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the end of the period the plastic art also rose at Athens to a
more flourishing condition.

[In Chios sculpture goes back to the beginning of the Olympiads in the
family of Bupalus.| Artists of this period whose names are known :—
The Daxdalideo Drr@nvs and Seyniis (marmore sculpendo primi omnium
inclaruerunt) Ol 50 according to Pliny. They also worked in wood and
ivory at different places in Greece (Sicyon, Argos, Cleon®, Ambracia ?).
| Their Artemis, Hercules, and Athene appear to have been removed to
Asia by Cyrus when he made war on Creesus, in Armenia according to
Moses of Chorene, as is detailed by the author Ztschr. f. d. A. W. 1835. no.
110. Did Creesus, then, first obtain them from the Sicyonians?] Tec-
tewus and Angelion, their scholars about Ol 55. Paus. ii, 32. Dory-
cleidas, Dontas (or Medon), Theocles of Laced@mon, carvers in wood
and toreutw, scholars of Dipeenus and Scyllis about 55. Paus. v, 17. vi,
19. Endeeus (§. 70, Rem. 2) about 55. Perillus or Perilaus, brass-caster
(the bull of Phalaris) 55. Burarus and Arnexis, enemies of Hipponax
(Ol 60), sculptors of a race of artists in Chios, sons of Anthermus
(Archennus), the son of Micciades, the son of Malas (about 40) according
to Pliny. Welcker, Hipponax, p.9. [Thiersch Epochen, s. 192. Bion of
Clazomen or Chios, dyarwaromoids in Hipponax according to Diogenes
iv, 58, changed by Sillig into Hippocrates.| Carvron or AGiNa, a pupil
of Tecteeus and Angelion, brass-caster (Aginetica aeris temperatura,
Plin.) about Ol. 60—65, although some brought the tripods made by him
and Gitiadas into connexion with the Messenian war (Paus. 113, 18, 5. 1v,
14, 2). CGirrapas or Laocepammon, very probably his contemporary
(Welcker, Hyperb. Rcemische Studien, p. 262, opposed to this), a
worker in brass (at the same time a Doric poet). Syadras and Chartas
of Lacedsemon, brass-casters Ol. 60 (Sparta sends to Craesus, Ol 58, a
large cauldron with figures, {adiz, on the rim, Herod. i, 70). Dameas of
Crotona, brass-caster, 65. Eucheirus of Corinth, a scholar of Syadras
and Chartas, brass-caster, 66. Canacuus or Sicyon, carver in wood,
brass-cutter, and toreutes, Ol. 67—73 (Schorn, Studien, p. 199, Kunstblatt
1821, no. 16. Thiersch, Epochen, p. 142, comp. below, §. 86). ARrisrocLus
his brother, brass-caster (Srovon diu fuit officinarum omnium metallorum
patria, Plin.). Aristocles of Cydonia before Ol 71 (Paus. v. 25, 6).
Eutelidas and Chrysothemis of Argos (véxvay sidores éx mporipwy), brass-
casters, 70. Antenor, Euphranor’s son (C. L. ii, 340) of Athens, brass-
caster, 70. Arcesilaus, son of Aristodicus, about 70. Stomius, brass-
caster, 72. Damophilus and Gorgasus, workers in clay and painters in

~ Italy, 72. Synnoon of Algina, scholar of Aristocles of Sicyon, brass-

caster, 72. Clearchus of Rhegium, brass-caster, 72. Glaucias of Aigina,
brass-caster, 73—75. Ascarus of Thebes, brass-caster, before 75 according
to the opinion of Pausanias. AarnapAs oF ARraos, brass-caster, Ol. 65—
81 (the author’s Commentatt. de Phidia i. § 6—S8. Welcker in the
Kunstblatt 1827, No. 81), formed three muses jointly with Canachus and
Aristocles (Anthol. Pal. ii. p. ¢22. Planud. n. 220). Anaxagoras of
Mgina, brass-caster, 75. Diyllus, Amycleus, Chionis, Corinthians, brass-
casters not long before 75. Aristomedon of Argos, brass-caster about the
same time, Aristomedes and Socrates of Thebes, workers in marble, 75.
Menwchmus and Soidas of Naupactus, toreutw, about 75. CRITIAS OF
Arunns (vaoidang, probably xangodxoc in Lemnos), brass-caster, 75—084.
D
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Mraras (IMegesias) of Athens, ln':ujs-c:m‘tcr at the same time. Glancus
of Argos, brass-caster, 77. Dionysius of Al"gﬂ?, .111*:153-castur, 77. Simon
of Algina, brass-caster, 77. Ptolichus Ofiﬂhg“m: son and scholar of
Synnoon, brass-caster, 78. ONATJTH f:F Aaina, 111‘&88:0:1?&1‘, 718—83
also painter, Rathgeber on Onatas, 1n Ersch m}d Gruber’s Encycl. correct
on the whole, the Hercules of Onatas on coins nul‘; wul:t;hy of credit,
Calynthus of Algina, brass-caster, 850. Calliteles U_I Mgnm, scholar of
Onatas, brass-caster, 83. I'or the history of the artists 11 refer generall y
to Franc. Junius’ earlier and J. Sillig’s far more perfect Catalogus artifi-
cum. Dresden 1827, to which Welcker (Kunstblatt 1827. p. 321, 333 8(.
1828, p. 36), J. M. Schulz (Jahns Jahrb. 182!}. 111, 1),_ Osann (Kunsthl.
1830. p. 330. 1832. p. 203), and R. Rochette (Lettre & M. Schorn. p, | 832),
[enlarged as Supplément au Catal. des Artistes, 1845. Count Clarac
Catal. des arts de I'antiq. 1844. Emeric David Essai sur le classement
chronol. des sculpteurs Greces les plus céleébres, p. 1807. 8. According to
the views of Giraud the sculptor as Count Clarac proves, I. Brunn arti-
ficum hberm Grecize tempora. DBonnae 1843.] have made many addi-
tions. Where any deviation from these authorities seemed necessary,
the grounds may be partly gathered from the general context, and partly
from what follows.

B. RELIGIOUS STATUES (dyanpare).

83. As 1t was not the religious statues from which a freer
cultivation of art emanated, so also in this period and later
they were very often withdrawn from this cultivation by the

2 piety with which the ancient form was maintained. In colo-

J

2 and feet of stone (creirNor

nies the form of the images in the metropolis was faithfully
reproduced; and where a new image was needed, they not
unfrequently made an exact imitation of the old one.

2. Such statues were called 2Qibpvpere (Wesseling ad Diodor. xv, 49),
and they greatly abounded especlally in the case of Artemis Jphesia
(Dionys. ii, 22. comp. viil, 56).  In Massalia (Ol 45 or 60) and its colo-
nies, the established form of the ancient carved image was preserved,

Strab. iv. p. 179. The 2Qidpvasic of the temples, as in the story of Ile-

li-ce, Olymp. 101, 4, in Diodor. ibid, Strab. viil. p. 385, include the imita-
tion of the religious statue,

3. Onatas, following the tradition, imitated in brass the ancient
carvc,d statue of Demeter Melwna of Phigalia which was burnt, with
horse’s hez}d from which dragons and other animals sprung forth, dolphin
anfi dove in the hand, Paus, viii, 42, comp. the story of the Leucippid
priestess at Sparta, Paus. i1, 16,

84. Even in re

parted by degrees
clothed or even ail

gard to the material, the artists only de-
from the wood formerly in use. On the
ded bodies of wood were placed heads, arms

); 1vory also was joined to the wood,

3 or 1t was entirely overlaid with gold.

1. [Apollo of Canachus at Thebes, of cedar, an athlete of fig-tree, §.
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87, 1, the Sosianic Apollo of cedar, Plin. xiii, 11, Ilecate of Myron at
Mgina, the first victors at Olympia OL 569. 61. Paus. vi, 18, 5.}
'Axpinidoe Paus. 1, 4, 1. vi, 25, 4. vii, 21, 4. 23, b. viii, 25, 4. 31, 1, 3. ix,
4, 1. The statue of Apollo at Phigalia is an instance, Stackelberg, Apol-
lotempel, p. 98.

9. The Dioscuri with wives, children and horses at Argos, by Dipanus
and Scyllis, of ebony ; in the horses some portions ivory, Paus. 11, 22, 6.

3. Xopvotwy Zoxvwy rvwor Burip, Troad, 1081,

85. T'rom these were developed those images of the gods, 1
very prevalent at this period, in which a kernel of wood was
overlaid with ivory and gold. This species of work, which 2
had been earlier employed on vessels in the same way (§. 56),
is reckoned as a branch of foreutics, by which is meant sculp- 3
ture in metals (the art of the ¢iselewr) and also this combina-
tion of metal with other materials. Brass-casting, however, 4
was now also more frequently applied to the representation of
the deities in their temples.

1. There were yovoereQavrive dyanpare of this description by Dory-
cleides, Theocles, Medon (in the IHermum at Olympia), by Canachus
(Aphrodite at Sicyon), Menmchmus and Soidas.

9. Probably the throne of the Amyclean Apollo was also a work of
the toreutic art. It was built by Bathycles the Magnesian, perhaps in
the time of Crcesus, when the Spartans seem to have first turned their
attention to costly dvadguare, comp. §. 69. 82. Reliefs in 32 panels
adorned the throne, at the feet were supporting statues, two Charites,
two IHorm, Echidna and Typhcous, Tritons. Paus. iii, 18, 19. Heyne An-
tiquar. Aufs. St. 1. 8. 1. Quatr.-de-Quincy Jup. OL p. 196, where however
there is given an incorrect notion of xz3édgas and svpuywelat, Welcker

Zeitschrift I, ii. s. 280 ff.

3. On the toreuticart, Heyne Antiquar. Aufs. St. 2. 8. 127. Schneider
Lex. 8. V. opstes.  Quatr.-de-Quincy, ibid. 8. 75 ff. [When we confound
the toreutic art, as it is rightly explained §. 173, 311, and which works
with more or less delicacy and minuteness on the surface, with the build-
ing up of colossi and thrones, we do 80 in consequence of a deduction of
Quatremdre de Quincy, which although it scarcely yields in inaccuracy
to his Attic demos, has nevertheless found acceptation to a surpris-
ing degree. Thus here also and §. 120, 2. 312. R. 1. &e. Among artists
therefore the designation of toreutes hovers between cwlator or enchaser
and artist in gold and ivory, master of colossi, as for example in the lists
§. 112, 124. 196. We do not wish to unite under the same name, statues
in marble and brass (sculptura and statuaria) or both of them and the
glyptic art (in precious stones) or anaglypha and cameos, and why then
should we confound the toreutic art and working in gold and ivory in
contradiction to the universal practice of the ancients ]

4. Brazen religious images—for example the Apollo Philesius of Can-
achus in the Didymaeon, the Demeter of Onatas mentioned §. 83, 3. &c.

86. The representation of the gods themselves during this .
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period emanated entirely from a pious disposition penetrated
with fear and veneration for the godhead. The deities were

represented majestically enthroned (:Udeovar), or in a tranquil
and fixed posture; in none of th_em was corporeal beauty ren
dered conspicuous; the limbs displayed great strength, and

3 the features exhibited a stiff inflexible earnestness. On the
outstretched hand of colossal statues were very often placed
smaller figures of subordinate deities which indicated their
character, or sacred animals.

2.3. Comp. below the different deities in the second main division.
The chief examples are the Delvan Apollo of Tectewus and Angelion, with
the Charites on his hand (Plut. de mus. 14. Paus. ix, 35, 1), recognised
in the gem G. M, 33, 474 ; and also on the coins of Athens, Combe N.
M. Br. 7, 9. Pellerin, Méd. des Peuples, pl. 23, 19. M. Hunter. 11, 14,
|Sestini Descr. d’alc. med. Gr. del Prin. di Danimarca Fir. 1821 tav. 2. no.
6.] Comp. the Author’s Dorians i. p. 372., below §. 359, 4. [The Hera of
Pythodorus with the Sirens, the Zeus of Phidias with the Nike in his
hand.] Then tke Apollo Philesius, placed as a temple-image in the Didy-
meeon (thus is it to be seen on the coins), executed by Canachus after the
plundering and burning by Hiero, Ol 71, 1 (which the brazen colossus
would certainly not have survived), and before 75, 2 (when Xerxes car-
ried it off)—in a stiff posture, very muscular and thickset, holding a
young stag in his right hand extended, and a bow in his left which is
more depressed (from the stag on his hand must be distinguished the
automatically-wrought cervus, better corbus, in Plin. xxxiv, 19, 14). [The
cervus of all the manuscripts is defended by Soldan Zeitschr. f. A. W.
1841. 8. 579—83. (who groundlessly calls in question the younger Cana-
chus) and by Jan. Jen. L. Z. 1838. Febr. S. 254 f. This statue, different
from that of the inscriptions, with which latter that of this Canachus at
Thebes exactly corresponded according to Paus. ix, 10, 2. agreed in the po-
sition of the doe before the god, with that at Delphi in Paus. x, 13, 3. and
on an engraved stone in the D. A. K. tf. 15. No. 61. and thus at the same
time the form of the automaton and the motive for introducing it, which
may have taken place afterwards, become clear.] The features harsh and
archaistic (§. 94), the hair parted on the crown with small curls of wire
over the forehead. To be gathered from the Milesian coins (Seleucus
Nicator gave back the statue), the bronze in the British Museum, Speci-
mens of Antient Sculpture, pl. 12, the head, ibid. Spec. pl. 5. and many
marble statues (Bonus Eventus). Volkel in Welcker’s Zeitschr. i. 1. p.
162. Schorn’s Kunstblatt 1821. N. 16. D. A. K. 4,—19—23. [Comp. the

Sta.tue. _of the Mus. Chiaramonti in Gerhard, Ant. Bildw. i, 11. Eckhel
D. N. ii. p. 531.]

LS

C. STATUES OF HONOUR (&uvdpravrec).

1 ' 87. The statues of athletes, by which art was directed to
life, began with the 58th Ol according to the accounts extant,

bu‘t l?eca.me _immediately very numerous and occupied the
2 principal artists. Although in general they were by no means
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regular portrait statues, they were however designed to keep
in memory the bodily energy and skill of the athletes; they
often bore reference also by posture and action to the peculiar
art of the combatant. In these anathemes the horse accom-
panied the human figure.

1. Paus.vi, 18, 5 mentions as the first athletes consecrated at Olympia :
Praxidamas of Agina, Ol 58 (of cypress wood), Rhexibius of Opus, O
61 (of fig-tree). Kutelidas’ statue therefore (Paus. vi, 15, 4) was cer-
tainly later than the 58th Ol. However, the stiff antique statue of Arra-
chion of Phigalia, who was crowned at Olympia when dead, was older
(Ol 53). The statue of the great Milo which was executed by Dameas
for Olympia about the 65th Ol was still very antique, with close feet
and very stifly formed hand, (Philostr. Apoll. Tyan. iv, 28), from whose
attitude the story in Paus. vi, 14, 2 at the end, seems to have arisen.

2. Olympie omnium qui vicissent statuas dicari mos erat. Eorum
vero qui ter ibi superavissent, ex membris ipsarum similitudine expressa,
quas tconicas vocant, Plin. xxxiv, 9.

3. Glaucus the Carystian, distinguished for his dexterity in the
manceuvres of boxing, was represented preluding (suzuayar) by Glau-
cias of Agina, Paus. vi, 10, 1. Diagoras and his family raised the
right hand in prayer, and held the left ready for boxing and the pancra-
tion. Schol. Pind. O. 7, in. and comp. Nepos Chabrias 1 (setting aside
the anachronism. Xenoph. Memor. 11, 10. “Or¢ wsy, @Qun, & Khasitay,
gAnoiovs (of. Symp. 2, 17) woscic Opopsis 7¢ xal wahaioras xab wvrTas xoi
Ty RPATIRTTES, 006 TE xetd 0i0cL.

88. Excepting these victors in sacred games, statues of
individuals were still very rare during this period ; their con-
secration always presupposes entirely particular occasions; the
yarxoly Tive orjoes Was at first an almost npwixn sips.

This holds true of the statues of the Argives Cleobis and Biton at
Delphi, Herod. i, 31, about the 50th Ol.; [of the Bathyllus of Polycrates
consecrated in Samos, §. 96. No. 17, 1if the words qua nihil videor effectius
cognovisse, did not raise a suspicion that a false inscription was given to
a charming and spirited brazen statue in the Heraon, executed in later
times] ; of the patriots Harmodius and Aristogeiton of Athens (the for-
mer were made by Antenor, 67, 4, the latter by Critios, Ol. 75, 4. Béckh,
C. I. ii. p. 320. 340. Stackelberg Griiber, Vign. S. 33. Welcker Rhein.
Mus. iv. s. 472. M. Hunter. tab. 9. n. 4 [R. Rochette sur le torse du Belve-
dére, p. 29. Suppl. au Catal. des Artistes, p. 204.]; of the Phocian gene-
rals in the dreadful war against the Thessalians, works of Aristomedon,
about Ol. 74. Paus. x, 1, 4; also of the cidworx of the princes of Sparta
who fell in battle, Herod. vi, 58. The statue of Hipponax (§. 82) was
anything but an honorary statue, comp. §. 420, 1. Kohler iiber die
Ehre der Bildsiiulen, Schriften der Miinchner Akademie Bd. vi. s. 67.
Hirt, Schr. der Berl. Akad. 1814—15. Hist. Cl. s. 6. Bockh, C. L 1. p.
18 sq. 872 sq. (on the Sigean Inscription).
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D. MYTHOLOGICAL FIGURES AS CONSECRATED GIFTS (drvaduara).

89. Figures or even whole groups, mostly of brass, from the
mythi of gods and heroes, were now much more frequent con-
secrated gifts. As a reminiscence :)f the sort of offermgs‘ which
were general in former times (§. 78) statues were occasionally
placed under tripods which served as a frame and roof to
them. In these dedicatory gifts mythology was employed en-
tirely in the same way as in lyric poetry and by Aischylus in
the drama—in order to lend a higher significance to the pre-
sent.

2. Tripods at Amycle by Callon and Gitiadas with goddesses under
them, Paus. iii, 18. Comp. Amalthea iii. p. 30 sq. Kven the consecrated
gifts for the Persian war, and the victories of the Sicilian tyrants over
Carthage were in great part tripods. Ibid. p. 27.

3. The Phocians consecrated the theft of the tripod by Hercules for
the victory over the Thessalians at Parnassus: Leto, Artemis, Apollo on
the one side, Hercules, Athena opposite. Here the idea was to represent
the Phocians as defenders of the Delphic tripod ; the Thessalian princes
were Heraclide, their war cry Atkena ftonia. The masters were Chionis,
Diyllus, and Amycleus. Herod. viii, 27. Paus. x, 13, 4. comp. Xx, 1, 4.
A victory of Tarentum over the Peucetii was celebrated in a group by
Onatas, wherein were Taras and Phalanthus. Paus. x, 13, 5.

-

E. SCULPTURES ON TEMPLES.

90. In a similar way were mythological groups chosen as
ornaments for temples,—it having become usual to place stone
sculptures in the metopes, on the frieze, the pediments and
acroteria,—for here also everything bore reference to the
deity, the consecrators, and the circumstances of the consecra-
tion. Two works of architectonic sculpture mark pretty well
the boundaries of this period,—the reliefs in the metopes at

3 Selinus, and the pediment statues of Zgina. Of these the

latter are also especially calculated to throw licht on that art

in regard to the choice and treatment of the mythological
subject.

2. The metope tablets of calcareous tufa (4 f. 9% 1. X 3 f. 63 1.) which
were discovered in 1823 on the acropolis of Selinus ncar the middle tem-

ple by W. Harris and Sam. Angell, and put together by them, and which
are preserved at Palermo, are adorned with reliefs which were painted,
and show that the art was still in its infancy (perhaps about the 50th
OL) [or 5—10 OL earlier]. «. Hercules naked (the lion hide perhaps of
gilded bronze) carrying the Cercopes. &. Perseus with the hat (zvvi) of
Hern}es (comp. the coins of Znos, Mionnet, Deser. pl. 49, 3) and the
talm, Athena in the peplos, Medusa with Pegasus. The relief with the
quz‘s,drlga from the same place is considerably later as well as the metope-
reliefs of the middle temple in the lower town, although these, which
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represent a goddess stabbing a hero or giant, and the torso of a dying
warrior, especially the latter, are executed in a hard antique style which
perhaps belongs to the end of this period. Comp. §. 119. Both temples
had metopes only on the east {ront.

P. Pisani, Memorie sulle opere di scultura in Selinunte scoperte.
Palermo 1823. B. Klenze in the Kunstblatt 1824, No. 8, comp. Nos. 28,
39, 69, 78. 1825, No. 45. 1826, No. 98. Boittiger’s Amalthea ii1. p. 307
sqq- Sculptured Metopes discovered among the ruins of Selinus—descr.
by S. Angell and Th. Evans 1826. fo. Iittorff, Archit. Ant. de la Sicile pl.
24, 25, 49. (Fr. Inghirami) Osservazioni Sulle Antich. di Selinunte illustr.
del. 8. P. Pisani 1825. Monum. Etruschi Ser. vi. t. v. 5. Thiersch, Epo-
chen p. 404 sqq. pl. 1. (with drawings by Klenze). R. Rochette, Journ. des
Sav. 1829, p. 387. Brondsted, Voy. en Grece ii. p. 149, D. A. K. pl. 4, 24.
5, 25—27.

As to the Metopes on the temple at Pastum (see §. 80. 11, 4), which
are related in style to the Aginetan sculptures, there 1is but little
(Phrixus on the ram) that can be recognised ; those at Assos (§. 255, 2)
are not yet sufficiently known.

3. The Mginetan sculptures, discovered by various Germans, Danes
and Englishmen (Brondsted, Koes, Cockerell, Foster, von Haller, Linkh,
von Stackelberg), have been restored by Thorwaldsen and brought to
Munich (Glyptothek n. 556—78). They formed two corresponding groups
in the tympana of the temple of Minerva (§. 80) of which that to the
west is most complete, but the eastern figures are larger and better exe-
cuted. Athena leads the combats of the Aacide or Aliginetan heroes
against Troy, in the west the combat around the body of Patroclus (ac-
cording to others that of Achilles, see Welcker, Rhein. M. iii, 1. p. 50), in
the east around Oicles who was slain by the Trojans as the companion
in arms of Hercules against Laomedon. Comp. Gott. G. A. 1832. p.
1139. In the east Hercules stands in the same relation to Telamon the
Bacid—as the archer to the heavy-armed soldier (comp. Pind. L. v, 27,
also Furip. Herc. Fur. 158),—that Teucrus does to Ajax in the west;
the costume and form of Hercules correspond to those on the Thasian
coins. As the Macidae here beat the barbarians of Asia, and rescue
their countrymen from great peril, so, more recently they aided in battle
at Salamis, according to belief (Herod. viil, G4, A.), and their descendants,
the Mginetans contributed their assistance in the salvation of IHellas.
The Persian archer-costume of Paris, the leathern coat, the curved
cap, &c., point especially to these parallels [?], (Herod. 1, 71. v, 4. vii,
61). Vase in antique style, manner, and arming of heroes, among
whom there is one very like Paris, Pourtalés pl. 8, also in Stackelberg’s
Griiber Tf. 10. These groups, therefore, certainly belong to OL 75 sqq. 7).
There was gilded bronze added to the marble (many holes enable us to
guess where the armour was placed) ; the hair also was partly of wire.
Traces of colour on weapons, clothes, the eye-balls and the lips, not on
the flesh. The disposition of the groups 1s simple and regular [architec-
tonico-symmetrical] ; as to the style of the workmanship §. 92. On the
acroteria stood female figures in antique drapery and attitude (Moir,
Nikae, Keres?).

Wagner’s Bericht iber die Algin. Bildw. mit Kunstgeschichtl. Anm.
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von Schelling 1817. Hirt in Wolf’s Analekten I‘I. ii.i. p- l(i? (where most
has been done towards explanation and determination of time). [ Comp.
Gotting. Anz. 1818. St. 115 ff'] Cockerell §. 80: Rem. iriJI ¢. Leake, Morea
ii. p. 467. Thiersch, Amalthea i. s. 137 L. Gothe’s Kunst u. Alterthum
iii. s. 116 ff. D. A. K. Tf. 6—8, B. Edw. Lyon, Outlines of the MHginga

marbles. Liverpool, 1829.

[90*. A place beside the statues of Zgina may worthily
be given to the reliefs of the earlier large monument of Xan-
thus in Lycia, which could not have been erected after the
capture of the city by Harpagus, Ol 58, 3, nearly the time
when the former were probably produced. For when that
event took place, all the Xanthians, not excepting even the
absent heads of families, perished (Herod. 1, 176) ; and, after-
wards, when Lycia became a tributary province, and, although
it was intrusted with the government of 1ts cities, which pro-
bably formed a confederation even at that time, there was
however a Persian agent in the capital, Xanthus, it is very
unlikely that so important a monument should have been
raised to one of the subjugated. Besides, notwithstanding all
the difference of the figures, the antique severity of the style,
subdued by a pervading grace, the admirable simplicity and
truth and the already acquired certainty and delicacy of execu-
tion, give considerable probability to the supposition that the
Lydian work was produced nearly at the same time with the
other at Zgina; but whether it was by a native school or
under the influence of the workshop of Chios, which was
much famed at the time, or of the scholars of Dipeenus and
Scyllis, is a point which will never be made out. Art at this
stage, as we learn from the later Italian, can at the most
different points having but slight connection with one an-
other, de}relape from within outwards the wonderful agree-
ment which we observe between these Lydo-Grecian works
and the Grecian monuments otherwise known to us. How far
mferior to this monument are the frieze-pieces from Assos.

We are indebted to Sir Charles Fellows for the surprising extension
of the history of art by means of Lydian antiquity. For the monu-
ments collected by him in that country, where he made this discovery

in his first journey in 1838, a large separate building has been erccted
at the British Museum, to which he presented them. The Xanthian
marbles, their acquisition, &c. L. 1843, See engraving of the reliefs 1n
Fellows” Journal written during an excursion in Asia Minor, L. 1839. P-
231, and a better one in his Account of Discoveries in Lycia} L. 1841. p.
17.0, repeat_ed in Gerhard’s Archaologische Zeitung 1843, &‘f. 4. S. 49.
still more 1H:|.pr0ved and corrected. M. d. I iv. tv. 3. with which we
should_ take in connexion the extremely profound description and ex-
planation of E. Braun, Ann. xvi. P 133. Bull. 1845. p. 14., and in the N.
Rh_eln. Mus. 1844, _S. 481—490. comp. Gerhard Archiiol. Zéit. 1845. S. 69.
This monument, like four others, mostly found in Xanthus itself, is a
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quadrangular tower of limestone in a single piece on a base, so that the
{rieze was above 20 feet from the ground ; over the frieze was a large
sima with abacus upon it. The figures are nearly as on the frieze of the
Parthenon, 3 feet 6 in. high, and divided into three white marble tablets
on each side ; the east and west sides 8 feet 4 in., the two others not
quite so long. M. d. L iv. tv. 2. On the western, being the principal
side, the frieze is perforated by a small doorway, above which 1s a cow
suckling, as there is a lion over a similar one (Fellows’ Asia M. p. 226) ;
this door leads into a chamber seven and a half feet high, and is very incon-
venient to enter, and may have been rather destined for pushing in cin-
erary urns or for making libation. This arrangement is similar to that
on the tomb of Cyrus, §. 245. R. 2. The art, on the other hand, not only
seems to be pure Greek on the whole, but the resemblance is still more
surprising in particular figures, for instance the enthroned goddesses to the
Leucothea Albani, of which, therefore, a cast has been taken and placed
beside the sepulchral chamber, and in drapery generally the female
ficures resemble the goddess ascending the chariot, and the man in arm-
our the Aristion on the stele at Athens (§. 96. No. 19). We are therefore
the more struck with what is strange and peculiar in the religious
ceremonies represented, the gods and their attributes. The compositions
on the four sides have evidently a unity of connexion and a close rela-
tion to one another. On the side with the entrance we may with great
probability recognise Demeter and Cora, the former with a patera, the
younger figure with pomegranate and blossoms, together with the three
Horae or Charites, those in the centre with pomegranate and blossoms,
the one behind with an egg; and as on the three other sides the centre
is occupied by three gods enthroned, with sceptres In wide-sleeved gar-
ments and mantles, two bearded, the third beardless without being
younger, the idea of the three Zeus is naturally suggested (only that in
that case, Poseidon is not to be forced out of this relation into particu-
lar connexion with Demeter as Phytalmios). However, this supposition
is not supported by an animal resembling a bear more than any other, a
Triton as an ornament under the arm of the throne, a pomegranate blossom
in the hand of the second and pomegranates in both hands of the third.
To these three gods a family seems to be dedicating offerings,—the man
in armour his helmet, the woman a dove, a child a cock and a pome-
granate. This child is on the other broader side which lies opposite to
that with the door and the two goddesses, and which has two subordinate
standing figures at the one end and one at the other, corresponding to the
Hora opposite ; whereas the ends of the two narrower sides are occupied
with four very beautiful Harpies carrying off maidens. However appropri-
ate and intelligible this secondary subject may be, to which the figures in
the principal representation were at first pla ully referred in a variety
of ways, it is nevertheless difficult to give a definite and particular ex-
planation of the latter from the artistically available details of native
Greek mythology and symbolism, which are for the most part scanty in
themselves or in their bearings, ambiguous as to time and place, and
totally destitute of connexion. With regard to coloured ornaments,
besides the blue of the ground, we perceive traces in the red peak of the
helmet, and that the fillets of the plinths and on the thrones, which are 1n
lower relief, had been painted.
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There are in London specimens of far ez}rlier art mu! in coarser stone
from Xanthus, a stele with two lions upon it, several animals from a wall
built at the time of the Romans, partly en‘gravcd ¢ Lyum,‘p. 174. Of great
antiquity also are pieces of a frieze smﬁulnr to that of Assu.:q, a bear, a
stag, a lion tearing a stag, a satyr running mi_;h al hruncl} of a tree; g
narrower frieze with fighting cocks and other birds, four w‘mgud sphinxes
from a tomb, and a couchant sphinx of P{::rfcct w?rkm{mslup.m the severe
style, &e. The lion and bull are prcviulmg‘ subjects in Lyf.:mn seulpture
(Lycia, p. 173), and lions are said to ihabit _stlll the Lycian mountains
(p- 182). All the monuments in the new Lycﬁmn ]\:i[uscum are from Xan-
thus; Sir Charles Fellows has only brought with him drawings and a few
casts from other cities, Tlos, Telmessus, Pinara, Myra, Kadyanda.]

F. STYLE OF THE FORMATIVE ART.

91.  Although when we take into account the widely dif-
fused cu'tivation of art, the difference in character of the
Doric and Tonic races, and the want of a central point, it is
not to be expected that art in a time of such intense striving
should everywhere have advanced in the same way; we can
still observe, however, certain general changes which neces-
sarily arose in the progressive development of Hellenic art.
They consist chiefly in this, that the forms passed over from
their original poverty and rudeness in characterizing into an
exuberance of expression, directed on the one hand to the
exhibition of strength, energy and activity, and on the other
to the display of elegance which at this pertod had to supply
the want of grace. The sculptures to which this tendency
gave rise are said to be executed in “the old Greek style,” in-
stead of which they were formerly always miscalled Etruscan.

Lo

3. After Winckelmann Lanzi perceived still more clearly the true
ruliatiﬁn of these styles.—I. Lanzi, Notizie della Seultura degli antichi e
de-1 varl suoi stili (Sec. ed. 1824. German by Lange, L. 1816), c. 2 dello
stilo Etrusco. [Zoega Bassir. ii. P. 67 ; de Obel. p. 222, who first ap-
plied to them the term of hieratic. ]

1 _ 92. The forms of _tlle body in these sculptures are exces-
¢ sively muscular, the joints and sinews extremely prominent,
whereby all the contours are rendered hard and sharp. This
hardness was manifested in a high degree by Callon, less al-
ready by Canachus, but too much sharpness in the delinca-
; tion of the muscles was even still objected to the style of the
Attic masters about the 75th Olympiad. However, this very
severity Gf: design led to that fidelity to nature which is in
most particulars so much admired in the ZAgina marbles.
4 With this fox:ce of design are usually combined sﬁort and com-
pact proportions, although an excessive lengthening of the
fngures 1S not unseldom to he found, more however in paint-
O 1ngs than sculptures, The gestures have often something
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violent (a tendency which was very much favoured by the fre-
quent representation of mythological battle scenes), but even
where there is great animation there is still a certain stiff-
ness, something abrupt and angular.

9. Duriora et Tuscanicis proxima Callon atque Hegesias, Quintil,

Inst. xii, 10. Canachi rigidiora quam ut imitentur veritatem, Cic. Brut.

18, 70. Ola e THs mahatiog toyaaiang Eoi "Hoynolov xal tay dp@l Keriay
0y Nunoiéreny, dmsoQiywéva (adstricta) xal vevpwdn xal oxanga xal dxpifas
drorsTawiva Tals yoapweis. Luclan Prec. Rhet. 9. Demetr. De Elocut.
§. 14, says that the earlier rhetorical style was unperiodic, but megieCeo-
wévog, like the ancient dryahpware, Whose Téxyn Was guaToNy xeed laxvorng.

9 With such a truth to nature as excites our wonder, there are
united in the AKgina marbles many singularities, such as the prominence
given to the cartilage of the breast, the peculiar intersection of the mus-
culus rectus, and the peaked form of the knee which is also much bent.
Wagner (§. 90.) p. 96. The Hermes cyogeios erected about the G4th Olym-
piad seems to have possessed equal merit as regards fidelity to nature,
and was even in the time of Lucian (Zeus Tragod. 33) a study for brass-
casters. Wiener Jahrb, xxxviil, p. 282.

4. Short proportions, especially in the Selinuntine metopes (the draw-
ing of which is also determined by the endeavour to exhibit every part
of the body in the greatest possible breadth). In the Algina marbles
the heads, especially in the lower parts, are large, the breast long and
broad, the waist short in proportion, and the thighs short compared with
the legs. Other examples of short proportions §. 96. No. 4, 5, 6, 10, 12,
16, 19. Comp. §. 99. No. 1, 2, 3, G. Examples of slender proportions
§. 96. No. 20, 21, 23. Comp. §. 99. No. 4, 5, also 9, 10.

93. But that antique love of elegance 1s shown in the
neatly and regularly folded drapery (comp. § 69); the curi-
ously braided or wire-like curling and symmetrically ar-
ranged hair; then in the peculiar mode of holding the finger,
which always recurs in the grasping of sceptres, staffs and the
like, and also, with female figures, in tucking up the garments;
in the buoyant method of walking on the fore part of the
foot, and numerous other particularities. Of & kindred nature
is the demand for parallelism and symmetry in the grouping
of a number of figures.

1. See §. 96. No. b, 6, 7, 13, 14, 16, 17. Besides the stiffened and flat-
tened temple-drapery the taste of the age for elegant and many-folded
garments must be taken into account. It prevailed chiefly in Ionia, and
went out at Athens with the time of Pericles. TerriyoQdoor, dexaie
axnuert Aawreol. The author’s Minerve Poliadis wedis, p. 41.

9. Soin the Agina marbles (evenin the pubes), comp. §. 96. No. 1, 7,
12, 14, 16, 17. This also was derived from the custom of higher and
more polished life at that time, and which was especially observed and
maintained at festivals. Asius ap. Athen. xii, 525 F. Badifay  Heaiov
FUTTETAEY LEVOY, ' Adnyie FapamETAEYHEVN, Pollux 1, 35.

Lo
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3. See No. 14, 15, 16, 17, 21. Theyiworshippeé! primore_digito in
erectum pollicem residente, Appul. Met. 1v. P. 90, Blp: Ofrﬂ‘-"mg-buxcs,
incense, &rc. were presented with three fingers. Aristoph. Vesp. 95.
Porphyr. de abstin. ii, 15. Ovid. F. i1, 573. Lactant. Inst. v, 19,

1 94, There prevail in old Greek art certain fundamental
forms in the shape of the head which had their origin partly
1n the ancient imperfection of art, pa,rtl_y n a degraded con-
ception of the national features, and wl'uch,_ by frequcpt appli-
cation 1n famous schools of art, almost attained a typical con-
sideration, and hence were even adhered to when art had
already made great advancement in the drawing of ‘the rest

2 of the body. To these belong on the whole a retreating fore-
head, peaked nose, the mouth drq,wn in with t-he_ corners
turned up, flat elongated eyes, prominent angular chin, lank
cheeks, and high ears.

1. Vultum ab antiquo rigore variare, was Polygnotus’ merit in paint-
ing. Plin. xxxv, 35.

2. Comp. the Apollo of Canachus §. 86 with the statues of Aigina,
and §. 96. No. 5, 12, 13, 14, 16, together with the coins §. 98.

95. The peculiarity of the Aginetan style, judging from
the allusions in ancient authors and the character of the
works preserved (§. 90, 3, and 96. No. 3), seems to have con-
sisted partly in a rigid adherence to the antique, partly in a
very accurate and studious imitation of nature, and therefore
(conformably with the character of the Doric race), In a very

conscientious, but certainly not a free manner of exercising
art.

Teomog vis toryaaione ¢ Alrytyetiog, mhatotiey 5 Al vivaeioe, and the like. Paus.
1, 42. 1i, 30. vii, 5. viii, 53. X, 36, 3. who accurately distinguishes therefrom
Toy  AtTivey ta aoxeiorare, as well as the Alyvrrie, vil, 5. Hesych.
Mywnrina oo vove oupePenxires (comp. §. 68, Rem. 3) ctvOpioeyTecs.

R

e

G- REMAINS OF THE PLASTIO ART (D. A. K. pL. 9—14.)

96. It is difficult to point out accurately the remains of
the old Greek style, for this reason that, keeping altogoether
out of view its long continuance in Etruria, even in Greece
consecrated gifts for temples were at all times intentionally
executed 1n a stiff and over-ornate style. This is called the
hieratic or archaistic style. No wooden statues of this period
have been preserved, and as to sculptures in metal, besides

the analogous works in Etruria, nothing has come down to us
but one very stiff antique figure in bronze.

No. 1. This figure served as the foot of a vessel. Inscription (C. I. n.

6): Honvxpareg avedexe. [It is very bold to understand here the famous
Samian.] In Paciaudi, Mon, Pelop. ii, p. 51. Collectio Antiq. Mus. Nan.
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n. 29, 276, Its genuineness is doubted by Count Clarac, Mélanges d’An-

. tiq. p. 24. Panofka Cab. Pourtales pl. 13. p. 42. The excellent bronze

figure of which an account is given §. 422. R. 7. must also he mentioned
here as a chef d’ceuvre of an early Peloponnesian school of art.

9. The Lampadephorus a master-work of early Peloponnesian schools,
§. 422. R. 7.

3. Tarly Greek bronze in Tubingen about 6 in. high, see Griineisen
in the Kunstbl, 1835. No. 6 sqq. also publ. separately 8vo. The style
Aginetan, the features however more natural, the figure also more slen-
der. The :Zeanciz of Amphiaraus? Pandarus according to Thiersch, but
evidently a charioteer, urging and at the same time restraining.

4. Bronze Minerva from Besancon, hieratic, the head fine, piéces de
rapport of silver,

5. Centaurs in bronze §. 389. R. 2.

There was an ancient species of working in the same ma-
terial—engraved designs—of which very antique specimens,
and an excellent monument from the Zginetic school, have
been preserved.

6. Graffito in bronze, a stag torn in pieces by two lions, in a very old
style. To be regarded as an example of many similar works in elder
Greece. Gerhard, Ant. Bildwerke Cent. I. Ttf. 80, 1.

7. Very thin bronze plate with embossed figures, very antique, the
eyes of little balls, five men, four women ; I explain them to be Argo-
nauts and Lemnian women. Cab. Pourtales, vignette.

3 A Bronze Discus from Algina with two figures referable to the
Pentathlon, a leaper with leaping-weights and a javelin-thrower (with
the dyxvnaroy dxéyriov), very natural and careful in design. E. Wolf.
Ann. d. Inst. iv. p. 75. tv. B.

The stone statues of the old style which are best known, be-
sides those which have been already mentioned §. 86, 90, might
be classified according to their style, somewhat in this way.

9. Apollo,a colossus, first executed. Ross in the Kunstbl. 1836, No. 12,
similar smaller statue at Thera, Ross Kunstbl. 1836, No 18. [His Inselreise
i. 5. 34. 81.] small curls of stone, tresses on the shoulders, breast full and
broad, athletic, striding somewhat with the left leg, as in the colossus of
Naxos, and the fragments of the Delian [are these latter suflicient to deter-
mine this? The Therwic Apollo, one of the most remarkable monuments
of early antiquity, now in the Theseion at Athens, engraved in A. Scholl’s
Mittheilungen Tf. iv, 8, cf. Qohneidewin’s Philologus i.s. 344. Not less
important the statue of the cedent Athena on the acropolis, A. Scholl
Tf. i. with which a smaller supplementing one also on the acropolis cor-

responds. Cf. Bull. 1842. p. 186. ]

10. Statues in the sacred way of the Branchidee. Notwithstanding
their extreme simplicity and rudeness they come down, according to the
inscriptions, as far as the 80th Olympiad. Ionian Antiq.T. 1. new ed.

 Amalthea iii, 40. C. I. n. 39, and p. XXVI.
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11. Pallas of the Villa Albani. Winckelm. Mon. Ined. P. I. p. 18, n,

17. Werke vii. Tf. 4. _

12. Penelope in the Pio-Clementino Museum and Chiaramonti pub-
lished by Thiersch, Kunstblatt 1824. p. 68 sqq. Epochen p. 426, and R,
Rochette, Mon. Ined. pl. 32, 1. 33, 3. comp. p. 102, 420. The beautiful
terracotta with four figures Canina Tusculo tv. 3.

13. The Dresden Pallas (no. 150). 'E» 7goBorn. Imitation of a draped
wooden statue with reference to the Panathenaic peplos (on which
Biockh Tragic. Pring. p. 192, the author’s Minervae Poliadis wedis, p. 26).
The relief, which represents the battle of the giants wrought in embroi-
dery, is with good reason considered to be in the improved style. Au-
gusteum 9, 10. Bottiger's Andeutungen, p. 57. Schorn, Amalthea ii.

8. 207. Meyer’s Gesch. Tf. 5. A.

14. Herculanean Pallas in the hieratic style, gilt and painted. Mil-
lingen, Un. Mon. Ser. i. pl. 7. p. 13. comp. §. 368, 5.

15. Artemis from Pompeii in a similar style, tending to the Itruscan
taste, of Luna marble and painted 4 palmi high. Winckelm. W. v. s. 20,
44, 200. M. Borbon. 11. tv. 8. comp. §. 363.

16. Among the archaistic statues of Apollo there is one particularly
worthy of notice in the Chiaramonti Museum (*Agveios of Argos?).
Gerhard, Ant. Bildwerke 1. Tf. 11.

17. Giustiniani Vesta, remarkable for its columnar figure, and flute-
like folds, probably conditioned by architectonic purposes. It is doubt-
ful if 1t came from Athens. Raccolta 87. Winckelm. W. vii. Tf. 4.
Hirt, Gesch. der Bild. Kunst, s. 125, Thiersch, Epochen, s. 134, There
are different figures allied to the Giustiniani Vesta by short proportions,
large heads, rectilinear folds of the double chiton, and a peculiar inter-
mediate stage between antique austerity and naive grace; they all seem
to represent Attic maidens in procession, or costuming themselves there-
for, especially in the Herculanean bronze figures, M. Borb. ii, 4—7, and
the others put in juxtaposition with these, §. 422, R. 7.

_ The reliefs in stone may be arranged somewhat as follows
(1t must, however, be remarked that only a few can with cer-

tainty be assigned to the period whose style they nearly
represent).

18. Samothracian relief with Agamemnon, Talthybius and Epeius.

From a judgment-seat, according to Stackelberg, Ann. d. Inst. i. p. 220.
After the 70th Ol (on account of the 1, C. I. n. 40. Clarac, Mélanges, p.

19), but execu_ted in a very ancient manner. Tischbein u. Schorn’s Ho-
mer nach Antiken, H. ix. Tf. 1. Millingen, Un. Mon. Ser., ii. pl. 1. Am-

althea iii. 8. 35. Clarac, M. de Sculpt. pl. 116 Y AR g
lass, 8. 171, pt. pL. 116, Comp. Volkel’s Nach

19. 'J:‘he Bﬁ-ca}led relief of Leucothea; a mother presenting her child
to a chxld-fﬂﬂtﬁrmg deity (2ovporpd@og Jeee). Winck. Mon. In. I i. p.
67. n. 56. Zoéga Bas'sir. L. tv. 41. Winckelm. W. iii. Tf. 3. Comp.
Pa.nof: ka, Ann. d Inst. iv. p. 217 (Birth of Hera). [The stele of Aristion
€0y0y Aeiw?m'hsﬂus', excellent figure of a Marathonomachos with traces
of colours in the Theseion ‘E@euspls apxeionoy. Tv., 75, i, p. 127 sq. N.
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Rhein. Mus. iv. 8. 4. Tf. 1, Schéll Mittheil. Tf. 1. In Scholl. Tf. 2, 4.
there is also the large relief on the acropolis of a female figure ascending
a chariot, in which grace 1s remarkably combined with antiqueness.
The bas-relief Despuiges §. 364, R. 8 is far more antique.

90, Theft of the Tripod—a subject early cultivated (§. 89. Rem. 3),
probably much employed at the consecration of tripods, which very often
ocourred at Delphi, Thebes and Athens. The base at Dresden, n. 99
(August. 5—7), can be best explained as the gtand of a tripod which was
won as a prize in an gy Awpmeiov xos. The reliefs in Paciaudi, Mon.
Pelop. 1. p. 114 (from Laconia), carry us back to the same original.
Mon. du. M. Napol. ii. pl. 35 (in the Louvre, n. 168. Clarac, pl. 119), Zo-
6ga ii. tv. 66 (Villa Albani). The subject was already treated in ancient
vase-pictures in a more free and lively manner. Comp. especially Fr.
Passow in Bottiger’s Archiiol. und Kunst, 1. 8. 125. [In one only; only
in one relief also on a sarcophagus at Cologne, Verein der Alterthums-
frounde. Bonn 1845. vii. s. 94. where 46 monuments are collected, to
which others also will be added. ]

91. Reconciliation of Hercules, before whom advances Athena, and
whom Alemena (7) follows, with the deities of Delphi, who are followed by
Hermes and the Charites as the deities of peace and friendship, from
the well of a Corinthian temple (epiordpioy, puteal sigillatum) in the

possession of Lord Guilford. Dodwell, Alcuni Bassir. 2—4. Tour ii. p.

901, comp. Leake, Morea iii. p. 246. Gerhard, Ant. Bildwerke 1. Tf. 14
—16 (Procession of the new-bhorn Aphrodite to Olympus, also Welcker,
Ann. d. Inst. ii. p. 328). Panofka, Ann. ii, tv. F. p. 145 (Marriage of
Hercules and Hebe).—This Corinthian relief treated in greatest detail
by K. W. Bouterweck in Qehorn’s Kunstblatt, 1833, Nos. 96—99, who
also endeavours to prove that it represents the introduction of Hercules

to Olympus and his marriage with Hebe. [The author repeats the above

explanation in the Dorians . 431 and D. A. K. xi, 42, Gerhard his in the
text to the Ant. Bildw. 2 Lief. 1844. s. 194—207. E. Braun also takes
the representation to be a marriage scene, but as Her. and Hebe, in his
Tages s. 10, and O. Jahn agrees with him. Archiiol. Aufs. s. 108.110—113. ]

99. Altar of the Twelve Gods from the Villa Borghese in the Louvre,
No. 378, an excellent work nobly conceived, and executed with extreme
care and industry. Beneath the twelve deities are the Charites, Hor,
and Mcerg. Perhaps an imitation of the Pwwds dddsxe Jswy of the Pisis-
tratidee about the 64th Olympiad. Visconti, Mon. Gabini, tv. agg. a. b.
c. Winckelm. W.iii. Tf. 7,8. M. Bouill, iii, 66. Clarac, pl. 173, 174.
Similar groupings: the Capitolian puteal with twelve deities, Winck-
olm. Mon. In. no. 5. M. Cap. iv. tb. 22. Winckel. W. iii. Tf. 4; the ara
tonda of the Capitol with Apollo, Artemis, Hermes, M. Cap. iv. th. 50.
Winckelm. W. iii. Tf. 5 ; another from the Mus. of Cavaceppi with Zeus,
Athena, Hera, Welcker’s Zeitschrift i, ii. Tf. 3. n. 11. Comp. Zioéga,
Bassir. ii. tv. 100, 101.

93. Anathemata for victories in musical games in the most ornate
hieratic style. Apollo, frequently accompanied by Leto and Artemis, as
Pythian singers to the cithern, making libation after the victory ; a god-
dess of victory pouring out. Zobga, Bassir. 11. tv. 99: Mon. du M. N -
pol. iv. pl. 7, 9, 10 (Clarac, pl. 120, 122); Marbles of the Brit. Mus. 1L
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pl. 13. Fragment from the Elgin Cﬂllt:}ction in the B'rit. M. R. xv. 103
from Capri in Hadrava, tv. 4. As a frmze' Gr{lamcnt In terracotta, Brit.
M. no. 18.—Apollo in the same costume singing a pan to the cithern,
whose cords he grasps with the left (J#ans), and strikes at t.he same
time with the plectron in the right (xgéxe:) Mor}. du M. Napol. iv. pl. 8
quite like the Samian bronze statue of Bathyllus in the costume of A pollo.
Appul. Florid. p. 128. Bip. Anacreont. 29, 43.—Comp. Welcker, Ann, (.

Inst. v. p. 147. [§. 361, 4.]

24. Sacrifice for a victory to Athena-Polias, who is clearly recognised
by the guardian-serpent, oixoveos 6Qic, In SE‘?GI‘{.LI rel-iefs, which—with 1,
not unfrequent extension of the original signification—were placed on
the cippi of warriors. Mon. du M. Napol. iv. pl. 11. Amalthea iii. s. 48
Comp. R. Rochette, Mon. In. 1. p. 288, 426. Welcker, Ann. d. Inst. v. p.
162, This representation also on a marble discus M. Borbon. x. 11.
The stele has the aphlaston. [Avellino Casa di Pompeji 1840. tav. 4. p.
97—S80 where the Salaminian victory of Ajax isindicated. Comp. Annali
d. Inst. v. p. 162. R. Rochette Mon. Ined. p. 228. 426.]

The following reliefs in particular may serve to present
more clearly to view the transition from the old-Greek style
to the improved style of the following period.

25. Hercules kneeling on the hind (#svra vevpwon). + Combe, Marbles
of the Brit. M. ii. pl. 7. Specimens, pl. 11. The posture also remained
nearly the same in later art. See Anthol, Pal, ii. p. 653. Plan. 96. [The
fine group found in Pomp. published by Gaet. d’Ancora, N. 1805. 4to.

and in the M. d. L. iv, 6. with a similar one in marble, Annali xvi. p. 175
by H. Keil.]

26. Castor as horse-tamer with the Castorian dog from the Tibur-
tine Villa of Hadrian. Combe ii. pl. 6. Specimens, pl. 14.

27. Festal procession of a Satyr and three Manads, in the ancient
solemnity of style. Inscription : Kaanipayos cxoir. M. Cap. iv. th. 43.

28.  Cippus with the figure of the deceased (as a %pa¢) leaning upon a
staff, giving a grasshopper to a dog, near Orchomenos. Clarke, Travels
lil. p. 148. Dodwell, Tour i. p. 243. The figure in a relief at Naples from
the grave of a Campanian named Meddik (according to the inscription)
[The inscription does not belong to the stele, and is now even separated
from it] is very sumilar, only it is clad in a shorter dress, and has an oil-
vessel (A7xv30c) suspended from the wrist ag 2 symbol of gymnastics. R.
R-ocl?:ette, Mon. Ined, i. pl. 63. p. 251. Odysseus with the dog Argos ac-
cording to Welcker (as well as R. Rochette and the Catal, del Mus. Bor-

b?n.)lcl)l]hein. Mus. iii, 4. 5. 611 [which is however an error. Mus. Borbon.
xiv, 10].

Works of the hieratic style also in terracotta are much

mm:edcommon, and are undoubtedly genuine works of this
period.

29. Those relief-figures are genuine antiques which were found at
Melos, without a ground, probably from g, votive shield, representing
Perseus as slayer of the Gorgon, and Bellerophon ag vanquisher of the
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Chimeera. Millingen, Un. Mon. Ser. ii. pl. 2, 3. [Also Alcaeus and Sap-
pho in the Brit. Mus. still unpublished. ]

30. Terracotta relief from Algina, the Hyperborean Artemis riding
with Eros in a chariot drawn by griffins. Welcker, Mon. In. d. Inst. tv.
18 b. Ann. i1. p. 65.

THE ART OF ENGRAVING STONES AND DIES,

- 97. The arts of engraving precious stones and coin-stamps |
gradually arose, as smaller and less regarded ramifications of
the plastic art,into which life did not until late extend from the
main branches. Both served as their first object the purposes
of economy and traffic. The art of stone-engraving was occu- 2
pied with signet-rings, speuyiics, the demand for which was
increased by the ancient practice of sealing up stores and trea-
sures, but was also partly satisfied by metal or even wooden 3
seals with devices of no significance. However, the art of
working in hard and precious stones at a very early period
advanced, after the example of the Pheenicio-Babylonian
stone-cutters (§. 238, 240), from a rude cutting out of round
holes to the careful engraving of entire figures in antique se-

vere style.

2. Regarding the sealing of reuicice, Bottiger, Kunstmythol. S. 272,
and elsewhere. On the old metal signet-rings, Atejus Capito ap. Macrob.
Sat. vii, 13. Plin. xxxiii, 4. On the SezoBearos, Seimnoioros (in part ac-
tually made from worm-eaten wood, and partly seals in imitation of it),
see Salmas. Exec. Plin. p. 653. b. It is doubtful whether the ring of Po-
lycrates was engraved. Strab. xiv. p. 638; Paus. viii, 14, 5. Clemens
Protr. iii. p. 247. Sylb. for the affirmative. Plin. xxxvii, 4 distinctly op-
posed to that opinion: comp. Herod. iii, 41, ¢Qenyic xevocderos opapaydov
A{3ov ; ‘Theodorus certainly did nothing more than enchase it [si fabula
vera]. According to Diog. Laert. i, 2, §. 57, it was a law of Solon: Gax-
TUMoyAUQe wh EEsivos aQparyidee QuAaTTE TOU TpadévTos OaxtvAiov. 'The
same writer, according to Hermippus, called the father of Pythagoras a
daxrunioyAvQog (Viii, 1),

3. On Scarabai (§. 175. 230, 2) with figures, which almost entirely
consist of round rudely formed holes placed close to one another, Meyer,
Kunstgesch. i. s. 10. Tf. 1. An excellent collection, partly of this sort
and partly of ancient and careful workmanship, but chiefly Etruscan, is
furnished in the Impronti Gemmarii d. Inst. Cent. 1. 1—50. 111, 1—55.
See besides, Lippert, Dactyl. Ser. i. P.1i. n. 79, 496. 13, 1, 431. 11, 103.
Millin, Pierres Gravées Inéd. 6, 7, 13, 25, 26, 50, 51. Specimens, p. Ixxxi.
Comp. Lessing, Antiq. Briefe Th. i. s. 155. Facius, Miscellaneen zur
Gesch. der Kunst. im Alterthum, iv, 2. s. 62 (where also are noticed the
pretended os@pxyidec of mythology). Gurlitt, iiber die Gemmenkunde,
Archaol. Schriften, s. 97 ff. Hirt, Amalthea 11. s. 12. D. A. K. Tf. 15.

98. Coined silver money had even about the 8th Olym-

piad taken the place of the bar-money formerly used. It was
K
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introduced by the Argive king Pheido, and Aigina became
the first officina of coining. But for a long time they were
satisfied with the simplest devices on the convex obverse of
the coins, with rudely indicated tortoises (in Zigina), shields
(in Beeotia), bees (at Ephesus), and the like. On the flat re-
verse remained the impression of a projection (quadratum in-
cusum) by which the coin was held fast while receiving the
stamp. The heads of gods and complete figures first made
their appearance at this period; and the depressed fields of
the reverse became gradually filled with representations more
and more ingenious; different schools of coining were devel-
oped, as 1n the characteristically but not elegantly designed
numi incusi (with raised and at the same time depressed
figures) of Lower Italy, and the coins of Macedonia and Chal-
cidice which were executed in a very sharp style and with
much delicacy of detail.

1. On Pheido and the ancient Agina standard of money, the author’s
Aginet. p. 51, 88. [Bockh’s Metrologie s. 76.]

‘2. The most unshapely xsraviz of Agina (in Mionnet’s Empreintes,
n. 616 sqq.) certainly reach very far back. Many of the Corinthian coins
with the Pegasus and Koppa, and the Beeotian with the shield approach
the same epoch. Levezow iiber mehrere im Grossherz. Posen gef. uralte
Griech. Munzen, B. 1834.

3. On the Attic coins in place of the rude Gorgoneion (comp. Cou-
sinery, Voy. de la Macéd. ii. p. 119. pl. 4) came the head of Minerva with
the antique and bizarre profile (Mionnet, Descr. pl. 41, 50, 54. Empr.
603, 4, 5), and the owl on the reverse, a type which continued for a long
time. Coins of Athens in the imperial cabinet of coins, Weiner Jahrb.
1838. lxxxii. 8. 28.—The numi wncusi (comp. Stieglitz, Archaeol. Unter-
haltungen 1i. s. 54) of Sybaris, Siris, Poseidonia, Pandosia, Taras, Caulonia,
Crotona, Metapontum, Pyxoeis, extend from about the 60th to the 80th
Ol. (Sybaris destroyed, 67, 3. Pyxoeis founded 77, 2. Siris conquered
about 50, but Sirites continued to exist). Mionnet, Descr. pl. 58—60.
Micali, Italia tv. 58, 60. Millin, Mag. Encycl. 1814. T. ii. p. 327.—Coins
of Rhegium and Messana with the hare, and mules in harness (Mionnet,
pl. 61, 5. Combe, M. Brit. tb. 3, 27), are of the time of Anaxilas (70—
76). Aristot. in Pollux v, 12, 75; others of Messana have the types of
the Samians who had settled there (70, 4). Gott. G. A. 1830. s. 380.
Elegantly executed old coins of Syracuse and Gela. [Coins with the head
of Theron, probably after Ol 77 ; Visconti Iconogr. Gr. A. ii. p. 6 sq.|—The
coins of Alexander I. (Ol 70 to 79) which were imitated by the Bisalte,
are in a severe but very excellent style of art; the old style appears very
elegant on the coins of Acanthus, also of Mende. Lion and bull on coins
of Acanthos explained from Herod. vii, 125. by Pinder, p. 20. But the
lion there only attacks camels. The Thasian coins (@A) with the satyr
embracing the nymph (on others probably also from thence the satyr
pursues the nymph) exhibit the art advancing from coarse caricature
(comp. §. 75%) to the cultivation of elegant forms. At Lete in Mygdonia
and Orrhescos in the same country these and other antique colns were
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‘mitated in barbarian workmanship (with a centaur instead of the satyr).
Mionnet, Descr. pl. 40, 44, 50. Suppl. ii. p. 545. iii. pl. 6, 8. Cadalvéne
Recueil de Méd. p. 76. Cousinery, Voy. dans la Macéd. T. i. pl. 6, 7.
Comp. Gott. G. A. 1833. s. 1270.—The figures of animals and monstra
especially are also often very antique on the old gold staters of Asia Minor,
of Phoc®a, Clazomena, Samos, Lampsacus, Cyzicus. (The combination
of lion and bull on the Samian staters reminds one of oriental conjunc-
tions.) See Sestini, Descr. degli Stateri antichi. Firenze 1817, and in
particular Mionnet, Suppl. v. pl. 2, 3. Comp. besides Stieglitz, Versuch
einer Einrichtung antiker Miinzsammlungen zur Erliuterung der Ge-
schichte der Kunst. Leipz. 1809. D. A. K. Tf. 16, 17.

4. PAINTING.

99. At this period the art of painting, by means of Cimon 1
of Cleon® and others, made such progress, especially in the
perspective treatment of subjects, as enabled it to appear in
great perfection at the very beginning of the next period.
Vase-painting, which had been introduced into Italy and
Sicily from its two metropolises Corinth and Athens, remained
more restricted in its resources, so that the works especially
of the Chalcidian Greeks in Lower Italy took Attic models as
their ground-work both in subjects and forms. In the now
prevailing species with black ficures on reddish-yellow clay
were exhibited all the peculiarities of the old style: excessive
prominence of the chief muscles and joints, stifly adhering
or regularly folded drapery, constrained postures or abrupt
movements of the body;—but at the same time, owing to the
facility of exercising this art, there were a great variety of
manners belonging to particular places of manufacture, often
with an intentional striving at the bizarre.

1. Cimon of Cleonz, Plin. xxxv, 34. AL V. H. viii, 8 (on the con-
trary we must read Mixsv, [who improved on the invention of Eumarus
§. 74] in Simonides, Anthol. Pal. ix. 758, also perhaps App. T. ii. p. 648),
invented catagrapha, oblique vmagines, 1. e. oblique views of figures, from
the side, from above, from below; and stimulated to more exact details

in the body and drapery. That was a great picture which was dedicated

by the architect Mandrocles in the Heraeum—the bridge over the Bos-
porus and the passage of Darius (Herod. iv. 88). Pictures in Phocea
about the 60th Ol. Herod. i. 164. Mimnes mentioned by Hipponax Ol
60, painted triremes [Aglaophon in Thasos, father and master of Polyg-

notus and Aristophon. ]

2. It is proper to refer here to the question as to whether the great

mass of the vases of Volci (respecting their discovery §. 257), which
probably belong to the time between the 65th and 95th Ol., and by their

subjects and inscriptions decidedly refer to Athens, were manufactured

at Volci by Attic colonists or metact, or whether they came by means of
commerce from Athens or a Chalcidian colony of Athens. Comp. Millin-
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of the Roy. Soc. of Lit. ii. 1. p. 76. Gerhard, Rapporto int,
%?is’irlgizfccnti, Ann. ()1’ Inst. iii. p. 1 (Mon. tv. 26, 27) Welcker, Rhein.
Mus. fiir Philol. I, ii. s. 301 (for the first view, whu::h Ger.:hard supports,
Bull. 1834. p. 76).—R. Rochette, Journ. des Sav. 1831. Févr. Mars. The
author in Comment. Soc. Gotting. Vil P. T?_(for the second as well as Bun-
sen Annali vi. p.40. R. Rochette ibid. p. 285,J ourn. des Sav. 1837, p. 486
for importation, Gerhard gives up the ’]:‘y}‘rheman species as such, Ann,
ix. p. 136, but supports their Italian origin, p. -140).. Comp.‘ b'elnw No.
13 As to the imitation of Athenian vase-paintings in Chalcidian Nola,
Bickh has brought to light a remarkable instance, Procem. Lect. Hiem,

1831.

3. Among the great host of antique vase-.pictures we here self_act some
of particular interest which belong to the t'11ﬁ‘ere1}t manners w_hmh were
developed in Greece itself. There isan entire series of these with figures
in shadow. Stackelb. Tf. 10—15. [The greatest and most remark-
able of all vases of the earlier times is that discovered by Alessandro
Francois in 1845 in the district of Chiusi, painted by Clitias, made by the
potter Ergotimus, with a cyclus of important compositions probably
grouped under a particular point of view, with 115 names of persons re-
- presented. An introductory account given by E. Braun Allegem. Zeit.
1845. s. 1379. Bull. 1845, p. 113, and Gerhard ibid. p. 210, and Archiiol,
Zeit. 1846. s. 319.)

No. 1. The Attic prize-vase, TON A@ENEG[E]N A®@AON EMI, in
the possession of Mr. Burgon (Millingen, Un. Mon. §S. 1. pl. 1—3. comp.
C. I. n. 33, and p. 450), representing Athena as promachos, and a con-
queror in a chariot race with xévreoy and waoriZ, A Panathenaic vase
from Agina, Bull. 1830. p. 193. 1831. p. 95, one from Cyrene Annali vi.
p. 2873. [A host of such vases M. d. L. i. tv. 22. Gerhard Etr. u. Cam-
panische Vasen Tf. A. B.] The numerous amphora with different gym-
nic and equestrian contests, also a cithern-singer from Volci, are in a more
elegant style and evidently merely vases for show, (Gerhard, Ann.d. Inst.
1. p. 209. Ambrosch, ibid. v. p. 64. Mon. 21, 22), as well as some found
in Magna Grecia (the Koller vase at Berlin, in Gerhard, Ant. Bildw. 1. Tf,
0—T; eyiag eypanye vize b. Stackelb. Tf. 25, the only example from Athens;
a peculiar style of painting, with short stiff figures, from a small Athen-
1an tripod ; the Lamberg vase at Vienna, the least antique, in Laborde b
73, 74; comp. Panofka, M. Bartoldiano, p. 65 sqq.). On the destination
of these vases, Brondsted, Trans. of the Roy. Soec. II. i. p. 102.

2. Vase with the slaying of the Minotaur, in a stiff antique style ;
the female figures with drapery checked in different colours and without
fold.s. Work of the potter Taleidas; found in Sicily, but probably of the
Att}c school, as the subject is presented exactly in the same way on an
Att}c vase 1n the possession of Mr. Burgon. Most accurately given in
Mmsonqeuve, Introd. pl. 38. [Gerhard Auserl. Vasen i, Tf 1—4.]

3. Birth of Pallas in a style very similar to that of the preceding
vase. FI‘O]:'II Volei, where there were a great number of the kind. Micali,
Ant. popoli Ita:liani,Monum. tv.80,2. [Gerhard Auserl. Vasen.i. Tf. 1—4:]
~ 4. Vase with boar-hunt by a hero Antiphatas, a prize for a victory
in the horse-race, from a tomb near Capua with Dorian inscriptions.

Very s):mmetr::lcal arrangement of the figures, Hancarville, Antiq. Etr.
Gree. et Rom. i. pl. 1—4.  Maisonneuve, Introduction, pl. 27.
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5. Hermes with the three goddesses hastening to Paris, as on the
coffer of Cypselus, Paus. v, 19, 1. Similar to the preceding vase: paral-
lel direction of the limbs; regularly folded drapery, slender proportions.
Millingen, Coll. de Coghill, pl. 34.

6. Hercules with the lion’s hide, but at the same time a Bootian
shield, violently springing upon Cycnus (comp. the statue on the Amy-
cleean throne, Paus. iii, 18), in Millingen, Un. Mon. S. i. pl. 38.

7. Achilles dragging the body of Hector (in gigantic form) behind
his chariot, often on Sicilian vases, in R. Rochette, Mon. In. i. pl. 17, 18.
On a similar one at Canino the small winged figure of a hero represents
the eidolon of Patroclus, R. Rochette, p. 220.

8. Departure of Eriphyle from Amphiaraus and Adrastus, two groups
on a Magna Grecian vase. Scotti, Illustrazioni di un vaso Italo Greco.
N. 1811. 4to. [Millingen Peint. de Vases, pl. 20, 21. The author’s D.
A. K. Denkm. i. Tf. 19, 98. Minervini in the Bullett. Nap. ii. p. 122.
1. p. 48, 52. 0. Jahn Archaol. Aufs. S.139 £.]

9. Memnon overcome by Achilles and carried away by Eos, two
groups on an Agrigentine vase (but with Attic inscription) of powerful
and finished design, Millingen, Un. Mon. i. pl. 4, 5.

10. Pyrrhus slaying young Astyanax before the walls of Troy, at the
altar of the Thymbrean Apollo, on a Volcian vase. Mon. d. Inst. 34.
Comp. Ambrosch, Ann. iii. p. 361. [young Troilus, Ann. v. p. 251—54. O.
Jahn Telephos and Troilos, S. 70.]

11. Athena, recognisable by her helmet and lance, sitting at the right
hand of Zeus, with the thunderbolt ; before them two Hora, behind the
throne Hermes and Dionysus, in a finished antique style such as prevails
at Volel. Copied in colours (red and white) in Micali tv. 81.

12. Dionysus in the ship of the Tyrrhene pirates (an ingenious and
grandiose composition) on a cup from Volei, in the inside. On the out-
side of the rim combats around two fallen heroes. Inghirami, G. Omerica
tv. 2569, 260. [Gerhard Auserl. Vasen i. Tf. 49.]
~ 13. Athenian virgins drawing water for the bridal bath from the
fountain Callirrhoe (KAAIPE KPENE, read Kaanigig Kenvn), from Volei.
Brondsted, A brief descr. of thirty-two anc. Greek vases, n. 27. Comp. the
marriage-vases for Lysippides and Rhodon in Pr. Lucian, Musée Etrusque
n. 1547, 1548. |

14. A traflic-scene,—sale of wool [Silphion] under the superintendence
of a magistrate, with Doric inscriptions (' Apxssirzs), on a vase from
Etruria, in a bizarre style, not Attic. Mon. d. Inst. 47. Ann. v. p. 56.
Micali tv. 97. [Cab. Durand, no. 422. Panofka Bilder antiken Lebens
Taf. xvi, 3. Inghirami Vasi fitt. tav. 250.]
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THIRD PERIOD,

FROM THE 80mx TO THE 111ta OLYMPIAD (460—866 B. ().
FROM PERICLES DOWN TO ALEXANDER,

1. THE EVENTS AND SPIRIT OF THE AGE IN RELATION TO ART.

100. The Persian wars awakened in Greece the slumber-
ing consciousness of national power. At_hen_s was entirely
fitted, by the character of the race to which its inhabitants
belonged, to become the central point of Grecian civilization,
and availed itself, with great skill, of the means which the
circumstances supplied; whereby it quickly arrived at such
a degree of power as no other city ever possessed.

2. The Athenians were, in common with their kindred race, the Ion-
1ans of Asia, susceptible, lively, and fond of innovation, but combined

with these qualities an energy which had there soon disappeared. To
0paaTNEI0Y, TO OLV0Y,

3. The beginning of the palmier state of Athens is fixed by Herod.
v. 78 as early as Ol, 67, 4. Themistocles’ popular decree for the expen-
diture of the silver of Laurion on the fleet, about 73. Battle of Salamis,
75, 1. The hegemonia of the Greeks who had been under the king fell to
Athens for the Persian war, probably 77, 1. Aristides’ reasonable taxa-
tion; the treasury at Delos; the sum of the yearly tributes, @dpos, 460
talents (afterwards 600 and 1200). Pericles removed the treasure to
Athens about 79, 3. From that time the allies mostly became subjects,
the alliance-treasure a state-treasure. The highest amount of treasure
before the Peloponnesian war was 9,700 talents, the yearly revenue
at that time about 1,000. Bockh, Pub. Econ. p. 396 8qq. 433. Lewis.

101. The great riches which at this period flowed to
Athq,ns, whereof only a small portion was expended on the
Pgrsm.n war which was indolently carried on, were at first
laid out principally in the fortification of the city, but after-

wards in adorning it in the most magnificent style with tem-
ples, and edifices for games.

1. The building of the walls of the Peirmus was begun by Themisto-
cles in the time of the Archon Cebris before OL. 76 (according to Bickh
De archont. pseudepon. Ol. 72, 1), continued 75, 3. The rebuilding of
Athens and the renovation of the walls 75,2. About Ol. 78, 4, Cimon
caused tl}e south side of the acropolis to be strengthened (Plut. Cim. 13.
Negoa, Cim. 3), and the foundation of the long walls to be laid, which
Pericles completed O], 80, 3, 4, but afterwards added another wall to

them. On the three long walls, Leake’s T I
Nachtr. s, 467. 8 2 ¢8 lopography by Rienwec
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9. The Theseion was begun under Cimon, Ol, 77, 4. About Ol. 80, 3.
the Athenians made a proposal for a renovation at the common expense of
the temples destroyed by the Persians ; and about this time many temples
were built in Attica. The Parthenon completed Ol 85, 3. The Pro-
pylea built 85, 4 to 87, 1. The stone theatre was begun («er@ 76 weoeiv
7a ixpi) 70, 1, but the upper portions were not completed until the
financial administration of Lycurgus (109—112). The Peisianactic Hall
was formed into a picture gallery, Iloixian, about 79, 3. The Odelon was
built by Pericles for the Panathenwma before 84, 1. See the author’s
Commentatt. de Phidia i. §. 5. The cost of these buildings was consi-
derable; the Propyl®a cost (together with all their appurtenances) 2012
talents (Harpocration) ; Thucydides ii, 13. says nothing in contradiction
to this.

102. While in these works of architecture a spirit of art
was unfolded which combined grace with majesty in the hap-
piest manner, the plastic art, emancipated by means of the free
and lively spirit of democratic Athens from all the fetters of
antique stiffness, and penetrated by the powerful and magnifi-
cent genius of the age of Pericles, attained through Phidias
the same culminating point. However, in conformity with
the character of the elder Hellenians, the admired master-
pieces of that time still bore the impress of calm dignity and
unimpassioned tranquillity of soul. The spirit of Athenian
art soon acquired the sway throughout Greece, although art
was also cultivated in the Peloponnesus in great perfection,
especially among the democratic and industrious Argives.

3 Athenian artists about Ol 83, (De Phidia i. 14) worked for the
Delphian temple [N. Rhein. Mus. i. s. 18.] and the Phidian school about
the 86th Ol. adorned Olympia and Elis with sculptures. On the state of
Argos, see the author’s Dorians ii. p. 147. Lewis and Tufnell.

103. The Peloponnesian war, from OL 87, 1 ex. to 93, 4
destroyed in the first place the wealth of Athens, the ex-
penses of the war having exceeded the amount of revenue,
and at the same time tore asunder the bond which united
the Athenian school with the Peloponnesian and other artists.
Of deeper influence was the internal change which occurred
during the Peloponnesian war, not without considerable co-
operation from the great pestilence (OL 87, 3) which swept
away the manly race of old Athenians and left a worse
behind.  Sensuality and passion on the one hand, and
a sophistical cultivation of the understanding and lan-
guage on the other, took the place of the solid manner
of thinking, guided by sure feelings, which was a character-
istic of earlier times. The Grecian people broke down the
bulwarks of ancient national principles, and, as in public life,
so also in all the arts, the pursuit of enjoyment and the desire
for more violent mental excitement, pressed more prominently

into view.

Lo

Lo
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1. On the expenses of the war see Bickh's Pub. Econ, i P- 289, On
the separation of the schools of art during the war, De Phidia i, 19,

. A ¢ : " ' : 1 -~ . 4 'Y
9. Ilpatoy7e nods xal is TEAA® TN WOAE/ iwl wAfoy dvowelas To VOTNU i
. s " ¥ N \ : ! . \ .

Of 90N TE MOV xal TAYTAXOISY TO £5 AVTO x:eﬁmhmy, TOVTO X XaAoy xep)
xenaigoy xeréorn, Thucyd. 1. 53.

3. In public life the tribe of flatterers of the demos, Cleon, o, came
in the room of Olympius Pericles, who governed by Phu penetrating forge
of his genius; the hetwore exercised more nlld flluru 1ntluc‘nct}~ on domestio
life; in tragedy the madyrixararos and dsiveraros of ‘}14111-1p1d¢3 suited
the taste of the great public; lyric poetry passed over into the new un-
bridled and ostentatious dithyrambus, the masters of which (I\'Ioln.nilz.pi_
des, Cinesias, Philoxenus, Telestes, Phrynis, and Timotheus of Miletus)
were regarded by the more rigid as the corrupters of musie, particularly
of its ethic character; whereby at the same time the art of rhythm
about the 90th Ol became more lax and irregular. The ancient orato-
rical art was founded on a symmetrical construction of sentences, and
demanded the most tranquil declamation ; along with it an 1mpassioned
and pathetic style of speaking gradually obtained a footing.

Particular regard must here be had to the always increasing freedom
and violence in the corporeal expression of mental emotions. According
to Xenophon the Spartan youth did not move his eyes any more than a
brazen statue (Dorians ii. p. 279. 2 Ed.). At Athens Periclesstill preserved
“the fixed posture of countenance, the quiet manner of walking, such an
adjustment of his dress that it did not get into disorder from any orato-
rical gesture, the uniform tone of voice.” Plut. Pericl. 5. Comp. Siebelis
in Winckelm. W. viii. s, 94. Through Cleon free and violent gestures
(70 Tis ysipa {2 éxerv) invaded the oratorical platform, and the ancient
suxoswia Of the orators disnppcared. Plut. Nicias 8. Tib. Gracchus 2.
<Eschines against Timarchus, Y- 25 8qq. Bekk. Demosth. = wAOXTL. P
420 R. We must imagine Demosthenes to have been highly impassioned
in gesticulation, and Aschines to have been somewhat stiff and affected.
Lively and pathetic gesticulation on the stage began with Melanippides,
a contemporary of Alcibiades, and whom Myniscus, Aschylus’ actor, on

that account called #(3mxos.  Aristot. Poet. 26, cum Intpp. Xenoph.
Sympos. 3, 11.

104 With this spirit of the times was closely connected
the tendency of those artists through whom the plastic art
after t_he 100t_h OL attained another stage; inasmuch as
In their creations, compared with the works of the pre-
vious generation, there i1s manifested much more sensuality
and pathos, a more disturbed equilibrium, and a more rest-
less longing 0( the soul, whereby indeed art again acquired a
new world of ideas. But at the same time the propensity to
rlomentary enjoyments, which was a striking feature in the
Athenian People, operated as a hindrance to important pub-

thus deprived (if we do not

e by Conon and Lycurgus) of
which was oiven in the time

| our of the Macedonian kings.
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This relation brought about changes in the spirit of art which 3
will be seen at the close of this division, and more clearly in
the following.

9. Demosthenes complains bitterly of the poverty of public and the
magnificence of private buildings in his time. Comp. Bickh, Public Econ.
i, 205 8q. Lewis. As to the works promoted by Conon, Paus. i, 1, 3. 1, 2,
9. Comp. De Phidia i, 3. n. d. and in corroboration of the statement
that the temple of Zeus Soter was erected by Conon, also Isocr. Kuagor,
§. 57. Under Lycurgus former works chiefly were completed, but there
was also something new. See the psephisma in Plutarch x. Orat. p. 279,
I1., where perhaps we should read : guwicpya maparafuy TOUS TE VEWSOIXOVS

\

xael Ty oxsvodnxny xel 7o Jéateoy To Aloy, iZsipydaaTo xotl ETETENEOS, xeel T0
o oradioy 70 Tlavad. xal 70 yuwyaaioy 70 Avxsioy xarsoxsvass. Comp. p. 251,
Paus. i, 29, 16. The noblest private outlay, however, still continued to
be that on war-horses and statues, and it is a severe reproach to Dicteo-
genes (Iseeus on Dicwog. Inher. §. 44), that he allowed dedicatory pre-
sents, purchased by the person whose property he inherited for three
talents (£615), to lie scattered about unconsecrated in the studios of

sculptors.

9. ARCIHITECTONICS.

105. The first requisite for the prosperity of architecture,
the putting forth of every energy in order to accomplish
something great, was already exemplified in the walls built at
this period, especially those of the Peirseus, which, at the
same time that they resembled Cyclopean walls in their colos-
sal size, were distinguished by the utmost regularity of exe-
cution.

The circuit of the walls of the Peireous with Munychia measured 60
stadia ; the height was 40 Greek cubits (Themistocles wanted the double) ;
the breadth was such that during the erection two waggons laden with
stones could pass each other, the stones were s Zeeion, closely fitted to
one another (i rowd tyyovior), and held together without any mortar,

| only with iron cramps soldered with lead. The walls of the Parthenon
A were built in the same way ; the cylindrical blocks of the columns, on the
5 other hand, were connected by wooden plugs (cypress wood in the tem-
| ple of Sunium, Bullet. d. Inst. 1832. p. 148). [One of these plugs with its
sheath in Munich.] All the technical details are here found in the highest

perfection.

' 106. TFurther, there was evinced in the construction of 1
| theatres, odeia, and other buildings for festal amusements, &

clearer and more penetrating understanding which conceived

‘1 the distinctest manner the aim of the building, and knew

| how to attain it in the most direct way. The theatron, like 2

}‘ the ancient chorus (§. 64, 1), was always still in the man an
open space for dancing (orchestra), having entrances on both

‘ sides. Around it arose the seats, arranged so as to hold the

e
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areatest possible number of persons, and the elevated scaffol -
ing of the stage. The building of theatres probably emanated
from Athens, but at this period it had already extended

3 over all Greece. The Odeion also, a smaller theatre with an

umbrella roof, received its form at Athens, and it is in like

4 manner probable that one of the contemporaries of Phidias

1

2

3

first produced at Olympia the ingenious form of the barriers
(¢p:aic) of a hippodrome.

2. On the theatre at Athens §. 101, Rem. 2. That of Epidaurus, g
work of Polyclitus (about Ol 90), was the first 1n beauty and symme-
try; a portion of the very commodiously built stairs is still remaining,
[The seats are still almost entire; the restoration with the stones them-
selves removed from their places would be easy.] See Clarke, Travels 1,
11. p. 60. Donaldson, Antiq. of Athens, Suppl. p. 41. pl. 1. The theatre
of Syracuse (comp. Houel, T. 111, pl. 187 sqq. Wilkins, Magna Grecia, ch.
2. p. 6. pl. 7. Donaldson, p. 48. pl. 4, 5) [Cavallari in Serradifalco An-
tich. di Sicilia iv. tv. 17—22. p. 132] was built by Democopus-Myrilla
before Sophron (OL 90). Eustath. ad Od. iii, 68. p. 1457. R. Comp. §.
289.

3. The odeion is pretended to have been built in imitation of the
tent of Xerxes, and the roof was said to have consisted of Persian masts,
hence also Themistocles instead of Pericles has been called the founder
(Hirt, Gesch. ii. p. 18). But even Attica furnished at an early period
much longer trees than it did afterwards for the roofing of large build-
ings. Plato, Critias, p. 111. On the design of an odeion 3. 289.

4. On Clecetas, the son of Aristocles, Bockh, C. I. p. 39, 237. The
author, De Phidia i, 13; on his #@ssc Hirt, Gesch. iii. p. 148, It fulfilled
the object of bringing all the chariots round the Spina at an equal dis-
tance from the normal starting-point of the circuits.

107. Probably also the art of arching, which was not yet
anywhere employed in temples at this period, except perhaps
in the Eleusinian Megaron, was already used in the building
of these' theatres. According to the tradition of the ancients
1t was 1invented by Democritus, but he perhaps only 1m-
ported it t_"ron} Italy (see §. 168) into Greece. The same De-
mocritus 1nstituted, together with Anaxagoras, investigations
into the perspective design and detailed construction of the
theatrical scene; it was _through him, in an especial manner,

that a philosophical spirit of Inquiry began to benefit the arts.

l 2(1 Poseidon. in Seneca Ep. 90. Democr. dicitur invenisce fornicem ut
apium curvatura paulatim inclinatorum medio saxo (key-stone) alli-

garetur. Democritus, according to the most ¢ died Ol
94, 1, about 90 years ;1 8 ost probable account,

E3.h ‘lritlé‘luv. Preaef. vii. ‘Namque primum Agatharcus (§. 134) Athenis,
.90 gocente tragmdiam, scenam fecit et do ea commentarium reli-

3:1 1(!1:. i tmOMtl Democr. et Anax. de eadem re scripserunt, quemad-
odum oporteat ad aciem oculorum radiorumque extensionem, certo

= A — - = =
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loco centro constituto, ad lineas ratione naturali respondere. This matter
falls in with the last days of ZBschylus (about Ol. 80), hence Aristotle,
Poet. 4, 16, ascribes scenography or perspective scene-painting to Sopho-
cles first. Scenography thenceforward figured as a separate art; about
the 90th Olympiad we find in Eretria an architect and scenographer
called Cleisthenes (Diog. Laert. ii, 125) ; afterwards there were various
others, as Budorus, Serapion in Plin. Aristot. Poet. 4, 16. Also a pictor
sceenarius in Gori Inscr. Etr. i, p. 390. Comp. §. 324.

108. With regard to the columnar ordinances, the Doric
was at this period cultivated to a higher degree of grace
without however losing its predominant character of majesty.
The Ionic existed at Athens in a peculiar ornate form, and 1n
Tonia itself in that which was afterwards retained as the
regular canonical form. Beside these appeared about the 85th
Olympiad the Corinthian capital, which was unfolded by an
ingenious combination of the volute forms of the Ionic with
freer and richer vegetable ornaments, but only attained gra-
dually its canonic form. Accordingly it is found single at
first, then multiplied, but only 1n subordinate portions of the
building. As a leading order it was first employed in small
honorary monuments.

3. See the story of Callimachus’ invention in Vitruv. 1v, 1.

4. See §. 109. No. 5, 12, 13, 15. We find it employed throughout for
the first time in the Choregic monument of Lysicrates, which, though
elegant, is by no means to be regarded as a perfect model, Ol 111, Z.

Stuart 1. ch. 4.

109. Whilst the temples of Athens at this period bore the
character of the purest proportion, the choicest forms, and the
most perfect harmony, and a similar spirit was exhibited 1n
the Peloponnesus, elegance and magnificence were the quali-
ties most aimed at in lonia where the art was later of coming
into full bloom, and the Ionic style was almost exclusively
employed (with striking, indeed, but not so careful execution
in detail). The Sicilian temples on the other hand adhered
to the old Doric forms, and imposed by their gigantic size and

boldness of plan.

I. ATTICA.

1. [Comparison of the dimensions of 17 temples in Serradifalco, Ant,
di Sicilia ii. p. 80, and a collocation of 21 Sicilian temples in ground plan.
v. tv. 43]. The Tursgrox, from Ol. 77, 4. (§. 101. rem. 2) till later than
80 (§. 118). Peript. hexast. in the Doric order, 104 X 45 f. of Pent'uhc
marble. The height of the columns more than 11, the intercolumnia 3
mod. Well preserved, even the beautiful lacunaria. Stuart, Antiq. qf
Athens iii. ch. 1. Supplem. ch. 8. pl. 1. [L. Ross 70 Onocioy xal 0 veuos
rov "Apsos ¢y Adyvaus 1838. 8vo. Archiiol. Zeit. 1844. S. 245. In oppo-
sition to this Ulrichs Annali d. Inst. xiii. p. 75. L. Curtius in Gerhard's

Archiiol. Zeit. 1, S. 97].

L2
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2. The ParrueNon or HEOATOMPEDON, 50 feet larger (longer) than an
older one whose site it occupied, Hesfych. Bul_-“’ by lctinus and Cﬂllit_:ratea,
a work on it by Ictinus and Carpion. Peript. hgmst. hypweth, in the
Doric order, on a high platform, entirely of Pentelic marble. Substryc-
tion, Ross Kunstbl. 1835. No. 31. Consists of t.he enfn'rclmg colonnade ;
the wpovzioy at each end, formed by-columns with railings between, the
hecatompedon strictly so called, that 1s the cella 100 feet in length [b’f‘ﬂadth
rather, calculated after Stuart p. 8. and Le Roy p. 5. by Ideler in the
Schr. der Berl. Akad. 1812. S. 186] with 16 (or 23?) columns round the
hypeathron ; the parthenon properly so called, or chamber for the virgin,
a square enclosed space around the statue; and the closed opisthodomos
with 4 columns, to the west. The front was to the east. Entire dimen-
sions 227 X 101 English feet, height 65 feet. The height of the columns
12 mod., the intercol. almost 23, diminution of the shaft 32: the swoll
2% corner columns 2 inches thicker. Shields hung on the architrave B
garding its riches in statuary §. 118. The triglyph frieze ingeniously
composed with the greatest possible saving of stone, Klenze Aphorist.
Bem. 8. 368. Tf. 1. Fig. 2, 3. The pure splendour of the marble wag
enhanced by the gold and colours used in ornamenting the smaller fillets
and mouldings. The temple suffered particularly on the 28th of Sept. 1687,
from the Venetians, and more recently from Elgin; but it always still
excites a wonderful enthusiasm. J. Spon (1675) Voy. de Gréce. Stuart
1. ch. i. Wilkins, Atheniensia, p. 93, Leake, Topography, ch. 8. Bickh
C. L p. 177." The new editors of Stuart in the German translation (Darm-
stadt 1829) 1. p. 293, where there is also given at page 349 an account
of the vestiges of the old Parthenon. Cockerell’s plan in Briondsted, Voy.
dans la Gréce ii. pl. 38. On Heger’s Investigations, Gott. G. A. 1832, s.
849. The Parthenon measured anew by J. Hoffer, Wiener Bauzeit. 1838.
N.40 ff. [There is a model of the restored Parthenon in the gallery of the
Bodleiana at Oxford, 61 feet in length,] One also in the Brit. Museum.

3. The Proryrza, built by Mnesicles. They formed the access to
the acropolis as to the court of a temple, and stood in connexion with a
road leading up from the market. Carriage road to the Propylaea of
Pentelic marble slabs. L. Ross in the Kunstbl. 1836. N. 60. A grand
gate, with four subordinate doors, an Ionic portico on the outside, and
on each side a Doric frontispiece, the architecture of which was very
B’!nlfu.]ly f:ombined with the Ionic in the interior. Comp. N. 5, ¢c. At the
sides project wings, the northmost of which served as a poikile; in front
of the one to the south stood a small temple to Nike Apteros. Stuart 11.
ch. 5. Kinnard, Antiq. of Athens, Suppl. (on the ascent). Leake, Topogr.
ch_. 8. P- }76. Le temple de Vietoire sans ailes, restauré par R. Kous-
min déerit par V. Ballanti R, 1837 fo. Bull. 1837. p. 218. [Kunstbl. 1835.
N. 78 £ L. Ross u. E. Schaubert Dje Akropolis von Athen, 1 Abth. der T.
der Nike Apteros. B. 1839, fo,] ;

4. The Temple of Appmys ¥
ancient sanctuary which wag r

cording to the Record (. En

0LIAS and Poseidon Erechtheus. A very
enewed after the Persian war, but (ac-
160) not completed till after 92, 4, full of
sacred monumentg by means of whj ilding recei d
stiling modiﬁcati,o 74 of which the plan of the building receive

A double t ~ - . ‘e
apartment to the west emple (vadc dimaouc) with a separate

; (Pandroaeion) a prostyle to the east, and two
porticoes (7gooraeic) on the N.W. and 8.W. corners. The cdi’ﬁcc stood
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on two different foundations, inasmuch as a terrace extended along on the
north and west sides, and stopped short towards the north and west (on
which side stood the roiyoes ¢ éxrdc in the inscription). Size without the
porticoes 73 X 37 feet. Caryatids (xcpxs, Athenian maidens in the full
Panathenwic costume) [§. 330, 5] around the portico in the south-west
corner (in which the Erechtheian salt spring and the very old olive-tree
appear to have been); windows and engaged columns in the Pandro-
seion. The frieze of the whole was of Eleusinian lime-stone with reliefs
(of metal) fixed on ({se). [Seventeen pieces stand in the Erechtheion,
a list of them in Ann. d. I. xv. p. 309 sq.] The Ionic architecture pre-
sents much that is peculiar, especially in the capitals (§. 276) ; the care
in execution is unsurpassed. Stuart ii. ch. 2. Wilkins, p. 75. The
author’s Minervae Poliadis sacra et medis. 1820. Rose, Inscript. Graecae
Vetustissimee, p. 145, C. L. i. p. 261. New Edition of Stuart, p. 482
Fragments of a second inscription referring to this temple. Kunstbl
1836. St. 60 [39 f. Complete in the 'E@nuspis dogaion. 1837. p. 30.1n Ranga-
bis Antiqu. Hellén. p. 45. and Ann. d. I. xv. p. 286—327. An architect
Archilochus of Agryle therein]. Inwood The Erechtheion of Athens,
fragments of Athenian architecture, and a few remains in Attica, Megara
and Epirus. L. 1827. [Von Quast Das Erechtheum zu Athen nach dem
Werk des Hr. Inwood B. 1840.—Temple of Athene Ergane on the acropo-
lis. See Ulrichs in the ’'ASnv& 1841. 4th June, and in the Abhd. der
Miinchner Akad. philos. philol. Kl. i1, 3. S. 627. ]

5. Eurusis. Uned. Antiq. of Attica. ch. 1—5 (Traduct. par M. Hittorft
Ann. d. Inst. iv. p. 345). a. The great temple (néyapoy, dvaxropos) erected
under the superintendence of Ictinus of Corcebus, Metagenes, and Xeno-
cles, and planned for the celebration of the mysteries. Departure in the

Eleusinian building from the pure style. Kugler S.43. A large cella with

four rows of Doric columns running across in two tiers; between them a

large opening for light, which was arched by Xenocles (r¢ éwaioy éxoguQaoe

Plut. Pericl. 13. comp. Pollux ii, 54), as this temple must not be
hypsethral. Portico of 12 Doric columns (by Philo in the time of Deme-
trius Phalereus) which have already thin fillets between the flutings.
912. 10. 2 % 178. 6. the measurement of the square within 167 X 166. 6.
Beneath the cella a erypt, undiminished cylinders supported the upper
floor. The material mostly Eleusinian lime-stone, little marble. The
size of the whole 220 X 178 f. Statements somewhat at variance, Ionian
Antiq. ch. 6, 19—21, new ed. b. The smaller Propylea n the inner peri-
bolos, with enigmatical disposition of the door. We have here the capi-
tal of a pilaster with the leaves of the acanthus. ¢. 7%e larger Propylea
in the outer court. Entirely similar to those on the acropolis; only
without the side buildings. The pannelled ceiling (deo@#) praised there by
Pausanias is here more distinct (whether Appii propylaeum, Cicero ad
Att. vi, 17). d. A small temple of Artemas Propyleea, a templum a.:zmis,
Doric. e. A small temple on the rock above the Megaron, in the mner
peribolos.—None of the buildings at Eleusis were completely finished.

OTHER ATTIC TEMPLES,

6. At Rmamyus. The larger temple of Nemesis, hexast. peript., Dorice,

71 X 33 f. was probably begun in the time of Pericles (comp. §. 117), but
not finished till later (fillets with the flutings). Rich pantings and
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gildings are observable on the external cornice, and on the cornice over
the frieze in the interior, the outlines of which are carved. Beautifyl

lacunaria, Un. Antiq. ch. 6.

7. Temple of PALLAS ON Sun1unM, hexast. perip_t. with propyl@ea of the
same order, the Doric. Also of the age of Pericles. Ionian Antigq. ii.

ch. 5. pl. 9—14. Un. Antigq. ch. 8.

8. Sroa AT Tmorrcus (7 columns in front, 14 on.the side. Comp. §. 80.
Rem. ii, 3). The columns (11 mod. high) have received but the beginning

of the flutings. Un. Antiq. ch. 9.

II. CHIEF PELOPONNESIAN TEMPLES.

9. Temple of Zeus Ar OnymprA, built with the spoils of Pisa (which
fell about the 50th OL) by Libon the Elean, completed about the 86th
OL. Of poros stone. Hexast. peript. hypethral. The pronaos closed
with grated doors (Sveas xarxai) between columns, so likewise the opis-
thodomos corresponding to the pronaos; the cella rather narrow with
upper galleries (sroxl vmeppor). Size 230 X 95 Greek feet, height 68. On
the ruins, especially Stanhope’s Olympia, p. 9. Cockerell, Bibl. Italiana
1831. N. 191. p. 205. Expédition Scien. de la Morée Livr. 11. pl. 62 sqq.
Comp. Volkel’'s Nachlass 1.

10. 11. Temple of Hera at Araos by Eupolemus after Ol 89, 2. The
OrympreroN AT MEGARA before 87. No ruins of these temples. [Disco-
very of the foundation. W. Mure Ann. d. Inst. x. p. 308 tav. H, The
same author’s Tour in Greece 11, 177.]

12. Temple of Arorro Eprrcurius AT ParcArra, built by Ictinus the
Athenian (Eustath. on the Od. p. 1825. R.), therefore perhaps before Ol.
87, 2 (according to the supposition of Pausanias, after the plague, 88).
Size 126 X 48 f. Without, a Doric pteroma ; within, Ionic columns
form niches (probably for Donaria) and an hypsethron. A Corinthian
column stood at the end of the hypathron behind the statue. On the

ruins Combe, Brit. M. iv. pl. 26—28. Stackelberg, Apollotempel Tf.
1—5.  Donaldson, Antiq. of Athens, Suppl. p. 1. pl. 1—10.

13. Temple of ArmeNa ELEA AT TEGEA, built by Scopas after the 96th
Ol the largest and most beautiful in the Peloponnesus. The combina-
tion of Ionic columns externally, and Doric and Corinthian above one
another within, is important for the history of architecture. Paus. viil,

35.6 ?light remains. Dodwell, Tour ii. p. 419. Klenze Aphorist. Bem.
. 647.

14. The very slender Doric columns (more than 13 mod. high) of the
temple of Zeus at Nemea appear to belong to the end of this period.

Ionian Antiq. ii. ch. 6. pl. 15—18. Descr. de Morée iii. pl. 72. [Clarke
Trav. 1i, 2. chap. 18. p. 714. 4to Ed.]

III. TONTA [AND CARIA].

| 15. DIDYM&Gl:t AT MiLerus, after its destruction rebuilt Ol. 71, prin-
cipally by _Pmomua and Daphnis of Miletus, but never entirely com-
pleted. .D1ptera1 decast. hypathral, 163 feet broad, in magnificent Ionic |
style, with engaged Corinthian columns in the pronaos, The columns
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6} feet thick, 63} high, more slender than those at Ephesus, Samos, and
Sardis (8. 54, 80), with lighter entablature. Ionian Antiq. 1. ch. 3. p. 27.
Choiseul Gouffier, Voy. pittor. i. pl. 113, 114. Hirt, Gesch. ii. p. 62. plL.
9, 11.

16. Temple of Partas Porras AT PRIENE, built by the learned architect
Pytheus, about Ol. 110. According to an inscription, Alexander had the
glory of consecrating it. C. I. No. 2904. Peript. hexast. of beautiful
Tonic order with propylaea which instead of Ionic columns have pilas-
ters inside whose capitals are enriched with griffins in relief. Ionian
Antiq. i. ch. 2. new ed. Choiseul Gouffier, pl. 116.

17. Temple of Dronysus Ar Tros by Hermogenes, probably built about
the time of Alexander. Peript. hexast. and eustyle, according to Vitru-
vius (who principally follows Hermogenes). Ionian Antiq. 1. ch. 1.
Choiseul Gouff. pl. 124, Comp. besides Hirt, Gesch. 11, 66.

18, Temple of ArrEMIS LEUCOPHRYNE AT MAGNESIA on the Meander,
built by Hermogenes, pseudodipteral, according to Vitruvius 198 X 106
f. TLeake, Asia Minor, p.349. To it belongs the elevation, Ionian Antiq.
i. ch. 1. pl. 2. first ed. [R. Rochette after the labours of the architect
Clerges in the Journ. des Sav. 1845. Oct. Nov. |

19. Ruins of a temple of Arorro AT DeLos in the Doric order (the
height of the columns 12 mod.), Stuart iii. ch. 10. p. 57. [A friese tablet
from the temple of Esculapius, the most important in Cos. See Ross in
Gerhard’s Archiol. Zeit. 1846. Tf. 42. S. 281. Temple of Dionysus at
Aphrodisias, octast. peript. probably by Hermogenes; panther and crater
alternately on the architrave, Ion. Antiq. iii. ch. 2. pl. 13 sqq. cf. Fellows
Lycia p. 33. and Texier. The beautiful Ionic temple of Azani in Phrygia
in Fellows’ Asia Minor p. 136. 141. and in Texier. |

1V. SICILY.

90. 21. AcrAcas. Comp. above §. 80. The great Doric temple of
Zeus Olympius was incomplete when Acragas was conquered by the Car-
thaginians OL 93, 3, and also remained so after the renovation of the
city. Diod. xiii, 82. Size according to Diod. 340 X 160 f. (369 X 182
English f. according to the latest measurements). Height 120, without the
substruction (xenmdape). The cella has within pilasters 12 feet broad, and
half-columns without, 20 feet in circumference, but porticoes at the ends
according to Diodorus, according to Cockerell however there were here
also pilasters and half-columns. The columns under 10 mod. high. In
the interior there stood on columns or pillars, gigantic figures in antique
severe style as supporters of the roof [§. 279 . Nic. Maggiore, Opusc.
Archeol. 1834. cf. Bull. 1836. p. 62. There are many things about
this temple still in the dark. See Wilkins, Mag. Gr. ch. 3. pl. 14—
17. Hirt ii, 90. pl. 9, 12. Klenze, Tempel des Olymp. Jupiters 1821,

and in the Kunstblatt 1824. N. 36 (comp. 28, 39). Cockerell. Antiq. of
Athens, Suppl. p. 1. pl. 1—8. Not far from the above stands the so-

called temple of Hercures. Cockerell, pl. 9. More recent excavations
at the [so-called] temple of Hercules, Bull. 1836. p. 97. 129, Theron’s
monument, the pyramid of a victor horse (Plin. viii, 42), according to
Gottling in the Kunstbl. 1836. N. 7.
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9994, Sprizvs. Comp. §. 80. Its %arge z}nd _rich temple.s are men-
tioned in Thucyd. vi, 20, and n connecf:mn with 1ts dGSt-I‘lIthOl:l by the
Carthaginians (92, 4). The chief Doric temple was at that time still
incomplete, as only the eight columns of the east _front were {Eluted (with
fillets), and some others begun. Dipt?ral acc_ord:ng to Wilkins, pseudo-
dipt. according to Hittorff and Serrad1_falco Wltl:l l:‘Lrge columnar pronaos
and hypeethron, 331 X 161 feet accm:::l_mg to Wilkins, 367 X 161 accord-
ing to Gottling in the Hermes xxxill. p. 248. The colt{mns about 10
mod. high. South from this one in the same eastern portion C_'f the city
stand two other temples, all together called 2 puliere dve Ghiganti, 186 X 76
and 232 X 83 f. large; both hexastyle peripteral, and on the whole they
appear to belong to the same period. The middle and smallest temple is
constructed almost in the same way as the middle temple of the acropolis,
but at a later period however when more slender (about 10 mod.) and at
the same time greatly tapering (about § mod.) columns made their ap-
pearance in Sicily; somewhere about the 80th Olymp. Comp. on the
sculptures §. 90 and 119. 'Wilkins, ch. 4. pl. 1—11. Hittorfl and Zanth,
Archit. de la Sicile. Livr. 5, pl. 30 sqq.

95. Eersra. Hexast. peript. 190 X 77 f. the columns not yet fluted.
Wilkins, ch. 5. Giirtner’s Ansichten der Monumente Siciliens. Hittorfl,
pl. 2—6. [Syracuse. Hexast. peript. Serradifalco i. tav. 3—8. Canina
in the Bullett. 1836. p. 91.] The cella 86, 6. x, 47, 4. Palm, entire length
218, 2. P. Cavallari in Serradifalco iv. tv. 5—8. p. 120. [Corru. Not far
from the city Hexast. peript. W. Railton, §. 253. R. 1.]

110. Luxury in private buildings, houses, and monuments,
did not begin at Athens especially till towards the end of this
period (§. 104, 2). It began sooner with the rich and haughty
Agrigentines who built, according to the well-known saying,
as 1f they expected to live for ever.

See the marvellous accounts in Diodor. xiii, 81 of Gellias’ palace and
colossal wine-cellar, of the public piscina, the monuments to victorious
horses and favourite birds. The so-called sepulchre of Theron (Wilkins
ch. 3. pl. 19) is remarkable on account of its Ionic engaged columns with
Doric entablature, and the cross-vault in the interior. A similar mix-

ture has been observed in the so-called Herotn of Empedocles on the
acropolis of Selinus.

111 The greatest problem likewise of the architect, the
construction of entire cities, fell at this period principally to
I-Ilppoda.mus_. of Miletus who, by his improvements in the
Peirzus, which Themistocles had rather designed as a place of
refuge in time of war, converted it into a splendid city. He
laid out 'I:huru (OL 83, 3) with large streets at right angles,
and likewise rebuilt Rhodes (Olymp. 93, 1) in a highly sym-

metrical and regular manner, and in the form of a theatre.
Through him as well as Meton the r

building seems to have gained the

row and angular construction of citie
Greece.

ascendancy over the nar-
s which prevailed 1n early

egular (Ionic) method of

s P
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1. On the designs of Hippodamus, comp. Aristot. Pol. ii, 5. with
Schneider, vii, 10. Photius and Hesych, s. v, 7 modapov vepunaic with
Diod. xii, 10. Schol. Aristoph. Equ. 327 (comp. Meier on the Scholia p.
457. Dindorf). On Rhodes, Strab. xiv, 654. Aristeides Rhodia(;us.
Meurs. Rhodus 1, 10. Perhaps the plan of the beautiful city Cos (103
3) was similar, as well as that of the new Halicarnassus (by Muusolu.@;
the plan in Cuper, Apoth. Homeri p. 241 is not altogether correct).
[ Vitruv. i. 7. De electione locorum ad usum communem civitatis. ]

2. On the plans of Meton (the astronomer and hydraulist) for the
building of a city, Aristoph. Birds, 995 and Scholia. On the old-Greek
and Ionic mode of laying out towns, comp. Dorians, vol. ii. p. 272 sq. The
cities of the Peloponnesus which grew up after the fall of Sparta were also
certainly more regular, as new Mantinea (Ol 102, 2. See Gell, Stiidte-
mauern Tf. 35), Megalopolis (102, 2) and Messene (Ol. 102, 4) with massive
walls of square blocks and beautiful fortified gates; the Doric architec-
ture of the portico, around the stadium, however, already declines into
the puny. Leake, Morea T.i. p. 372, pl. 3. Gell, Stiidtemauern Tf. 36.
Donaldson, Antiq. of Athens. Suppl. p. 19. pl. 1, 2. Expéd. Scient. de
la Morée, pl. 24 sqq.

3. THE PLASTIC ART.

A. THE AGE OF PHIDIAS AND POLYCLITUS.

112. The highest bloom of art, which was at this period
zealously cultivated throughout Greece, but principally at
Athens and Argos, was ushered in by Calamis and Pythagoras,
two excellent artists; the former indeed was not entirely free
from the hardness of the old style, but nevertheless he exe-
cuted admirable works of the most various kinds, sublime
statues of gods, delicate and graceful women, and spirited
chargers; the latter excelled in lifelike representation of the
muscles and veins, in exact knowledge of proportion, but at
the same time also (what was more rare at this period) in
profound expression.

1. Canamis (of Athens?), toreutes [§. 85. R. 2], brass-caster, and sculp-
tor, Ol. 78—87. Pyrmacoras of RuEarum, brass-caster, pupil of Clearchus,
Ol 76—87. Paus. vi, 6. vi, 13. comp. Corsini, Dissert. agon. p. 124. 130.
Plin. xxxiv, 8, 19. Eucadmus of Athens, sculptor, 80. TrLEPHANES, the
Phocaean, brass-caster (worked for the Aleuade and Persian kings) about
80. Polygnotus, painter and sculptor, about 80. Ptolichus of Corcyra,
scholar of Critias, brass-caster, 83. Scymnus and Dionysodorus, brass-
casters and toreutse, scholars of Critias, 83. Acestor of Cnossus, brass-
caster, 83. [Onaras of Agina, Ol. 78—83, and his scholars, §. 82.] Pui-
p1As, son of Charmides, of Athens, scholar of Ageladas, painter, brass-
caster, toreutes, and sculptor, Ol. 80—87, 1. Praxias of Athens, scholar
of Calamis, sculptor, 83. Androsthenes of Athens, scholar of Eucadmus,
sculptor, 83. Nesiotes, fellow-labourer of Critias, Ross in the Kunstbl
1836. N. 16. [R. Rochette, Supplém. au Catal. des Artistes, p. 368.] PoLy=

F.

Lo
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ou1rus, Sicyonian and Argive, scholar of Ageladas, brass-caster, toreutes,
culptor, and architect, from about 82—92. Myron, an Athenian of
Eleutherw, scholar of Ageladas, brass-caster, toreutes, and sculptor, about
the same time. CAnnimacHus, brass-caster and toreutes, about 85. St)'r-
pax of Cyprus, brass-caster, 85. ALCAMENES of Athens, scholar of Phi-
dias, perhaps also of Critias, cleruchos 1n Lemnos, brass-caster, Eacp]ptur,
and toreutes, 83—94 (de Phidia i, 19). Colotes, scholar of Phidias, to-
reutes, 86. Paeonius of Mende, sculptor, 86. Clecetas (of Athens?), brass-
caster and architect (§. 106, 4), about 86. Acoracrirus of Paros, scholar
of Phidias, brass-caster and sculptor, 85—88. Phradmon of Argos,
brass-caster, about 87. Callon of Elis, brass-caster, about 87. Gorgias
of Lacedsemon, brass-caster. 87. CresiuAus, brass-caster, 87. Socrates,
the son of Sophroniscus, of Athens, sculptor, about 87. Plato mentions
the sons of Polyclete as artists about 87. Protag. p. 328. Theocosmus
of Megara, scholar of Phidias, brass-caster and toreutes, 87—95. Am-
phion of Cnossus, son of Acestor, scholar of Ptolichus, brass-caster, 89.
Sostratus of Rhegium, scholar of Pythagoras, about 89. Nicodamus, a
Menalian, brass-caster, 90. Thericles, the Corinthian potter (©@zeixasix),
about 90. Athensus xi. p. 470. f. Bentley’s Phalaridea. [Thericles, the
animal painter, shown to have nothing to do with the cups adorned with
animal figures, Rhein. Mus. vi. 8. 404—20.] Cleiton of Athens, brass-
caster (£v0pixvromoiig), about 90. Niceratus of Athens, brass-caster, 90.
Apellas, brass-caster, about 90. Demerrivs, Athenian of Alopece, about
90 (he must not, on account of Simon, be removed too far from the age
of the painter Micon, and I therefore hold the ancient priestess of Pallas,
Lysimache, whom he sculptured, to be the predecessor of the well-known
Theano. Comp. Lange, Anm, zu Lanzi, p. 84. Sillig, C. A. p. 180). Py-
romachus, about 90. (Plin. xxxiv, 19, 20.) Navcypes of Argos, son of
Mothon, brass-caster and torcutes, 90—95. Prrrourrus, brother of
Naucydes, scholar of Polyclitus, about the same time (Paus. 11, 22, 8, 18
perhaps to be read: 7o wév Iloavxhcitos, 70 O [TepixnsiTos émoinas, 70 OF
d@0AQos Tlspixnsitov Nawxddng). Lycius of Eleuthers, son and scholar of
Myrm}, brass-caster and toreutes, about 92. Athenodorus and Demeas
of Cleitor, scholars of Polyclitus, brass-casters, 94. Asopodorus of Argos,
Alexis, Phryuo{l, Deinon, brass-casters, together with Aristides, brass-
‘13)13:;3: i‘;gﬂartﬂll:e?tb 111 silc_ﬂars of Polyclitus, about 94. Aristandrus of
reuteaj s j—:;s (il;m : B“rll(sll;ﬁc(ljes, son of Clewtas, bl'ass-castf.zr and to-
Yﬁung’er scholar of P;Polucl'th .11' sl Ctnacllu? @ P01,
caster 55. Patrocles bl?rwi; US,t lrazi-cusz?r, b Delnoplenes, b?ass‘:-
achola,r brass-caster 65 tAl‘caS 01‘% Sd e T
caster 195. Tisandr:;‘s 1.)1- }'puts ? qucyon, EpTolandt b_Taucydes, bm‘s i
L g ’91- ass-caster, 95. Sostratus of (.Jluos, 05. Archias

; » 95 (C. L n. 150. §. 42). Antiphanes of Argos,

scholar of Periclitus, brass-caster, 95—102, Polyclitus the younger of

Argos, scholar of Naucydes, brass-caster, 95—101 (P

et (Paus. i1, 22. iii, 18. vi
2. comp. Corsini, Diss. Agon. p. 123. %1, 6). Mys, toreutes,j%. Dju?.mws,

of Sicyon, scholar of Patrocles, brass-caster, 96—104 (Paus. vi, 2. vi, 3.

comp. Corsini, Diss. Agon. p. 130. 133., x, 9).  Stadieus of Athens, brass-
caster, 97. CEPI_IIEDDOTUB of Athens, brass-caster, 97-—104 (he worked
_for the undertakings of Conon and for Megalopolis). Pantias of Chios
scholar of Sostratus, brass-caster, 100, Callicles of Megara, son of 'l‘heo:
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cosmus, brass-caster, 100, [L. Stephani on Attisch. Kunstgesch. in the
Rhein. Mus. iv. S. 1.]

2. Calamidos dura illa quidem, sed tamen molliora quam Canachi,
Cicero. Jam minus rigida Calamis, Quintilian. See above, §. 92. Lu-
cian (Imag. 6) praises in his Sosandra 7o pedizpa Aewroy xei Aerndic

xeel 70 €UoTaAEs Of xal xdowioy THe dvafBoric, comp. the Hetwer. Dial. 3.
Sillig C. A. p. 115.

3. Hic primus (?) nervos et venas expressit, capillumque diligentius.—
Vicit Myronem pancratiaste Delphis posito.—Syracusis (fecit) claudican-
tem, cujus ulceris dolorem sentire etiam spectantes videntur. Plinius
xxxiv, 19. IlvSeaydpay wearoy doxovvra pudpo xel TURET IS EoTOoX T s
Diog. Laert. viii. Pyth. 25. Sillig C. A. p. 399, together with Varro de
i, V83l

113.  Phidias the Athenian now appeared, an artist whose 1
genius was so vast and his fame so acknowledged that the
works of Pericles’ age were all carried on under his direction,

? and the entire host of artists of every kind assembled at
Athens were occupied in following out his ideas. He himself 2
worked especially at colossal statues composed of gold and
vory, for the more perfect execution of which, unexampled
liberality on the part of the states, and a more extended
technical knowledge lent their assistance.

1. The circumstances of Phidias’ life, according to the writer, Comm.
de Phidim Vita I. (comp. Em. David in the Biographie Univers. xxxiv.
p. 27). Born about 73. Instructed at first by native artists, probably
Hegias, about Ol. 80, also by the Argive Ageladas, he directed the works
of Pericles from 82 or 83, completed the Pallas in the Parthenon 85, 3,
the Olympian Jupiter after 86. Accused by cabals against Pericles 86,
4, died in prison 87, 1. In opposition to the opinion that he was alréady
actively employed as an artist about 73, a comparison of the time when
he flourished with that of his predecessors, Critias, Pythagoras, and
Calamis, affords the best evidence.

Under the direction of Phidias there were, according to Plutarch, Per.
12, réxrovec, wAaaTat, xarxorvmor, AJoveryol, BaQels, xovo0y pahaxTipss xol
sAeQavrog (§. 312, 2), Lwypa@ot, woixintel, Topsural. Tloxirral were weavers
of variegated stuffs, embroiderers, whose tapestries (raeameraouara)
must not be forgotten when we wish to call up an idea of the general
effect of those temples and ivory statues. Whether Acesas and Hewr-
coN, the Salaminians from Cyprus, who weaved so magnificent tapestries
| for the Delphian Apollo (comp. Eurip. Ion 1158) and Pallas belonged to
1 this age? Athen. ii. p. 48. b. Eust. ad Od. i, 131. p. 1400. Rom. (Cy-
: prian woxinie vQasuarav) Plut. Alex. 32. Apostol. ii, 27. Xenob. i, 56.
1 That the embroiderers mentioned were not later than Phidias is the
1 more probable from Plut. Alex. 32. calling Helicon “ the ancient” in re-

% gard to Alexander’s time. The military cloak (¢émimdprapa) of the king
| | was his work, a gift from the city of Rhodes. This art was practised in
1 an especial manner in Pheenicia, Cyprus, and Carthage (Athen. xii. p,
041. b.)
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9. The moveable drapery of Pallas, accord_ing tc_r Philoch?rus, was 44
gold talents in weight (about £120,000); yet 1ts thickness did not much
exceed a line. Bredow on Thucyd. 11, 13. Slnglc locks of ' the Ae.us, a.c-
cording to Lucian, Zeus Trag. 25, weighed 6 minge, about 300 louis d’or.
—On the technical composition of these statues §. 312, 2,

114. To these belonged among others the statue of Pallas
Parthenos, 26 Greek cubits in height, which was conceived as
the image of a divine virgin clad in armour, but victorious
and ruling in serene majesty. The grandiose snnl;_)hplty of
the main figure was here, as 1n other works of Phidias, re-
lieved by rich ornaments on the pedestal, the armour, and
even the border of the sandals.

"Ayarua 0p0y fv yirow wodnest.  Isocr. #. i, 2. Dediag ¢ 7

"ASnvac toos foyasemevos. Aigis with gorgoneion. On the helmet g

sphinx (round) and griffins in relief. A lance in the hand, and shield
at her feet ; the latter probably at the same time supported the hand
with the Nike four cubits in height. The sacred serpent (Ericthonius)
beside the lance on the ground. On the shield the battle of the giants
within, and on the outside an Amazonian battle (portraits of Pericles
and Phidias skilfully introduced). The battle of the centaurs on the
border of the Tyrrhenian sandals (Attic national subjects on all the

sculptures). Pandora genesis on the pedestal. Paus. i, 24, 5—7, with

Siebelis’ notes. Plin. xxxvi, 4, 4 (comp. Ann. d. Inst. ii. p. 108). Max.
Tyr. Diss. 14. T. i. p. 260 R. Bottiger, Andeut. p. 86. Nearest to the
Parthenos of Phidias stands without doubt the existing Pallas, in Villa
Albani (Cavaceppi, Raccolta i. t. 1), in the possession of Hope (Speci-
mens, pl. 25) [and ii. pl. 9], and at Naples (M. Borb. 1v, 7. Neapels An-
tiken, p. 41), on which Q. de Quincy has even supposed the other to have
been founded (Jup. Olymp. 226. Mon. et Ouvrages d’art ant. restitués,
T. 1 p. 63). Often imitated on coins of Asiatic cities. Eckhel, Syll. 5,

10. M. 8. Clement, 4, 74. 5, 75, 21, 151. Mionnet Suppl. viii. pl. 14, 1.
Antiochus ix.

115, The wonder and enthusiasm of all the Greeks was
still more excited by the Zeus Olympius. Extreme richness
1n the plastic ornaments surrounding the simple and sublime

form, deep science in regulating the proportions of the very
colossal figure, and the loftjest elevation of genius 1n the con-

ception of the Zeus-ideal, caused this statue to be regarded as
ahwonder of the world. The idea on which it is founded 1s
that of the omnipotent ruler and all-victorious deity graci-

ously hearing and benignant] :
_ y granting the prayers of men.
In it the Greeks beheld Zeus face to facge; to Eeeyit was a ne-

Pentlhes ; 110t to have seen it before death was almost as great
4 calamity as to die uninitiated into the mysteries.

L. The throne of the
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a border on the front side. The barriers were painted by Pangenus (near
the back doors they were coloured blue), and probably also the flowers
on the gold-drapery. The figure placed under a portion of the roof
was colossal even for the temple (§. 109, 9). About 40 feet high on :ni
pedestal of 12. It appeared still larger than it was, Paus. v, 12, 4. Tes-
timonies as to the knowledge of perspective: Story of the countenance,
Lucian, Pro Imag. 14, The Contest with Alcamenes, Tzetz. Chil. viii,
193, and the general evidences, §. 324,

2. Zeus held in his right hand a Nike (who probably issued from
him, as in the case of the Olympian Zeus at Antioch, §. 160), in his left
the sceptre with the eagle (comp. The Elean Coins, Stanhope, Olympia
10). Phidias adduces the description of Zeus xaravevay (1. 1, 529), as his
model. Eilpnuixos xal wavrayov weaos, Dio Chrysost. xii. (Olympicos) p.
215. More general expressions of admiration, Livy xxxv, 28. Quintil.
xii, 10. Dio Chrysost. Or. xii. p. 209 sqq. A. Among the works which
have been preserved, those which bear the greatest aflinity are the Ve-
rospi Jupiter and the Medicean and Vatican busts, §. 349. Elean coins
of the Cwesars with the Olympian Zeus in De Quincy, pl. 17. p. 312, and
M. Fontana 6, 1.

Vilkel iiber den grossen Tempel und die Statue des Jupiter zu Olym-
pia. Lpz. 1794. Archaol. Nachlass 1831, p. 1. Siebenkees iiber den Tem-
pel. u. die Bildsiiule des Jupiter zu Olympia. Niirnb. 1795. Bottiger,
Andeut. p. 93. (Marchese Haus) Saggio sul tempio e la statua di Giove
in Olimpia. Palermo, 1814. Q. de Quincy, Jup. Olympien, p. 384. The
author’s Comm, de Phidia ii, 11. Rathgeber, Encyclop. 111, 1i1. p. 286.

116. Besides these and other works in the toreutic art,
Phidias executed numerous statues of gods and heroes in brass
and marble as religious images or consecrated gifts. But he
unfolded in particular the idea of Athena with great ingenu-
ity, in different modifications, inasmuch as he represented
her for Plataea in an acrolith (§. 84) as warlike (Areia), and
for the Athenians in Lemnos, on the other hand, peculiarly
graceful and in a mild character (Kaaniwoppoc). The most co-
lossal statue, the brazen Promachus, which, standing between
the Parthenon and the Propylea, and towering over both,
was seen by mariners at a great distance, was not yet finished
when Phidias died; almost a century later Mys executed after
the designs of Parrhasius the battle of the centaurs on the
shield, as well as the other works of the toreutic class with

which the casting was ornamented.

1. Petersen, Observ. ad Plin. xxxiv, 19, 1. Ein Proﬁglzan}m, Havniw,
1824. Sillig, €. A. p. 344. comp. p. 288. Comm. de Phidia 1, 9.

9. The temple of Athena Arcia was, according to the circumstantial
account of Plutarch, built from the spoils of Plateea (Aristid. 20) ; but the
age of the work is not quite determined by this. On the Kallimorphos,
Paus. i, 28, 2. Lucian. Imag. 6. Plin. xxxiv, 19, 1. Himerius, Or. xxi, 4.

[cf. Preller in Gerhard’s Archilol. Zeit. 1846. S. 264].
3. The site of the Promachus is determined by Paus. 1, 28, 2. comp.

Lo
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- ' | the coin (Leake, Topogr, Vi
+h Herod. v. 77. Here she is also seen on coin (L : gr. Vig.
:;Eile H;:I[‘{i)onnét Suppl. iii. pl. 18. Brindsted, Reise i1. Vign, :}7). She raised
the shicld (4séer iv dowio) and grasped the spear (ofos uis i,
évloTaodal pwENNOVOR, Zosima v, 6, 2). The height of the statue without

50 feet, but under 60, as mgq be
he pedestal was probably more than ; ; y be
;n?er?'gd from Strabo vi. p. 278. On the age of the work, Commn, de

Phidia 1, 9. 10.
117. The disciples of Phidias also, especially Agoracrityg

who was sincerely devoted to the master, and Alcamenes wh;
was more independent and even disputed with his instructor,

2 applied their art principally to images of the gods. Beauty

in full bloom, combined with a mild and tranquil dignity i
the features, doubtless characterized the statues of the female
deities which they produced in emulation of each other—
the Aphrodite 1n the gardens, by Alc?,menes, and the corre-
sponding statue by Agoracritus, of Parian marble, which, hay-
ing lost the prize, was, with the addition of the proper attri-
butes, consecrated as Nemesis at Rhamnus.

2. Comp,, besides others, Zoéga’s Abhandlungen, p. 66. 62. Welcker,
ibid. p. 417. De Phidia i, 20. Sillig, p. 26 8qq.—The ingeniously fash-
loned Hephestus of Alcamenes. Sillig, p. 32.

L18. There still exist as works of this first of all schools
of art, the architectonic sculptures with which it adorned the
temples of Athens, doubtless under the immediate superin-
tendence and direction of Phidias. First, there are preserved
portions of the eighteen sculptured metopes together with the
frieze of the narrow sides of the cella in the temple of Theseus,
the style of which evidently belongs to the Phidian school:
secondly, a considerable number of the metopes of the Parthe-
non all ornamented in alto-relievo, as well as a oreat part
of the frieze of the cella, besides some colossal ficures and a
mass of fragments from the pediments of that temple, on
which lailzter the master himself seems chiefly to have em-
plﬁyied his hand. In all these works we perceive on the
1\}; ole the same Spirit of art, only that artists who belonged to
t (il elder school, which still continued to exijst (§-112. Rem. 1),
and whose workmanship is less round and flowing, seem to

>ometimes occupied on the metopes, and that in
up of the space, which the archi-

ints imposed conditions on the
h. _Le:}ving this out of view,- we
: _the imitation of nature, which,
swoln { S g anything essential (such as the veins

ered from nature pi: hout ever allowing itself to be sev-

, tained the highest nobleness and the

V5 afire ang 4 Vivacity of gesture when the sub-

e
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ject demands it, and an ease and comfort of repose, where, as
in the gods especially, it appeared fitting; the greatest truth
and lightness in the treatment of the drapery where regular-
ity and a certain stiffness is not requisite, a luminous projec-
tion of the leading idea and an abundance of motives in sub-
ordinate groups, evincing much ingenuity of invention; and
lastly, a natural dignity and grace united with a noble sim-
plicity and unaffectedness, without any effort to allure the
senses, or any aiming at dazzling effect and display of the ar-
tist’s own skill, which characterized the best ages not merely
of art, but of Grecian life generally.

9. TurseioN. The statues which stood in the east pediment have
disappeared. Ross ©Ounocioy, p. 26. [Not. 63 asserts that 6 or 7 statues
stood in each pediment; Ulrichs throws doubt on the existence of
those in the back pediment, as there are no traces of their erec-
tion in the tympanum.] In the ten metopes on the east the achieve-
ments of Hercules; in the eight adjoining to the north and south
those of Theseus. On the frieze in front a battle of heroes under the
guidance of gods, explained to be that of Theseus and the Pallantidee,
Hyperbor. Romische Studien i. s. 276 [a gigantomachy according to
Dodwell Trav. i, 362. according to Ulrichs Ann. d. Inst. xiii. p. 74 the
Heraclidae defended by Theseus from Kurystheus, a view which is op-
posed by K. F. Hermann, Gotting. Anz. 1843. S. 488 ff., confirmed by E.
Curtius in Gerhard’s Archiiol. Zeit. 1843. S. 104 f, and which 1s pre-
ferred “ not unconditionally” by O. Jahn, Jen. L. Z. 1843. S. 1167.] ; the
battle of the centaurs behind. All equally spirited and grandiose. Stucco
casts in the British Museum (R. xiv, 52—73). Stuart iii. ch. 1. Dod-
well, Tour i. p. 362. together with engraving. Alcuni Bassirilievi tv. 5.
D. A. K. Tf. 20—22,

PArTHENON. a. Metopes, about 4 f. high, the projection of the figures
10 inches. In the whole there were 92 tablets ; 15 from the south side
are now in the British Museum, 1 in the Louvre (Clarac, pl. 147), frag-
ments in Copenhagen (Brondsted, Voy. in Gréce ii. pl. 43); 32 from the
south side were drawn by Carrey by order of Count Nointel 1674 (given
in Brondsted), comp. §. 109, 2, some in Stuart ii. ch. 1. pl. 10—12.1v. ch.
4. pl. 286—34, and in the Museum Worsleyanum ii. ch. 5. Accounts of
others in the new edition of Stuart and in Leake’s Topography, ch. 8. p.
996. From these we see that on the front or east side Pallas’ combat
with the giants and other battles of the gods (that also about the tripod)
were chiefly represented, in the middle of the south side scenes from the
elder Attic mythology, towards the two corners the battle with the cen-
taurs (to this belongs all that is in best preservation), on the north,
among others, the battle of the Amazons, on the west equestrian and
foot battles alternately, probably of historical import. Comp. Stuart’s
Antiq. of Athens in the German Ed. 11. p. 658.

b. Frieze or TuE cELuA, 35 feet high, 528 long (of which as much
as 456 is still pretty accurately known). There are fifty-three tablets
in the British Museum, besides the stucco castings of the whole west
side, one in the Louvre n. 82. (Clarac pl. 211); there have been four
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s (together with a piece of a metope), see Hall
e Tl 74 T ave & gt numbee given i Oarry's
desiéng which are preserved at Paris and not published, in Stuart-li. Pl,
13—30. iv. pl. 6—28, and the M. Worsleyanum. Comp. the gelzeml view in
the German translation of Stuart ii. p: 667,.]). A. K. pl. 23—25. HThre_e re-
cently discovered fragments of the frieze 1n the Kunst_lgl. 1835. N. 8., a.
vessel-bearers, b. charioteer (from the plate b. Stual_‘t 1, 1, 18), c. thre‘e
men and two cows ; moreover, three of the twelve d:e1t1?s sitting (Posei-
don, Theuseus and Agraulos, according to Visconti) Kunstbl. 1836. N
60. bf. Forchhammer in the Archiiol. Intell. Bl. 1833. N. 14. Bull. 1833
p. 89. 137. 1835. p. 113—20. The whole represents the Panathenaic pro-
cession. On the west side were to be seen the preparations for the caval-
cade ; then south and north in the first half, the horsemen of Athens
galloping in files (¢#/pxB00Qopovsrsc), next those who took part in the
chariot-contest which succeeded the procession, in the lively action of
apobate springing up and down (see the German Stuart ii. p. 686,) and
with them goddesses of battle as charioteers ; then farther on the south
the old men and women of the city, on the north choruses with qulers
and kithariste, ascophori, scaphephori, and hydriaphori, nearest the front
on both sides the sacrificial cows with their attendants. On the east
side, surrounded by virgins who bring the consecrated gifts, and the pre-
siding magistrates, are seated the 12 gods (Zeus, Hera with Iris or Hebe,
Hepheestus [§. 366, 5], Demeter, the Anakes, Hygieia, Asclepius, Posei-
don, Erechtheus? Peitho, Aphrodite with Eros according to the writer)
between whom the priestess of Pallas Polias with two ersephori and the
priest of Poseidon Erechtheus, who hands the peplos to a boy, form the
central group. There are traces of gold and paint on the draperies and
hair ; the reins, staffs and the like were of metal, as well as the gorgo-
nelon, and the serpents on the 2g1s of Pallas, &c. in the tympanum.

C. STATUES IN THE PEDIMENT (height of the pediment 111 feet,
breadth 94 feet, depth of the lower cornice 2 feet 114 inch). The Brit-

1sh Museum has 9 figures from the east pediment, and from the west 1
figure and 5 copsiderable fragments : delineated, in Marbles of the British
Museum,_ P.vi.; Carrey’s design (Stuart iv. ch, 4. pl. 1—5) gives the
west 13'9‘11171_1@_1t almost. complete, but of the east one figure (Nike) less
tpan there is in the Britigh Museum. D. A. K. pl. 26, 27. [In the excava-
tions cond_ucted by L. Ross, several fragments have come to licht. A head
from Venice now in Paris, Kunsth]. 1824, 8. 92, 253. ThebAkad. Mus.

;quﬁop ;’3:?5 ]8 6""()3'B tiltl new discovery in Revue Archéol 1845. p. 832. cf.
oo WD he east the first appeara the
gods (as,l.nthe Homeric Hymp 95, ik g:PH nce of Athena among

SR ¢ writer’s explanati D idi
differing P on, De Phidia Comm. iii. Others
g th? above are given by Visconti, Leake, Q. de Quincy,

Marbles of the B}ié.PﬁItg, Brﬁndﬂte‘li Yoy. en Grace ii. p. x. Cockerell 1n

kv 0 : . i
N. 53, 56, e omp. Reuvens in the Classical Journal,
55; and Mﬂlﬂizl:;e%mff ltené o oudheidkundig, Tijdschrift ii, i. s. 1. ii. .
the head of ZeuﬁjI i :Inat. V. P. 197.  [The birth of Athene from
» 80cording to Gerhard Dre Vorles. Berl. 1844, ac-
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cording to Welcker in the Classical Mus. L. 1845. vi. p. 367—404. the

birth of the goddess who immediately attains her full stature, among the
: gods of Olympus in the middle, and the gods of Attica at each side ; and
: the moment is that of the declaration of the victory of Athena who turns
to her chariot, whilst Poseidon expresses his discontent, with the gods who
% took part with either at the sides.] For general accounts: Memorandum
t on the subject of the Earl of Elgin’s Pursuits in Greece, 2 Ed. 1815.
Visconti, Deux Mémoires sur les ouvrages de sculpture de la collection
d’ Elgin. 1816. Q. de Quincy, Lettres & M. Canova sur les Marbres
d’ Elgin. 1818. [The Elgin marbles in outlines after the London ed.
(of Stuart) 1816. Leipz. and Darmst. fo. with the temple, 51. pl.]

The reliefs of the temple of Nike Apteros are later than these works,
but in many respects related to them, and display uncommon energy
and animation (§. 109. Rem. 3. comp. Leake, Topogr. p. 193); in the
British Museum, R. xv. n. 257—260. in Stuart ii. ch. 5. pl. 12, 13. They
partly represent battles of Greeks with Persians, and partly of Greeks
with one another. [In Ross and Schaubert Tf. 11, 12. Brit. Mus. ix. plL
7—10. p. 30, new arrangement of the tablets which are divided between
Athens and London, and violently divorced from one another.] The in-
fluence of the Phidian style is also recognizable in the Athenian sepul-
chral reliefs of this and the succeeding period. Clarac, M. de Sculpt. pl.
154, 155 (comp. pl. 152). D. A. K. pl. 29. Stackelb. Griber, Tf. 1, 2.

Perhaps this would be the proper place for again placing together the
sculptures scattered elsewhere which evidently manifest the spirit of the
Phidian school, and whose noble simplicity and freshness of nature in the
forms as well as easy negligence in the attitudes distinguish them at the
first ‘glance from all others. For the present I may here mention the
famous relief of Orpheus finding Eurydice §. 413. R. 4, the fragment of a
heroic combat from a very large frieze in the Villa Albani, in Winck. M.
L. 62, Zoéga Bassir. i, 51. comp. p. 247, and the representation of the giv-
ing away the bride referred to in §. 429. R. 3; moreover, the fragment in
Zoéga ii, 103, which was in the court of the Louvre in 1822,

4. The ancients extol in Phidias especlally 7o weyansios xal 7o drpifes
ewe, Demet. de Eloc, 14. 7o OEpYOY Koth pEryahoTEyoy ol &GiwpmaTiziy,
Dionys. Hal. de Isocr. p. 542.

119. The influence of this school in enlivening, and rescu- 1
g from antique stiffness was also shown in other districts of
Greece in the plastic adornment of temples, but it was modi-
fied in a remarkable manner by the genius and tendencies of
other individuals and schools of art. The splendid groups in 2
the pediments of the temple of Zeus at Olympia, executed by
Alcamenes and Pxonius of Mende have entirely disappeared ;
but the remains of the metopes on the pronaos and opisthodo-
mos (comp. §. 109. ii, 9.) representing the labours of Hercules
manifest a fresh truthfulness and naive grace which have no
longer anything of the fetters of the old style, but still how-
ever remain far short of the grandeur of the Phidian ideal for-
mations (especially in the conception of Hercules). The reliefs 3
of Phigalia give, in individual groups, distinct indications of

T e
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? nd display in the compo:sntion_ a matchless
A;:ZI; ﬁ?i:?viiili?niombin%d {vitll the most lively 1m:_3,gnmtion ;
En the other hand we percelve 1n them a less purified sense
of forms, a love of emggqmted violent gestures a,nld ul_mnst
strained postures, a throwing of the drapery ll'mo folds singu-
larly tight or as if curled by the wind, and 1n the conception of
the subject itselt a harsher character than can be ascribed to
the Phidian school. In Sicily indeed we find the old style
preserved in all 1ts severity even at this period for MF}mCC'
tonic ends, in the giants of the Agrigentine temple of Zeus :
but the fragments from the tympana ol this sanctuary as well
as the metopes found in the sopthernmost temple of the lmvfzr
city of Selinus (comp. §. 109. 1v, 24.) show that here also, in
the decades immediately subsequent to the activity of the Phi-
dian school, a freer and livelier treatment had found its way
from Athens.

9. OrnymriA. On the east pediment were to be seen—the workman-
ship of Pxonius—around the statue of Zeus, (inomaus with his wife
Sterope, on the one side, and Pelops and Hippodameia on the other, then
the charioteers, quadrigee, and attendants of the horses, and lastly the
river-gods Alpheus and Cladeus in symmetrical disposition ; on the west
pediment, by Alcamenes, as central point of a battle with centaurs,
Peirithous the son of Zeus, whom Ceneus helps in rescuing his wife who
had been carried off by Eurytion, whilst Theseus chastises two centaurs
as robbers of boys and girls, Paus. v, 16. But of the twelve labours of
Hercules (in the enumeration of which in Pausanias, v, 10, 2, Cerlerus
has probably fallen out), the combat with the Cnossian bull, the vanquished
and dying lion, a local goddess (perhaps the Stymphalian nymph Metopa),
a portion of the hydra and of the Amazon lying on the ground, on the opis-
thodom, parts of Diomed, the boar, Geryon in the pronaos, together with
several smaller fragments, were discovered in the year 1829, and are now
at Paris. The hair, which was not worked out, was indicated by colours.
Expéd. Scient. de la Morée pl. 74—78. Clarac M. d. Sculpt. pl. 195 bis.
D.A. K. pl. 30. Comp. R. Rochette Journal des Sav. 1831. p. 93. Bullet.

d. Inst. 1832. p. 17. 33. Ann. p. 212. Welcker’s Rhein. M. I. iv. p. 503.
Hall. Encyclop. I11, iii. p. 243,

3 P}.IIGALIA. The frieze of the temple of Apollo Epicurius (§. 109.
11, 12) discovered by Linckh, von Haller, Cockerell, Foster and others,
ran over tfhe Ionic columns around the hypaethron ; it is in the British
Museum, in tolerably complete preservation. It represents in alto-relievo

the battl
Arten?is :3 0; the Centaurs and Amazons, and between them Apollo and

uxiliary deities hastening to the scene in a chariot drawn
Egtﬁf:g;aidrﬁhe gl;iogp of Cieneus is treated as on the Theseion, the rape
(i He :i:lﬂ Gl'rmy as 1n the pediment at Olympia. Bassirilievi della
Poiv., 0 Ing 'Ba - M. Wagner, 1814. Marbles of the British Museum

oo PTon von Stackelberg’s Apollotempel zu Basse in Arca-

dien und die daselbst ausgegr. Bildwerke. 1828,

gk |
temple OC}RTELT:I P 1(1)an the giants §. 109. iv. 20; the Caryatides of the
ohas (§. 109. i, 4) have in common with these a firm
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and upright posture, although they are in other respects animated by a
quite different artistic spirit. The pediment groups represented the
battle of the giants on the east, and the capture of Troy on the west ;
the slight fragments of these belong to the noblest style of art. Cockerell,
Antiq. of Athens, Suppl. p. 4. frontisp.

SeriNvus. Portions of 5 metopes from the pronaos and posticum of the
temple nearest the sea, dug up in 1831, by the Duke of Serradifalco and
by Villareale, from the indications of Angell, now in Palermo, Actaon
clothed in the hide of a stag (as in Stesichorus), Hercules with the Queen
of the Amazons, Pallas and Ares [a giant], Apollo and Daphne (?) are
thought to be recognised in them. The bodies of calcareous tufa, with a
coating of paint. Only the extremities are of marble after the manner
of acroliths (§. 84), only white extremities however in women [as in the
vase paintings]. Bullet. d. Inst. 1831. p. 177. Transactions of the Royal
Soc. of Litter. ii, 1, vi. [Serradifalco Ant. d. Sicilia ii. tav. 30—34.]

120. Beside this Attic school rose also the Sicyonico-
Argive school (comp. §. 82) to its zenith, by means of the great
Polyclitus. Although, according to some, 1t was still left to
this master to carry the toreutic art to perfection in his colossal
statue of Hera at Argos, he nevertheless remained far behind
Phidias in the fashioning of gods in general. On the other
hand the art of modelling brazen statues of athletes, which pre-
vailed in the Peloponnese, was raised through him to the most
perfect representation of beautiful gymnastic figures, in which
peculiarity of character indeed was not neglected, but still
however the main object was the representation of the purest
forms and justest proportions of the youthful body. Hence
one of his statues, the Doryphorus, whether this was the in-
tention of the artist or whether it was the judgment of pos-
terity, became a canon of the proportions of the human frame,
which at that time were in general shorter and stouter than
afterwards. In like manner was ascribed to him, according
to Pliny, the establishment of the principle, that the weight
of the body should be laid chiefly on one foot (ut uno crure
insisterent stgna), whence resulted the contrast, so significant
and attractive, of the bearing and more contracted with the
borne and more developed side of the human body.

2. On the Hera in the sanctuary at Argos, especlally Paus. 11, 17,
Maximus Tyr. Diss. 14. p. 260 R., Bottiger Andeut. s. 122. Q. de Quincy
p. 326. [His copy is worse than a caricature.] Comp. §. 353. The head
of the statue is copied on later coins of Argos (Millingen, Anc. Coins pl.
4, 19. Cadalvene, Recueil pl. 3, 1. Comp. the HPA APTEIA of the
Alexandrian coin of Nero, Eckhel D. N. iv. p. 53); it is adorned with the
same broad stephanos (comp. §. 340) as the Hera Olympia represented in
older style on the coins of Elis, the Lacinian Hera on coins of Pandosia,
and of Crotona (according to Eckhel ; of Veseris according to Millingen,
Anc. Coins pl. 2, 8), and also the Platwan Hera, placed together in D. A.
K. tf. 30, Ta IloavxAsirov Edave T4 Téxyn, xaAMoTe Toy weyray—accord-

l
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ing to Strabo viii. p. 372. Toreuticen §ic erudisse, ut Ifhidius aperuisse
l 'gdic‘ttur) Plin. xxxiv, 19,2, [He previously says C_'f P _hld}ﬂs, Primusque
fxi'll:em‘torcuticen aperuisse atque tiemonstrasse merito judicatur, in both
passages evidently referring to their brazen statues, in th_e same way as to-
reutice is in another passage, xxxv, 36, 5, contrn:dlstmgmshed from paint-
ing, as plastice in the strict sense, or as the Plastm art, sculpturei generally,
Schneider in his dictionary remarks that Pliny means sculp_ture 1n hm}mu :
but this expression indeed has been exposed to strange interpretations,
arbitrary and accidental inaccuracies of all su::ts], (on the other hand ac-
cording to Quintil. Phidias in ebore longe citra mmulum). ‘Cen-;p_ for
general information the criticisms 1n .CIB. :.Bl‘ut. 18.  Quintil. xii, 10,
Schorn, Studien, s. 282. Meyer, Geschichte 1. s. 69.

3. Diadumenum fecit molliter puerum (a similar statue from Villa
F arnese, Winckelm. V. vi. tf. 2. Gemrd, Ant. Bildw. 69).——D01‘5*pl1(}1-um
viriliter puerum [counterparts with reference to Prodicus, see Welcker
Kl Schr. 1. 8. 482}—destrigentem se (£70Zvousror) et nudum talo in-
cessentem (1. e. wayxpatiasriy dxomrepviCorre, see Jacobs ad Philostr. p.

435), duosque pueros item nudos talis ludentes (dweuymhfénwm;:). Plin.
1bid. Sillig C. A. p. 364 sqq.

4. As to the Canon, Plin. ibid. (Doryphorum, quem et canona artifices
vocant), Cic. Brut. 86. Orat. 2. Quintil. v, 12. Lucian de Salt. 75. Hirt,
Abh. der Berl. Acad. 1814. Hist. Ol s. 19. [Thiersch Ep. 8. 357 rejects

the emendation quem et for et quem, comp. Creuzer zur Archiiol. i. S. 38.]

As a writing only in Galen 7ol Ty xaS Ixwoxpdray xel Iladr. iv, 3.
L. v. p. 449, Kithn, and elsewhere. Quadrata (rerezywva) Polycl. signa

esse tradit Varro et paene ad unum exemplum, Plin, This subject treated
more minutely §. 332. [cf. §. 130, 2.

121. It accords very well with this character of Polyclitus
that he conquered Phidias, Ctesilaus, Phradmon and Cydon
with his amazon in a contest of artists at Ephesus. The

amazon of Phidiag leaning on a lance has been recognised in

the one in the _Va,tica.n preparing to leap, and the wounded
amazon of f}tesﬂaus n a Capitoline statue. Accordingly we
must conceive that of Polyclitus to be the highest point at-
tained in the representation of those blooming znd powerfully

olyclitus as well as Ctesilaus was
N portrait statues; the former
retus, the latter Pericles Olympius.

9, ,

mei’oili]ﬂ}‘l; AEK?:;}I? i i;llz)e Vitman (Raccolta 109. Piranesi Stat. 37. M.
S o1 N : : ‘

merous other copies of t, £ °re 15 one equally fine in the Capitol, nu-

), the writer de Myrina Amazone,
- D.A.K.Tf. 31. Comp. Gerhard,
hr. Roms, i, 8. 94, Hirt, Gesch.
_ - at Bonn 1841, 8. ¢3 f.] On the
281, Bouill. ii, 17, ; PItol, M. Cap. iii. t, 46 ; in the Louvre n.
: i il rh. Beschr, Roms. §. 95). See the
B‘}{?J’er Gesch.s. 81, Anm. 78. Ona
in the castl e A ind, only in a somewhat hard styie,
4stie av Worlitz, Hirt, ibiq 8. 160, A torso in the Royal cabinct

also already distinguished
sculptured Artemon Peripho

W -y
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of antiquities at Vienna, under the natural size, is very remarkable from
this, that, in the sharp features of the countenance with the head inclin-
ing to the left, in the hair disposed in a wiry manner around the fore-
head, in the stiffly folded upper and under drapery (the latter covers also
the right breast), the Amazonian ideal is preserved as it had been already
developed by the generation of artists before Phidias and Ctesilaus.

3. Artemon Periphoretus was constructor of machines for Pericles in
the war against Samos (Ol. 84, 4); the pretended Anacreontic poem
(Mehlhorn, Anacr. p. 224) on him was doubtless of later origin. [The
poem is certainly genuine, and Artemon =sp@égnrog, an effeminate con-
temporary of Anacreon, who must be distinguished from Artemon the
constructor of machines ; the A. Periphoretus of Polyclete was a com-
panion to the Hercules Ageter, as is shown in the Rhein. Mus. 11, 1. 5.
155 ff, to which the author himself has referred in the margin.| Pliny
mentions the statues of Artemon and Pericles. On Sosandra §. 112.
Colotes, a pupil of Phidias, sculptured pkilosoplhi according to a striking
statement in Pliny. Stypax fashioned (in sport) a slave of Pericles as
amAaryyvomrag, whom Pliny seems to have confounded with the workman
of Mnesicles (Plut. Pericl. 13).

122. Art expressed itself still more corporeally in Myron
the Eleutherean (half a Beeotian) who was in an especial man-
ner led by his individuality to conceive powerful natural
life in the most extended variety of appearances with the
areatest truth and naiveté (primus hic multiplicasse veritatem
videtur). His cow, his dog, his sea-monsters were highly
vivid representations from the animal kingdom; from the
same tendency sprang his dolickodromus lLiadas, who was re-
presented in the highest and most intense exertion, his dis-
cobolus conceived in the act of throwing, and the numerous
1mitations of which testify to its tame, his pentathli and pan-
cratiastwe. With regard to mythic forms, Hercules was parti-
cularly suited to him, and he sculptured him together with
Athena and Zeus, in a colossal group for Samos. He remained,
however, in the indifferent, motionless cast of countenance,
and the stiff workmanship of the hair on the same stage with
the earlier brass-casters (especially those of Aigina), from

whom, generally speaking, he differed less than Polyclitus
and Phidias.

1. On Myron, Bottiger, Andeut. s. 144. Sillig C. A. p. 281. Myron
qui pene hominum anwmas ferarumque @re expresserat, Petron. 88, is
not in contradiction with :—corporum tenus curiosus, anime sensus non
expressisse videtur, Plin. xxxiv, 19, 3. [Statius Silv. iv, 6, 25, qua
docto multum vigilata Myroni Aera, overlooked by Sillig, coinciding with
Ovid’s operosus. |

2. On the cow rendered famous by epigrams (Anthol. Auson.), with
distended udders according to Tzetz. Chil. viii, 194, see Gothe, Kunst
und Alterthum ii. p. 1. (It cannot however for various reasons be the

Lo
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one on the coins of Epidamnus). Four other cows by Myron, Propert. i ,
1%,

, Ladas, Anthol. Pal. T. ii. p. 640. Plan. n. 53, 54. On two
hrienoﬁngfl};gs&i N ::,ples as imituti{{ns (), Schorn}’s Kunstblatt 1826, N.
45. Comp. M. Borb. v, 54. The d_xscoholus a c-hstartum et ela'bomtmn
signum, Quintil. ii, 13. Lucian minutely describes & copy, \Plnlol)s_’ 18.
w0y tminexvQiToe xaTE TO TR THS dPeoswg, deﬂ!’Te“.“.‘&ffWﬁEf S T??jf Btaxn(ﬂ?fny,
Nosp e oxhalovTet T £TEQY, forxora SuvayaaTno PERY . (RO TS BoAyg. B.eSldﬂS
on the act of throwing, Ovid M. x, 177. I}ns 58-7. Stat. Theb. vi, 680.
comp. Welcker ad Philostr. p. 352. Imitations in _statucs: M._ Capitol.
iil, 69 ; M. Frang. 1, 20. Bouill. 11, 18 (in the Vatican f"rom_ Hadrian’s
Villa) ; Piranesi Stat. 6. Guattani M. I. 1784. Febr. p. ix. (in the Villa
Massimi) ; [now in the palace Massimi alle Colonn(?, by far the finest
copy, and one of the first statues in the world]; Specimens pl. 29 (in the
Brit. Museum) ; and in gems: M. PioClement. i. t. agg. A. n. 6. D. A.
K. tf. 32. Comp. Franc. Cancellieri del Discobolo scoperto nella Villa
Palombara R. 1806. Welcker’s Zeitschr. 1. 8. 267. Amalthea iii. s. 243,
[ Meyer in the Propyl. ii, 1. S. 35. Wagner in the Kunstbl. 1830. No. 54.
The figure is imitated not merely in the Philostratic picture, but also in
a relief with game-contests represented by children M. du Louvre, pl.
187. 1. 455. To the well known repetitions of the statue may be added
one at Turin, besides which Millin Voy. au Piémont mentions one at
Naples, and one in the Vatican. Beschr. Roms. 1, 2. 8. 242. n. 10.]

4. Plin. ibid. Cic. Verr. iv, 3, 5. Strab. x1v, 637 b.

5. On the workmanship of the hair see Plin. and comp. the observa-
tion by the edit. of Winckelm. vi. s. 113. on two copies of the discobolus.
Myron also made goblets and the like (Martial vi, 92. viii, 51) as did
likewise Polyclitus, and Lycius the son of Myron (Avxioveyy?).

1 123. The efforts of Callimachus and Demetrius appear to
have been deviations from the prevailing spirit and taste. An
industry never satisfied with itself distinguished the works of
Callimachus, but also spoiled them, and procured for him the
appellqtlon of Catatexitechnus, because his skill was frittered

2 away in the minute finish of insignificant details. On the
other hand Demetrius the Athenian was the first who, in por-

tra.it_s of individuals, especlally elderly peo le, aimed at a
fidelity which faithfully rendered evenytﬁ)e chcidental—wlmt

3 li n}?t essential to the representation of the character, and
at the same time not beautiful. —The spirit of Polyclitus in

articular : : '
partic seems to have lived on among the artists who dis-

; as Naucydes) and after
ponnesian war (as Dadalus), even although

tinued to prevail: the g : Bra.ss—ca.gting still con-
nastic figures, sty artists were chiefly occupled with gym-

1. On Callimachug 8 2373 y
121. On ernﬁﬂxv;;, Ziu?ﬂhg C.A. p. 127, and Vilkel’s Nachlass s.

P- also ibid, 5. 152, The frequent use of the
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ation of which to marble is ascribed to him (comp.
108), the elegant lychnos of

2d Ol.), the saltantes Lacwene,
m diligentia abstulerit, agree

uger, the first applic ' |
g. %’36. Rem. 2), the Corinthian capital (3.

Pallas Polias (executed perhaps after the 9
emendatum opus, sed in quo gratiam omne
very well with this soubriquet.

9 Dem. nimius in veritate, Quintil. xii, 10. His Pelichus of Corinth

/ i L 4 r \ . L
(comp. Thue. i, 28) was weoyxoTwe, Paravrics, Niyvpyos THY mpm'.BnJ::?:u,
NYEUWUEVOS TOV Wy WY0s TES TEIXOS tviog, Emionuos Tees QALPag, aUTORYIPWTY
§uwotog, according to Lucian Philops. 18, where Dem. is called ZvSeamomoso:.

A Signum Corinthium of precisely the same style of art is described by
Pliny, Epist. 111, 6.

3. See especially the accounts of the sacred gifts Pre_sented by the
Lacedzomonians of Agospotami (the sea-blue nauarchi) Paus. x, 9, 4.

Plut. Lysander 18, de Pyth. orac. 2. Comp. Paus. vi, 2, 4. An iconic
statue of Lysander in marble at Delphi. FPlut. Lys. 1.

B. THE AGE OF PRAXITELES AND LYSIPPUS.

124, After the Peloponnesian war a new school of art
arose at Athens and in the surrounding district,—mnot con-
nected with the previous one by any discoverable succession,
—whose style in like measure corresponded to the spirit of
the new, as that of Phidias did to the character of earlier Attic
life (§ 103). It was chiefly through Scopas who was born
at Paros, an island related by race to Athens and then subject
to it, and Praxiteles, a native of Athens itself, that art first
received the tendency to more excitable and tender feelings,
which corresponded to the frame of men’s minds at that time.
It was combined however in these masters in the most beau-
tiful manner with a noble and grand conception of their sub-
jects.

1. Plastic artists of the period: Mentor, toreutes, between the 90th
OL (he imitated the cups of Thericles in silver) and the 106th (when
some of his works perished in the Artemision of Ephesus); Cleon of
Sicyon, a scholar of Antiphanes, 98—102 ; Scoras the Parian, probably
son of Aristander (§. 112. Bockh C. I. 2285 b.), architect, sculptor and
brass-caster, 97—107. Porvores of Athens, a scholar of Stadieus (7,
brass-caster, 102 ; Damocritus of Sicyon, a scholar of Piso, brass-caster,
102 ; Pausanias of Apollonia, brass-caster, about 102 ; Samolas from Ar-
cadia, brass-caster, about 102. Eucleides of Athens, sculptor, about 102
(?) ; Leovmares of Athens, brass-caster and sculptor, 102—111. (About
104 he was, according to the Ps. Platon. Letter xiii. p.- 361, a young and
excellent sculptor) ; Hypatodorus (Hecatodorus) and Aristogeiton of
Thebes, brass-casters, 102. Sostrates, brass-caster, 102—114. Damophon
from Messenia, brass-caster, 103 sqq. ; Xenophon of Athens, brass-caster
103 ; Callistonicus of Thebes, brass-caster, 103 ; STRONGYLION brass-cnster’
about 103 (?). Olympiosthenes, brass-caster, about 103 (Y ;’Eupnnmon,
the Isthmian, painter, sculptor, brass-caster and toreutes, 104-—-110f
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Praxirenes of Athens (C. I. 1604. Opera ejus sunt Athenis in Ceramico,
Plin. N. H. xxxvi, 4, 5), sculptor and brass-caster, 104—110. FEchion

[or Aétion], brass-caster and painter, 107 ; Therimachus, bmss-cast_er
and painter, 107 ; Trvoruevs, sculptor and brass-caster, 107 ;__Pytlns,
sculptor, 107 ; Bryaxrs of Athens, sculptor and brass-caster, 107—119 .
Herodotus of Olynthus, about 108; Hﬁlppms, bms;a-caster, 110; I:JY':'?.II‘!]::-US
of Sicyon, brass-caster, 103—114 (}mth_Paus. v1, 4, comp. C'mi'snu 1)1:33_
Agon. p. 125), according to Athen. xi. p. 784, as late as 116, 1 (?); Lysis-
trates of Sicyon, brother of Lysippus, plastes, 114 ; StuANToN of Athens, g
self-taught artist; Sthenis, Euphronides, Iﬂfl, :_Lnd Apollodorus, brass-
casters, 114 ; Amphistratus, sculptor, 114 ; Hippias, brass-caster, 114 (to
be inferred from Paus. vi, 13, 3) ; Menestratus, sculptor about 114 (D ;
Chereas, brass-caster about 114 ; Philo, son of Antipatrus (?), brass-
caster, 114 ; Pamphilus, a scholar of Praxiteles, 114. Cephissodotus (or
-dorus) and Timarchus, sons of Praxiteles, brass-casters, 114—120.

125.  Scopas, principally a worker in marble (the product
of his home), the mild light of which doubtless seemed to him
better suited to the subjects of his art than the sterner brass,
borrowed his favourite themes from the cycles of Dionysus
and Aphrodite. In the former he was certainly one of the
first who presented the Bacchic enthusiasm in a perfectly free

J and unfettered form (comp. §. 96, Rem. 21); his mastery in the

Pothos, beings differing from one another by slight shades, in

4 one group of statues. The Apollo-Ideal is indebted to him

for the more graceful and animated form of the Pythian Cith-
aredus ; he produced it by lending to the accustomed figure
n art (§. 96, Rem. 17) a ‘greater expression of rapture and
exaltation. One of his most splendid works was the group of
sea-deities who escorted Achilles to the island of Leuce—a
subject in which tender grace, heroic grandeur, daring power
and a luxuriant fulness of strong natural life are combined
1n such wund}arful harmony, .that even the attempt to conjure
Eﬁ and conceive the group, 1n the spirit of ancient art, must

us with the most cordigl delicht. It is highly probable
that the character of the forms and gestures peculiar to the
Baich}an cycle, was first tranferred by Scopas to the repre-
sentation of beings of the ocean, Whereby the Tritons took

the shape of Satyrs, and the Nereids of Mznads of the sea, and

the entire train seemed as if animated and intoxicated with

Inward fulness of Jife (comp. §. 402),

t2. Dionysus at Cnidus in
Streaming hajr g Xt po@iyo
Pa.}. IX, 774, and Play. ii, 60

marble, Plin. xxxvi, 4, 5. A Mmnad with
$, In Parian marble, Callistratus 2. Anthol.

relief in Zoéga, Bassir. 1. tv. B%E'iinlzlh P- 642), probably the one on the

1o 3 also recurs on the reliefs, ibid. 83,
dov;nz?s zgﬁe::f:nﬁf S{{Bldlus (]?:opi]l. i, 79), in the Marquis of Lans-
: 5 eum (R. vi. n. 17%). A Panisc
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3. At Rome a naked Venus Praxiteliam illam antecedens (in order of
time?), Plin. xxxvi, 4, 7. Venus, Pothos (and Phaéthon?) in Samo-
thrace, Plin. ibid. Eros, Himeros and Pothos at Megara, Paus. i, 43, 6.
Scopas’ brazen Aphrodite Pandemos at Elis, sitting on a goat, formed a
remarkable contrast to Phidias’ Urania with the tortoise, which was
placed beside it. Paus, vi, 25, 2. Chametara ?

4. The Apollo of Scopas was, according to Pliny, the chief statue of
the temple by which Augustus expressed his gratitude to his tutelar deity
for the victory at Actium, and hence it appears on Roman coins since
the time of Augustus with the two legends: A p. Actius and Pala-
tinus. See Eckhel D. N. vi. p. 94, 107. vii. p. 124. Comp. Tacit. Ann.
xiv, 14. Sueton. Nero 25 (with the notes of Patinus). It is described by
Propert. i1, 31, 15: Inter matrem (by Praxiteles, Plin.) deus ipse interque
sororem (by Timotheus, Plin.) Pythius in longa carmina veste sonat. The
one in the Vatican discovered together with the muses in the villa of
Cassius 1s a copy of this Palatine Apollo. See M. PioCL i. tv. 16 (comp.
Visconti p. 29, who was inclined however to consider the statue by Tim-
archides, Plin. xxxvi, 4, 10 as the original). M. Frang. i. pl. 5. Bouill.
1. pl. 33.

5. Sed in maxima dignatione, Cn. Domitii delubro in Circo Flaminio,
Neptunus ipse et Thetis atque Achilles, Nereides supra delphinas et cete
et hippocampos sedentes. Item Tritones, chorusque Phorci et pristes
ac multa alia marina omnia ejusdem manus, praeclarum opus etiamsi
totius vite fuisset. Plin. On the mythus of the statuary, see especially
v. Kohler, Mém. sur les Iles et la Course d’Achille. Pétersh. 1827.
Sect. 1.

126. The Roman connoisseurs could not determine, as in
some other works, whether the group of Niobe (which stood
in the temple of Apollo Sosianus at Rome) was by Scopas or
Praxiteles. At all events the group gives evidence of a style
of art which loved to represent impressive and agitating sub-
Jects, but treated them at the same time with the moderation
and noble reserve which the genius of the Greeks in the best
ages required. The artist does his utmost to win over our
minds for the stricken family punished by the gods; the noble
and grand forms of the countenances, in which family relation-
ship 1s expressed, appear in no instance disagreeably distorted
by bodily pain and fear of the impending danger ; the coun-
tenance of the mother—the apex of the whole representation
—expresses the despair of maternal love in the purest and
most exalted form. A judgment on the composition and the
motives which animated and held together the groups in their
parts 1s rendered very difficult by the state in which they
have come down to us. This much however is clear that,
besides the mother, among the other figures also there were
several united into smaller groups, in which the effort to pro-
tect and assist others interrupted the series of fugitives trying
to save themselves, in a manner equally satisfactory to the

eve and the mind.
G

1
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1 Par hamsitatio est in templo Apollinis Sosiani, Niobﬂ}l cum liberig

; tem (or Niobze liberos morientes) Scopas an Praxiteles fecerit,
e 4,8, The epigrams pronounce for Praxiteles (Antho]. Pal.
ih;. ix;vl% 611 . : Plan. iv, 129. Auson. Epit. II(?r. 28). The temple of
Agoilo Sosianus was probably founc}ed by C.. S(}Sll.ls w}:_n::; was under An-
toninus in Syria (com. Dio. Cass. xlix, 22, with Plin, Xy, 11), [ ’tVngx_ler
S.296.] As to the group having been placed on a pedlrrrgnt (according
to Bartholdy’s idea), see Guattani, Memctrle ]LHCIGI-OP. 1_5’_17- p.- 77, and
Le statue della favola di Niobe sit. nella prima lgro dlSpUSlZIGIIL‘{ -(1:.1 O.:R:
Cockerell. F. 1818, also (Zannoni) Galeria ::11 Firenze, Stat. P, 1. tv. 76.
[ Wagner disputes this.] Thiersch df:mbts 11:,_ but‘rfevertheless gives to
the group the triangular form and bilateral disposition. [Not the trian-
gular form, S. 369. comp. 273.]

4. To the Florentine group (found at Rome in 1583 near the gate of
S. Glovanni) many unsuitable figures have been added (a discobolus, a
Psyche, a muse-like figure, a nymph, a horse). The group of youthful
pancratiasts likewise, although found hard by, does not fit well into the
whole, but seems to have been executed after the symplegma of Cephisso-
dotus, the son of Praxiteles (digitis verius COrpori quam marmori impres-
818, Plin.) [7]. But even the rest of the statues are of unequal merit,
nay of different marble. Of the Niobids at Florence, besides the mother
with the youngest daughter, ten figures may be held as genuine, and
(conformably to the remark of Thorwaldsen) the so-called Narcissus
(Galeria tv. 74) may be added to them. It js still very doubtful whether
the Florentine figures are those which were famous in antiquity, as the
treatment of the bodies, although in general excellent and grandiose, does
not however display that uniform perfection and living freshness which
characterized the works of the Greek chisel at the best period.—On the
contrary the breathing life of Greck art cannot but be recognised in the
so-called Ilioneus in the Glyptotheca at Munich (no. 125) ; though worthy
of a Scopas, it cannot however receive an entirely satisfactory explanation
from a, union with the Niobids, Comp. Kunstblatt 1828. No. 45. The so-
called ]'.‘Tl{)bid at Paris (L. 441. Clarac, pl. 323), is more probably a Maenad
struggling away from ga Satyr. Of the authentic figures in the group,
out c{f Florence the sublime head of the mother (very fine in Sarskoselo

ection) and the dying outstretched son
are most frequently to be met with.

9. Besides the mother, the following partial groupings are indicated :
3. The pedagogue (Gal. 15) was so placed besida the youngest son (Gal.

i}llthat e latte?- Presmgd. towards him on the Jeft side while he drew
to himself with the right arm, according to the group found at

nfounding of right and left) in R.
R:OChEtt'e M. L. pl. 79. - 427. b, A Eong(G-a,l. El(};) Eupporthz with
inking form, g dying sister,— who
d Cephalus and Procris,—
_ by spreading his garment over her; ac-
vations of [Canova), Schlegel, Wagner, and Thiersch
c. A daughter (Gal. 3) in like manner tried with out-
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these two Niobids, the brother protected by his sister (D. A. K. Tf. '3‘3,
d. e.), in the group M. Cap. iii, 42. in which however more accurate in-
formation is desirable regarding the restorations, by means of which the
sister appears to have been brought from the upright posture into this
stooping attitude. [Scarcely tenable, O. Jahn Archiiol. Beitr. S. 178.]

Fabroni, Dissert. sulle statue appartenenti alla favola di Niobe. F.
1779 (with unsuitable illustrations from Ovid). H. Meyer, Propylien
Bd. 11. st. 2, 3, and Amalthea 1. s. 273 (Ergiinzungen). A. W. Schlegel,
Bibliothéque Universelle 1816. Littér. T. iii. p. 109. [(Buvres T. 2.]
Welcker, Zeitschr. i. s. 588 fl. Thiersch, Epochen, s. 315. 368. Wagner in
the Kunstblatt 1830. N. 51 ff. [Welcker on the grouping of Niobe and
her children, in the Rhein. Mus. iv. S. 233. Feuerbach Vatic. Ap. S. 250
ff. Guigniaut Réligions de I’Antiqu. pl. 215 bis. Explic. p. 331-33. Ed.
Gerhard Drei Vorles. 1844. S. 49 ff. Ad. Trendelenburg, Niobe, cinige
Betrachtungen iiber das Schoneu. Erhabene Berl. 1846.] Drawings in
Fabroni, in the Galérie de Florencei .. iv. and the Galeria di Firenze,
Stat. P. 1. tv. 1 sqq. D. A. K. tf. 33, 34. Comp. §. 417.

127. Praxiteles also worked chiefly in marble, and for
the most part preferred subjects from the cycles of Diony-
sus, Aphrodite and Eros. In the numerous figures which he
borrowed from the first, the expression of Bacchic enthusiasm
as well as of roguish petulance was united with the most

refined grace and sweetness. It was Praxiteles who in several

exquisite statues of Eros represented in consummate flower
the beauty and loveliness of that age in boys which seemed
to the Greeks the most attractive; who in the unrobed Aph-
rodite combined the utmost luxuriance of personal charms
with a spiritual expression in which the queen of love herself
appeared as a woman needful of love, and filled with inward
longing. However admirable these works might be, yet in
them the godlike majesty and sovereign might, which the
earlier sculptors had sought to express even in the forms of
this cycle, gave place to adoration of the corporeal attractions
with which the deity was invested. The life of the artist with
the Hetera had certainly some influence in promoting this
tendency ; many a one of these courtesans filled all Greece with
her fame, and really seemed to the artist, not without reason,
as an Aphrodite revealed to sense. Even in the cycle of
Apollo, Praxiteles thought fit to introduce many changes ;
thus in one of his most beautiful and finely imagined works
he brought the youthful Apollo nearer in posture and figure
to the nobler satyric forms than an earlier artist would have
done.  Altogether, Praxiteles, the master of the younger, as
Phidias was of the elder, Attic school, was almost entirely a
sculptor of deities; heroes he seldom executed, athletes never.

1. Of Praxiteles as a worker in marble, Plin. xxxiv, 8, 19. xxxvi, 4,
?. Phaedr. v. Preef. Statius S. v, 6, 26. ‘O XETRUIZoC axpwg Tois Aidivoig
g0yois Ta s Yuxie w23, Diodor. xxvi. Ecl. 1. p. 512. Wess.
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9. Cycle of DEMETER, sce Preller Demeter u. Pf—ll‘Sﬂp]lon{}, 8. 91,
Dionysus of Elis, Paus. v, 26, 1, perhaps tl‘fe one descr}l:red }}y C:,Llllstl"n,..
tus 8, of brass, a beautiful youth crownugi with 1vy, .:.}ngut 1:!.'1th & nebris,
resting his lyre (?) on the thyrsus, nnq with a tender and dlc:‘fm Y expres-
sion. Besides this youthful form, whfch was then but nefwly itroduced,
Praxiteles also represented the god in t}le older ‘stylwe,.m 11‘1:1tum::- man-
hood, as in the group which Pliny describes, xxxiv, 8, 19, 10: Llllﬂ}'ll:n
patrem et Ebrietatem nobilemque una Satyrum q:mm Gl‘aﬁum mﬂﬁﬁ.oxmu
cognominant. It 1s not ascertaiqed whether the Satyr of t}m ll'l!ltmfll-
street (Paus. i, 20, 1. Athen. xiii, 591 b. comp. I-I-uyn'u, Antiq. Aufs, ii,
8. 63) is the same. This is taken to be the unelwhwh 18 crftel_l to be met
with leaning on the trunk of a tree and repasmginfter plnymg. on the
flute: M. PioCl. ii, 30; M. Cap. 11, 32; M. Frang. 11. pl. 12; Boulill. i, 55,
comp. Winckelm. W. iv. s. 75, 277, vi. s. 142, Visconti 1-‘iu()l.‘ 1. p. 60,
Satyr at Megara, Paus. 1, 43, 5. Praxiteles e:{ccutcc} a group 0_'1 Meenads,
Thyads, Caryatic dancers (3. 365.) and Silenl 1n noisy procession. Plin,
xxxvi, 4, 5. Anthol. Pal. 1x, 756. Pan carrying a wine-skin, laughing
nymphs, a Danae, in marble, Anthol. Pal. vi, 317. App. T. ii. p. 705.
Plan. iv, 262. Hermes carrying the young Dionysus, in marble (Paus.
v, 17, 1), probably copied in the relief, Zoéga, Bassir. 1, 3, and on the vase
of Salpion. §. 384,

3. Eros. a. At Parion, in marble, naked, in the bloom of youth,
Plin. xxxvi, 4, 5. b. At Thespiw®, of Pentelic marble with gilded wings
(Julian Or. ii. p. 54 ¢. Spanh.), a boy in youthful bloom (¢2 @pe), Lucian,
Amor. 11. 17. Paus. ix, 27. Dedicated by Phryne (or Glycera), carried
away by Caligula, then again by Nero, at the time of Pliny in Octaviwm
scholis (Manso Mythol. Abhandl. s. 361 ff.). At Thespie stood a copy
by Menodorus, Paus. Julian, from ignorance, speaks of the Thespian
statue as if it were of brass. Bgypt. Anthol. Pal. App. ii. p. 687. Plan.
1v, 203.  ¢. The Eros of marble in the sacrarium of Hejus at Messana,
similar to the Thespian, Cic. Verr, 1. 1v, 2, 3.  (Comp. Amalthea iii. s.
300.  Wiener Jahrb. xxxix, s. 198). d.e. Two of brass, described by
CfﬂhstFa.tus 4, 11, the one reposing (J acobs, p. 693), the other encircling
his hl‘:.ll‘ with a fillet. The Parian or Thespian statue is probably imi-
tated in the beautiful Torso from Centocelle, with languishing expression,
and_ha{r arranged in the fashion of youth (Crobylus), M. PioCl. i, 12.
goulll. 1, 1-5': the more perfect one, witI} wings, is preserved at Naples, M.

orbon. vi, 25. The Eros of the Elgin Collection in the Brit. Mus. is
similar, only it is still more slender and delicate. R. xv. n. 305.% D. A.

one ordered by the Coans welata specie, that
b. That purchased by the Cnidians,

_ _ » Placed in a chapel s ecially fitted up
for it (wedicula quee tota aperitur, Plin., veo¢ ;Ey$:’5ugag, IIjucizm Amor. 13.

:E;;f;”?’B vl X9, Anthol, Pal. App. T. ii. p. 674. Plan. 1v, 160) ; after-
I Byzantium, according to Cedrenus. Of Parian marble ; Lucian

res, Amor. 13 sq. Imag. 6, as follows: SeonpoT
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AeAndorwg EminpvmTeiv.—Tay 0¢ Toig loyloig EveoQooryio i Ve &2 EXATIONY TUT WY
oUx &y EIToL TIS WS WOV 6 yéhag. Mngov 7e xeel xynung é7 090 Teropévng
e xoi 70005 NrpiBapivor puIwol., From this and from the coins of Cnidus
in honour of Plautilla we can recognise this Aphrodite in the statue in
the gardens of the Vatican (Perrier, n. 85. Episcopius, n. 46, Race. 4),
in the recently draped one in the M. PioCL i, 11, and another brought to
Munich (n. 135) from the Braschi palace (Flaxman, Lectures on Sculpt.
pl. 22), and from these also in busts (in the Louvre 59. Bouill. i. 68) and
in gems, Lippert Dactyl. I, 1, 81. Her nudity was accounted for by the
laying aside her dress in the bath with the left, the right covered her
lap. The forms were grander, the countenance, notwithstanding an ex-
pression of smiling languishment, was of a loftier character and rounder
form, than in the Medicean Venus; the hair was bound by a simple
fillet. The 1dentity of the Cnidian and the Medicean Venus was main-
tained by Meyer ad Winckelm. W. iv, ii. s. 143. Jenaer ALZ. 1806. Sept.
67. Gesch. der Kunst. 1. s. 113, in opposition to Heyne Ant. Aufs. i. s.
123. Visconti M. PioCl 1. p. 18. Levezow, Ob die Mediceische Venus
ein Bild der Knidischen sei. B. 1808. Thiersch Epochen, s. 288.—¢. A
brazen one, Plin. d. One of marble at Thespise, Paus. ix, 27. e. An
Aphrodite by Praxiteles stood in the Adonion at Alexandria on Latmus,
Steph. B. s. v. AxeZavopsix. Peitho and Paregorus (#w#p@asi;, Homer)
with the Aphr. Praxis at Megara. Paus. 1, 43.

6. According to Clem. Alex. Prot. p. 35. Sylb. Arnob. adv. gent. vi, 13,
Praxiteles took Cratina as the model of his Aphrodite ; according to others
Phryne, who also stood sculptured in marble by him at Thespie (Paus.
1X, 27) and gilt at Delphi (Athen. xiii. p. 591. Paus. x, 14, 5. Plut. de
Pyth. orac. 14, 15), the trophy of Hellenic voluptuousness according to
Crates. Comp. Jacobs in Wieland’s Att. Mus. Bd. iii. s. 24. 51. Accord-
ing to Strabo he also made a present of an Eros to Glycera, ix. p. 410.
According to Pliny he represented the triumph of a sprightly hetaera
over an Attic matron of melancholy disposition: Signa flentis matronge
et meretricis gaudentis (Phryne). Comp. B. Murr “ Die Mediceische

Venus und Phryne.”

7. Fecit et (ex aere) puberem [Apollinem] subrepenti lacertae comi-
nus sagitta insidiantem, quem Sauroctonon vocant, Plin. comp. Martial,
Epigr. xiv, 172. Seitz maintained that this lizard-slayer is no Apollo,
Mag. Encyecl. 1807. T. v. p. 259. There is now perceived in this an allu-
sion to augury by lizards (Welcker, Akad. Kunstmus. zu Bonn, s. 71 ff.
A. Feuerbach Vatic. Apoll. s. 226), but playfully handled. Imitations,
possessing naive grace and loveliness, very similar to the satyr of Prax-
iteles in the posture of the feet, are often to be met with (Vill. Borgh.
St. 2. n. 6. Winckelm. M. I. i. n. 40. M. Royal. 1. pl. 16 ; M. PioCl. i,
13; a brazen one in Villa Albani) ; also on gems (Millin, Pierr. grav. pl.
5 and elsewhere). There is also mention made of an Apollo with his
sister and mother; Leto and Artemis several times (osculum quale Praxi-
teles habere Dianam credidit, Petron.), and numerous other statues of
deities by Praxiteles. Sillig C. A. p. 387. On the encaustic treatment
of the statues of Praxiteles, §. 310.

- 128. A like spirit of art animated Leochares, whose Gany- 1k
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: noble and charming conception of the
Bvourite of Zoss barns upwards by tho cacle, although ih
2 subject had always a questionable.mde. _The striving aftey
personal charms still more predominates 1n the He1:nmphro-
dite, an artistic creation for which we are p}'obably mdeb-ted

3 to Polycles. The tendency to the affecting is shm':rn particu-
larly in Silanion’s dying Jocasta, a bra,z?n statue, with deadly-

4 pale countenance. Timotheus (S 125, R. 4) and Bgynmg
also seem to have been fellow-artists and contemporaries of
Praxiteles; they both ornamented the tomb of fousolus
5 jontly with Scopas and Leochares, after Ol 106, 4 (§. 149).
There were likewise portrait-statues of Macedonian princes
by Leochares and Bryaxis, and in Athens itself [ where Deme-

6 trius erected models, §. 123, 2.] many artists were employed
on honorary statues (comp. § 420). All the masters just
named (only information is wanting as to Timotheus) were

Athenians; they form together with Scopas and Praxiteles
the newer school of Athens.

1. Leochares (fecit) aquilam sentientem quid rapiat in Ganymede, et
cui ferat, parcentemque unguibus (@eidopévanss dvvxeaar, Nonn. XV, 281) eti-
am per vestem, Plin. xxxiv, 19, 17. comp. Straton, Anthol. Pal. xn, 221.
The statue in the M. Pio(l. 11, 49, is a decided imitation. It represents
the devotedness of the favourite boy to the erastes in the allusive man-
ner of antiquity. For that the eagle denotes the lover himself, is brought
out more clearly for example on the coins of Dardanus (Choiseul, Gouf-
fier Voy. Pitt. ii. pl. 67, 28), where the subject is more boldly handled.
Ganymede is therefore even placed together with Leda, as in the por-
tico at Thessalonica (Stuart, Ant. of Athens iii. chap. 9. pl. 9. 11), as
mascula and muliebris Venys. Hence it is probable that this concep-
tion of ancient art (§. 351) also belongs to the same period.

2. Polycles Hermaphr. nobilem fecit, Plin. Th
of thig period, is here meant, becomes still more probable from observing
that in P:liuy XXx1v, 19, 12 8qq. the alpha.betically enumerated plastae
stand again under each letter in the same way that they were found af-
ter one another in the historical sources (a rule which is tolerably gen-
eral, and by which perhaps the age of gsome other artists can be deter-
mined) ; accordingly thig Polycles lived before Pheenix the scholar of

Lysippus. Whether his hermaphrod; : :
: phrodite was standi . 392
4), 1s a question difficult to answer, BT T :

at the elder Polycles,

- POSt. 3. Queest, Sym. v, 1.

9. By Leochares, statues of Amyntas, Philip, Alexander, Olympias,
Ok y OL gold and 1vory, F’aus. v, 20; of Isocrates, Plut. Vit. x.
: ng Seleucus by Bryaxis, Polyeuctog against Demades asks,

In Apsines Art. Rhetor P. 708, wheth :
- & e h
the akrostolion of a ship, a béok, or rayed o Y Statue held a e,

invent. ed, Waly Lix p. 045, ] Fraysd %o the gods? [Longin. de

6. Even the reljefs on the

: Choregi :
—Dionysus and hig Satyrs L onumens of Lysicrates (§. 108)

quelling the Tyrrheniana-—-may show clearly
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the state of art at Athens during this period; disposition and design
excellent, the expression in the highest degree animated, the execution
however already less careful. Stuart 1. ch. 4. Meyer, Gesch. Tf. 25—27.
D. A. K. Tf. 27. comp. §. 385.

[128.* Here lies the extreme boundary beyond which the
second large monument on the acropolis of Xanthus cannot
be brought down. It was not till his third journey that Sir
Richard Fellows, after the most assiduous excavation, had
the good fortune to discover the widely scattered constituent
parts, out of which he afterwards ingeniously attempted to
re-construct in design the building known under the name of
mausoleum, or monument in honour of Harpagus. And it is
still a question whether this restoration of the Ionic building
can establish, with complete certainty, that the statues, which
even surpass the Manads of Scopas in boldness and lightness
of representation, belonged to the building whose masterly
friezes point rather to the time of the Phigalian sculptures.

There are two of these friezes, the one 3 f. 4 in,, the other 1 f. 11 in. high,
the larger one consisting of twelve marble tablets. The composition as a
whole and the connexion of particular parts has not been ascertained, as

. only a portion has been discovered. The larger frieze exhibits a battle

with the fire and animation of the representations of Phigalia, but a real
battle, and with the imitation of reality even in the accoutrements of the
combatants, by which it is difficult to distinguish the two sides. .There
are distinctly to be seen, Ionic hoplitee in long drapery, Lycians such as
Herodotus (vii, 92) describes them, others wear anaxyrides, the archers’
leathern armour; two kinds of helmets, the laiseion (Philostr. Imag. p.
323). On five tablets there are hoplitee fighting with horsemen, on
others merely foot soldiers, the most diversified battle groups. The
lances, swords and bows were not expressed; only as an exception to
this principle we find a shaft in marble, and a hole for inserting the sword
in the hand. On the smaller frieze is represented the capture of a city, a
defeat outside, which is viewed from the walls by the besieged, attack on
the principal gate, a sally, storming ladders placed against well manned,
triple walls towering above one another, ambassadors surrendering the
city. DBefore the conqueror with Phrygian cap and mantle, who 1is
seated on a throne and over whom a parasol is held (a sign of the high-
est rank, which passed from the Persians to Egyptians, and 1s even in
use at the present day in Marocco, that of the imperial prince among the
spoils of the French), two old men stand speaking, accompanied by five
men in armour. On a corner stone there are prisoners, who are not
soldiers, led away with their hands tied at their backs. Detailed descrip-
tions given by Sam. Birch, Britannia xxx. p. 192—202 (with explana-
tions which are to be received with caution), and E. Braun in the N.
Rhein. Mus. 1i1. S. 470., afterwards enlarged in the Archéol. Zeit. 1844. S.
358 ff. comp. Bull. 1846. p. 70. Now, these scenes are referred to the
conquest of Xanthus by the general of Cyrus; on this point there is
hitherto no disagreement with Sir C. Fellows (Xanthian Marbles 1842.
p. 39). Col. Leake indeed assumes (Transact. of the R. Soc. of later.
Second Series 1. p. 260 ss.), on account of the style, that the monument
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of Harpagus was not raised soon after the taking of the city (Ol 58, 3),
but on the contrary not till about Ol 70, pcrhnpﬂ_ by j;llu gl'allldgun of
Harpagus, who figures in Herodotus Ol. 71, 4 ;r Jidgmg fr(:,m it, we
might rather come down another centur}_' (Ol. 95) “or t'tvo; but the
history of Asia Minor after Alexander will not a!low_' this. . However,
we may abide by the one century, as wc-wu-uld bum‘dcs tlunk_ of the
period of Scopas and Praxiteles, and this ulijccthn of history against the
evidence of the style as to the age is removed : Sir Edward Head also (in
the Classical Museum, No. ii.), although he agrees with Leake in other
respects (p. 224. 228) assigns the monument to Ol. 83 or 96, or even later
(p. 230). But the contents of the frieze itself are opposed to this suppo-
sition: they are not merely different from the history in details as Leake
apologetically admits, but entirely and essentially, and are even in some
measure directly the opposite. After the Xanthians had been driven back
into the city by the masses of Harpagus, they collected together their
wives and children, their slaves and other property, in the acropolis,
consumed them with fire, and then, bound by a fearful oath, they
rushed upon the enemy, and sought in combat a common death, so that
Xanthus received an entirely new population, with the exception of
eighty heads of families who were in other countries at the time of the
destruction. Iif 1s impossible therefore that the Persians, who passed
over Fhe dead into the open acropolis, could be represented negotiat-
ing with the Xanthians during the heat of the storming, nearly about the
time when the true history,—whose peculiar nature does not admit a
wal-grﬂundeq suspicion of distortion or exaggeration, and which could
neither be artistically concealed nor forgotten in general,—was related by
I-Ien::dotus or soon after. Add to this, that the frieze does not exhibit any
Persians fighting, who must have been conspicuous in the army of IHar-
pagus above the -Ioma,n and Aolian auxiliaries. So important an histo-
Ecﬂ-l representation compels us therefore to resort to another supposition.
I'he Xanthians who also defended their city with similar obstinacy against
Alexander, and again destroyed themselves with their wi o

eir wives and children

In the war of Brutus and the Triumvirs, after the enemy had effected an

E?:rance ll?y Btratngexp, might have also at an early period have made an
attempt, ike 'the lonians, to shake off the Persian yoke, the bad result of
which was triumphantly and t ’ ‘

hreateningly presented by this monument,

to the eyes of their descendants ; it ig probable, however, that this would

:5:; ﬁi:fdbein Icnlaﬂsed over by Herodotus. Or the representation of the
Pcrgian COI?]III]JEB 0¢8 1ot refer to Xanthus, but to external deeds of the
Dasae from Xantsl?ry n Xz_mthus, as th{_a Greek verses on the pillar of
over with Lyci 18 mensioned by Appian, and now in London, covered

_ yelan characters, extol the gon of a Harpagus for proving

fight (x¢pol wahny) the hest among all the Lycians—

fort : y not against him—d¢ trovec :

C{:;l resses, and. procured for his kinsmen a ghare of th_czw):ct'l mfully
conquered foreign cities, undor ¢ dominion (the
In the war with R
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sorved the half of one with a battle scene, and pieces of the other with
two gods enthroned and standing figures probably with thank-offerings
to the gods for the victory, and this perbaps on the fagade. Among
the statues of different size, for the most part very incomplete, which
Sir C. Fellows has placed in the intercolumnia of the front and back
pediments and on the acroteria, our admiration is most excited by the
female figures which are represented hastening away, either inclined to
the right or left, in highly animated movement, partly looking round,
whereby the not less bold than inventive hand of the master has devel-
oped 80 many beauties in lines of the body—to which the seemingly
transparent drapery adheres—and the flying masses of drapery, that in
consideration of them we may easily overlook what is amiss or incom-
plete in the rapid execution. These peculiarities of treatment may be
distinguished from antique hardness. On the plinths of these figures
there is a fish, a larger fish, a lobster, a spiral shell, a bird which we
must in this connexion take to be a sea-bird, not a dove; and besides
those figures with their corresponding signs, we may also assume that
there were similar animals attached to two similar figures which be-
longed to the series, although they are wanting with the greater portion
of the whole. Now, if these symbols evidently indicate Nereids, we can
only conceive their flight to be occasioned by the disturbance of their
realm from a sea-fight, such as that against Huagoras, or by a battle on
shore, which compelled the enemy to rush helter-skelter to their ships,
ag for instance in Herod. v, 116; and only on this supposition could
Nereids be introduced appropriately on a monument commemorating a
victory. In that case they would also furnish a further proof that the
capture of Xanthus by the first Harpagus is not represented in the
friezes, hut rather a later victory of the Persian authorities over a re-
bellious outbreak. But the unmistakeable reference of these Nereids to
a sea-fight seems also to lend a strong confirmation to the architectonic
combination that they belonged to the same building as these friezes.
This union of the tumult of battle on shore and (allusively) at sea, with the
image of stormed cities, produces a good general effect. In this way was
the Assyrian and Persian custom of representing battles (8. 245.% 248.
R. 2) here imitated by an Ionian hand and in the purely Greek style.

Besides this monument there have been also brought to London from
Xanthus, two lions, the tomb named from the winged chariot with remark-
able representations (Asia M. p. 228. Lycia p. 165), a frieze of chariot and
horsemen (Lycia p. 173), a chase, probably from a tomb, as well as the
procession of peasants paying their tribute in tame and wild animals
and other natural productions (Lycia p. 176),—all of the best period of
art. The following also seem to be very good, the fragments of a battle
of Amazons and a festal procession, Ibid. p. 177, Bellerophon vanquish-
ing the Chimeera, p. 136, which is of colossal size and has also been taken
from a tomb ; and not a few of the reliefs from sepulchral monuments, which
represent merely domestic scenes or war (p. 209 does not even seem to
form an exception) contain very excellent and peculiar compositions, p.
116 (comp. the title-plate, where we must read MEZ0Z), 118. 135. 141,
166. 178. 197. 198. 200. 206. 207. 208.]
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129. As the first artists of tlfis school still bore in t}}em
the spirit of Phidias, although in a state of tmpsforlmltlc_m,
and therefore chiefly endeavouredl to express an inward spir-
itual life in gods or other mythic shapes; S0, on the. other
hand, Euphranor and Lysippus especially continued the Ar-
givo-Sicyonic school—that of Polyclitus, the aim of whijch
was always more directed to fine corporeal forms, and the re-

2 presentation of athletic and heroic energy. Among heroes,

(ST

the character of Hercules was perfec{:ed' by'Lysippus 1N a new
style, and the powerful structure of ‘his limbs, developed by
labour and exertion (§- 410), was piled up to that colossal
size which the art of later sculptors always strove to at.-
tain. The statues of athletes did not now occupy the artists
so much as formerly, although six sculptures of this kind are
quoted as works of the incredibly active L}*Slppu_s ; on the
contrary 1t was chiefly idealised portraits of powertul princes
that the age demanded. In the form of Alexander, Lysippus
even knew how to lend expression to defects, and, as Plutarch
says, he alone could duly blend the softness in his eyes and
the posture of his neck with what was manly and lion-like
in Alexander’s mien, Accordingly, his portrait-statues were
always animated and skilfully conceived ; whilst, on the con-
trary, other artists of the time, as Lysistratus, the brother of
Lysippus, who was the first to take casts of the face in stucco,

merely made it the aim of their art to produce a faithful re-
semblance of the external form before them.

1. Cicgru, Brut. 86, 296 (comp. Petron. Satyr. 88), Polycleti Dory-
phorum sibi Lysippus magistrum fuisse aiebat, Exactly as Polyclitus

did §. 120, he executed according to Pliny destringentem se. Hence also
why they have been confounded, Sillig (., A. p. 254. N. 7.

2. Euphranor (as painter) primus videtyr expressisse dignitates her-
oum, Plin. xxxv, 40, 25.—Lysippian statues of Hercules, Sillig C. A. p.
259. a. Hercules reposing for a little from some great undertaking, the
Farnesian cologsal statue (Maffei, Raco. 49.  Piranesi, Statue |0 B
Borbon, i, 23, 24) found in the baths of Car :
peror the statue probably was brought to

S. 32.), executed by t.;he A‘th?nian Glycon after an original by Lysippus,

: : ferior co Bianchini, Palazzo
dei Cesari ty. 18). The hand with the apples is IIIZ | ’

Were substituted in 1787 for. those by Gugl. della p
: : a orta, -- -
with the name of Lysippus is in the Pitt; ; i IIercu_les

palace, and a second copy with

L. The Farnesian
» & 8maller copy in marble
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ment. il. Havn. 1827) ; the figure is also often to be met with otherwise
in statues and gems, and on coins (Petersen p. 22); the head is perhaps
surpassed by that in Marbles of the Brit. Mus. 1. 11, in depth of expres-
sion. Comp. Winckelm. W. vi, i. s. 169. ii. 8. 156. Meyer, Gesch. s. 128.
D. A. K. Tf. 38. b. Hercules resting after the completion of his labours,
a colossus at Tarentum, brought by Fabius Max. to the Capitol, after-
wards taken to Byzantium, described by Nicetas De Statuis Constan-
tinop. c. 5. p. 12 ed. Wilken. [Fabr. Bibl. Gr. vi. ed. 1. p. 408.] He sat,
anxiously stooping, on a basket (in reference to the cleaning of Augeas’
stalls), on which lay the lion’s hide, and supported the left arm on his
bent knee, the right lay on the right leg which hung down. This 1s
evidently the figure so frequent on gems, in Lippert, Dact. 1. 285—87. 11.
931. Suppl. 334—346. c¢. Hercules bowed down by the might of Eros,
and despoiled of his weapons (Athol. Pal. ii. p. 655. Plan. iv, 103), pro-
bably preserved in gems in a figure similar in form to the preceding.
Lippert, Dact. i. 280, 281. ii. 225—27. Suppl. 331. Gal. d1 Fir. v. tv. 6,
9 3. d. A small bronze Hercules (¢mirpamilioc), described by Statius S.
iv, 6, and Martial ix, 44, of the grandest form and serene expression, as
if at the banquet of the gods, sitting on a stone covered with the lion’s
hide, a goblet in his right hand, the left resting on his club. Kvidently
(according to Heyne) the model of the Torso (§. 160 and 411). [The
Hercules of gilded bronze in the Capitol puts one in mind of Lysippus by
its more slender proportions, its longer and less thick neck, and by its
excellence, although it is somewhat injured by mannerism and overload-
ing in the execution, as is the case with imitations of other masterly
compositions. The figure also occurs on coins of Berytus (Rasche Suppl.

i. p. 1361) and others. ]

3. Buphranor’s Alexander et Philippus in quadrigis, Plin. Lysippus
fecit et Alexandrum Magnum multis operibus a pueritia ejus orsus—idem
fecit Hephastionem—Alexandri venationem—turmam Alexandri, in qua
amicorum ejus (éraipwy) imagines summa omnium similitudine expressit
(Alexander, around him 25 heteri, who had fallen at the Granicus, 9
warriors on foot, see Plin. comp. Vellei. Paterc. 1, 11, 3. Arrian i, 16, 7.
Plut. Alex. 16)—fecit et quadrigas multorum generum. On Alexander’s

Edict, Sillig C. A. p. 66. N. 24.

4. Chief statue of Alexander by Lysippus, with the lance (Plut. de
Isid. 24) and the later inscription: AvOaaouyTe 0 foixey 6 xahxeos el Aic
Asvoowy Lay o7 fwol TiQiwat, Zev, av 0 " Orvuwoy ixe (Plut. de Alex. virt.
ii, 2. Alex. 4. Tzetz. Chil. viii. v. 426, &c.). An equestrian statue of
Alexander as founder (of Alexandria, as it seems) had ray-like waving
hair. Libanius Ekphr.T. iv. p. 1120 R. On the agreement 1n character
of Alexander's statues, Appulei. Florid. p. 118 Bip. The hair arched up
from the forehead (relicina frons, @vaerorq vis xowne, Plut. Pomp. 2) 18
always one of the principal distinguishing marks. Krom the statue with
the lance, the helmeted and peculiarly inclined head is preserved on the
coins of the Macedonians from the times of the Cesars (Cousinery, Voy-
age dans la Macéd. T. 1. pl. 5. n. 3, 5, 8) ; with it corresponds the Gabinian
statue (Visconti, Mon. Gab. 23) and the similar head of the statue in the
Louvre, 684. Bouill. ii, 21. Clarac, pl. 263. On the contrary the head
of Alexander in the Capitol, taken by many for Helius (Winckelm. M. I.
n. 175), may have been taken from that equestrian statue. The Ron-
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danini statue, at Munich (n. 152. Guattani I\:'T. I. 1787 'St}t-t.), 'I}fl f\}.cxéljl,_
der arming himself for battle, has little of the Lysxppmn‘cl.tll‘.wr er,
especially in the proportions. The bronze c:f Alemmdu: Stl.l.;gg, 1115._,Tlm
the press of battle is excellent, M. Borb. 11, _4.3 b. Comp. \. 1{1 [, 6. i e
head of the dying Alexander at Florence 1s an IlI'CllmO‘IOglC:l ' (?1115{1:1{:11.
Morghen, Principj del disegno tv. 4 b. Lc‘ Blon'd Le vrai porta lllt‘t ‘.ﬁ' 4
exandre. Mem. de I'Inst. Nat. Beaux Arts i. p. 615. As a tr:ue portrait,
but executed without the spirit of Lysippus, the Cav. Azara’s bust. 18 of
most value, in the Louvre, 132. Visconti Iconogr. Grecque, pl. 39, 1.
Meyer, Gesch. Tf. 13. 29. D, A, K. Tf. 39. 40. On Alexander as the son

of Zeus and Hercules §. 158, 2.

5. Hominis autem imaginem gypso e facie ipsa primus omnium ex-
pressit ceraque in eam formam gypsi infusa emendare instituit Lysistra-
tus.—Hic et similitudinem reddere instituit ; ante eum quam pulcherri-
mas facere studebant (on the contrary §. 123). Plin. xxxv, 44,

1 130. Observation of nature and the study of the early
masters, which Lysippus closely combined with each other,
led the artists to many refinements in detail (arquticv ope-
rwm); the hair in particular was arranged by Lysippus more

2 naturally, probably more for pictorial effects. These artists
also directed the most earnest study to the proportions of the
human body ; but here the striving to exalt especially portrait-
figures, as it were, beyond the human standard, by an extra-
ordinary degree of slenderness, led them to a new system of
more delicate proportions, which was begun by Euphranor
(also by Zeuxis in painting), but first carried out harmonically
by Lysippus, and which afterwards became prevalent in Greek

3 art. It must however be admitted that this system sprang,
less from a warm and cordial conception of nature, which
particularly in Greece displayed itself to greatest advantage in
more compact figures, than from an endeavour to elevate the

4 work beyond the real. The tendency likewise to the colossal
which will be found to predominate in the next period,
already announced itself clearly in the works of these artists.

1. Proprize hujus (Lysippi) videntur esse arg
In minimis quoque rebus. Plin. XXx1v, 19, 6. S
traditur contulisse capillum exprimendo. Ihid, Comp. Meyer, Gesch. s.

130.  Quintilian particularly applauds the veritas in his and Praxiteles’

works :a:'u:t, 10.—Lysippus and Apelles critjcised each other’s works Syne-
sius Ep. i. p. 160. Petav. :

utize operum, custoditeo
tatuariee arti plurimum

2. Euphr.—primus videtur usur
versitate corporum exilior, capitib
the same of Zeuxis XXXV,

tria.—Lys. stat. arti plur,

Passe symmetriam, sed fuit in uni-

us ?.rticulisque grandior (precisely
t?6,::12): volumina quoque Composuit de symme-
at ‘ rad. cont. capita minora faciendo quam antiqui
corpora graciliora Slccloraque, per qum proceritas signorum major v?dc-?-
retur. Non habet Latinum nomen symmetria quam
todivit, nova intactaque rat;

: : crum stat .
mutando. Plin. xxxiv, 19, ¢. XXXV, 40, 25, e

Comp. helow §: 332, On his
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principal of representing quales viderentur homines, Wien. Jahrb. xxxix.
8. 140,

4. Fecit et colossos (Kuphranor), Plin. xxxv, 40, 25. Lysippus’ Jupi-
ter at Tarentum was 40 cubits high ; comp. Silig C. A. p. 257, 259.

THE ART OF ENGRAVING STONES AND DIES.

131. The luxury of ring-wearing at this period raised the
art of the dactylioglyphist to the height which it was capable
of attaining in proportion to the other branches of the forma-
tive art; although the accounts of writers do not mention the
name of any artist of this class, except that of Pyrgoteles who
engraved Alexander’s signet-ring. In gems also we can here
and there find a composition and treatment of forms corre-
sponding to the Phidian sculptures; but works of this descrip-
tion in which the spirit of the school of Praxiteles is mani-
fested are far more numerous.

1. On the rings of the Cyrenmans (Eupolis Maricas) and the emerald
of Ismenias the aulete, bought in Cyprus, with an amymone, Zlian V.
H. xi11, 30. Plin. xxxvii, 3. Musicians in particular were richly adorned
with them (¢Qezyidovuyapoyorxopnirar) and likewise ornamented their in-
struments in the same way ; comp. Lucian Adv. Indoct. 8, Appulei. Flo-
rid. p. 114. Bip.

2. On the pretended gems of Pyrgoteles, Winckelm. Bd. vi. s. 107 ff.
Comp. Fiorillo, Kleine Schriften ii. s. 185. A fact adduced by R. Ro-
chette, Lettre & M. Schorn, p. 49, shows that, even during antiquity, the
name of this as well as other famous artists was fraudulently used. We
have no ground for assigning to this period other names which are only
known through gems (see v. Kéhler in Bottiger’s Archaol. u. Kunst. i.
8. 12); however some of the more celebrated stone-engravers were per-
haps not much later.

132. There was also great care bestowed on the engraving
of coin-dies, often in districts and towns which are not other-
wise known as the seats of schools of art; yet, during the first
half of the period the design of devices on coins, although often
orandly conceived and full of character, still retained for the
most part a certain hardness; in the second half, on the con-
trary, especially in the cities of Sicily, the highest and bright-
est point that has ever been reached in beauty of expression
was attained (but accompanied often with a surprising awk-
wardness in the mechanical process of stamping). At the
same time the art was advanced by the custom of multiply-
ing the already extremely numerous types of coins, by the
commemoration of victories in sacred games, deliverance from
dangers by the help of the gods, and other events which
admitted of mythological representation; and thus we have
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