching the painters and mosaie
workers of Italy {see pp. 8l, 263) should in the very next century be
stricken with such a paralysis that they were unable to execnte any
considerable work without Ifalian aid? Did the great eity which yet
fermented with ideas so absolutely need the foreign leaven? At the first
glanece a vague similarity between the late Byzantine work and that of
the Tuscan schools might tempt us seriously to consider the theory of an
Italian influence. But matured reflection will probably correct this
premature conelusion. Similarity there may be; but the ecause lies less
in the dependence of one art upon the other than in the development of
both along parallel lines. The whole of Europe, both East and West, was
stirred at this time by the breath of new ideas: the resulting movements
were not confined to either region alone. There is no need for us to deny
the original merit of the first Tuscan schools; they early broke free from
pupilage and rapidly produced a native Italian art. But at present there
is more evidence of influence exerted from Constantinople westward than
of influence exerted in the contrary direction. And Constantinople began
to move first. If, moreover, we examine ecompositions in detail, we find in
subjects common to East and West features of striking originality which
the ltalians neither devised nor followed. Such, to take a single example,
is the treatment of the Virgin in the Annunciation at Kahrié Djami.
This agitated form, expressive of a nervous and emotional personality,
'13‘ no less different from the placid Virgins of an Angelico or a Filippo
?..ippi than from those of the earlier Byzantine art. It is a new and
mdependent ereation.

There is a second hypothesis with regard to the sources from which the
art of this period was influenced; that,namely, which insists upon its frequent
fﬁlntion to ancient Syrian models. There can be no doubt that Syrian
lﬂflﬂf:lll:‘& persisted late in Byzantine art, and that in the case of Kahrié
D_j.ﬁ-tfli the cyele of the Virgin is based upon early writings of Syrian
origin. Strzygowski and others have rightly pointed to this relation,
establishing the probability that the Syrian models continued to be copied
as I_ﬂt:ﬂ as the fifteenth century. But convineing as it may be in regard to
individual monuments, the criticism hardly affeets the independence of
late Byzantine art as a whole. As Diehl has urged, such a theory does
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not explain the real brilliance of execution. the remarkable skill and feeling,
which are manifest in so many compositions of the time. It does not
explain such original features as the Annunciation to which we have
already referred—a scene alien in sentiment to earlier Syrian or monastic
art. Upon the whole it is preferable to adopt the theory of Millet that in
many cases where Syrian influence survives so late the motives have been
modified in their passage through Constantinople.

Side by side with this living art expressing all that was best in this
latest period, there naturally existed an art of ikon-makers to which the
old eriticisms may fairly be applied. In this there is indeed much of the
hieratic spirit; there are present many of the unlovely features which
our predecessors described by the term Byzantine, the elongated forms,
the grim faces, the stern ascetic character. But we do not leok to

Fia. 11. Side of the ivory ecasket of the eleventh century in the
Cathedral of Troyes. (From an electrotype.) P. 231,

this art to represent Byzantine achievement in the fourteenth century.
For a fair embodiment of contemporary ideals at their highest, we turn
rather to the living pictorial art of which we have made mention—the art
of Constantinople, of Servia, of the Morea. It is by the creations of this
art that the epoch must le judged, by this that it is saved from the
unmerited reproach of earlier eriticism. It was not the classic Byzantine
age ; that name belongs rather to the tenth and eleventh centuries, when
a fine austerity of sentiment was embodied in forms of almost Hellenie
dignity. It was more quickly responsive to changed conditions, more
emotional, less reticent in feeling. While it was more devoted to ritual,
it was also more sensitive to the faseination of ordinary life, adding to the
older iconography those little touches of reality which lend to the sacred
scene the interest of human things. For these reasons its study is no less
essential to the comprehension of Byzantine art as a whole than that of
any earlier period.

It has become a truism to say that Byzantine art sprang from the union
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of the oriental with the Hellenistie spirit. Like Poros and Penin in Plato’s
myth of the youth of Love, the two parents exercised an opposing intluence,
ench attracting the child in turn, the one by the grace of measure and
restraint, the other by the brilliance of an exuberant nature. Such con-
ditions of life were little favourable to a homogeneous development. Yet
they brought about a compromise most profitable to the world at large,
enabling an art still rich in Greek tradition to expand with the growth of
the Christian religion, and so fulfil a wider destiny than might otherwise
have fallen to its lot. It was the remarkable fortune of Hellenism in its
decadence to be associated with two great proselytizing creeds, Christianity
and Buddhism, neither of which possessed, though both equally required,
an art capable of rendering the human figure. The latest phase of
Hellenistie art was still sufficiently Greek to perform the service thus
demanded, already sufficiently orientalized to have lost the old exclusive-
ness. Hellenism in its decay expanded its sphere of action both in Asia
and in Europe, whereas in the years of its prime it had made little head-
way either north of the Alps or east of the Taurns. Under the Achaemenian
dynasty of Persia, Hellenic art had indeed penetrated to Susa and Persepolis,
But it had remained a superficial fashion; it did not change the spirit by
which Persian art was informed. The unshaken philosophy and religion
of Iran had always imposed their ancient types and forms upon the foreign
artist, who was powerless to divert the deep and steady stream of old
tradition. The eircumstances were changed after Alexander’s expedition
had opened a wider road into the heart of Asia. About the beginning of
our era, Buddhism, rapidly spreading through the eontinent, felt the need
of an art which could lend attractive expression to its legend. It found
what it sought in Syria and Anatolia, and thus Hellenistic art came to exert
an influence far into Central Asia, while that of Scopas and Praxiteles had
no such distant range. Had it not been for the existence in China of
a greater ficure-art, Hellenistic influence might have achieved even more
than this: it might have trained the representative art of China and
Japan. But in Turkestan it met and was defeated by an art of ancient
lineage and greater vitality, truly Asian, and already in the full strength
of its maturity. Even the advantage of its alliance with the Buddhist
faith could not bring it victory against so powerful an adversary.

Just as Hellenistie art penetrated inmost Asia as the ally of Buddhism,
so it made its way into the Europe of the barbarian conquerors in the
train of Christian missionaries. It obtained unchallenged entry into Italy,
Gaul, and Spain because it served the religion which the Goth, the Lombard,
and the Frank had adopted as their own. Had there been no barbarian
conversions, had the gods of Valhalla pl'e‘l.'ﬂ,i](.-d uguinst the GDEPEL the
growth of a worthy representative art in Europe might have been long
delayed. For here all effective figure-art was in the hands of Christians,
as in the East it was controlled by Buddhists; it was the orientalizing
Greek art of the Gentiles to whom St. Paul delivered his message; and it
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|1!1ill|}' succeeded, where Greece and Rome had failed., because it served
a successful missionary Chureh, while classical art had no such fortune,
At the time of the barbarian invasions, this association of late Hellenistie
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Fre, 12, Carved ivory panel of the twelfth century in the Museum of Ravenna.  (Ricel.

art with a living spiritual foree was a momentous fact for the future
civilization of the European continent. For here were being established
the peoples of the future, the barbarians whose fathers bad never under-
stood Hellas, the men who were to lay the foundations of our mediaeval
communities, They had the youthful vigour; they had the political
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instinct which was one day to consolidate great states; they had national
sagas and poetic traditions: but in art they had not advanced beyond
a decorative and conventional use of animal forms., The Celts whom they
had driven before them were equally devoid of the power to represent
the human figure and thus appeal to the deeper emotions. If these peoples
were to rise to greater expression, it could only be by the help of a teacher
possessed of the Greek tradition in however decadent a form ; but to the
Greek tradition these lovers of conventional design were all instinetively
opposed. There was but one way in which it could he made accepmhle+ in
their sight, and that was by its partnership with a spiritual foree compelling
their moral assent; without this union of ethical and aesthetic influences
they would never have accepted it at all. And though in course of time
they might have evolved a figure-art of their own, unaided by suggestion
from without, the process would have been infinitely slow, the failures
more numerous and more disheartening. The great needs of the Western
world were now an art of Greek derivation, but less inimitable than that
of Hellas, and a more austere morality than that of fallen Rome. Eastern
Christianity supplied this twofold need, and hastened by several centuries
the artistic enlightenment of the West. Without this timely aid in the
early mediaeval eenturies, the West of Europe might have developed on
more purely oriental lines. For the aesthetic ideas of the barbarie West
were at this time so essentially akin to those of the Nearer East, that but
for some such intervention European art might have remained enslaved to
animal ornament and conventional design. They were so fundamentally
Eastern that the teacher from the East was less purely oriental in spirit than
those whom he eame to instruet in so far as the eulture which he represented
was in part Hellenie. Through their maintenance of Greek tradition, in
however debased a form, East-Christian artists could appeal to the religious
emotions by representation of the human face and form ; they could depiet
the Gospel scenes and represent the action and features of saered persons.
But the peoples of Western Europe were still in a stage of artistic develop-
ment in which human suffering or joy found no adequate representation in
art. Even the gifted Celtic trilbes, with their imaginative symbolism and
their fine decorative sense, were helpless in the delineation of the human
figure. They could satisfy the eye with intricate combinations of line, but
they had no L-lrlllnl message for the soul of man; t|:|,ur_-:;r conld not stir the
deeps of universal human feeling. Though long ago their fathers had
borrowed and transformed ornamental motives from Greeee, the higher
achievements of the Hellenes were beyond their powers of imitation. If
this is true of the Celts, it is more obviously true of the rougher Teutons,
with their Asiatic jewellery, their designs of dismembered monsters and
interlacing animals. This relationship of barlarie Europe with Asia was a
natural result of cireumstances. At the beginning of the Dark Ages, Europe
had an ornamental art, one in principle with that of the Nearer East.
For Northern Europe was in direct contact with the art of Persia at the
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time when the Goths were settled on the Black Sea: and long before the
coming of the Goths, the steppes had formed a channel of eommunieation
between the two continents by which ideas and artistic motives flowed
from one into the other, Through this great northern zone a long line of
tribes maintained an unbroken contact; in aesthetie feeling Europe and
Asia were one, Decorative pattern was the ideal of both, and neither
could assimilate from the storehouse of ancient art anything beyond its
fantastic monsters or here and there some feature of its floral ornament.

Fis, 13. The Entry into Jerusalem : ivory panel of the eloventh century
in the Dritish Museum.

It was only when the barbarians had adopted a religion to which the
presentation of the human figure was essential, that such an art had any
chanee of prospering among them. In the fourth and fifth centuries no
other foree than Christianity could have exerted this influence, and the most
active pioneers of the new faith were then Christians of the Eastern pro-
vinees, The Christian East, half Hellenic half oriental, iaid the foundations
of the structure which in a later century Charlemagne was destined to erect.

To recapitulate the foregoing paragraphs. Before the fall of the
Roman Empire in the West, Europe was overrun by barbarians whose
artistic ideas were akin to those prevailing in the Nearer East. They
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loved pattern and contrasted colour; they eould not represent the human
ficure. Neither in West nor the Nearer East was t‘h\eru any seed or
principle out of which a great figure-art could arise. Jrhe only IH:]m lay
in the Byzantine Empire, which through the Hellenized cities of the ]'_'...'l.'-;t{fl'.ll
provinces and the half-Syrian city of Ravenna transmitted to the lmylmrm
world motives and methods of composition, debased, indeed, and without
originality, yet still in the true line of descent from Greek antiquity. In
after years the Byzantine Empire continued its educative work. It eon-
sistently taught a respeet for fine craftsmanship and the wvirtues of
discipline and restraint. At the close of the tenth century its III{H]EI‘H were
imitated by the handieraftsmen of the Rhine; its ivories and miniatures
inspired the sculptors of the Romanesque period (pp. 119, 236); under
the Comnenian dynasty it assisted the growth of Italian painting. After
the sack of A.D. 1204 the spoils of Constantinople provided many a model
for the French or German craftsman and stimulated the development of
the minor arts. PBut as impressions of early youth are the most indelible,
so the lessons which Europe learned from the Empire of Justinian had
perhaps a deeper influence than any others. Europe was not alone in the
advantage of this intercourse. The art of Islam from the beginning
derived from the Christian provinces of the East much that was essential
to its growth.

It is necessary to insist upon the indestructible influence of Hellenism.
because the activity of recent research in the rich treasure-chambers of
the East has somewhat tended to obscure it.! We sometimes forget that
there was no gap or breach between pagan and Christian art ; we speak
as if the new faith had made immediate revolution among old forms.
This was not the ease; iconography was changed, but the Christian figure
received the pose and gesture of the pagan god, philosopher, or muse.
It is perfectly true that almost from the first the East exerted an irresistible
charm, inspiring the Greek with its luxuriant taste in ornament, love of
colour, its feeling for the solemn and the supernatural in monumental
or commemorative art. The spirit of Byzantium is often more oriental
than Greek. But the Hellenic element was never overwhelmed, its power
was constantly reasserted. As the metaphysies of Christian theology
remained Greek, for all the embroideries of Eastern faney, in like manner
no opulence of oriental ornament or ecolour ean conceal the Hellenism at
the core and ecentre of Christian art. That art was inevitably and by
the conditions of its birth of a dual nature; to forget this is a heresy
no less vain than those of monophysite or monothelite in the history of
Christian dogma. Whatever we may therefore think as to their relative
importance in different regions and at different periods, we must mete
equal measure to both strains alike; the very obscurity of our imperfect

' It is the merit of Ainaloff to have insisted upon the Greek element at the foundations
of B}"Zﬂ!‘lttl’lﬁ-‘ art in his valuable and Huggl}ﬁti'\'e work The Hellenistic Oreginsg of Bysantine Ari,
St. Petersburg, 1900 { Russian).
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knowledge should prevent prejudice against either. There was an old
story that the Court of the Areopagus decided its cases in darkness, in
order that no distracting influences might pervert the course of justice.
The imperfection of our knowledge, perforce condemning us to a like
obscurity, should encourage us to maintain the same dispassionate mood.
If such were the eonditions under which East-Christian art developed,
what was the distinetive character of its maturity ? What are its defects
and what its merits? What is its position among the other great arts of
the world ? '
If we begin with ifts defects, we may say that it often became un-
24Ty emulous and self-eentred ; it lacked the fire
' and fury of creative ideas: it was so con-
servative that sometimes its revivals seem
little more than retrospects. It was too sub-
servient to preseription, and too constantly
preoccupied by the didactic purpose. It was
limited in its scope by the early abandonment
of greater sculpture. It was apt to be un-
observant, copying and recopying old designs
with too little thought of nature. It depends
too much upon an atmosphere and an environ-
ment. Its virtues are in part the qualities of
these defeets. It is admirable in technique,
jealous for the repute of a fine tradition in
craftsmanship, It preserves seemliness; it
does not tolerate the harsh, the vulgar, or the
eccentrie, In the earlier centuries it gave
evidence of a genius for assimilating and
developing foreign ideas almost equal to a
power of original ereation; adapting after
wise experiment the ancient inventions of
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the same genius to the renovation and development of its own more ancient
work. Reserved and eireumseribed in other ways, it was grand and opulent
in colour: even in its severest hours it contrived so to blend austerity with
splendour that as a decorative system it holds a unique place in history.
(Gibbon, in a well-known passage, exposes one of the causes which
weakened the fibre of the East-Roman Empire. ¢ Alone in the universe,’
he says, ‘ the self-satisfied pride of the Greeks was not disturbed by foreign
merit : and it is no wonder that they fainted in the race, since they had
neither competitors to urge their speed, nor judges to crown their victory.
If this criticism is to be applied not to political but to artistic life, it
must be considerably modified : Lut it will be found to contain indisputable
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glements of truth. In the Middle Ages, Western ljlnrnln-. : held Constan-
tinople a place possessed, as it were by divine 1'1g11t: of Ll:ﬂkllu'l.'l.']d.'dh_{‘w]
pre-eminence in the arts. The city suffered from this .l:uutlu. flattery ;
the consciousness of old prerogative blinded her to the 114;=.f?+1 i.f:r r.-nt'.f-r-
prise. She condescended to the West: and all the “'}1}10 _t!w .“"‘H"
was rising to higher fortunes than her own. The result of t-Inr:; attitude
is a certain high tranquillity of mood; until the latest period there
is little that surprises or disconcerts: if there is movement, we know
:n advance the lines which it will follow. The revolutions which have
affected the history of the arts in the West were impossible for Byzantinm.
She witnessed no such change as that from the grim and monster-loving
art of Italy in the eleventh century to the human art which suceeeded

Fra. 15. Ruins and capitals of the sixth century at El Khargeh, Egypt.

the teaching of St. Francis. She knew no such revulsion as that which
changed the character of English literature when the exuberance of the
seventeenth century passed into the restraint of the ‘Augustan’ age,
The feuds of classic and romantic never reached her ears: no disputes
of realist and impressionist disturbed the still atmosphere which she
breathed in her seclusion. Only in the last eenturies of her existence
did she fully awaken to the possibilities of naturalism in art. But it
was then too late for her to gather in the harvest. The kingdom was
departing : the Turk was already at the gates.

The most striking exceptions to these conservative tendencies are to be
sought in the enfranchised art of iconoelasm, in the imperial " art of the
Macedonian I'E':\'i\'!i.]‘ and in those l:l)iHDdeﬁ and plm:-m!-; of eommon life
which, especially in MSS., enrich the scheme of illustration. In these
expressions of the secular spirit the Hellenistic model is often paraphrased
in accordance with a new conception; aspects of common life, seized by
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a genuine power of observation, enliven the dullness of old tradition. In our
day the secular side is regarded as the least part of Byzantine art—perhaps

It was :th.'u:,,',q an—and thuu;_:'ll it has suffered a l“h'ill'upnl‘T wonate loss l-rrru]ml't--[

Fre, 16. Seulpture on a sixth-century ambo in the Cathedral of BEavenna, (Rieel.

with the side whieh was dedicated to religion, it may well be that at no time
was it represented by such numerous examples. As with the mediaeval
art of the West down to the fourteenth century, as with Buddhist art at all
periods, it was an art made tongue-tied by authority. The third period
was still young when the chilling influence of preseription began to spread
in the work alike of the greater and the minor artist: before that period
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{']H.'-'-:‘l]. it I'I.ZI:I.]. become a power Lo which resistance was bt I'Hl'l""'.' offered.
The Gospels and other books which had in earlier times been illustrated
with a certain richness of invention were }_{I‘.-111|i:t||_1' restricted to a stereo-
typed scheme of miniatures from which the life and vigour of the past have
all departed. It could not be otherwise when the subjects and the manner
of treating them were indicated in advanee; the artist was never wholly
free to recompose or introduce a fundamental change. Under the con-
ditions prevailing in the Eastern Church the genius of a Giotto or a
Masaccio would hardly have reached maturity. The Byzantine Greeks
regarded painting as a sacred art (p. 248), and it sometimes impresses us as
if it were indeed a ritual
exercise, It is true that
the Italians of the thir-
teenth and fourteenth
centuries adhered to
types of composition
which were hardly less
monotonous.  But they
grew discontented with
the limits of their seience
and technigque; they ex-
pcrilm-il[w] with per-
spective, with effects of
light and shade, and
with spatial relations;
until at the close of the
fifteenth century they
were able entirely to re-
construet the traditional
religions subjeets.  Per-
haps if the Turk hadl
stayed his hand the By- Firo, 17. Part of an ambo of the fifth century from
; : p ._ . Salonika, now at Constantinople, CF Fig. 84. (Houfes Efudes ;
zantine painters might . Millet.) P. 145,

have moved in a similar

direction ; the mosaics and frescoes to which we have already alluded seem to
indicate no less. But without the stimulus of close contact with the West
the movement might have slackened and lost significance for Europe as
a whole. The retarding influence of orthodox preseription would perhaps
have hindered progress until the West had long ago discovered all there
was to know. How strong that intluence was becomes eclear to us
when we study the religious art of Eastern Christianity as it became
after the fall of Constantinople, spiritless, submissive to encroachment,
unguickened by the personal hope, lost to the saving graces of imagination.
Despite its frequent inelination towards realism, Byzantine art as
2 whole lived too much indoors for rapid improvement in theory or
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practice ; it was too ineurious, too indifferent to the study of nature
and the human model: it grew short-sighted by poring over copies and
cartoons instead of seeking familiarity with life and growth. While the
contemporary art of China and Japan was searching for the harmony
between nature and the soul of man, and developing a landseape of
supreme quality, the Byzantine schools were handing down' their copies
of old Hellenistic conventions, trees of strangest vegetation, plants of no
species, and dark prism-shaped mountains unrecognized in nature (p. 244).
It is remarkable that while hoth in the Far East and in the Byzantine Empire
monastic artists formed a high proportion of the whole, the oriental monk
divined the central seerets of the natural world in its relation to mankind,
while the Christians are almost childven in comparison. The love of
animals, trees, and Howers was perhaps more vital to Buddhism than
to Christianity, and this may partially explain the difference. Yet, even
if we make this coneession, there remains a superiority on the oriental side
almost humiliating to the European for the first time confronted with the
great landscape art of the Sung dynasty in China.

Like other eclectic systems, Byzantine art had few enthusiasms: were
it not for the glow of its colour it would often fail in its appeal. It was
not quickened and inflamed by a national ideal of beauty; its force was
dissipated in the expression of serious generalities. It never passed
through an archaic stage, or ripened to excellence through suffering and
disillusion. At the beginning it was too richly endowed to strive; like
the Church which it served, it lost no less than it gained by the gifts of
Constantine. It is a commonplace that a comfortable inheritance will
often stifle genius, and the art of Eastern Christianity had never to work
for the means of existence. Its constituents were brought to it as it
were already fashioned; the forms which we see were not moulded in
the fury of the creative hour; they are without the signature of the
individual character.

Like much Western mediaeval art, the art of the Christian East
depends constantly upon the support of its original surroundings. The
Olympian gods were dethroned before the dawn of our era, but even under
a grey northern sky a fine Greek statue or vase will compel to instant
admiration : such things have an absolute inevitable beanty independent
of creed or fashion. It is not quite the same with Byzantine movable
works of art. They may be admired for their colour, for their sumptuous
effect, for particular technical qualities, but not for the supreme harmony,
the rhythm, the perfection of form which alone command a universal homage.
Even the greater work, which eannot be transported, may owe more than we
think to instinctive religious sympathy and historical interest; it gains by
the dim light of the sanctuary it does not always bear the searching light
of day. It may seem superfluous to judge Byzantine art by the Hellenie
standard ; but this must be done if its place among the great arts of the
world is to be fairly estimated ; to aim lower would be to pay an equivoeal
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compliment, and to assume it an art unworthy to be measured by the
highest canons we possess. . . e
The position of Byzantium in the general lu:-:l.ur:g.‘ ulht.'!u: urfm in some
ways resembles that of scholasticism among the I‘.Illlhmuphrl‘v:-;. "ur'i ¢ find the
same peculiar strength, the same undeniable Im'iiukiwﬁ.‘-:. |1n:1:t‘: is the same
dependence upon Greek forms at seeond hand, in both there is the austere
reserve which does not court approval. But there are also the |'1u|r]1:
qualities which earned for Aquinas his title u.l' el.ll.,‘_"'l:.‘.lil: doctor, By i'll‘tmi
of the Hellenie and oriental elements of which it is composed, the art of

Fia. 18. Limestone capital of the fifth century in the Cairo Museum.
(Catalogue géndral : Koptische Kunst, No. 7345.)

the Christian East is a great religions and a great decorative art. As
decoration it is often of an unrivalled majesty ; as interpretation of human
and inanimate nature it was too imitative to attain supreme success. Its
forms do indeed evoke and quicken the sense of life, but it is a life elect
and spiritual, and not the tumultuous flow of human existence. They are
without the solidity of organisms which rejoice or suffer; they seem|to
need no sun and cast no shadow, emerging mysteriously from some
radiance of their own. Byzantine art is unsurpassed as the interpreter of
a common faith; but by its very elevation it evades the warmth of human
passion. For when it would depict the life of real, breathing, sinful
beings, its academic proficiencies often play it false; its traditional shapes
1204 | 1]
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will not live and move as H]llr'i-rit-_‘n' would have them. The artists of the
Christian East reearded their art as a means rather than as an end in
itself, sharing in this the feeling of their contemporaries of the Western
Middle Ages; but sinee theirs was a Church more exacting in its control
than that of Rome, a Church altogether hostile to monumental :-44'i15[1111]‘4'.
they lacked the n]l[lul‘Lu]titiu_-H afforded ]'J:.' the development of the il|-‘l*-itil.'
sense, The free play of the intellect was too constantly excluded from
their life; how superfluous to think out problems, when all was happily
defined by narrow, if not immutable, precepts! In this fidelity to sacro-

Fra. 19, Capital of the fifth century, Mosque of E:ki-Djouma, Salonika.
|:H-|.-."' s Fludes 1 G, Millet.)

sanct tradition Byzantine art is not without analogy to that of ancient
Egypt. It had infinite decorative charm, but it grew languid for want of:
living ideas ; it too readily abandoned initiative, to live content in ‘the
narrow proficiency of perpetual iteration !

We have dwelled upon the deficiencies of Byzantine art because the
reaction against the old injustice has provoked a counter-reaction, and
there are many who neutralize the good results attained by using a
language of unqualified enlogy. By this insistence upon its weaknesses,
are we insensibly reverting to the injustice of Voltaire? Are we taking
Onr ...,-L-“]‘i on the side of those who see 1n lalﬂ'iillltilit' art lli‘lthi'll_‘_f more than
a grandiose hieroglyphie system, differing in degree, but not in kind, from

1 The ||'|:|';|,-|- ig that of a writer in the Edinbargh feviog who eritieizes ]‘:,::'. plian civilization
1|i|..]|_ '.I|"' lines i]ilii!':l"'lt -ill""I'L' Mo, 430, Cetober, 1THE, Pl 400 IT-.-
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that of ancient Mexico? To do so would be to ignore qualities which
might redeem more serious defeets. If the art of the Christian lihml;‘ is
lacking in freshness and enthusiasm, it is spared solecisms and ‘uncertain-
ties of inspiration’. The restraint of an ever-present law may impoverish
imagination, but it forbids rhetorie, and lends to the artistic language the
stately grandeur of a liturgy. The mean and trivial accidents of life do
not intrude into the sphere of these high abstractions ; the vulgar and the
foolish thing does not come nigh them; there is immunity from the
dangers which beset unbalanced and impetuous natures. This art avoids
false pathos, false unction, fecble sentiment. It is neither over-violent nor
over-sweet; it has no place either for a Caravaggio or a Guido Reni.
Perhaps it was after all a happy destiny which held the East-Christian art
of the Middle Ages in a servitude so august and transcendental. Freed
from the exalting attraction of the ideal type, it might never have risen
above mediocrity. It is greatest, it is most itself, when it frankly
renounces nature ; its highest level is perhaps attained where, as in the
hest mosaie, a grave schematic treatment is imposed, where no illusion of
receding distance, no preoccupation with anatomy, is sutfered to distract
the eye from the central mystery of the symbol. The figures that ennoble
these walls often seem independent of earth; they owe much of their
grandeur to their detachment. They exert a compelling and almost
a magical power just beeause they stand upon the very line beiween that
which lives and that which is abstracted. The constant repetition of
designs and methods which have acquired a kind of sanctity or pre-
seriptive right has another compensating advantage. It is in the art of
the most conservative civilizations that the most refined and conscientious
craftmanship is often found ; what is true of dynastic Egypt is also true of
the Macedonian and Comnenian dynasties of Byzantinm. What does not
Europe owe to the finished carvings in ivory, the delicate enamels, the
admirable textiles, which travelled westward in the Middle Ages? Under
what a debt do her illuminators and painters lie to the miniatures and
panel paintings which held before their eyes the classical virtues of
reticence and sobriety ?  The artistic influence of the Byzantine Empire is
due in no small degree to those minor arts of which the very name has
a certain depreciatory sense. Few peoples have done more than those
composing that empire to correct the error thus implied. The effect of
these lesser arts on the development of culture is often of a high signi-
ficance ; and as there is truth in the saying that the ballads of a nation
may contain the key to its history, in like manner it might be maintained
that from what remains of its minor arts it is possible to divine its
achievement in the most diverse fields of action.

In two directions Byzantine art achieved no relative or qualified
success, but the triumph of positive and acknowledged mastery: in the
skilled use of colour, and in architectural eonstruction: in both eases it
owed much to the Eastern strain in its composition. There is little need to

L2
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dilate upon the skill, the fine responsive feeling, with which these artists
conceived and executed their schemes of colour; both in the major and
the minor arts there survive documents sufficient to prove their perfect
competence, In the flowing tones of a rich mosaic which seem to well up
from infinite deeps the eye finds the same solace, the heart the same satis-
faction, as in the canvases of Titian and Giorgione, those eitizens of a half-
Byzantine city.

But it is in architecture, the art with which this volume is not directly
concerned, that Eastern Christianity finds its grandest expression; in
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Fia, 20, Capital of the sixth century : Cathedral of Parenzo. (Alinari,)

architecture it attains to absolute greatness. The Byzantine architect
perceived the majesty of great curves; he freed construction from the
visible tyranny of mass. His domes were symbols of the overarching
heaven in which Christ Pantokrator might fitly establish his throne. The
eve follows the aerial lines with consummate satisfaetion ; they entrance
by suggestions of infinity ; they go forth and return upon their appointed
course, until in the contemplation of their infallible perfection all sense of
superincumbent mass is overcome. There is no dome which floats like
that of Sta Sophia; it is poised rather than supported; the last thing of
which the spectator thinks is the enormous thrust and pressure which
for fifteen hundred years has urged upon the masonry below. The
audacity of the conception is forgotten in the apparent ease of the achieve-
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ment. The ideal of Byzantine construction was the close-knit organism
sufficient to itself, bearing its own burden by the nice balance of counter-
acting forees. The churches stand lightly, rising in a natural grace ; they
do not lean upon buttresses or painfully display the struggle and stress in
which all buildings live. After the time of Anthemius and I gidore, there
was no further attempt to construct upon so grand a scale as that of
Justinian’s great cathedral. Byzantine churches are usnally of moderate
proportions ; some, and those not the least beautiful, are very small indeed.
But all have their majesty of curved line which seems to bear the soul
away, and is congruous with the mood of still devotion.

The ahsolute greatness of Byzantine art will be affirmed or denied i
proportion as the relationship of art to ethies is regarded as near or remote.
The Emperor Mareus Aurelius expressed one truth when he saidl that
everything which is beautiful is beautiful in itself and terminates in itself.
But to the artists of the Middle Ages, whether in East or West, this was
false doctrine. To them the individual was nothing, the immanent idea or
gidos was both a type and an ensample. The form, the image, were but
means and semblances created to exalt the soul to the contemplation of
immortal things! If the function of great art is to enhance the sense of
life, the theory which sets ennoblement before all things will never lack
defenders, beeause, after all, it is founded upon another truth no less
essential than the first. In its theory Byzantine art is at one with our
great mediaeval art ; in its practice, thongh upon different paths, it attains
an equal level of achievement.
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Nilus, Anthology, vol. i, p. 10, Leipzig, 1819,



CHAPTER 1II

Ix the foregoing chapter the attempt has been made to indicate in
outline some of the more general characteristics of Byzantine art and
to estimate the influence which it has exerted in the world. The purpose
of the present chapter is to supply something in the nature of a geo-
graphical basis, and to illustrate the importance of the several areas:
it may thus be regarded as complementary to the first. Since it must
necessarily be restricted to the limits of a summary, only salient facts
and features have been included; but the references to early or recent
works of a more special application will enable all desirous of entering
into further detail to obtain information from ampler and more authentic
sources.

The imperial provinces and those regions of Asia with whieh they
were most intimately connected have been placed first upon the list, those
parts of Europe which lay beyond the Byzantine frontiers last; but the
space allotted to the latter is equally extensive. Two reasons may be
oiven for this apparently paradoxical treatment: the position of the Eastern
provinces has been exhaustively discussed in eomparatively recent works
by Straygowski and other writers; the influence of East-Christian art
in Western Europe in the early centuries of the Middle Ages is an
essential part of its greatness and cannot be too strongly emphasized.

Tar Bargax PesissuLa; GreeciE; THE ISLANDs; RuUssia.

In a sense, the Balkan peninsula was the hinterland of Constantinople,
and as such was open to the influence of Byzantine art. The permanent
oceupation of great territories by half-civilized peoples might check this
influence, but did not destroy it, because the conversion of the Bulgarians
and the Servians to Christianity favoured the introduction of Byzantine
culture.

Thrace, with its chief city, remained Byzantine almost from first to
last. Salonica was always predominantly Greek. Though it suffered
much in early centuries from the neighbourhood of barbaric tribes, its
early churches, especially those dedicated to St. George and St. Demetrius,
show that by the time of Justinian it must have been very rich in
important monuments. Between the seventh and ninth centuries it was
troubled by incursions of Slavs and Bulgars, only preserving itself by
gifts which almost amounted to a tribute. During the iconoclastic dispute
its clergy declared against the innovators, and as a principal centre of
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resistance it grew in ecclesiastical 1|npmtamﬂ~ In A.p. 886, 904, and 912
it was attacked by the Mohammedans, and in 1185 was sacked by the
Normans of Sicily. In a.p. 1204 it passed under the authority of a
Frankish ruler, but became once more B yzantine in A.Dp, 1328, falling at
last to the Turks in the fifteenth century.

The significance of Mount Athos! for Christian art begins in the tenth
century, when the earliest of the great monasteries were founded ; from
that time to the present day the cloister-covered headland has been the

Fra. 21. Limestone niche of the sixth-seventh century in the Cairo Museum,
| Cotolonraee gentdval » Koplische Kuiist, MNo. 7300,

Holy Mountain of the Christian East. The monks who sought its shelter
and seclusion were natives of the most varied regions, coming from Servia,
Georgia, and Russia, no less than from Greece and the Levant, Pre-
serving, traditions handed down from a very early period, they have
often sueccceded in lending to their frescoes and works of art a greater
appearance of antiquity than they in fact possess. The artists were
naturally in sympathy with the monastic art of Syria, Mesopotamia,
and Egvpt: and in MSS. of quite a late date the influence of Syrian proto-
types 1s manifest. Little is now preserved of a date earlier than the
fifteenth century, and most of the frescoes are later (p. 302). The art

1 ]:H‘l|I"|'~;.I:I'.11J.!-'|1 e Kwunsl ﬂzr_f dert Athog- Iﬂn—,».l':.lu;, N. Knul.l,ukuﬂ Monraends of Arl on Mownd
Athos (Russian)), 1902,
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of the Athonite monks is imitative and ecelectic. No new school was
founded in their midst; the promontory has always been a place of
memories rather than the home of quickening ideas. One great name,
that of the painter Manuel Panselinos, is associated with the Holy
Mountain (p. 263).

BULGARIA AND SERVIA.

The Bulgarians, a people of Turco-Finnish stock, became Christian in
the ninth eentury. From the close of that century down to about a.p. 930
they enjoyed a brief period of national glory, and their manners weve
refined by relations, peaceful and hostile, with the rulers of Constantinople.
Their nobles were educated in the Greek capital: their famous Tsar
Simeon, who exchanged the monk’s for the soldier's habit, is said to have
studied the works of Demosthenes and Aristotle, He defeated the
Byzantine armies and besieged the Emperor Romanus in his capital,
exacting from him terms of friendship and alliance.! But after his death
Bulgaria declined, until the Emperor Basil IT, surnamed the Slayer of the
Bulgarians, broke its power and removed it from the number of in-
dependent states.

The importance of Servia® to East-Christian art begins in the thir-
teenth and culminates in the following century. The Servians were
a Slav people, allies of the Avars, who occupied Balkan territory in the
seventh century, the Emperor Heraclius ceding them lands on condition
that they acknowledged the suzerainty of Byzantium. In the time of
the great Simeon (see above) Servia was dominated by the Bulgarians;
it was not until the rise of the Nemanja dynasty at the close of the
twelfth century that the country assumed an international position, and
began to assimilate the culture of her eastern neighbours.

The third son of the first Nemanja prinee, born in A.p. 1169, travelled
in the Holy Land, and studied on Mount Athos as a monk under the name
of Sava: there the Servian monastery of Chilandari was founded, becoming
a channel through which the influence of East-Christian art penetrated
into the Slavonie kingdom.* The first period of Servian art ended with
Stephen Urosh 11, Milutin (1.p. 1282-1321). During this period certain
influences from the West (Dalmatia) are apparent.®* The fourteenth
century was the great Byzantine period.  Milutin, the famed soldier and
chureh builder, married a daughter of the Emperor Andronicus I1:
his son Stephen (A.p. 1321-31) followed in his steps and built the famous

| Gibbon, Decline and Fall, ¢h. lv. The chief Byzantine historians are Cedrenus and
Zonaras. , n

* Vol. x of Tsviestiya of Russ. Arch. Inst. of Cple., Sofia, 1905, : o

: Kondakoff, Macedonia ; Miklosich Stojanovid; Strzygowski, Denfeschiriften of the Yienna
Academy, vol. lii ( Phil.-hist. Classe), 1906, pp. 59 fi. ; ; ; i :

' G. Millet, Recusil des inscriptions chrét. du Mont Afhos, i, has published inscriptions illus-
trating the relations between the Holy Mountain and Servia. \ : S

5 Arehitectural ornament akin to Romanesque initials in the Miroslav Gospel (Faesimiles
by L. Stejanovié, 1907) influenced by Romanesque style.
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monastery of De¢ani. Under Stephen’s son Dushan (A.D. 1331-55) Servii
attained the sunmit of her power. This king took Macedonia in 1345,
and conquered Thessaly, Epirus, Aetolia, and Acarnania, leaving to
Byzantium only Thrace and Salonica. Decadence began on the death
of this founder of Great Servia., His son Urosh (a.D. 1356-72) was
unequal to the task imposed upon him. Under Lazarus (1372-89) and
his son Stephen Lazarevié (1389-1427) the political centre was removedd
from Uskub and Macedonia to the region about the confluence of the
two Moravas, The connexion with Constantinople was maintained by
both rulers, even though the second was actually a vassal of the Sultan.
The close of the fifteenth century saw the final establishment of Turkish

rule.

Fia, 22, Sandstone niche of the seventh century in the Caire Museum.
{ Cofalogue géndral 1 Koplische Kunsi, No. 72097,

The Nemanja period is rich in monuments of Servo-Byzantine art.
The church of Studenitsa shows Romanesque as well as Byzantine features,
Giradats dates from A.p. 1314, in the reign of Milutin: another foundation
of this king is Gratehanitsa, and in T:r}th Byzantine influence predominates.
Ravanitsa dates from A.p, 1380; Kalenitsa and Manasseva from the late
times of Stephen Lazarevié. l

The most important artistic remains, apart from the buildings, are
the frescoes and the MSS. The former follow Byzantine traditions and
share the late Renaissance of the fourteenth centur y, to which the mosaies
of Kahrié Djami and the wall paintings of Mistra in the Morea bear such
conspicnons evidence (see p. 293).

In the MSS. similar tendencies are found; but here the influence of
the monastie art of Mount Athos is also apparent (see above).

Strzygowski has argued that Servian art was affected by old Syro-
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Mesopotamian traditions which never passed through Constantinople,
but had been transmitted directly from the East to the Holy Mount.

(IREECE AND THE ISLANDS.

Greece does not loom large in the history of the arts during the early
Byzantine period. The country had always been discontented under Roman
sway; in the days of Pericles it had been spoiled once and for ever for
a subordinate destiny; the epigoni could not forget, and were embittered
under the discipline of Rome. It was not with them as with the in-
habitants of the Greek cities of Asia Minor and the East. These already
learned under the Diadochi what it meant to have a master; when Rome
came with a measure of communal liberty as an immediate gift and the
enduring pas Romana in prospeet, they accepted the new yoke without
reluctance, and despite the exactions of provincial governors achieved
a rapid prosperity. But the same yoke galled the necks of the Greeks
in Hellas and filled them with a sullen despair. Independence was gone,
economical prosperity was upon the wane. The Roman Empire controlled
the most productive countries of the Western world; alaal like Spain,
rich in minerals, cattle, wool, and fish, could supply all needs at lower
rates, and undersell the Greeks in their own markets. The world
was no longer Hellenocentric; the people of Hellas, resentful and im-
poverished, kept aloof, and guarded the illusion of national importance.
Athens was full of philosophers walking in the porch or the garden
and attracting to their lectures students of many nations; she remained
the inner citadel of intellectual paganism, tenaciously holding the last
strongholds against Christianity, Here in the fifth century Artemis,
Athene, and Asklepios still had their worshippers; yet to all but Athenian
eyes the metropolis of a lost cause was growing obviously provineial ;
she depressed the stranger with a sense of vanity and desolation. Synesius
of Cyrene, who visited the eity in A. D. 416, found dilapidation everywhere,
and perhaps recalled the remark of Apollonius of Tyana: ‘I beeame
provineial (é8apBapadnr) not by absence from Athens, but rather through
making a sojourn within her walls” But Athens was not suffered to defy
the spirit of the age with impunity; the foundation of the university of
Constantinople under Christian auspices dealt her a sensible blow and
diverted the stream of students to the East. Her philosophers still
professed, but they felt that the future was not with them: their cause
was lost long before Justinian closed the schools of Athens. One of them,
Leontius, gave an empress to Constantinople in the person of his danghter
Athenais, who, under the new name of Eudocia, became the wife of
Theodosins 11

In a word, Greece was fatally loyal to her old traditions. Christianity
made way slowly, and was at first almost eonfined to the walls of Corinth.
The country was singularly free from wars and bloodshed, for though
in A.D. 395 Alarie the Goth penetrated as far south as the Morea, his was
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but a temporary raid which brought no permanent exhaustion. “]':.‘l.'l.'l‘
was ruined by poverty and old memories, not by armed oppression:
the land of Pericles and Thucydides now neither made history nor wrote
it. Progress was to eome not from rhetorie or poetry but from the prose
of a reviving commeree. After Justinian had introduced the culture of th".
silkworm into the empire (see Ch. X) Greece became a great centre ol
weaving, and her textiles were famous in Europe. The solid eompensations
of prosperity led men to forget that the eity of Corinth, once f.-_um,_ul in
all the arts, now gave its name to currants. The silk industry flourished

Fra. 28. Carved limestone frieze of the fourth-fifth contury in the Caire Museum.
_:l',-(.r-'rl:i.:i.'fr' e vl ! .I":-l;r-.'!'h-:'nr'-' Kounaf, No. T303.

not ﬂtl]}' in Euboea but in Thebes and in the Morea : and when the Norman
princes wished to establish silk manufacture in Sieily, it was to Greece that
they sent for workmen. In the tenth and eleventh centuries numerouns
churches and monasteries were erected, many of graceful eonstruction,
and adorned with mosaics and frescoes of remarkable beauty : the monas-
tery of Daphni in Attica and the great Church of St. Luke of Stiris in
Phoeis retain to this day much of their original splendour. Oriental
features in architectural eonstruction, and ornamental motives, both zoo-
morphic and alphabetie, show that at this period a strong Mohammedan
(Perso-Mesopotamian) influence affeeted the art of Greeee,! possibly
initiated by migrant artists from Hither Asia who followed the Bulgarian
armies. The Frankish oecupation of the thirteenth ecentury only partially

LA fragment of an Arabic inseription found on the Aeropolis at Athens in 1585 suggests
the actual presence of Mohammedans in the eleventh or twelfth century (Van Berchem and
Strzygowski, Amida, Beitrige sur Kunstgeschichte . . . von Nordmesopotamion, p. 3727,
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interrupted the peaceful progress of art and industry.! Thebes continued to
manufacture silk ; Halmyros and Chaleis were busy emporia; the plains of
Thessaly exported corn to Constantinople, the vineyards of Pteleon sent
their wine. Monemvasia in the south furnished our own ancestors with
the Malmsey to which mediaeval records refer so often. The close of the
thirteenth century, which witnessed the fall of the Frankish principality
of Achaia, saw the Byzantine Empire re-established in the Morea. Mistra,
close to the site of the ancient Sparta, became the seat of a new and
flourishing provinee, which waxed as Constantinople waned, and, but for
the Turks, might have continued to prosper for centuries. Here lived
(Gemistios Plethon the Platonist, here members of the imperial family made
their residence: and the churches, with their beautiful frescoes, all the
work of the fourteenth and fifteenth centuries (see p. 293), are the most
conspicuous examples of the last revival of Byzantine art (see above, p. 19).
The fatal year a.p. 1460 put an end to Greek sovereignty in the Morea ;
and from that time till our own day the art which had done so much to
redeem the failure of mediaeval Greece lay once more under eclipse. To
the formation of East-Christian art Greece had contributed little or
nothing : its last great phase might have been peculiarly her own had
destiny spared her the miseries of Turkish misrule.

The Islands prospered during the imperial expansion of the middle
period, and retained much of their importance after the Latin oceupation.
The Cyeclades (Dodekanesos) by the thirteenth century had grown some-
what inseeure through the prevalence of piracy, but they were still populous
and important, lying as they did on the route from Constantinople to
Italy.? Naxos, the Queen of the Cyclades, had a fortified castleat Apaliri ;
Chios had Nea Moni with its fine mosaies; on Andros was the Pana-
chranton monastery attributed to Nicephorus Phocas, and the small ehurch
of St. Michael at Messaria, dating from the time of Manuel I; Paros has its
churches, of which detailed accounts have yet to be published. Cyprus
was the seat of wealthy Greek communities in the sixth century: the
discoveries of jewellery and silver plate in the island attest its prosperity
at that time. Crete is very rich in Byzantine churches, mostly of the
later centuries,® though one at least described by Mr. Fyffe, St. Titus at
Gortyna,* dates from the first millennium. In the last centuries of the
Byzantine Empire Greek painters of reputation were born in Crete
(see p. 264).

Russia AND THE CRIMEA.

The Greek cities of the Crimea had preserved late Hellenic civilization
through Roman times, but had suffered the harbarian yoke under the Huns.

1 See W. Miller, The Lafing in the Levant, 1908, and Jowrn. Hellewic St xxvii, p. 229 ; Sir
Rennell Rodd, The Princes of Achatd,

* W. Miller, as above, p. 26. For the history of the Islands under the Franks, see
ibid. eh. xvii and xviii.

3 ;. Gerola, Momomenti Veneti nell' isola di Creta, vol. ii, 1908, The churches are of the
ordinary Kreushuppel type. ¢ Theodore Fyfle, Archifectural Review, Aug. 1907, pp. 60 ff.
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They were brought within the influence of Byzantium by Justinian, who
made the city of Bosphorus an imperial dependency.! In the seventh
century Cherson still preserved its old Greek traditions and municipal
organization, a privilege granted by Dioeletian and Constantine in 1:1.-1:11111
for aid against the peoples of the interior; it emerges from ol u-':t?nrit-‘}' in the
eighth eentury as the place which received and ejected Justinian I1,* most
intractable of imperial exiles. The region is interesting as the home of the
Tetraxite Goths, a remnant which remained behind when their countrymen
moved westward, preserving their name and speech till after the fall of
Constantinople? They had been converted to the Christian faith, presum-
ably in the fourth century, and two centuries later petitioned Justinian for
a h;slmp. Russian archacologists have discovered remains of early Byzantine

Fie, 24. Limestone frieze of the fourth-fifth century in the Musenm at Cairo,
(Catalogue géndral @ Koptische Kunst, Ko, T802.)

churches and the Crimea possessed a mint at which copper coins were
struck.

The real significance of Russia for Christian art does not begin until
the conversion of the Russian princes to Christianity in the tenth century.
When Kieff became a Christian eity, artists from Constantinople were
invited to decorate the walls of its churches with freseoes and mosaies; in
the eleventh and twelfth centuries, the period between the introduction of
the new faith and the Mongol invasions, the South of Russia was the
home of many arts; and Russians had not only become skilled in mural
decoration, but also in goldsmith’s work and in enamelling. The Mongo-
lians checked this peaceful development: the seat of government was
transferred to northern centres more remote from the Black Sea and more

1 Bury, Hist., i. 470, * Ihbid. ii. 263. ? Bradley, Goths, p. S63.

i D. Ainaloff, Monumenis of the Christian Chersonese, i; Tolstoy and Kondakofl, Kussian
Anfiquities, iv, St. Poetersburg, 1891 ; A. L. Berthier de La Garde, in Maferials for Russian
Archaeology, xii, St. P., 1898 ; Ieviestiya of the Imperial Arch, Commission, 1900, &c. ; Comple rendu
of the same, 1888-1904; V. Latyshefl, Greek Inscriptions of the Christian Eva, St. P., 1806. (All
Russian except the Comple rendi,)
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amenable to European influence. The time when Kieff was the first eity
of Russia is the most interesting of all for the student of Byzantine
eulture ;: it is fortunate that enough remains of the period survive to
permit some estimate of its achievement. It is an interesting fact that the
influence of Armenia (p. 56) ean be traced in Russian architecture ; and it is
probable that Armenians were active in illLl‘UtlllL'illg Christian art into the
valley of the Dnieper. Since the sixteenth century Russian art has
incorporated much that is Western and has attained a new individuality
of its own. Yet amid all changes it bears upon it the unmistakable
marks of its origin, and has preserved, with a certain barbarie grandeur,
much of the Byzantine spirit. Like the mother art, it rejected the plastic

V2
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Fig, 25. Limestone frieze with animals, sixth-seventh century, in the Cairo Museum.
{ Catalogue général : Koptische Kunst, No. T320.)

representation of the human figure upon a large scale, and its sculpture
is chiefly confined to the ornamental earving of the non-Byzantine area.
It owed much to Mount Athos, with which its relations have been long and
continuous, one of the monasteries bearing the Russian name. The most
remarkable monument of Byzantine art in Russia is the Cathedral of Kieff,
which is adorned with mosaies and frescoes of the eleventh century.

THE EAST-CHRISTIAN WORLD
ANATOLIA.

Asia Minor has always been a country of ethnical and geographical
contrasts. Her coasts and the valleys of her greater rivers have been
accessible to maritime influences; on the other hand, her plateau has
preserved primitive and indigenous traditions. Along the littoral and the
chief water-ways Hellenistic culture was more strongly represented than
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in any other province; here were to he found in their purest form the
latest manifestations of the Greek spirit. It was no small thing that in
the region nearest to Constantinople, in the home-provinee of Byzantine
civilization, the principles of Hellenism should have survived with less
modification than elsewhere ; it is a fact which helps us to understand the
stubborn resistance of the Greek element in Byzantine art to the influence
of the East. Great cities like Ephesus, Smyrmna, and Miletus, lesser cities
like Sardis, Tralles, or Magnesia, were strongholds of Hellenism whose
wealth and commercial importance enabled them to maintain a high
position among the towns of the East-Roman Empire. The character of
their population, their wide resources, the communications which they
maintained with Asia and with other provinces, combined to maintain the
prestige of Asia Minor as the first representative of late Greek civiliza tion.!
The cities upon the Euxine shore of Anatolia were in the earlier centuries
under the influence of a Hellenic, in the later of a Byzantine Greek culture.
There were Christian monuments in Trebizond hefore the sixth century ;
Sinope was a considerable port connecting the interior with Constantinople,
Though Trebizond had already profited by the revival under the Macedonian
dynasty, and some of her prineipal churches were built hetween this time and
the oecupation of Constantinople by the Latins, yet it was this latter event to
which she owed her period of greatness. In A. D, 1204 Alexius Comnenus
founded in this part of Asia Minor the Empire of which she was the
capital ; the abandonment in the same century of the route to the East
by the Red Sea and Syria diverted the oriental trade to the Euxine
and rapidly turned to her advantage. The Genoese and Venetians settled
here; the revenues derived by the Comnenian emperors from this source
enabled them to become the generous patrons of architects and painters
until their prosperity waned and their dominion was overthrown in the
second half of the fifteenth century.*

In the interior, upon the platean, away from the moving currents of
new ideas, the conditions of life were different. Here old eustoms and
modes of thought, established before the coming of the Greeks, continued
to pursue their ancient way indifferent to the various dominations which
had in turn held rule over the peninsula, When in A.D. 133 Rome had
become an Asiatic power, she did indeed extend her sway over that
Anatolian plateau which neither Persian nor Macedonian had ever fully

! It should be unnecessary to refer the reader to Sir William Ramsay's various works on
Asia Minor, the last. The Thousand and One Churches, written in eollaboration with Miss Ger-
trude Bell, Among books and treatizes in other languages, Strzygowski's Kleinasien ein
J"I-Tﬂ‘lif_l'.'lr'l.ti der Kunstpeschichte has aroused widespread interest by its atbtraclive statement of
nrlgn'lml views, In Diehl’s roview of the book in the Journal des Savanfs, 1904, pp. 259 11,
mention is made of the German, Austrian, and Russian work in Anatelia. Miss Bell's earlier
work among the ruined churches is published in the Revie archiologique, where there is also an
article by M. Millet (1905, Pt. I). The work of Dr. Hans Rott and others is mentioned in the
l:]tﬂpiar on Painting.

.2 Finlay, History of Greace from ifs conguest by the Crusaders fo ifs conguest by (ha Turks, &e., and
Mediaeval Greece and Trebizond ; Fallmerayer, Geschichie des Kaiserthums von Trapezunt ; G. Millet in
Bull. de Corr. hell., xix, 1895, pp. 419ff, For the coins see references on p. 626,
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controlled. But what anthropologists deseribe as ‘ regional temperament
was not to be suppressed even by the Roman legions : the deities to which
the common people prayed were Asian gods, and the state religion was
powerless to eviet them. As in Syria and Egypt, the social and religious
teeling of the indigenous population reacted powerfully upon art. The
idealism of the Greek was less sympathetic to the Anatolian than the
realistic manner which had marked the art of the ancient monarchies.
The tendency to realism and to a severe monumental style characteristically
Asian was here no less marked than in Syria, where the same Mesopo-
tamian influences had penetrated. All the features which mark the
monastie art of the Empire, the austerity, the theologieal preoccupation,
the devotion to preseribed form, found here a congenial soil. Cappadocia

Fro. 26. Limestone frieze with mounted saint in the Cairo Musenm, sixth-seventh century.
(Cafalogue géndral ; Koptische Kunst, No. T284.) F. 158.

is nearer in spirit to Mesopotamia and Syria than to the Hellenistic cities
of the Mediterranean littoral.

The interaction of the oriental and Hellenic elements had nowhere more
important results than in Asia Minor. For it was here that forms and
methods of oriental architecture were modified with the most fruitful
results to meet the needs of the Christian Church. In the art of skilful
adaptation the Asiatic Greek was supreme: none so quick as he to
accommodate existing features of a foreign art to new uses, combining and
transforming by bold and practical experiment. He early perceived the
advantages of the vaulted and domical system of eonstruction, appreciating
the superiority of buildings so erected over the old basilicas with their
monotonous wooden roofs. It is probable that the invention of the
pendentive, by means of which a dome may be placed above a rectangular
oround-plan, was a Greek solution of an ancient difficulty.! The eruciform

' . Millet, Rev. arch., Jan. 1905, p. 102; G. L. Bell in The Thousand and One Churches,
pp. 441 and 446,
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plan, the two-towered fagade, the vaulted basilica, all seem to hfu'u
dominated in Anatolia! The very use of burned, as opposed to sun-dried,
brick may be due to the invention of the Greek builders®

The Greeks of the Hellenistic cities of Asia Minor probably did more
to preserve the decaying art of seulpture than any other people in the
Byzantine Empire. The traditions of the period when Scopas and
Praxiteles had worked on Anatolian soil, the later traditions of Pergamon
and Rhodes, were not easily forgotten in the west of the country where
the Greeks were in strength and oriental influences remote. The ‘Sida-
mara group’ of sarcophagi, visibly inspired by Greek art of the fourth
century B.C. yet attracting by a striking orviginality, may have been
produced in Asia Minor, though whether in north or south it is still

Fra. 27, Limestone relicfs, fifth-sixth century, in the Cairo Museum.
(Cntalogue géndral ;. Kopfische Kunst, No. T635.)

impossible to say (p. 130). The marble quarries of Proconnesos, which
supplied the whole Mediterranean area with capitals of ecolumns and
closure slabs in the fifth and sixth centuries, may almost be regarded as
belonging to the Anatolian province, though here there were numbers of
workmen from Syria, Egypt, and other regions® Various reliefs with
figure subjeets found in Asia Minor would seem to show that the art was
widely distributed in this region (p. 153), though after the seventh century
it sank into insignificance. From Anatolia the Buddhist seulptors of
Gandhara may have derived their models (p. 130).

The relationships of different schools of painting in the Eastern
provinees during the earlier centuries of our era cannot yet be defined with
certainty; the surviving material is too seanty ; the extent to which the

! Strzygowski, Kleinasien ; and article in 0. Scheel's Religion, pp. 385, 393.

_ ° Btrzygowski, Klinasien, p. 34, Burned brick, unknown to Vitruvius, was introduced
into Bome before the time of Augustus,

* 0. Wullf considers that the Sidamara sarcophagi may have been produced on Procon-

nesos (Berlin Cafalogue, 1, p. 15). The possible counexion of Anatolian sculptors with the
Christian sarcophagi of Gaul and even of Rome raises interesting questions (p. 188).
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different regions borrowed from each other is still too imperfeetly known.
But there seems reason to suppose that Asia Minor, which from the days
of Asterius (see p. 260) had been reputed for her painters, possessed
excellent illuminators in the sixth eentury; the Gospels of Rossano and
Sinope are plausibly attributed to her workshops and themselves illustrate
the intermingling of Asiatic and Hellenistic sentiment (Ch. VIII). Her
advantage in enjoying four centuries of development after the conquest of
Syria by the Arabs allowed her to develop the art of mural painting
down to the beginning of the second millennium.!

SYRIA AND PALESTINE.

This provinee was one of the most important regions which contributed
to the development of East-Christian art; it connected the culture of
Hither Asia and that of declining Hellenism by nearer and more numerouns
ties than any other part of the Byzantine Empire; it transplanted the
mixed art resulting from the connexion to the most distant countries of
the West. Syria may be said to lie between two continents ; on the west,
the Mediterranean keeps it in contact with Europe, while to the east it
merges in the continent of Asia, to which it geographically belongs. From
this situation the province derived the utmost advantage in the centuries
preceding the Arab conquest of A.D. 634. Her people were then the most
active traders of the time; they received by land the riches of Inner Asia
by the great trade route debouching at Antioch, and from this port they
distributed them through the Mediterranean with the products of their
own art and industry ; the effects of the relations thus established are
discussed in the sections dealing with the countries of Western Europe
(pp. 78, 87). With Alexandria, and through that city with Egypt,
Antioch held uninterrupted communiecation, and so closely were mutual
interests allied that in certain branches of art it is often impossible with
certainty to distinguish the work of the one country from that of the
other. Ivory carvings and other objects of the fifth and sixth centuries
are still variously assigned by different scholars, and attributions remain to
a large extent subjective. In hoth alike we find Hellenistic and Asiatic
elements in process of amalgamation, we see the blending of the Greek and
oriental spirit.

The chief centre of Hellenie influence in Syria was the great city upon
the Orontes. Antioch, which in earlier times had enjoyed a dubious fame
as a city of luxury and dissipation, retained to the last many of the
characteristics which had rendered her name notorious. The pages of
Livy, of Plutarch, of Polybius, of Posidonius of Apamea, reveal to us these
Greeks and Hellenized Syrians as a people no less devoted to festivity and
soeial pleasures than to the active business of life. In the time of Justinian,
Antioch is deseribed by Procopius as the first of the Roman ecities in the

! Phe most extensive remains are in the rock-hewn churches of Cappadocia (see p. 267).
But the constructed churches, now ruined and decayed, must ence have been equally rich.
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East.! Its situation on the northern slopes of Mount Silpius, its abundant
supply of water, its genial climate, all contributed to make it a favourite
place of residence. Its streets were broad and lined with splendid buildings ;

Fia. 28. Limestone relief of the seventh-sighth eentury in the Cairo Museum,
(Cafalogue gendral : Kopfische Kunst, No, 8761.3

its theatre on the hill and its amphitheatre in the plain, its baths, and its
forum were celebrated in the contemporary world. The suburb of Daphne,
with its groves of laurel and eypress, its flowing waters, and its ancient

1 : . 1 " .
i For Anlioch see Ottfried Miiller, Anliquitates Antiochenae 3 R, Forater. Anfochia am Ovontes,
In Jahrbuch des &, dewlseh. areh, Fnst., xii, 1897, pp. 103 1. ; Ch. Diehl, Jusfinien.
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shrine of Apollo, was as famous as once the vale of Tempe in Greece. The
intelleetual and religious l‘l:lilltiltiﬂﬂ of Antioch differed alike from that of
Alexandria and that of Athens. While the former city early developed
a fanatical and violent zeal, while the latter persevered in the paganism of
a greater past, the Syrian city pursued a middle path, tolerating heathen
ceremony, yet not forgetting that the disciples were first called Christians
in Antioch, Temples were converted into echurches, magnificent new strue-
tures were erected by successive emperors, the seat of a patriarch was
established, but in the groves of Daphne there were still priests of the
ancient faith and sacrifices were still offered to the pagan gods. The
austere Julian might despise the home of dancers and musicians, St. John
Chrysostom denounce her Babylonian follies: but Antioch, like the capitals

Fic. 20. Limestone gable of the fourth-fifth century in the Cairo Museum.
(Catalogue général : Koptische Kunst, No. 7285.) FPp. 152-3.

of modern Europe, had a serious side, and beneath a somewhat frivolous
exterior she concealed an energy prolific in many fields of enterprise.
Down to the invasion of Chosroes in A.D. 540 only the occasional mis-
fortunes of earthquake or eivie disturbance interrupted the course of her
prosperity. Even after the first shock of war she enjoyed a respite of
nearly a century, and during the whole early period she continued to
exert an influence upon the peoples with which she was connected by her
maritime trade. The ports of Egypt, Italy, and Gaul received her fleets.
Her merchants and her monks were found on the banks of the Tiber, the
Rhone, and the Rhine (p. 78). The Hellenism of Antioch was reinforced
by intercourse with the Greek cities of Asia Minor. By maritime inter-
course Ephesus and Miletus were kept in contact with the Syrian capital ;
the Cilician Gates secured free access to the province which originated the
Stoie philosophy. In the interior, towards the East, were the hundred cities
of Northern Syria and the Hauran, since the Arab conquest lying abandoned
in their solitude, but before the rise of Islam enjoying a civilization in
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great part Greek!! Though the buildings of these regions were perhaps
less important to the development of Byzantine architecture than those of
Anatolia, they illustrate in the same way the eftfect of Hellenistic invention
working upon material imported from the East. The problem as to their
connexion with Romanesque architecture in Europe, raised by de Vogii¢
many years ago and again brought into prominence by Strzygowski, can
here only receive a passing mention.®

Through relations of this kind and the character of her own population
the Hellenie element in the art of Syria was necessarily powerful.” Antioch,
with all its buildings and its greater works of art, has disappeared from the
face of the earth, and we can only imagine the nature of its architecture,
painting, and greater sculpture. But of the minor arts our knowledge is
somewhat more extensive. Ivory carvings and the silver plate which with
much probability may be attributed to Syrian workshops remain to show
how strong the Greek tradition was between the fourth and seventh
eenturies (Ch. IV, IX). The influence of Syrian art which we find in the
mosaics and sareophagi of Ravenna and Naples permits us in some measure
to surmise the nature of the lost originals. In surviving work from Syria,
as from other provinees, we observe a swift degeneration of the Hellenistic
types: in the treatment of the human figure, but above all in the changed
conception of decorative design, we mark the encroachment of oriental ideas.

For Syria had the Orient at her gates, and that very part of it which
from ancient times had been most active in the eultivation of the arts.
We know something of Mesopotamia in Babylonian and Assyrian times;
our knowledge of the district in the earlier Christian centuries is only now
beginning, nor will it be adequate to our needs until excavations have been
undertaken upon the sites of many cities which flourished at that time.

! The importance of these wonderful ruined cities was first realized after the publication
of M. de Vogiié’s book La Syrie Cenfrale in 1860-61, Sinee then they have been studied by
Mr, H. C. Butler, a member of two American expeditions, in dwmerican drchasological Expedition
fo Syria, Pt. I1, Architecture and other Aris, New York, 1903, and Princeton Universily Archacologieal
,E:rpedifr'un to Syria, Pt. 1T, Ancient Architecture in Syrig, Leiden, 1908, See also Choisy, L' Arf de
batir ches les Bysantins, p. 22, discussed by Diehl in Journal des Savants, 1904, p. 243, &e., and En
Miditerrande, pp. 25 f. Cf. also Uspensky's account in the viesfiya of the Russian Arehacological
Institute of Constantinople, vol. vii, 1902, and N. Kondakof's Archaeslogical Voyage to Syria and
Palestine, St. l?stersl:—urg, 1904 —thesa two works in Russian.

* De Vogiid, Syrie Coentrale, p. 18 ; Strzygowski, Kleinasien, B. Z., xiii, 1904, p. 203, and Newes
Jahrbuch fiir das klassische Altertiom, &e., xv, 1904, pp. 19-33. The theories of these writers
. are eontroverted by Riveira, who, in his suggestive work Lembardic Archilechure : ils origin and
development (English translation by G. M°N. Rushforth, 1910), derives European mediaeval
architecture from Italy, denying the priority of the East in almost all the inventions upon
which Strzygowski bases his arguments. Rivoira appears to elaim far too much for Italy;
at the same time there is much in his main thesis which cannot be lightly set aside.
Prof. Lethaby has made some valuable remarks on this subjeet, from which I transeribe the
following : * A distinetion will, I am confident, have to be made between the spirit and the
body, between the structural and ornamental elements of the newer stvla. BMuch that has
been argued as to the non-Roman origin of Byzantine building forms will have to be given up,
and a part of Rivoira's claims for Rome and Italy will have to be conceded, although he scems=
to exaggerale in l‘_ﬂ-l"lkll'lg too much of the metropolis and the home country to the neglect of
the H&"&m!!tm cities of the East. There are two great difficulties in the way of any elear
Stllteml‘:nt of I!-}'?:nnl.lnh origins—the tendency to identify Rome the Empire with Rome the
City, and the difficulty of separati ng the expressional comntent of the newer art from its

structural means’ (The Church of the Nativity at Bethlehem, p. 88, Byz. Research Fund, 1910}

: ]iﬁ ?;Eﬂ'l' further A. Baumstark, Ostsyrisches Christentum wnd agtayriseher Hellenismus in K, Q., 1908,
p. .
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Through Mesopotamia the art of Persia travelled into Syria, and by its
contact profoundly modified Greek ornament, which it found in oecupation
(Ch. XTII). The Persians were the middlemen who traded with the Farther
East ; they introduced figured silk textiles into the Byzantine Empire (Ch.
X); the neighbourhood of their western provinee, where in Ctesiphon and
Seleneia Greeks and Persians had long lived side by side, was in every way
significant for the growth of Christian art. In the substitution of an orna-
ment based upon eonceptions alien to those of Greece or Rome and clearly
inspired from oriental sources, Syria took an active and important part.!
The carved lintels and doorways of her ruined cities afford sufficient
evidence of her work in this direction; the facade of the palace of
Mshatta beyond her eastern frontiers (Ch. XIII) proves the transmission of
Perso-Mesopotamian motives far to the south before the seventh century ;
many sarcophagi at Ravenna attest a Syrian influence in which Hellenism
did not participate. The modification of classieal ornament was among the

Fia. 30, Part of a limestone frieze, sixth-seventh century, in the Cairo Museum.
{ Catalogee general : Koptische Kunst, No. 7340,)

most important effects of Syrian artistic activity, for the models which left
her shores found their way to the Adriatic and even further to the west,
while the style which she was most instrumental in disseminating was
copied in the barbarie kingdoms in the earlier centuries of the Middle Ages.
Not only in her carved reliefs, but in the ornament of her early illuminated
hooks, her influence on decorative design was constant and far-reaching
(Ch. VIII).

Her influence was no less important in the more general sphere of
religious sentiment; an atmosphere of Semitic gravity enveloped the
monastic life, subduing the freedom of Greek fancy. The Orient imposed
its notion of commemorative art; the love of ceremony, the conseious awe
of the superhuman, impart to the figures representing sacred scenes and
persons a new aspect of remoteness, half fascinating, half forbidding.
With these tendencies was joined an inclination towards a simple realism
in detail indispensable to an art which found its chief audience among the
people. The illuminated MSS. handed down many compositions for sacred

' See the works by De Vogiié and H. Crosby Butler already cited, and Dichl, Manuel,
pp- 24, 87.
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cenes which remained almost unaltered as late as the fifteenth century ;
the popular illustration of the Psalter has heen aseribed to the llml_JtL:-iI:litr
illuminators of Syria. The manuscripts of the sixth century were copied in
distant countries and down to latest periods; the type of the Etchmiadzin
Gospel, providing models to FFrankish illuminators (Ch. VIII), and the Servian
Psalter at Munich, preserving early Syrian features in the fifteenth century,
attest the zeal with which such books were studied. Even the monumental
art of the last Byzantine period is similarly dependent; the Syrian
inspiration is seen in the narrative mosaies of Kahrié Djami at Constanti-
nople. In this way this provincial art remained a power long after the
country where it flourished had been ahsorbed into the territory of
Islam. In the sixth century,
not long before its loss to
the empire, it stood at the
height of its wvigour and
fertility.

In Palestine ! the eondi-
tions affecting Christian art
differed in many respects
from those which obtained
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in Syria. Commerce was less
active, the settled Hellenie
element less powerful. But
the Invention of the Cross
in the fourth century and
the ereetion of the memorial
churches by Constantine and ~ Fie. 31, Carved limestone, sixth-seventh century,
Helen transformed the I-[nI:.* II"!FluT Illr-aiilf.nim Museum. (Cafalogus géncral @ Koplische Kinnast,
Land into a great artistic

centre,  Churches were enriched with mosaics and paintings of the highest
order ; the most familiar motives were reproduced by the minor arts for the
benefit of returning pilgrims. The demand for mementoes, to which the
steady flow of pilgrims soon gave rise, led to the establishment of work-
shops where such objects as the metal ampullae now at Monza were
wanufactured. It is to be supposed that more costly souvenirs, such as
the enamelled eross of the Sancta Sanctorum (Ch. VIII), produced for the
wealthier visitor, were also made upon the spot; and from the fourth to
the seventh century Jerusalem was probably a econsiderable centre for
many of the minor arts. In all likelihood the workmen were for the most
part foreigners, attracted to the Holy City hy the favourable prospects
which she offered. The artists and artificers who worked for Constantine
were of varions races; perhaps a majority were Asiatic Greeks and
Syrians, others eame from Constantinople. In process of time eraftsmen
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' Kondakoff, drchasological Journey to Syria and Palesting, 1904, and Jowrnal of the Tmp. Russ,
Palegtine Svc., 1802, pp. 144 .
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from Armenia and Persia were added to the eolony of strangers ; the city
of David became a cosmopolitan emporium where people of all races and
languages were gathered together.

Under Mohammedan rule the sane state of things must have continued.
When the conquerors reguired mosaies for their buildings, they turned to
‘(reeks’, who by this time had in great measure assimilated the decorative
teaching of Persia and Mesopotamia. The ornament of the Dome of the
Rock and of the Mosque of El Aksa at Jerusalem betrays these oriental
affinities (Ch. VII). Tt is related that the Caliph Walid, desiring to trans-
form into a mosque the Church of St. John at Damascus and to adorn
it with mosaies, applied to the Byzantine emperor, who furnished him with
workmen. Beyond the borders of the Holy Land, in the desert palace of
an Ommiad prinee, we find, as late as the ninth century, frescoes in which
the spirit of Hellenistic art survives (p. 278). Under the Latin dynasty
of Jerusalem immigrant artists were again employed, as in the case of the
Chureh of the Nativity at Bethlehem,

If we seek the real influence of Judaea upon Christian art, we shall find
it more manifest in iconography than in any other direction. The spirit of
Judaism was a religious rather than an artistie spirit; such designs as can
be called indigenons—for example, those on the limestone ossuaries of the
early centuries of our era—appear to be allied to the family of motives
described by M. Courajod as the grammaire orientale (ef. Ch, XIII), and are
consequently common to Hither Asia rather than peculiar to a single
region. A bearded type of Christ is thought to have been disseminated
from Palestine, though it may have originated in Persia, But to this
and to the grave style demanded by the Semitic temperament the strictly
Jewish influence on early Christian art appears to be confined. The
Hebrews imposed a mood on art; they did not enrich it with new
forms. The types and subjects which spread far and wide from Palestine
through the agency of pilgrims were probably the work of resident aliens
and not of the Jewish people.

ARMENIAL

The history of Armenia and Georgia is of great importance to the study
of BEast-Christian art, for this mountainous territory was permeated by
Mesopotamian, Syrian, and Iranian influences, assimilating the culture of
the regions on its southern and eastern borders, and ultimately returning
or transmitting artistic forms enriched by indigenous features. In
Achaemenian times Armenia had shaved the old Persian religion, and at
a later date her history was bound up with that of Parthia and Rome.
Christianity, introduced at an earlier period, became the official religion
under Tiridates in the fourth eentury ; but for the next two hundred years

1 E',[-_rzvnﬂu:ﬁki has eollected the facts I':q_-nrfng NN the artistic |Ii$!1}l""|' of Armoniain Buys.
Dentm. v. 81 ff.  See also Diehl, Manwel, pp. 315 T and 441 ff.  For Armenian architecture the
reader may consult Lyneh, Armenia, London, 1901 ; Grimm, Monuments of Byzantine Archifecture
in Georgia and Avmenia, St. Petersburg, 1901 ; N. Kondakoff and A, Tolstoy, Russion Anfiguifies,
vol. iv, St. Petersburg, 1891, from which Diehl gives illustrations.
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Christian influence preponderated only in the west: towards the eastern
border Persian influence prevailed. The advantage of the Sassanians in
this quarter was inherited by the rulers of Mohammedan Iran ; for even
during the period of Armenian independence (a.D. 859-1045) Persian
motives, especially ornamental designs, continued to he absorbed into
Armenian art. The early rveligious influence of Syria had been firmly
establishing Syrian iconographic types: down to the end of the sixth

Fie. 32. Carved wooden chest, about A, p. 600, in the Cairo Museum.
(Codalogree gendral ; Koplische Kwnst, No. T211.)

eentury the Armenian Church had recognized the patriarch of Antioch
and her bishops were of Syrian origin. Early Syrian miniatures still
preserved in the country show us the nature of the models which the
Armenians had to copy (see Ch. VIII),and in all that coneerned the repre-
sentation of the human form they were the pupils of Syro-Hellenic
masters. It is worthy of mention that Daniel, the wmarmorarius of
Theodorie, is thought to have been an Armenian (p. 141).

The relationship between Armenian and Byzantine art of the Mace-
donian period presents problems of considerable interest. The study
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of Armenian architecture shows that as early as the seventh century the
Armenians had begun to modify the modes of construetion adopted in the
Christian East, adding new features of their own. In the third Byzantine
period we find them still retaining features proper to the first, and develop-
ing a remarkable originality in the conception and execution of their
designs. The existence of certain common points in Byzantine and
Armenian architecture under the Macedonian dynasty may be explained
on the theory of a Byzantine influence on Armenia or an Armenian
influence on Constantinople ; nor is it easy on present evidence to arrive at
a definite conelusion as to which view best suits the facts. It is well known
that under this dynasty relations between the empire and Armenia were
very close ; emperors of Armenian descent sat upon the throne: Armenians
settled in numbers in Constantinople. In view of the enterprising
chavacter of this people, their readiness to travel, and the admitted
capacity of their artists, it is certainly tempting to invert the usual theory,
and to suppose that Byzantine art did not always dominate that of
Armenia, but was often indebted to it for new ideas. Strzygowski! has
put forward the hypothesis that the Nea, the great church erected by
Basil I in the metropolis, was erected according to Armenian plans, and he
would assion an Armenian origin to various features in other contemporary
churches. Knowing what we do of the initiative displayed by Armenians
in many fields of activity, we cannot dismiss the theory as either extrava-
cant or inherently improbable. They certainly played a leading part in
the development of Russian art during these centuries, and we hear of
their architects and painters in Constantinople and in Egypt (p. 287).
But, as Diehl has remarked in this connexion, where two civilizations
come in contact, the stronger is apt to teach the weaker ; and from the
ninth to the twelfth centuries the Byzantine Empire enjoyed a period of
unequalled power and magnificence. Unless, therefore, it is demonstrated
beyond possibility of contradiction that the features in question could not
have reached the metropolis independently of Armenian influence, it is
prudent to retain the more conservative view, or at least to suspend the
judgement,

It is, however, certain that in less conspicuous provinces than that of
architecture the Armenians served as active intermediaries between Persia
and Byzantium, enriching Christian art by new importations from the
East. The fine arabesques of foliage which form so attractive a feature in
the illuminated MSS. or in the metal-work of the period were in all
probability transmitted by the ageney of Armenians. The distinctive
oriental ornament which appears in the mosques and churches of the Holy
Land may be due to the same perennial source. It may well be that a more
extensive acquaintance with the mediaeval art and industry of Armenia
will reveal other instances of the skill and eapacity which her people

' In Kleinasien, p. 198, &e, ; see also Der Dom su Aachen und seine Enfstellung. In these works
Strzyvgowski modifies the views as to Armenia published in his earlier book above cited.
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possessed.  Enamelling may provide a case in point, for important
enamelled ikons still preserved in Georgia seem to be of native workman-
ship (pp. 528-30), and we have yet to learn when and from what quarter
the art was introduced into the country.! In the section on glass it is noticed
that some of the few Christian glass vessels of the third period may be
connected with Georgian industry (Ch. XI). Here again information as
to origins is meagre in the extreme. Was there an ancient vitreous art
of the Caucasus, as the existence of the Koban enamels might lead us to
conjecture (p.495), or were the methods introduced from the south through
Syria or Mesopotamia? Whatever the future may have in store, it is
certain that in the ninth century Armenia had a national art both of
architecture and painting, an art in which Greek and Persian influences
were so skilfully balanced that creative powers of a high order were
demanded by the process of assimilation.

THE EAST

The misleading suggestions which have prejudiced the use of the term
Byzantine are even more prominent in the case of the word Oriental. We
speak of the East after too large and indiscriminate a fashion, as if all
were homogeneous in thought and sentiment; we are apt to assume that
the whole of Asia, in its action upon the art of Europe, has moved like
a glacier in a single mass and in the same direction. In truth the divisions
of that vast continent have influenced the West at various times, and the
effect of their action has not been uniform. A second fallacy, due perhaps
to the habit of regarding the Orient through a certain atmosphere of
romance, aseribes to the East all the knowledge and all the mystery, while
from the West is deducted such small eredit as it was ever allowed to
possess. We will not believe that the continent of ancient wisdom can
ever have learned from Europe or from its own Mediterranean borders;
we live under the obsession of the oriental mirage’, Here again there is
surely exaggeration. If the East has taught, it has also acquired know-
ledge. But before we can estimate the mutual influence of East and West,
it is essential to define what, for our present purpose, we mean by the East.
The best way of doing this is to begin by eliminating those regions which
have not yet been shown to have exerted a durable or effective influence.

It has been said that all the great representative art of the world has
flowed from two sources, one in Greece, the other in China.? In interpreting

1 Strzygowski long ago suggested that Armenia may have been a primary centre of
enamelling. i

f It iz mot necessary to eonsider the ﬁguro.;n['t. of ancient Eg:,‘pt, Aszyrin, or Achaemenian
PEI‘EH'-; The art of Egypt did not really inspire the Christian art of that country (p. 700
Assyria transmitted eertain ornamental motives. Achaemenian Iran learned how to render
the l:llil:mml figure from the immigrant Greek artists in her great eities, while Parthia and
Sassanian Persia in this respect wore ovon more dependent upon the late Hellenie painters
and seulptors living in Seleucia and Ctesiplhion, or temporarily visiting the country.
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the human figure, in evoking the subtle harmony between man and nature,
the Hellenes and the Chinese were supreme ; each nation has handed down
a tradition which has remained a continuous and inspiring foree through
all the revolutions of history. To the artists of Japan, and in a less degree
of Persia, China is a classie land; it stands to their country in the same
relation as that in which Hellas stands to Europe. We have seen how
deeply Christian art was indebted to Greeee; we have now to ask whether
it owed a debt to China, the country of the great T'ang and Sung painters
who during many centuries of the Middle Ages stood so far above eontem-
porary artists in other lands. To answer this question it is necessary to
survey the state of affairs in Inner Asia, where the outposts of Hellenism
and of Chinese enlture came into immediate contact.

After the conquests of Alexander and the foundation of the Seleucid
dominion, the figure-art of Greece had extended its influence across the
Indus. But it did not gain a permanent vietory: both in India and
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Fie. 83,  Carved wooden lintel of the sixth-seventh century, in the Caire Museum.
| Catalogue péndral : Koplische Kunsl, No. 8781.)

Bactria there was a revival of indigenous feeling which continued down
to the beginning of the Christian era. The early Buddhist art of Asoka’s
time did not favour the representation of the hwman figure; and when the
engravers of the Graeco-Bactrian and Graeco-Seythian coins had lost the
first Hellenie inspirvation, there remained no representative of Hellenism
beyond the Parthian court. But the missionary aetivity of Buddhism
about the beginning of our era brought the culture of India and of Greek
Asia onee more into close relations; and from a study of the seulptures
apon the stipas and vihiras of Gandhira it seems probable that at this
time the Greek had resumed the part of tutor to the Indian (see p. 115).
The seulpture of Gandhira? is the offshoot of the late Hellenistic sculpture
of Asia Minor or Syria (see p. 130). Between the third and eighth
centuries of our era this art advanced with Buddhist eulture across
Turkestan to the confines of the Middle Kingdom. But during the same
period nothing in the figure-art of the region between the Pamir and the
Mediterranean appears to show Chinese influence; that only begins upon
a perceptible scale with the westward expansion of the Mongol Empire.

1 gop A, Foucher, L"dri @réco- Bowddhigqeee o Gandhdra, Paris, 1905, and Mon. Pied, 1910,
p. 275: W. Burgess, The Gandhdra Seulptures, London, 1809, For contact between Buddhism
and Christianity, see also Kennedy in Journ, K. Asiatic Soc,, 1902, pp. 377-4156; 5. Ldvi, Le
Bouddhisme ef les Grecs in Rev, de Uhdsl, des veligions, vol. xxiii, 1801.
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The idea that China was instrumental in the formation of Christian art in
any of its essential features must be dismissed as an emanation from the
oriental mirage.! For the foundations of Byzantine art were all laid by
the time of H‘lkil the Macedonian, and no w catvlh' movement of Chinese
models after the twellth century can have decisively affec ted its destiny.
During the earlier part of the first millennium two great artistie influences
met in conflict in Turkestan, and the Chinese, { 11f|]l,lt|"' nearer to their base,
carried off the vietory over an enemy wearied by a long advance. We now

Fis. 84, The Ascension of Alexander: relief of the twelfth-thirteenth century on the
exterior of 8. Marco, Venieo. [(Alinari) P. 159,

know that as early as the fourth century China possessed an art superior
to that of contemporary Europe, so superior that it had nothing to learn
from the degenerate Greeks of ‘Ta Chin’ (Syria). Such a genius as
Ku K‘ai-chih * was indeed assured of trimmph over any Greek of less merit
than a Polygnotus ; but the Buddhist missionary art issuing from Gandhara,
with which alone he and his fellows had to reckon, was but a pale reflection
devoid of inward strength and fire. As a result, China absorbed such
Greek or Graeco-oriental motives as attracted her attention, and though
she might have taught the Christian world lessons almost above its
comprehension, gave little or nothing in return. Then, as often since,

! For the relations of China and the Byzantine Empire, see Bury's edition of Gibbon's
Decline and Fall, Appendix to wol. iv., See alse F. Hirth's China and fhe Koman Orienf;
0. Miinsterberg, Japanische Kunsigeschichie, i. 33 ., 104 £, ; 1i. 188 1. ; iii. 256 {1, ; J. Dahlmann,

Stimmien eng Maria-Leach, 1902, pp. 1-36 ; A, von Le Coq, Zeitsohrift fiir Ethnologie, 1907, p. DO,
# Sec L. Binyon, Painting in the Far Ewst, ch. iii,
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she lived a life self-eentred and withdrawn; she did not therefore press
her advantage beyond the sphere of her material power, and probably
accepted the inferiority of Western art as a faet requiring no demonstra-
tion.! It was not until many centuries had d-luln-'.ur]. when the ,"n||:r1|_5'u]-;
began to invade the regions west of their original seats, that Chinese
influence flowed strongly into Persia and beyond. To Gengiz and Kublai
Khan in the first place, to Timur in the second, not to the Chinese them-
selves, was due this extension of their art towards the West. The Mongol
schools at Herat and Samarkand taught the miniaturists of Persia how to

Fiz, 35. Carved closure-slabs of the tenth century : Metropolitan Chureh, Mistra,
Hontes Efudes : G, Millet.)

draw and paint the human figure; they did not teach the illuminators of
Constantinople.

Even in decorative design the influence of China during the first
millennium is almost impereeptible. It might have been expected that
the land which exported silk to the West for so long a period should
have transmitted the favourite patterns with which her own silk fabries
were inwoven.? But if Chinese influence ean be traced at all in this
connexion (see Ch. X) the designs in which it is supposed to appear are of
a simple geometrical nature: the peculiar character of Chinese fancy is not
impressed upon them ; their relationship with the Middle Kingdom hardly

I Northern Mesopotamia and East Turkestan may have been eonnected both by ethnical
and relizgions ties ; the monastic spirit of Buddhism may have influenced the monasticism of
early Chiristianity, while the Manichaeans, whe, as the German expedition has proved, were
early established in Turfan, may have served as intermediaries between Hither and Central
Asia, See Admida, as above, pp. 351 ft,, where Prof, von Schrider has collected the prineipal
areuments.) The evidence as at presant known seems to prove little with resard to arfisfic
influence in pro-Mohammedan times, though the results of the recent expeditions are not yet

fully punblishod. 2 ) £ .

2 Srzyeowski, Prussian Jahrbuch.,, xxiv, 1905, p. 173, The C hinese silk textile in the
Vietoria and Albert Museum, found in Egypt, has only an inscription, and was obtained
from the late cemetery at El Azam,
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appears established. There are none of the nunmtn]'.-;.rmri flru;;f?n.q of |.:-}h*
archaic Chinese bronzes: there is none of that curliness ol line whieh
already marked Chinese decorative designs in the seventh century. Tllrc
evidence seems rather to favour the theory that during the whole of this
period China continued rather to receive than to give, While Byzantium
was still a eity of small account, she had already begun to borrow ; the use
of the vine-seroll in the Chinese art of the Han dynasty followed the intro-
duction of the vine itself from Ferghana in the first century before Christ.
Not only are typical Chinese motives absent from the early silk textiles of
the West, while those of Persia abound, but unmistakable Sassanian types
are imitated upon Chinese silks contemporary with the last Sassanian
kings (see Ch. X). Instead of flowing westward the current seems to have
moved in an easterly direction.

What has been said of China may be repeated of Hindostan. There is
little proof that India made any great contribution to East-Christian art.'
Her own early artistic development shows the clearest traces of a persistent
influence from Achaemenian Persia; Greek influences followed in Baetria :
then ecame the Graeco-Roman art of Gandhira, and further influences from
Sassanian Persia, with perliaps some reflex action from Turkestan. India
was great in philosophy, and her peoples possessed a highly developed
religious imagination.  But the forms which they conceived were at first
expressed by other peoples. The Buddhist iconography of the East was
indebted for many types to Hindostan, but the art which best. embodied
them was first Greek and afterwards Chinese. Indian artists were slow in
achieving their independence: when they did achieve it, they produced
work of a mysterious charm and power, but apparently without influence
upon the contemporary art of the West.* We conclude thercfore that
Central and Further Asia owed as little to the Byzantine Empire as that
empire owed to them.

‘The East,’ then, for us must mean those parts of Asia which lie west of
the Pamir. The region which really influenced Byzantine art is neither
India nor the Further Orient: it ean only be sought in Hither Asia. If
this volume were concerned with architecture, the essential truth of this
proposition would be apparent, for here the evidence is continually reinforeed
by the progress of modern research. The great constructive art which
achieved its triumphs by the elaboration of the wvault was native to
Mesopotamia, whenee it spread into Syria, Anatolia, and Armenia upon
its way to wider conquests beyond the Mediterranean. Many fundamental
qualities which distinguish Byzantine architecture were derived from this
source; and though the ingenious and adaptive Greek spirit may have
Lieen essential to its ultimate development, yet in its fundamental features
the art remains oriental. It belongs to Persia and to those more ancient

I Buch points as Prof. Petrie’s discovery in Egypt of a Ptolemaie tombstone with a wheel
and trisula (Journ. R. Asiatic Sec., 1898, p. 875), are of very great interest from the historic
point of view, but prove little with regard to artistic influence,

t E. B. Havell, Indian Sculpfure and Painting, London, 1903,
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empires of the Euphrates valley from which the culture of Iran was
principally derived. To Hither Asia East-Christian art owes its achieve-
ment in the field where it was most creative, and ean most clearly establish
its claim to a great place among the arts of the world.

Strzygowski has insisted for many years upon the overwhelming
significance for East-Christian art of the North Mesopotamian region
about the Persian and Byzantine frontiers, where the three towns of
Edessa, Nisibis, and Amida (Diarbekr) form a triangle, with the last-named
city at the apex. The exeavation of the more important sites in this

Fic. 36. The Adoration of the Magi : Sarcophagus in 8. Vitale, Ravenna. (Ricei.) P. 188,

region is perhaps the most urgent task of Christian archaeology ; but
even from the photographs obtained by scientific travellers? it becomes
more and more clear that Osrhoene was indeed a focus which from the
fourth century radiated influence in all directions. Amida became a great
centre of Christianity in the time of the Emperor Constantius.®* The
fagade of the Great Mosque still incorporates sculptured ecolumns and
stones of which the affinities are with the art of that period; and the
decorative designs confirm Strzygowski’s old hypothesis that the ornament
of Egypt and other parts of the Byzantine Empire owes far more to
this part of Hither Asia than has hitherto been conceded.®

1 Especially General de Beylié and Miss Gortrude Beall. . :

* Van Berchem and Streygowski, Amida, Beitrage sur Kunstgeschichie des Mitlelallers von .h_m:ri—
nesopolamien, IHellas, und dem Abendlande, Heidelberg, 1910, pp. 163, Here the early authorities
for the history of the city are all cited. ;

: Miss Bell found that in the Tur Abdin the tradition of a remote connexion between the
monasticism of this region and that of Egypt is still general. The tradition may well be

founded on fact.
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Even more familiar than Amida are the names of Nisibis and Edessa,
famous for theological schools of the Nestorians, who in course of time
became the predominant Christian sect in Persia! The Persian Chureh
had been founded by Syrian missionaries;* its Catholic members emknm-:'-
ledged the patriarch of Antioch, and the Nestorians were bound to S:,-'.rm
by the ties of language and tradition. The reputation of the Mesopotamian
schools rose so high that the influence of the monks and scholars of Edessa
and Nisibis extended far within the boundaries of the Byzantine Empire.
In the sixth century we find more than one trace of the respect in which
Mesopotamian learning was held in other countries. It is probable that
Cassiodorus maintained relations with this region, and that among the
manuseripts copied in his new foundation were books obtained from
Persian monasteries. The importance of Mesopotamia as a link between
oriental eulture and that of the Greeks is well illustrated by the career
of Mar Aba, a Persian Magus converted to Christianity. This remarkable
man learned Syriac at Nisibis, and studied at Edessa under the celebrated
Thomas: in later years he himself established a theological school at
Nisibis and became patriarch of Persia (A.D. 536-52).° He edited the
works of Theodore of Mopsuestia, the true founder of Nestorianism, was
a considerable traveller, and during a sojourn at Alexandria became ac-
quainted with Cosmas Indicopleustes, whose Christian Topography is
deseribed below (Ch. VIII). Cosmas, who styles the Persian Patricius,
expresses deep obligation to his learning, and it is clear that both in the
theological and the cosmographical part of his work he was under a great
debt to this wise man from the East. This is especially true of the
theories respecting the formation of the world, which Cosmas himself
recognizes as of Chaldean origin® This is a single instance of the manner
in which the ideas of East and West were brought into contact through
the ageney of the Mesopotamian schools: it happens to be recorded in
the pages of a famous manuscript and thus arrests the attention of the
student. How many similar instances of the interfusion between different
religions, philosophies, and arts have lain unnoticed in the pages of less
popular writers or are lost through the destruetion which has befallen the
libraries of those times !

It was in ornament that the influence of the Nearer East upon Byzantine
art was most enduring and extensive. Several motives which became popular
under Christianity were inherited from ancient Asian art, though sometimes

! Forthe sehool of Edessa, see Assemani, Bibliotheca orientalis, i1, 402 ; iii. 376, 375 ; iv. 70,
924 and Gibbon's short account in Decling and Fall, ch, xlvii, For the relations of Edessa to
Constantinople, Baumstark, R.qQ., 1908, p. 17. For the school of Nisibis, J. B. Chabot,
Jowrnal Asiatigue, 9 série, vili, 1896, pp. 48 For the Nostorians, besides Assomani and
Gibbon, the reader may consult the useful Introduction of H. Yule's Cativay and the Way thither
(Hakluyt Soe,, 1866), and his Introduetion to Wood's Journey fo the Sources of the Oxus.

* But there was probably a monastic influence from Egypt as well, It is observed on
a subsequent page that monastic institutions may possibly have been affected by influences
from Turkestan,

I SBoe Assemani, Bibl. Orient., and Chabot, as above ; Wright, A Short History of Syriae Lifera-
fuwre, London, 1804, pp. 19, 116 1.

! Jensen, Die Cosmologie der Babylmier, 1880,

1204 ¥
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indivectly, through the intermediation of the Greeks.  Among these are the
cuilloche, so popular in Assyria, and the elements of the grammaire orientale
noticed in another place (Ch. X11I). Almost without exception these motives
appear to belong to the Nearer and not to the Farther East. Tt was here that
the art of Asiacame into most direet confliet with that of Hellas: and sinee
the love of all-invading pattern entered into the lives of all classes in the
Nearer East, the resistance to the Greek style was universal and invineible.
The greater Greek art had insisted upon a salient central motive, standing
as it were in the open, unconfused by the encroachment of subsidiary
design. It knew the contrasting value of void space, and relegated its
geometrical and floral ornament to borders and places of secondary

Fic. 87. Christ with St. Peter and St. Paul : Sarcophagus of St. Rinaldo,
Ravenna. (Alinari.) P. 188,

importance. But the desire of the West Asiatic, and more especially, it
would seem, of the Mesopotamian, was to escape the void by covering
it with a continuous repeating pattern, a desire the more easily gratified
inasmuch as he took comparatively little interest in the human figure,
preferring among living things the reproduction of animal forms. No
sooner did Hellenie influence wane, about the time of the Christian era,
than the oriental love of diapers covering the whole surface, and tolerating
no central or salient feature, began to win the upper hand. The Greeks
of Asia, now half oriental in their views of life, gave way to it on every
side.! Both in the minor arts and in decorative sculpture we see the
rapid triumph of this principle: hy Justinian’s reign it was definitely
established, and the sculptured foliage in the spandrels of the areades
in Sta Sophia (Fig. 2) has become the classical example of its adoption.®

I The spread of Christianity in Persia must have further contributed to the interchange
of artistic motives (J. Labourt, Le Christianisme dans ' Empire Perse sous la dynastie Sassanide,
Paris, 1904 ; Max Freilierr von Oppenheim, Voum Mittelmeer sum Persischen Golf, i, p. 106, Berlin,
150, * Riegl, Stilfragen, p. 281,
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The modification of the late Hellenie floral ornament under the hands,
first of the Sassanians, and afterwards of Persians living under the

Mohammedan rule, is a study of great interest.

of that conventionalized
treatment of vine and acan-
thus which reached its eunl-
mination in Saracenic art,
and influenced the later
ornament of Byzantinm.!
Sassanian Persia evolved a

Horal

VaASes,

fantastic system of
decoration in which
amphorae, and eagles’ wings
introduced amidst a
luxuriant  foliage.  This
strange style, which appears
on the sculpture of Mshatta
in the First Period, was con-
tinued in later centuries, and
is found in the mural mo-
saies executed in the Holy
Land deseribed below, dat-
ing from the eleventh and
twelfth centuries. In the
earlier centuries the Syrians
had been the most active

wWenre

intermediaries between East
and West; from about the
year A.D. 1000 the Armenians
seemn to have taken the most
prominent place.  Under
Mohammedan rule Persian
Mesopotamia maintained its
ancient reputation. It was
here, at Mosul, that the art
of encrusting bronze with
silver reached its great de-
velopment in the twelfth
and thirteenth centuries :
the fashion must have heen
of much earlier date, and

a
P P EAE s s oy i
& .

| v

Frc

I-r‘-""‘.

. 38,

We see the beginning

"
'] .:1-\?'"'- -

oo i i
o %:-'__._..?-*'f

Waooden cross set with class pastes, fifth
contury, in the Cairo Museum. (Cutalogue géndral : Kopfischs
Kunst, No, 8504.)

from this part of the world it was probably derived by the Byzantine

makers of the encrusted bronze doors of churehes and cathedrals,

When

the Baghdad Railway has traversed this area excavation will probably reveal

1 Riegl, Stilfragen, pp. 207 fF,
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its full importance for the history of Christian art, Meanwhile, though
the spade has not yet been employed, we are beginning to learn something
of the conditions which prevailed under the Seljuk dynasty, and to trace
the remote origins of the art of Islam in Asia.’

Even more important than foliate or geometrical ornament was the
use of conventionalized animals in deeoration, a fashion derived by the
Achaemenian Persians from Assyrian art, and transmitted westwards
by their Sassanian successors through the influence of sculpture and of
figured textiles (p. 168). Beasts and monsters attacking each other, or
“heraldically* confronted on either side of a sacred tree, were very popular
in these textiles, to which their symmetrical arrangement especially adapted
them. Though they were also employed in stone seulpture, ivory carvings,
enamels, and other metal-work, it was through their connexion with the
silk fabries of Persia that they gained so sure a foothold in the Byzantine
provinces and in the Europe of the Romanesque period.? Here again
Northern Mesopotamia exerted a preponderating influence lasting into
Mohammedan times; the decorative use of Arabic seript appears also to
have spread from this region.

In figure-art there was no such assertion of oriental supremacy as
that which is to be observed in architecture and decorative design. We
have seen that in the early centuries of the Christian era China possessed
an art of supreme quality, an art of which the influence was felt far to
the west of the Middle Kingdom in Turkestan. But we have also seen
that many centuries elapsed before the representative art of China was
studied by painters beyond Turkestan and the Pamirs: her style of
rendering the human figure was as little known as was her profound
mastery of landseape. In this branch of representation Hither Asia had
heen the pupil of Greece long before the birth of Christ, and her ancient
dependence remained unbroken until the close of the first millennium of
our era. In Achaemenian Persia, the power of rendering the human form
without hieratic convention had first been taught by immigrant Greeks
from Tonia in Susa and Persepolis; the Parthians boasted themselves
philhellenes ; and under the later Sassanian dynasty the impress of
late Hellenic art upon Persian figure seulpture is very manifest. The
Persians did not disdain to learn from the Greeks settled in Seleucia and
other cities.? When Western Asia became Mohammedan, the old influence
long remained in the ascendant. The earlier Moslem princes had recourse

1 Strzygowski and Van Bearchem, Amida, as above,

: For monsters and animals in ‘Romanesque’ Europe, see below in the section France,
and the paragraphs relating to Macedonia in the chapter on seulpture. For metal-work and
enamels, see the remarks on the Ewer of St. Maurice d’Agaune and the Pala d'oro at Venice
{pp- 496, 512). The Sassanian ewer and textiles in the treasury of Horiuji at Nara in Japan
show that this Persian style penetrated to China and Japan in the early Middle Ages. or
the textiles, see below, p. 591 ; for the ewer, L. Gonse, L'Art japonais, ii. 56 A. Ddobeseo, Le
trésor de Pétrossa, il, p- 19 ; Longpérier, Eurres, i. 301, 305; S. Reinach in Ker. r-r-cﬁ.. 1901, p. 242.

1 g g the figure sculpture of Takh-i-Bostan shows the late Hellenie influence of the
Syrian area Strzygowski, Hellenistizche wnd koptische Kunsf, p. 257,
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to Asiatic Greeks and Syrians in the decoration of those palaces where
the rules of orthodoxy were disregarded; Byzantine lorms appear on
their coins : and the frescoes of Kuseir ‘Amra, of the later ninth century,
are almost as purely Greek in style as if they had been |rt'{_:I1|'l.lE_'.L'l] inl
Antioch or Alexandria in the time of Theodosius. The dissemination oi
oriental costume and Eastern modes of life gradually effaced the old
Hellenie influence as the artists of Damascus, Cairo, and Baghdad worked
their way to independence; but the rise of figure-art in Western .':'L.";-in'l
came when Mongol conquerors introduced the Chinese style first into

Fic 89, Lead ampullae of the sixth ecentury from the Holy Land, in the Cathedral of Monza :
Scenes from the Gospel, with the Crueifixion. (Hawles Kiudes: G Millet.) P. 623,

Samarkand and afterwards into Persia. It has already been urged that
this was at too late a date to affect the destinies of ]'}‘\';-:untinu- repre-
sentative art.

When we say, then, that Byzantine art is half oriental, we mean that it
is oriental of the Nearer not of the Farther East. Its love of sumptuous
colour and ommipresent pattern, its preference for vaulted buildings, it
derived from Persia and Mesopotamia, not from India or the Middle
Kingdom, So far as Byzantine art was concerned, the supreme qualities
of old Chinese art, the control of sensitive and mnervous line and the
emotional rendering of landscape, might never have existed. Ku K'ai chih
lived about the time of Theodosius. The great landscape painters of the
Tang dynasty were contemporary with iconoelasm ; the artists of the Sung
dynasty, which closed about the same time as the Latin intervegnum of the
thirteenth century, achieved supreme results in floral painting, in the
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interpretation of nature, and in the rendering of gods and men, but con-
temporary Byzantine art reveals no more traces of their influence than if
they had lived and worked in another planet.

EGYPT, ABYSSINIA, AND NORTH AFRICA

The influence of Hellenistie Alexandria upon Rome is a eardinal feature
in the history of art. Even before the beginning of our era Italy may
almost be said to have stood in a state of pupilage to the Egyptian city
(p- 76). In sculpture the picturesque relief, in painting the picturesque
fresco, were alike of Alexandrian origin; in the earliest illumination of
the manuseript (Ch. VIII) as in some of its later developments, in the
application of mosaic to new uses (p. 326), in the manufacture of glass
and the methods of ceramies (Ch. XI), the debt to the eapital of Egypt is
obvious and confessed. In literature the place of Alexandria is equally
commanding : the Romans adopted her authors as their models; in the
fourth and fifth centuries all Greek poets of reputation wrote at Alex-
andria, and most were born in Egypt: it was here that the Graeco-
oriental romance began its wonderful career. The eity looms so large in
the history of early Christian times that to some*® it appears the primary
souree of fertilizing influence, more important than any other to the forma-
tion of the new art. In early Christian times the prestige of the Alexandrian
artist was such that to the foreigner Alexandria and Egypt must have
seemed almost synonymous terms. Yet the art of the city was not in
a true sense African: it was but a single phase of a Hellenism common to
many regions, and cannot always be readily distinguished from that of
Antioch and other Asiatic Greek ecities? When, towards the eleventh
century, Byzantine and Armenian masters working in the country once
more raised figure composition to a higher level, a similar statement may
be made of the new time. We find paintings and sculptures which are not
distinctively Egyptian, but owe their character to extraneous influence ;*
while architecture preserves Byzantine forms.

I For Alexandria in Roman times, see J. P. Mahaify, The Greek World under Koman Sway,
pp. 16, 164, and Greek Life and Thowght, p. 506. The literary debt of Christianity to Alexandria
is explained in the pages of Harnack, Usener, and Bigg (The Christian Flafonists of Alexandria).
For the relations of Egypt and Ttaly, see also p. 76 below.

* F. X. Kraus, Geschickfe der christlichen Kunst, vol, i. Ainaloff, The Hellenistic Origins, has
insisted upon the importance of Alexandria, tracing her influenee in the different branches
of art ; frequent references to his work will be found in other parts of the present volume.
Strzygowski, in his Hellenistische und koptische HKunst, distinguishes the influence of the Greek
and indigenous elements in Egyptian Christian art, allowing due weight to the former.
Diehl, Manuel, pp. 54-6, in like manner recognizes the paramount position of Ah!:::mdrn_l.

2'Tt will be notieed below (p. 183, &e)) how extremely diffieult it is to assign ivory
carvings, M33., and other objects in which the Hellenistic element predominates to any of
the great Hellenistic centres. Even in the case of the episcopal chair at Ravenna, there is no

unanimity of opinion (p. 203). x
4 OF the earved wooden doors of Al Mu'allaka (p. 149) and the probable influence of

Armenians in later frescoes. :

5 The churches built in Nubia during this period, as revealed to us by the American
expedition of Dr. MacIver. retain Byzantine forms. See Churches in Lowor Nubia, by G. 8. Mile-
ham and D. Randall MacIver (Eckley B, Coxe Junior Expedition), Philadelphia, 1910,
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But there was another Egypt of which the same eannot be said. Fm'“_
the establishment of a Greek kingdom in the Delta of the Nile, the I']'I“:I" of
Egypt had begun a silent revolt against the invading eulture. The !'u:mtmul
was already powerful under the later Ptolemies ; after the seventh ruler of
that name, Hellenism declined even in its stronghold of Alexandria, though
destined here to flourish, contaminated by oriental influences, almost to the

Fic. 40. Silver lamp-disk {polycandelon) of the sixth century from Lamnpsacus.
(British Museum,) Cf. Fig. 41. P. 567.
time of the Arab invasion. It was otherwise with the inland country.
After the revolt of Thebes in 85 n.c. and the ensuing troubles, Upper
Egypt beeame more and more an agricultural region with no great
intellectual or artistic centre. With the growth of monasticism, and the
tendency to an austerer view of life, an art more rvealistic and didactic,
move congenial to the Egyptian temperament than that of the Greek
decadence, began to replace the art of Alexandria. That reversion of taste
to indigenous forms of expression which followed the decay of Roman
power in the provinces of East and West was especially strong upon the
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Nile,! where an ancient civilization and a national art had existed for
several thousand years. It was impossible for Egyptian Christians to
banish the Hellenistic types with which Christian art had from the first
been associated. These types persisted in the frescoes of the sixth and
seventh centuries no less than in the catacombs of Alexandria, though here
native sentiment and old tradition imposed their own peeuliar qualities,
the two streams of influence sometimes meeting, as at El-Bagawat, in
a single building. Thus was formed the art which we know as Coptic, an
art which without a Hellenistic base would never have assumed its actual
form, but became so overgrown with local or oriental features that in its
later phases it appears almost independent of Greek tradition. Where
popular faney wins the upper
hand we find a lapse into the
erndest realism ;2 where the aim
is primarily religious, the con-
ventional forms of a hieratie
symbolism. As the Hellenistie
foundation is forgotten, there is
a progressive loss of life and
natural power, a return, if upon
a lower plane, to the formalism
of the anecient monarchy. In
ornament the losses are less
serious, for here the Copt dis-
plays a natural talent; in his
treatment of the acanthus, and in
Fic. 41. Restoration of open-work design in other ways, he dﬂ'ﬁ'ﬂlﬂpﬂ ﬂt}'IEE at
sontr of & ulvor ap-dik of tho szl ety onco pleasing and originals in his
textiles he shows a fine sense of

decoration. But in this field Egypt seems to have early fallen under the
influence of Syria and Persia (Mesopotamia). Glazed pottery of the first
century is ornamented with definitely Persian motives, while in the sixth
century textiles with Persian design must have entered the country in con-
siderable numbers (Ch, X). Syrian motives, among which the vine-scroll
with animals in the convolutions is conspicuous, occur upon Egyptian lime-
stone carvings (Figs. 25, 27, &c.) and ivory earvings: the analogies with the
early ornament of Mesopotamia are noticed elsewhere (Ch. XIII). All this
art is non-Hellenic: the share of Hellenism in the ornament produced in
Egypt in the Christian centuries is comparatively small. The Eastern prin-
ciple of contrasting light and shadow soon dominated in carved designs and
approximated them to work in colour without relief. Nor was it only in
decorative design that what may be called the oriental spirit is mani-

3 The classical instance of the victory of ancient Egypt over Hellas is afforded by the
freseoes of Kom el-Shugafa, where Egyptian motives are painted ocer others in a ¢ Pompeian
style (Strzygowski, Hellenistische wnd koplische Kunst, p. 6.

2 Asin the Leda reliefs in the Cairo Museum.
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fested : the sulject, as intellectual content, is affected by illi.ﬁ}.{!'tlc'ﬂtﬂ If"'"‘h'f"
of thought and religious sentiment. The influence of E;:_\;]{pt upon L]mi-;u:m
iconography is very evident. The descent of the t:_}']'llil'ﬂl group of the
“Virgin and Child’ from the figure of Isis carrying ”ﬂ_l“:l-‘i may be
disputed; but the ‘equestrian saint’, of which the most familiar example
is St. George, is certainly of Nilotic origin:! the Anastasis, one of the
most. striking subjects in Byzantine art, seems to have been composed
from Egyptian elements (Ch. XII); it is hardly necessary to add l]ll:.: aikh,
or sign of life, which, as the cruw ansata, entered upon a new existence
under Christianity.*

It is observed elsewhere (p. 98) that the spread of Egyptian influence
on iconography must have
been favoured by the rapid
growth of monasticisim, the
emigration of Egyptian mon ks,
and the temporary wvisits of
foreign monks to the banks of
the Nile. At Lérins (p. 88)
and in Ireland the Coptic
monk made his presence felt:
the Pachomian rule became
familiar to men of many na-
tions; as upon monastic use,
so upon liturgy, Egyptian
influence was striking and
persistent.

In architecture there is
evidence for the influence of
Egypt, though it probably Fie d3. Found welght of e My aninis.
did not equal that of Syriaand  (British Museum.y P. 621.

Asia  Minor. Characteristic

features such as the trefoil apse are not certainly Egyptian, but appear to
have been introduced, like the squinch, from Asia® The subterranean
type of cistern supported by a forest of eolumns was probably imported
into Constantinople from Alexandria.!

It is probable that upon the higher planes of artistic achievement
Anatolia and Syria equalled, if they did not excel, the Nilotic province.
But the artists of Christian Egypt had one advantage. They had inherited

! Strevgowski, Hellanfsfische wnd koptische Kunst, p. 24,

¥ P. D. Seott Moncrieff, Gnosficism and Farly Cheistianity in Egypd, Church Quarderly Reviawo,
October, 1909, It is of interest to note that the ankh had been adopted upon Cilician and
Cypriote eoins before the Christian era. A form like an inverted ankh commonly serves as
an initial © in Frankish MSS,

2 For a rdsumé of the position with regard to Esypl'mn Christian architecture, see Dichl,
Maniel, pp. 57-8. To the references there given, viz. C. M. Kaufmann's reports on the exeava-
tions at Abu Mina (Cairo, 1906-8), J. E. Quibell, Fuplaralions al Saqgpara, Cairo, 1908, 1910, anil
A. J. Butler, The Ancient Coptic Churches of Egypt, Oxford, 1884, may be added the paper by
C. R Peers, On the White Monastery af Sohag, Archacological Jornal, 1904, pp. 151, 195,

' Strzygowski, B, L., iii, p. xvi, 1508,
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from earlier centuries perfected technical methods which they patiently
maintained in a high state of excellence ; ancient traditions of eraftsman-
ship made it easy for them to compete with the representatives of other
peoples in the domain of the industrial arts. We may take as instances
painting by the encaustic method (p. 256), the weaving of tapestry, and
perhaps the glazing of pottery in colours (Ch. XI). In such fields the
Copts started in the race with advantages which did not belong to others:
they never lost a reputation for technieal skill and ingenuity. They failed
rather in the higher representative art, where mere tradition was of less
avail. Though their influence was widely felt in many ways through
Western Europe, they remained a race apart, and the true Coptic art was
always contentedly provincial! It was through Alexandria that the voice
of Egypt reached the outer world, and Alexandria was never all Egyptian.

ABYSSINIA.

This eountry, which had received its Christianity from Egypt in the
fourth century, was in direct commercial relation with the Eastern Empire
in the reign of Justinian, who sent a bishop and elergy to Axum.”

C VoY CE XN ER
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Fig. 43. Bronze weight, inlaid with silver, bearing the name of Theodoric.
| British Museum.) F. 621.

Christian remains of about this time have lately been discovered at Adulis
in the Italian colony of Eritrea, and the coinage shows that Greek was
known until about the seventh century. But more interesting than these
evidences of contact with a higher civilization is the connexion between
the iconography of Abyssinian religious art and that of the Christian
communities to the north. Types of composition in different sacred
subjects still betray this ancient descent, though the influence of the
Portuguese missionaries of the sixteenth century introduced new and
confusing elements from the West. For us the art of Abyssinia is of small

1 Far examples of Coptie art, see Strzygowski's Koptische Kunst, 1904, a volume of the Cafa-
logue genéral des anfiquilés égypliennes du Musée du Caire, and Hellenistische und faptische Kunst
W, E. Crum, Coptic Monwments, 1302 (a volume in the Caire Cafalogue géndral, eontaining the
stelae) ; 0. Wulff, Altchristiiche wnd mittelalterliche byzantinische und italienische Bildwerke, Teil I,
Berlin, 1909 {a catalogue of the Kaiser Friedrich Museum); A. Gayet, L'Arf copfe. Also
various articles in the Paris Annales dw Musce Guimet.

2 Bury, History of the later Roman Empire, i. 469, For early Abyssinian history, see Dill-
mann, Abk, der Berliner Akad., 1878, pp. 177-238, and 1880, pp. 1-51.
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importance; it is too crude and barbaric to need more than a passing
notice, though the illuminated manuseripts of the country repay a eareful
study from other standpoints than that of art.!

NorTH-WEST AFRICA.

« Africa,’ comprising the old Roman provineces of the North-west, is
of less importance in the history of Byzantine art than those eastern
regions which have already been passed in review.! Beyond it was no
continent of Asia rich in ancient civilizations, traversed by trade routes
which brought to the Syrian coast the various products of the East, but
the Pillars of Hercules, the unnavigated ocean, and the barbarous tribes
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Fic. 44. Bronze weights for one ounce and half-ounce, sixth century.
{ British Museum.) F. 621.
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of an unknown interior. Down to the fall of the Roman Empire in the
West the fortune of Africa had been upon the whole prosperous. The
ruins of Roman settlements, explored by the enterprise of French archaeo-
logists, of Timgad, Tebessa, and other towns, reveal an essentially Roman
civilization ; the ecity with its forum, its basilica, its temples and paved
streets differs in few respects from its Italian prototype: it is an Italian
culture transplanted to the land of the Moors. The pagan and early
Christian art of Africa is allied to that of Italy, a natural result of the
close and continual relations between the mother country and the colony
which served as the granary of Rome, though there are features in the
ruins of Afriean churches which suggest an Eastern influence probably
transmitted by way of Egypt. In the main, down to the Vandal invasion
of A.D. 435, the culture of Africa was Latin. After that time the hard
Teutonic rule pressed heavily upon the arts, and there remains but little to
illustrate their fortunes during the period of Gaiseric’s * Corsair state’.
The Byzantine conguest under Belisarius, in A. D. 533, brought the eountry
under the bureaucratic imperial régime ; the administration was centralized,
great fortresses were erected, and the country assumed the character of
a Byzantine provinee. To this period perhaps belong some of the in-
teresting mosaics which continued in Christian times the old reputation

! The reader may form an execllent notion of these from the reproductions published by

Dr. E. A. Wallis Budge. See especially the Life of Takia Hayminit, 1906
* See Ch, Diehl, L'Afrigue bysantine, a valuable general account, with references.
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of the provincials in this particular branch of art. But tranquillity was
soon broken by mutinies of troops, by Moorish raids, and by the exactions
of unserupulous governors. The population decreased, discontent spread,
until the invading Arab found a eountry prepared for almost any change
and quite ready to exchange a Byzantine for a Saracenic rule. Neither in
the major nor the minor arts was Africa a source of fruitful influence.

THE WESTERN WORLD
ITany, Siciny, AND DALMATIA.

Any survey of the principal European countries from the point of view
of their relation to Byzantium must naturally begin with Italy, which
was of all the most directly connected with the East-Roman Empire.

Italy was more fully prepared to receive Byzantine influence than the
rest of Europe, because her civilization was more advanced and her art
had been more continuously nourished from Hellenistic sources. If we go
back beyond Roman imperial times, we recall the ancient ties connecting
the peninsula with the Hellenes, from whose activity in eolonization the
name of Magna Graecia was given to the southern territory. But the period
of Greek influence most important for our subject began when the Romans
had added to their dominions the kingdom of the Ptolemies and a great
part of Hither Asia. From that time onward the Greeks and the partly
Hellenized Asiaties of the Eastern Mediterranean became very numerous
in Rome and in Campania, and the Hellenistic cities, more especially
Alexandria, played a most prominent part in the development of Italian
art. In Strabo’s time Naples was almost a Greek city, with gymnasia,
phratries, and other institutions after the Greek model; Puteoli was an
open port for Alexandria; the Alexandrian influence in the art of
Herculaneum and Pompeii is universally admitted.!

Rome could not have defended herself if she would against the Greek
invader: her cultured nobles read the idylls of Theocritus; her colonial
governors collected statues; there grew up an irresistible demand for the
reproduetion of Greek seulpture and Greek painting. In the reliefs of
the Column of Trajan the influence of the realistic Alexandrian school
is apparent. It was impossible that the continuity of Greek influence
should be broken by the triumph of Christianity.

If, in the shortest possible compass, we review the story of Italy from
the period of imperial decay, we cannot but perceive how inevitable was her
ultimate dependence upon the Christian East. Nothing less than a strong
national art, deeply rooted in the affections of the people, could have survived
the successive waves of disaster which broke over the country during the
fifth and sixth eenturies; but Roman art was not national in this sense

' This is now a matter of common knowledge. The reader who wishes a readable and

brief statement of the ease may consult Mahafly, The Greck World under Roman Sicay, pp. 208 1f.,
1590 : and Boissier, Promenades archéologiques, p. 818,
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it was perhaps more Italian than the art of Alexandria was P;g;rpt.i:m, but
in essentinl features it also was of foreign introduction ; it could not
outlive the misfortunes of the Roman Empire. Even in the third eentury
many of the most successful artists (it is significant that they were Greeks)
had left Rome in the train of Diocletian. The foundation of Constantinople
Jled to a great emigration of these eraftsmen’s guilds, upon which the
prosperity of metropolitan art so largely depended ; the removal of wealthy
senatorial families from the Tiber to the Bosphorus reduced the golden
stream of patronage.! Changes like this had already endangered the
position of Rome as the capital of the world ; but from the close of
the fourth century she ceased to be even the metropolis of Italy. Down
to this period she may still have exerted an influence upon provineial art,
But from the time of Theodosius the peninsula had no longer a permanent
centre of administration : the arts were foreed to share the vicissitudes of
a migratory court. The emperors retreated first to Milan, next to Ravenna,
by the last step placing themselves under the direct influence of a Graeco-
oriental culture, It would be an exaggeration to say that Rome was
destroyed as an artistic centre by these events; the Campagna was still
covered with villas and gardens, there were still great palaces upon the
Roman hills. The city of Romulus was of a marvellous vitality ; her wealth
had been too vast to be so swiftly drained away. She recovered even
from the sack of Alarie in A.D. 410; and though the incursion of Gaiseric
fifty years later brought ruin to many families, so that not a few palaces
now stood deserted, yet it could still be treated as a passing tribulation.
Down to the Gothic war Rome remained a majestic and a wealthy city.
But she now possessed the shadow only ; the substance had passed else-
where. The emperors who flitted over her stage were themselves shadows,
an Avitus, a Majorian, an Anthemius, figures appearing only to be pro-
elaimed, chastened by adversity, and forgotten. But in the place of
shadows art will not long flonrish; she needs a safe tranquillity for her
expansion. From the beginning of the fifth century Ravenna became the
artistic capital of Italy, Ravenna the port for Eastern ships, the see of
oriental bishops, the dwelling-place of Greeks and Syrians® Here the
Roman court resided ; here social and political influences were centred ;
here alone was there wealth to be expended in the service of art. In the
first half of this century Rome received the largess of Galla Placidia; in
the second, she saw her buildings restored by the munificence of Theodorie,
an enlightened but yet a barbarian king: in both cases the money and
the workmen ecame from the half-Syrian city on the Adriatie. To this
wave of Graeco-oriental influence from the north we may perhaps aseribe

! Englizh readers will find the most convenient summary of Roman history during the
earlier Christian eenturies from the artistie point of view in Dr. A. L. Frothingham's
Monwments of Christian fome, 1908, a volume in Macmillans' series of Handbooks of Archasology
and Antigquities, ’

= T!w influence of the Syrians is early apparent in other parts of Northern Italy. The
dedication of a chureh to Sta Reparata, a Syrian saint, indicates this for the Florence of the
fifth century [Duvidmh]l, Geschichie von Florerz, vol. i).
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the slight renaissance manifested in mosaics like those in the church of
SS. Cosmas and Damian. But the sueceeding wars, in which the armies
of Justinian and the Goths ravaged the peninsula, were fatal to the con-
ditions of artistic fertility. Belisarius and Narses, Totila and Teia, carried
ruin far and wide; after the sack of A.D. 546 Rome stood empty forty
days. By all these disasters the continuity of Roman life was at last
broken ; the old society dispersed, the foundations of a eunltured and
leisured life were destroyed. Rome was driven to begin life again in
squalor and humiliation ; the palaces upon her seven hills were abandoned ;
a new and lowlier ecity rose along the banks of the Tiber. This was
no longer a city of patricians, not even an Italian Rome. Monks and
traders from Syria and Egypt occupied whole quarters: the civilization
which they represented was that of the Eastern Mediterranean. Sta Maria
in Schola Graeea (afterwards Sta Maria in Cosmedin) was built in the sixth
century ; St. Saba may have been founded about the same time by monks
from Jerusalem. From St. Cesareo in Palatio, St. Anastasia, St. Giorgio in
Velabro, Sta Lueia de Renatis, the process of orientalization was continued
during the century following. Pope Adeodatus (a.D. 67:2-6) now placed
a congregation of Greek monks in St. Erasmo, there to remain until in
the tenth century Leo VII replaced them by Benedictines. A succession
of oriental popes sat in the chair of St. Peter.! The Syrian, Gregory 111,
was a considerable builder; Paul II (s.p. 757-68) erected SS. Stephen
and Sylvester, and introduced more Greek monks. Other monasteries |
of the eighth century were St. Gregorio, St. Prisca, St. Balbina, and the
convent of Sta Maria in the Campus Martius, Pascal I (. p. 817-24) founded
the monastery of St. Praxed.

The position of the Basilian monks was thus already strong when the
outbreak of iconoclasm at Constantinople rendered it even more pre-
dominant. The fugitives from the Eastern Empire came among their
own people; the artists among them found no competitors other than
predecessors of the same oriental origin. It was the Rome of this
‘ Byzantine ’ period between the sixth and ninth centuries to which the
English bishops came for works of art to enrich their churches (p- 102).
Between Narses and Charlemagne the art of Rome was no less oriental
than that of Ravenna.

From this condition of servitude Italy gradually emerged: the popes,
trained in the school of adversity, oppressed on the one side by the
rapacious exarchs of Ravenna to whom Rome owed allegiance,® on the other
by the encroachments of the Lombards, became the leaders in a regenerative
movement. They held their own not only against the barbarian princes,
but upon oceasion against the Byzantine emperors. Though the heretical
(‘onstans IT had banished one pope to the Chersonese, another had defied

I Theodore (A.D. 642-9) was a Greek.  OF the ten popes betwesn a.p. 6856 and a.m. 741,
five were Syrians (John V. Sergius, Sisinnius, Constantine, and Gregory III), and four Greeks

Conon, Johin VI, John VII, and Zacharias). Only one, Gregory 11, was a Roman.
¢ Ch. Diehl, Efudes sur Uadministration byz. dans "erarchal de Ravenne, 1888,
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the second Justinian, a third received rich gifts from Constantinople. In
the eirhth century the hold of the East-Koman Empire rapidly weakened,
and before that century closed the Byzantine suzerainty was finally brought
to a close. Pope Stephen, dreading the Lombard conquest 1?[ Rome, appealed
to the Emperor Constantine V andappealed in vain. The failure was momen-

Fio. 45. Embroidered dalmatic of the fifteenth contury in the Sacristy of 8t. Peter’s, Rome :
the Transfiguration. (Moscioni.} P, 604,

tous for Italian history : it thrust the pope into the arms of the Franks,
and prepared the way for the triumph of the papacy under Hildebrand.
It also prepared the way for new artistic influences. With the growth
of Frankish power the influx of orientals into Rome ecame to an end.
But Byzantine influence did not disappear from the art of Rome and the
surrounding eountry : we find it in the mosaies of SS. Nereus and Achillens
and the frescoes of Sta Maria in Cosmedin of the ninth century; we find it,
faint or distinet, obvious or remote, in many a mural decoration of the next
four hundred years; at Sta Maria in Pallara on the Palatine, in the latest
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of the frescoes of Sta Maria Antiqua (p. 304), at St. Elia near Nepi, at
St. Abbondio near Rignano, at St. Urbano alla Caffarella (p. 304), and
St. Clemente : at Sta Maria in Trastevere and St. Pietro in Toseanella, in
the subterranean ehurch of the Sacro Speco at Subiaco, and the apse of
Sta Maria in Toscanella. Sometimes the survival of oriental features may
be due to imitation of earlier Roman-Byzantine frescoes—this may be the
case at St. Urbano and St. Clemente; at other times the influence of
wandering monastic artists from the south of the peninsula may have made
itself felt: at other times again a Greek ikon or an illuminated MS. may
have proved a source of inspiration. Although the rich decoration of
mosaic inlaid in marble, which we know as Cosmatesque, was almost
certainly of oriental introduction, Italian art was now moving to a new
birth: the eleventh century was a time of revival and reconstruetion ;
with the thirteenth came new suggestions from beyond the Alps; at the
end of that eentury the frescoes of Cosmatus in the chapel of the Sancta
Sanctorum prepare the way for the great art of Cavallini, whose style was
formed independently of Byzantine influence.

We have now to consider the position of other parts of Italy with
regard to the Christian East. Of Ravenna enough has already been said
to indicate the oriental character of her art, which will also receive separate
notice in the chapters on sculpture and mosaics (pp. 135, 342). Before
we pass to Venice and Southern Ttaly it will be eonvenient to cast a glance
at that trans-Adriatic coast region which in the Middle Ages stood so close
to Ravenna. and derived its culture from that city. Istria and Dalmatia,
which in earlier times had been prosperous centres of Roman eivilization,
fell in the fifth century first to Odovakar and then to subsequent rulers of
Ravenna: after the Byzantine conquest they were dependent on the
exarchs of that city. Their new relations, political and ecelesiastical, with
the city of Honorius explain the affinities to Ravennate art which we
mark in the architecture and mosaics of their churches. Their connexion
with the Roman Empire of the East survived for a short time the extinction
of Byzantine power on the Italian shore; but after her conquest by
Charlemagne in A.D. 789, Istria became a duchy under the new Western
Empire and was gradually withdrawn from Byzantine influences.! From the
beginning of the second millennium Western culture became supreme ; the
Church admitted the sovereignty of the pope; monks of the Western
orders were established in the monasteries. The monuments of East-
Christian art upon the Eastern Adriatic belong therefore, like those of
Ravenna, to the early periods; the eountry was not affected, as was Venice,
by the Byzantine renaissance which began with the Basilian dynasty. The
mosaies of Parenzo exhibit the closest relationship to the sixth-century
work of the Italian city.®

1 F. Hamilton Jackson, The Shores of the ddriatic : ii. The Austrian Side, pp. 188 ff., 397 fI.

i The same Eastern influences which affect the art of Ravenna are visible here. Bishop
Maximianus of Ravenna was born at Porto Vestre, near Pola.
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After the capture of Ravenna by the Lombards in A.D. 753, Venice
and its territory, which had elected a duke since H,IH!liIi: A. D F{lll, bheeame
the representative of Eastern culture on North-Ttalian soil, u”.'l. Wils
destined to hold that position for nearly seven hundred years.' |’nl1t.1(-ru|1_‘_r
dependent upon Constantinople down to the ninth century, she ]'I'IIJ.'HTIIE‘tl
faithful in freedom to the old allegiance; and though, as n the twelfth
century. relations were sometimes strained, her traders were too prudent to
offend an empire upon whose friendship their pmﬁpurit_'g.'h 80 Izu'f_ft]_',.'l
depended. Venice was filled with buildings in the H_j.‘?:zmtnml- ﬁt_}'lu, of
which many remain to this day, from the famous Cathedral of St. Mark

Fiz. 46. Bilk tapestry of the sixth century from Egypt.
[(Vietoria and Albert Musenm., )

down to the private houses still visible along her canals. Through all
these centuries Eastern artists in mosaics and Eastern painters found
a hdme in the city of the lagoons. Venetian sculptors reproduced in
stone the motives of Byzantine ivories and textile fabries, Venice, with
the neighbouring Murano and Toreello, stood aloof from the Italian world,
and while other towns were striving after a new national life, remained in
many ways almost a foreign eity. Vet immigrant artists from other parts
of Italy were active there in the twelfth and thirteenth centuries, while
Venetians sought their fortune on the mainland. The workers in mosaie
who decorated the apses of St. Peter and St. Paul at Rome in the times of
Innocent III and Honorius III came from Venice. When, in the Com-
nenian period, Byzantine painting exercised so strong an influence upon

I Armingaud in Archives des missions scienfifiques et littéraires, 2° sér., iv, pp. 200 ff.; E. Lentz,
Ferhiiliniss Venedigs 2w Bysanz, Berlin, 1801,  See Byz. Zeitechr., 1803, pp. G

1704 (%
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Ttalian art, the Tusean eities did but follow the Venetian example when
they extended hospitality to the artists of the East (see p. 266). The
Venetians may have learned from Byzantinom the art of damascening in
silver on bronze (Ch. XI), though the azzimini chiefly belong to the six-
teenth century, when models of Saracenic origin had long been plentiful.
After the rupture of political relations between Constantinople and
Rome, the great centre of Eastern influence in Italy Jay in the south,!
always the stronghold of Greek culture in the peninsula. We have seen
that Southern Italy had maintained close relations with the countries
of the Eastern Mediterranean long before the decline of Imperial Rome.
M. Bertaux has shown how the geographical position of Calabria, Apulia,
Campania, and the Abruzzi separated them by physical barriers from the
rest of Italy, and made them, like Sicily, the natural appanage of the power
which held eommand of the sea. With the establishment of Christianity,
and after the fall of the Roman Empire in the West, there was probably
no break in this old assoeiation ; it is eredibly reported that the bishop of
Siponto (A. D. 474-491), a velative of the Emperor Zeno, sent to Constan-
tinople when he needed artists for his church.? The Gothic dominion
brought scarcely more change to Southern Italy than to the great island
across the Strait of Messina : it was in the sixth century that Cassiodorus
established his monastery of Vivarium above Squillace. After the wars of
Justinian’s reign the eneroaching Lombard dukes of Benevento were often
troublesome neighbours, but Greek influence suffered no serious loss.
Otranto remained a Byzantine base, and the fifty thousand fugitives from
iconoclasm found a refuge in the southern provinces. Even before the
establishment of the Macedonian dynasty in the ninth century, a new
Byzantine expansion began when Constantine Copronymus added Calabria
to the theme of Sicily. But with the succession of a series of strong Eastern
rulers—Nieephorus Phocas, John Zimisces, Basil IT—the Byzantine Empire
took complete and effective possession of Southern Italy as represented by
the ‘heel” and ‘toe’. From the ninth to the eleventh century Calabria and
Apulia were regularly eolonized by Greeks from the Peloponnese ; cities
were founded, monasteries built; the eremites spread through the land,
leaving on the walls of their cells abundant traces of contemporary art
(p. 308). So complete was the occupation that when, after the eleventh
century, all her Iltalian possessions were lost to the Byzantine Empire,
Greek culture was too firmly rooted to be easily displaced. The Basilian
monks long held their own successfully against the Western orders,
acknowledging the patriarch of Constantinople; Rome was reluctantly
obliged to tolerate Eastern ritual. These monks enjoyed the favour of the

! The principal authorities on Byzantine relations to S. Italy are given by Ch. Diehl
in his L' Art byzantin dans U Italie méridionale, eh. i. See also Palmieri in Viz. Frem., X, 231-303
(1008). . Gay, L'Italic méridionale et Pempire byzantin depuis U'avénement de Basil I7 Jusqu'i la prise
de Bari par les Normands, Paris, 1904, covers the earlier period. i 3 ;

¢ B, Mintz, Etudes sur Uhkistoire de la peinture e de Uiconographie chréfiennes, p. 41 (Paris,
1882).
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Norman princes, who even built new abbeys for their occupation.
Although the Latin orders had triumphed by the close of the fourteenth
century, the monastery of St. Nicholas near Otranto maintained its position
until the Turkish invasion of A.D. 1480. The Greek tongue was spoken
under both Norman and Angevin dynasties, and has lasted in the degraded
dialects of Calabria to our own day, though the survival is partly due to
a new wave of immigration caused
by the Turkish conquest of Greece,

The effect of this abiding Greek
connexion upon the arts was naturally
very considerable, but from the first it
was modified by counteracting forces,
In architecture the Byzantine style
very early admitted Saracenic ele-
ments : the ecathedrals of Tarento,
Siponto, and Canosa show how far
the process of assimilation had pro-
gressed in the eleventh century ;! La
Roceelletta and Sta Maria del Patirvo
near Bossano reveal the same union
of diverse inflaences. But in course
of time the Saracenie style in its turn
lost effective support, leaving Byzan-
tine and Western art face to face.
Gradually the native Italian element
gained the advantage; the power
which in the twelfth century was
gontent to exist side by side with that
of Byzantium asserted its strength a
century later, and soon after that time
was assured of a final triumph.* The Ty A
Ttalian tongue, the Latin monk, the ., E5- 47 SHK exile with lephants and
Western ideal in art, henceforward Museum, Berlin, (From a water-colour in
Bncountered but a fesble resistance in the Victoria and Albert Musenm.) P. 595,
the old region of Magna Graecia. But so powerful had been the influence
of the Eastern Church and the Eastern monastic tradition that in the early
eleventh century St. Nilus, a Basilian monk from Calabria, migrated nor th-
ward to the neighbourhood of Rome and there founded the monastery of
Grottaferrata. The buildings, with their fine mosaics, are still standing
to-day as a lasting memorial of Byzantine monastic life and art in Italy.

As an intermediary between Byzantine and Western art in South-
central Italy the Benedictine abbey of Monte Cassino in Campania oceupies

' Lenormant, Gas, arch., 1883, pp. 54-5, 288f. For Saracenic influence on the illu-
m”IiiIHl 8 art at Monte Cnaémm soe E. Bertaux, L'Avf dans I Ttalie mévidionale, p, 434.
* Gas, arch. 1881-2, p, 124,

G2
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a position of peculiar interest.! According to a statement by Leo of Ostia,®
the Abbot Desiderius (afterwards Pope Vietor 11I) introduced Byzantine
craftsmen to embellish the monastery with mosaies, because the art of
mosaie had been forgotten. He also cansed gold-
smith’s work, enamels, and ivory carvings for the
nse of the church to be made by Greek workmen,
and imported from Constantinople the great bronze
doors in the style of those at Amalfi and Salerno
(Ch, XI). The influence of these strangers was no
doubt eonsiderable ; they laid down mosaie pave-
ments in the later Byzantine style (Ch. VII), and
their methods were soon adopted by the monks
among whom they had come to live. The illu-
minated manuseripts of Monte Cassino show many
traces of such imitation (Ch. VIII). But enough
has been already said of the condition of the arts in
Italy to show that there was no complete stagna-
tion at this period, and that in Rome the traditions
of Greek religious art still survived, while in
Calabria and Apulia there was a vigorous school
of fresco-painters among the Basilian monks.
The Benedictines of Monte Cassino certainly
received instruetion from the Greeks, but they
were no slavish imitators, and they soon eman-
cipated themselves from foreign control. Their
art, to which M. Bertaux has devoted especial
attention, assumes an individual character and is
rich in elements derived from Northern Europe.’
The names of numerous artists of Greek ex-
traction known to have worked in Italy from the
ninth to the sixteenth century have been revealed
to us through the researches of Miintz and Froth-
ingham. The more prominent are mentioned in
Fix A% WTapoetry:sbiin the introductory remarks to the seetion on painting
davus) from a tunie : Coptie, (p- 263).
B i) The island of Sicily was held by the East-
Roman Empire from the sixth century; a Byzan-
tine emperor passed the last three years of his life in Syracuse.! But

! Monte Cassino, founded by St. Benedict, was sacked by the I.-rn:-h.-nltlas in 4. p. 559, and
remained unoccupied for a hundred and thirty years. It was rebuilt in a.p. 720, but its
great artistie period did not begin for three centuries. b 1 LR B _

¢ Sehulz, Denkmiiler der Kunist des Mittelalters in Unleritalien, ii. 117. The u.r‘lgm:llll :f,""—:“"'ft. 18
in the Chronicon Cosinenss of Leo of Ostia, for which sec Moo ntr:_ t-‘-jruz.l adcripl., vil. -rlh. Iha
French version by the monk Amalbus, a contemporary of Dt'uiclerllus. will be f_-luml. in Cham-
pollion-Figeae, Yafoire de If Normant, p. 100, Paris, 1885. In |F'|1:-i only mosaic pavements are
mentioned, The poem of Arehbishop Alfanus of Salerno, a friend of Desiderius, speaks of
the mosaicista as Thracians,

“ T L‘:Izrr dans I'Ttalie méridionale, vol. i, ¢ Constans I1, A.p. 665-5,
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the Saracens, whose inroads had begun in the seventh eentury, obtained
a firm foothold in the eighth, and by the year A.D. 965 the whole island
was in their hands. Mohammedan influence was thus more permanent
and widely diffused in Sicily than upon the neighbouring mainland,
where the power of Islam was never established upon such wide
and lasting foundations. A number of churches remain to attest the
Jyzantine LJU:uthtlu]:I and minor works of art discovered in the island
are to be seen in the important museums of Syracuse and Palermo. But
Byzantine art produced its finest flower under the dominion of the Norman

Fre. 49, Alabaster chalice ; about the eleventh century : Treasury of 5, Murco, Venice,
(Sehlumberger-Hachette,) P, 552

princes, whose tolerant and eclectic principles permitted Greek, Saracenie,
and French civilizations to flourish side by side. The great mosaies of the
eathedrals and churches of Northern Sicily are due to their continual
munificence, and where not purely Greek are executed in the spirit of the
Byzantine tradition. The enterprise of the Normans introduced colonies
of silk-weavers from Greeee, and the celebrated textile industry of the
island was established by their assistance (Ch. X).

FRANCE AND SPAIN.
In the early centuries of the Christian era the condition of the Western
provinees was less fortunate than that of those in the eastern half of the
empire. The emperors, like thriftless landlords, had ruined their own

L Orsi in B. Z,, vil. 1-28; viil. 642 T,
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estate. The oppressive curial system weakened the middle class; the
increase of latifundie cultivated by slaves drove the peasant from the
land. Near the frontiers, the northern barbarians were suffered to oceupy
whole distriets, and the way was thus prepared for the gathering armies
of their kinsmen beyond the border. The Roman provinces of Gaul were
among the first to feel the effect of these evils, though even in the fifth
century the southern half of the country still enjoyed some measure of the
cultured rural life so dear to Cicero and Horace. Sidonius Apollinaris,
himself a Gallo-Roman, has left many pleasing descriptions of the social
intercourse between the wealthy families of Gaul; his older contemporary
Ausonius had extolled Arles as a western Rome, and paid his lavish tribute
of praise to Tréves, Bordeaux, and Narbonne. But this society rested on
no sure foundations: the very generation of Sidonius saw the Vandal, the
Visigoth, and the Burgundian herald the coming of the yet more redoubt-
able Frank. With the entry of the Merovingians into Arles and Narbonne
the power of Italy in Gaul became extinet and was never again revived.
Tt was fortunate for the Roman provineial of the South that the Visigoths
at least had in their more eastern seats received a tineture of East-Christian
civilization, and that when established in Aquitaine they maintained com-
munication with their kinsmen on the southern side of the Alps. Sharing
in some degree the ideals of the great Theodoric, they did not desire the
complete destruction of Roman enlture; and by the distribution throughout
the conquered territory of a new peasant-class, they diminished the evils
which the system of latifundia had encouraged. The art of the latest
sarcophagi of Gaul, more or less contemporary with the appearance of the
Goths, reveals a style allied to the purely ornamental style at Ravenna®
(p- 135) ; it has been suggested that the manus Gothica, trained in principles
originating in the East, was instrumental in keeping architecture alive in
France through a eritical and unsettled period.”

! The earlier Christian sarcophagi, chiefly represented by the examples at Arles, are
probably related to the late Hellenistic art of Asia Minor (p. 132), The dissemination of
oriental motives at this period formed the subject of some of AL Louis Courajod’s sugzestive
lectures (A. Marignan, Un historien de lart frangais : Lowtis Courajod ).

* This position, attacked by Rivoira, is maintained by Strzygowski in Kleinasien ein
Neuland, See also B.Z., xiii. 208 and xvii. 288. The contention is that the Goths learned the
half-oriental architeeture of the late-Hellenic world and transplanted it to Gaul indepen-
dently of Rome, The Church of St. Peter at Ronen is deseribed as eonstructed quadsis lapidibis
a manw Gothics : 80 also St. Martin at Tours and St. Saturninus at Tounlonse, Many years ago
de Vogiié (La Syrie Centrale, i, pp. 18-23) had observed the analogies between French Roman-
esque churches and those of early Christian Syria, suggesting that European schools under
East-Christian influence, such as that which erected the tomb of Theodoric at Ravenna, may
have acted as intermediaries, while fugitives from iconoclasm may have continued their work.
This book is not directly concerned with architectural problems, which will not, therefore, be
discussed in the text; but the important connexion between Byzantine and French churches
of the eleventh and twelfth centuries must roceive some mention here, Opinion as to
Byzantine influence on the domed churches of Sonthern Franee is divided. It is maintained
by de Verneilh (Archifecture byzantine en France in Didron's Annales archéologiques, vol. xi} and
also by Choisy, who traces two currents, one more purely Byzantine, passing via Venice to
Périgord [resemblance of St. Front at Périguenx to St. Mark’s at Venice), the other from
Mesopotamia, travelling with the commerce of Baghdad (Histeire de I'architecture, ii, p. a58).
Diehio would allow only a general acquaintance with Byzantine art on the part of the French
architects (Die kirchliche Bawkunst des Abendlandes, p. #41), and Phené Spiers has argued in
favour of relative independence, noting various constructional differences ( Bulletin nonumental,
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On the arrival of the Franks in the South the situation changed for
the worse. The new-comers, unused to the government of cities, revived
manv of the worst features of Roman soeial economy. Edueation :]M‘u;ﬂ_'-! :
the succession of cultivated provineials which had included men like
Fortunatus and Gregory of Tours now came to an end; in the seventh

Fra, 50, Chalice with enamelled mounts ; about the eleventh century : Treasury of
=, Marcao, Venice. .:"':l']:]LIL:II|"r.']';:'|i.-l".E['.Ll:‘]ll'l‘ll’.".' P, Bz,

century there was little or nothing to choose between the culture of the
Frank and that of the Gallo-Roman. Such works of art as now entered
the country were introduced by traders from the East,! who maintained
through the southern ports the old intercourse with the Eastern Mediterra-
nean. The Syrian, the Jewish, and the ]'J;’:rj:li:m merchant ]!T'Uil{_[lll in the

1508, and Archifecture East and West, 1905).  Analogies between the French churches and those
in Cyprus, lnsljn_-q;iull_w.' St. Barnabas, near Famagusta, have also heen pointed out | Reperforius,
xxii, P -ll-b]_ .‘_-'u[r;.-;:';n';\':-:l-;i { Der Down 2w Adachen wind seine I'.'l."'.“-"-'llfl'J-!J = 1'I'Illli|.'l.:'~'i.i-'.j]'l.u the resem-
blanee between the cathedral at Aix-la-Chapelle and the Church of St. Gregory at Etchmiadzin
in Armenia, notes a similarity between the plan of St. Germigny-les-pris and the [':l[t'iiﬂ"l']h’!]
ehurch on the same Fastern site, The above references will suffice to illustrate the difficulty
aof this question, which can only be golved Liv agrchitects. On the -ll1'jl'1'1 111 F"'I'-""-"h“*'f W. E.
Lethaby, Mediceval Arf, ch, il 3 Diehl, Maneel, p. 674,

: 1 Far the influx of traders from the Enst into Western l':ill'hE-i'. see L Hl'n'lilil'l'_. B, sy
xil. 111
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fine products of artistic industry which were beyond the powers of the
Frankish eraftsman, for local skill was chiefly eonfined to the manufacture
of weapons, jewellery,! and textiles of inferior quality. Under these con-
ditions the Church beeame the most important patron of this commerce
with the East, which provided it with textiles from Tyre and Berytus,
manuseripts and ivory carvings from Alexandria and Antioch, carved
capitals from Proconnesus;: it is probable that down to the time of the
Arab conquests these importations were continuous, For the political and
social changes in Gaul must have destroyed, or reduced to insignificance,
the old provincial workshops. With the exception of the Goths, who could
at least appreciate seulpture of the decorative order, the barbarie invaders
cared for little beyond the sumptuous and the brilliant; their enthusiasm
was for silver plate, bright hangings, and jewels rich with coloured stones.
Within the limits which such tastes imposed, they were able to a great
extent to satisfy their desires from national sources. They kept goldsmiths
in their households whose work was probably in the barbarie style familiar
to us through the onfévierie cloisonnde of our museums, A similar barbarie
character probably marked the woven fabries produced in the gynaecea of
the Frankish palaces and villas, though here the influence of imported
models may have been more pronounced. Down to the time of Charlemagne
such art as retained the traditions of the classical past was preserved by
the Chureh, or produced at her command. The Christian Chureh was not
confined within the frontiers of any single kingdom ; it was a great cosmo-
politan organization with a wide experience and artistic sympathies beyond
the attainment of the isolated barbarian prince. The Church still necded
ornaments and sacred utensils of traditional character, and above all she
required a figure-art for the representation of sacred subjects. For the
<atisfaction of these needs she relied in great measure upon the monasteries
which were now established in Gaul, and kept the country in continual
relation to the Christian East.®

The first monasteries known to us are those at Ligugé near Poitiers
(about A.D. 360), and at Tours, both founded by St. Martin, the latter when
he became bishop of the chief city of Touraine.” The most famous and
snfluential community was, however, that of the Insulani founded in
A.D. 410 by Honoratus on the isle of Lérins*  This monastery became the
great asylum for literature and science after the irruption of the Goths
into Italy. The monks were renowned for their learning, and Arles,

1 The jewellery was of a type introduced from the East by the Goths (Dalton,
Archaeologia), viii, 1902, p. 267,

2 @oo L. Bréhier, as above ; R. Rocholl, Zeitechrift filr Kivclhengeschichie, XXv, 1904, pp. 481 £
The Merovingian MSS., which are chiefly illuminated with decoralive ornament and un}_lita.l
Jetters, exhibit many oriental affinities, amongst which the most f‘"mhlﬂ are the capitals
composed of fish and animals, to which there are curious parallels in Armenia. For these
MSS. see the Comte de Bastard’s Album of reproductions, of which there is a copy in the
British Museum. : ;

3 Dom Cuthbert Butler, The Lansinc History of Palladins (vol. vi of Texts and Studies, contri-
butions to biblical and patristie literature, ed. by Dr. J. Armitage Robinson), p. 245 (1893).

¢+ Comte de Montalembert, The Monks of the West, from St. Benedict to St. Bernard, i, p. 346.
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Avienon, Lyon, Vienne, Troyes, and Metz took bishops from among their
number, The rival of Lérins was the monastery of St. Victor at Marseilles,
founded by Cassian, the greatest organizer of monastic life in ilil.'ml.‘L "I lis
rules for the government of his community were embodied in his Tastefu-
tions and {’nu;fhrr!uw:x: the second part of the latter work is dedicated to
Honoratus, and to Eucherius, a prominent monk of Lérins. _
The significant point with regard to all these early I:Elllllli'llll.i“w:.i in Gaul
lies in their direct connexion with Egypt, and their adoption 1n many
cases of the Egyptian eremitie rule. Cassian himself had lived for seven
years as a monk in the Thebaid : it was his policy to adhere to Egyptian
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Fic. 51, Two-handled ehalice : Treasury of S, Mareo, Venice. (Sehlumberger-Hachette,) P, 552

precedent ; his dedication of the Conferences to Honoratus probably implies
that his great rival held views analogous to his own. Literary evidence
proves that some of the earliest monks established on Gaulish soil were,
like the first monks of Italy, immigrants from the East. Sidonius Apolli-
naris relates the death near Clermont of a Syrian hermit from the Thebaid.®
Gregory of Tours speaks of the austere eremitic life led by the monks of
Auvergne In the fifth and sixth centuries Gallic monasticism was clearly
Egyptian both in theory and practice. The influence of similar Eastern
connexions upon the Church in England and Ireland is noticed below
(p. 97).

With the Carolingian period the influence of East-Christian art in the
West was undiminished, though it entered upon a new phase. Fdueation
was now a chief concern of government; the monastic artists were tanght
to seek good models wherever they could be found; and many of those

! Montalembert, i, p. 355. 2 Epistolae, vii. 17.
* In his Liler vit. patrum. See Butler, as above, p. 24

=3
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which were most readily available were among the works of art previously
imported from Syria and Egypt. Studied by trained and intelligent men
filled with a new spirit of emulation, these models now for the first time
hegan to exercise their proper influence, the effects of which are very
conspicuous in Carolingian manuseript illumination (Ch. VIII). After the
ninth century there was a time of comparative slackness in the North of
France. But with the dawn of the Romanesque period the southern
French provinces began to teach the rest of Europe how to revive the lost
art of monumental seulpture. This they did partly through the imitation
of models upon the monumental seale, but more extensively through

Fie, 52. Bowl of a chalice with gemmed mounts in the treasury of S. Mareo;
about the eleventh eentury. (Schlumberger-Hachette,) P, 552,
copying illuminated manuseripts and ivory earvings of the Macedonian
Renaissance, which now entered Western Europe in great numbers. Voge
has ohserved that the well-known tympanum at Vézelay may be an attempt
to render a Pentecost such as that in the first cupola of the Cathedral of
St. Mark at Venice,! and Viollet-le-Due had remarked at an earlier date
that this work and the almost equally remarkable tympanum at Moissac
were really paintings translated into stone. The clearest proof of the
influence exerted upon major sculpture by Byzantine ivory carvings is to
be found in Germany (p. 238); but France, to which the German sculpture
of the period was deeply indebted, undoubtedly copied similar models.
Such are the figures of Our Lord on the tympanum of Saint-Etienne at
Cahors : 2 such a Christ and Cherubs in Saint-Sernin at Toulouse, In
the sphere of mere ornament instances of imitation are very frequent,
especially in Languedoe and Provence, where foliate and animal designs
allied to those seen on Eastern textiles are of comparative frequency.®

1 Reperlorium xxii 150% p. 99. 2 A Michel, Histoire de Mart, i, Pt. IT, p. 628,
5 OF Dichl, Manuel, p. fi77.
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With the thirteenth century France developed a great national art which
owed little or nothing to foreign influence.

In Spain, from the fourth to the eighth century, the influence of the
East was less important than in the country conquered by the Franks.
Gaul was on the direet route from the Eastern Mediterranean to the
North-west; Spain lay apart from the great artery of commerce which
followed the valley of the Rhome. When the Suevi and Vandals, and
after them the Visigoths, made themselves masters of the Iberian penin-
sula! the Roman provineial culture was gradually transformed, though,
as in France, the Gothie princes maintained a harbarie eivilization of their
own, not without dignity and splendour. The official and ceclesiastical
language was Latin, and the numerous inseriptions preserved in the
country contain little which points to any considerable intercourse with
the East. After the conquest of Italy by the generals of Justinian, the
Byzantine Empire obtained a temporary hold upon the Mediterranean
coast, ineluding Malaga and Cartagena; but the population were not eager
to pass under the exacting imperial rule, and in A.D. 584 Leovigild the
Visigoth recovered all that had been lost. Byzantine art in Spain is
directly represented by a few capifals of the sixth century, of the types
made in Proconnesus and exported to all the coasts of the Mediterranean.
After the Arab conquest the art of the country was more deeply imbued
with the oriental spirit than that of any other part of Europe; but both
motives and technical methods had 