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PREFACE. X

be two factors in the ability to form a sound
judgment,—the innate sense of beauty of line and
surface which perhaps all possess, but in very
different degrees; and a regulated comparative
study, for which Professor Briicke here furnishes a
guide, of the best examples in nature and art. A
liberal endowment with the first—a natural and
often inherited qualification—of course lightens and
fructifies the labour involved in the attainment of
the second, but both are equally essential for the
qualification of the true critic.

It will be noticed that our author, who desires
to spare his lay readers as far as possible, has been
unable to avoid altogether the introduction of ana-
tomical details, and this is sufficient to prove that
some acquaintance with the science is desirable for
those who would follow his system. Nevertheless,
it is certain that anatomy, unless studied from the
asthetic aspect, is of little use. An anatomist may
be no more competent to give a verdict upon a
question of the beautiful than a person who has never
heard the name of a single muscle in his body ; for
we know that learned authors of anatomical text-
books will sometimes without a qualm admit pictorial
illustrations to their own writings that are as painful
to the artistic sense as a false note to the ear of the
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regarded as a good judge of the points of the animal ;
but had he studied the equine form as Professor Briicke
teaches us to study the form of a man or woman,
he would have detected in the effigy a score of gross
errors of outline and proportion of which both he
and the painter now rest in happy unconsciousness.
For the higher successes in artistic presentment
of the nude a knowledge of the skeleton, joints,
and muscles must always be of the greatest import-
ance. It is not necessary that the painter or sculptor
should attack such a mass of detail as the student
of medicine is called upon to prepare for the satisfac-
tion of his examiners,—most of this would be useless
drudgery,—but, on the other hand, there are features
to which the future surgeon or physician devotes no
attention that for the artist will give a meaning to
every line that he draws or surface that he models,
a meaning that may not be patent to all, but that
will be appreciated by those who are educated to
look for the intellectual as well as for the imitative
faculty in a work of art. There are artists who
have maintained that all scientific accomplishment is
superfluous in the exercise of ‘their calling, and who
have lived down to the creed, but their mistake is
demonstrated both by the history of art and by the

internal evidence afforded by its greatest monuments ;
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INTRODUCTION. 3

the other side of the Alps, but on this side it is even
more so. Northern sculptors who have passed a
considerable time in Rome, and have executed works
there deserving of praise for nobleness and refinement
of form, in a few years after returning to their own
country frequently degenerate in a marked degree ;
their forms grow coarse, and blemishes crop up which
occur much more often in the bodily structure of
Northerns than in that of Italians. This is the effect
of adhering to the model. When standing before the
living subject we tolerate much that the cold marble
may not offer to our gaze. Let me be forgiven for
making a somewhat base comparison: the artist
ought to know the defects of the human body just
as a judge of horseflesh knows the weak points in the
build of a horse. He need not on that account be
monotonous, or make all his figures conform to a
conventional standard; but he will seek for beauty
in all her divers manifestations.

What, then, is the beauty of which we speak? 1
would define that figure as beautiful which can be
displayed to advantage in any position and under
any aspect that occurs in ideal art.

I have adopted a purely artistic standpoint in
making beauty depend, not on the subjective sense
of pleasure at the sight of any given object, but on a
much more definite factor, viz, a general conformity
to the demands of ideal art. Much has been written
about sensuous beauty and the beauty of sensuousness :
but where sensuousness has been sought for its own
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fact that the portrait painter shifts his model so as to
obtain more or less of the full face or profile, according
as he thinks thereby to arrive at the most satisfactory
picture. Many a head which produces quite a charm-
ing effect when seen in full face would, if painted in
profile, belong to the category of things not to be
tolerated. Indeed, were we as directly and imme-
diately conscious of the differences of plane of the
third dimension, ze., that of depth, as we are of the
outlines which fall on the retina, we should in such
instances experience an equally disagreeable impres-
sion from the full-face portrait as from the profile.
I have purposely insisted on variety in position
and aspect, since it is possible for a great master so to
handle even models which leave much to be desired,
as to compel an acknowledgment of the harmony of
their lines. Rubens is a striking instance of this.
His models, children apart, are almost invariably of
a common type, especially his women. These are
plump Flemish girls between twenty and thirty years
of age. Sometimes the coarseness of his models ruins
the picture, as, for instance, in his Three Graces, which
move us only to laughter or disgust. Sometimes,
however, his genius conquers all obstacles, as in the
Nymph of Diana (according to some, Diana herself),
who carries a spear in her right hand and on her left
arm the spoils of the chase, and is accompanied by
her hounds, while a faun, bearing fruits of the field,
goes before her. Here details which would be coarse,
or perhaps repulsive, in the model are not shown ;












THE HEAD AND NECK. 0

of the point of view, shall, by a proper distribution of
light and shade, present under all circumstances and
equally at a distance the prominent features and
characteristic lines of the face. I say advisedly by
a proper distribution of light and shade, because the
distance at which works of sculpture are seen is
usually too considerable to allow of our effectually
employing the means afforded us, by the movements
of our eyes, of accurately estimating the gradations of
the third dimension—that of depth. The differences
of depth presented by the human face are too insig-
nificant when seen at a distance.*

Such are the considerations which controlled the
growth of the ideals of the Greek sculptors, ideals
which will never fade so long as plastic art exists.
The lines which they follow are familiar to us.

The forehead, or at least that portion of it which
is left uncovered by the hair, is usually rather low.
The eyebrows are well arched, and pass without a
break at the root of the nose into the border-lines of
its bridge. This is essential, firstly, for the production
of a good profile, on account of the line leading from

* We perceive objects with our eyes singly, that is, at one
and the same point of the field of vision, since the image is
formed on the centre of the retina in both eyes at the so-called
yellow spot, or fovea centralis. Therefore the axis of the eye
passing through the latter point must be directed at the object.
When this happens simultaneously in both eyes, the angle
which the two axes make with one another becomes smaller
as the distance of the object increases, and for objects at an
infinite distance the angle ceases to exist, Z.e., the two axes
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Italian masters, who had not as yet studied the antique,
and who in developing the art they inherited from the
Byzantines took their own course. Giotto and his
followers offer numerous examples, even in instances
where they are endeavouring to portray fgures of
ideal beauty. The frescoes ascribed to Orcagna in
Sta. Maria Novella, at Florence, prove convincingly
that a noble and touching type of beauty is com-
patible with a moderately oblique position of the eyes.
In these instances the deviation from what we regard
as the artistic norm is not so much in the direction
of the arch of the brow as in that of the aperture of
the eye, which bends up towards the temples more
than is the case in works of art of the mature
renaissance.

The horizontal position of the eye-slit among the
ancients has been more often insisted on than the
circumstance that the outer angle of the eye is usually
carried farther backwards, in comparison with the
inner angle, than is the case in the majority of living
people we meet with. This has the advantage of
showing the eye better in profile. Of course it has
no influence on the direction of the line of sight, in
the physiological sense of the phrase, on the optic
axes—rz.e., straight lines drawn from the object ob-
served to the central points of the two eyes. These
lines are, under all circumstances, dependent on the
position of the object on which the gaze of the eyes is
fixed. It is merely thata larger portion of the eyeball
is visible within the eyelids when seen from the side.
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1s well marked, and thus artists are misled into
reproducing it.

This line, when not the result of age or of facial
contortion produced by laughing, is caused by pro-
minence of the cheek-bones, by excessive width of
the upper row of teeth as measured from the anterior
molars of one side to those of the other, or else by
the teeth being set obliquely with their crowns jutting
forwards and outwards, and their fangs retreating
inwards. These factors may act singly or together ;
and, further, the consistency of the fleshy parts, an
insufficiently tense skin, or the distribution of the fat,
may take some share in it.

A restricted width of the palate, measured between
the molars of each side, forms an important factor
in the beauty of a head in yet another respect. It
stands in correlation with a modest span of lower
jaw, which thus is able to pass over into the neck
without the intervention of a strong ridge, so that
the surface of the cheek lying between the corner of
the mouth and the ear may be continued into the
lateral surface of the neck without any excessive accu-
mulation of fat in the latter. A similar narrowness
of the palate may be observed even more strikingly
shown in the Dying Adonis in the Bargello at
Florence, ascribed to Michelangelo, than in most
antique sculptures. ' |

A mouth which is to serve the sculptor as a model
of beauty should display the characteristic lines
which we see in the antique, and the border-line
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has been quoted as evidence for deriving Greek from
Egyptian art; but C. Langer (“ Anatomie der dusseren
Formen des menschlichen Kérpers,” Vienna, 1884)
has observed, quite accurately, that this phenomenon
is by no means of universal occurrence in archaic
statues, and that in one of the best known, the Apollo
of Tenea, the ears are correctly set on the head.

The chin in the antique is rounded, often with a
slight median depression, and with the most convex
part of its surface directed less obliquely backward
and more forward than in most of the living faces
we see around us.

The antique type of face is regarded by many as
an ideal form which is not to be found at the present
day, and perhaps never existed at all ; but an atten-
tive observer may succeed in meeting with heads
in Italy, and occasionally even in Germany, which
approach this ideal very closely ; and I am informed
by an excellent artist, who has lived for a long time in
the East, that the type may be met with in Smyrna
in its purest form.

It is worthy of remark that the aquiline nose,
which is by no means of rare occurrence in Italy,
never found any acceptance in relation to female
beauty among the artists of the middle ages and
renaissance, When they do deviate from the Greek
profile, they tend to make the bridge of the nose
no longer join the forehead by a straight line ; but
where they alter the form of the nose itself, they
never do it so as to convert it into an aquiline nose.






THE HEAD AND NECK. 17

height of the whole figure with the so-called height
of the head, because thereby the quotient is strongly
affected by the considerable range of variation in the
length of the legs. Now, among the moderns the
legs are often shorter than among the ancients, as
represented in their art. If, then, we were to com-
pare the height of the head in the living subject
with the height of the trunk only as measured from
the top of the scalp to the pubic region, we should
arrive at a result much more like that furnished
by measurements of the antique.

A second cause of the difference just mentioned
is the more extensive development of the facial skull
among the barbarian races whose descendants form
a preponderant majority of the present population
of Europe. The artist has to distinguish between the
facial skull and the cerebral skull, or brain-case, as
the development of the two by no means coincides,
and is the result of two different sets of causes. The
brain-case determines the shape of the upper part of
the head. If a line be drawn from the root of the
nose through the eye and the aperture of the ear,
—that is, the entrance of the external auditory
meatus,—and thence to the bony ridge in the occipital
region, which may be distinguished on each side
by the finger from the muscles and ligaments
which are attached thereto, all that lies above this
line forms the brain-case, and all below it the facial
skull; and in the latter it is mainly the greater
development of the jaw which concerns us. In the

2
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which would not look at all too small on the shoulders
of a living girl.

The neck in antique female portraits approaches a
cylindrical shape more closely than in most living
persons ; and, indeed, amongst the latter, the more
even 1ts rounded surface is, the more beautiful it is
deemed. In many antiques which have the head
slightly bent forwards, so that the neck is inclined
rather obliquely in a backward and downward direc-
tion, its shape is strikingly cylindrical, its girth at
the top scarcely differing from that at its base. It
must be admitted, however, that the antero-posterior
diameter is somewhat longer than the transverse
diameter.

The following rough-and-ready rule may serve in
the choice of a model : When the neck is at once
thin and cylindrical, it is beautiful; when it is
cylindrical and likewise thick, it may be very ugly,
but even uglier when it is thin and yet not cylin-
drical. For when it is thick its cylindrical shape may
be due to a somewhat excessive layer of fat; and
when it is thin, but not cylindrical, this condition
may arise from excessive leanness. This rule, of
course, does not entitle the artist to make the neck as
thin and cylindrical as he chooses, but applies solely
to the choice of a model. Nature herself takes care to
keep within the limits which the artist should respect.

It is sometimes laid down that the circumference
of the neck should be equal to that of the calf of the
leg at its widest part, but this is incorrect. The neck,
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muscles |lying beneath them and their points of
attachment to the skeleton. The girls and women
of the Romagna are famed for the beauty of these
lines and of the attachment of the neck to the
shoulders. Cylindrical necks resembling the antique
I have frequently seen in Tuscany.

Furthermore, the line defining the contour where
the neck merges into the shoulder, when viewed from
the front, deserves special consideration. As already
mentioned, it is determined in the first place, apart
from the fat layer, by the trapezius muscle, which
takes its origin from the occipital protuberance and
ridge and spinous processes of the cervical and dorsal
vertebrae, and is inserted into the outer third of the
clavicle and into the scapula; in the latter its in-
sertion can be traced into the inner border of the
acromion, and along the inner (upper) border of the
spine of the scapula. By its contraction it raises
the shoulder, and, when not otherwise prevented,
rotates the scapula on an antero-posterior axis so
as to bring its upper portion nearer to the spinal
column, while the lower angle is turned outwards.
It is chiefly the upper portion of the muscle that
contracts in this process, the lower portion being
only employed in holding the spine of the scapula
downwards and inwards.

Fig. 1 shows the muscles of the back of the trunk.
The fibres of the trapezius are marked 1; 2 denotes
the fibres of the deltoid muscle, which are inserted into
the outer (lower) edge of the spine of the scapula
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(M. rhomboideus, also called M. riromboidens major
and minor, because it is often divided into two un-
equal portions). Lastly, at 6 is shown another muscle,
which runs from the upper and inner corner of the
scapula to the transverse processes of the four upper
cervical vertebrae, and by its contraction raises the
scapula in a meore perpendicular direction (Levator
angult scapule).

It is evident, therefore, that the contour in question
must depend largely on the action of the arm. When
the arm is moved upwards and outwards, the shoulder
is also raised, and the fibres of the trapezius descending
laterally from the neck must contract, that is, they
all become shorter and thicker, and consequently the
muscle forms under the skin a convex mass of flesh.
When, on the other hand, the arm is moved as if to
reach the hollow of the knee of the other side from
behind, then those same fibres are stretched, ze., they
become longer and therefore thinner, and the convexity
disappears.

But, apart from changes occasioned by such actions,
we meet with very marked individual variations in
the course taken by this line.

On looking at various figures with the arm hanging
perpendicularly downwards so as completely to relax
the trapezius, we find that some have a distinct con-
vexity between the top of the shoulder and the neck,
as for instance in the Venus de Medicis and in Holbein’s
Lais Corinthiaca (Fig. 2), while others have no con-
vexity at all, and the line of the neck passes into that
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to bring about every desired movement of the arm,
it is seldom completely at rest; that is to say, even
when it gives no external sign of activity, it is receiving
from the central nervous system continuous impulses,
which maintain the shoulder in the proper position
for any change in the position of the arm. These

Fic. 3.

impulses vary in frequency and strength according
to the constitution and temperament of the individual.
Further, the convexity would seem to be more frequent
among people with short necks than with long ones ;
though this perhaps is related to the fact that the
fibres of the trapezius running from the edge of the
shoulder to the upper cervical vertebra have a shorter
and less perpendicular course.
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and wide. A neck of this kind may occur in combi-
nation with absolutely flawless beauty in the rest of
the body ; but the artist must nevertheless beware of
even attempting to reproduce it, as these necks are
found most frequently in regions where wens and
goitres are prevalent, and constitute, in fact, the com-
mencement of these pathological deformities. In these
and other forms of neck we find the contour in profile
divided from the line of the lower jaw by a sharp
receding angle. This is eminently unpleasing, and
even in ancient times sculptors selected attitudes in
which the neck was slightly bent at the nape, while
the head was turned upwards, so as to give a better
line to the contour when seen in profile. Naturally,
it depends on the nature of the model what can be
accomplished in this respect in dealing with the living
subject. There are, however, models to be found who,
in an appropriate position, leave nothing to be desired
with regard to this line.

In the male, especially in heroic figures, prominence
of the two sterno-mastoid muscles (M. sterno-cleido-
mastoider) may be an ornament, but in the female it
is ugly ; and many a woman’s figure, distinguished
by a well-developed muscular system, is marred by it.
Some figures, however, with well-developed muscles
are free from this defect, because the parts surrounding
the muscles in question are well provided with fat.
But a further factor comes into play—viz., whether
the muscles are favourably placed as regards their
points of insertion. It is favourable when the skull
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the ancients the neck, save in a few Tanagra statuettes
is not long; it has the proportions of the average
necks we see every day around us. A preference for
long slender necks shows itself first in the later middle
ages and early renaissance, and is associated with a
preference for slender forms in general. Thus the
neck in the Venus of Sandro Botticelli is in keeping
with the character of the whole figure—she could have
no other ; but whether one ought to be roused to
enthusiasm over such a figure, as many people have
been in recent times, is a matter of individual taste.
As I shall often have occasion to refer to this figure,
I have reproduced it here (Fig. 4).*

A long neck joined to a body that is neither tall
nor slender produces a disagreeable effect. Length
of neck is naturally related to the length of the spinal
column, and therefore of the trunk. Accordingly, if
the neck is too long in relation to the entire length
of the body, and, given a certain height of the whole
figure, the portion above the pubes is longer than the
portion below it, it follows that the legs must be too
short. During the German renaissance, and also,

* Though I am not one of those who worship this figure,
I am by no means insensible to the poetry and delicacy with
which the whole composition is penetrated, or to the dewy
freshness which pervades the picture. But, however much we
may feel ourselves prepossessed in favour of the genial and
original artist from whose school Filippino Lippi emanated,
we must not blind ourselves to defects when we are con-
sidering individual figures by themselves, and comparing their
structural details with the antique.
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upper arm an obtuse angle on the dorsal side, Ze.,
that on which the extensor muscles lie. This latter
condition is what I term over-extension. I do not
care if it be asserted that a certain amount of over-
extension is normal. It is true that if we measure,
in a large number of individuals, the angle formed on
the extensor surface by the bones of the upper and
fore-arm when fully extended, we shall not find 180°
to be the average, but a slightly smaller angle, because
the by no means rare cases of considerable over-
extension affect the mean. But such a mean is of
doubtful value to the anatomist, and does not concern
the artist at all. The latter has to ask himself what is
the most beautiful among forms actually coming under
observation, and over-extension is unquestionably the
reverse of beautiful. I can call to'mind an admirable
tragic actor who had a majestic figure ; it served ex-
cellently to display the harmonious plasticity of his
movements ; but whenever he extended his arm in
a moment of passion, the figure was marred by
over-extension of the arm.

This feature is peculiarly disagreeable in men of
a powerful build. It is more tolerable when present
to a slight degree in children and young girls, not as
improving the lines, but as helping to characterise
the flexibility of the youthful body, and therefore
occasionally to be sought after.

The second and very common defect is an oblique
attachment of the fore-arm. We must first distin-
guish between two different positions of the out-
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revolves on the axis of the little finger, as it were,
so that the thumb, which before lay on the outside,
comes to lie on the inside. In the process the fore-
arm and hand are brought much more nearly into a
line with the axis of the upper arm than in supina-
tion, because, though the ulna makes the same angle
as before with the axial line of the upper arm, yet
the whole mass, which formerly lay on the outside
of the ulna, is now, so far as it consists of the hand
and lower portion of the fore-arm, situated on its
inside. The angle formed by the attachment of
the ulna to the humerus varies in different people,
and 1s very often too small—smaller, that is, than is
consistent with beauty of line; and this is what I
mean by an oblique attachment of the fore-arm.

A glance at such an arm when it is extended in
supination shows this deformity from the front as well
as from behind ; but it becomes more marked if that
part of the head of the humerus, which is most pro-
minent in front,* be found, and a string be fixed
there and stretched thence to the hand, so as to lie
between the two tendons of the flexor muscles which
project on the fore-arm, close to the wrist, when the
hand is flexed towards the fore-arm by muscular con-
traction and the flexion is prevented by external
resistance. These are the tendons of the M, palmaris

* This is the so-called lesser tuberosity (Zuderculum minus)
of the head of the humerus, which lies immediately to the
inside and in front of the groove in which the tendon of the
long head of the biceps runs up to the shoulder-joint.
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more inwards. Thus the common plane of the axis
of the humerus and the axis of rotation of the elbow-
joint would turn one surface to the front and the
other backwards ; and this is also the plane in which
the deflection of the obliquely-attached fore-arm falls.
When, therefore, fashionably-dressed and tightly-laced
ladies in whom the fore-arm is obliquely attached are
seen from in front or behind, the defect is observable
in the oblique position of the fore-arm as compared
with the vertically-pendent position of the upper arm,
in spite of the loosely-hanging hands being usually
pronated.

C. Langer has remarked (Joc. ciz.,, p. 269) that the
ulna, when flexed on the humerus, does not lie
directly over it, but is deflected to the inside. This
deflection becomes marked in ~proportion to the
obliquity of the attachment of the fore-arm, since
the axis of rotation is proportionately deflected from
the ‘position at right angles to the longitudinal axis
of the humerus. Just as the knock-kneed condition
has its origin in a deformity of the lower end of the
femur, so the obliquely-attached fore-arm arises from
a deformity of the lower extremity of the humerus,
and not from any deformity of the ulna.

Every one can lay the tips of the fingers on the
shoulder-joint of the same side, but the arm and hand
do not take up a similar position in the process in
every case. The more obliquely the fore-arm is
attached to the arm, the more must the hand be
turned outwards, or else the humerus must be propor-
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cuarded against: the hand belonging to the side on
which the plait hangs down should be the lower one,
that of the opposite side the upper ; by this means a
degree of flexion is obtained in both arms, such as
to prevent the defect being perceptible. In this
way arms may be available, which would be of no

FiG, s,

use when extended in supination. Very slight defects
of this nature may become imperceptible in the
extended arm, as soon as it is pronatéd. It may
be formulated as a rule that this has taken place if
the axis of the outstretched pronated arm appears
straight.

How much pronation helps the appearance of a
moderately oblique fore-arm is evident from Fig. 6,
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elbow-joint. In this it will become clear why, when
the arm is strongly flexed, the wrist comes to lie
more and more inside the shoulder, in proportion to
the degree of obliquity of the fore-arm. It would
lie directly on the shoulder if the axis of rotation
stood exactly at right angles to the axis of the
humerus, or, what comes to the same thing, if the
plane in which the fore-arm moves during flexion
were parallel to the axis of the humerus. 'This is
not the case, however. The external superior angle
formed by the axis of rotation with that of the
humerus is an acute angle, and consequently the
wrist, which, when the arm was extended in supination,
was deflected outwards, will be deflected inwards
when flexed through more than go°.

Hitherto I have distinguished between the axis
of the upper arm and that of the humerus. By the
former I do not mean the axis of the bone, nor the
axis round which the pendent upper arm rotates in
the shoulder-joint, for the latter axis would pass
through a point the horizontal distance of which
from the surface of the joint is not altered during
the rotation. What is meant is the straight line
drawn through the mean centre of a continuous series
of transverse sections of the upper arm. This is the
line which the eye seeks, for it would be the true
geometrical axis of the upper arm if the latter had
the form of a cylinder. If produced, it must still
pass through the middle of the carpus, if in pronation
the outstretched arm is to appear straight.
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lines, which have a bad effect asthetically in the
male and female figure alike,

The form of the male upper arm depends so much
on the muscular development and the action repre-
sented, that further details would be out of place here.
In the female it is generally accounted beautiful in
proportion to its roundness when the fore-arm is
partly flexed; among the ancients, too, the upper
arm, gravitates towards a cylindrical form.  In the
renaissance period, however, we frequently find ex-
amples of an upper arm which, as is often the case
in nature, is laterally compressed ; and the contrast
is heightened between the more powerful development
in the direction of depth, Ze., in an antero-posterior
direction of the upper arm, and that of the fore-arm
in the direction of breadth. The masters of the re-
naissance were, in fact, more rigidly naturalist than is
usually admitted in current statements on the subject.

A cylindrical upper arm is materially dependent on
the following conditions: viz, that the olecranon be
short and project but little during flexion of the arm ;
that the tendon of the biceps be short and be inserted
as high up as possible into the radius ; and that the
subcutaneous fat be well-developed in relation to the
muscles. Boys, as a rule,have flatter arms than girls.
Whereas the later masters usually gave female arms
to their angels, even when otherwise of a male type,
Andrea del Sarto by preference furnished his with
boys’ arms.

Very marked and beautiful girls’ arms were given






THE ARM AND HAND. vall

joint and the support, the biceps becomes relaxed,
and owing to its weight the middle part, being but
slightly bound to the surrounding tissues, sinks down
until the entire muscle acquires a bow shape, convex
below and concave above. This gives to the anterior
lower side of the upper arm an outline which at the
first glance is repellent, because we are not accustomed
to see the line in this shape. However, this line,
which can easily be demonstrated on any model, should
not remain unnoticed. Figures not infrequently occur
with the pronated fore-arm flexed and supported, and
in these the appearance above mentioned must be
indicated in order to express completely the condition
of repose which, as a rule, they exhibit.

Although the ancients gave their preference to a
cylindrical arm in the female, and that shape is in
reality highly esteemed, yet it cannot be denied that
with regard to the lines it presents it fails under some
circumstances to be so attractive as a form which is
less nearly cylindrical. '

A female arm in which, owing to a strongly developed
muscular system, the triangular muscle of the shoulder
(M. deltoidens) is well marked, and, further, the ex-
tensors and flexors can be distinguished in their
respective positions, more or less, according to the
action of the arm, may be beautiful and excellently
adapted for reproduction in the arts. Such an arm
will not have a masculine appearance, provided
that the bones are cast in a feminine mould, and that
the furrows between the muscles are not too much
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arms, lest the latter should acquire a masculine shape
It is remarkable, however, that no apprehension is
shown if these same daughters practise the piano
for several hours every day, exerting certain muscles
of the fore-arm in a violent and exclusive fashion in
doing so. Yet there is, in general, no foundation for
the fear. Bodily exercises only affect the form of
the body disadvantageously under two conditions :

cither when they are begun at too early an age, or
else when they are so excessive as to produce emacia-
tion. That violent exercise may be taken without
injury in this respect is proved by the well-known
gymnast who, under the name of Leona Dare* has
displayed the beauty of her arms in all the great
cities of the world.

A well-rounded upper arm is as rare among
youthful members of the higher and middle classes
as it is common among women who are in the second
summer of their beauty. Formerly this was even
more striking than at the present day, when in many
girls the arms are better developed by exercises.

Thinness of the upper arm must not, however, be
attributed solely to. want of muscular development,
but also to absence of fat. In a healthy person,
leading an easy life, fat is chiefly deposited in the
tissues through middle life, generally from the twenty-
fifth, and not infrequently from the twentieth year
onwards, However, this deposit of fat takes place

* The Leona Dare here referred to was, in the seventies,
a member of Renz’s Circus at Vienna.

4
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outwards, somewhat as it is when the arm is placed
akimbo, only the change of direction is now seen to
commence at a slightly different spot. It is this
deflection in the shaft of the humerus—a deflection
which

varying in amount in different individuals
oives rise to the above-mentioned defect. It is
greatly intensified by leanness, that is, by absence
of fat, in a well-developed muscular system. This
causes the deceptive appearance of the arm not
fitting into the joint, when the shape of the bone is
defective, to be very striking, by reason of the depres
sion which lies between the insertion of the deltoid
and the origin of the great extensor muscle of
the arm, and by reason of the shape given to the
dorsal surface of the upper arm by the fleshy belly
of that muscle when the muscles on the flexor side
are similarly developed.

Besides lack of fat, it is mainly the length of the
olecranon (pointed elbow) that contributes to the
deceptive appearance when the arm is bent at a
right angle, because the insertion of the great extensor
tendon is set far back, and its spreading out gives
rise to a flat surface that yields no line with the
contours of the flexor side to lead the eye directly
to the centre of the ball-and-socket joint forming
the shoulder. When, therefore, a figure has to be
represented as holding the arm akimbo, or as
lifting or holding an object with the arm bent at
a right angle, it is necessary to examine the model
well to see whether his arm 1is suitable for the
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In figures of Hercules the lower portion of the fore-
arm is often invested with an unusual breadth. This
can only be caused by the large space occupied by
the extremity of the radius, which is flat and broad
beneath, and that of the ulna, which lies beside the
former. It is, therefore, breadth and massiveness of
bone that are here represented. This may be appro-
priate to Hercules, who 1s more or less a personifi-
cation of brute force; otherwise one 1s inclined to
maintain that a man’s strength lies in his muscles
cather than in his bones, and it would be extremely
inappropriate to characterise by such means the
supernatural strength of an Achilles.

The lower part of the fore-arm should not be made
too broad in the female, and its diameter, measured
from the dorsal to the under side, should not be too
much reduced in proportion to the transverse diameter.
Fore-arms marred by this defect are found especially
among the German races and in individuals of bony
build. German sculptors are easily misled into re-
producing them by their native models. Some fore-
arms, nevertheless, are to be found that have a broad
lower extremity, and yet are not without a beauty
of their own. Here, however, it is not the breadth
of the bones that determines the form, but a layer of
fat which is developed much more than usual on the
outer side of both radius and ulna. It is present in
arms that are furnished generally with a considerable
amount of adipose tissue. Such arms usually ter-
minate towards the wrist in a slight depression, which
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the side of the little finger, and follows the line of the
tendon of the fexor carpi ulnaris. Between the two,
when the hand is bent in the position above described,
lies an elevation, which, as it is continued upwards, is
merged in the general rounded under surface of the
arm. It is caused by the bent-back carpus thrusting
forwards the soft parts lying on its lower surface.
When the hand is straichtened and then flexed, the
appearance of the parts is changed ; and if the hand
be passively flexed, the ‘median elevation may be
made to sink in so far as to be converted into a
shallow depression. It is quite permissible for the
artist to reproduce these phenomena if he meets with
them in a well-shaped and not over-lean arm ; but
he should guard against one thing—viz., representing
the tightly-stretched tendons. They are always
ugly, and it is justifiable to indicate them only when
the subject demands the presentation of violently-
contracted muscles.

I ought also to mention a particular deformity to
which the fore-arm is subject when it is flexed and
also weighted, especially in persons who are lean,
and whose muscles are not well developed.

From the lower third of the humerus there arises
from the external condyloid ridge a powerful
muscle called the supinator longus; it runs down
the fore-arm, passing about halfway down into its
tendon, and is inserted by means of the latter into
the lower end of the radius, along the base of the
so-called styloid process, and therefore on the thumb
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more marked than in muscular persons, since the
muscle is flatter and more angular. Further, this
action may render the tendon of the biceps, and
even the portion of it which joins the fascia of the
fore-arm, disagreeably conspicuous.

A very common defect in models of German origin
is the excessive prominence of the lower extremity of
the ulna behind the wrist. I merely mention this for
completeness’ sake, as the defect itself is so ugly
that no artist would think of reproducing it on any
fomale arm which was intended to be beautiful.
Sometimes, however, this does happen in medizval
pictures, in consequence of lean and bony models
having been selected. Nor less ugly is the pointed
projection of the upper extremity of the ulna in the
flexed arm, the “ pointed elbow,” which 1s the result
of unusual length of the olecranon, and of leanness.
This, too, has not always been avoided by artists ; and,
among other instances, it is a blemish in the Venus
of Sandro Botticelli (¢/2 Fig. 4, on p. 31).

A long olecranon is, under any circumstances, a
defect. If the arm is bent at an angle of less than
9c°, it makes a pointed elbow ; if at right angles,
the contour of the extensor surface of the upper
arm is spoilt, because it then descends in a straight
line, and forms a right angle with the contour of the
extensor surface of the fore-arm, whereas with a
short olecranon it is curved at the lower end, so as
to form a rounded obtuse angle instead of a right

angle.
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fingers taper very markedly, though irregularly, from
root to tip. In these the first phalanx of the finger,
reckoning from its base, has a more or less developed
dorsal cushion of connective tissue and fat, giving
rise to a not inconsiderable thickening. The second
phalanx has a similar though smaller cushion ; while
the third phalanx is narrow and bears narrow nails,
which lengthwise are straight, but transversely are
cylindrically arched.*

The back of this kind of hand is usually somewhat
fat, sufficiently so to make it even and to exclude
any prominence of the tendons and blood-vessels.
Such hands occur by no means exclusively in fat
women, but are likewise met with in quite young girls,
mainly in North Italy, and especially in the Venetian
tegritory. They have been introduced only to a
very limited extent in monumental art, though not
infrequently present in figures of Venus and female
figures of a genre character. They offer more mobile,
less severe lines than hands in which the fingers taper
quite uniformly. This is especially noticeable when
the fingers are moderately flexed, and at the same

* This form of nail, which should not be too short as
measured from the free border to the fold of skin, is an
ornament to the female hand. Nails that are short, broad
and flat, or more arched lengthwise than across, are vulgar.
Ribera had a peculiar liking for painting vulgar nails; or,
rather, his coarse naturalism led him to copy the models he
picked up in the streets.

The arching of the nails increases from the index finger to
the little finger, The difference is greatest between index
and middle finger, least between the ring and little finger.
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of spectators innumerable ; but it is the arm of a
lady who has attained the years of ripe experience, as
:ndeed befits the muse of history, and not that of a
girlish beauty.

However, instances of the long-continued duration
of a beautifully-formed arm are by no means of
general occurrence among women, even when healthy
and well nourished and developed. Sometimes a
change sets in at quite an early age, which in others
only reveals itself later. It is coincident with a
certain slackness of the skin and also of the muscles
when in a condition of non-activity. Muscles that
are mot stimulated to activity, as is well known,
lack firmness of consistency. This quality, as above
mentioned, differs much in individuals, though we are
unable to trace any connmection between it and the
degree of muscular power present in any given case.
Slack muscles of this kind' are often so soft that,
whenever the surrounding tissues allow of it, they
sink under their own weight and hang down, unless
held up by the tenser surface of a fascia or of the
skin. In consequence, a defect is apt to show itself,
which is observed when the arm is flexed and the
hand pronated. If the arm is well developed, and
also well preserved, it will, under these circumstances,
retain its round shape, not exactly cylindrical, but of
a rounded form, which, in transverse section, becomes
gradually more elliptical towards the wrist. If, how-
ever, the arm is not well preserved, but is none the
less well nourished, the line of the ulna will be trace-

5
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the clavicles, and also between the breast and the
shoulders, depressions under the breast, a want of
depth in an antero-posterior direction, an uneven
sternum, and visibility of the costal cartilages which
adjoin it on each side. I shall return to some of
these defects in treating of the female thorax, and
will now merely add a few remarks on the shoulders
in the male.

Every one who has observed the Farnese Hercules
closely must have been struck with the apparently
unnatural development of the lower portion of the
deltoid muscle, and many persons doubtless have
attributed it to the same spirit of exaggeration that
shows itself in the muscles of the flanks in the same
figure. 1 once, however, observed similar shoulders
in a compactly-built gymnast of extraordinary
strength. Their shape is due to the rapid convergence
and overlapping of the fibres in the lower part of the
deltoid, which gives rise to a marked elevation con-
tinuous with one a little higher up, which constitutes
the lateral curve of the shoulder. In individuals who
are very lean and also lack flesh, the head of the
humerus gives rise to this lateral curve, which con-
sequently terminates just below it. When, on the
other hand, the deltoid is strongly developed, the
most prominent part of the muscle is not that cover-
ing the head of the humerus, as there the fibres are all
spread out, but immediately below it, where the fibres
are converging to their insertion.

The lines which the herculean type of deltoid
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upper arms and shoulders. Shoulders and arms that
are narrow in comparison to the extent of the chest
have always a poverty-stricken appearance.

Passing fashions must not be allowed to mislead us
into thinking that the same does not hold good of the
draped figure. The effect is really just as bad ; only
our sense of it is blunted by custom. We need only
go to S. Sebastiano, in Venice, to see what were the
views of Tommaso LLombardi on this point.

The breast, in the more restricted meaning of the
word (Mamma), is somewhat differently placed in
different women. In some it is turned more out-
wards, so that the nipples are, comparatively speaking,
widely separated ; in others they are much closer
together, and directed more to the front. This de-
pends in part on the degrec of development of the
breast. The breast in developing draws after it the
skin which it requires for its increasingly convex
surface, and as the skin on the side of the body yields
more readily than that lying between the breasts, the
nipples come, at a later period, to lie nearer to cach
other relatively than they did before the movement
consequent on the development commenced. On this
account, and also by reason of the thorax having more
slender proportions, the nipples are set closer together
in women than in men. With a given breadth of
thorax preference is justly accorded to a wide diver-
gence of the nipples. |

“ The breasts should always live at enmity with
each other,” is the remark I once heard from a
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severe censures,* does not make upon us the im-
pression of being an ideal work of art so much as
the portrait of a model of whom the master, whether
rightly or wrongly, aimed at giving a faithful and
realistic representation.

Not, however, until the period of the decline of
[talian art is reached, do we find a preference
accorded by many masters to a lower attachment of
the breasts, such as does, in fact, occur very often in

nature.
A like tendency to set the breasts low down is

found in certain masters of the German renaissance ;
the fault being evidently due to the badness of the
models they employed. The position of the breasts,
considered with reference to the subjacent ribs,
undergoes but very slight variation. When, there-
fore, the ribs about halfway down take an oblique
course downwards, the attachment of the breasts will
be a low one ; but when the arc formed by the ribs
does not sink anteriorly, the breasts will lie higher up.

With respect to the shape of the breasts, the first
condition is that their lower border shall not be
bounded by any trace of a fold, not even when the
model is standing upright, with the arms hanging at
the side. Antique sculpture knows no such fold in
the representation of the nude ; where the presence
of such a fold might be looked for, the breasts were
always covered with drapery.. Not until the Ttalian
artists ventured once more to reproduce the naked

* (f. Burckhardt in the “ Cicerone.”
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simplest, the breast may be set on the thorax like a
cone, which, if cut through its axis, would exhibit an
angle of 9o° or more.* The breasts of the Braschi
Venus, in the Glyptothek at Munich,T approximate to
this type ; and still more do those of a Nymph by
Canova, which I saw at Possagno, but of the exact
title of which I have unfortunately made no note.
This form of breast is never found in women who
have borne children, even when they have not suckled
them ; because during pregnancy changes take place
in the breast affecting its consistency for all later
time. It is required of this form that it should
scarcely yield at all to the force of gravity, and that
its shape should be almost the same in the recumbent
as in the upright position. It is excessively rare for
breasts of this type to attain any considerable size,
since only very occasionally is their consistency
sufficiently firm to maintain the form when the
dimensions are increased. More frequently such
breasts are found as a transitional stage in young
girls. The cone is then smaller and lower down, and

* Though I do not add “or less,” I do not mean to assert that
this may not occur. On ancient Egyptian monuments we see
breasts in which the height is equal to more than half the
diameter of the base; and examples are still to be found, so it
is said, among the daughters of the fellaheen; later these
breasts become very limp and pendulous, so much so that
occasionally a fellah woman is met with carrying her baby on
her back, and suckling it from her breast, which is thrown
over the shoulder.

T By some regarded as a free imitation of the Cnidian
Aphrodite of Praxiteles, an opinion based on certain coins.
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A step further brings us to the breast of the Capi-
toline Venus. This is larger and heavier, and the
increase of heaviness is evident. In my judgment a
limit is here reached which should not be exceeded
in ideal figures.

Michelangelo’s figures have breasts of an essentially
different type from the antique. They are more
rounded, and more affected by the force of gravity.
[ am not referring only to the figure of Night, in which
the breasts are those of a mature woman, but also to
those of the Dawn and of the Leda, assuming that the
marble Leda is a genuine work of Michelangelo.® In
these figures the breasts could scarcely be replaced
by others without disturbing the unity of the whole;
taken by themselves alone, however, they fall far
behind the antique type. If the figures in question
be imagined as made of flesh and blood, and no longer
in a recumbent position, but standing upright, this
will be admitted by any one who knows the difference
between the recumbent and the standing model.

But it was just the hand of the great master which
was able to throw any given body into its most
favourable form, and which knew how to weave into
his magic lines structural details which under any

* It is described as such in the Bargello at Florence, but I am
not acquainted with the results of antiquarian research touching
jt. The corresponding picture, of which several examples are
extant, must not be confounded with the Leda which Michelangelo
painted for Alfonso d’Este—a different composition, as is evident
from Vasari's description. This Leda was represented in a
wholly different attitude.






THE BREAST AND SHOULDERS. 79

towards the median line, and the sharper will be the
boundary line dividing them from the surface on which
they lie.

[t is not necessary for every breast to commence
with a conical shape, and later to grow rounder as its
mass enlarges ; it may develop from its origin as a
low rounded eminence. Such a breast is seen in the
lovely but very mutilated antique in the Naples
Museum known as a Psyche. As it is only quoted
here for an illustration, it does not concern us whether
its present form is the original one or is the result of
a later restoration of the statue.”

If we examine the various sculptures of the best
period in ancient art, we shall find numerous variations,
though none that can be reckoned as defective. As
far as the representation of the breast is concerned, the
ancients are unsurpassed for delicacy of feeling, and
they appear to have had no lack of models.

I will now mention a mode of representing the

* In C. Friederich’s “ Bausteine zur Geschichte der griechisch-
romischen Plastik,” I. The Casts in the New Museum at Berlin,
at p. 253, we read the following words with reference to the
restoration of the Psyche: ‘* Moreover a ruthless reworking of the
trunk at least has been carried out, whereby the injured portions,
instead of being mended, have simply been chipped away. The
breasts, especially the right one, have thereby been rendered
quite flat ; further, the right thigh and the drapery have not been
left untouched.” Icannot trust to my recollections of the original,
which are too old and indistinct ; but on examining a good plaster
cast, which still retained its seams, I could discover no clear
traces of the chiselling away. The figure in its present condition

also affords no evidence to justify such an assumption. The
right breast is indeed less prominent than the left, but this is
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which they lie. A well-arched thorax not only affords
the breasts a better position and surface, but also
determines the outward form of the whole bust. One
of the most frequent faults we meet with in this
connection consists in the junction of the ribs with the
sternum becoming visible. When not attributable to
excessive leanness, this is due to a sickly disposition
in childhood, and any model in whom it is perceptible
should be rejected forthwith.

Further, no prominence ought to be present on the
upper part of the sternum, accompanied below, as it
usually is, by a depression between the breasts. This
blemish is caused by the Manubriume sternz, the portion
of the breast-bone lying between the clavicles and first
two pairs of ribs, being attached to the meso-sternum,
not in a straight line, but at a projecting angle. The
effect is equally bad if an inwardly projecting angle is
formed at the same point. The clavicles, moreover,
ought not to project so as to show where they lie ; least
of all should the skin sink in above and behind them,
S0 as to give rise to a pair of pits.

The entire surface extending above the breasts to the
neck and shoulders should be gently convex, without
any prominent elevations or depressions, and, above
all, the transition to the shoulder should be gradual
and unbroken. The pit of the neck should be only
lightly indicated. It is difficult to lay down any rule
as to the line dividing the neck from the breast, as its
character is subject to great variation, according as the
neck is inclined or set quite upright on the thoracic

6
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in picking apples from a tree when one is standing
on the ground, or in hanging up linen on the drying
lines, or in supporting a burden which is being carried
on the head, or in raising a weight above the head.

These, however, are movements which girls of the
higher classes seldom have occasion to perform, and
which, even if it were the fashion, they would be
prevented from executing by the nature of the clothes
in which, from an early age, they are attired. Such
are the bodices in which the shoulderpiece does not
rest on the upper bony portion of the shoulder, but
is carried right across the deltoid muscle. If a girl
so dressed tries to lift her right arm up into the air,
she has to bend the upper part of her body to the
left, because it is only with difficulty that she can
make an obtuse angle between her arm and her body.
When the deltoid is badly developed, the shoulders,
unless well provided with fat, are angular above,
owing to the prominence of the bony framework
formed by the distal end of the clavicle and the free
end of the scapular spine, the acromion. From this
angular summit the surfaces then fall away without
the required amount of convexity. The addition of
fat may improve the shape, but it will never achieve
that beautiful roundness which in well-modelled
shoulders converts them into something more than
the mere upper end of an arm. Rauch’s celebrated
wreath-throwing Victories, so well known through
countless reproductions, with all their beauty have a
weak and meagre look about the shoulders.
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food-stuffs, and intestinal gases arc present in quantity
and the abdominal muscles are not powerfully
developed, the form of the abdomen is always bad.

To enter more into detail, the primary condition is
that the depression corresponding. to the tendinous
portion of the abdominal wall between the recti and
oblique muscles be visible. As this is a depression
and not a furrow, its course cannot be laid down
with rigid definiteness, but it may be found by
dividing the abdomen across into four equal parts at
the height of the navel, when the first vertical dividing
line on either side of the navel will coincide with the
depression in question. It is seen to descend from
above in a nearly vertical line, then bend slightly
inwards, so that, if still visible at the upper border of
the pelvic region, its course may be pursued down-
wards at a little distance to the inside of the anterior
superior iliac spine. This lower portion, however, is
often indistinct, though the model cannot merely on
that account be regarded as useless. A well-rounded
base to the thorax contributes materially to the de-
finiteness of this depression in its upper part. The
arched character of that region is derived from the
ascending processes of the recti muscles ; then on
either side is a lateral elevation formed by the external
oblique muscles which descend from the ribs, and
between these two the depression in question has its
origin at the base of the thorax. If the cartilaginous
ribs are too much bent out in this region, the form of
the abdomen suffers in consequence.
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should be careful to copy it. Otherwise he will not
merely deprive his figure of an ornament, but also
suppress a feature by means of which the expression
of its action might be much enhanced.

Sometimes a line is visible, even in the upright
position, lying transversely at some distance above
the navel, or, in lieu therecof, a pair of transverse
depressions lying on either side external to the recti
muscles, and meeting at right angles to the longitu-
dinal groove above described. This line corresponds
to the crease or fold which is formed when a person
standing upright leans forward, or sits in a leaning
attitude. In individuals who are at once muscular
and wanting in fat, several tendinous bands of the
recti muscles of the abdomen, known as the znscrzo-
tiones tendinee, may be visible at the surface. ‘lThey
are often defined in antique sculpture to a degree
that we are scarcely acquainted with in the ordinary
model. We must, however, recollect that the
sculptors of ancient times probably had opportunities
of making observations on famous athletes, such as
we no longer possess. That these transverse creases
may also be visible in thin individuals of only
moderate muscular power is evident from the an-
nexed copy of a photograph from the life (Fig. 10).

The limits of the abdomen towards the thorax vary
very much with the attitude, differing according as
the modelling of the lower thoracic region is pro-
minent in its anterior central portion, or is obliterated
through the stretching of the recti muscles which are
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exceed the proportion found in the softer parts of the
rest of the body. Regard must always be had to the
conditions of youth, and care taken not to approxi-
mate to the type of older men, in whom the amount
of abdominal fat has increased relatively to that of
the arms and legs.

Just as absence of fat, to a certain degree, from the
abdomen is becoming in the male, so leanness, in the
ordinary sense of the word, ze., leanness arising from
a poverty of muscular development, is very prejudicial.
In the latter case, the abdomen is not only bad from
want of definition, and movement called forth by the
muscles, but its lower portion is further disfigured by
the prominence of the iliac crests.

We are, by reason of our models and observations
made in bathing resorts, so accustomed to see male
figures with poorly-developed muscles and an ill-
conditioned thorax, that we are constantly tempted
to charge the ancients with exaggeration. The pro-
minences especially on the upper region of the
abdomen, and on the lower part of the thorax, are
frequently stated to be mere figments of their
imagination. But we should be cautious in passing
such judgments. The accompanying woodcut (Fig. 11),
drawn from the photograph of a powerful but by no
means herculean man, should be considered. Here
we see the same features exposed to view as in
the ancient heroic figures, only less strongly marked.
May not the ancients have had models in whom they
noted the details that they reproduced in marble?
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border of the incompletely-closed umbilical ring. In
the recumbent position the convex navel sinks in,
or, at any rate, can be easily pressed down. In the
upright position, however, or if subjected to the
pressure of muscular contraction, as during an action
of the bowels, the umbilicus becomes prominent once
more ; and its imperfect closure, and the communica-
tion with the abdominal cavity, are thereby rendered
manifest.

The position of the umbilicus should not be de-
termined with reference to the vertical proportions of
the whole figure, as is frequently done by artists who
make use of certain systems of measurement in which
the navel serves as the central point. The result is
to place it too high in short-legged and too low in
long-legged persons. The position of the navel has
nothing to do with the length of the legs, and should
be determined solely with reference to the propor-
tions of the trunk. It has a better effect when placed
relatively high rather than low down. Ordinarily the
umbilicus is situated higher up when the obliquity
‘of the pelvis is slight than when it is pronounced.

The same principles apply in general to the female
abdomen, but at the outset we have to deal with a
larger amount of fat. A rounded and somewhat
prominent abdomen, of a form not found in women of
more mature age, is by some regarded as a charac-
teristic of virginal beauty. If, however, an attempt
is made to translate it into marble or bronze, as has
frequently been done, the result at once proves how
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veneris. If the artist holds faithfully to the configura-
tion above described, he will not so readily lose his way
in contours that are often difficult to understand.

It should, however, be mentioned that the groove
between the abdomen and the pubic prominence is
frequently very shallow in slender youthful forms.
This cannot justly be regarded as a defect. In the
Venus rising from the Sea of Sandro Botticelli (Uffizi,
Florence) it is well marked, although doubtless faith-
fully copied from a long and slender model ; little trace
of it, however, is to be seen in the Graces in the Opera
del Duomo at Siena. The Venus of the Esquiline,
likewise a youthful figure, though revealing a smaller
and fuller type of model, shows it in a marked degree.
It is, perhaps, somewhat emphasized here by the
attitude ; but it is not due to this cause alone, since
it is more marked than in the Capitoline Venus, who
is also bending forward and is evidently a woman
of more mature development. The contours of the
maiden’s abdomen are spoilt by pregnancy and
childbirth. As a consequence, the abdominal walls
occasionally become so thin and flaccid that the shape
of the subjacent coils of the intestine is visible on the
surface and their movements perceptible.

Even when this is not the case, either the fat
disappears from the umbilical region or is absorbed in
a general adipose layer more evenly distributed over
the whole abdomen, though it may be thickest at a
short distance round the navel.

After the tension which the skin and subjacent

o
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even in young models who have never been mothers.
Their early deterioration is the result partly of the
natural looseness of the connective tissue associated
with so extensive a glandular mass, and partly of a
want of compactness in the skin, and partly also of
emaciation following previous deposition of fat, or it
may be of a fresh deposit of fatty material. However
good her apparent recovery, a model who has once
been a mother is always. to be accepted with great
caution (except when required only for some particular
portion of the body) when the artist has an ideal
figure in view, even where we are purposely left in
doubt as to whether it represents a girl or a married
woman. A model of this kind should be chosen only
when it is desired to stamp the figure with the cha-
racter of wifehood or motherhood—as, for instance, in
Michelangelo’s Night and in various figures of Eve,
where this has been carried out with an evident
purpose. :

A material and peculiarly objectionable disfigure-
ment of the female abdomen is caused by the
premature use of the corset. In the first place, the
natural form of the thorax in its lower part and of
the upper part of the abdomen is destroyed ; and, in
addition, the flanks are ruined by being laced up.
The line of the flank from the waist should form a
convex curve, either unbroken and continuous with
the line of the thigh down to the great trochanter,
or it should form a slight elevation above the iliac
crest, with a very shallow depression just below it.
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to 157. The artist is free to make his choice among
these ratios, for even in the Graces at Siena the
umbilicus is not unduly low, though its position
would be no longer tolerable if the line of the flexure
of the thighs, both in them and in the above-named
Venus, made a less obtuse angle.

Where the boundary line between the abdomen
and the pubic prominence is visible in the upright
posture, a very common practice is to carry a straight
line from its lowest point to the fossa of the neck,
and to fix the umbilicus on it at such a point that its
distance from the fossa of the neck is the double of
that from the lowest point of the boundary line
aforesaid.

The position of the umbilicus is, however, materially
dependent in one and the same individual on that of
the body. When the body is bent on the thighs,
and therefore the obliquity of the pelvis is increased,
the umbilicus descends ; while the opposite takes place
when the obliquity of the pelvis is much diminished,
so as to bring the ilio-femoral ligament into a state
of tension. If, however, the spinal column is flexed
in bending the body, which takes place mainly in the
lumbar vertebra, the umbilicus shifts relatively up-
wards, since the sternum is brought closer to it, and
so the distance between the umbilicus and the pit of
the neck is diminished.

When the body is bent forwards in the lumbar
region, a transverse crease is formed on the ab-
dominal wall above the navel ; as seen, for example,
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spinal column of a figure in the main lines of a
composition, a more marked curve may occasionally
be justified under the circumstances.

The more flexibility the model has in the thoracic
region of the spinal column, the better it is. Thisis
especially the case with regard to lateral flexibility.
The latter is unaffected by the respiratory movements,
but comes into play when the shoulders are raised and
lowered, e.g., in lifting up the right arm to reach some
object, such as fruit, placed on high, while the left
arm hangs down and bears a moderate burden, as, for
instance, a basket half filled with fruit. In such a case,
the more the lateral flexibility of the spinal column
is retained, the more charming is the curved line of
the backbone resulting from the action. An instance
of it may be seen in Giovanni da Bologna’s Roman
carrying off a Sabine Woman (Florence, Loggia dei
Lanzi).

Furthermore, the power of rotating the spinal column
on itself, so that the transverse axis of the body through
the shoulders no longer lies in the same plane with
that through the pelvis, diminishes with age, and it is
always an advantage for a model to retain this power
in a high degree.

The next point that may be regarded as essential
to the beauty of the back is the position of the shoulder-
blades. As a matter of course, in very muscular
persons the shoulder-blades, by reason of their strongly
developed muscles, form a considerable prominence on
either side of the spinal column, as may be seen in the
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and a plain which is scored by single valleys or
depressions. It reduces itself to this, that the charac-
teristic features in the one case project above the
general level, while in the other they sink below it.
In a lean back of this .t}'pf: the play of the muscles
will be visible under the skin, but no projecting angles
or edges of the bones. I must repeat here that by a
lean back I understand merely one that is free from
fat ; for a back in which the muscles are not adequately
developed is, under all circumstances, ugly.

Where a well-formed back is overlaid with a moderate
cushion of fat, there may generally be seen on either
side of the median groove, in the region of the shoulders,
a shallow longitudinal depression running from above
downwards, a longitudinal pit. This pit corresponds
to a depression near the hinder border of the scapula,
which lies between the point of origin of the infra-
spinatus muscle on the one hand, and the insertion
of the great rhomboid muscle (M. »homboideuns major)
on the other. Although covered not only by the skin
and fat layer, but also by the fibres of the trapezius,
it is nevertheless frequently visible at the surface, and
should be carefully reproduced, as it is of great import-
ance in the distribution of the surface of the back, and
helps to break its monotony. Its presence also affords
evidence of a well-developed muscular system, as its
depth increases in proportion to the prominence of the
surrounding muscles.

This pit is seen most clearly when the arm is
actively rotated in the shoulder-joint outwards, be-
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suffices to lay aside the stays for a short time in
order to restore the original shape. The same state-
ment cannot be made with equal certainty as regards
the abdomen, which, even at the later stage of life, is
easily disfigured permanently, especially by the forma-
tion of one or more disagreeable transverse folds in the
lower abdominal region. 5till ‘worse are the ravages
inflicted by the corset, not only on the abdomen, but
also on the back of those who wear it before or
during their development, and make use of it for
the purposes of personal display. Girls who do this
are quite useless as models.

The tightly-laced body is at once recognisable in
back view by the contraction which manifests itself
on either side of the spinal column in the lower
thoracic region, and by the dwindling resulting there-
from, forming, as the eye descends, a violent contrast
with the hips, which, owing to their bony framework,
maintain their original position.

Such a back is repulsively ugly, and it would be
scarcely conceivable that any artist could think of
reproducing it, were it not that examples of it are
to be found.

As a rule one hears artists less frequently lament
the lack of good models for the back than the absence
of those who are good for the breast, abdomen, or feet.
This is natural, since, with the exception of the use of
stays and the habit of suspending heavy dresses from
the hips, the life of most girls at the present day does
not involve conditions productive of injury to the
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in “ Gorii Mus. Florentinum,” vol. ii., represents the
bust of the goddess Roma cut on a sardonyx. The
pose is very characteristic ; and the thorax exhibits a
roundness which is rare in Greek sculpture.

The pose of the neck in Greek female figures is
partly due to the desire to show it off to the highest
advantage, as has been mentioned above in the passage
relating thereto. Distinctions were also drawn by the
ancients themselves in this matter. The afore-men-
tioned pose of the neck is found chiefly in statues of
Venus and in genre figures, whereas figures of Juno
and Minerva stand more proudly erect. Archaic and
archaistic figures are similarly distinguished by a more
upright and, if occasionally stiff, yet frequently solemn
and imposing bearing.

[f we look at the back of an individual or of a statue
in the upright posture, we can easily trace the line of the
backbone as it descends between the shoulders down-
wards, until it is lost in the sacral region, where we see
on each side, at a little distance, a depression longer
than it is broad; these pits are more or less oblong from
above downwards. The elevated masses which lie
between them and the line of the backbone consist of
the lower part of the dorsal muscles which are attached
to the sacrum, and in part, too, of the overlying fat.

From each of these pits there runs obliquely down-
wards and inwards a line towards the cleft between
the buttocks, where the two lines meet. They are
either traceable through their entire course, or they
are so far indicated as to be easily completed in
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head and neck of- the femur, take a downward course
to the point of their attachment on the anterior
inter-trochanteric line of the femur.

These bundles are known collectively as the ilio-
femoral ligament; and it is this ligament which,
when in standing upright we avoid all muscular
exertion not absolutely necessary, keeps the body
from falling backwards, so that it is said, not without
reason, that, when standing in the easiest possible
position, we use no muscular action to support the
body, but suspend it in the hip-joint to the ilio-
femoral ligament.

It is owing to the presence of this ligament that
no one, not even the most supple ballet-dancer,
can extend the leg horizontally backwards without
bending the body well forwards.

On the length of this ligament, and on the amount
of play it allows, depends, moreover, the position
assumed by the pelvis in relation to the thigh and
to the horizon in an easy upright posture* If it
allows considerable freedom of movement, then the
superior opening or inlet of the pelvis is turned more
vertically upwards ; but more to the front, when the
ligament is short, and consequently the freedom of
movement is restricted. In the former case we speak

* It has recently been incorrectly asserted that no position
actually exists in which the ilio-femoral ligament is stretched,
and that it is merely a theoretical abstraction. Any model may,
however, be placed in such a position, even though it be not
one which is assumed naturally by everybody, and will afford
conclusive proof that a number of antique statues are so posed.
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more upwards and - inwards; we have, however, no
actual proof that in those times the human pelvis
ever had a shape so different from that of the
present time, much less that it was the prevalent
form.

Among the bones of men belonging to ancient
times which I have had an opportunity of investi-
gating, I have not mct with a single osilium giving
evidence of such a structure, though it is true I
have examined no Greek bones, but only those of
Italic origin. Among the skeletons of the Felsinea
Necropolis one only exhibited a somewhat more
marked curve forwards and inwards of the iliac crest;
but it was not so marked as would be implied by the
antique type, if the above interpretation were correct.
I have also found a more pronounced inward curve
than is now normal in a female Egyptian mummy
at Parma, but it was not present in an adjacent male
mummy. The fact that in the anatomical figure
by Cigoli, in the Bargello at Florence, the anterior
superior iliac spine is more turned inwards than
usual, and thus approximates to the antique type,
does not assist us. We are bound, therefore, to
entertain the possibility that the bend in the iliac line
may not indicate the anterior superior iliac spine, and
that the latter may lie to the inside of it, somewhere
in the soft parts of the abdominal wall.

On this supposition let us try to determine its
exact position as nearly as possible.

Four great muscles lie in the abdominal wall : the
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Prof. Kithne, in Vienna, I was enabled to examine a
second model illustrating the antique type. This
man was also ‘a Venetian. He had formerly been a
gondolier, and was no longer young ; and although
not exactly stout, he had a considerable layer of fat
extending on the side of the body down the flanks
so as to overhang the iliac crest, and causing the
transverse branch of the typical iliac line to run in a
less slanting and more horizontal direction even than
in the preceding model. Variations in this respect
are likewise met with in the antique, and the course
of the transverse branch of the line in question is
dependent not only on the form and position of the
pelvis, but also in the fat layer, in so far as the latter
affects the elevation or depression respectively of the
surface. '

In no case, however, must we be led into regarding
the transverse branch of this line, in antique statues,
as indicating the site of the iliac crest itself, but only
as a depression below the latter. The iliac crest
constitutes the bony basis of the lower part of the
prominence, which, owing to the softness of its upper
portion, is called the fleshy ridge or roll.

From the foregoing we can now recognise the two
factors which practically determine the course of the
horizontal branch of the iliac line.

The first factor, the shape of the pelvis being taken
as constant, is its inclination, since it is evident that
this branch will run less horizontally in proportion
as the inclination of the pelvis increases; and the
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measured in the depth of the furrow of the horizontal
branch of the typical iliac line, amounted to 318 mm.
The furrow was thus overhung by the fleshy roll
above it to the extent of 2 mm. only on either side :
a fact, however, which does not prevent the line from
being traced with absolute certainty, as it was defined
with sufficient clearness.

The straight horizontal furrow or step, frequently
seen to be sharply marked on antique male statues
between the abdomen and pubic prominence, and
uniting the descending branches of the two iliac
lines, has originated in the sculptural representation
of the upper edge of the pubic hair. Its origin may
still be recognised in several statues: for instance,
in the Harmodius at Naples, the Choiseul-Gouffier
Apollo in the British Museum, the Doryphoros
of Polycletus at Naples, the Farnese Diadumenos in
London,* and others.

Its origin makes clear to us further why the
line is in many figures produced so far towards
the thigh as to interrupt the natural connection
of the descending branch of the iliac line with the
furrow between the scrotum and thigh.

The ancients appear to depart in this matter still
further from nature, but they encountered the diffi
culty that the artist had to represent a feature not

naturally adapted for sculpture, and yet one that
could not be passed over.

" All these statues are figured in Sybel's ‘“ Weltgeschichte
-der Kunst.” :
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case in lean persons, or is concealed by the tissues
lying over it. The line does not commence as a
fold, but as a slight depression ; follows in the main
the direction of the femoral arch (Arcus snguinalis,
also called Fallopius', or, less correctly, Poupart’s
ligament, a tendinous line running on either side
from the anterior superior iliac spine to the anterior
ends of the pubic bones, where they meet in the
pubic prominence); bends with a curve inwards,
and unites with that of the opposite side at the
boundary of the abdomen and the pubic promi-
nence.

Occasionally we also see a depression running from
the starting-point of our line in a horizontal direction
outwards, and forming an obtuse angle with it. It
thus corresponds with the angular bend, which, how-
ever, comes nearer to a right angle, in the iliac line
of the antique male figure. Instances of its occur-
rence were given above in Figs. 20 and 2z1.

The second line is that which has just been de-
scribed. It arises at the inner side of the thigh,
ascends in a diagonal direction between the thigh and
the pubic prominence, and then bends outward in a
transverse direction, thus dividing the thigh from the
whole of the trunk rather than from the abdomen
only. The distinct development of this part of the
line, and its controlling influence on the distribution
of the proportions of the whole figure, characterize the
less frequent type, one, however, which largely con-
tributes to the beauty of many works of antiquity
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inclination of the pelvis, and its influence on the
general appearance of the figure. The woodcut
below (Fig. 25) represents a human pelvis as seen in
profile, on which three lines are drawn, meeting in
the axis of rotation of the acetabulum ; one is a line
of dashes, the second a continuous line, and the third
dotted. Let us first take the continuous line, and

Fic. 25.

afterwards the dotted line, as being vertical ; then it
is evident that the inclination of the pelvis is greater
in the latter case, and it is further evident that all
points on the pelvis situated below the point of
rotation are then shifted backwards, the lowest points
being shifted the furthest backwards. If we next
take the line of dashes as the wvertical line, the
inclination is less, and all points on the pelvis below
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[ have given these measurements from the drawing.
It is possible, however, that a fresh examination of
the original statue might yield a somewhat greater
relative breadth of the hips. Still, the important fact
for us is that the drawing produces a perfectly satis-
fac:tar}r effect, not by any means that of a figure too
narrow at the hips.

the connection, though it undoubtedly exists, has a relative
character only. The spinal column may be curved when the
pelvis is very slightly inclined, if the head is inclined forwards,
and still more so if it happens at the same time that large heavy
female breasts have to be counterbalanced. To effect this the
shoulders must be held far enough back to restore equilibrium.
On the other hand, a pelvis only slightly inclined anatomically in
the sense above defined by me may, with a sufficient degree

of flexibility in the spinal column, be placed at will in a position
~ of increased inclination, so as to give an appearance of greater
curvature to the lumbar region of the spinal column in the upright
position.

Duchenne praises highly the flexibility of the spinal column
and the curvature of the lumbar region in its connection with
the sacrum,—the saddle-formation, as he calls it, exhibited by the
Spanish women, and especially by the natives of Andalusia.
He says (Joc. cit., p. 728 ; German edition, p. 575): “I have
seen Spanish ladies in whom the lumbar curvature and its
flexibility were so remarkable that they could bend the body
backwards until they touched the ground with their heads.”

This power depends mainly on the flexibility of the spinal
column and on the activity of the extensor muscles, and also on
the form of the thoracic portion of the spinal column. It is
favoured by a thoracic spinal column which is but slightly convex
behind and concave in front. The feat in question appears,
from representations that have come down to us, to have been
performed by female acrobats in ancient times. It is more easily
executed when the pelvic inclination is slight than when it is
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thigh, while the trochanter of the same leg forms an
angular projection. This is a defect to which I shall
refer more in detail further on.

The figure of a woman with broad hips is shown
to considerable disadvantage when represented in a
recumbent position, resting on one trochanter. The
other one then becomes very prominent, and the
outline falls sharply down towards the waist, forming
a disagreeable line, especially if the upper part of
the body is supported on the elbow, and the spinal
column is curved laterally in consequence in the
lumbar region. Unfortunately modern art offers
numerous examples of these unpleasing figures.

Some artists have thought it necessary to furnish
their figures of Eve with unusually broad hips, wish-
ing thereby to indicate the characteristic of maternity
in the mother of the human race. A moderate
breadth of the hips is, however, in the eyes of the
medical man, adequate to any degree of fruitfulness.
The dimension of the pelvis, which most frequently
by its restricted size offers serious obstacles in child-
birth, is not the transverse diameter, the extent of
which is determined by the distance of the two
acetabula from one another, but the diameter
measured from the upper end of the sacrum to the
pubic symphysis. Moreover, the breadth of the hips
is. not exclusively dependent on the distance between
the acetabula, but also on the length of the neck of
the femur, and the degree in which its direction
deviates from the horizontal.
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far forward, and the leg standing too far back. The
defect is associated with slight inclination of the pelvis
and a strongly-developed muscular system, and thigh-
bones that have their convex surfaces turned towards
the front. The effect of the latter is obvious ; while
the muscles assist through the strong bulging caused
by the extensor of the knee-joint on the one hand and
the muscles of the calf on the other. The slightness
of the pelvic inclination affects the result in so far as it
causes the posterior outline of the thigh to become
less prominent, as compared with that of the calf,
than where the inclination is pronounced. Such legs
do not produce a good effect ; though in men of a
compact and vigorous build they may be character-
istic. Next let us examine the leg in its anterior
aspect.

It is generally accepted that when a man stands
erect with legs and feet close together, the two legs
should be in contact at four points: viz, (1) at the
upper part of the thigh; (2) between the knees, or,
more accurately, between the inner condyles of the
two thigh-bones ; (3)at the point where the two calves
bulge furthest inwards ; (4) at the inner ankle-bones.

Schadow, in his “Polycletus,” has drawn in this
way all the figures in that attitude. And the rule
may be regarded as correct, especially in the femalé,
with this addition, that where the lower limbs are
powerful and somewhat inclined to fatness, the thighs
“may be in contact along the whole or nearly the
whole of their length without its being regarded as
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the more conspicuous because it rarely occurs in
nature. A very small amount of deviation in this
direction, leaving, however, the whole leg perfectly
straight, may be scarcely noticed. The Three Graces
in the Opera del Duomo at Siena are certainly some
of the noblest among the youthful female figures
bequeathed to us by thé ancients; and yet, if that
one who in Lombardi’s photograph turns her back to
us, and who is headless and almost armless, is care-
fully examined, it may be doubted whether the knees
would touch if the feet were brought close together,

In the male model juxtaposition of the knees is
less of a desideratum than in the female. It is true
there ought to be no large space between them, as in
a bow-legged individual ; on the other hand, it is not
necessary that there should be actual contact. And
the same holds good with respect to contact between
the calves. We may as well draw attention to a
couple of test-lines which help us to judge, not only
of any leg in the living subject, but likewise of any
leg of a statue which supports the body in an erect
position with the toes turned to the front. They are
two straight lines, which meet at the highest point of
the instep. One starts from the median line of the
body at the level of the pubes, the other from the
point of the external contour of the thigh, where the
great trochanter lies close under the skin. Now
when the legs are close together, the knees may lic
so far apart as to allow of the patella falling exactly
between these two lines, but no further.
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body, because in the latter the muscles of the calf are
more or less stretched, when, as is usually the case,
that leg is resting on the whole surface of the sole
of the foot. If, however, a leg is supported on the
ball of the foot only, the heel being raised, and at
the same time the leg bears any considerable propor-
tion of the weight of the body, or is pressed against
the ground during movement, then the divisions
become conspicuous.

A similar division is also present in the female calf,
though it is less easy to follow in detail than in the
male, owing to the layer of fat, which may be re-
garded as normal in the female body, and in no way
detracting from its beauty. Thus a difference arises
in the profile outline of the leg in the two sexes. If
we imagine the leg of a male figure so placed that
the outline of the tendo Achillis forms a vertical line,
then at the point where the flat tendon of the
gastrocnemius commences it will run a little obliquely
backwards, and ascend in that direction, almost in a
straight line, to where the tendon passes into the
muscles. Then follows the bulging caused by the
fleshy mass of the gastrocnemius, and constituting
the thickest portion of the calf. If we now figure
to ourselves the calf of a woman’s leg in the same
position, the outline continuous with that of the tendo
Achillis will begin its oblique course backwards a
little earlier, and then pass without any break into
the thickest part of the calf; so that, in this instance,
the fleshy portion of the gastrocnemius is only seen
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sculptor has informed me that, though in Italy it is
the exception for the second toe to exceed ‘the first
in length, yet it is not infrequently to be met with.

The only doubt remaining is whether a foot of
this form was actually the prevailing type among the
ancient Greeks and Romans, or whether their sculp-
tors selected it in preference to the ordinary type.
However that may be, an artist is justified in repre-
senting the feet so, for it is not his duty to reproduce
the commonest type, but that which he regards as
the most beautiful among the forms actually observed
by him. A projecting great toe, from which the line
of the tips of the toes runs down obliquely to the
smallest, is decidedly ugly.

One of the defects ordinarily produced by wearing
boots is the twisting of the great toe towards the
median line of the foot, and the consequent knotted
aspect of the joint uniting the great toe to the
metatarsus ; another is a crushing together of the
toes in general, and distortion of the last toe,
and sometimes also of the last but one. So, too,
the dryness and the relative leanness of the feet
in men, otherwise well nourished, must often be at-
tributed principally to the foot-gear. We Eﬂtﬂl the
domain of pathology when we find a foot which is
not set correctly and firmly on the lower leg, or when
the entire sole of the foot does not tread the ground
evenly, but chiefly the inner border of it; the latter
condition, combined with a low instep and obliteration
of the hollow of the sole, may offer the type known
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which the muscles are ill developed, either from an
inherited disposition, or because the arms have
not been sufficiently exercised in youth. When in
such cases the arms are filled out by deposit of fat,
they never attain the @sthetic beauty of arms that
have also well-formed muscles. The difference is
even more striking if the whole body is taken into
account.

Consequently it can never be said that a body
has attained the highest point of its beauty, so
long as the muscles are not completely developed.
In a man this may be estimated by the force
which he can exert. But here we must confine
ourselves to tests of strength in which the force
of the muscles alone comes into play, and not the
weight of the body, since the latter may go on
increasing for a long time after the muscles are
fully developed.

If we pay attention to these principles, we may
take the period between the twenty-fourth and the
twenty-eighth years in a man as that in which the
development of the muscles is completed. It is a
matter of subordinate importance that, if the muscles
have not been exercised at an early period, their
capacity may by practice be increased even at a
later period than that above fmentioned. It is less
easy to fix a similar period for women, as here our
experience is more limited, and only conjecturally
can we name the period from the twentieth to the
twenty-fourth year as that in which, *:ﬂ.rhen the con-
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in fat. When any considerable quantities of fat are
present, it is found, for the most part, on the trunk,
abdomen, and buttocks, and partly also on the breast
and thighs. In both sexes fat is wanting on the
arms, though in women especially a considerable
quantity is frequently stored up in them later on in
life. Whether fatness of the upper arm is merely a
consequence of advancing years, or also forms part
of the changes to which pregnancy and childbirth
give rise, I will not venture to say. Certain it is
that it is more often seen in married women than
in maiden ladies who are no longer young. When
the fat disappears with the prime of life, which, as
we all know, by no means invariably happens, it
disappears, as a rule, first from the face, from the
hands and arms, the buttocks and thighs, later from
the legs, and last of all from the trunk. Thin old
men often retain considcrable masses of fat on the
abdomen.

The fourth and last element in the beauty of
the figure is the skin. The beauty of a delicate skin
is the theme of universal praise; but the artist
rejoices not so much in a delicate as in an elastic
skin. The extent of the elastic fibres that are
buried in the connective tissue of the skin varies
with the race and with the individual, and on this
it depends whether the skin lies close and fits well,
or not. The skin must not be too large for the body,
as may happen when people once well nourished
fall away.
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can learn to perform the feat with the same degrce
of perfection. Since we might suppose that any one
could learn the appropriate action of the muscles, it
is not unlikely that this difference in the degree of
success attained depends on the firmness with which
the mammary gland and the great pectoral muscle
are connected.

Throughout this book I have founded my argu-
ments on the principle that the most beautiful among
human forms are those that ought to be the subject
of artistic reproduction—those, namely, which, in all
positions and under every aspect, give the best
lines.

This idea also pervaded the art of the classical
period, and became part of the general consciousness,
more especially in the period which is usually known
as that of Praxiteles. Once again, however, in bringing
my remarks to a close, I must acknowledge that even
ideal art may make other demands and set itself other
tasks.

We know—and the fact has been referred to several
times in the text—that a figure, not in itself wholly
free from defects, may be placed in such an attitude
or position that a given defect disappears, either
wholly, or at least in a particular view. Apart
from this, a less beautiful model may produce a
" better effect in some particular position and for
a special purpose than one to whom we should feel
compelled to award the palm if we were considering
only which was the more fitted to be reproduced
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