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BRONZE HEAD OF ARTEMIS.

“ This head, which s of the finest period of Greck art, has been called
Aphrodite, but is more probably Artemis. It has been broken off jfrom
statue, the hand of which s exhibited in Case 44.”—British Museum
GQuide Book, by Mr. NEWTON, Keeper of Greek and Romom Antiquities ot
the British Musewm.

The back and crown of the head are wanting. The eye sockets are
hollowed, as hoving originally had eyes of glass or enamel.

It is said to have been found in Armenic, where it was bought by the
Turkish Pasha, who sold it to Signor Castellant, of whom it was purchased,
with the hand, by the British Museum Trustees for a very large sum—it is
said, £10,000—a price which some think not too high for itz value as an
example of rare beauty.



PREFACE TO FIRST EDITION.

HE Study of Antique Sculpture has two principal direc-
tions, the Historie or Archaeological, and that on the side

of Art. Each view has its own special interest, and both con-
tribute mutually to the elucidation of the general subject; but
while the one has comparatively little direct relation to the
cultivation of the fine arts, the other is constantly concerned
with artistic practice as well as the principles. The great truths
which ancient art evolved, and which remain as firmly estab-
lished as those which science has determined, belong to art, not
to archeology. Feeling this to be so, I have endeavoured to lay
before the reader the view of an art student, as that which is
more directly the intention of this volume. This course seemed
not only the one which chiefly concerns the interests of art, and
calculated to conduct to the full appreciation of the beautiful in
sculpture, but, at the same time, the more practical and the more
suitable for a short treatise with illustrations. To have attempted
more in the historical section, even had it been possible within
the limits, and had I been qualified to deal fully with so large a
subject in all its varied relations, would have been to distract
attention from the main point. Enough, however, it is hoped,
has been said of the history of sculpture to lead those who are
disposed to follow out the archeeological view, to seek the fuller
information to be found in the many elaborate works upon the



viii PREFACE TO FIRST EDITION.

subject. It may be some solace for the lack of much that would
certainly be indispensable to a bulkier work, to bear in mind that
the views of archeeologists are liable to modification and some-
times to serious revolution, while much is constantly left as
matter of opinion and controversy. The archaeological side of
art is always fruitful in speculation, with a considerable border-
land of disputed ground, while the art view is more safely
occupied in the perception of the beautiful, the comprehension
of the principles which regulate all works of art and which are
specially disclosed in sculpture, and the understanding of the
characteristics of the various styles. There is no difficulty in
arriving ab certain broad distinetions in the examples that have
fortunately been preserved to us, and this will, it is hoped, be
facilitated by the numerous engravings.

The arrangement of the subject under the sections of Technie,
Zisthetic, Historic, and Examples, is so far new that it is offered
with some diffidence. I adopted it only after having sought in
vain for any model to follow which seemed systematic, and at
the same time free from the complexity of more elaborate and
exhaustive works.

Being a handbook only, this volume does not pretend to do
more than open out the principal paths which lead to the great
mountain region that has to be climbed before any wide and
comprehensive view can be obtained of ancient sculptural art.

G. R.

CrioxrEwoop, Loxpon, N.W.,
March, 1882.



PREFACE TO SECOND EDITION.

N impression of 2500 copies having been sold within
about three years, a second edition of this ¢ Manual’ is
consequently required. The author may be permifted to con-
gratulate the public as well as himself on the fact. It testifies
to the existence of a large body of students not to be daunted
by the difficulties of a subject so subtle and intricate as
ancient sculpture, provided the writer avoids abstruse questions
and unnecessary technicalities.

If my readers were not dissatisfied with the first edition, I
venture to promise them that they will find the second both
carefully revised and enriched with fresh matter of interest.

As ‘The Athenmum’ in an appreciative review cordially
recommended the ¢ Manual’ when it originally appeared, and
commended my plan of treating the subject under the sections
of Technic, Asthetic, Historic, and Examples as “mnot only
well suited for the instruction of the tyros whom the hook
more parficularly addresses, but might well be adopted for a
work on a more exhaustive and serious scale,” I may say,
with some regref, that circumstances forbid me to undertake
the elaborate treatise thus suggested. But I shall hope that
some one fully capable and with more leisure may be prompted
to adopt such a plan to the construction of a full and scientific
exposition of the mnoblest and most consummate of all the
branches of ancient art.

G. R.
CriokLEWoOD, March, 1886.
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F16. 1.—BAS-RELIEF FROM THE PARTHENON FRIEZE.

ANCIENT SCULPTURE.

EQYPTIAN, ASSYRIAN, GREEK, ROMAN.

EFORE entering upon the different styles of ancient

sculpture it is necessary to understand what sculpture is,

and the various forms it has taken. First, as to what it is in

regard to technic and material ; next as to what it is in esestheties.

The history and examples of the various styles will then be
more readily followed.

The subject, therefore, may be conveniently treated in four

sections—

I. Tronyio, II. Afstarric. III. Historic. IV. ExamprEes.

Some of the chief statues in the great museums of Europe

are described in this last section.
AS. B



SECTION I—TECHNIC.

Tar word scULPTURE, derived from the Latin sculpo, to carve,
is applicable to all work cut out in a solid material in imitation
of natural objects. Thus carvings in wood, ivory, stone, marble,
metal, and those works formed in a softer material, not requir-
ing carving, such as wax and clay, all come under the general
denomination of sculpture.

But sculpture, as we are about to consider it, is to be distin.
guished by the term sTaTuaRrY, from all carved work belonging
to ornamental art, and from those beautiful incised gems and
cameos which form the class of gLypTICS, a word derived from
the Greek yAd¢w, to carve, as well as from the works of
the medallist. It must be borne in mind, however, that the
sculptor does not generally carve his work directly out of
the marble ; he first makes his statue or bas-relief in clay, or
sometimes in wax. It is scarcely necessary to say that the
most primitive sculptor naturally took clay for his work, as
the potter did for his ““wheel.” This method enabled him to
‘“ sketch in the clay,” and to perfect his work in this obedient
material. Michelangelo and such great masters could dispense
with this, and when they chose could carve at once the statue
from the block. The ancient Egyptian sculptors, and after them
the Assyrians, carved their gigantic figures from the living rock.
The rock-cut temples of India show similar work. (Figs. 3, 57).

Carving is, however, of secondary consideration—with the
exception of the special work of great masters just referred to—
and it is the modelling in the clay which is the primary work.
Sculpture is therefore properly styled ¢ plastic art,” from rAdoow,
to fashion or mould. The “ model,” as it is lermed technically, is
afterwards to be ‘“ moulded ” by the exact application of liquid
plaster of Paris (sulphate of lime; gypsum, deprived of its
water or unslaked), in a proper manner. By means of the
mould thus formed, a cast of the original clay statue or bas-



MODELLING AND MOULDING. 3

relief is taken by
a similar use of
the liquid plaster.
This liquid plas-
ter has the pro-
perty of solidify-
ing, or “setting,”
as it is techni-
cally called, by a
kind of erystal-
lization, and it
thus takes any
form to which it
is applied. The
clay model, there-
fore, is like the
original drawing
of a painter, a
master work. It
is something
more ; it is the
result of a pre-
vious step, for
the sculptor has
probably made a
drawing  before
taking the clay
in hand. Inall
bas-reliefs  the
sculptor first
draws his design
on a slab and
fills it in after-
wards with the
clay, proceeding
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<3

A

\ S vl

F16. 2.—PART oF THE EGYPTIAN STATUE OF MEMNON
IN RED GRANITE. [In the British Museum.

The face measures 3% feet from top of forehead to chin.

then to model the forms. The sculptor, therefore, is less a
carver than a designer, a draughtsman, and a modeller. This
being 0, he invented a method of mechanical measurement by

B2



4 THE SCULPTOR A DESIGNER. “POINTING.”

which most of the carving could be done by skilled labour;
the sculptor taking it up to give the finish which a master
hand alone can bestow. That this was an ancient practice is
shown by an example in the Museum of St. John Lateran at
Rome of an unfinished statue of a captive, which has been left
with the “points” on the surface; so placed by the master as a
guide for the workman.

In the process of “pointing,” the model and the block of
marble are each fixed on a base called a scale-stone, to which a
standard vertical rod can he attached at corresponding centres,
having at its upper end a sliding needle so adapted by a move-
able joint as to be set at any angle, and fastened by a screw when
so set. The master sculptor having marked the governing points
with a pencil on the model, the instrument is applied to these
and the measure taken. The standard being then transferred to
the block-base, the “ pointer,” guided by this measure, cuts away
the marble, taking care to leave it rather larger than the model,
so that the general proportions are kept, and the more.important
work is then left for the master hand.

The process of pointing, which was probably "employed in
some shape by the ancient sculptors, though not so accurately
as in modern times, is of course not applicable to metal
statues.

The nature of the material in which a sculptor carves neces-
sarily influences the character of his work ; the harder the stone
the more difficult to give it the pliant forms of life. The
most ancient and the grandest in size of all works of sculpture
are in those kinds of hard stone, such as basalt, granite, and
porphyry, which cannot be worked sufficiently by the chisel, as
they would either break the edge of the tool if the steel were
too hard, or turn it if too soft. It is very remarkable that the
most ancient and perfect Egyptian statues (Fig. 2) should have
been formed out of these very hard stones; and as the ancient
Egyptians were not acquainted with steel, they must have been
dependent on bronze of various degrees of thardness for their
cutting fools.

That it was part of the grand scheme of the Egyptians to
raise monuments that would defy injury and the decaying effects



ANCIENT METHOD OF CUTTING HARD STONE. 5

of time, and that they succeeded, is shown by numerous statues
cut out of large blocks of the hardest stone, perfect after the
lapse of at least four thousand years, and likely to remain so till
they encounter the fire that made the igneous rocks out of which
they are hewn. These statues too, it should be clearly understood,
are remarkable for excellence in the work, both as to the form and
proportions, and in the finish given to the details of the features,
the dress, and the ornaments; and they show a degree of fine
work in the polishing, which compels at once the admiration and

F16. 8.—~C0LOSSAL STATUES CARVED IN THE ROCK ; IN THE TIME OF RHAMSES II.
(B.c. 1200). On the banks of the Nile.

astonishment of the world. It is conjectured that it was done
by immense labour with the chisel, the drill, and the wheel of
the lapidary, aided with sand and emery for polishing. No
ancient iron tool has ever been found; but this may be on
account of the rusting and decay of this metal. Sir G. Wilkin-
son found a chisel made of an alloy of tin and copper, not hard
or brittle, the edge of which was easily turned by striking it



6 THE GLYPTIC SCULPTOR. INTAGLII AND CAMEL

against the very stone it had been used to cut. He thought the
Egyptians possessed some method of hardening bronze.*
Assyrian sculpture was confined to bas-relief and high-relief

F1e. 4—CAMEO. GIGANTIMACHIA.
Naples Museum.
approaching the round, in the softer stones, limestone and
alabaster ; small objects only, such as the incised cylinders used
as seals, being worked in the hard stones.

Hard Stones. Greek and Roman sculptors made many statues
and bas-reliefs in hard stones. There are fine examples in the
Vatican collection, but, as might be expected from the nature of
the material, none that equal in beauty of form and expression
the works in marble and bronze. The
Vatican also contains the most remark-
able collection of sculpture of this kind
in existence, in the groups of animals,
all in the most spirited actions of sport
or combat, placed in what is called
““the Hall of the Animals.” The ex-
Fre. 5—Tax Baconto BULL, — gromely difficult nature of such work
SIGNED YAAOY (or HYLLOS). . s

may be understood when it is seen

* In a tomb at Kertch of the 4th century s.0. were found bronze arrow-
heads the file could not cut. An alloy of phosphorus with bronze is very
hard ; possibly the ancients made this by using bones and animal matter
in the melting of the metal.



THE GLYPTIC SCULPTOR. 7

that the ordinary method of the chisel and mallet in the most
skilful hands would be quite unavailing in this hard material
and upon so small a scale. The treadle-wheel, the drill, and the
file are brought to aid the chisel, and even these require the use
of emery upon the wheel of the lapidary, in the method by
which the hardest gems are cut. In fact these works come
rather under the class of glyptics than sculpture. Here it

Fi¢. 6.—AN ENGRAVED GEM IN AMETHYST, CALLED BY AGOSTINI,
KinG MasSINISsA. In the Florence Museum.

may be explained that the wheel referred to is a tool capable
of extremely nice application. It is not like the wheel of a
grindstone, but more like that of the glass-cutter, being a disc
of copper of varying diameter, fitted on the free end of a spindle,
which is made to revolve like the common lathe worked by the
foot, and the stone is brought into contact with it, guided by the



Fi16. 7.—THE GonzacA CAMEO IN ONYX. ProrLEmMY I. AND EURYDICE.

Romax WoRk. In the St. Petersburg Museuwm.



COINS AND MEDALLIONS. 9

delicate hand and eye of the artist. The cutting edge of this
disc is armed with the fine particles of emery, and sometimes
diamond dust kept moist with oil, which become embedded in
the yielding metal, and thus convert it into the finest and most
searching file, so sharp that even the diamond itself, the hardest
substance in nature, is cut in the most accurate manner. The last
touches are given with the diamond point fixed in a tool, and
sharper than a needle. Many of the most beautiful examples of
ancient classic art (Figs. 4 to 6), and many of the Italian Renais-
sance, exist in the form of intaglii and camei. The great masters
who have left their names engraved upon the face of these gems

°
©00p0c06®

Fi6. 8.—Coix or ELis-—ZEUS OF F16. 9.—~Coix oF BELIS—ZEUS OF
PuEIDIAS. PHEIDIAS.

hold a place parallel with the greatest sculptors of the age
of Perikles. When it is remembered that the glyptic sculptor
works entirely from his mind—impromptu as it were—some idea
may be formed of the profound knowledge he must have of the
beauty of the human and animal form,and the amazing mastery
he must possess over the most unyielding material.

The medallist both of ancient and modern times is an artist
scarcely less able and accomplished than the gem-cutter. The
die he carves out of the metal is a fine work of the chisel, the
punch, and the drill ; with the grinding method of the lathe to
give polish and delicacy. This is done by what is technically
called “lapping out,” which is a term taken from the use of the



10 TERRA COTTA.

“lapstone” or ¢« whet-stone,” applied somewhat in the manner
of the disc in the gem-engraver’s work.

The coins of Greece offer many fine examples of beautiful work,
besides affording invaluable records of renowned statues, such
as the Jupiter Olympius (Figs. 8, 9), the Venus of Knidos,
the Palatine Apollo, and the Colossus of, Rhodes—long since
lost—which were copied on them during the life-time of Pheidias,
Myron, Praxiteles, and other great sculptors.

The medallions by the great men of the Renaissance in Ttaly,

F 6. 10.—PErsevus wiTH THE GORGON HEAD.
Terra Cotta.

France, and Germany, both the early works which were cast in a
mould and the later ones produced by stamping with the die,
are unsurpassed by any antique works of their kind for portrait
character and beauty of work.

Terra cotta. Clay modelled and dried in the sun, or hardened
by the fire, was naturally one of the early forms in which
sculpture was developed. At once ready to hand and easily
modelled, it was adopted for the same reasons that made clay



WORKS IN TERRA COTTA. 11

convenient for the ordinary vessels of every-day use. So we find
countless numbers of ancient figures of deities, animals, grotesque
monsters, in baked or simply sun-dried clay, all more or less
barbaric and archaic in style, whether found in Mexico or
Cyprus, in Egypt or Assyria, in Etruria or the Troad. These
have escaped destruction chiefly on account of their not being
of any value as bronze and marble were, and partly from their

Coapti® P

F16. 11.—BAS-RELIEF. ATHENA PRESIDING OVER THE BUILDING OF A SHIP.
Terra Cotta.

great durability in resisting decay. The ancient Egyptians and
Assyrians applied a vitreous glaze to terra cotta objects, thus
making them more decorative and more durable; but they
never carried out this process as it was perfected in after-times
by the Chinese, and especially by those two distinguished
sculptors of the Renaissance, Luca and Andrea della Robbia.
Terra cotta was obviously chosen by the sculptors of Greece
and Rome, as it is by modern artists, with the view of preserving



12 TERRA COTTA.

the exact spirit and freedom
of the original, whether
as a sketch or as a finished
work. Although some
shrinking under the action
of the fire has to be al-
lowed for, and occasion-
ally an accidental deformity
may occur from this cause,
yet what is perfect in the
firing is certuin to possess
the excellence of the work
in the fresh clay; as it
escapes the chances of
over-finish and the loss of
truth and animation, which
too often befall bronze and
marble. As it left the
hand of the master the fire
fixes it, converting the soft
clay into a material as hard
as marble,and more capable
of resisting damp and heat.
Winckelmann  remarks,
¢ Ancient works in terra
cotta are as a rule never
bad ” (lib. 1. ch. ii).

Some interesting ex-
amples of work in terra
cotta are little figures which
have lately been found in almost countless numbers at Tanagra
in Boeotia : some of these are in the British Museum and in the
Louvre. A great number of these were shown in the Ezposition
-rétrospective of Paris, in 1878, (Fig. 12.)

ITvory. Another ancient form of sculpture to be noticed,
though no example of it remains, is very important as it is known
to have been that employed by the greatest master of the art—
Pheidias, for his grand colossal statues of Zeus (Fig. 16) and

F16. 12.—A Srave. Terra Cotta.
Found at Tanagra.



CHRYSELEPHANTINE STATUES. 13

Athene in the temples of those gods. This is called Chryselephan-
tine, on account of the combined use of gold (xpveic) and ivory
(8\égac) ; the nude parts of the figure being of ivory, probably
with colour applied to the flesh and features, and the drapery of
gold. The statue was substantially but roughly made in marble,
with wood perhaps upon it; the ivory being laid on in thick
pieces (Figs. 13, 14, 15). Much interesting research has been
given to this form of sculpture, by De Quiney especially, but
it is not necessary to enter into details which are so largely

Fias. 13, 14, 15.—SHOWING THE SUPPOSED METHOD OF WORKING IVORY IN
PIECES LAID ON.

conjectural. The use of ivory denoted a very decided intention
to imitate nature as closely as possible, though in colossal
proportions. Ivory and gold statuary was revived during the
time of Hadrian, who had a colossal statue of Jupiter made and
placed in the temple at Athens.

That statues made of such valuable materials, to do honour
to the god, should have fallen under the hand of the spoiler was
inevitable ; so that no examples of this work exist. A small
reproduction of the chryselephantine statue of the Zeus was
made under the direction of the Duc de Luynes in Paris some
years ago. in order to see the effect of such work. Many fine
statuettes in ivory have been carved by modern sculptors of
the sixteenth and seventeenth centuries, and by those of more
recent times, especially by the late Baron de Triqueti.



s

F16. 16.—THE CHRYSELEPHANTINE STATUE OF ZEUS BY PHEIDIAS,
As restored by Quatremére de Quincy. Height 45 feet.

The height of the temple in which this statue was placed was 68 feet to the spring
of the roof.



STATUES OF WOOD, 15

Wood. Statues of wood of various kinds were made by the
most ancient sculptors of Egypt, Assyria, and Greece. Many
small figures in wood, the work of the Egyptian carvers, are to
be seen in the museums; and the mummy cases show the prac-
tice of carving the head while the trunk is left only partly shaped
out of the block. A wooden statue of Sethos I. is in the British
Museum. A life-size statue in wood of Ra em ke, with the
arms separate from the trunk, and the legs also carved “in the
round,” from the museum'of Boulak at Cairo, was exhibited in
the Paris Exposition of 1867.

The Greeks called their wood statues £dava, from £éw, to polish
or carve. The statue of a god was called dyalpa kiwr—a
column is taken to mean also a statue (Plutarch). Castor and
Pollux were represented by the Lacedemonians simply as two
pieces of wood joined by a ring, hence the sign IT for the twins
in the Zodiac. The small figures of men and animals, called
by the Greeks Dwdalides as supposed to be made by Deedalus
(a name derived from dJatddAAw, to work skilfully) and his
school of artificers, were carved in wood. As we saw when
speaking of the origin of the plastic art in the rude clay, and
wood figures serving as images of the gods, these were the work
of the mechanical producers of the toy-like figures with movable
arms, which were dressed up with draperies and wreaths, and
painted for festive celebrations. Figures of this nature were
universal, and were carried about probably wherever settlers
wandered, as forming part of their religious customs. So far as
any date has been given to these, it may be said to be from
about the 14th to the 7th century before our era. Pausanias
(ix. 3) refers to the festival of the Dzdala, in which a dressed up
wooden statue of Plataea in a chariot was carried in procession,
according to the ancient myth. Plutarch also refers to the same
festival, calling the wooden statue Dedala. Pausanias (who
wrote in the second century of our era) also describes similar
figures of Bacchus, Ceres, and Proserpine, which he saw in a
Nymphaeum between Sikyon and Philontum ; in these statues
the head only was seen, the rest being covered with drapery.*®

* See ¢ Lectures of Raoul Rochette’ for much curious matter concerning
the Dedala.



16 BRONZE WORK.

The ancient Greeks began
by representing their deities
by simple blocks of stone
(NiBor apyni), which were
gradually hewn into square
forms. At length a human
head was added, of Hermes
or any other god, and they
were called ¢ Hermes, and
when used as boundary
marks, ¢ Termes, hence the
word terminal in sculpture
for busts squared at the
shoulder.

Bronze. This was one of
the most important forms of
ancient statuary. Unfortu-
nately we have to rely almost
entirely upon ancient writers
for any descriptions of the
great works of the Egyptian
and Greek sculptors in
bronze, and upon those
copies of them in marble,
which tradition tells us are
such. The original bronze
filg works have long since
) perished, some by fire, and
others by the hand of the
spoiler. Most of them will

‘be noticed when speaking of
the history and examples of sculpture. For the present we
have to attend to that which concerns the material and the
methods of working in it. The word bronze is of comparatively
modern origin, being similar to the Italian bronzo, which is, in
all probability, derived from bruno, signifying the brown colour
of the metal. The ancient Greek word for it was yai«de,® and

* Mr. Gladstone says Chalkos was copper, and that bronze was the
metal called Kuanos.—Juventus Mundi, p. 532.

F16. 17.—0sIr1s. EGYPTIAN STATUE IN BRONZE.

In the Louvre.



BRONZE WORK. 17

the Romans called it aes. The words rame and offone in ITtalian,
and a¢rain in French, mean the metal called in English &rass,
and are sometimes incorrectly used by translators for the
Latin aes. Brass is an entirely different alloy from bronze;
it is composed of copper and zine, while bronze is an alloy
of copper and tin. It is found by analysis of ancient bronze,
called aes, that it does not contain any zine; mneither is any
zine found in metal used by the ancients. Small propor-
tions of gold, silver, lead, and iron were mixed by the ancient

Fras. 18, 19.—BRONZE FIGURES. In the British Museum.

metal-workers with their bronze to give various colour to the
work ; and this was a point to which much study was directed.
Different kinds of aes are spoken of, such as the aes Cor-
nthiacum, aes Deliacum, aes Aegineticum, aes hepatizon—on
account of its liver colour—and others; but the precise com-
position of these is not known. The analysis of bronze—taken
from some nails from the treasury of Atreus at Mycenae, a
Greek helmet and a piece of armour (bronzes of Siris, Figs. 21,

22) in the British Museum, and a bronze sword found in
AS8. v
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France—givesin
100 parts, 8743
copper, 1253
tin, varying to
88 copper and
12 tin.  The
aes  Corinthi-
acum was most
highly esteemed,
and is said to
have been discovered accident-
ally by the running together of
gold and bronze articles at the
burning of Corinth by Lucius
Mummius, B.c. 146. Pliny
(‘ Hist. Nat.” xxxiv. 3) spedks
of three kinds of Corinthian
bronze. 1. Candidum, being
made whiter with the addition
of silver. 2. Golden-coloured,
from the addition of gold. 3.
A mixed alloy of gold, silver,
and bronze. The hepatizon
was inferior to the Corinthian,
but was said to be better than
the metal of Delos and Aegina.
Mr. Gladstone, in that remark-
able book of his, the ¢ Juventus
Mundi,” which abounds with
interesting matters of sugges-
tion and instruction, says, re-
ferring to the making of the
famous shield of Achilles by
Hephaistos, — “ The = metals
used were gold, silver, tin,
and chalcos, which has been

BRONZE WORK.

/A

F16. 20.—HERCULES HGLDING THE
APPLE OF THE HESPERIDES.

Bronze, 30 inches high, found in 1775
at Jehely, Sira.

In the British Museum.

by mere license of translators interpreted as brass,—for there
was no brass till long ages after Homer had rolled away,—which
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has been more plausibly taken to mean bronze, but which,
after a good deal of inquiry, I am satisfied can only mean
copper. . . If chalcos be not copper, then copper is never
mentioned in Homer. . . One of Homer’s epithets for chalcos
is eruthros, red ; and this it is impossible under any conditions
to apply to bronze. . . Surgical instruments made of copper
alone have been discovered recently in a tomb at Athens. . .
Chalcos in Homer was a very cheap and common metal ; tin a
very scarce and rare metal, used in small quantities, and even
approaching in some degree what we term a precious metal.”
Mr. Gladstone thinks it very improbable, therefore, that de-
fensive armour and utensils could have contained an eighth
part of tin, so as to be of the composition of our bronze. He
thinks that the six deities in the planetary worship of the East
were connected with the six pure metals, and a seventh, Kuanos,
which he thinks may be bronze. In order of value he places
them—gold, silver, tin, kuanos, iron, chalcos, lead. ¢ Tin was
used in small quantities for ornaments, and plated on copper.
The only articles entirely made of it were the greaves of
Achilles ; and these proceeded from a divine, not a human,
workman (¢ 1liad,” xxi. 582-590, 594).” The alloy of gold and
silver, called electrum, was so named after the word for amber
(iiexrpov), from its resemblance to the colour of that substance.
Helen is said to have dedicated a cup made of elektron, of
the exact size and form of her own breast, in the temple of
Athene at Lindos (¢ Plin.,” xxxiii. 23).

The ancient bronze-workers sought to obtain effects of colour;
as Pliny states that Aristonidas made a statue of Athamas
that showed the blush of shame in the face, by the rusting of
the iron mixed with the bronze. Plutarch mentions a Jocasta
dying, the face of which was pale, the sculptor Silanion having
mixed silver with the bronze. A representation of the Battle
of Alexander and Porus was like a picture, from the different
colours of the metal employed. Possibly these effects were
obtained by inlaying with metals of different colours.

The primitive bronze-workers began by hammering solid metal
into shapes, before they arrived at the knowledge of casting.

The ““toreutic” art, although not definitely known at present,
c2



NOT CAST, BUT REPOUSSE

SHOULDER PIECES OF ARMOUR.

F1as. 21, 22—TuE BroxNzES OF SIRIS—THESEUS AND AN AMAZON.

WORK IN HIGH RELIEF. Supposed to be part of the armour of King Pyrrhus.
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was probably that of hammering, punching, and -chiselling
plates of metal, either separately or with a view to fixing
them upon stone or wood. Much ancient work was of this
kind, as the famous shield of Achilles, described by Homer ; the
chest of Kypselos,* made about 700 B.c.; and the ornamental
work of the temple of Jerusalem. The Greek word for hammer,
opipa, gave the name of ogupfiarov to work of this kind.
Pliny refers to solid hammered work and hollow plate work,
“‘holosphyraton ” and * sphyraton.” Diodorus Siculus speaks of
statues of this kind in the gardens of the palace of Ninus and
Semiramis ; and Pausanias mentions a solid bronze statue of Dio-
nysus at Thebes, the work of Onasimedes. Many examples are to
be scen in museums. The hollow statues were built up in pieces,
fastened together with nails, rivets, and dovetails, and it is not
improbable that some method of soldering was practised, and
perhaps ¢ welding.”

The casting of metal in ioulds of a very simple kind for
small ornaments like rings, the pendants of necklaces, buttons,
and bosses, must have followed upon the discovery that metals
could be melted in the fire. There are many allusions to this in
the Bible (Job xxviii. 1, 2), and to the refiner and purifier of
“ gold seven times purified.”

As the sculptor improved in his art of modelling he would be
able to make better moulds. He would soon observe that his
solid statue was not only a costly work but a very heavy one.
He would find that solid arms broke off at the trunk from
mere weight, or that his whole figure had collapsed from the
same simple cause. Thus he would be led to seek some means
of overcoming these defects in his cast statues, which, though
an improvement upon his hammered ones in their correctness
of form, were not so durable. This was accomplished by the
discovery of a contrivance for casting metal in a hollow form.
It was done pretty much as it is at the present day, by fixing a
solid but removable mass within the mould, technically called a
“ core,” so that it did not touch the sides except at certain small

* Pausanias, who describes the subjects on it, says thewartist of thisisnot

known, but he suspects he was the Corinthian Eumelos, from comparison
with other works of his.—Lib. v. ¢. 19.
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points necessary for support. The space between this and the
surface of the mould was that to be taken by the molten metal.
There is in the British Museum a'bronze in which the casting
has failed, and the “core” is seen left within. As to the date
of this important improvement nothing satisfactory can be
stated. Theodorus of Samos is named by Pausanias, and
Rhacus of Samos by Herodotus, as the inventors in bronze work

- Y
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Figs. 23, 24.—BRONZE STATUETTES.

In the British Museum.

who distinguished themselves so much that their names are
handed down as the first to arrive at perfection in the method.
Gitiades of Sparta, Glaukias of Aegina, and Glaukos of Chios
were other sculptors in bronze of the sixth to the seventh
century B.c.

There is still another method of casting, which though
common in later times, there is some reason to consider was
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employed by the ancients for some of their smaller works, such
as the statuettes and other objects abounding in the museums
(Figs. 23, 24). This is when a wax model, after having been
completed by the sculptor, is encased in clay or plaster of Paris,
and the molten metal, for small objects, is then poured into it to
melt the wax, or the wax is melted out through vent-holes, and
s0 takes the form of every minute and delicate part of the work
precisely as it left the hand of the sculptor. The original model
is thus destroyed, and the bronze as a solid casting takes its
place in the permanent work ; hence it has been termed by the
French a ‘cire perdue’ This method, which was practised by
Cellini and before him by the great Italian medallists of the
Renaissance, has great advantages in securing the spirit of the
master-work. Some large and beautiful works have been cast
in this way in recent years, one of the most remarkable being
the group of Two Gladiators, by M. Gérome, the distinguished
painter.

It must be explained with reference to bronze casting with a
core, that this necessary contrivance has to be formed with very
considerable care and practical skill. ~The mould, which is
obliged to be formed of pieces which fit together, in order that the
model may be taken out, is first well soaked in oil; then melted
wax is applied to the inner side of the moulded parts in such
thickness as may be required in the metal of the completed
statue. But as no hollow metal statue would be strong enough
to support its own weight, or to be fixed on its pedestal as it is
to stand permanently in the attitude designed, a sort of skeleton
of iron bars is made to take the general form of the figure, and
this strong framework is firmly fixed within the mould. We
have then the mould with its wax lining, so to speak, enclosing
the iron skeleton, or ¢ armature ” as it is called, with an opening
left in the proper place to allow of pouring in the liquid plaster
of Paris mixed with pounded brick, which is to fill up the space
around the armature, and set into a solid mass close up to the
wax lining, Therefore, if at this stage the mould were taken
to pieces again, the sculptor would behold his statue as one of
apparently sclid wax. Practically this is done in order that he
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Fic. 25.—Narcissus. BRONZE.
Height 20 inches. Found 1830.
Naples Museum.

may satisfy himself of
the success of the
work so far, and cor-
rect it where necessary,
especially where the
joints of the mould
have left any pro-
jecting pieces or lines
on the wax, which
would prove trouble-
some to remove in
the final bronze cast-
ing. Then the model
is again placed in the
mould, and finally
closed up, preparatory
to melting out.

The wax, having
served its purpose, is
then got rid of by
applying heat to melt
it out of the mould
—a process requiring
care and time. Thus
the mould is once more
left empty, except the
core, and ready for the
operation of casting,
which it is not neces-
sary to enter into, since
sculptors are no longer,
as Benvenuto Cellini
was, theirown foundry-
wen. It remains to
say that the core is

removed by providing openings in certain convenient parts of
the statue, either at some line of junction in the mould; or in



¢ GALVANO-PLASTIQUE. 25

larger work, where the limbs and trunk are cast separately.
The iron armature is usually left in the legs when required, as
it usually is in equestrian statues, and others needing support.

Galvano-plastique, or the use of electricity to deposit a thin
layer of metal in a pure state upon a model, is an important
invention or application of science to art, which has been recently
carried out with perfect success. The fountain statues by Monti
in the Crystal Palace are good examples.

o
D

Z3IVY,
~3229000000.00925>

JATHY

e

o,

Fi6. 26.—GrEEK COIN OF ALEXANDER.



THE VARIOUS FORMS ADOPTED IN
ANCIENT SCULPTURE.

Havine described the various materials and methods employed
in sculptural art, we are in a condition to classify the different
forms adopted, and arrange them under the proper terms.

All sculpture is measurable; and it has three dimensions—
height, width, and depth. Sculpture in “the round,” 7. . statuary
proper, has also circumference or girth that may be measured.

SCULPTURE IN RELIEF.

1. Bas-relief, or *“ basso relicvo” is the term used when the
work projects from the general plain surface or ground, the
forms being rounded as in nature.*®

2. Flat-relief, or  stiacciato "—if the work is very little raised,
the forms being not so projecting as in nature.

3. 'Half-relief, or ‘“mezzo-relievo”—if more raised, but mnot
free from the ground in any part, as in the Parthenon and
other friezes (Fig. 1).

4. Full-relief, or “ alto-relievo "—in which parts of the figures
are entirely free from the ground of the slab; as in the metopes
of the Parthenon (Fig. 27).

5. Sunl-relief, or “cavo-relicvo”—in which the work is re-
cessed within an outline but still raised in flat relief not
projecting above the surface of the slab, as seen in the ancient
Egyptian carvings.

* The Assyrian bas-relief work is peculiar, and was, no doubt, as sug-
gested by Mr. Fergusson, painted, as were later works of the kind by the
Greek sculptors. The Assyrian reliefs may be regarded, indeed, as
sculptured pictures. Medizeval reliefs of all kinds were also painted, very
commonly.
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6. Intaglio—invented by the famous ancient sculptors in
hard stones and gems. In this the figure is cut into the stone
or metal, so that a cast taken from it, as in a seal, gives a mezzo-
relicvo or even an alto-relievo. When the gem is transparent
the figure appears as if in relief, with very beautiful effect
(Fig. 6).

Much of the Renaissance and modern sculpture combines the
four first-named kinds of work on different planes in degrees of

Fic. 27.—ArL10-RELIEVO. ONE OF THE METOPES OF THE PARTHENON.

distance, with some under cutting; thus departing from true
relief in sculpture and approaching the pictorial form.

The beauty and character of bas-relief depend much upon
the representation of outline. The projection is small in pro-
portion to the distinctness and continuity of line enforced by
this method, so conspicuously seen, in its most masterly style,
in the frieze of the Parthenon (see Fig. 1). DBesides the requisite
of a fine conception of beauty and expressive forms, the greatest
executive skill and tact are necessary to keep within the limits
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of sculptural art, so as to maintain the composition free from
crowding, or the pressing out of form of one figure by another,
and to give to each figure the full necessary space to stand and
move in the action represented.

STATUARY.

STATUARY proper, which is so called from the Latin stare, to
stand, is SCULPTURE IN THE ROUND, or as the French express
it, ¢ en ronde bosse.” * A statue is therefore seen on every side.
Statues are—1. Standing. 2. Seated. 3.Recumbent. 4. Equestrian.
Statues are classed into five forms as to size :—

1. Colossal—above the heroic standard.

2. Herowc—above six feet, but under the Colossal.
3. Lafe Size.

4. Small Life Size.

5. Statuettes—half the size of life, and smaller.

The Bust (a name derived from the Latin, Bustum, a tomb,
or rather a place for cremation) naturally came to be used for
those portraits of deceased relatives which were placed in the
entrance of dwelling-houses, by the Romans, who were the first
to show the great love for portraiture not only of public characters
but of their friends and relatives.

* The Egyptian statues, though never carved entirely “in the round,”
although in a standing or seated attitude, and never having the limbs
entirely free, either from the trunk of the figure or the block out of which
they are cut, are something more than alto-relievi. They have an @sthetic
quality of expression and meaning which well dignifies them with the
appellation of statues. In the British Museum are ten archaic Greek
statues of seated figures like the Hgyptian colossi, which were found at
Miletus. Assyrian colossal figures are nearly all either alto or bas-reliefs ;
only two or three statues have been discovered, and these are like the
Egyptian statues, or standing with long drapery, showing only the front
part of the feet, and being part of the block, so that the figure does not
stand any more than the Egyptian statues, and the arms are not
sculptured in the round, but fixed. All sculptors, however, have to study
how to conceal the means of support for their marble statues. Sometimes
this is afforded by the trunk of a tree, as in the famous Fighting Gladiator,
or the lion’s skin and club planted on the rock on which the ponderous
Hercules of Glycon leans.
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The ancient sculptors represented with great beauty the
various mythological creatures described in their fables; some
of which are of the human form varied-—as the Amazon, the
Faun, the Syren, the Nereid, the Cyclops, the Janus or bifrons
(double-faced), and the Hermaphrodite, uniting the character-
istics of Hermes and Aphrodite. In other instances they
invented the combinations of the human with the brute form
of fabulous creatures described in ancient mythology : these
are—(a) Sphinz. Lion with head of man or woman. (b) Man
with eagle or hawk head. (¢) Minotaur—Man with head or
body of the bull. (d) Centaur—Man or woman with part of
the trunk and limbs of the horse. (¢) Satyr—Man with hind
quarters of a goat. (f) Triton—Man with fish-tail. (g) T%e
Giants—Men with serpents for legs. (%) Harpy—Woman and
bird. Other strange creatures were of brutes only, as the
Hippocamp—Horse and fish, with fins instead of hoofs; the
Clidmaera, Grifin, Dragon, Dog Cerberus with many heads, &e.

COLOSSAL STATUES.

The most ancient statues were generally colossal, and carved
in the hardest granite. The four Egyptian colossal seated figures
hewn out of the living rock at the entrance of the temple at
Ipsamboul,or Aboo Simbel,are 61 feet high.®
But larger than these was the bronze Colos-
sus of Rhodes, one of the seven wonders of
the world (Fig. 28). This stupendous figure
was 70 cubits high, and was long said to
have stood with one foot on each side of the
entrance to the harbour so that ships could Fre.28—Corvor Rronzs.
sail under the legs. This is now proved to #ead of the Colossus.
have been a fabulous story, by the discovery of the foundation
stones for the statue. The ancient Egyptian cubit (not-the Royal
cubit) was, according to Mr. Sharpe, 177212 inches, so that

* Two of these were made of the full size of the ancient statues, the head
of one having been moulded by, Mr. Bonomi in Nubia, which is in the
British Museum, and which was used as a model for these reproductions
under his direction in the Crystal Palace, They were, however, destroyed
by fire about 10 years ago.
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it would be about 115 feet high. The Athene Promachos, a
bronze figure by Pheidias, placed on the Acropolis, to be seen at
sea beyond the Piraeeus, was between 50 and 60 feet high. His
statue of Athene within the Parthenon, a chryselephantine
statue, was 47 feet high. His statue of Zeus, in the same
materials, in the temple at Olympia, was a seated figure, 45 feet
high in that position. Some of these colossal statues were builb
up in sections, and nailed, clamped, or dove-tailed together.
Several other colossi are mentioned in history; ome in later
Roman times, when Zenodorus made a bronze statue of Nero
as Sol, 110 feet high. It was not completely executed, as
the art ‘was then partly out of use, but in A.n. 75, it was con-
secrated as a Sol, and was afterwards changed into a Com-
modus by adapting his head (see Pliny, H. N. xxxiv. 18).

It is interesting to remember that the Colossus of St. Charles
Borromeo, placed on a hill near Arona, his birthplace, in 1697,
is 66 feet high, standing on a pedestal 40 feet high ; it is formed
of sheets of copper beaten out, and supported on a column of
masonry ; the head, hands, and feet are cast in bronze.

The statue of Arminius, designed by Bandel, and erected in
1875, is also of hammered copper. It is 45 feet high, and
stands on a pedestal 90 feet high, on the top of the Grotenberg,
near Detmold.

The largest colossal statue of modern times is the ¢ Bavaria,”
designed by Schwanthaler of Munich, and cast in bronze by
Stiegelmayer, both of whom died unfortunately before their great
work was completed in 1848. This draped figure of a German
maiden is 54 feet high, the lion at her side is 27 feet high ;
the group standing on a pedestal 30 feet high, in front of the
Rumeshalle, on an eminence outside the west-gate of Munich.

Some rather large bronze statues have of late years been
made by English sculptors. The most remarkable of these are
the equestrian statue of George III. on an artificial rock at the
end of the long walk at Windsor; the equestrian statue of the
Duke of Wellington which stood on the arch at IHyde Park
Corner—now at Aldershot; the figure in the Park, called the
Achilles, which is a copy of one of the celebrated antique marble
statues of Castor and Pollux on Monte Cavallo, at Rome ; the
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seated statue of Prince Albert in the Hyde Park Memorial,
12 feet high, of bronze gilt ; the four Lions by Landseer at fhe
base of the Nelson Column.

THE SCULPTOR'S ‘CANON’ OF PROPORTION,

To know the proper proportions of the figure is a matter
of the utmost value in all sculpture, even more so than in
painting, as the statue is measurable in every direction and
viewed on every side. The work of making colossal statues
is therefore not only one of artistic labour and expenditure
of money, it requires also a careful study of the proportions
of the human figure. It would have been impossible 'for the
ancient Egyptian sculptors to carve out of the living rock
those four tremendous figures at the entrance of the temple
at Aboo Simbel, or indeed any of the numerous other statues
on this scale, unless they had arrived at a rule of proportion
for the figure. Without this their colossi would have been
only rude monsters. Such a rule they had discovered and
laid down in a ‘‘canon,” as it is called, similar to that which
was followed by the Greek sculptors after them, and especially
made known by Polykleitos, whose name it received. Poly-
kleitos, who flourished B.c. 4562—412, was the greatest master
of the school of Argos and Sikyon. He was instructed by
Ageladas, and was fellow-student with Myron and Pheidias, who
was his senior. Though there is some uncertainty as to the pre-
cise terms of the canon of Polykleitos, there can be no doubt
that it had for its unit of measurement some part of the human
figure. Ever since the time of Vitruvius Pollio, who wrote his
well-known treatise on architecture and other branches of art
in the first century of our era, it has been an accepted tradition
that his version of the canon of Polykleitos was the correct
one. He says (lib. iii. cap. 1) :—*“ Nature has so composed the
human body that the face from the chin to the top of the fore-
head and the roots of the hair should be a tenth part; also the
palm of the hand from the wrist joint to the tip of the middle
finger ; the head from the chin to the highest point, an eighth ;
from the top of the chest to the roots of the hair, a sixth.”

The rule of eight heads or ten faces derived from this has
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remained to the present time. But Leonardo da Vinei differs from
Vitruvius as to the proportions from the top of the chest to the
roots of the hair, and states it to be a seventh instead of a sixth.
Another similar difference is to be observed between Vitruvius
and Leonardo ; the foot being stated to be a sixth part of the
height by the former, and a seventh by the latter. Mr. Bonomi,
who was educated as a sculptor by Nollekens, and who gave
much atiention to this subject, remarks upon this point ;:—* The
foot in the best antique statues is usually more than a
seventh, and less than a sixth.”#* Prof. Schadorw stales
that the foot is as 10 to 66 as the height, not as 10 to
60, according to Vitruvius. Leonardo made a diagram in which
a circle is applied so as to embrace the figure with extended
arms; the circle is described from the navel as the centre
(Fig. 29) : this he also took from Vitruvius :—¢‘Item corporis
centrum medium naturaliter est umbilicus.” Butb it cannot be
overlooked that a circle described from the navel does not show
that it is the centre of the body ; on the contrary, a circle drawn
from this point would cut the line of the top of the head and
a spot a little below the tuberosity of the tibia, or leg-bone.
Leonardo added a square, of which each side is equal to the
height of the body, and marked it into four horizontal divisions,
which are certainly correct, viz. in the erect figure equal distances
are found to extend from—1. the sole to the lower border of
the patella; 2. from that to the pubes; 3. to the nipples; 4.
to the crown of the head. The arms being extended horizon-
tally, the tips of the middle fingers touch the sides of the square
of Leonardo; the length of the outstretched arms is therefore
the approximate measure of the height of the body in men and
women, but, as might be expected, there are few persons—only
six in eighty-four, according to Mr. Bonomi’s measurements—in
whom these proportions are exact. The other measurements of
proportion given by Leonardo may be accepted, such as across
the widest part of the shoulders in a man one-fourth of the
height: from the elbow to the tip of the middle finger one-fourth
of the height: from the elbow to the top of the shoulder is the
eighth of the height of a man: the length of the ear is one-

* The ¢Proportions of the Human Figure,” by Joseph Bonomi, 1872.



Fi1g. 29.—LEONARDO DA VINCI'S DIAGRAM.

Showing that a circle of which the navel is the centre, embraces the ewtremities ;
and that the extended arms to the ends of the fingers equal the height of the
Sigure. But showing that the navel is not the centre of the body, as he stated.

A.S. D
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third of the face: the greatest width of the hips is one-fifth of
the height. His observations upon the variations to be followed
in representing men, women, and children of certain character-
istic types may also be relied on.

This subject, which is of great practical importance to
sculptors, has lately received much elucidation from M. Charles
Blane, in his ¢CGrammaire des Arts du Dessin,” who supports
his views by the discoveries of Lepsius of Egyptian measures
of proportion and sculptors’ canons, and by the observations of
Schadow (the late eminent professor at Dusseldorf) on the canon
of Polykleitos. To all this may be added the valuable measure-
ments previously given by Clarac (‘ Musée de Sculpture,” 1841),
showing that eight heads are not the correct rule for the antique
statues. He also notices the variations in width, which though
of less moment are still a matter of great importance in reference
o characteristic forms or typical statues. The figure of woman
is narrower at the shoulders and broader at the hips than in
man (see Plate IIL in Bonomi’s ¢ Proportions’). The width of
the thigh and the calf of the leg is generally greater also. The
rule of an equilateral triangle, having its angles at the nipples
and the pit of the neck, holds equally in man and woman,
as does also that of three widths of the face, from the zygomas,
between the shoulders across the chest. M. Blanc, remarking
that the proportion of 10 faces has been so widely adopted,
mentions that a Spanish sculptor of the sixteenth century,
Juan de Arphe, wrote a book, very rarely seen, entitled ¢ Varia
Comensuracion,” * modifying the proportions of Vitruvius, and
taking the nose as the unit, it being one-third of the face. Thus
he would give 31 lengths of the nose instead of 30, making the
height of the figure seven heads and three-quarters. This, how-
ever, does not appear to be correct, for M. Blanc lays down as the
common proportion that there should be more than eight heads,
not less ; the small head belonging only to athletes. Winckelmann
says a good deal rather vaguely about the number three being the
ratio, as it was that of perfection, according to Plato (¢ Timzus,’
p. 477), as that two things cannot exist without a third—a

* The original T have seen once, in Dr, Laing’s library. The reprint is
to be met with more frequently.
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beginning, middle, and end. In
the growth of man three years
gives the half of the full size.
The face has three nose lengths,
but the head has not four, but
three and three-quarters. He con-
siders that the foot was the unit
employed by the ancients, and
the height was determined by
this, not by the head or the face.
Still, after measuring many
Egyptian figures, he is compelled
to admit that the foot in them is
not the unit of proportion ; but
in most of the Greek statues he
found that it is. His instances,
however, do not prove the correct-
ness of his view as to the foot.
M. Charles Blane, in quoting
Diodorus Siculus, a contemporary
with Vitruvius, who states that
the Egyptian sculptors divided
the figure into 21} parts of equal
length, says that he himself
tested this with the statues at
Karnac, and found that they were
divisible according to the hori-
zontal lines upon those in the
temple of Ombos into about 221.

Fi1e. 30.—EeyrTiaN FiGURE HOLDING
A Kxy.

Divided by lines into 19 equal parts from
the sole of the foot to the top of the head,
and 215 to the top of the cap. Taken
Jrom @ statue found by Lepsius and
Sigured in his ¢ Choix de Monuments

-

Suneraires” Each division corresponds
to the length of the middle finger as
shown.
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M. Blanc concludes that the ancient canon was forgotten. He
points oub that the length of the head and face from chin to
crown varies with age, that the nose being formed of bone and
cartilage cannot be invariable, and its point of juncture with
the forehead is not marked. It is mnecessary, then, to seek
some other member as the unit of proportion. e then goes on
to say that Chrysostome Martinez, in the text to his anatomical
plates, points out that the bones of the hand in their growth
preserve a constant proportion to the length of the body. He
thinks that the ancient Egyptians observed this, especially as
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Fie. 31.—PRrOPORTIONS OF EGYPTIAN LION.

the hand was always regarded as the interpreter of the soul, and
had great importance in the mysterious science of Hermes : that
the medius (middle finger), as the finger of destiny, was chosen
as the unit of proportion. Referring to the great work of
Lepsius* he found a figure, divided into 19 parts (Fig. 30),
holding a key in the right hand, and letting the left hand fall
by the side of the thigh with the fingers extended, the eighth,
line of division falling precisely at the knuckle of the closed
right hand holding the key, and the articulation of the medius,
while the tip of this finger touched the seventh line. This
figure, he considers, is the solution of the problem. The same
number of divisions is to be seen on a tablet with a lion

* Leipzig, 1852.
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recumbent, in which the carpus and meta-carpus together (the
paw) fill one space (Fig. 31).

The statement of Diodorus, above-noticed, that the Egyptian
figures had a rule of 21} divisions, is curiously confirmed, in this
figure of the Lepsius collection having 214, if the head-dress is
counted in the height. So far M. Blanc ; but it was well known
long before that the Egyptian sculptors and painters worked by
“ squaring on”’ the figures to slabs and walls ; and several, not
to say many, examples seen in the museums show these lines
either still on the work left unfinished, or under the colour on
the surface. In the British Museum is “an ancient tablet on
which is an outline exhibiting the canon of the proportions of
the human frame, in use among the painters and sculptors in the
age of Amunopth III., about 1250 years before our era” (sce
Bonomi on the Canon of Vitruvius, 1857, and Sharpe’s ¢ Chron-
ology and Geography of Lgypt, 1849). This tablet has two
figures, each squared over, the one seated, and of larger pro-
portions than the other. The seated figure has the feet and top
of the head, without the usual high cap, exactly included in 15
squares ; the standing figure of a female is also precisely included,
but in 19 squares. Bonomi remarks in a note upon John
Gibson’s canon, the remarkable coincidence that this eminent
sculptor divided the figure into 19 equal parts, of which two
were to be taken as a radius for a circle, &c., and that this was
the same as the Egyptian canon above referred to.*

M. C. Blanc having obtained measures of the Algina statues
in the Munich Museum, and of the Aclilles and the Athlete in
the Louvre, finds that the height is regulated by the medius, as
are most of the other proportions—that from the navel to the
pectoral muscles being rather less than in the Egyptian figure. The

* T once took occasion to ask Mr. Bonomi, who was a great friend of
mine, and from whom I learnt much of Egyptian art, whether he had seen
the work of M. Charles Blanc, and he told me he had not, and therefore he
was not aware that the canon of Vitruvius was discovered to be an incorrect
tradition as to the famous canon of Polykleitos. I think it will be found
on examination that the key held by the Lepsius figure represents two
medius lengths, and these are equal to one hand ; also that 21 medius
lengths, and a fraction over, are the rule for Egyptian ,figures, as
Diodorus Siculus had stated.
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Achilles is considered by Visconti to be taken from the bronze of
Alkamenes ; therefore it is a contemporary work with any of
Polykleitos. Now, from the most careful measurements taken by
M. Longperier, then keeper of the Louvre, it was found that
this statue measured 2 metres, 33 millimetres, including the
reliefs of the helmet. Allowing for these as equal to the loss
by the slightly bent attitude of the head, the height was taken to
be 2°035 millimetres. The length of the medsus, compared with
the distance from the bottom of the nose to the roots of the hair,
was found to be ‘107 mm., which multiplied by 19 gives 2:033
mm. Still further evidence is found in the two fingers in basalt
marked with unequal divisions, which are in the Louvre
collection, some single, some with two, joined—the index and
medius.®* These confirm the view as to the canon, and in
hieroglyphics they are known to be employed to signify the sign
numeral of unity. Two joined mean justice, right, rule, and
naturally, measure. The subdivisions on these measures,
however, have not yet been explained. ’

Unfortunately both the written canon of Polykleitos, and
the statue canon in marble he made of a guard of the Persian
king, armed with a lance—a ¢Doryphore’—are lost. But
it is known that Pythagoras of Rhegium was acquainted
with the eanon which his contemporary Polykleitos treated of.
They both lived in Olympiad LXXXVII, 5th century B.c.,
and Laertius says (lib. viii. in ¢ Pythagora ): Kai dA\ev
wpiavremooy Pyyivor yeyovevar paot Tvbaydpav mparov doxsvra
pvOus kai cvpperpiac eoroyasba—which points distinctly to
measurement first taught by him who learnt from the Egyptians,
as Diodorus says, Telekles and Theodoros, sons of Rheekos, who
lived in the eighth century B.c., and who made the Pythian

* M. Blanc observes that Paolo Pino—in his ¢ Dialogo di Pittura,’ Ven.
—states that from the top of the index finger to the middle phalanx is the
same as from the chin to the opening in the lips, and this is also the
measure of the mouth and the ears. The ungual phalanx of the same finger
is the measure of the eye, and the space between the two eyes. The
space from the nose to the opening of the ear is the length of the medius.
Hé also mentions that Dr. Henszlmann finds that the medius is the unit
of proportion in Egyptian architecture. (‘ Méthode des Proportions dans
Architecture Egyptienne Dorique et de Moyen Age,’ Paris, 1859.)
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Fie. 32.—TuEe ProporTIONS OF THE HUMAN FIGURE.

As handed down to us by Vitruvius—and described by.Joseph Bonomi
in his ‘Proportions of the Human Figure.’
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Apollo for the Samians. So regularly was the work done,
although the one sculptor made one-half (vertical half) at Samos
and the other was made by Theodoros at Ephesus, when adjusted
appeared as the perfect work of one sculptor.

But we arrive somewhat nearer to what was the precise nature
of the canon of Polykleitos by what Galen has said of beauty.
Freely translated, this would be: “The beautiful is not in the
elements, but in the harmony of the parts of the body, of finger
with finger, and all these with the metacarpus and the carpus
(the bones of the hand), and of all these with the cubitus (fore-
arm), and of the cubitus with the arms, and of all with all,
according as it is written in the Canon of Polykleitos.”

To 8¢ kdAhog odk év i Ty orouelwy, dAN & i Tov poplwy
ovuperpiq ovviorasar vouilet, daxrvlov mpog ddkrvlov Snhavort,
Kl oupTdyTwy abT@y mpde TE pErakapmiov Kal KAPTOY, kal TOVTWY
wpoc whHXVY, Kal Ty EwE 7rpo‘g ﬁpaxt’ova, kal wdvrwy wPoC
wdvra, kabdwep v ¢ MolvkAeirov ravdve yéypamrai—(Galen,
‘de Hippocratis et Platonis Decretis,” 1. v. p. 225, Ed. Ven.:
1565).

From the well-known terms of the Greek 'measures it is
obvious that the parts of the hand were taken as the standard
from great antiquity, whether from the Egyptians, or simply
from the practice as arising amongst all primitive nations. Tt is
remarkable that while the Egyptians seem to have taken length
as the measure, the Greeks took the breadth of the hand and
fingers. To this day also by us the breadth of a hand is the
measure used in describing horses. The following will suffice to
show the Greek measures derived from the hand : —
Aakrvhoc—a finger-breadth—Roman, digitus.

Kdvdvhoc—(a knuckle), two fingers'-breadth.

Ia\awh or wakaoriic, dwpov, Soxui Or Sakrvo Jdoxun—a hand’s
breadth.

’0pfodwpor—rthe length of the open hand.

Avyde—the span from thumb to fore-finger.

Zmifapi—the span from thumb to little finger.

Tlvypii—Ifrom the elbow to knuckle joints.

Ivywv—ifrom the elbow to first joint of little finger.

Wijxve—(Cubitus) from elbow to tips of fingers.
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Galen, as an anatomist, founded his statement on the bones ;
and no doubt every sculptor who has relied upon safer and
sounder knowledge of the figure than his own eye and feeling
for proportion afforded, has been guided by the study of the
bones of the human figure.

The proportions of the Human Figure as handed down to us
by Vitruvius, and enclosed in a divided square, are described
by Mr. Bonomi (Fig. 32).

i
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F16. 32¢.—PROMETHEUS CARVING A SKELETON.
From an antique gem.

Mr. JohnMarshall, F.R.S., the Professor of Anatomy at the
Royal Academy, has invented a rule of proportion of which the
unit is one inch, the length of the top bone of the middle finger,
and according to which the general height of the male figure is
67 units or 5 ft. 7 in. This agrees very closely with the average
of 500,000 American recruits for the army, which is 67-3.

“The head, neck, and trunk proper contain 36 units or 4
parts of 9 units each. The limbs are attached to the trunk at
two points distant 2 heads or 18 units (. e. between the axes
of the shoulder and hip-joints),one of these points being 1 head
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4 units (13 units), the other 3 heads 4 units (31 units), from
the top of the head. The three successive segments of the upper
limb (arm) measure 19, 9, and 71 units respectively ; while
those of the lower limb are 18, 14, and 9 units.” The inch
corresponds with the length of the top bone of the middle
finger. (For further information see ‘Atheneum,” mo. 2783 :
Review of Mr. Marshall’s book.)

That strict rules of symmetrical proportion should be followed,
is necessary in all statuary, but more especially in that which is
architectonic, or designed to serve as embellishment to archi-
tecture. The knowledge of the figure acquired by such sculptors
as Pheidias, Alkamenes, and Praxiteles, and in after times by
Donatello, Giovanni di Bologna, and Michelangelo, inspired
them with the admiration of the beautiful, and enabled them to
express an ideal of grand beauty, not so guided by religious
dogma or priestly authority with its rule of measurement, but
rather as creations of their art guided by a taste and feeling
which rarely failed to direct them aright. We shall see in
speaking of the @sthetic in sculpture how the,ancient rules of
symmetry were modified in giving liberty and spontaneity to
the sculptor. It was the greatest sculptor of modern times—
Michelangelo—who said, in reference to these rules of proportion,
that the sculptor should have ¢ his compasses in his eye.” M.
Charles Blanc, with his accustomed esprit, observes of this mot,
that ¢“sculptors and painters especially dread the rule of
geometry. They regard rule as a fetter upon the liberty of their
invention, but without dreaming that this great man (Michel-
angelo), before he expressed himself thus, had for so long a time
had the compasses in his hand.” This points to a profound truth
in all practical art, that no man can be a great artist unless he have
the power of drawing in the true proportions of the beautiful.
TIf he have this gift, and has enlarged and strengthened the faculty
by accurate observation and close study of the lines of nature,
whether he designs on the seale of nature, on a colossal scale, or
one so minute as that adopted by the great Greek gem-cutters,
his figures will be in accord with the proportions developed in
the most beautiful examples of antique art, and in Nature.

It must be evident that the most gifted sculptor would always
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be glad to assure himself by reference to any laws of form and
proportion that can be formulated into a canon, such as we have
been considering.

F1a. 33.—CoLossAL BUST OF JUPITER. Jn the Vatican.
{ Found at Otriculum during the time of Pius V1.

CHARACTERISTIC TREATMENT OF PARTS OF THE FIGURE.

The method and character of work differ so much in sculp-
ture of different periods, as well as in the works of different
sculptors of the same period, that it is necessary to state some
particulars upon this point, which however refer chiefly to
technical execution.



44 CHARACTER OF THE HEAD.

Tue HEAD in fine statues has a certain proportion to the
height of the body. In archaic work it is nearly always too
large, with dumpy bodies and thick limbs, the muscles of which
are exaggerated and forced into lumps, and the joints made
too prominent, with a view to show enormous strength. The
forehead is massive and full at the brow in Jupiter, Neptune,
Mars, Hercules, but not projecting from the line of the mnose.
The hair is carved in numerous round curls, having in some
statues no connection or flow of continuous line. This was
a quick and ready mode, but from being cut mostly with the
drill, it shows great formality and dryness; in others it is
in long straight rolls. In the basreliefs of the Harpy Tomb,
the hair is wiry and collected on the forehead in bunchy curls.
It is similar to this in the archaic statue of Artemis (Fig. 63),
and in the two little acroter statues of Athene found in the
Agina ruins are long tails of hair falling on the neck, and the
curls are arranged in two or three rows.

It is necessary to note some modes of treating the hair which
were adopted as significant of the deities represented.*

Jupiter (Zeus).—Has the hair rising from a point at the top
of the forehead, and falling all round the head in massive lion-
like curls as in the bust (Fig. 33). Pheidias when asked by
Panaenus where he found his idea of the head of Jove for
his great statue at Elis (Fig. 16), replied it was in Homer’s
description of the god.f The beard of the Jupiter is equally
marked in its full curling masses. The head of Laocoon is
obviously borrowed from the Pheidian Jove, but it was an error
in sesthetic knowledge to adopt the physiognomy of a deity.

* The fashion of wearing the hair and wigs as seen in many Roman
busts need not be entered into. The stiff forms of the hair and beard

in Egyptian, Assyrian, and Archaic Greek statues represent probably
the effect of intertwining it with gold or silver threads.
+ ‘H kai gvavéinowy ¢’ oppuoe vevoe Kpoviwy
Apbpborar & dpayairar emebpdoavro Gvakrog
Koaric an’ abavarowo peyav 0’ éNENkev "Ovpmov
(‘Iliad,’ i. v. 528.)
He said, and nodded with his shadowy brows ;
‘Waved on the immortal head the ambrosial locks,
And all Olympus trembled at the nod.—(Lord Derby’s translation).
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The same is noticeable in the fine head of Alsculapius in the
British Museum, purchased in 1866 with the Blacas collection.

Apollo.—Has the hair falling in rich curls upon the neck and
flowing at the temples, often gathered in a sort of knot on the
front of the crown—rpwEvloc—as in the Apollo Belvedere. The
Adonis of the Vatican has the hair on the neck in the manner
of the Apollo, and is now called by that name. The Apollo
Sauroctonos (see Examples) has the hair like a woman, and
with a fillet. This form is of the soft feminine style, called
“androgunaikal.”

Fi6. 34.—INDIAN BACCHUS. Fia. 35.—APorro.

Bacchus (Dionysus).—Has the hair falling in curls on the
neck. The god is bearded in the early heads distinguished as the
¢Indian Bacchus’ (Fig. 34), but not in later work. Praxiteles
first made Dionysus youthful.

Cupid (Eros).—Curls on neck (Fig. 124, Cupid and Psyche).
A tuft-like curl on the fore part of the hair is given fo genii.

Diana (Artemis).—Knot on the top (Figs. 36, 37), like
Apollo.

Hercules (Heracles).—The hair curled thick upon the fore-
head, like the hair between the horns in a young bull: as
indicating great strength. It stands in close, strong curls all
over the head set on a “ bull neck ” (Fig. 20). The Hercules of
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Tonia has the skin of the lion’s head worn over the hair; seen
also in the coins and gems.

Hercules (Herakles).—A young Hercules with laurel-wreath
may be mistaken for an Alexander the Great or other king
(Winckelmann). The heads of Alexander have more resemblance
to Zeus, whose son he wished to be considered, in the hair rising
off the forehead like the Olympian Jove of Pheidias (Fig. 38,
coin). Hyllus, the son of Hercules, is represented with a ram’s
horn on the left side of the head, as seen also in the coins of
Alexander. .

Mercury (Hermes).—Curly hair, but not on the neck (Fig.
134). In the older hieratic type the hair is smooth and wiry

Fie. 36.—ARTEMIS. Brit. Mus. F1c. 837.—ARrTEMIS. Brit. Mus.

on the crown, with stiff regular ringlets below a fillet, and
long plaited tail ; the beard stiff and pointed.

Neptune (Poseidon).—Long curls as if wet, parted at the
forehead.

Pluto (Plouton, Hades).—Long, straight hair hanging on the
shoulders, and low on the forehead, somewhat like Zeus, as the
ruler of the lower world.

Venus (Aphrodite).—The hair parted on the top, and gathered
into full wavy tresses towards a knot, higher than in the maiden
style. Sometimes bound with a fillet or a band of metal, as in
the Venus of Cnidos, seen on the coins (Fig. 145).

Amazons have the hair parted and in full waves from the
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front, gathered back and fastened in a thick knot at the lower
part of the oceiput. This is also the form generally adopted for
virgins by the Greek and Roman sculptors, and followed by the
moderns for maidens and martyrs.

Greek women frequently gathered the hair into a knot on the
top of the head, called Kdpvpu€oc.

Gladiators and Athletes—Hair in short stubbly curls, from
having been cut, as in the Discobolus (Fig. 127). The hair of
the so-called ‘Dying Gladiator’ shows that it was not intended
for a gladiator; his shaggy sticking-up hair is that of the
half-savage Gauls.

Satyrs and Fauns.—The hair in stiff short curls, standing up
at the points, to give the character of the hair of wild animals.
In the famous Faun of the Capitol (Fig. 130), the hair falls in
more full curls on the neck. Pan was called ®pifokduic—in
English ¢ frizzed haired.”

Tee pyes.—These are very differently represented according
to the date of the work. In archaic statues and bas-reliefs, the
eye is very nearly level with the brow, and the lids, instead of
being curved as in nature, are straighter, and the borders of the
lids elongated towards the cheek and inclined upwards; the
face being in profile the eye is often shown in full. The eye is
made out in some examples without much modelling, but with
chiselled lines, the pupil being also marked with a line and a dot,
giving a stare. The narrow eye with the outer corners elevated
belongs to Fauns and Satyrs. But as 2R
any marking of the eye is little seen in
statues to be viewed from a distance, it
became necessary to make the brow more
prominent and marked, so as to cast
shadow, and the ball of the eye was left
plain. In coins before the time of
Pheidias the pupil was marked, and
strongly afterwards in those of Alexander  Fie. 38.—Comv o
(Fig. 38). In all the finest statues, ALBXANDER.
however, the ball of the eye is quite plain, In many it is
hollowed out deeply, to represent the dark of the pupil, and
also the form and colour of the iris: but this is not in strict
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keeping with sculptural art. It is constantly adopted in modern
works up’to the present time, many sculptors actually represent-
ing the reflected high light on the globular form of the eye by
leaving a speck of marble or bronze. The eyes in the colossal
figures of Castor and Pollux, known as the Monte Cavallo
groups, are strongly cut into in this way, and the coloured part
(the 7ris) is raised from the ball of the eye quite an eighth of an
inch. The magnificent onyx cameo (Fig. 7), the Gonzaga
cameo, now in the museum of St. Petersburg, of Ptolemy I.
and his queen Eurydice, shows the eyes strongly marked.

In bronze statues the eyes were deeply drilled often, to show the
pupil with light and shade upon it, and engraved or chiselled for
the iris. But in many fine works the whole of the ball of the
eye seen was cut away, as in the bronze head of Artemis (see
Frontispiece), and the space filled with enamel, eoloured to repre-
sent the natural eye. Gems were also used for this purpose, and
coloured glass, so as to give the appearance of actual life. Pro-
bably this arose from the common custom of painting statues
with wax and colours—the circumlitizo which Pliny describes—
which, with the gilding of the hair and the ornaments of diadems,
earrings, and bracelets, was resorted to on any great festival.
(See description of Venus de Medici, Sec. IV. Examples.)

In the Jupiter, Juno, Apollo, and Athene, the eyes are large *
the ball being full and round, and rather short in the horizontal
axis. The eye of Athene has the upper lid rather low upon the
ball, so as to give the serious and chaste look of the virgin deity.
Venus has rather small eyes, with the lids somewhat closed,
giving that charm of languor which the Greeks admired, and
named vypsv—literally, ¢ moisture.”

The eyebrows crown the beauty of the eye, and their beauty
consists partly in the constant change of form they undergo with
every passing expression, in which they play an important part,
and which has so much effect without being noticed as forming
the countenance. They are formed by very delicate gradation of

* The appellation of “ox-eyed” to Juno is not, however, the proper
one for the Greek of Honier—Bowmic—the syllable Bo being merely an
expletive, sighifying large, and having nothing to do with Bove, an ox,
whose eyes in the Italian and Spanish beast are so large and prominent.
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line, and by the diminution in the fineness of the hairs from the
centre to the angle of the brow, indicating the form of the
bone.

The form of the brow is always carefully modelled in antique
work, but the hairs of the eyebrow are not marked distinctly,
such detail not being in accord with the antique style. The
Venus of Melos, the Ludovisi Juno, the Apollo Belvedere, and
especially the bronze head of Artemis (#rontispiece), are examples
of this. Praxiteles is said to have excelled in modelling and
carving the eyebrow. Theokritos praised eyebrows that joined
at the root of the nose; and Porphyrogenitus describes Ulysses
as Svvogpuc, bub though there are some portrait busts, as that of
Julia, the daughter of Titus, with joined or meeting eyebrows,
yet this was not considered a beauty by the ancients. Augustus
had meeting eyebrows, according to Suetonius, but this pecu-
liarity is not seen in his busts as it is in those of Lucius Verus
strongly marked.

TuEe MouUTH, next to the eyes, is the great feature of expression ;
it follows in its beautiful undulating lines, more freely and more
fully, the thoughts as well as the words which come from it, like
water from the mountain spring. To represent this mobile
feature in bronze, in hard stone, and marble, is the most taxing
effort of a sculptor, as it is that which most tries the mettle of the
painter. "'We see what importance the Greeks attached to it by
their inventing the masks worn by actors in their large theatres.
The tragic, with its square, wide-open lips and eyes; the comic,
with its round mouth and eyes half-closed and slanting.

The lips in the archaic statues are closed, but the angles of
the mouth are curved up to give a smile, and in the dying
warriors of the /Egina pediment (Fig. 74) this peculiar smile is
very marked.

The lower lip in the Minerva is fuller and rather more project-
ing, supported by a larger chin than in the other female deities,
giving gravity and sternness. Venus has the lips more delicately
modelled, and a little parted. Apollo has the lips parted.
“ Marmoreus tacita carmen hiare lyra” (Propertius).

Diana has a full under lip and arched upper, the chin being
strongly formed, and the nose straight.

A8, B
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Juptter has a full under lip ; the moustache and beard indicat-
ing the strong forms beneath.

The Deities are never represented laughing, and never show
any sign of emotion.

Satyrs and Fauns show the teeth if laughing. The teeth
are seen in the Monte Cavallo colossi. They are also carved in
the Laocoon.

In portrait statues of Roman emperors the mouth has the lips
invariably closed firmly.

Tae caiN.—This, in antique statues of deities, is always full,
prominent, round, and without any dimple.

THE NosE, in all fine Greek statues, is mnearly on a line with
the profile of the forehead. Except in portrait busts there is no
example of a high bridge or scarcely any rise—nothing like an
aquiline nose—in antique Greek or Roman sculpture, though
it is so in Egyptian and Assyrian heads. In archaic Greek
statues the nose is rather turned up, as in those found in
Cyprus by Cesnola and others, many of which are in the
archaic room of the British Museum (Fig. 64). This impor-
tant organ has so generally been destroyed in the antique
statues that the types are not so clear as in other features. Jupiter
has the nose straight, the full length of its proportion—a quarter
of the head—thick at the root and hroad at the bridge, and
towards the end, the nostrils wide and full; a massive nose.
Hercules has a shorter nose, broad bridge and root, but thinner
than in the Jupiter at the tip and the nostrils. The Apollo nose
has more upward curve at the end than in the Jupiter, and his
sister Diana shows a similar tendency, as does Venus also.
Minerva has the long, straight, sharply-cut nose, with thin close
nostrils occupying a space equal to an eye in length. In Fauns
and Satyrs the nose is flattened at the bridge, and spread out at
the nostrils, the openings of which are exposed. The extreme
Satyric nose approaches that of the goat, and the openings in the
nostrils slant upwards.

TaE EAR—No part was more scrupulously studied in its
complex forms by the ancient sculptors than the ear; for this
reason it is one of the tests of genuine work. Even in the
minute work of the glyptic artist the ear was a point of excellence






