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PREFACE TO FIRST EDITION

This convenient small edition of the Monuments of Greek and
Roman Sculpture just published in folio form appears in
accordance with the wishes of a large number of professors
and teachers of higher education in Germany, Austria and
Switzerland. It should enable both teacher and student
to form an idea of the contents of the large work.

The explanations and descriptions have been revised and
improved by the authors, and translations of all the quota-
tions in foreign languages have been added. The text is
divided into ten groups arranged from an historical point
of view and in regard to subject. Each of these groups is
preceded by a new collective sketch which aims at a com-
prehensive view of the various examples from a broad and
generalised standpoint. But at the same time the work
still preserves its character as a collection of monuments and
does not pretend to take the place of a complete history of
the subject. These short articles are merely intended to
give to each example its proper position in relation to the
development of antique art. As all the principal periods are
here presented the text of the groups constitutes a survey of
the whole development of Greek and Roman sculpture.

Quotations from modern authors have been almost entirely
avoided; only ancient writers are introduced in relevant
passages. The special demands of schools and wider circles
of cultured people have been kept in mind.

The pictorial part of the work has also been increased in
this edition by one or two examples.

The two authors have worked on a mutually arranged
plan in equal parts.

A. FurtwincLER and H. L. Urricus.

MuxicH, June 1898, p
X1






GREEK AND ROMAN SCULPTURE

I

ANCIENT ART

ArT in Greece blossomed richly as early as the twentieth
century B.c. It was the period of the so-called Mycenaean
civilisation with its shining palaces, its gay coloured gar-
ments rich with golden ornaments, its beautiful weapons and
vessels decorated with paintings and reliefs. The memory
of this period lived on in the epic poems of the Greeks.

But although they were surrounded with art and beauty
in that heroic age, monumental sculpture was still in its
infancy. And even its beginnings were stunted as the
Dorian migration was followed by a general retrogression of
civilisation.

Plastic art only began to develop slowly and by degrees in
the course of the seventh century B.c. It was not entirely
a spontaneous growth, but stimulated from without by
foreign examples, of which the connection of the Ionians with
the Asiatic hinterland and more particularly the knowledge
of Egypt were fruitful sources of inspiration. For the single
standing figure the formula of Egyptian art was adopted, and
this had in the beginning a great influence on the fashioning
of detail. But the Greek spirit rapidly made its own way,
throwing over the dead abstract formula and giving expres-
sion to individual life.

An excellent work in which the main features of the
A









PLATE 1

ANCIENT STATUE OF A YOUTH FROM TENEA
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ANCIENT ART ;

covered with sculpture. Of Parian marble are the figures in
the pediment of the temple of Aphaea at Aegina (Plates III.
and IV. and figs. 4 and 5), a precious treasure of Archaic art
at its best, excellent in its careful reproduction of natural
forms and rhythmic action of the single figures and groups
as in the vitality of the whole composition.

PLATE 1
ANCIENT STATUE OF A YouTH FRoM TENEA
In the Glyptothek, Munich

This statue, about five feet in height, was discovered in 1846
in the neighbourhood of Corinth on the site of ancient Tenea,
and was acquired by the Munich Glyptothek in 1853.

It is made of coarse-grained Parian marble. At the time
of its discovery the arms and legs were broken in several
pieces; the middle of the right arm was missing and has been
restored. The rest of the figure is in excellent preservation;
particularly the head, which was found protected by an over-
turned earthenware vessel, and is fortunately quite uninjured.

The statue represents a youth of stiff upright carriage.
The weight of the body rests on both feet, the left being
slightly advanced; both touch the ground with the whole
sole. The arms hang perfectly symmetrically straight down
on either side, and both hands are clasped with the thumbs
outwards. The hair is long and falls in a broad mass down
the back. It is cut up in arbitrary waves, and like the lips
and eyes was without doubt at one time painted. A band
surrounding the head was also originally coloured.

The statue is commonly designated the “ Apollo of Tenea.”
It is certainly true that the type of youthful male figure
before us is used in ancient Greek art for the god Apollo.









PLATE 11

ANCIENT STATUE OF A GIRL

ACROPOLIS MUSEUM, ATHENS



ANCIENT ART 5

extant of the now no longer rare type of ancient sculpture
which stands at the beginning of the development of plastic
art in Greece.

PLATE II

ANciENT STATUE OF A GIrL
In the Acropolis Museum at Athens

In the Acropolis at Athens in the eighties of the last century
a number of antique female statues were discovered, executed
in fine Parian marble and to a certain extent preserving
their original painted colouring. They were found in the so-
called Persian ash-heap, that is the ashes left through the
destruction of the citadel by fire by the Persians about 480 B.c.

One of the best of these pieces is reproduced on Plate II.
The statue was found in 1886 in three separate fragments in
the north-west of the Erectheum. It is a little under life-size.

The girl stands quite in the ancient manner with legs
together. The right arm with closed fist hangs in imitation
of the Egyptian model as in the figure of the youth shown on
Plate I. The left forearm was horizontally extended and
separately affixed; it has not been found. The clothing
consists of an Ionic linen chiton which is only visible below
in wavy lines, over it is drawn a woollen Doric peplum
fastened on both shoulders. This is bound with a girdle
both ends of which hang down in front; both before and
behind the peplum overlaps almost to the waist. Only on
the upper arm and on either side of the girdle are there small
flat folds in the peplum, the greater part of the drapery is
represented quite flat.

This flatness of the drapery and the pose with the legs
together are typical of early archaic art. The head on the
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MAIDEN FrROM

ACROPOLIS,

IHE

other hand is surprisingly refined
in execution and life-like in ex-
pression. The statue is essentially
later than the youth in Plate I.;
the face and the treatment of
the hair are in a considerably
more advanced style. The artist
had he wished could, like others
of his contemporaries, have used
a freer pose and folds in the
drapery ; he has followed pur-
posely in pose and drapery a
decidedly earlier tradition. The
effect he has achieved is indeed
striking; the contrast of the stiff
carriage and flat surfaces of the
figure with the head sparkling
with life 1s exceedingly captiva-
ting and makes this figure one
of the most attractive among
her comrades on the Acropolis.
Her hair hangs quite freely and
loosely on her shoulders and far
down her back; it dispenses
with all artificial arrangement.
A simple straight band lies in it.
The red colouring of the hair is
well-preserved ; the iris of the
eye 18 also red. On the drapery
is some ornamentation finely
painted with red and green;
three broad stripes run downward
from the girdle; and the hem
below as well as that of the
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overlap exhibits a very dainty ornamentation. But the
greater part of the drapery is like the flesh left simply white.

As an example of a figure of the same period, but in a
totally different convention, we give a second statue (fig. 1)
from the same excavation on the Acropolis. Until lately only
the upper part of this figure was perfect, and the figure has

Fic. 2. HEeAD or Fic. 1.

only quite recently been completed through a happy adjust-
ment of further fragments. The figure now with the left
foot advanced and the drapery in rich folds held up by the
left hand looks quite different in pose and dress from our
Plate I. ©Slim and elegant she stands there tapering
like a column. The position of the feet is still awkward
—it is a weak attempt to express the action of walking.
The strong and varied folds of the close-fitting drapery are









PLATEE

EASTERN PEDIMENT OF TH

WESTERN PEDIMENT OF TH

FALLEY WARRIOR FROM WESTERN PEDIMENT

GLYPTOTHERK, MUNICE
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FEE OF APHAEA (RESTORED

IPIE OF APHAEA [RESTORED
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FALLEN WARRIOR FROM EASTERN PEDIMENT

GLYPTOTHEK, MUNICH
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F1G6. 3. CoMPLETE RESTORATION OF THE EASTERN PEDIMENT OF THE
TEMPLE OF APHAEA AT AEGINA.

PLATES III anp IV
Tue PepimenTts oF THE TEMPLE oF APHAEA AT AEGINA

On the island of Aegina opposite Athens, away from any
large settlements, there rises in silent solitude a temple on a
wooded ht_'i;ﬂtt, There a fortunate fate ["1'[':—'-!!_'1"'.’11L] in a com-
paratively good condition the now world-famous Aeginetan
sculptures. Rather more than a hundred years ago two
architects, Cockerell an Englishman and Haller von Haller-
stein of Nuremberg, inspired by a noble enthusiasm for the
antique and full of the romantic feelings of youth, recovered
from the undisturbed ruins of the temple the statues of fine
Parian marble, under the gracious protection of Athena
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rich painting. Beside the harmonious completeness and
rhythmic variety of the two pediments the scattered and
defective parts of the original appear dull and tedious. Their
restoration was carried out in Rome under Thorwaldsen’s
guidance in marble, in the manner of the time without much
reverence for the pieces preserved. The name of the temple
itself was also established during the Bavarian excavations;
the shrine, at first falsely attributed to Zeus Panhellenius,
later with more apparent justification to Athena, is now
through the discovery of an inscription proved to be the
temple of Aphaea. The cult of this local goddess so highly
esteemed on the island was introduced there by Cretan
settlers in the early days of Greece, in the twentieth century
B.c. For the then indigenous Aphaea a new house was
built between 4go and 480 B.c. The style of architecture
and sculpture point to this period; a more certain date is
so far not possible.

We now turn to the consideration of the sculpture itself
and begin with the composition. The very first glance
informs us that the statues stand admirably in the space,
which slopes steeply from the centre, adapting themselves
architecturally to the pediment without appearing stiff, but
rather suggesting the notion of vigorous life. Thus the
difficult task of filling the narrow frame is solved. Within
the pediment also the artists have striven for a great variety
of subject and grouping, of arms and costume. Particularly
the contrast in the general treatment of the two scenes
obviates an all too easily possible monotony. In both the
warrior-goddess stands among her heroes, in the first in a
restful pose in which only the foot suggests a gentle walking
action, the second time wildly advancing with the Aegis
widely spread. She forms a fixed point in the centre and
ensures the strict symmetry of the whole. In the western
pediment there follows on either side an admirable group of
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carried away to the death-dealing wars of Troy and in his
imagination many a verse or episode of the Iliad is there
plastically embodied; more vividly in the presence of the
brightly painted models.? But the illustration of definite
episodes is scarcely intended, the two pediments rather aim at
a certain typical representation of the long and changeful
struggle round the sturdy citadel. And this comprehensive
picture is attained by small means, with twelve or thirteen
figures. That the inc'dents refer to Troy might be con-
jectured from the warlike nature of the subject, but it is
definitely suggested by the last figure but one on the
right of the eastern pediment (also reproduced in fig. 5).
Heracles is recognisable by the lion’s head in front of his
helmet, of which it forms a part; he joined the Aeginetans
with Telamon, son of Aeacus, against the Trojan prince
Laomedon. The back pediment, therefore, can only refer to
the later and more famous expedition, wherein the heroes of
the island, above all Ajax, son of Telamon, played a prominent
part. The praise of this double deed of fame is loudly sung
by Pindar,? so that the sculptures as well as contemporary
literature are evidence of the popularity of the legend. Its
representation is well suited to keep alive the memory of
their ancestors among this sturdy and energetic sea-folk.
A more definite indication either of individual figures or exact
illustrations of the epos lay neither in his commission nor in
the mind of the sculptor. Every beholder, every inhabitant
of the island was involuntarily reminded of the battles of
Ilion and of the glorious deeds of his ancestors. More than
this the art of that time did not aim at expressing, did not
achieve.

A closer examination of single figures enables us to

! Remains of the original painting are still to be found on the marble; they
were abundantly noticeable soon after the discovery of the sculptures,

* Nemean Songs of Vietory, iil. 36, iv. 24 ef seg.; Isthmian, v. 35 et seq. and vi.
37 of seq.
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Fic. 4. HEAD AND SHOULDERS OF A SQUIRE,
From the right-hand side of the Eastern Pediment.

appreciate the style. The figures are under life-size, the
body short, the legs long; on the western pediment the out-
lines clean and precise, almost hard in comparison with the
fuller, rounder forms of the eastern pediment; in the latter,
too, there is more expression in the spirited faces: a transi-
tional style, a mingling of the ancient and the more advanced,
an earnest struggle for perfection. The marble technique
1s boldly practised, competing with that of bronze; even
extended limbs are executed without supports. There is
scarcely a trace of a relief style of handling. The figures fully
modelled in the round are placed free from the wall, mostly in
profile, sometimes with a slight turn approaching full face,
one or two in awkward positions: the western Athena sets
her feet sideways, her body turned to the front. Keen
observation of nature, loving execution, and faithful render-
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FIG. B HERACLES WITH THE Bow,
From the night-hand side of the Eastern Pediment,
ing of the nude distinguish these works of ripe archaic art.
One never tires of studving the exuberant, often naivelv
A 3
effective freshness of the faces; they are the buds which
expanded and blossomed into the highest art. The bright
joy of creation which i[‘.rayi."sd the master communicates
. : ] B :
itself to the spectator, particularly before the marbles in the
slvptothek. FEwverv one who feels the charm of the antique
Glyptothek. Every one who feels the charm of tl )
' 1 1 * i
will turn to these away from reproductions, and here a
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eager zeal of the faithful servant is naively expressed. The
kneeling archer (fig. 5) next to the dying warrior in the right-
hand corner of the eastern pediment has always been counted
a pearl of Aeginetan sculpture. Sure of aim, certain of
victory, the young Heracles is here represented in the act of
loosing his arrow. The pose itself is very striking. Only
the ball of the right foot and the heel of the left touch the
ground, even the right knee is clear. This gives such truth
of movement, such elastic action to this athletically built
hero, that one almost wonders if this is cold marble or warm
pulsating life. “ What expression of tension and energy, of
pride and courage, of self-conscious confidence in the full
mastery of muscle and limb that only gymnastic training can
give! There is no part of the body that does not show this
tension. And so are all the Aeginetans. They know no
giving way, no letting themselves go; only death can release
the tension—a race never tired or weary, always gay and
glad, always rejoicing in labour, always ready to put the whole
sinewy body, steeled in muscular exercise, into the thing to
be done.”

Thus the study of the individual figures provides as much
delight as the pediments as a whole in their reconstruction
in the models. We are grateful for these fruits of investiga-
tion, and will now appreciate much better than our fathers
and grandfathers the style and composition of the famous
Aeginetan sculpture. And nowhere more than in Munich,
where Ludwig I. of Bavaria has provided a distinguished
and classical home by Klenze for this treasure of the antique.
And yet these sculptures in all their glory of form and colour
could only have had their full effect in the place for which
they were made, in relation to the architecture for which
they were designed. On the solitary heights of Aegina, in the
clear light of the southern sun, they adorned the pediment
of that Doric temple whose pale gleaming ruins to-day

smile from afar a greeting to travellers by sea.
B
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Phidias, in antique copies, the Lemnian Athena and the
Athena Parthenos. In spite of their relationship they are
utterly dissimilar. On the one hand we have the shining,
ever-victorious goddess in pomp and splendour, with the
Victory in her hand, in full armour and glittering with orna-
ments, her ears and neck, helmet and shield, and even the
soles of her sandals festively adorned, her face in joyous
pride directed calmly towards the pious worshippers in the
temple; on the other hand the Lemnian, simple and un-
adorned, in homely work-a-day dress, her helmet in her
hand, her whole appearance merely that of a strong, pure
virgin, with her head turned a little to one side, as boyish-
innocent as she is wonderfully beautiful.

The Lemnian Athena is preserved to us in very much
better copies than the Parthenos, this colossal work in ivory
and gold having only come down to us in quotations, the
bronze figure, to follow the simile, in accurate transcriptions.
Only these last give us an idea of the highest and best that
Phidias was capable of.

A third statue of Athena (Plate VII.), also one of the
finest statues of the fifth century, shows us another artist’s
conception of the goddess; in place of the benign beauty
pictured by Phidias we have something more thoughtful and
severe, her wise and thoughtful qualities seeming to the
artist the most important.

These three different versions of the same Athena are a
clear indication that the sculptors of the creative, the
really classical period of antique art, had no fixed type for
their gods. Each artist worked for himself and sought to
discover new sides of the deity, so that even the Athena
statues of Phidias himself are quite distinct from each other.
The widespread notion that among the ancients there was a
so-called ideal canon for each deity is a mistake and is only
partly true of later times, when nothing new was invented









PLATE V¥

THE ATHENA LEMNIA OF FPHIDIAS

INUM, DRESDEN
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Fig. 6. THE S0-CALLED ATHENA LEMNIA.
From the Restoration in the Gipsmuseum, Munich.

Attic vase pictures, an Attic relief, and copies of the upper
part of the statue, which are frequently found on old stone
carvings, make it highly probable that the outstretched right
hand of the goddess at one time held a helmet. The raised
left hand undoubtedly rested on the spear (fig. 6). The
Aegis, still in the ancient manner quite big, is hung slanting
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Fic. 7. HEAD OF THE ATHENA LEMNIA

.‘tl.llmip:ll Museum, Bo'ogna,

and girt above the hips with snakes. It leaves the left
breast exposed, and probably this manner of adjusting the
Aegis is meant to suggest the peaceful character of the
goddess, also indicated by the uncovered head. The hair
18 rather short and coiled up at the back. A broad band,
fastened at the back, cuts deep into the soft thick curly hair,
The Bolognese head gives very faithfully the fine chiselling
of the hair of the original. The eye-sockets in this head are
empty, because the eyes were inserted in some coloured
material in imitation of the manner of the bronze original.
The goddess stands firmly with the weight on the right
leg, the left set a little to one side; though both feet rest with
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Fig. 8. HEAD OF ATHENA LEMNIA,

sources ! that on the Acropolis at Athens there stood, not in
a temple but as a votive offering in the open, a bronze statue
of Athena by Phidias, which was famous for its extraordinary
b::;mt}-' and was called after those who dedicated it the
“ Lemnian.” Lucian? particularly praises the face of the
goddess, the whole outhine of which, {“w.'lli.]l.'!flii:-.' unprejudiced
b:i,-' an Attic helmet, he takes as the finest t'x:'u‘n'ixlu:_' of the
most famous statues. Further we learn from Himerius? of
an Athena of Phidias characterised by l!!-k'.'llll:-.' of face and
absence of helmet, but not more Lh:ﬁ!&ilt‘]_\' indicated. But

! Pausanias’ Ttinerary of Gregce, 1. 28, 2 t Dialogues, 6 cf. also 4.

’ ]rl'l'.l'.'.'llll_'”""\._ 2L, 4.
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PLATE VI

ATHENA PARTHENOS

Statuette in Pentelican marble in the National Museum, Athens

Towards the end of the year 1880 this well-preserved
statuette, with a base a little over a metre in height, came
to light at Athens in the neighbourhood of a gymnasium
called after its founder the Varvakion; named after the place
of its discovery, it soon became one of the best known relics of
the antique. It is a copy of the time of Hadrian. There is
no doubt, from a comparison with the exact description which
Pausanias ! gives of the original and with already identified
copies of the masterpiece, that this is a reproduction of the
statue executed by Phidias for the 14 metre high cella of the
Parthenon at Athens in 438 B.c. It was mainly composed
of wood, the draped parts covered with a thin removable
layer of gold, while plates of ivory covered the nude parts of
the figure. The entire height was probably about 12 metres,®
the weight of the gold alone about 44 talents—1152.62 kg.
The Varvakion statuette gives for the first time a complete
representation of the colossal chryselephantine statue.
Although executed in the days of the Roman Empire without
much artistic understanding, it presents the statue faithfully
without arbitrary alterations, only partially stripped of its
rich accessories, such as the reliefs. '

The goddess stands upright, a strong youthful form, on an
architecturally moulded pedestal. The peplum, which is
arranged in rigid folds, reaches to the feet and is open on the

1 Itinerary of Greece, i. 24, 5-7.

* The height of the gold and ivory statue was reckoned between eleven and
twelve metres without the base. Schwanthaler's colossal bronze statue of
Bavaria, which towers mightily above the hill by the Theresienwiese at Munich,
is without the stately stone pedestal about 20.5 metres—about twice as high.






PLATE VI

ATHENA PARTHENOS

NATIONAL MUSEUM, ATHENS
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through the drapery, to which it gives a slight movement
without disturbing the regularity of the whole. Both arms
are adorned at the wrist with snake bracelets. On her open
right hand hovers with lowered wings the Nike in a flowing
robe, the constant companion of victorious Athena. The
head of this figure is not preserved. She is half turned
towards the spectator, to whom probably she held a wreath.
As the free arm of Athena would not have been able to
sustain the weight of the Nike, a support in the form of a
pillar has been introduced, which at the same time fills the
somewhat empty space on the right-hand side. For the left
hand of the goddess lightly holds the large round shield,
which, decorated with a Gorgon mask in the centre, rests on
a slight elevation. In the hollow winds a mighty bearded
serpent, the guardian of the hill, the sacred animal of Erich-
thonius. Athena’s weapon, the spear, leant in the original
against her left shoulder.

Although in a wvery diminished degree,! the spiritual
qualities that informed the original are still imprinted in the
face of this poor copy. In flawless preservation it shows full
rounded forms, as is the case with the powerfully built neck.
The half opened mouth imparts an expression of spirited life,
which must have been enhanced in the original by the gleaming
eyes of precious stones. In the wise thoughtful features,
lofty and mild, we recognise the daughter of Zeus, the wise
counsellor, from whose forehead she sprang and whom she
reveals. In the sublimity of the whole figure lies its great-
ness. For in spite of the smallness of the copy we seem to
see the statue before us in all its grand proportions, and form
an idea of the sacred figure that, even detached from the
severe Doric architecture of the pillared cella, fills the beholder

! The admirable gem of Aspasia from the time of Augustus (fig. o) supplies a
substitute,
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Fics. 1o and 11. HEaAD oF ATHENA oF VELLETRI.

The right hand and fore-arm are restored, as the arm was
broken at the elbow; it was probably rather more bent.
The left arm lies close to the E}m]}'} the fore-arm outstretched.
The hand is restored; according to an old Athenian copper
coin, which reproduces the original statue, it bore a Nike,
the figure so indissolubly associated with the goddess in
Athens, and borne by the Athena Parthenos of Phidias. On
another coin from Amastris in Paphlagonia, which also gives
the original, the left hand holds the Owl.

The drapery consists of the Doric peplum of coarse woollen
material, girt as in the Parthenos with a snake; at the side,
]nm'm'ﬂl‘, it 18 not u-}wn but sewn up. Over Lhi% ri!h: WwWears a
cloak, also of heavy woollen stuff, that rests on the left

shoulder and, wound round the hips, is held in its place









PLATE VIII

APOLLO WITH A CITHARA

GLYPTOTHEE, MI
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STATUE OF HERA

VATICAN, ROMI


















N

PLATE

\SCLLI

D



STATUES OF GODS IN THE FIFTH CENTURY 39

Fig. 12. 1HE AscLErius oF MELODS.
Marble Head in the BEritish Muoasenm, London,

human, but advances as a man in the prime of life, whose
broad build is particularly noticeable in the bare breast, the
picture of robust health. His clothing is that of a Greek
citizen. The Himation is draped in simple folds and broad
flat surfaces, and only at the two ends which hang over the
left arm more elaborately arranged. The feet stand firmly
in thick-soled sandals. The left arm which is hidden in the
Himation rests on the hip, the right lies on the heavy staff ;
this rests in the armpit at the top, while round its lower end
the serpent 1s entwined. Asclepius is conceived as the ever-
ready doctor, hurrying from one patient to another, who,
though pausing for a moment in an attitude of rest, is
still active in thought. For his head, with its rich beard
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the influence of Praxiteles often had a similar effect.t This
altered art is very noticeable in the case of Asclepius in his
ideal character of healer. What in the restrained solemn
scrtousness of the fifth-century Olympians we feel rather than
see 1s here given full expression. The doctor formerly so
still is now in lively action, the head turned to one side with
an upward glance. The large head from the island of Melos
(fig. 12), the identification of which is confirmed by its dis-
covery in a district where the Asclepian cult was practised,
should be restored in a similar position after the statuette
discovered at Epidaurus and completed to a great statue;
it is a Greek original of the last decades of the fourth century,
a sublime head, with its abundant curly hair and beard, its
eyes full of yearning and thoughts of healing, gazing dreamily
into space. All that is gentle and hopeful, all the sympathy
and kindness of the physician, which is also suggested in the
half-opened mouth and slightly drooping underlip, could
scarcely find stronger or nobler expression. A peculiar
magic shines in the face, involuntarily radiating consolation to
the sick and weak. *“ The eye full of chaste purity and gentle
benevolence, in which there beams an unspeakable depth of
nobility and moral worth, bespeaks the character of the god.”
 [Mavayvor kat tAewy dvakwwor dppa, Biablos appacror traoTparTe cepvoryros
didoi puyelons™ (Callistratus, Descriptions of Statues, 10).
This characteristic finds full expression in the Asclepius of

Melos.

1 See text to the Demeter of Cnidus (Plate XXIL.).
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up side by side on two new separate bases and the damaged
parts restored. The inscriptions were replaced by new
copies. Lastly, in 1786, the obelisk from the mausoleum of
Augustus was put up between the somewhat widely separated
statues, and in 1818 a large fountain was introduced. A
long time before, perhaps before Sixtus V., there was a
fountain in front of them.

Apart from the fact that centuries of exposure have cor-
roded the surface of the marble, the statues are admirably
preserved and only unessential parts are restored. The
largest modern piece is the chest with the fore-legs of the
horse reproduced on Plate XI.

The inscriptions belong to a class with several other
descriptions of famous works or their copies found on Roman
pediments, as opus Polycliti, opus Praxitelis, opus Bryaxidis,
and others, which mostly date from the second century a.D.
and present an authentic document concerning the originators
of the statues that once stood on the bases. Our inscriptions,
even if only put up at the later erection, probably replaced
similar and older ones; for the re-erection of the statues,
after the destruction of the building to which they belonged,
only followed because they bore the names of great artists.
At any rate we have no reasonable ground for discrediting
these inscriptions. We would only be justified in so doing
if it were impossible for reasons of style to accept the statues
as what the inscriptions call them—as works, that is copies
of works, of a Praxiteles or a Phidias. This is not only not
the case, but, on the contrary, apart from the inscriptions,
we must ascribe the statues from their style as necessarily
belonging to the circle of Phidias.

Now there was an older Praxiteles—probably the grand-
father of the famous later bearer of the name—who was a
younger contemporary of Phidias. The names of the inscrip-
tions are therefore not in disagreement with the style of the
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Fic. 13. Dioscurus FroM MonTE CAVALLO,

statues. Of course there remains the possibility that the
names were arbitrarily affixed in later times, as simply the
names of the two most famous sculptors. The circumstance
that they are two such ancient and celebrated names will
always give probability to this assumption.

But, whatever may be decided about the names, the
analysis of the style remains unaffected. The characteristics
of style speak their own clear decided language. Here is no
trace of * Eclecticism,” here the style is pure Phidian.

What the critical eye of the sculptor Canova has already
recognised, that there were no works in Rome that
approached the particular greatness of the Parthenon



STATUES OF GODS IN THE FIFTH CENTURY 45

Fic. 14. DioscurvUus FRoM MonTE CAVALLO.

sculptures so nearly as these colossal figures, is supported by
an exact comparison. It is true we have not the originals
before us, only Roman copies; the lost originals were doubt-
less of bronze and without the clumsy supports which are
necessary in the marble, and are to be seen here under the
horse, and beside the advanced leg of the youth in the form
of a coat of mail. The style corresponds, in the whole and
in detail, to that of the frieze and the pediments of the
Parthenon. Particularly characteristic is the formation of
the horse and the whole action of the youth who holds it,
which correspond exactly to figures in the relief on the
base of the Athena Parthenos and in the Parthenon frieze;
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Fic. 15. HEAD oF ONE OF THE DI0OSCURL
From Monte Cavallo.

no less characteristic is the conventional treatment of the
torso and the heads to which the Attic riders of the same
frieze are nearly related.!

The inspired, fiery swing, that permeates the whole group,
obtains its highest expression in the splendid heads (fig. 15).
The hair floats back in the wind and surrounds the head like
rays, while the wide-open eyes sparkle with divine fire.
They are the fair sons of Zeus, the Awokopoc who wrestle

1 This bold and brilliant assumption has been doubted, and the original has
been dated in a period after Alexander the Great, though the striking resemblance
in the treatment of the youths and the horses to the Parthenon and Phidias is

conceded; in this respect a comparison with Plate XVII, and with figs. 17
and 15 15 instructive,
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with their shining white steeds, the 7wlwv Sparfpes (Alcman),
the Aevkorwho (Pindar), the Grrowt pappaipovre (Euripid&s).

The raised hand held the bridle, the lowered hand a spear.
Presumably, as a hole in either head indicates, gilt stars were
there affixed; for stars are the most frequent symbols of the
Dioscuri. The absence of the egg-shaped caps, the piloi, is
due to the fact that this attribute of the Dioscuri was un-
known at the time of the originals; it was not general until
after the time of Alexander.

In their original position the four figures, the horses and
their masters, were not arranged as now in two separate right
angles, but in a row before a flat wall. The space between the
two groups was perhaps occupied by a fountain. For “as
after heavy labour they refresh themselves and their steeds
at the spring, so they share this balm graciously with others.
As water-bringers they were worshipped and pictorially
represented by the Hellenes in early times.”

PLATE X1l

Nike or Palonios
Olympia

Before the east front of the temple of Zeus at Olympia,
in the midst of a crowd of other statues, but towering above
them all, stood on a triangular base the statue of the descend-
ing Niké which was found in a battered condition during the
German excavations. It is here reproduced from the
restoration by Griittner. The statue is of Parian marble
and was obtained in December 1875 in its most important
parts, to which several widely scattered fragments were
added later. Unfortunately the face has not been found; but






ATE Xl

Pl

WM TS

I

I

%,






STATUES OF GODS IN THE FIFTH CENTURY 49

on a temple at Delus erected at 'this time, and the sculptures
of the Nereids monument at Xanthus. About or before the
middle of the fifth century, as our knowledge of the history
of art enables us to say with certainty, such characteristic
treatment of the drapery, which clings to the body and reveals
the form clearly through it as it flutters freely in the wind,
was quite impossible. For this a longer development was
necessary, which we can trace in the datable monuments
preserved.

The acroteros on the temple of Zeus, with which Paionios
boasts in the inscription that he triumphed—clearly in a
competition—were not, as has been assumed, the statues of
the eastern pediment wrongly attributed by Pausanias to
Paionios, but the gilt Nikés on the coping of the temple, that
resembled in motive the marble statue dedicated by the
Messenians. These Nikés (Pausanias mentions, v. 10, 4, only
one over the east side, but we may presume a similar one in
the west) seem to have been erected at the same time as that
of the Messenians.

Paionios came from the town of Mende on the Thracian
coast. But in the manner of his art he also belongs to the
Ionic group. He has extraordinary facility in the technique
of marble sculpture. It enables him to give full expression
to the boldness of his fancy.

Coming down from heaven, hovering in the air—so he has
conceived the Niké, and he has actually succeeded in render-
ing this. Indeed it might almost be said that in the plastic
art of all times and all peoples there is no human figure that
gives such an illusion of floating and flying, that seems as if
it had been done from nature. Leaning lightly forward,
the left leg slightly advanced, the arms outspread, the wings
raised, she floats down. Her head is bent and, like the whole
body, turned a little to her right, so that the left wing is

raised a little. She comes through the air, and under her
D
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of the great goddesses at Eleusis. It is now at Athens
and has become famous as the “ Eleusinian relief.”

Three slightly over life-size figures are modelled in some-
what low relief on one massive block. The panel is complete;
it has above and below a projecting rim; the lower serves as a
ledge for the figures to stand on, the upper as a decorative
finish. There is no frame to the sides. This simplicity is
peculiar to the older period. The form of the panel is pre-
cisely similar to that which was the rule in the fifth century
for the customary small dedicatory reliefs. Only in later
times was it the custom to add column-like frames at the
sides.

The panel must have been put up in a shrine like other
votive tablets. The small light dedicatory tablets of the
ancient simple cult were usually hung up. The heavier
marble panels were either affixed to a detached pillar, or
simply leant against the wall, more frequently that of a niche.
The Eleusinian relief, which is only an enlarged votive tablet,
must be thought of as displayed in the latter manner.

According to the most probable interpretation we have
here the boy Triptolemus as he is sent out by the two great
goddesses of Eleusis, Demeter and Core, with the harvest of
the earth, the ear of corn, and the task of spreading the
knowledge of agriculture in the world. But it differs
essentially from the traditional representations of this sub-
ject. This is to be explained on purely artistic grounds, as
the chariot in which Triptolemus usually drives would have
disturbed the severely simple composition, which is limited
to three quietly standing figures.

The boy is in the act of receiving something from the
goddess on the left, who supports herself on a sceptre.
Probably it was a sheaf of corn, emphasised in the original
by means of painting. The other goddess, against whose
left shoulder leans a long torch, lays her right hand on the
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the «xépar, are represented in the same costume. This seems
to point to the figure on the left of our Eleusinian relief as
that of Core. It is true that Demeter was also represented in
this attire in the second half of the fifth century; but here,
where a difference is obviously intended, the costume will
be used to indicate Core.

The hair of this goddess on the left falls loosely and without
ornament on her neck; the hair of the other is gathered up.
If a difference between mother and daughter is to be indi-
cated, there can scarcely be any doubt that the loosely hang-
ing hair belongs to the daughter, and that done up on the
head to the mother. For it is explicitly recorded, at any
rate in later times, that unmarried maidens wore their hair
loose, while wives wore it done up.! Monuments show us
that this was not always the case; but where as here a
difference of age is to be indicated by the manner of wearing
the hair it can only be interpreted in this sense.

The difference in the bearing of the two goddesses accords
well with the assumption that it is Core on the left and
Demeter on the right. The stern austere bearing is appro-
priate to the august maiden, the ruler of the Underworld, as
the milder, gentler nature to the motherly Demeter.?

The boy Triptolemus stands between the two, quite
resigned to what the goddesses propose to do with him,
He is wearing a long cloak which lies on his right shoulder,
of which he holds one end in his left hand. His hair is
combed forward and knotted over his forehead. This fashion
for boys’ hair was very popular in the first half of the fifth
century B.C.

The relief is in the Attic style of the Phidian period. By

! Callimachus, hymn in Cer. v. 5.

* Recently it has been generally assumed that the goddess on the left is the
mother, she on the right the sister of Triptolemus. The circumstance that the
former holds the corn is most appropriate for Demeter Carpophorus, and the
type of figure and drapery is also used for her.






PLATE XIV

T o e i P v L T S
T, ARG R T T il T N a For g . o R

- L
BN G BT
¥ s i Tl A

ORPHEUS AND EURYDICE, MARBLE RELIEF

MUSEO MNAZIONALE, MNAPLES






OTHER SCULPTURE OF FIFTH CENTURY 37

shall not look at her on the way. Thus the relief shows
them to us; Orpheus has turned towards his beloved; he
sees her and they gaze in one another’s eyes: they have met
again. She lays her hand on her husband’s shoulder to make
sure that she has him again. But at the same time Hermes,
the Death-bringer, seizes the right hand of Eurydice, to lead
her again into the shades: those who one moment are united
in love, the next are parted by a quiet but inexorable force.

Orpheus is characterised as singer by the lyre which he
holds in his left hand, as Thracian by the high boots that
reach to the knee and by the fox-skin cap, dAwwessj, on his
head. He wears besides a chiton of Greek fashion and a
chlamys which is knotted on the right shoulder and enwraps
the left arm and hand. The face of Orpheus is a modern
restoration, also his right hand. The latter, as other replicas
show, was in a similar position; the gesture accompanies the
words he is about to speak. According to another theory
he is about to clasp the hand of his wife, or has removed her
veil in order to gaze on the face of his long-sought love.
This psychologically and artistically appropriate action is
shown in the replica in the Louvre, where his left hand has
hold of her scarf.

Eurydice wears the Doric peplum in the manner that was
customary in Athens at the time of Phidias. This garment
is girt and forms a fullness below the waist; the overlap of
the dress reaches to this same fullness. She has thrown a
veil over her head, which falls on her shoulders. The com-
plete profile view of the left foot indicates that she was in
the act of walking towards the right -and now pauses; the
different position of the feet in Orpheus shows that he has
turned round.

Hermes as a god is distinguished by a slightly taller figure.
He also pauses in his stride towards the right. He wears, as
is usual in older art, a chiton and over it a chlamys knotted
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PLATE XVl

RELIEFS FROM THE FRIEZE OF THE PARTHENON

ACROPOLIS MUSEUM, ATHENS, AND BRITISH MUSEUM, LOMNDON
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Fig. 16. IIEAD OoF “AroLro.”

PLATES XVI. AND XVII

RELIEFS FROM THE FRIEZE OF THE PARTHENON
Pentelican Marble

Group of Gods from the eastern frieze from the Acropolis
Museum at Athens. Horseman with prancing horse
from the western frieze, still on the Temple. Group of

horsemen from the northern frieze in the British Museum,
London

Around the outer wall of the cella of the Parthenon there
ran a frieze nearly 160 metres long and one metre high, of
which the greater part has been preserved since 1816 in the
British Museum. It represents the solemn presentation in
the great Panathenaea of the festival garment, the so-called
peplum, to Athena—which according to the artist’s conception
took place in the presence of the Olympian gods—and the
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Fic. 17. HEeEAD oF A YouTtH.
From the Western Frieze of the Parthenon. Marble. British Museum, London.

of the gods.! The bearded Poseidon ® sits there stern and
serious, almost a little stiff, turning, like Artemis, towards
the approaching procession. The latter is a strong youthful
figure, richly dressed: over the chiton she wears on the lower
part of her figure a cloak and her hair is almost entirely

! The left hand probably held a sprig of laurel; the hair, as is evident from the
holes visible in fig. 16, was adorned with a metal wreath,

t His left hand held in all probability the trident and his hair was decorated
with a band.
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Fic. 18. Urrer Parr oF HorsEman witH Praxcineg Horse,
From a contemporary cast.

ment of his right arm and at the same time checks him by
tugging at the reins with his left. The successful treatment
of the three-quarter back view of the body is a remarkable
achievement of relief sculpture. This is surpassed, however,
by the relief on Plate XVII. where a single horseman with his
steed occupies the whole panel; this is one of the finest
panels in the whole frieze and attracts immediate attention
on account of its striking qualities, particularly as it enlarges
and modifies the general conception of Phidian art. For in
the place of noble idealism we have here vigorous realism and

drama (cf. also fig. 17). Behind is the troop in readiness,
K
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the full effect could only be obtained with the gay colouring
and all the metal accessories, of which we can only have a
faint idea. But even without these things, the reliefs are a
source of the highest artistic delight. One never tires of
studying the changeful motives, the figures of the riders and
their horses, the expression of the faces of the bright spirited
Athenian youths, and the fiery animated heads of the animals
and the spectacle of the whole. The freshness and natural-
ness, the glamour of reality, transport the beholder into the
midst of the Panathenaic festival, where the solemn proces-
sion makes its pilgrimage to the Temple of Athena Parthenos.

PLATE XVIII

Grour oF FEMALE StaTUuEs FrROM THE EasTeErN PEDIMENT
OF THE PARTHENON

British Museum, London

This group in Pentelican marble is from the right-hand
corner of the eastern pediment of the Parthenon on the
Acropolis at Athens. Since 1816 it has been in the possession
of the British Museum in London. The figures have been
called Hestia, Demeter, Persephone; Amphitrite, Thalassa
Rhode, Perse, Circe; Clotho, Lachesis, Atropos; Aglauros,
Herse, Pandrosos; Thallo, Carpo; the Graces; Peitho and
Aphrodite, and finally personifications of clouds. They are
generally known as the Three Fates.

Their heads are missing and their arms are mutilated; yet
of all the relics of the Parthenon these figures are the most
admired on account of the masterly technique, the extreme
beauty of the modelling, almost surpassing Nature herself,
and the wonderful execution of the well preserved drapery.
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gathered at the girdle hangs down in a wide curve on either
side. She is adorned with an abundance of close-curled hair.
This is arranged in several only partly visible plaits, and
comes forward over the shoulders in two long strands in
front, while behind it ends in a long switch that hangs free
down the back. The figure is straight and upright in
harmony with its architectural purpose, though the advance
of the left leg gives a slight action without disturbing the
feeling of rest and the regularity of the whole. The arms
were pressed close against the body, the left hand lightly
held the overlap of the peplum. The drapery, which is
arranged in long straight folds and in the part drawn
over the girdle in rich variety, though it almost completely
shrouds the figure, yet permits the form to show clearly
through it. The full broad face shows the true Attic features,
bright and vivacious, though sternly serious in expression
as befits its relation to the architecture. The figure has been
taken from the building for which it was intended as an
excellent example of Attic art of the fifth century, an invalu-
able work from the hand of an unknown artist not greatly
removed from the style and time of Phidias. But the figure
could only be properly appreciated in its place under the
bright sky of Athens, where the nobility and simplicity of the
Erectheum was admired even beside the magnificent Par-
thenon itself. For we have here the combination of sculpture
and architecture, the pillar represented by a human figure?
without contravening the laws of architecture and without
interfering with the representation of a human being. The
maidens fulfill their appointed task without losing their
personality; they bear the weight lightly and yet firmly,
they stand in their decided outlines and full forms as quiet

1 A similar form has been traced in archaic art; for in the successful French
excavations at Delhi female figures in this form have come to light that are
thought to be supports from the Treasury of the Cnidians, and thus belong to
the sixth century B.C.
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style.  The perfection of the new style of drapery is shown
in the Demeter (Plate XXII.).

Beside Praxiteles and Scopas worked many another artist
of distinction. The type of the Zeus shown in the head
from Otricoli (Plate XXVIL.) originated probably in the
school of Lysippus and Attic masters. It is possible that
the sublime Apollo (Plate XXVIIL.) is the work of Leochares.
It is, in contrast to the long-robed Citharodes (Plate VIIL.), a
fine example of the other conception of the god, the un-
clothed youth with bow and arrow. The hastening
Artemis (Plate XXIX.) might be of the school of Praxiteles
or his successor or some other Attic school. The muse
Melpomene (Plate XXX.) also shows evidences of a Praxi-
telean origin. The far-reaching tradition shows itself in the
Hellenistic period, where the treatment of the body is softer,
the features of the face delicately blended, but the action
often bolder. A product of this tendency and development
of the Praxitelean spirit is the Hypnos (Plate XXXI.)
which is not uninfluenced by other congenial masters in the
style of Scopas. The hunter and dog (Plate XXXII.) is a
brilliant example of the ideal of manly beauty of the latter.

PLATE XXI
IrEne witH THE InFanT PLUTUS

Glyptothek, Munich

This statue of Pentelican marble was formerly in the
Villa Albani at Rome, and was probably discovered in the
neighbourhood of Rome. Carried off by Napoleon, after a
short stay in Paris, it arrived in the Glyptothek at Munich.
It was formerly interpreted as Ino Leucothea with the infant









PLATE XXII

DEMETER OF CNIDUS

BRITISH MUSEUM, LONDON
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Fi1c. 19. Heap of DEMETER OF CNIDUS, restored.

of fine expensive marble, they used it for the head and
executed the rest in inferior material. This was of course
only successful in the case of draped figures, where the
drapery helped to hide the join.

The drapery is broken up into innumerable small folds,
which cross each other in all directions. This style of
drapery 1s quite characteristic of the fourth century B.c.
The artist does not aim at a big simple effect, but tries to
emulate the rich wealth of nature by the observation of small
accidental details of form.
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Fic. zo0. Heap ofF THE Ares Lubpovisi

Roman copyist.” At any rate the effect of the figure with its
flow of line and rhythmic action of the limbs is better and
more uniform without these accessories. The physical and
spiritual character of the god of War is quite clearly expressed
without the sword that was presumably held in the left
hand of the original, and the rest of the warlike attributes.
With his body leaning forward in an easy attitude, Ares
sits on a rock, his hands clasped round his raised left leg.
The chlamys has fallen away and shows a well-covered but
nevertheless active body trained in athletic exercise, the
broad chest and massive arms ! show the mighty strength
of the god, the long and slender limbs tell of his unequalled

. » U "Apmor wakoudwr '’ ("' the arms of Ares''), Homer, [liad, iii. 128.
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FFic. 21. STATUE oF HERMES, Olympia.

Zeus to take his little brother Dionysos to Nysa in Boeotia to
be nursed and brought up by the nymphs; he is resting on
his way thither, and has drawn off his chlamys,! which almost
entirely covers the stump of a tree on which he rests his
elbow. The little boy he holds in his arms clasps the
shoulder of his protector with his right hand, and stretches

1 This piece of drapery is a source of never-ending delight to connoisseurs,
particularly among sculptors themselves. It should be examined apart from
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Fic. 22. HEAD oF A GIRL OF THE SCHOOL OF PRAXITELES.
From a restoration in plaster. Greek onginal (marble) in Glyptothek, Munich.

a small temple by the sea at Cnidus.! The estimation of
this work, which had long been evinced by its representation
on Cnidian coins of the Roman Empire, and to which the
older writers * bear witness, has been borne out by the pre-
servation of numerous copies. The head, which already in
antique times was regarded as the most artistically perfect

PR

1 Thus Horace invokes (Carmina, 1. 30, 1) Venus as *' regina Cnidi " (** Queen of
Cnidus ").

Pli.ll}f the Elder bears witness to the wealth of this seaport town in marble works
of Attic masters of the fourth century B.c. (Nafuralis Historia, 36, 22), and the
statue of Demeter reproduced on Plate X XII. of this edition gives an example.

! Pliny the Elder, Nalwralis Historia, 36, 20 (cf. also 34, 6g). Pansanias’
Itinerary of Greece, 1. 1, 3. Lucian, I'magines, iv. Pseudolucian, Amores, xiil.
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part of the statue and particularly admired by the refined
connoisseur Lucian,! can be appreciated in the well-
preserved copy here reproduced, a capable work by a Greek
artist. This head enables us to understand the extravagant
praise accorded in antique times to the original, and even in
this reflection of the masterwork to appreciate the peculiar
delicacy of the Praxitelean treatment of hard and brittle
marble.

The goddess of Love, whose appearance and qualities have
been characterised ever since the Homeric poetry by the
epithets “kakif, duhoppedis” (*fair, sweetly smiling ”), is
represented by a figure of a young and blooming woman.
Her head rests on a full rounded neck, turned a little to one
side, her small narrow eyes gaze dreamily into space. Her
hair, arranged in even strands and divided in three by a
double band, partially covers her ears and temples, and is
gathered in a knot behind. The details of the oval face have
been rendered with a fine appreciation of form. The trian-
gular forehead, the delicate line of the brows, the rounding
of the chin, the fine modelling of the cheeks and the nose,
but above all the delicately formed mouth, round which a
slight smile is playing, are features of the art of Praxiteles
that appear in other heads attributed to him or to his
school, but in none in such a harmonious combination of
grace and dignity (cf. also fig. 22). Whereas in the older
ﬁphrodltes more stress was laid on the representation of
ripe womanhood, we have here the vlrgmal charm of a young
maiden, which in spite of the occasional expression of sen-
suousness of later times, has remained the standard until the
present day. Its sublime simplicity and the strong and
shining figure of Hermes will always exercise a powerful charm
on every sensitive eye, so that the only doubt that troubles
the beholder is which of the two deserves the highest prize.

1 Imagines, vi.; cf. also Pseudolucian, Op. eft., 13.
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repetitions. The head was also imitated by copyists of the
Roman period in Italy; there are several such copies in
Italian museums that were formerly thought to be portraits
of Vergil.

The wonderful execution of the Eleusinian head, that
bespeaks the master hand in every feature, leaves no doubt
that we have here the famous original itself from which the
copies were made. The artist must have had a reputation
or the work would not have been repeated. The style
points to the Praxitelean circle; indeed no nearer parallel
to the technique in the execution of the hair and the flesh
can be found than the Hermes (Plate XXIV.), that, as
Pausanias bears witness, is the work of Praxiteles.

Now we know from the inscription of a herm in the
Vatican Museum at Rome, the head of which is unfortun-
ately lost, that the copyist there represented an ““ Eubuleus of
Praxiteles; ” the inscription of the herm, Eifovkebs Ipagirédovs,
is composed exactly as those of two other Roman copies,
Cavvpridys Aewydpovs and “HpaxAfjs Eddpdvepes. The Eubuleus of
Praxiteles must have been in Eleusis at one time, as we know
of no other cult of Eubuleus without an additional name. And
the artist Praxiteles was, of course, the famous sculptor after
whose works the Roman copyists so frequently worked, and
not some other unknown person.

Thus many things point to the identification of the
Eleusinian head with the lost, afterwards much copied,
original of Praxiteles. It is possible, of course, that the herm
with the inscription in the Vatican, which is headless, might
have represented another type of the  good counsellor ” by
Praxiteles—that of the bearded god of the earth. So that
the connection of the Eleusinian head with the artist, or at
least with his school, rests almost entirely on the style, and
even the style does not point exclusively to the great Attic
master himself. The frequently proposed interpretation
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I'1c. 23. HEaDp oF Zeus (marble).
Museum of Fine Arts, Boston.

the chest and the back it has been really fortunate in
preservation as, apart from small restorations, the face is
undamaged. At one time falsely regarded as the head of the
chryselephantine statue by Phidias in the Temple of Zeus at
Olympia, it is now looked upon as a good Roman copy of the
head of a marble statue by an unknown Greek master. The
forcible realistic modelling and, in spite of its apparent repose,
the animation of the features in detail, point to a date not
before the second half of the fourth century B.c. and perhaps
even later. On account of the style and expression of the
face it has recently been attributed, with some probability,
to some master who combined the elements of the Attic
style with that of Lysippus. Consecrated in a temple or a
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Fic. 24. Zeus, Boston, from a restoration.

sacred enclosure, its colossal size and sublime character must
have had a powerful effect on the pious worshipper; the
presumable inclination of the head in the original must have
strengthened this effect.

The aspect of this head witnesses once more to the saying
that Homer created for the Greeks their Olympus. For the
picture of Zeus that through the creative power of the
Homeric poetry entered into the religion and the popular
consciousness of the Greeks and Romans and even to-day
appears clearly before the eyes of every reader of Homer, is
plastically embodied in this work, both in outward form and
imward spiritual character. It is at the same time an
excellent proof of the ability of Greek art to express the whole



FOURTH-CENTURY SCULPTURE 97

Fic. 25. Zeus, Boston, from a restoration.

significance of a god in the head alone without the addition
of distinctive attributes.

Zeus is conceived in the dignity of ripe manhood un-
touched by the weakness of age, the head slightly bent
forward. The hair, like a lion’s mane framing the face in a
wavy wreath and covering the ears and the full beard with its
round curls, lend the face an air of fatherly dignity, but the
greatness and majesty of his appearance exalt him above
the human. In the face, somewhat narrowed by the abund-
ance of the hair and beard, the deep furrow and below it the
prominent bone of the mighty forehead indicate the posses-
sion of clear understanding and energy of will, the narrow

deep-set eyes over which the brows bend in a broad curve
G
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Fig. 26. HEeAD 0OF THE APOLLO BELVEDERE,

bow, the longshot). The left hand of the statue that was
lost and is restored undoubtedly bore the bow, perhaps an
arrow too, which the archers were accustomed to hold with
the middle finger of the bow hand. Across the breast lies
the strap of the quiver which hangs on his back; this attribute
alone demands the presence of the bow.

The right hand held a branch of laurel with the ribbon
fastened to it. The end of this attribute is still preserved on
the trunk of the tree just above the head of the snake, and
18 visible in the reproduction. That part of the tree-trunk
that now forms the upper end together with the whole of the
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right fore-arm and hand is a modern restoration. The
original fore-arm was slightly more raised and more forward.
The connection with the tree was made by means of the
laurel branch that was in marble. This attribute is
associated with the purifying and healing power of the god
and frequently occurs. The combination of the bow in the
left and the laurel in the right hand is supported by numerous
representations of Apollo.

In recent times the view was widely circulated that the
god held in his left hand the Aegis, with which he opposed
the Gauls” advance on Delphi. This hypothesis was based
on the explanation of the remains of an attribute in the left
hand of a bronze replica of the statue in the possession of
Count Stroganoff at St. Petersburg. But this bronze
statuette is nothing but a modern forgery; the highly im-
probable hypothesis built on it therefore falls to the ground.
But all the explanations which would supply the god and
his bow with a definite purpose have failed.

Noteworthy are the extremely elegant sandals, that are
characteristic of the god who wanders throughout the country
bringing aid to all. A chlamys that is fastened on his
right shoulder falls over the left arm. It has been re-
marked that the folds of this drapery are modelled quietly
and evenly without any relation to the rapid action of the
figure. This chlamys may be an addition of the copyist in
marble. The supporting tree stump with the snake is
certainly such an addition, for the original was in all proba-
bility a bronze statue that would have no need for such a
support. The drapery, too, plays a part in the support of
the arm in this marble copy. The copy was executed about
the second century A.D.

But the original was a splendid example of the best period
of Greek sculpture. It belonged to the second half of the
fourth century B.c. There are reasons for thinking that it






PLATE XXIX







FOURTH-CENTURY SCULPTURE 103

that is sacred to her and frequently associated with her,
which, as literary and sculptural evidence proves, was often
represented with antlers. Her attire is appropriate to her
occupation, Dainty sandals protect her feet from hurt on
the rough uneven ground of the mountain forest, the chiton
that reaches only to the knee leaves her arms and neck bare,
and allows perfect freedom of movement; so also does the
chlamys of some rougher material which is wound round the
hips and over the left shoulder like a shawl with both ends
tucked in in front, a protection in case of a storm.

This tall, strong, active figure, which by the smallness of
the body and head in proportion to the limbs appears still
taller, hastens by with a swing, the left foot well advanced
and drawing the right after. She hears a distant rustling,
turns her head quickly, peers in the distance, and snatches
from the quiver an arrow with which to bring down the
quarry. Her eyes are not fixed on one solitary aim, her
eye and ear are at all times on the alert, she hastens all over
the country:

“Ildvry érwrpéderm, Bnpuv odéxovora yevétlAngy 1
(** She turns in all directions, slaying the race of beasts.”)

It is the contrast of the forward action of the body and the
sudden turn of the head that gives such wonderful rhythm
of action, which is carried out in the fine flow of folds in the
drapery and on which the artistic worth of the statue rests.

The swift forcible character of the goddess, like a nymph
devoted to the joys of the chase, as she appears to the reader
of Homer, is here plastically embodied. For the verses:

““Apreuts el kat olpen loyémipa
i kata Tyiyerov mepupijrerov 4 "Epipavtov
Tepropdin kdmpourt kai wrelys’ eldgoorin.”
( Artemis passes by, glorymg in her archery

Over the heights of Taygetus and Erymanthus,
And delights in the chase of wild boars and fleet-footed stags.?)

1 Hymn to Artemis, Homeric Hymns, xxvii. 10. 2 Odyssey, vi. 102,
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the former, seldom appears in religion, literature, or art.
The type of the statue, that remained the standard until late
Roman times, arose not earlier than the second half of the
fourth century B.c., as it seems to unite many elements of
the style of Praxiteles and Scopas, but it may well have been
executed some decades later; for this art movement lasted so
long that in the absence of historical information an exact
date is not to be arrived at. There are many possibilities
with regard to its dedication. It may have been some
grateful mortal, who after long sorrow at last found sleep and
erected this votive statue. But there was another aspect of
the cult of the god; the will of the gods was often announced
to the naive believer through the agency of Hermes in
dreams, or by divine consent the fulfilment of wishes took
place during sleep. Particularly in the holy precints of
Asclepius, sufferers in body and mind were recommended
cures in which recovery was promised in a long sleep (éyxot
pnois, incubatio). We read of such miracles in the inscrip-
tions at Epidaurus, and this explains the worship of Hypnos
in the Asclepieion at Sicyon (Pausanias, Itinerary of Greece,
ii. 10, 2). Consecrated in some place of worship, and set up
near the altar or in a small shrine effectively lit from different
sides, the bronze original, richly gilt, must have exercised a
magical charm, especially if regarded in a devout mood and
from a moderate distance. Even the aspect of the copy
soothes and invigorates the care-laden beholder.

A delicately formed boyish figure of ripening beauty floats
over the earth in the stillness of the night, apparently
aiming at one fixed point, but in thought turning his help on
every side where those in sorrow and trouble lie awake or
whose sleep is broken and restless.! With his body leaning

1 This activity frequently represented in art is also referred to in numerous
places by Roman poets; particularly clearly expressed is the description of Silius
1talicus; Punica, x. 352. i
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Fig. 27. Hyrwos (marble).
Museo del Prato, Madnid.

forward, Hypnos bends down towards men to pour sleep-
giving juices in their eyes or to rub their temples with the
poppy- The successful rendering of the lightly striding,
softly gliding action, the sharp contrast in the movement of
the arms, the wonderful rhythm of the whole figure, which
almost transcends the limits of sculpture, and finally the
seizing of the right moment, are as worthy of admiration as
the masterly personification, in which the character of the
kindly helper familiar from the time of the Homeric poetry
appears in plastic form, not roughly realistic, not sinister
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Fic. 28. HypNos, restored cast, Strassburg.

nor fearful, merely embodying human thoughts and feelings,
doing its good work as much by its youthful beauty as by
its healing balm. This conception of an imaginative artist,
which is so genuinely antique and corresponds so accurately
to the relations of gods and mortals, yet speaks to us with a
modern voice; both conception and execution accord with
our ways of thinking and feeling. And as with other figures
of the gods of the fourth century the head in itself is full of
psychological interest. Its beauty is not disclosed by a
searching analysis of form, but a quiet examination of the
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Fic. 29. HEeAD oF A HuNTER (marble).
Villa Medici, Rome.

to Artemis at some centre of Hellenic culture by a mortal in
gratitude for success in the chase, or it preserved the memory
of some departed huntsman over his grave. Such repre-
sentations of daily life are shown in Attic grave reliefs, and
Pliny the Elder mentions (Naturalis Historia, 34, 1) ninety-
one bronze statues of “ venatores ” by various Greek sculptors.
This sport, which hardens the body and sharpens the senses,
was, like athletics, held in high esteem among the Greeks and
passionately pursued.

The Copenhagen copy is a very good example and could
be correctly restored from other replicas. The right arm,
parts of the spear and the head are new, the latter from an
excellent copy in the Villa Medici at Rome (unrestored, fig. 29).
This wonderful piece of sculpture makes a striking and pro-
found impression at the first glance. Quite masterful is the
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modelling of the nude body in its round, firm contours, true
to and almost surpassing nature. Strong and shapely, the
young huntsman stands in elastic action, his weight on the
right leg, the left foot drawn back and a little to one side.
The strong wooden spear is easily completed by an iron
point with a double hook («vddorres) to the usual form.
The right arm behind the back indicates rest after the chase,
but the rhythmic line of the body, the expression of the
turned head with its eyes on the distance, and the arrange-
ment of the chlamys, which is wound round the shoulders
and fore-arm, all suggest a nervous restlessness, and give the
impression that in the next instant man and dog will be
rushing in a wild chase over the fields and through the woods.
The qualities of the chase are thus admirably suggested in
this single huntsman; the spectator is carried away by the
exuberant strength and enthusiasm of the youth. The style
followed by the unknown master is most appropriate to the
subject. Thestyle of Scopas of Paros is brilliantly illustrated.
He strove for and attained intensity of expression, passionate
action, both in the heat of struggle and in quiet poses, in
many respects not unlike the somewhat younger Lysippus,
but in strong contrast to his contemporary Praxiteles, And
this “ pathos ” glows and sparkles to the full in this fine
head (fig. 29). The rather shallow skull and broad contour
of the face are quite different from the high rounded skull
and delicate oval face of the Praxitelean Hermes; the deep-set
upward glancing eyes have a peculiarly fiery quality, the lips
seem to breathe. The discussion of the antithesis of Ethos
and Pathos in antique literature and psychological studies
generally brought about a change in the conception and in-
terpretation of the life of the mind; presumably this had its
influence on the masters of sculpture. The importance and
value of this splendid and forcible statue are greatly increased
by the psychologically interesting treatment of the head.
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Fic. 3t. Bronze HEAD oF A Boy, Glyptothek, Munich.
(The bust with the gilt baldrick is modern.)

development of sculpture it became the custom, according to
documents and inscriptions, from the sixth century B.c., to
erect a life-size statue (almost exclusively of bronze) in honour
of the victorious athlete and as a permanent record of his
achievements on the place where the games were held, or
sometimes in the palaestra or on some open place in the home
of the victor; he himself, his fellow townsmen or relations, or
private individuals, paying the cost. Thus by degrees on the
more famous places a number of portrait statues were collected
which must have made an overwhelming impression on’ the
visitors to the games. That this was the case at Delphi we
have long known from literary sources, and the excavations
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Fig. 32. HEeap of Mvyrox's DiscoboLus.

youthful modesty that looks out from the features (figs. 30,
31, and 33). The somewhat earlier Myron is considered the
master in the representation of figures in rhythmic action
and full of fire and animation (Plate XXXIII. and fig. 32).
The Sicyonian Lysippus introduced in opposition to that of
the Polycletan school a new system of proportions of the
human body of a more slender type, and as founder of the
naturalistic tendency had a great influence on the art that
followed (Apoxyomenos, Plate XXXIV.).

The gymnastically trained bodies of these slim boys and
youths and vigorous men are evidence of the ennobling effect
of athletics. Presented in complete nudity they are not
faithful portraits from life, but motives and models from the
palaestra transformed and exalted to the highest ideal of
physical beauty and strength. They are the most splendid
human beings that the art of any period has created. The
variety of types preserved are divisible into two groups: the
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Fic. 33. DI1ADuMENUS,
AFTER POLYCLETUS.

Marble statue from Delos.
National Museuam, Athens.

The action of the statue
is quite clear even without
the hands. The youth is
pulling at the ends of the
fillet in order to tighten the
knot at the back of the
head. Inthe marble copy,
executed probably before
the Christian era, there are
a chlamys and a bow intro-
duced inthe supportagainst
the right leg. These (not
shown in the reproduction)
were until recently regarded
as arbitrary introductions
of the copyist, but it is
now suggested that they
belonged to the statue
which is thought to have
been a representation of
Apollo. In any case the
statue is a harmoniouns
picture of the combined
result of gymnastic and
ethical training. Itisstated
in Pausanias' Itimerary of
Greece, 1, 8, 4, that a repre-
sentation of Apollo binding
a fillet round his head was
to be found near the Temple
of Ares at Athens.

athlete in action and the athlete at rest. For the first it is
~sufficient to refer to the rhythmic Discobolus * of Myron with
its vivacious animated face, to the two bronze wrestlers in

1 The reproduction on Plate XX XIIL is from the bronzed cast, that is princi-
pally put together from two very good copies: the greater part of the body is from
the marble in the National Museum in Rome, which came to light in 1906 on the
crown lands of Castel Porziano on the site of the ancient Laurentum under the
remains of an antique villa; the head is restored from the famous copy in the

Palazzo Lancelotti at Rome.
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Naples, thatin a
stoopingattitude
watch with out-
stretched hands
for a favourable
opportunity to
come to grips
(copiesofstatues
in Lysippan
style),and to the
cleverly inter-
laced group of
wrestlers 1in
Florence, a copy
of an original
from the first
half of the third
century B.C., 1O
be able to appre-
ciate the varied
motives of pose,

the happy choice

of the SEgniﬁcant IF1G. 34. STATI.TF,' OF A PugGiList (bronze),
Museo Nazionale, Rome.

moment, the

masterly rhythm of action and truth to life. The second
group 1s more numerously represented: the victor pours oil
on his body and limbs to make them supple for wrestling
(the “ athlete anocinting himself ” in Munich from an Attic
bronze about 400 B.c.); after a successful encounter another
is binding the fillet of the victor round his head (Diadu-
menus, after Polycletus, fig. 33), or scrapes the oil and
dirt from his arms (Apoxyomenos, after Lysippus, plate
XXXIV.). In these statues it is the quiet pose and often
the reserved appearance of the figures which appeal to the
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Fia. 35. HEAD OF APOXYOMENOS.

tion of the head (fig. 35), in which the master has given a new
proof of his ability and his individual realistic qualities.
The head covered with a tangled mass of hair is slightly
inclined, suggesting relaxation after the conflict and, unlike
the older athletic statues, contains indications of portraiture
in the features. The face is broadly oval, the lower part
of the forehead very prominent. In the thoughtful, almost
melancholy, countenance and open mouth there is indication
of inner excitement, as it appears in other heads of Lysippan
school and period? and as one might expect in an athlete

' The contrast with the head of Hermes from Olympia (Plate XXIV.) illus-

trates the profound difference between Praxitelean and Lysippan art in form and
expression; a comparison, too, with the head of the Ares Ludowisi (fig. 20), which
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class of the true stele and connects them with another type
in which an aedicula or temple-like monument was erected
over the grave. Rich showy tombs, such as arose in Asia
Minor, chose the temple form, of which the Mausoleum of
Halicarnassus is the classical example. Another type of
tomb is derived from the idea of an altar over the grave;
yet another is content with an artistic form of the mound
itself, the tumulus of the grave; but these various styles by
no means existed in all parts or at all times.

PLATES XXXV. AND XXXVI

Two REeLiEFs FroM ToMBSTONES AT ATHENS

On a block of Pentelican marble 1.45 metre high and 0.85
metre wide, a group of three figures is carved in relief (Plate
XXXV.). Theright-hand top corner of the panel is restored.
It was enclosed on both sides with narrow columns. On these
rested a triangular pediment which was executed in a separate
piece of stone and is lost. On the cornice of this was an
inscription which told whose tomb the monument decorated.

This relief, now in the National Museum at Athens, was dis-
covered in 1870 during the excavations near the little church
Agia Triada. At that time a wonderfully well-preserved
part of the old Necropolis was discovered, before the great
double gate, the Dipylon, at Athens out of which led the holy
road to Eleusis and the main road to Piraeus. It was the
custom of the ancients to place the tombs along the road
immediately outside the gates. It would seem that the
Athenians themselves, for some unknown cause, afterwards
filled up this part of the burial ground. It is suggested that
this took place soon after the taking of Athens by Sulla, and

that the Athenians re-acquired the use of the part before the
{
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Fi1c. 36. MourMING MAIDSERVANT FroOM MEeENIDHI (the ancient Acharnae).
Attic tomb-statue about the middle of fourth century B.c., Imp. Museum, Berlin.

and beautiful lady Hegeso, and the means chosen is the
TE_‘],"'['{_"_‘«'{:ﬂtﬂtif'.lT\l ["I't‘ ]11:T as HEI[,‘! ]i"l."f_'(i ]‘.'I.I..";-'ik'L] \\'i[h h[_':I' jf_“l,".."{__‘]
casket, waited on by her maid. No trace of a reference to
death or departure from life is there, or hint of a life beyond
the tomb.

The larger stele (Plate XXXV.) represents not a single
figure, but a family group. It belongs to a type very
frequent in the fourth century for the decoration of family
graves. These rcii::f&:, too, Were T‘l‘ufri']}' L"{{%Sigtlud to perpetuate
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Fic. 37. HEeap oF A PERSIAN.

back; the last stood in the burial chamber near the west
wall. The narrow north side is here visible very much fore-
shortened. The principal side was turned to the east
towards the open part of the chamber; it differs from the
back in the greater richness of the relief, which contains
eighteen human figures and eight horses, while the other
shows only eight men and five animals. But the care and
delicacy of the execution is the same on both sides.

This sarcophagus, on account of its size (the figures of the
principal relief are 58 centimetres high) and the richness of
its ornament and figure work, is one of the finest and most
important antiques in existence. It is in such excellent
preservation that even the rich colour of the painting is
in many cases still evident. The relief panels of the longer
sides measure 2.80 metres each.

The purely decorative ornament of the sarcophagus belongs

Bl . i il
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Fic. 38. HEAD OF ALEXANDER.

to the Ionic style. The actual body of the bier is in the
form of a wooden box richly ornamented with beadings and
fillings. The latter consist of the high reliefs. The lid of
the box is in the form of a temple pediment with an Ionic
entablature. Below the dentils runs a frieze of naturalistic
vine leaves. At the time of the execution of this sarcophagus
this naturalistic ornament was something new; later on we
find it frequently on various vessels. The sima is decorated
with triple horned lions’ heads that are of the type of the
Persion gryphon. This gryphon was considered by the
Greeks as specifically Persian; the lion-gryphons appear
complete on either side of the palmettes of both acroteria,
and also painted on the saddle cover of the Persian on the
northern narrow side of the tomb. Two lions act as corner
acroteria. The roof is decorated with female heads crowned
with rushes, which seems to be connected with the dancers
in certain cults, The same heads occur along the top, but
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Fic. 35. HEAD oF ALEXANDER.

here they alternate with eagles that are broken off and lost,
except for some insignificant remains.

The whole is constructed of two massive blocks of Pen-
telican marble.

The relief on the back, Plate XXXVIII. (the principal
group larger on Plate XXXIX.), shows a lion hunt in which
Persians and Greeks take part. In the centre a man, by his
clothes as in type of head (fig. 37) characterised as a Persian,
1s attacked by a lion. The lion, not very naturalistically
treated, has sprung on the horse and is lacerating the latter’s
chest. The Persian points his spear at the beast. This
spear was of metal and separately affixed; it is together with
all other metal objects (weapons, clasps, etc.) lost. Five men
come to the help of the Persian in distress, another Persian
on foot who aims a blow at the lion with an axe being the
first. As in the case of the rider the Persian costume is here
quite distinct; it consists of tight coloured trousers and coat
with narrow sleeves and a mantle, also provided with sleeves,
which, however, is not put on; it is the *“ Candys” that
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FiGg. 40. HEaD oF a PERSIAN.

regarded as a portrait of the king, of whom it was known
that he liked to identify himself with Heracles and sometimes
appeared with the lionskin and club (Ephippos in Athenaeus,
Deipnosophistai, xii. p. 537 et seq.).

The fact that the artists at work on the sarcophagus were
not acquainted with actual portraits of Alexander and
presumably used that on the coins is also of great importance
in that it shows that those who looked for the artists in the
circle of Lysippus were on a false track. This mistake was
formerly quite general and the only doubt was between the
two chief pupils of Lysippus, Euthycrates and Eutychides.
But artists in the Lysippan circle would be perfectly familiar



FiG. 41. BATTLE GROUP FROM THE FRONT OF THE ALEXANDER SARCOPHAGUS.

with actual portraits of Alexander, for which Lysippus was
famous. In addition to this it would not be customary to
commission a decorative work like our sarcophagus from
Lysippus and his school who practised the higher art of cast-
ing in bronze. On the other hand, some Attic studios were
purposely adapted for this kind of work. So that as the
material of the sarcophagus is Attic marble we can no longer
doubt that the artists also belonged to the Attic school.
The style of the sculpture supports this assumption most
decidedly. The invention of motives and the execution of
detail, particularly in the heads and the drapery, shows that
the artists were the immediate followers of the Attic masters
who adorned the tomb of King Mausolus at Halicarnassus
with their marble work. At the same time we must refrain
from thinking of one of the great names; to Leochares, for
example, who had portrayed Alexander himself, the repre-
sentations on this sarcophagus are not to be attributed.
There is a sarcophagus in the museum at Vienna which in
execution is related to the Sidonian, and must have originated
in the same Attic circle. It represents battles with Amazons.
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Fi1G. 42. HEeaD oF a PERSIAN.

While it was falsely believed that the marble of this Viennese
sarcophagus was Peloponnesian there was some support for
the theory that the Alexandrine sarcophagus was of the same
origin. But this Vienna coffin came, as has been recently
proved, from Soloi in Cyprus, and its marble is not Pelopon-
nesian but Pentelican like that of the Sidonian. Both works
sprang from the same group of Attic artists who were at work
on commissions for the East.

But let us return to the consideration of the hunting scene
on this Sidonian sarcophagus. The other horseman who
gallops up from the right must be a companion of Alexander;
to designate him with certainly as Hephaestion or Craterus
18 going too far, for the artist has not in any way individualised
him; he has given him a head of a general athletic type, the
same as he has used for the youth following him on the right.

The figures at the left extremity of the relief are still con-
nected with the central scene. Behind Alexander a nude
figure hurries to help with a piece of drapery over his arm.
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F16. 43. HEAD oF A MACEDONIAN.

The action of running is admirably seized. No less excellent
in action is the next figure, the Persian with the bow. With
his left hand he holds the bow, with his right he pulls the
string; the sleeves of the candys flutter behind him. At
the right-hand end are another Greek and Persian, but not
connected with the, main incident. Here i1s a separate
incident, the slaying of a stag. The latter is seized by the
Greek youth in the chlamys and threatened with the (lost)
spear; the movement is more graceful than convincing. The
Persian swings his axe in an action similar to that of him
behind the lion. His pose exactly corresponds to that of the
archer at the other end, and gives to the whole picture a
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character to the reliefs; but they are historical in a very
narrow but typically Greek sense, a general, broad, idealised
history. Alexander is the only actual individual that appears
here, and he seemed even to his contemporaries as a sort of
demi-god; beside him are only representatives of classes,
no persons. It is useless to try to give a name to the
battle as that of Issus or Arbela, to distinguish individual
Macedonians and Persians, or to recognise in one of them the
“lord of the tomb; ” the artist has merely aimed at a repre-
sentation of a battle between Alexander and the Persians
in a truly Hellenic generalised manner. The hunting scene
shows Alexander after the conquest of the Persians: he
consorts in a friendly manner with Persian nobles and joins
in their hunting expeditions; this picture, too, is of a typical
and general character. Persian nobles hunting, battles
between Persians and Macedonians and Greeks, together
with those between Greeks and Macedonians (these are shown
in the small reliefs), all combine to give a picture of the life of
the time, but with typical and not individual figures, with
general incidents and the introduction of unhistorical heroic
treatment of dress.

Did the sarcophagus really illustrate events accurately in
time and place as has been suggested, in complete defiance of
the principles of Greek art, it would be in opposition to every-
thing that we know of the style of Greek tombs; only if the
historical is translated into typically general terms does this
sarcophagus take its place in the history of art.

The pictures show unequivocally that the aim of the
artist was not the representation of Greeks and Macedonians,
but of Persian nobles of the time of Alexander, hunting and
fighting. The decorative ornament of the coffin corresponds
with this in its constant use of the Persian gryphon. And
this fits particularly the designation of the sarcophagus as

deduced from the place of its discovery.
K
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custom of putting inscriptions on underground tombs will
have fallen into disuse. Still less important is the absence
of the golden diadem; the gold band on the tomb of Tabnit
is not a symbol of royalty, but an ornament usual in that
period which occurs on many other (not royal) tombs. The
so-called Alexander sarcophagus is therefore to be regarded
as that of a Sidonian king. It is, together with three smaller
contemporary coffins, the last and most recent in the collec-
tion; it must be that of Abdalonymus, the last king of the
Sidonian dynasty. This well-defended proposition of a Ger-
man scholar, Franz Studniczka, is most probably correct.
The recent decision of the date of the sarcophagus (which is
then attributed to a rich Sidonian merchant who had bought
it second hand) by means of a didrachma of Ptolemaeus Soter
of about 230-217 discovered on the floor of the burial chamber
1s a mistake. For this coin can only give a * terminus ante
quem.” As the burial chamber must certainly have been
visited at least by grave-robbers there is nothing surprising
in this discovery. Abdalonymus was set upon the throne of
his fathers by Hephaestion at the bidding of Alexander
about 333 B.c.; rich treasures and an extension of territory
were given him at the same time.!

Besides this we only know of him that he once sent some
exquisite perfume (pipor) to Alexander. Great deeds he
certainly did not achieve. It were a mistake, on the lines
of the false premises referred to above, to recognise scenes
from his life on the sarcophagus. He himself does not appear
in the reliefs, the aim of which is more general. We have
also already remarked that the orientals there represented
are purely Persian in type and costume and not Semitic. But
the nobility, so to speak, to which class the Sidonian king was
reckoned, were the distinguished Persians who surrounded
the king, the class in which his predecessors were honoured

! Curtius Rufus, History of Alexander the Great, iv. 1, 16-26.
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Fig. 44. HEAD orF NIOBE.

Pliny (Naturalis Historia, 36, 28) mentions the original as
situated by the Temple of Apollo next to the Theatre of
Marcellus on the Campus Martius at Rome. He reports that
it was disputed whether it was by Scopas or Praxiteles.
Thus in Rome the artist was no longer known. We may
agree with the connoisseurs of that time in so far as the work
certainly belongs to the schools of Scopas and Praxiteles and
to the prime of Attic art in the fourth century B.c. The
pathos expressed in the faces is peculiarly related to Scopas.
But it is not likely that the group was really by either Scopas
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GROUPS 59

Fig. 45. THE Laocoon. Restoration.

Executed in the Albertinum, Dresden.

Is given more prominence than in the case of almost any
work of art of the first rank. But the task of the archae-
ologist is to settle the Pn:br‘:itif.}]‘l of the work in its relation to
other works of the same style, to judge its worth with a
sober and l.ln}ut'vj udiced cye.

The original place from which the work was brought to
Rome cannot be ascertained. The date of the group has been






GROUPS 161

Figc. 46. HEAD oF THE Laocoon.

Medical science flourished greatly in Alexandria and de-
veloped particularly after the time of Ptolemy. The sculp-
tors seem, to the advantage of their technique, to have
borrowed its accurate observation of anatomy and Ir}:}'sin—
logy. In comparison with these great qualities isolated in-
accuracies of proportion, such as the extreme length of the
left leg of the father and the shortening of the left leg of the
elder son, may be regarded as the excesses of genius rather
than as actual faults. The smallness of the boys 1s probably
L
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Fi15. 47. MARBLE STATUE oOF ODYSSEUS,

3, 218, et seq.) The goddess is represented with the Corinthian
helmet and with the aegis on her breast: This detail is also
of untouched antique workmanship, and it and the whole
chlamys so correspond to the taste of the period in which
the copy was executed, that we may consider the drapery
and button as additions of the copyist in marble and the
original bronze to have been quite nude. The empty sheath
shows that Odysseus held the sword in the lost right hand.

Pausing a moment in his hasty stride he turns his head and
raises his left arm; the cautious hero stays his steps, scent-
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Fic. 48. NIXE oF SamMoTHRACE (marble). Louvre, [Mans.

votive Uﬁtrfng of Demetrius Poliorcetes on the occasion of
the victory in a sea-fight over Ptolemy,! 306 B.c., set up in the
shrine of the Cabiri, famous in the time of the Diadochi. On
the prow of a ship the tall slender goddess shares the tumult
of the sea-battle and announces the victory with a blast of

1 This date, which is based on a similar figure ‘of the goddess on coins of

Demetrius Poliorcetes, is by no means certain.  The stvle of the :]rup::n' }:-(*_.jnt_q
rather to a late Hellenistic pt::'iml.
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Fic. 49. HEeap ofF A BARBARIAN (marble).

Musée Royal du Cinquantenaire, Brussels.
the trumpet, which only stirs the fighters to a more passionate
and battle-thirsty mood. According to an attempted
restoration the left hand holds as sign of victory a standard
of the enemy. The inspired conception, rhythmic action, the
exquisite rendering of the drapery fluttering in the sea breeze,
perfect modelling of the female form, and complete mastery of
marble technique all combine to make this marvellous torso
one of the greatest masterpieces of Greek sculpture, or indeed
of all art.

The characteristic qualities of Hellenistic art appear dis-
tinctly in one of the most brilliant monuments, the reliefs of
the Battles of the Giants from the Pergamean altar and also
in the more recent though related group of the Laocoon
(Plate XLII.). They are also recognisable to a certain
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Fic. 50. MARBLE RELIEF REPRESENTING A FARMER DRIVING HIS Cow To MARKET,
Good Roman copy of Hellenistic original. Glyptothek, Munich.

extent in the Menelaus with the body of Patroclus (Place
XLI.) and in the head of Odysseus (Plate XLIIL.). This
highly dramatic artistic tendency reflects to a certain extent
the powerful and forceful character of Hellenism and the
personality of her princes, prominent in history, whose
strong and energetic qualities are shown in their portraits
(cf. fig. 59). It was the aim of these rulers to enhance their
own fame and the glory of their rule by the erection of
splendid and striking works of art. In this sense the
extensive Pergamean monuments in memory of the conquest
of the wild and warlike Galatians are to be understood. A
copy of one of these is presumably preserved in the “ Dying

Gaul ” (Plate XLVI., cf. also figs. 52 and 53). This is
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Fig. 52. HEAD oF THE DYING GAUL.

two; the pose of his whole lmd_‘;, the Sll}"}‘-m‘tiﬂg T'Eght arm
with its out-turned hand, the contracted right leg firmly
grasped by his left hand all express his struggle with the in-
creasing pain of the wound. Helpless and broken in spirit
he hangs his head, his face full of pain and sorrow, but still
preserving its savage mien and bitter rage (fig. 52). The
nationality of the wounded warrior is in spite of the idealising
influence of Greek art unmistakably expressed. For the
slim, supple, youthful figure, of unusual height, his strong
hard flesh covered with a thick skin, his h[}{]_&' {1tlitu Imdt:,
wearing only the metal neck chain (torquis), his irregular
features and coarse hair clotted with grease, all combine to
give a clear picture of the appearance of a (Galatian according
to the descriptions of the old writers.! Presumably the

1 Polyhbius, Hisfory, ii. 29; Caesar, De Bello Gallico, 1i. 30; Livy, Roman Hislory,

vi. 7: Diodoruas, Library, v, 27, & 584} Pausamias, Jtinerary -'_,f'f.ia.":'.':'. x. 10, &f 5847,

£
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Fi1c. 53. HEAD 0oF GALATIAN.
From marble group " The Galatian and his Wife."" Museo Nazionale, Rome.

artist worked direct from a model of barbarian race or used
a faithful copy from life. In any case it is a brilliant proof
of the ability of Hellenistic art to create new types. We feel
sympathy for the fainting hero, who in this last struggle
still shows the inflexible bravery of his tribe. Mortally
wounded in the battle, he has stolen a little way from the
tumult, and there on his shield he breathes his last, gazing
at the horn with which he roused his comrades to the fight,
now broken in two. This picture is developed by the
observation of this single figure by itself. A relation-
ship between the famous group in the National Museum at
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F1G6. 54. MARBLE RELIEF FROM THE ARCH OF TRAJAN, BENEVENTO.
The emperor offering up a sacrifice.

In Rome itself, apart from less important erections, there
are three triumphal arches® and two columns? that to-day
tower up as visible tokens of the Eternal City. Both styles
of monument are to be regarded as high pedestals for the
representation of the emperor to be set up on the summit,
either as a single figure on the columns, or as the driver of a
four-horse chariot on the arches. Both have the same origin,
the glorification of the person of the ruler in war and peace.
They both exhibit in their form and their sculptural
decoration the mark of a thoroughly national character.?
The architectural simplicity and noble symmetry of the
triumphal arches, which on account of their decided outlines
tell out boldly from their surroundings, make a highly
pleasing and satisfying impression. In the case of the
towering columns on the other hand, the unusual form and

1 That of Titus (single), that of Septimius Severus and Constantine (triple).”

® Those of Trajan and Marcus Aurelius.
® Phases of its development may be traced in Egyptian and Greek art.
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T W A T e

Fi1G. 55. MARBLE RELIEF FROM THE TrRaJAN CoLumn, BoME.
A Dacian regiment attacking a Roman fortress.

immense height astonish at first, but do not achieve any
permanent satisfaction. While in the first a division of the
reliefs is made possible and overcrowding of the same difficult
by the limitation and subdivision of the space, and a com-
plete view of the whole is facilitated by the moderate height
of the building, in the later the reliefs run in narrow stripes
placed spirally from the bottom to a great height, and are
only to a very small extent accessible to the eye.! The real
worth of the sculptures, both of the arches and the columns, is
in the contents of the reliefs, which illustrate and complete
the history of the Caesars from literary sources. They are
an invaluable source of information concerning the life and
culture of the state, particularly military matters, manner of
armament, encampment, fortification, etc., and finally about

! According to recent explanations, a papyrus, a painted picture-book without

text, is here represented in marble. This is a probable conjecture that cannot
be proved,
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Fic. 56. SACRIFICE oF A Sow.-T0 THE PENATES.
Relief from the Ara Pacis. National Musenm, Rome.

the conquered races (figs. 54-56). Their artistic importance
varies according to the time of origin of the individual
monuments. The reliefs of the Ara Pacis Augustae ! (fig. 56)
and the Arch of Titus are characterised by moderation in the
treatment of the scenes, quiet and dignified appearance of the
persons, and the excellence of the portraits. In the reliefs

1 'The Altar of Peace, which the Senate erected on the Campus Martias to
celebrate the return of the " restitutor orbis Romani "' from ':'Q]:-;nn and Gaul
Monwmentiom Aneyranum, ii. 37); the date of its dedication falls between the
years 13-9 B.c. The scene (fig. 56) relates to Aeneas, the ancestor of Augustus.
He is about to sacrifice a pregnant sow to the Penates brought from Troy, after his
arrival in Latiom. To indicate the gods for whom the sacrifice is intended the
Temple of the Penates restored by the emperor, in which the former are repre-
sented as youths with spears in their hands, 15 with inoffensive anachronism
introduced. The rite itself corresponds to the Roman type of such sacrifices.
This cult of the Trojan Penates and the glorification of Aeneas was observed by
Augustus and his time as a pledge of their mastery of the world.









PLATE XILVII

MTAN

sIATUE OF A MOURNING BARBARIAN WY

FLLORENCI

AMET,












AW0OY "YMNHOT0D VYEIZEVIA

SOTTIINY SNDAVIN 40 NWNTOD HHIL WOHd SIHITIHY

ITIATX HIVId









PLATE XLIX

COLUMN OF MARCUS AURELILUS

RELIEFS FROM THE

ROME

PIAZZA COLOMNNA,









Fic. 57. AN oLD Romax (marble head).
About the end of the ]{EPLLhH{‘., E:;l:.'iﬂ(l“lt']i Munich.

X

GREEK AND ROMAN PORTRAITS

-

IN consequence of the constant demand for sculptural
decorations on tombs, of the quite early custom of
dedicating portraits of mortals to the gods, and, after the
fourth century B.c., of erecting statues in honour of dis-
tinguished persons, the art of portraiture from early archaic
until late Roman times attained such wvaried excellence
that it must be placed on a level with the other branches
of antique art. It is now by degrees beginning to be
generally appreciated at its full worth. The reproductions
here collected do not give a complete representation of its
historic development, but they enable us to appreciate the
art 1n some of its most brilliant examples. Only an ex-
haustive study can give an idea of their high artistic con-
'l‘l.'fl}ti“rl. E'lI\H_] :,!HJ L{_’L}]I}ltﬁ.l ]‘l]i-lﬁtﬂ,’]':‘.' I:Iljl 1]1{.‘it‘ U.\:L"L‘Uli{h]l'!. Il E‘.‘:
a particularly engrossing occupation to derive the mind and

1G4
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IFic. 58. PLATO FROM A HERM. Vatican, Kome.

character of the person represented from his portrait, and in
the case of persons prominent in history and literature to
compare their appearance with their actions and achieve-
ments. The exercise if carried out- with the necessary
caution opens out a rich source of knowledge.

The treatment of the beginnings of Greek portraiture lies
outside the domain of this sketch. In order to recall the
earliest attempts at the reproduction of human features, it
is sufficient to refer to the masks of beaten gold discovered in
Mycenaean tombs, which have been placed in the second
half of the twcntleth century before Christ. To a later
time, between the seventh and sixth centuries B.c., belong a
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e

Fic, 5_ 1-u.1:s-r|:; GENEL PR]NL‘H;
Head of a bronze statue. National Museum, Rome.
number of nude figures of youths of stiff upright carriage;
though resembling Egyptian models in their general scheme,
they differ from these rigid achievements of non-Greek art
in the vitality of their facial expression and in the modelling
of the figure, which shows signs of direct study from nature.
It is true that an actual likeness in the features had not yet
been attempted, the repetition of a traditional type being all
that was aimed at. The classical example of this is the so-
called Apollo of Tenea (Plate 1.), a work from the school of
Dipoinos and Scyllis, that was once set up over a tomb. In
the sixth and fifth centuries ancient Attic art produced in its
swift progress many creations full of vitality though still
without individual character. Such are the female figures
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Fic. 60. HeLrLexistic Privce, known as Antiochus III. of Syria.
Marble head. Louvre, Paris.

dedicated to the goddess Athena that came to light not very
long ago on the Acropolis at Athens (Plate I1., figs. 1 and 2);
also the famous stele of Aristion by the artist Aristocles,
a faithful picture of Attic manhood of the end of the sixth
century B.C.

When Greek art reached its highest point in the fifth
century, portraiture was still content with this idealism and
busied itself with the reproduction of artistically excellent
but quite g{:nera]iscd types. This is recognisable in the
reliefs from Attic tombs.

One of the most active and celebrated of the workers in
bronze was Cresilas (second half of the fifth century B.C.).
The copy of the head of his statue of Pericles (Plate L.) is a
brilliant proof of the importance of this artist. In this
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Fic. 61. Bust or GrREEN BasarTt, known as Caesar.

Once the property of Frederic the Great. Imp. Museum, Berlin,
head, stripped of all inessential details, we have the xaAds
khyatlds dvijp, the refined man of the world in perfection.
Cresilas has not attempted a representation of an individual,
but has created a strongly idealised portrait. In contrast
to him stood the somewhat later Attic bronze worker
Demetrius. According to literary records this artist aimed
at absolute realism and earned the epithet “ &vbpumoroiss,”
““modeller of men.” Unfortunately it has not yet been
possible to get a clear idea of his style from statues. The
venerable Homer (fig. 72) is in the quiet distinguished style
of Attic art of the last decades of the fifth century. The
bust of the philosopher Plato, preserved in copies, gives us a
clear idea of the qualities of the Athenian Silanion who
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Fic, 62. TeErrAcOTTA HEAD OF AN oLD RoMan.
From the second half of the last century B.c. Museum of Fine Arts, Boston.

worked in the middle of the fourth century B.c. (fig. 58).
A simple, almost insipid conception, an honourable truth to
nature without any intentional expression of spiritual im-
portance, characterise the portraits of distinguished persons
of this master and others of the same school {LI Socrates in
the older tvpe, fig. ﬁ{}} This movement is particularly

valuable, because it gives -the literal truth. Thus the un-
inspired portrait of Plato presents a strong contrast to the
impression that one forms from the writings of the deeply
spiritual poet-philosopher and charming stylist. A further
phase of development that followed was influenced by
philosophical study and aimed at the interpretation of inward
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IFig. 63. MARBLE HEAD oF A Roman MATRON.
Sometimes called Agrippina the younger, but usually Agrippina the elder.
Glyptothek Ny-Carlsberg, Copenhagen.

qualities.. “ The sculptor should give expression to the
activity of the soul,” as Socrates once insisted to an artist.
This' demand was satisfied in the portraiture of the fourth
century B.c. and the following period. It was the custom
then to represent poets and philosophers in such a way as to
suggest their permanent spiritual importance; true to nature
or to accurate copies, but without insisting on accidental
details of external appearance. The imaginative statue of
Sophocles (Plate LI.) and the herms of the philosophical
thinker Euripides (Plate LII.) and Socrates, full of humour
(Plate LIIL.), are to be looked at in this light. The poetically
inspired head of the blind singer Homer (Plate LVI.), a fine
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Fic. 64, AwnTONINUS PIUs,

Marble bust showing the paludamentum. Museo Nazionale, .'\C;a_ph_-:;_

work of Hellenistic times, 1s conceived in this sense, but from
records of his personality it i1s evidently a very free and
imaginative rendering. A new movement was started by
the school and period of Lysippus; a striving after truth to
nature, a realistic conception, and the pronounced expression
of emotion are the i'L:L:u[i:l]‘Hi[!H of ‘this 5:1}'[L-. T[lc}-' are
combined in the statue of Demosthenes (Plate LV.), which
with its worn and furrowed features forms a powerful con-
trast to the idealised statue of Sophocles. In the time of
Alexander the Great and the Diadochi the personalities of the
princes come to the fore. In the rendering of these, the
portraitists have attacked new problems and solved them
brilliantly. It is no longer the expression of intellect in the
face, as in the case of the poets and philosophers, that attracts
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Fic. 65. MARBLE BuUST oF CARACALLA.
Imp. Museum, Berlin,

the eye of the spectator. In the aspect of these portraits an
historic interest is aroused in the individual physiognomies
of the powerful princes, who seem born to command (fig. 59).
A preliminary step in this development is the head of Alex-
ander (Plate LIV.) full of youthful fire. A greater contrast
than that between the quiet nobility of the Pericles and
the aspiring determination of Alexander can scarcely be
imagined. This difference is also illustrated by the heads
from the Sidonian sarcophagus (cf. figs. 38 and 43), in so far
as they are not entirely idealised. Restrained energy,
temperate thinking, and quiet presence of mind are expressed
in the noble dignified head of a king (fig. 60), a man of age
and experience. It is thought to be the powerful enemy of
Rome, Antiochus III. of Syria.
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Fig. 66. Bronze Heap oF THE EsMreEror MaxiMminus THRAX.
Antiquarium, Munich.

Certain portraits of foreigners of various periods deserve
special notice. In them the strange un-Greek form of head,
the manner of wearing the hair and beard, and the peculiar
expression of the face are noticeable at the first glance, and
stimulate to an ethnographical study of these types. These
unaccustomed features must have attracted much attention
then as now, especially as the nations or individuals in ques-
tion were often in the fore-front of political or military in-
terest. The two examples here given (figs. 59 and 60) and the
Barbarians (Plate XLLVI. and figs. 49, 52, and 53) indicate the
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Fig. 67. MARBLE HEAD oF A Roman Lapy.
Between the second and third century a.p. Glyptothek Ny-Carlsberg,

Copenhagen.

ability of the Hellenes in the characterisation of such types.
Though somewhat ennobled by art, the nationality suffers
nothing thereby.

Hellenistic art did not experience an immediate develop-
ment on Roman soil. On crossing to Rome, Greek art was
met by a comparatively advanced, specifically Italian portrait
art. This art is represented in' the numerous Etruscan
portraits preserved, of which the uncompromising fidelity to
nature places them in the front rank of realistic work. But
the majority of Roman portraits present the result of a
combination of an already advanced national style and the
influence of Greek art in conception and technique. One of
the oldest examples of this type, although the date is not yet
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Fic. 66. HEAD oF THE MARBLE S5TATUE OF SOPHOCLES,
In the Lateran, Kome.
latter’s death,! an accurate portrait of the great poet was
handed down to posterity. It does not seem probable on
grounds of style that the Lateran statue is a reproduction of
this work. Its relation to the bronze that was subscribed
for by the Athenians ® at the suggestion of the orator Lycurgus?3
cannot be traced in the absence of a description of the same.
According to the style and composition the Lateran statue
is from an original about the middle of the fourth century,
and the work of an Attic master whose work was related to

1 Vila Sophocles, ii. ;':‘.]_1!'i.nLEl:i in Eleclra, ed. Otto Jahn-Michaelis.

2 Lives of the Ten Orators, 841 F, with which compare Pausanias, Ifinerary of
Greece, i. 21, 1. According to this the work originally stood in the Dionysos
theatre at Athens, which was completed about 319 B.c. The date of the installa-
tion of the statue may be obtained from this, as the honouring of the three great
dramatists, Aeschylus, Sophocles, and Euripides, would be most appropriate
to the decoration of the I_Juihiil]:.i of ].}.'r_‘,nu‘_f,_-;'tl.:-;.

» After 340 B.C., l:J'cu'tn;L'!-'Lj,.' towards the end or even somewhat after the public
activity of this treasurer (327).
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the Praxitelean school. As this second work stood where
all could see it and was very popular, it would probably be
the first to be copied and the connection is quite plausible.

The statue is an ideal portrait of the type customary from
the fourth century. In the full enjoyment of manly vigour
and strength the poet stands before us, the left foot ad-
vanced in the action of walking, the easy pose of the arms
contrasting with the action of the legs and bringing the
necessary feeling of repose to the statue. This towering
figure, full of nobility and self-conscious dignity, yet devoid
of pride and all affectation, is the model of xakds xayaflds avip,
the refined man of the world of the fifth century B.c. The
hand of a great artist 1s recognisable in this excellent copy,
particularly in the treatment of the ample cloak that covers
the greater part of the body. One hesitates which to admire
the more, the smooth spaces in which the forms of the body
are more revealed than hidden, or the rich variety of the
folds, that in all their manifold lines still present a uniform
whole. The effect of the statue is enhanced by an examina-
tion of the noble regularly formed head. It is slightly
raised (fig. 68). ‘The expression of the face, which,
wreathed in abundant hair and beard, suggests sublime
wisdom in the high forehead, and eloquence in the fine
formation of the mouth, i1s as bright and clear as it is serious
and spiritual. The look of the seer in the upward glance is
combined with the thorough development of an opulent and
active mind. In the aspect of this portrait it is possible to
imagine oneself in the presence of the poet himself, to forget
oneself in the contemplation of his mind and character.”—
Welcker. The head combines the impression of spiritual
and physical existence in the highest manner and increases
the worth of the statue. It is regarded as the finest antique

portrait preserved, a monument precious to the whole of the
civilised world.,
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IFi6. 069, MarpLE BUsST oF SOCRATES.
Museco Wazionale, Naples.

the great philosopher at a ripe age. The massive skull,
which rises steeply from the furrowed forehead, curves in a
long shallow arch, and is for the most part devoid of hair;
only at the back is it covered, none too thickly, with lightly
curling locks. The beard starts directly from the ear and
falls in long single strands downwards, the -unusually long
moustache hanging over it in two rolls. What at once attracts
the notice of the spectator is the curved snub nose with its
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Fic. 70. MARBLE STATUE OF ALEXANDER THE (LREAT.
Glyptothek, Munich.

the portrait of an extraordinary personality is most clearly
recognisable. The beautiful head, turned in harmony with
the body a little to the right and slightly raised, rests on a
strongly modelled neck. Its strong and at the same time
tender youthfulness captivates the beholder. The abundant
curly hair, that in the middle of the forehead rises in separate
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Fig. 71. DemosTHENES. Marble head (bust restored).
Glyptothek Ny-Carlsberg, Copenhagen.

two clasped hands came to light among a number of marble
fragments near the Palazzo Barberini. As the hands in the
statue of Polyeuctos were clasped in this manner these are
considered parts of a third replica! Thus the fore-arms of
the two nearly complete statues can now be reconstructed,
and the statues themselves attributed with certainty to
Polyeuctos, as the original could from its style quite well
belong to the third century and would most probably be
copied from a statue erected on such a famous spot. The

! Plutarch, op. cif. 31, €orpre 7ols daxrTohovs cvedywr S dAMjAwr (that is
to say, Demosthenes). [t is thought that the position of the hands and the whole
attitude were typical of Demosthenes the orator, and became traditional after
his death. In this case his outward appearance i3 here plastically embodied for
all time. At the same time the clasping of the hands. so effective in this statue,
is demonstrably typical.
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Fig. 72. Heap or Homer. Marble (bust restored).
Vatican, Rome,

inferior n‘f}rlcmanahip. [n the Schwerin bust the lower part
of the nose i1s the only restoration worth mentioning.

A blind old man is represented with a realism that Greek
art only attained after Alexander. Both age and blindness
are expressed in a masterly manner. Age is indicated by the
shrivelled skin all lined and wrinkled, and in the way the
hair is combed forward from the back without disguising the
baldness above the forehead; his blindness is shown in the
peculiar modelling of the eyes. The eyeball is noticeably
small and sunk deep in the shrunken sockets. This has the
effect of suggesting the extinguished, vacant look of a blind
eye. Added to this is the position of the eyebrows, of which









HNOY "HHIOIVANISNOD FHI 40 IIVIVL sIHdVd JHHANOT

NVINOYM NMONMNA NV 40 AVIH JZNOUE VddI¥N DYV J0 1S4

[TAT dLVId









230 GREEK AND ROMAN SCULPTURE

inexorable energy, only restrained by practical common sense
and inflexible determination are the characteristic features
of this man. These characteristics, which must have
exercised a powerful influence on all around him, are so
emphasised in the portrait as to repel rather than attract, at
any rate on the first impression.!

On the other hand, the face of the unknown man which
is so excellently rendered in this well-preserved bronze head
is strongly attractive. Though its place of discovery is
unknown, the head has been traced to the collection of
Cardinal Rodolfo Pio di Carpi in the sixteenth century. It
was bequeathed by him to the town of Rome, and on his
death in 1564 became the property of the magistrates of
Rome. Since then it has become famous as one of the
finest pieces in the collection of the Conservatoire. The
personality of the sitter interests the observer at the first
glance. It 1s a faithful portrait from life with all the
accidental features of external appearance. The large ears,
the thick eyebrows, the short beard, the high forehead
prominent at the base, the curious bitterness of the large
mouth, and the long nose are all the result of accurate
observation of nature, and the thin and sunken character of
the face and gloomy mournful look in the eyes ? show under-
standing and power of expression. But the general im-
pression i1s of a character study raised to a certain extent
above the accidental. The person represented, who is
advanced in years, does not exhibit any very high spiritual
qualities, but a cold and clear understanding, unshakable
earnestness, caution, and foresight. Thus this bronze may

'The character of Agrippa was ‘' homely rather than polished ' (* vir
rusticitati propior quam deliciis,”” Pliny the Elder, Nafuralis Historia, 33,
26). His character is indicated by Pliny in the strong and typically national
expression forvitas (wildness). In Agrippa the * old Roman ™ is still dominant,
though he was by no means without humanitas in its widest and noblest sense.
He represents the combination of an older and a newer period.

*The eyes are inlaid; the pupils are of some brown material, the cornea white.
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strongly-built man in the prime of life. He stands with his
weight on his right leg, the left drawn back in the action of
walking. He is in the armour of the Imperator. In the
bare feet a suggestion of heroic treatment has been proposed,
but it seems rather that the academic artist has only followed
the old tradition of Greek art. The pose is also modelled on
a Greek type, the Doryphorus of Polycletus. These are in-
stances of the Greek-Roman eclecticism exercised in the art
of the time which has its analogy in contemporary literature.
Over the tunica, that reaches almost to the knee, he wears a
leather jerkin and coat of mail. The Paludamentum was
worn over this, but has slipped down and lies in a sweeping
line across the middle of the body, is held by the left hand,
and then falls straight down. The drapery also shows the
spirit of the academic sculptor of the period, and occurs also
in the Orestes of the group on Plate XLIV. The left hand,
in accordance with the warlike character of the armour,
probably held a spear and not the sceptre, which is a
restoration. IFrom the commanding gesture of the right
hand Augustus is evidently silencing the assembled host
preparatory to making a solemn speech.! Below on the
right-hand side an Amor riding on a dolphin refers to
the derivation of the house of Julian from Venus.® In
the somewhat realistic and individual features of the two-
year-old boy a resemblance has been found to Caius, the son
of Julia and Agrippa, born in the year of the Parthian
successes. This, of course, is only a supposition.

The admirable head rests on a strong neck and shows the
same short hair as the other portraits of the emperor. In

' Other emperors are represented in a similar manner on historic monuments
like the Trajan column and on coins. In the latter the address is indicated by
the inscription * adlocutio,”

* " Clarus Anchisae Venerisque sanguis "' (" famous offspring of Venus and
Anchises '), sings Horace in the Carmen Sacculare, 50 (cf. Odes, iv, 15, 32, Almae
progeniem Veneris canemus,” * we will sing the descendant of blessed Venus ).
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cold calculating features have an unsympathetic, almost
repellent, effect.

What makes this statue invaluable, and attracts the
attention of the eye more than anything else, is the lorica
with its ornamentation. It faithfully reproduces a cuirass
of beaten metal and gives in the reliefs a characteristic example
of the embossed metal-work revived at that time (fig. 73).
The leather straps that hang from this over the shoulder and
hips belong to the jerkin. Fastened at the top with two
shoulder pieces, each adorned with a sphinx, the whole of the
front of the armour is decorated with symmetrically arranged
reliefs. . The central group, of which the figures are in
stronger relief, represents the voluntary yielding up in
20 B.C. of the Roman standard that had been in the posses-
sion of the Parthians from the time of the defeat of Antony
and Crassus. A warrior in the arms and uniform of a Roman
general, formerly quite improbably interpreted as Mars
Ultor, accompanied by the hound sacred to this god,
stretches out his right hand to receive a legionary eagle from
a somewhat smaller bearded barbarian. Quite recently the
youthful warrior has been recognised as an idealised portrait
of the twenty-two year old Prince Tiberius, who as the
messenger of his step-father fetches the signa® and is accom-
panied by the war dog as guardian of the frontier. The
Parthian is thought, on account of the diadem, to be King
Phraates IV.2 But it is more probable that the humbling of
the Parthian kingdom in general before Roman military
power is all that is intended. On either side are seated
female figures, of which she on the left holds a sword with a
hilt in the form of a bird’s head, the other a large war trumpet
ending in a dragon’s head and an empty sheath, while before
her lies a standard in the form of a boar. They represent the
provinces of Hispania and Gallia, against which Agrippa

' Suetonius, Tiberius, g. 3 Cf. Horace, Episties, i. 12, 27,
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remind one directly of the festival song, and altogether the
reliefs give expression to the joyous feelings of the Roman
people over the tranquillity of the universe and the blessings
of peace which sound all through this and other famous
odes of the poet! Statue and song are mutually illustrated
by a comparison.

PLATE LIX

MarBLE STATUE oF A WoMAN FrRoM HERCULANEUM

Albertinum, Dresden

This admirably preserved and well executed statue of the
Augustan period was discovered, together with two other
similar but smaller statues, at Herculaneum in the beginning
of the eighteenth century, on the occasion of the excavation
instituted by General Prince von Elbouf. With these it was
sent to his uncle Prince Eugen von Savoyen and set up in the
latter’s palace at Vienna. On his death in 1736 it was
acquired by King August 1II. of Saxony, and under the name
of the * large Dresden Herculanian woman ”’ formed one of
the most famous works of the * Augusteum ** collection. It
is now in the Royal Sculpture Gallery, the Albertinum.
The three statues have been recognised as true representa-
tives of the Greek antique, particularly among the supporters
of Winckelmann. They contributed in no small degree to the
improvement of artistic taste in opposition to the then
prevalent baroque style.

A youthful female figure is presented in a life-like manner

Y1IV. 2, 4, 5, 14, 15.—Also the dedication of the Ara Pacis (cf. p. 187) is
another expression of the same feeling.
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or a statue from a tomb. It cannot be denied that the gentle
sadness of the face is appropriate to both Demeter and Core,
and it is a fact that types similar to that of our statue occur
in the representations of these goddesses. But in the absence
of a determinative attribute this remains a mere conjecture.
And whether the three originals were originally grouped
together or were single Greek figures only joined in a group
in Roman times, their original destination as votive gifts or
decorations of a grave is still possible. Such sculpture can
be traced in similar positions. The gesture and draperies of
the Herculanean were already customary for statues of
mortals from about the middle of the fourth century B.c.
The designation of these three statues cannot be finally
settled until the place and conditions of discovery are
accurately known. The suggestion that they were erected
in memory of three Herculanean women seems plausible.
In this case the statues, as was frequently the case with
Roman portraits, must have been reproduced in an idealised
style after Greek models from the best period. But it is
also possible that the three figures were set up in Hercula-
neum in the decoration of some house or square as copies of
Greek representations of goddesses or mortal women.

We must content ourselves with these hypotheses. But
with or without an explanation the beauty of the modelling,
the decided outlines, the rhythm of the drapery, the
unaffected nobility and gracious charm of this figure will be
felt by every observer. Particularly noticeable is the
earnestness of the whole statue, the ** noble simplicity, quiet
greatness,” which justify the epithet ° divine” which
Winckelmann applied to “ this masterpiece of Greek art.”
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It shows strength of will and purpose, clear practical under-
standing, and marked self-reliance, but at the same time a
certain primitiveness and want of refinement. These are
qualities which this head has in common with the majority
of those of the unknown’s fellow-citizens, and are in fact the
fundamental features of the Roman character. But the
general impression is distinguished owing to the imposing
effect of the toga, which enwraps the body in full richly
draped folds and gives a stately appearance to the figure.
Concerning the form and arrangement of this garment, and
particularly the origin of the overlap on the right side of the
body, the so-called sinus, absolutely authentic information
has not yet been obtained. What may be regarded as
permanent or probable is as follows. The toga, a woollen
garment of heavy material and white in colour, was cut in
the form of an oval and about three times the height of a man
at the shoulder. Doubled, it was first thrown over the left
shoulder with a third of its length hanging down in front,
so that it reached the ground; the remaining two-thirds
was then taken across the back and under the right arm,
drawn across the chest and again thrown over the left
shoulder. This form of the toga is here recognisable in an
excellent example, apart from slight deviations from the
usual in detail; thus the right shoulder together with the
arm and hand are wrapped in the cloth. Certain precepts
of Quintilian® concerning the wearing of the garment are
illustrated in the statue. The round form is seen at the hem
of the cloth,* the sinus reaches to the right knee? the

balteus, the part that lies across the chest, appears neither

! Imstitutio Oratoria, xi. 3, 137, ef seq.

" Ipsam togam rotundam esse et apte caesam velim ”* (* I would have the
toga itself cut round and neatly "').

*** Sinus decentissimus, si aliquo supra imam togam fuerit, nunquam certe sit
inferior ** (** the *sinus’ is most seemly, if it is a little above the lowest part of the
toga, it should never be below this”). (For the MS. " togam " in most editions
" tunicam " is inserted.)
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ROMAN CITIZEN WEARING THE [OGA

BRITISH MUSEUM, LONDOXN






























