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“IHastm in JW” for 1002 

H ASTERS IN ART” for 1902 will fol¬ 
low the same plan and will contain all 
the features included in the previous 
issues; and the Publishers believe that 
the Third Volume will surpass its 
predecessors in interest and attrac¬ 
tiveness. 
C.Early in the year two consecutive 
numbers will be devoted to the great¬ 

est works of art the world has yet produced, namely, the 
masterpieces of Greek sculpture. The paintings of Tinto¬ 
retto, the intrepid draughtsman and majestic colorist of 
the Venetian school; of Lviini, who in the fascination of 
his work stands so close to Leonardo da Vinci; and of 
Perugino, “whose figures belong to the Renaissance, 
their souls to the Middle Ages,” ensure issues of the great¬ 
est beauty. Giotto, who “first gave life to art by making 
his works truly reflect nature,” will be a most interesting 
figure to the student of art history. Hoga-rth, moralist 
and satirist, will stand as the most original exponent of the 
English school. PaL\il Potter, whose pictures deserve to 
be more widely known, will represent animal painting; and 
Txirner, to prove whom the world’s greatest landscapist 
Mr. Ruskin wrote “Modern Painters,” will represent land¬ 
scape. In this Volume a number will, for the first time, be 
devoted to drawings, and the exquisite sketches of HaLrvs 
Holbein have been chosen for this purpose. The re¬ 
maining painters to be treated during the year will be 
announced later. 

C[.The chosen opinions of the best critics, in conjunction 
with a life, will, as before, give a complete estimate of the 
genius of each master considered; and no pains will be 
spared to make every reproduction in the magazine of the 
highest artistic excellence. 
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The Nation. 
HE NEW YORK NJTION, founded in 

1865, and conducted with rare editorial con¬ 

tinuity to the present time, enlisted from the 
beginning the willing service of the best mo¬ 

rality and enlightenment of the country. The 

iges and universities have freely contributed 

to its staff of writers, have used it constantly for pur¬ 

poses of instruction, have made it the vehicle of inter¬ 

change of sentiment, of literary inquiry, of advertisement 

for all good causes. It is kept on file at such institu¬ 

tions, and in every public library of importance, and is 

incessantly consulted. As a forum of general discussion 

it has never had a peer, and its total body of casual cor¬ 

respondence surpasses any of a like character ever brought 

together in this country. Its special correspondence has 

been not less remarkable, averaging more than a hundred 

letters yearly, gathered from all quarters of the globe. 
The Nation s literary criticism has, for carefulness, 

evenness, justice, and style, earned it the first place on 

this side of the water, and, by the consensus of foreign 
opinion, put it on a par with the best authorities in any 

country. 
In politics it has made the same mark, and even 

more profound; but here the recognition has been less 

ungrudging because the spirit of party condemns inde¬ 

pendent and disinterested criticism, such as is welcomed 

in all branches of the scientific pursuit of truth. 
The list of writers for The Nation speaks for itself 

as to the intellectual and moral company to which its 

readers are habituated; and these readers are themselves 

a class apart. 
The subscription price of The Nation is Three Dollars 

per annum. Address The Nation, Broadway and Fulton 

Street, New York. 
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CLASSIC FURNITURE 
jUR exhibition of English furniture, together 

with our grand showing of French pieces, has 

awakened much interest and favorable com¬ 

ment. Many examples in the collection are 

reproductions of originals in foreign muse¬ 

ums— the works of famous designers. From these models 

we are prepared to make to order the complete furnishing 

of any room. ^ Our illustration shows a charming English 

breakfast-room set, of mahogany with delicate inlay. 

Descriptive booklet “ Classic Furniture ” 

mailed upon request. 

CORRESPONDENCE 

INVITED. 

iSwjatito'tty flitli I9f() Street, MtW Mortt 
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GREAT EPOCHS 

IN ART HISTORY 
By 

JAMES MASON HOPPIN, 

Former Professor at Yale, 

Author of “ The Early Renaissance,’* etc. 

IN this readable and valuable book Dr. 
Hoppin presents four notable epochs in 

the world’s art,— the periods of Italian Re¬ 
ligious Painting, Greek Sculpture, French 
Gothic Architecture, and English Pre-Ra- 
phaelitism. His aim has been to bring out 
new beauties in what the world has con¬ 
sented to call beautiful. 

With Illustrations, i vol., crown 8vo. 

$1.75, net; postage, 17 cents. 

HOUGHTON, MIFFLIN & CO. 

4 Park Street, Boston. 

GREEK P 0 E T R r. 

STUDIES OF THE GREEK POETS, 

By JOHN ADDINGTON STMONDS. 

^ M is a work of brilliant criticism^ dealing with one of the most brilliant phases of the world's 

-L poetic literature. Air. Symonds treats Greek poetry as poetry — not as syntax. It is a great 

‘work — sympathetic^ artistic^ comprehensive. Every scholar and lover of poetry should have 

it at hand. 

Two Kolumes, Crown Octavo, Half Calf, $J,00. 

HARPER & BROTHERS, N E IF PORK. 
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The An^clus-Thc Piano-Thc Player CHE fairies of “A Midsummer-Night’s Dream” could not bestow a 
more marvelous or precious endowment than THE ANGELUS. It 
saves years of hard work. No more practicing of finger exercises— 

no more aches in trying to master the mechanical keyboard of a piano. 
THE ANGELUS has a finger for every note of your music. You give the 
expression, you give the time, you give the phrasing. Whether you wish the 
conventional and usual way of playing your favorite music on the piano, or 
whether you prefer your own interpretation, makes no difference to THE 
ANGELUS. THE ANGELUS obeys every whim of fancy. Artistic cata¬ 
logue of all instruments sent on application. 

THE WILCOX CSL WHITE COMPANY, 
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Rowney’s Colours 
(ENGLISH MANUFACTURE) 

FOR OIL OR WATER-COLOUR PAINTING 

ROWNEY’S 
COLOURS 

ARE MADE OF THE 

FINEST SELECTED 

MATERIALS OBTAIN- 

ABLE, AND SHOULD 

ALWAYS BE USED 

FOR GOOD WORK 

ESTABLISHED 1789 

ROWNEY’S 
COLOURS 

HAVE BEEN USED 

BY THE PRINCIPAL 

ARTISTS IN ENG- 

LANDAND FRANCE 

FOR OVER ONE 

HUNDRED YEARS 

ESTABLISHED 1789 

FAVOR, RUHL & CO. 

Impomrs 54 Park Place, New York 
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OF FURNITURE. With 300 illustrations. Royal 

8vo. $6.00 net. 
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AND DECORATIVE. A practical treatise on the 
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about 300 illustrations. Large 4to. $■;. 50 net. 

MILLER, FRED. ART CRAFTS FOR AMA¬ 

TEURS. 8vo. $z.oo. 

MILLER, FRED. THE TRAINING OF A 

CRAFTSMAN. With over 150 illustrations. 8vo. 
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COATAIA’IXCJ THE POHTKAIT OE PHIUIAS 

This fragment, which was found in Athens, and is now in the British Museum, is 
supposed to be a copy of the ‘Athena Parthenos ’ shield, which, according to Plutarch, 
caused Phidias’ downfall because he sacrilegiously introduced in the ‘ Battle of the 
Amazons,’ which it depicts, likenesses of himself as a bald old man raising a stone, 
and ot Pericles, whose uplifted arm conceals his face. These figures may be recog¬ 
nized immediately below the Medusa-head. If, as most critics believe, this fragment 
is an actual copy, it contains the only portrait of any Greek artist; but Murray has 
recently expressed the conclusion that both the shield and Plutarch’s story are inven¬ 
tions ot a later age. 
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M ASTERS IN ART 

BORN 500 (?) B.C.: DIED 430 (?) B. C. 

Among all the innumerable antique statues that have come down to us 

L there is no least fragment .which we can certainly identify as from the 

hand of the greatest of all Greek sculptors, — Phidias. Indeed, we have not 

even a single adequate copy of any of his celebrated works; for the supposed 

copy of his ‘Lemnian Athena’ has not yet had its claims generally admitted, 

the copies of his ‘Athena Parthenos’ are the wretched attempts of bunglers, 

and his ‘Zeus’ is chiefly known through small reliefs on coins. On the other 

hand, the information which ancient writers have bequeathed to us concern¬ 

ing his life and works is, if inexact, considerable ; and above all, we possess, 

in the sculptures of the Parthenon, works some of which may have been 

touched by his own chisel, which were certainly executed under his immediate 

supervision, if not after his designs, and which bear the direct impress of his 

genius. 

LUCY M. MITCHELL THE CENTURY MAGAZINE: 1882 

OF the life of Phidias little is known; calculating from contemporary 

events, his birth may be placed at about 500 b.c. When the word 

“Marathon” was sounding from the lips of every exulting Athenian he was a 

mere lad. When he was approaching manhood the vengeance of the Per¬ 

sians broke out afresh upon his native land, and the immense army of Xerxes 

crossed the Hellespont and approached on the north, while Persian galleys 

swarmed in Greek waters. Anguish and distress accompanied their course. 

Athens became a waste, the Athenians were fugitives on the neighboring 

shores, their homes and sacred places a prey to the flames. Again the 

Persians were driven back, but they carried off many art-treasures sacred to the 

Athenians. Such memories could not have failed to leave their impression 

on the young Phidias. His pulse must have quickened with feverish anxiety 

when the news came that Greek soldiers had defended to the death the Pass 

of Thermopylae, and his soul must have glowed with patriotic fervor as the 

shouts of victory rang through the streets after the battles of Plataea, Salamis, 

and Mycale. 
Old Athens had been destroyed, but, fired with new life, it was to be 

made glorious and powerful for the future. Under Themistocles her walls 
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steadily rose. Her port, the Piraeus, was laid out as became the centre of a 

great naval power, and although her private houses were hastily thrown to¬ 

gether tor the returning fugitives, her public buildings were begun in a truly 

monumental spirit. With the wisdom of a far-seeing statesman, Themis- 

tocles gave all strangers at work on Athenian buildings immunity from tax¬ 

ation, and artists of all kinds from different parts of Greece flocked to her 

opened gates. Such, then, were the favorable circumstances under which 

Phidias came to manhood. Though his father, Charmides, seems to have 
been an artist, the youth was put under the tutelage of Hegias.* The works 

of this sculptor are reported to have been stiff; we are not, then, surprised 

to learn that the fame of a greater man, Ageladas of Argos, early attracted 

Phidias, as it had done Myron and Polycletus, and from this Argive master 

the young Attic sculptor learned those principles of proportion and correct¬ 

ness characteristic of Peloponnesian art, and which, grafted on his native 
Attic genius, were to produce works of rare richness and perfection. 

In the beginning of his career Phidias seems to have enjoyed the patron¬ 

age of Cimon, Miltiades’s great son, as appears from the subject of his first 

work. This was a bronze group for Delphi, commemorative of the battle 

of Marathon, and representing Miltiades, its victor, among gods and heroes. 

It was doubtless, also, while Cimon ruled that Phidias executed two other 

thank-offerings for victory, statues of the goddess Athena—one for Platsa, 

the decisive battle-field of the Persian war, and the other the familiar bronze 

colossus called ‘Athena Promachos’ or ‘Athena the Champion,’ whose gleam¬ 

ing helmet and spear shone far over the waters, even to Cape Sunium. 

His prime, however, was to be spent in the friendship and service of one 

greater than Cimon, and that was Pericles. The old temples and many 

sacred images had perished in the fires of the Persian invasion. Twenty 

years had elapsed, and though Themistocles and Cimon had commenced the 

work of restoration, many temples still lay in ruins, and many vows remained 

unfulfilled. It was to rebuild and repeople these temples that the powers of 

Phidias were now called into pHy. But for their full exercise was needed 

the patronage of a Pericles, guiding the helm of state. As the Greeks had 

united against the barbarians, so Pericles believed that they should unitedly 

celebrate their triumph, and he sent, therefore, ambassadors to invite dele¬ 

gates to Athens for the purpose of deliberating upon the restoration of the 

national sanctuaries. Jealousy of Athens causing the failure of this plan, 

Attica concentrated her energies upon rebuilding her own capital and wasted 

temples, and although a few of the other states were aroused to activity 

they fell far short of their sister commonwealth. In Attica the wealth of 

the citizens was not to be devoted to private luxury, but to the public weal 

and the honoring of the gods. To the same objects was extensively applied 

the Persian booty—a treasure so great that the frugal Greeks marveled how 

the oriental monarch could have desired their barren, rugged land. The 

silver-mines of Laurium and the annual tribute from a thousand Greek 

'The common tradition, which Mrs. Mitchell here follows, that 
Phidias, rests on dubious authority. — Editor. 

Hegias was the first teacher of 



23 ^ i D t a itf 

towns and cities, paid into the national treasury at Athens as a return for 

her protection, constituted still other sources of revenue. Prosperous and 

wealthy, Athens now, more than ever, must have been the centre of attrac¬ 

tion to artists, for whose works abundant materials were collected. Costly 

woods and ivories were brought from the far East. The imported Parian 

marble used by earlier sculptors was supplanted by a golden-toned but 

cheaper sort from the neighboring Pentelicus. In the short space of twenty 

years there arose temples, theatres, and other buildings, with richly sculptured 

decorations, sheltering statues of sacred import and new beauty. It was at 

this time that the glorious structure of the Parthenon (Virgin’s Shrine) was 

built. Could we have visited Athens then, we should have seen the people 

thronging the site of the building, and the artists’ workshops. We should 

have seen blocks of Pentelic marble pass up the steep sides of the Acropolis, 

drawn on carts or carried on the backs of mules. If we may believe an ancient 

story, even these beasts of burden took an interest in the raising of the 

structure. We are told that an octogenarian mule, dismissed from service 

on account of age, still joined the procession of carts, plodding energetically 

by the side of its younger comrades, and, as a reward for faithfulness, 

received a lifelong pension from the state. Even if the marvels of architec¬ 

ture and sculpture studding Attic soil had perished, the immense sums of 

money expended upon them would alone bear witness to the munificent 

spirit in art matters of the Athenian state in this the time of her glory. 

The brilliant reigns of Pope Leo X. and Pope Julius II., when Raphael and 

Michelangelo adorned Rome and artists flocked to the Eternal City, pale 

before these magnificent yet fleeting years in the history of Athens. 

This stupendous artistic activity was guided, we are told, by Phidias, to 

whose ruling mind men of celebrity, architects, sculptors, and painters 

gladly yielded. To him was intrusted the highest mission which Attica could 

offer. This was to erect a statue of the virgin goddess of Athens, Athena 

Parthenos, to be set up in her new shrine, the Parthenon. For this costly 

materials were placed at his disposal, — gold, ivory, silver, gems, and choice 

woods,—making its execution most complicated. A genius for grand com¬ 

position was required for conceiving the whole, an architect’s skill in build¬ 

ing up the colossal wooden framework, the carver’s subtle fancy and fin¬ 

gers to give form to the delicate ivory, and a metal-worker’s knowledge in 

dealing with the broad masses or elaborate finish of the gold work. The 

wooden frame-work was supported by inserted iron stays, and without was 

incrusted with thin sheets of ivory, made pliable by fire and then modeled 

and fitted together with consummate skill, its creamy color and texture well 

representing the natural skin. Appurtenances of drapery, weapons, and hair 

were of massive gold, or of gilded silver, and the eyes were of lambent gems. 

All these materials were used in constructing the chryselephantine colossi 

of the gods, which were the masterpieces of the Phidian age. 

When the statue of ‘Athena Parthenos’ stood resplendent in its temple, 

even her jealous sister states were forced to acknowledge the primacy of 

Athens in art. Athenian masters were called in different directions to execute 



24 in ^rt 

great works for sacred places. The highest honor was, however, awarded to 

Phidias himself, who was invited to Elis to erect for the temple at Olympia, 

the religious centre of Greece, a statue of Zeus, the supreme god of Hellas.' 

To this quiet vale the master now repaired, accompanied by his kinsman, the 

painter Panaenus, and some of his scholars. Near the holy grove a workshop 

was built for his use. Its foundations, long buried beneath the ruins of a 

Byzantine church, have been at last made visible by modern excavations. The 

master had expressed the ideal of the goddess of Attica, but the task now re¬ 

quired was much greater. The god to be represented was not the ruler of a 

single state, but of all Greece, the Olympian Zeus, “ whose power,” as Homer 

says, “surpasses all the power of gods and men.” Phidias constructed this 

statue of the same costly materials as those used in his ‘Athena Parthenos,’ and 

represented the god as seated on an imposing throne, which rested on a low 

pedestal. The sacred grove being damp, oil was used to prevent the decay of 

the wooden framework; but even with this precaution and the care with which 

the descendants of Phidias watched over the statue, about sixty years after its 

completion cracks appeared in the ivory, rendering repairs necessary. Still 

later, two of its ponderous golden locks were stolen. In Csesar’s time, the 

statue was struck by lightning. Caligula, seized with a desire to remove it to 

Rome and to supplant the head by a portrait of himself, was prevented from 

carrying out his impious designs, as was popularly believed, by miracles. The 

workmen put hands to the statue to remove it. But, according to Suetonius, 

a tremendous peal of scornful laughter burst from its lips, and put them to 

flight, fearful and trembling before the anger of the god, who, hurling a 

thunderbolt at the same time, consumed the ship waiting to receive the sacred 

lorm. The statue occupied its temple until the time of Theodosius II., 

about 408 a.d., in whose reign the celebration of the Olympic games ceased, 

and the temple fell a prey to the flames. The statue doubtless perished either 

in that fire or in the devastations of the Goths, who shortly after swept over 

the Peloponnesus. The most faithful representation of it is to be found on 

a small coin of Hadrian’s time. This colossus, though seated, towered to 

the height of forty-two feet, the sublime head almost touching the temple 

ceiling. Peacefully enthroned, the god held in one hand the scepter, crowned 

with his eagle and glittering with precious metal. On the other hand, which 

rested on the arm of his seat, a ‘Victory’ appeared, bearing a fillet, and 

doubtless, as in the statue of Athena, flying toward the worshiper. The 

nude parts of the great Zeus were of fine ivory; a golden mantle fell over 

the left shoulder and arm, and lay in folds over the legs. It was studded 

with lilies and small figures in enamel. Sandals of gold shod the feet; an 

olive wreath, symbolical, perhaps, of the Olympic prize, rested on the golden 
locks. 

It is related that Phidias, upon the completion of the statue, humbly prayed 

the unseen Zeus to grant some sign of favorable recognition, when suddenly 

a thunderbolt flashed from the high heaven through the open roof and struck 

^ Authorities differ as to the chronological sequence of the works of Phidias. It is believed by some that 

the execution of the colossal statue of Zeus preceded that of the ‘Athena Parthenos.’— Editor. 
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the temple floor. Antiquity marked the spot by an urn placed in the pave¬ 

ment, and a curious rent still exists to recall the memorable story. 

But in spite of his fame, Phidias had much to suffer. Scandalous reports 

were spread about his private life; he was charged with having appropriated 

to his own use some of the gold intrusted to him for the drapery of the 

‘Athena Parthenos.’ Fortunately, in compliance with the advice of Pericles, the 

drapery had been so constructed that it could be removed and weighed, which 

being done, the gold was found intact, and the sculptor’s innocence proved. 

But it had been discovered that, on the goddess’s golden shield, Phidias had 

represented himself and Pericles as warring with mythic heroes. Even the 

influence of his powerful friend Pericles could not save him from charges of 

blasphemy. The people demanded his arrest, and Phidias, who had immeas¬ 

urably increased the glory of Athens, was led to prison, while his lying 

accuser, Menon, received favor and distinction. It is said that before the 

completion of the trial, perhaps about 430 b.c., Phidias breathed his last 

within his dungeon, a victim of grief, or age, or poison. Another account is 

that similar charges were brought against the master in Olympia. But this 

seems hardly probable, since his workshop there was regarded with devotion, 

and his descendants in charge of the ‘Olympian Zeus’ were especially honored. 

It is more than probable that, in that unhappy time, when party strife and 

bitter contention filled Athens, and disastrous civil wars tore the land, Phidias 

fell before the political enemies of his great patron Pericles. But, in spite 

of his country’s ingratitude, later ages have done him the honor which is his 

due, holding that had Greece produced but one great man, and that one 

Phidias, her mission would have been fulfilled. 

Cfit art of 
MAXIME COLLIGNON ‘PHIDIAS’ 

NO name in the history of art is surrounded with a prestige like that which 

belongs to the name of Phidias. It awakens in our minds the idea of 

artistic perfection realized in an epoch privileged above all others. But if 

we must pay to the great name of the Athenian sculptor a traditional respect, 

how imperfectly can we ever hope to know his work! The history of his life 

is honeycombed with obscurities, and in the instances where the ancient 

writers have spoken of him their references have merely served as starting- 

points for learned and sometimes acrimonious discussions. But upon these 

scattered references, and the very few more or less faithful copies of his works 

which have come down to us, we must base our whole judgment upon his 

achievement,—an achievement over which all antiquity seems to have shown 

a unanimous enthusiasm that but makes our curiosity the greater and our 

regret the more poignant. In the sculptures of the Parthenon we may, it is 

true, see a most imposing manifestation of the master’s genius. But though 

his personal influence is plainly visible in the vast conception as a whole, we 
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are sure that his pupils had at least a great share in the actual workmanship, 

and it would be as paradoxical to believe that we recognize the master’s hand 

in every figure as it would be to refuse to believe that Phidias imbued the whole 

with his genius. It will be evident, therefore, that we cannot undertake the 

study of the art of Phidias with the same feeling of confidence with which 

we may study the unquestioned works of, for instance, some artist of the 

Renaissance; and the critic who would be both just and sincere must guard 
himself from dogmatic assertion. 

It would be impossible, even had we the necessary data, to describe in de¬ 

tail, within any restrained limits, all the various characteristics of the art of 

Phidias, or to demonstrate why not only his contemporaries but subsequent 

writers have accorded him the first place among the sculptors of antiquity; 
but we can well afford to consider his preeminence as proven. 

Phidias arrived at his maturity at the very time when Pericles had become 

able to carry out those embellishments to Athens of which his predecessor 

Cimon had dreamed, and his friendship with Phidias opened to the latter the 

noblest opportunity that has perhaps ever fallen to the lot of an artist. And 

the artist was worthy of the task. To Phidias only has it been given to realize 

with such mastery the expression of beauty at one of those moments, so rare in 

human history, when all things seem to conspire to create conditions favor¬ 

able to the activity of a superior genius, — strength of natural sentiment, fervor 

of religious faith, great works to be accomplished, an art young, original, full 

of vigor, which seemed merely to be awaiting the coming of him who should 

be capable of expressing at last, in perfect form, its highest aspirations. This 

was the part reserved for Phidias to play. He came at that nick of time when 

the culture of his race was at its apogee, and he himself was accomplished in 

every attainment of plastic art. He had no rival in chryselephantine sculp¬ 

ture ; Pliny accords him the honor of having first revealed all the resources 

of work in bronze, and the pediments of the Parthenon show what life 

marble took under his chisel. When the hour came, therefore, for the newly 

ripened art of Greece to manifest itself in a magnificent entirety, it was through 

Phidias that the manifestation took place. The greatest contemporary sculp¬ 

tors recognized his authority and accepted his direction. Pupils were formed 

in his school whose ardor to approach his style bears witness to the power 
of his genius. 

It will be evident, then, how vain would be an attempt to try to define in 

any formula the genius of a man so great and multifarious,— and of whose 

actual handiwork not one least fragment remains! Perhaps the best way in 

which we can appreciate his work is to endeavor to show wherein he differed 

from the other Greek sculptors of the fifth century, and to discriminate, if 

we can, what he added to the art of his time; in other words, to separate what 

was personal in his genius from what was common to the sculpture of his age. 

Before Phidias, about 480 or 47 0 B.c., Greek sculpture had been marked by 

two dominant characteristics,—on the one hand a strenuous endeavor toward 

the truthful presentment of nature, and on the other a sort of instinct, con¬ 

fusedly groping its way toward some shadowy ideal. By their striving after 
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nature through conscientious study of the human body the artists who pre¬ 

ceded Phidias had acquired a surprising command over form and movement; 

but, on the other hand, their efforts toward the production of an ideal type 

seem only to have succeeded in creating a certain conventional type. They 

were not yet superior enough to their new-won science to use it freely, and 

from this lack of freedom sprang those incoherences and awkwardnesses 

which gave to their works (as it does to all archaic work) the peculiar charm 

of naivete, but which also barred them from that ideal which can only be 

attained by those whose minds and hands are freed from technical restraints. 

Yet it would be indeed unjust to overlook wbat Phidias owed to these old 

masters. He derived from them that knowledge of form and of the structure 

of the human body without which great art is impossible. He took from them 

all they knew; but wbat he added was his alone, and derived solely from his 

own genius. To forms truthfully rendered, but with a freer sentiment and 

a higher beauty than they had been able to attain, he communicated that in¬ 

terior life without which form may perhaps express movement and action, 

but without which it remains powerless to express a thought. Apparently 

without effort he realized the ideal toward which the ancient Greek sculptors 

had been blindly groping—realized it in works in which the nobility of tbe 

thought equaled the mastery of the execution. 

Phidias is indeed par excellence the idealist master, and this is what Plato 

meant when he called him the “creator.” It is proved by his marked pre¬ 

dilection for those divine types from which art may exclude all which is but 

accidental and variable in the form and individual in the character. It should 

be added here, however, that the ideal he expressed was not personal to his 

genius alone. It was the same ideal toward which the older sculptors had, 

consciously or unconsciously, been striving. It was, in fact, the ideal of the 

race—a race passionately in love with beauty, and to which reality never 

contributed more than the basic elements of this beauty. “The style of 

Phidias,” as M. Ronchaud has excellently said, “is at once real and ideal: 

real in its admirable analysis of pose and gesture, and in the characteristic 

truth of movement; ideal in the profound sentiment of dignity and the beauty 

of human form which breathes from his figures.” His art has none of that 

archaism, at once naively realistic and at the same time conventional, of the 

sculptors who preceded him. With him observation of nature, which shows 

so markedly in the figures of the pediments of the Parthenon, is dominated by 

the conception of a type superior to all reality. He borrows from nature the 

exterior expressions of life, its movements and attitudes, but he informs 

these exterior attributes with an inward flame which is his alone. 

In comparing the art of Phidias with that of his most illustrious contem¬ 

poraries, Myron and Polycletus, one may first discriminate, and without much 

difficulty, a quality which all three possess in common,—a love of symmetry 

and restraint; and this quality indeed belongs in general to all the Greek art of 

the fifth century. But the differences between the art of Phidias and the art of 

his contemporaries are also as easily to be discriminated, if one considers what 

individual ideals were pursued by his two great rivals. Myron was famous 
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for rendering the intensity of life, but his life was purely that of the body. 

The subjects of his choice were athletes like the ‘Discobolus,’ and he had 
no rival in modeling a figure in which all the muscles were in action, nor 

in expressing by vigor of movement such purely instinctive sentiments as 

the stupor and astonishment which we recognize in his ‘Marsyas.’ Beyond 

this he did not go, and he remains the most brilliant master of the realistic 

school. Polycletus, whom the ancient writers frequently compare to Phidias, 

sought perfection in the harmony and justness of proportions. In his cele¬ 

brated statue of ‘Doryphorus’ he formulated beauty into mathematical laws, 

and seems to have set his ideal in a sort of geometrical conception of form and 

in finish of execution. He lacked, however, a quality which the ancients 

called pondus; that is to say, largeness of conception and of style, — that 

splendid and magistral breadth which we recognize in Phidias. 

Phidias, on the other hand, was neither a realist, like Myron, nor a theorist, 

like Polycletus. It was his province to combine both movement and form 

with the expression of thought. His ‘Olympian Zeus,’ the sight of which 

seems to have produced so strong an emotion upon those who beheld it, must 

have been the work of a meditative, thoughtful genius, a man bred in the 

highest philosophy of his time, and for whom art which did not express the 

innermost sentiments and sentient convictions of the soul was lacking. No 

ancient artist has so sounded the depths of the moral world; no other has 

in the same degree possessed the inward vision and reflected it in his works. 

It is the glory of Phidias to be counted among those rare spirits in the domain 

of art who have apperceived what is divine in their own natures and who 

have expressed it, in so far as such expression is possible to our weak human 
endeavor. 

Transcendental as was his genius, it was also one of the freest which has 

ever existed. The statues of the pediments of the Parthenon show us to what 

degree he could ally vigor of conception with ease and largeness of style. In 

seeing them we recognize the truth of Cicero’s striking dictum, that one 

“approves of a statue by Phidias immediately on first sight of it.” There is 

no mark of painful study or effort. All is so simple and so broad that the 

perfection seems to have cost no effort. We must wait until the coming of 

Raphael to again encounter anything like the indefinable grace of an art so 

sure of itself and which flows so naturally through its means of expression. 

The style of Phidias was not one of those which could be transmitted 

even to the most gifted disciple. It was composed of qualities too strong and 

too personal to survive in any school. The great Athenian sculptor summed 

up in himself all the highest qualities of the Greek spirit, and his genius sur¬ 

passed the limits, however wide, of any particular style. Through all the 

centuries that have elapsed up to the present time Phidias has not yet found 

his rival. Others have led art into new byways; they have created, as did 

Praxiteles, types of exquisite delicacy; they have, like Lysippus, brought the 

science of modeling to the pitch of perfection; or they have, like Michel¬ 

angelo (if we may leave the sculptors of antiquity), conceived grandiose 

figures, writhir g with the effort of utterance of a burning and tormented soul. 
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But, whatever their claims upon our admiration, Phidias remains the serene 

master of them all. Alone among them he possessed the secret of that majes¬ 

tic simplicity, that proud and puissant grace, that divine nobility, which have 

given to the statues of the Parthenoi^their radiant beauty and eternal youth. 

They are the inimitable models of winch we must, after so many hundreds of 

years, say, with the Latin poet; Longe sequere, et vestigia semper adora. 

CHARLES WALDSTEIN ‘ESSAYS ON THE ART OF PHIDIAS’ 

IN keeping with the spirit of his age and with his own character, Phidias 

represents in his works the widest and most lasting aspect of the things of 

life. Both in his extant works and in those that have not come down to us, 

so far as we can judge from the literary records of them, two chief character¬ 

istics are to be noted,—width and grandeur coupled with simplicity. It is 

above all to Phidias and his works that Winckelmann’s perfect summing-up 

of the attributes of Greek art applies,—“noble naivete and placid grandeur.” 

Coupled with all the grandeur and width is that most striking feature of Greek 

art, the simplicity which adds to the silent greatness, and gives a monumental 

rest to these gods of stone. It arises from that unreflective, unanalytical, 

unintrospective attitude of mind which drives it simply to do what it feels 

and thinks with serene spontaneity of action, without analyzing its own 

power, not “sickbed o’er with the pale cast of thought.” On this account 

Phidias is the type of the plastic mind among all artists and sculptors, and 

this simplicity and unreflectiveness can best be appreciated when we com¬ 

pare him with Michelangelo, who, though possessed of the greatness, lacked 

the simplicity. The thoughts and conceptions of Michelangelo preceded and 

ran beyond his active and executive power. This manifests itself not only in 

his life, not only in the confession of his thoughts through his sonnets, but 

also in his works in painting and sculpture. Every one of them tells the 

story of struggle; and though so much is expressed, we feel, what he felt so 

strongly, how much more remains unexpressed in the labyrinthine recesses of 

his ever active brain. Frequently his heart failed him at the impotency of 

his sluggish hand; the work remained unfinished, the hand dropped with 

disgust and depression at the sight of the gulf that lies between the thinking 

and feeling and the doing and creating. His greatness then sought an outlet 

in numerous spheres of thought and action separately followed and inter¬ 

mingled. When sculpture failed to express all that he felt, he called to his aid 

the pictorial element with which he transfused his plastic works, and when' 

painting was too weak he strengthened his pictures with plastic forms, spread¬ 

ing over all his works a dim veil of deep thought and solemn poetry. Of 

this the works of Phidias have nothing. Grand or sublime or awful as they 

may be, they are ever serene; they have coupled with all their greatness the 

truly Greek element of grace, in which the creations of Michelangelo are 

sometimes wanting; and in all his works there is that simplicity which is ever 

the outcome of perfect harmony between the conception and the power of 

expression, between the spiritual aim and the physical means, between form 
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and matter. But man, even the great man, is not isolated or unaffected by 

his surroundings and the spirit of his age, and we must, before all things, 

study and recognize the spirit of the age of which Phidias was the child in 
its bearing on the character of his genius. 

The chief features of the age of Phidias are those of grand and powerful 

life, conducive to width of thought and feeling coupled with simplicity of 

purpose and action. About the time of his birth began the contest between 

Greeks and Persians in the Ionian revolt, and this brought flocks of refugees 

from the Ionian cities to Athens, placing before the eyes of the Athenians a 

varied culture, and with it the widening feeling of a relationship with that 

which was in many ways so different from themselves. When Phidias was a 

boy the news of the victory of Marathon thrilled the hearts of the Athenian 

people. When he was a youth three of the most stirring events in history 

were crowded into the period of a little more than a year — the battle of 

Thermopylae, the victory of Salamis, and the final overthrow of the Persian 
supremacy at Plataea and Mycale. 

The effect of the Persian war upon the political spirit of the Greeks may 

be summed up in two words: width (of vision) and definiteness (of purpose). 

For the time being the narrow limits of the cramped interests of each indi¬ 

vidual state were torn down. In this period of Panhellenic unity they could 

not feel the narrowness of the interests of the petty state, or party, or family, 

or self; they saw the strength and realized the blessings arising from a united 

Greece, over which floated, as superhuman guardian, the Panhellenic Zeus, 

a divinity really only conceived by the religious imaginations of the united 
Greek people after the Persian victories. 

And when the war was over, while lifting their souls on high with the 

enthusiasm of victory, there was no room for idle luxury in Athens; for the 

victory had brought with it the total destruction of their homes and city, and, 

filled with this high spirit, and with all the vast experience of a great history, 

the Athenians were forced to recolonize their own country, to begin life 

again, as backwoodsmen instinct with long culture and old traditions of home, 

as an ancient community moved with the new tasks, vigor, and energy of 

emigrant settlers. It is the combination of these two apparently contradic¬ 

tory elements, a combination unparalleled in the annals of the world, which 

lies at the root of the splendid growth of the Periclean age. No wonder that 

such an age was productive of the greatest works in all spheres of culture, 

and that all these works bear stamped upon them the great sign and token of 
width and grandeur. 

The rebuilding and fortification of Athens presented a spectacle of activity 

of which history rarely presents an equal display. hTom all parts of Greece 

and Asia Minor artisans and artists flocked to Athens, sure of finding occu¬ 

pation and remuneration. And the wealth of Athens enabled the people to 

undertake whatever they desired, and to carry into effect whatever they under¬ 

took. An artist bred in this world of human exertion and of its products could 

but feel the desire for great, immense works, such as should correspond to 



31 ^ 1) I b i a 

the simultaneous uprising of a whole nation for the purpose of peaceful exer¬ 
tion. 

The realization of great artistic conceptions, which were growing and 

budding in the mind of Phidias, was reserved for the time of Pericles, whose 

striking figure stands out boldly against the softened after-glow which fol¬ 

lowed the resplendent noontide of Athens’ war-like glory. The dwellings of 

Athens had been rebuilt, the needed homes were established, the walls were 

completed, and security was afforded to the city. There was now room for 

artistic adornment, and with Pericles the task of the artistic decoration of the 

city became the one great aim, as under Themistocles its fortification had 

driven all the citizens to united action. Pericles’ subtle taste and delicate tact, 

combined with his universal culture and practical energy, made him the fittest 

person to help and encourage a genius like Phidias, who under him became 

not only the chief sculptor, but counselor to the political leader in all matters 

of public work, and the supervisor, or, as we might call it, the Minister of 

Public Works. . . . 

All this surrounding greatness and simplicity of action and purpose was 

no doubt favorable to the development and growth of his artistic imagination, 

to the conception of and desire for great works, to the fostering of a lofty 

imagination, modified and kept in health by the continuous presence of the 

practically possible. But such desires and predispositions, which give their 

tone to the artist’s productions when once he has mastered the technicalities 

of his art, are not enough in themselves actually to produce great works of 

art; they can only take effect and bear fruit when the artist has gained the 

power to express in the material forms of his art whateyer his eye meets with 

in nature and considers worthy of such expression. Phidias individually had 

every opportunity of receiving and acquiring these technical advantages and 

of advancing upon his predecessors even in this direction. 

The more general circumstances which were conducive to an advance in 

the technical sphere of sculpture were manifold. In a negative way, the 

Persian wars and the ensuing revival of activity at Athens were conducive to 

an emancipation from the strict bonds of school tradition. In a positive way, 

the new impetus that was given to the palestric exercises and the sacred games 

(especially those of Olympia and the Panathenaic festivities) and the grow¬ 

ing custom of associating sculpture immediately with these games, in making 

it commemorate the victories, were among all events and institutions those 

which most immediately advanced the study of the human figure and its 

representation in the sculptor’s material. Furthermore, the numerous public 

buildings which were erected in those times and had to be adorned with plas¬ 

tic decorations taxed the sculptor’s manipulative skill in all directions; and 

finally, we must not forget that Athens was the central point through which 

passed all the roads by sea and land from all directions, and that the refu¬ 

gees who flocked there brought with them not only their work but also their 

peculiar modes of technique. The artistic votive offerings and dedications 

from the north and east to Olympia, and from the south and west to Delphi, 

passed through Athens and trained the eyes of the Athenian sculptors. 
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The technical training of Phidias in particular was of the most favorable 

kind. Though the age in which he lived encouraged his emancipation from 

the shackles of the school, he did not, as is often the case with a barren 

“genius,” begin with opposition and ever continue in it; but he began with 

the regular school, which forced upon him its priceless training, and then at 

least he had something positive upon which his original power could exercise 

itself — could fix, modify, or in part cast away, what the school had given him. 

But with all his training in the craft side of his art, he ever found time to 

cultivate his susceptibility, appreciativeness, and active comprehension of the 

other spheres of thought and culture, as is evident from his intimacy with 

Pericles and his acquaintance with the works of the great poets. Without 

robbing him of naivete of feeling and the freshness*of a constructive imagina¬ 

tion, these varied interests and occupations had the effect of widening his 

intellect, giving a loftier stamp to his conceptions, and making him more 

completely and entirely a representative of the spirit of his age. Although all 

his great works have been destroyed, and nothing more remains of the art of 

Phidias than the plastic decorations of the Parthenon, nevertheless even in 

these comparatively meagre relics of his work we can trace in every stroke 

of the chisel his characteristic grandeur, width, and simplicity. It was breathed 

into the character of the man by the spirit of a great age. The sculptures of 

the Parthenon are transfused with this spirit. Massive and large in their lines, 

they are free from everything that points towards the petty tricks of the craft, 

and they are solemn and simple as the measures of a great work of Bach, 

only less formal and more full of life. Never do they suggest to us the 

labored and painfully wrought; and though they are massive and large in 

character, they are never heavy. It is the indescribable something which is 

inherent in the execution of these Parthenon sculptures, and in some of the 

works of Michelangelo, which can only be hinted at by such words as 

breadth and largeness,” and negatively indicated by saying that they are 

free from half-tints and half-lines. It is felt most readily by comparing one 

of the Parthenon figures with an ‘Apollo Sauroktonos,’ the ‘Venus of Melos’ 

with the \enus de Medici, a Sibyl from Michelangelo’s fresco of the Sistine 

Chapel with one of Watteau’s shepherdesses, a stanza of Milton’s with a 

song of Beranger’s, or a symphonic movement of Beethoven’s with an im¬ 
promptu by Cbopin. 

This grandeur of character in the works of Phidias is heightened and partly 

produced through the absence of all conscious striving and straining after 

effect by means of the small tricks and byways of technical skill. It is their 

simplicity which makes, or adds to, their power. Yet all these qualities in 

the work cannot be immediately produced by one act of the will of an artist; 

they are to be traced back to the same characteristics in the man. And such 

a man was Phidias—the offspring and typical representative of the age of 

Greek history most characterized by loftiness of feeling and directness of 
purpose. 
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After Stuart ana Kevett, showing the position of the Parthenon on the right and Phidias’ bronze statue of Athena (called ‘ Promachos’) on the left 

The West Pediment of the Parthenon, Athens 

As it existed in 1674, before the explosion of the Turkish powder magazine in the cella. Krom the drawing by Jacques Carrey. 

I 
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'Cije j^orfes of ^f)itiias 
DESCRIPTIONS OF THE PLATES 

SCULPTURES OF THE PARTHENON * PLATES I TO VII 

“TT probably would not have occurred to the Greek,” writes Mr. E. A. 

X Gardner, the former Director of the British School of Archaeology at 

Athens,“to quote the sculptures of the Parthenon as among the finest examples 

of the art of his country, still less to point to them as preserving the worthiest 

record of the genius of Phidias. While such works as the ‘Athena Parthe- 

nos’ and the ‘Olympian Zeus’ were still extant, mere architectural sculp¬ 

tures, however perfect their execution, and however eminent the master to 

whom they owed their design, could only occupv a secondary position. But 

now that the great statues from the master’s hand are either entirely lost or 

only preserved in copies that can convey but a poor and inadequate notion 

of the originals, sculptures like those of the Parthenon have acquired a value 

which they did not possess in classical times. Mutilated and fragmentary as 

they are, they yet preserve the direct impress of the genius of Phidias if not 

the touch of his hand. They are no late copies, contaminating the character 

of the highest period of Greek sculpture with many features belonging to 

later times, but were made under the direct supervision of the designer, 

although their execution may in some cases show the signs of other handi¬ 

work; and we may be confident that any peculiarities which we may notice 

in them are due, if not to' the master himself, at least to the group of pupils 

and craftsmen who lived under his influence and formed his immediate sur¬ 

rounding. . . . 

“There are, in different parts of this sculpture, especially the metopes and 

some portions of the frieze, not only inequalities of execution, but actual 

differences of style and design, such as imply a considerable amount of freedom 

in the work of the various individual sculptors employed. But, on the other 

hand, there is a character about the whole sculpture, and especially about 

the more conspicuous parts of it, such as the pediments, which has impressed 

all artists and critics as differing essentially from everything else which we 

possess, and as worthy of attribution to the greatest of all sculptors. We 

are informed that Phidias was entrusted with the general supervision of the 

wonderful artistic activity which marked the supremacy of Pericles in the 

Athenian state. The crowning work of all was the Parthenon. There can 

be no doubt that it was intended, not only as the worthy shrine of Athena in 

the midst of her chosen city, but also as the monument that summed up and 

contained in itself all the glory of Athens, and all the beauty, moderation, 

and wisdom of life of her people. The gold and ivory statue within the 

temple was made by Phidias himself. It is hardly conceivable that he should 

have left entirely to others the design of the sculptures which decorated the 

building, for they were clearly part of one harmonious whole, intended to 

prepare the mind of the spectator, and to lead up to the final contemplation 

of the perfect embodiment of the goddess herself. 
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“Even after the removal or destruction of the great statue, and the conver¬ 

sion ot the Parthenon into a Christian church, most of its external sculpture 

appears to have remained intact. It was not until the disastrous explosion 

of the Turkish powder magazine within it, in 1687, that a completer de¬ 

struction began, followed by the even more disastrous attempt of the victo¬ 

rious Veneto-German army to take away some portions of the sculpture 

that their cannon had already damaged. What was left remained exposed to 

weather, vandalism, and neglect, until, in 1801-1802, Lord Elgin, British 

Ambassador to the Porte, obtained leave to carry it oft' to England. Owing 

to his action, the bulk of this sculpture is now in the British Museum; a 

few pieces are in the Louvre, and a few others were taken elsewhere by 

earlier marauders. A good deal, especially at the two ends, still remains on 
the building itself. 

“It will be best to describe the various parts of the sculptured decoration 

of the temple in the order which is probably the order of their execution,— 

(1) the metopes, (2) the pediments, and (3) the frieze. 

“The Metopes were sculptured all around the building, thirty-two on each 

side, and fourteen on each front. Only those on the south side are suffi¬ 

ciently preserved to olTer material for our study. On this side the twelve 

metopes at either end represent the assault of the Centaurs upon the Lapith 

women at the bridal of Pirithous, and the consequent battle between Centaurs 

and Lapiths (Plates iii and iv). The metopes vary in style more than any other 

part of the sculptural decoration of the Parthenon. In some cases we see a 

comparatively tame and lifeless design, or, if the combat is more vigorous in 

conception, yet the pose ot the combatants is awkward or strained; some, on 

the other hand, are unsurpassed for the admirable balance of their composi¬ 

tion, the perfect adaptation of design to field, and above all, for the wonder¬ 

ful lite and beauty of the figures. In their details there is more originality 

and less perfection of finish than elsewhere in the Parthenon sculptures,— 

more ot the exuberance ot Attic art of the period, and less of the controlling 

genius of Phidias himself. 

“The Pediments of the Parthenon are described by Pausanias only in the 

most summary manner; ‘What one sees on the pediment as one enters the 

temple,’ he says, ‘is entirely concerned with the birth of Athena; while at 

the back is tbe strife of Poseidon against Athena, for the land.’ If we were 

left only to this meagre description, and to the scanty, though precious 

remains that survive, we should have considerable difficulty in getting any 

satisfactory notion of the composition as a whole.^ For the eastern or front 

pediment, this is unhappily the case. Though the French artist, Jacques 

Carrey, who visited the Parthenon in 167 4, shortly before the explosion 

which destroyed the middle of the building, made a drawing of the eastern 

pediment as he then saw it [see the accompanying folded plate], he could 

record even less than may still be seen in the galleries of the British Museum. 

With the western pediment it is otherwise, and Carrey’s drawing, in spite of 

some minor errors, shows us its composition almost complete. 

^For an interesting theory of new discoveries concerning the pediments see Professor Waldstein’s article 

in ‘ Harper’s Magazine’ for December, 1901. 
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“The story of the contest of Athena and Poseidon for the land of Attica 

represented on this western pediment has a mythological significance. Posei¬ 

don and Athena both laid claim to the land. Zeus referred the quarrel to 

the decision of Cecrops and other heroes of the Attic land, or, according to 

another version, to the twelve gods; they decided in favor of Athena, and 

Poseidon retired in wrath. 

“The two central figures, Athena and Poseidon, stood, as it were, in a space 

by themselves; behind Athena was her chariot, driven probably by Victory, 

her constant attendant; the chariot of Poseidon was also driven by a female 

charioteer, who may well be identified as his consort Amphitrite. His chariot 

and its team were destroyed before Carrey’s sketch was made. Other figures 

stand just in front of the charioteer on either side; and it has been suggested 

that these mav be Hermes and Iris, sent to declare the result of the contest. 

The subordinate figures behind the charioteers have met with as many iden¬ 

tifications as there have been writers to discuss them. As to one or two 

figures, perhaps a more definite conclusion is possible; it has been generally 

agreed to recognize a river-god (Plate vi) and a nymph—probably Cephissus 

and Callirrhoe—in the recumbent figures at the ends. 

“The central group of the eastern pediment is irretrievably lost. Its sub¬ 

ject, the birth of Athena from the head of Zeus, is a common one on early 

Attic vases. It seems likely that Phidias here discarded the conventional 

type, which showed the goddess springing from the head of Zeus, and repre¬ 

sented Athena as standing beside her father, already, as in the legend, full- 

grown and armed. The subordinate figures of this pediment are still in great 

measure preserved, and are, perhaps, the most perfect works of sculpture 

that exist. Just as, in the west pediment, a local setting is provided for the 

scene of contest, so here the birth of Athena is framed with appropriate cir¬ 

cumstance. The scene is in heaven, the time sunrise, and so, while Selene, 

the iVIoon, descends with her chariot at the right corner of the pediment, 

Helios, the Sun, rises with his team from the sea at its left corner. Facing the 

rising horses of the Sun is the noble reclining figure familiarly known as 

Theseus (Plate ii), a name that has little beyond its familiarity to commend it. 

Here too the true identification has been much disputed; the suggestion of 

Brunn that the figure represents Mount Olympus, illuminated by the rays of 

the rising sun, has much in its favor. Such reclining figures are not uncom¬ 

mon as personifications of mountains; and the suggestion is thoroughly in har¬ 

mony with the conventions of Greek art. The identification of the remaining 

figures in this pediment is as problematic as in the western. We may regard 

them either as mythological personages, present at Athena’s birth, or as more 

or less fanciful personifications. Brunn has suggested that the two seated 

figures next Theseus (or Olympus) are the Horae, to whom the gate of heaven 

was intrusted, and past whom Iris is hastening out to bear the message to 

the world. Corresponding to Iris, on the other side, most authorities agree 

to restore another figure in rapid motion, sent to tell abroad the news of the 

birth of Athena. Next to this messenger is, as Carrey’s sketch shows, a 

seated figure. She may or may not form part of a single group with the two 
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that are between her and Selene. One of these sits on the end of a couch, 

along which the other is reclined, leaning on her companion’s lap (Plate i). 

The three have been called ‘The Fates;’ but in the absence of attributes, 

no such identification can be proved. More fanciful meanings, drawn from 

the marvelous delicacy and richness of the drapery, especially of the reclin¬ 

ing figure, have been suggested. They have been interpreted as personifica¬ 

tions, not indeed of places or rivers, but of nature in a more general aspect.^ 

“No heads are left on any of the figures, excepting that of the so-called 

‘Theseus’; and its surface is so damaged that we can judge of little but its 

proportions. A female head (Plate ix) now in Paris, in the De Laborde col¬ 

lection, was brought to Venice by the secretary of the Venetian general, 

Morosini, at the time of the siege of Athens, in 1687, and there is every 

probability that it belonged to some figure from the Parthenon pediments, 

to which its style seems appropriate. In spite of its restored nose and chin, 

we can recognize in this head a noble and intellectual type, a breadth and 

simplicity of modeling, coupled with the most delicate play of surface, and 

perfect skill in the treatment of marble, which can only be matched by the 

similar qualities that we may recognize in the draped figures, to one of which 

it must probably belong. 

“For the modeling of the nude male form we have the ‘Theseus’ and the 

‘Cephissus.’ The surface of the latter is wonderfully soft and flowing. The 

‘Theseus,’ on the other hand, presents, as it were, the sum of all that Greek 

sculpture had hitherto attained in the rendering of the male figure. There 

is nothing about him of the dry and somewhat meagre forms that character¬ 

ize the athletic art of early masters, nor of that unduly square and massive 

build that was chosen by the sculptors of the Peloponnesus. It is the abso¬ 

lute freedom from exaggeration of any sort that marks in him the perfection 

of sculptural technique. Above all, in his pose, with its combination of grace 

and dignity, we see that Attic art has lost none of its feeling for beauty of 

composition and pleasantness of effect, while acquiring the more vigorous 

and severe excellence of other schools. But it is in the treatment of the 

draped female figure that the art of Athens reaches the most marvelous at¬ 

tainments of its prime. Here the mastery over the material is so perfect as 

to make us forget the slow and laborious process by which it has been at¬ 

tained. The marvelous rendering of the texture of the draper)' and the al¬ 

most infinite multiplicity of its folds does not obscure or even modify the 

dignity and breadth of the whole conception, but only adds to it a new deli¬ 

cacy and grace. We can see those characteristics most clearly in the group 

of ‘The Fates,’ especially in the reclining figure, which, perhaps more 

than any other, even among these Parthenon sculptures, shows the most 

marvelous translation into marble of flesh and of drapery. The nobility and 

breadth are, of course, in great measure due to the proportions of the figures, 

which are very different from those of later Greek art. There is nothing 

hard or unwomanly about them; only in their combination of grace with 

majesty they seem to imply a higher ideal of womanhood than we find else- 

^Brunn calls them clouds; Professor Waldstein suggests Thalassa (Sea) in the lap of Gaia (Earth). 
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where in Greek art. The drapery reveals, by its modeling and by the flow 

of its folds, the limbs which it seems to hide ; yet it never clings to them so 

as to lose its own essential character. And its folds, however minute in them¬ 

selves, are always divided into clear and definite masses, which save it from 

the crumpled confusion one often sees in an attempt to paint or carve so 
delicate a texture. 

“The Frieze of the Parthenon consists of a band of low relief, going all 

around the outside of the cella, within the peristyle. It is about three feet and 

four inches high, and the depth of the relief averages only about an inch and 

a half. The subject is the Panathenaic Procession,—the most brilliant cere¬ 

mony of the great Panathenaic games, held every fourth year in honor of 

Athena. This procession, which led beasts for sacrifice to the Acropolis, and 

also carried the peplos, or sacred robe of tbe goddess, woven for her by 

chosen Athenian matrons and maids, was representative of all that was best 

and noblest in the Athenian state and society. The magistrates of the city, 

bands of men and youths chosen for their dignity and beauty, maidens of 

the noblest families, the representatives of allied and tributary states, the 

resident aliens in the city,—all had their places in the festal procession, which 

was escorted by chariots and by the Athenian knights in military pomp. . . . 

Artistically the frieze is distinguished at once by its unity and its variety of 

design. A principle of contrasts marks the different parts,—the majestic re¬ 

pose of the gods, who are seated in assembly in the centre of the eastern 

side of the frieze as Athena’s guests at her high festival (Plate v), and their 

subtle characterization in pose and feature, the slow and stately advance of 

the maidens and of the men, and the impetuous rush of the cavalry, again 

moderated by the graceful seat and perfect ease of the riders (Plate vn). . . . 

In style it is the most perfect example of Attic grace and refinement. More 

human and less exalted in conception than the pediments, as befits its sub¬ 

ject, it embodies the ideal representation of the people of Athens, uniting 

in the honor of the goddess whose birth and exploits were celebrated in the 

more conspicuous groups. In design it is not unworthy of the same master; 

and the unity of decorative effect as well as of religious conception which 

distinguishes all the sculpture of the Parthenon seems to claim as its author 

Phidias. And the assistants that helped him in the execution, though not all 

equally skilful, were such a band as Phidias alone could have trained and in¬ 

fluenced. So complete and so successful was their cooperation that the 

sculpture of the Parthenon stands in a connected series as the most perfect 

example of the art of Greece.” 

‘VARVAKEION’ COPY OF ‘ATHENA PARTHENOS’ PLATE VIII 

OF one of Phidias’ chief works, the great gold and ivory statue of Athena 

to which the Parthenon served as a shrine, we possess several copies, 

more or less remote in detail and intrinsically of very little artistic worth, but 

valuable as evidently intended to reproduce the ‘Athena Parthenos’ as Pau- 

sanias has described it. The best preserved and most detailed of these copies 

is the so-called ‘Varvakeion Statuette’ (found in 1880 near the Varvakeion, 
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Athens, among the ruins of a house of the Roman epoch), which even to 

the preservation of traces of color gives all accessories with a precision that 

has completely settled many disputed points. On the other hand, it is, as 

Gardner has said, “perhaps the most extreme example of the base mechanical 

way in which a copyist of Roman times could utterly lose all the grandeur 

and beauty of his original while reproducing its details correctly. It bears 

the same relation to Phidias’ statue as the coarsest German oleograph after 

the ‘Sistine Madonna’ bears to the picture which it affects to reproduce.” 

“Together with the Zeus which he made for Olympia,” writes Mr. Ed¬ 

ward Robinson, “ the statue of‘Athena Parthenos’ was considered the great¬ 

est work of the master. It was, with its base, about thirty-eight feet high, 

made of a kernel of cedar, over which was laid gold and ivory, the latter in 

the nude parts of the figure. The goddess stood upright, clothed in a long 

chiton and wearing the sgis. On her head was a helmet adorned with a 

sphinx, and on either side of this a griffin. The right hand, extended, held an 

image of Victory. The left rested on her shield, which was of gilded silver deco¬ 

rated with reliefs on both sides [that on the outside being the one in which 

Phidias is supposed to have carved his own portrait, see page 20] . In the left 

hand, or leaning against the arm, was a long spear, near which, on the ground, 

was the serpent symbolic of Erichthonius, the original hero of Attica, who 

was supposed to have sprung from the soil of that country, and to have be¬ 

come the foster-son of Athena.” Most authorities cannot believe that the 

clumsy and ugly column under the right hand in the statuette formed a part 

of the original statue, but regard it as either having been differently treated 

by Phidias, or placed in position in after-years because some support to the 

arm had become necessary. 

SUPPOSEDCOPYOFTHE‘LEMNIANATHENA’ PLAT EX 

HE Athenian colonists of the island of Lemnos, probably at the time 

X of their departure from the mother citv, set up on the Acropolis a 

votive statue of Athena to assure her protection in their absence. I'his 

statue was by Phidias and made of bronze. It is mentioned by Pausanias 

and Lucian. The former considers it to be the best worth seeing of all the 

creations of Phidias, while the latter regards it as undoubtedly his master¬ 

piece, and borrows for his ideal beauty the outline of the statue’s face, the 

delicacy of her cheeks, and the fine proportions of her nose. 
One of the foremost German authorities on Greek sculpture. Professor 

Furtwangler, believes that by a combination of three fragments, which he 

made in 1891,—two of them, the upper and lower part of the body, found in 

the Dresden Museum,and the third, the head, found in Bologna,— he has prac¬ 

tically reproduced a copy of Phidias’ masterpiece. The upper part of the torso 

and the head, undoubtedly parts of the same statue, actually belonged together, 

for the fractures in the core of the neck fitted together accurately; while the 

two halves of the torso were unquestionably copies from the same original. 

It seems indisputable, then, that in the cast made from these three joined frag¬ 

ments we have an undoubted copy of some fine original. That this original was 
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the ‘Lemnian Athena’ of Phidias is, however, not yet considered proven. 

All authorities admit that the statue dates from the best period of Greek 

sculpture, and, from the treatment of the drapery, the pose, the expression 

and the modeling of the features, commonly agree to date it in the Phidian 

epoch. Further than this, however, they will not go. None of the ancient 

writers who have spoken of the ‘Lemnian Athena’ have described it in suffi¬ 

cient detail to make the identification certain ; and, moreover, the shape of the 

head and the spacing of the features do not wholly correspond with the type 

which the best authorities are agreed to consider as the Phidian. On the 

other hand. Professor Furtwangler believes that the variation of type was in 

this instance intentional with Phidias to correspond with the variation of 

motive; for in the Lemnian version Athena was reproduced as a personal 

goddess rather than as an official personification of the Attic empire. He 

brings forward a great mass of evidence to support his theory; and indeed 

asserts positively that the figure shown in our plate is a more or less accurate 

copy of the ‘Lemnian Athena’ by Phidias. 

In spite of the weight which such a considered statement must have, com¬ 

ing from an authority of Furtwangler’s standing, we cannot, however, con¬ 

sider his claim as substantiated; the most that can be safely admitted is that 

the statue reproduced in our plate is undoubtedly a copv of some masterpiece 

ot the Phidian period, showing indisputable traces of the master’s influence. 

It is, moreover, the most beautiful statue of Athena which the world now 
possesses. 

The pose of the broken arms is clearly indicated by numerous fifth and 

sixth century vase-paintings of Athena in a similar attitude. The left arm 

was raised and supported by a lance; the right was lowered and extended. 

In her right hand the goddess held her helmet. She was represented thus, 

not as a warlike protectress, ready for combat, but as the peaceful patroness 

of Athens. 

The beautiful head known as the ‘Bologna Head’ (Plate ix) is of marble, 

and belongs to the Museo Civico at Bologna. Its previous history is un¬ 

known. Whether it be actually a copy of the head of the ‘Lemnian Athena’ 

or not, it is a work of great merit, and one of the most beautiful and fasci¬ 

nating examples of Greek sculpture that has been preserved to us. 

A LIST OF THE PRINCIPAL WORKS OF PHIDIAS 

WITH the exception of the fragments of the Parthenon sculptures, 

which although not wholly by his own hand were executed under his 

supervision and probably from his design, no works of Phidias are in exist¬ 

ence. The following list enumerates his principal work of which some 

record has come down to us. 

Thirteen bronze figures at Delphi representing Miltiades surrounded by gods and 
heroes — An Athena at Pellene mentioned by Pausanias—‘Athena Arcia’ at Plataea 

— Bronze statue of ‘Athena Promachos’ on the Acropolis — Chryselephantine statue of 
‘Athena Parthenos’ (Plate viii) —-Sculptures of the Parthenon; Metopes (Plates in and iv); 
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Pediments (Plates i, ii, vi, and ix); Frieze (Plates v and vii) — Chryselephantine statue 

of the ‘Olympian Zeus’ in his temple at Olympia—‘Aphrodite Urania’—The ‘Lemnian 

Athena’ on the Acropolis (Plates x and ix) — Marble Aphrodite mentioned by Pliny — 

‘ Hermes Pronaos’ at Thebes — Bronze Athena mentioned by Pliny—-An Amazon for the 

temple of Artemis at Ephesus—^Two draped bronze statues and one nude bronze statue 

mentioned by Pliny— Gold and ivory Aphrodite at Elis — Statue of a victor at Olympia. 

A LIST OF THE PRINCIPAL BOOKS AND PERIODICALS DEALING 

WITH PHIDIAS 

The literature devoted to the Phidian age of sculpture is so extensive 

that it is impossible in the present space to include more than a limited 

selection from it. In the following list a few of the general works upon 

Greek sculpture are named, together with some of the principal books deal¬ 

ing exclusively with Phidias and his works. To these is added a short list of 

periodicals in which articles relating to the subject may be found. 

BEULE, E. L’Acropole d’Athenes. (Paris, 1854) — Botticher, A. Die Akropolis 
von Athen. (Berlin, 1886)—Brunn, H. Geschichte der griechischen Kiinstler. 

(Stuttgart, 1889) — Brunn-Bruckmann. Denkmaler griechischer und romischer Sculp- 
tur. (Munich, 1884-94)—Collignon, M. Histoire de la sculpture grecque. (Paris, 
1892-97)—Collignon, M. Phidias. (Paris, 1886) — Furtwangler, A. Meister- 
werke der griechischen Plastik. (Leipsic and Berlin, 1893) — Furtwangler, A. Mas¬ 
terpieces of Greek Sculpture: Trans, by E. Sellers. (London and New York, 1895) 
—-Gardner, E. A. Handbook of Greek Sculpture. (London, 1897)—Jones, H. S. 
Select Passages from Ancient Writers. (London, 1895) — Knackfuss, H., and Zimmer- 

MANN, M. G. Allgemeine Kunstgeschichte. (Leipsic, 1897) — Loeschcke, J. Phidias 
Tod, etc. (Bonn, 1883) — Lubke, W. History of Sculpture: Trans, by F. E. Bunnett. 
(London, 1872) — Michaelis, A. Der Parthenon. (Leipsic, 1871)—-Mitc.:ell, L. M. 

History of Ancient Sculpture. (New York, 1894) — Muller, C. O. De Phidiae Vita et 
Operibus. (Gottingen, t 827) — Murray, A. S. History of Greek Sculpture. (London, 
1880) — Overbeck, J. A. Geschichte der griechischen Plastik. (Leipsic, 1893-94) — 
Overbeck, J. A. Die antiken Schriftquellen zur Geschichte der bildenden Kiinste bei 
den Griechen. (Leipsic, i 868) — Paris,?. Manual of Ancient Sculpture. (London, i 890) 
Perry, ’W. C. Greek and Roman Sculpture. (London, 1882) — Petersen, C. Die 
Feste der Pallas Athene und der Fries des Parthenon. (Hamburg, 1855) — Petersen, E. 
Die Kunst des Phidias. (Berlin, 1873) — Ronchaud, L. de. Phidias. (Paris, 1861) — 

Schreiber,T. Die Athena Parthenos des Phidias und ihre Nachbildungen. (Leipsic, 1883) 
Tarbell, F. B. History of Greek Art. (New York, 1 896) — Upcott, L. E. Introduc¬ 
tion to Greek Sculpture. (Oxford, 1887) — Waldstein, C. Essays on the Art of Pheidias. 

(Cambridge, 1885). 

periodicals 

American journal of Archaeology (1885 et seq.)-, Archaologische Zeitung 

.(1843-85); Bulletin de Correspondence Hellenique (1877 Gazette 

Archeologique (1875 et seq.)-. Gazette des Beaux-Arts (1859 et seq ); Jahrbuch 

des k. deutschen archaologischen Instituts (I 886 et seq.)-, Jahrbucher fur clas- 

siscHE Philologie (1882 et seq.)-. Journal of Hellenic Studies (1880 et seq.)-. Revue 

Archeologique (1844 et seq.). 
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new V 0 r k 

ARTISTS’ MATERIALS 
of every description 

DRAUGHTSMEN’S SUPPLIES 

PYROORAPHY OUTFITS 
and Materials 

ARTISTIC 

PLASTER 

STATUARY 

^ jWasttrptecets of 2lrt t 
OUR LARGE SERIES OF PHOTO¬ 

GRAVURES comprises selections from 

some of the foremost European Galleries in 

monochrome copper prints, which, in their faithful¬ 

ness to the originals, come close to the possible limits 

of reproductive art. 

THE COLLECTIONS REPRESENTED ARE I 

The Hermitage in St. Petersburg 
The National Gallery in London 
The Prado in Madrid 
The Rembrandts in the Berlin, Cassel, and 

Dresden Galleries 
The Masterpieces of Grosvenor House 
Masterpieces of the French School of the 

XVIII Century, from the collection of 
the German Emperor 

The Holbeins and Diirers in the Berlin 
Gallery 

A catalogue of these, with a few illustrations, is 

mailed upon receipt of loc in stamps. Also write for 

particulars regarding our fully illustrated catalogue 

Berlin piintotirapliic Companp 
/Fine ?tct puhlisbcr^ 

14 East 23U Street, NE W YORK. 

tliool of Bravoing anb 
Battttfng 

MUSEUM OF FINE ARTS, BOSTON, MASS. 

frijStructorjS: E. C. TARBELL, F. W. BENSON, and 

PHILIP HALE, Drawing and Painting 

B. L. PRATT, Modeling 

Mrs. WM. STONE, Decorative Design 

E. W. EMERSON, Anatomy 

A. K. CROSS, Perspective 

Twenty-sixth Year 
Free use of Museum galleries. Paige Foreign Scholarship for men and 
women. Helen Hamblen Scholarship. Ten Free Scholarships. Six 
prizes in money. For circulars and terms address 

Miss Emily Danforth Norcross, Manager 

9rt 9talitmp of Cincinnati 
ENDOWED FOR HIGHER EDUCATION IN ART 

Money Scholarships Year’s Tuition, $25 

Frank Duveneck, Thomas S. Noble 

V. Nowottny, L. H. Meakin, J. H. Sharp 

for dra’iving, painting, composition, artistic 

anatomy, etc. C. J. Barnhorn for 

modeling. W. H. Fry for wood-carving 

Anna Riis for design and china-painting 

Thirty-Fourth Year; Sept. 23, 1901, to May 24, 1902 
Write to A. T. GOSHORN, Director, Cincinnati 

The Great Picture Light. 

FRINK’S PORTABLE 

PICTURE REFLECTORS 

For electric light, meet all requirements for 
lighting pictures. Every owner of fine 
paintings could use one or more of these 
portable reflectors to advantage. The fact 
that so many have ordered these outfits for 
their friends is proof that their merits are 
appreciated. Height, closed, 51 inches; ex¬ 
tended, 81 inches. 1 he light from the re¬ 
flector can be directed at any picture in the 
room and at any angle. 

Nos. 7034, 7035. 
Pat. Dec. 14, ’97. 

Frink's Portable Picture Reflector 
with Telescope Standard. 

No. 7034, brass, polished or antique, with 
plug and socket for electric lamp, $27.50. 

No. 7035, black iron, with plug and socket 

for electric lamp.$16.50 

These special Reflectors are used by all 
the picture-dealers in New York, and by pri¬ 
vate collectors not only in this country, but 
in Paris, London, Berlin, and other cities. 
When ordering, kind'y mention the system 
of electricity used. Satisfaction guaranteed. 
Parties ordering these Reflectors need not 
hesitate to return them at our expense if 
not found satisfactory. 

I. P. FRINK, 551 Pearl Street, New York City. 
GEO. FRINK SPENCER, Manager. 

Telephone, 860 Franklin. 
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GREEK ART 

O more satisfactory reproductions 
of the Masterpieces in Greek Archi¬ 
tecture and Sculpture are to be had 
than the now famous 

ELSON PRINTS. 
These are exquisite photogravures from 

original negatives printed from intaglio 
plates on especially made etching paper, 
9x12 inches in size, and are published in 

series of ten prints. 
Each series is in a handsome portfolio 

with a carefully written descriptive text by 
Prof. F. B. Tarbell of the University of 

Chicago. 
The three sets devoted to Greek Art are : 

GREEK SCULPTURE A 

GREEK SCULPTURE B 

GR-EEK and R.OMAN AKCHITECTVKE 

Price $1.00 for each set of 10 prints. A 
sample print and complete list of subjects 

will be mailed for 10 cents. 

AW Ff It rn EDUCATIONAL 
. W. L.LJU11 W PUBLISHERS, 

Boston, Mass. 

S. PIERCE CO 
BOSTON-BROOKLINE 

TO 
DeSlONtD 
' ORDCR. FOR 

'^OOK LOVeRS, 
^>>.tLOW pRices 

(Toms 
eMBLAZONED IN 
CORReCT 5TYLe 

Jltne$ $ Rolllnson 
Addresses and Resolutions 

engrossed and illuminated for 
Club and Society Committees 

202 Broadway, 12cw Yorh 

OUR CATALOGUE OF 

arcjiitettural 
^ubUcations 

Many of them suitable for HOLIDAY GIFTS, is 

now ready, and a copy will be mailed upon request 

BATES & GUILD CO 
PabU6l)Er0 42 Cliauncp S'! Boston 

nARY TRO/nn 
• IMPORTER. 'AND ■ 
• MANUFACTURER ■ 

•BURNT-WOOD - LEATHER.-AND 
• IVOR.Y A-SPECIALTY--ALSO-CARVED - 
- TOOLED-AND-PAINTED-LEATHER- ETC • 

INTERIOR.-AND-WALL - DECORATIONS- 
DESICNS - AND - INSTRUCTIONS. 

1122 BROADWAY, STUDIO 13.14, AND 15. • NEW• YORK • CITY- 
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“IT HAS TAUGHT ME ALL THAT A TEACHER 

COULD HAVE TAUGHT —HOW TO BEGIN RIGHT, HOW 

TO AVOID DIFFICULTIES, AND THE ‘TRICKS OF THE TRADE.’” 

Pen Drawing 

Charles D. Maginnis BNLY practice will make an accomplished 
pen - draughtsman; but this little treatise 
teaches whatever can be taught of the art; 
namely, how to practice, what “ style ” is 
and how to attain it, what pens, inks and 

papers have been found most serviceable, how to 
use line and hatch, how to produce textures and 
to represent various surfaces, values and colors, how 
to depict and treat details, — in a word, imparts 
a knowledge of all the ways, means and processes 
that experience has proved useful. The key-note 
of the book is practicality. Each of the 72 illus¬ 
trations is a specific example of some important 
method. It is written interestingly and clearly. 
With this treatise at his elbow the draughtsman 
can make most valuable use of his spare minutes. 

Price, $1.00, Postpaid 

THE BOOK MEASURES x 5 INCHES, CONTAINS 130 PAGES 

AND 72 ILLUSTRATIONS, IS PRINTED ON HEAVY PAPER 

AND BOUND IN GRAY CLOTH. THIRD EDITION. 

BATES & GUILD CO.. PUBLISHER'S 

42 CHAUNCY STREET, BOSTON, MASS. 
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>" .-IM 

It is at 

Ja-ma-ica is the most 
bea.utif\jl of a.11 the 
West India. Isla.nds, 

Delightful, Tropical Winter Resort 

With Summer Clima.te 
AND IS MOST COMFORTABLY REACHED BY THE SPLENDID TWIN-SCREW STEAMSHIPS 

ADMIRAL DEIVEY ADMIRAL SAMPSON 
ADMIRAL FARRAGUT ADMIRAL SCHLEY 

(Sailings from Boston, W'eekly, Oct. 1 to of the (Sailings from Philadelphia, Weekly, 
April 1; Semi-weekly, April 1 to Oct. 1) Oct. 1 to April 1) 

UNITED FRUIT COMPANY 
These are all new ships of the finest construction, with accommodations as per¬ 

fect as private yachts. They carrv the United States mail, and are constructed 

especially for the highest type of Passenger business. Every detail which will con¬ 

tribute to the pleasure and comfort of tourists has been given attention. Sail¬ 

ings Weekly from Boston and Philadelphia. 

Jamaica, with its mag-nificent tropical vegetation, its towering mountains 

and picturesque valleys, its perfect winter climate and excellent hotels, 

far eclipses any other winter resort in European or American waters. 

Rourvd trip, inclvidirvg stakteroom accommoda.t!ons ar\d mee^ls, $75. On© way, $40. 

Send f(yr our heaniifnl hookJei, whether ran contemplate the trip or not. 

PierS.N. Wharves. Phila. UNITED FRUIT COMPANY Lorig Wharf, Boston 
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AN ARTISTIC PIANOFORTE 

E beautiful 

lines, fine pro¬ 

portions, and exqui¬ 

site design distinguish 

this pianoforte as the 

aristocrat of its class 

iiasoiiSflamlinfio. 
PURITAN MODEL 

iSositon gorli Cljicajo 

Otufners o_f 'Btiildings 
A.'Votd Liabiltty' 

from damages caused by ice or snow 

falling from roofs by applying 

T!!£ Folsom New Model 
Snow Guard 

This is the simplest 

and only perfect device 

which holdssnow where 

it falls, prevents slides, 

or the gathering of snow 

and ice at the eaves, 
which so frequently causes water to back up 

under the shingles or slates and damage walls 

and ceilings. Folsom Snow Guards are made 

for shingle, slate, tile, or metal roofs, both old 

and new, and are applied at trifling expense. 

Specified as the standard snow guard by 

architects everywhere. If'ritefor information. 

FOLSOM SNOW GUARD CO. 
lOS Beach Street, Boston, Moss. 

Visitors to New York 
Are cordially invited to the 

Exhibition or Paintings 
By Bouguereau, Rosa Bonheur, Cazin, Corot, 

Daubigny, Dupre, Diaz, Fromentin, Henner, 

Jacque, Meissonier, Roy bet, Rousseau, 

Thaulow, Troyon, Ziem, 

and a 

COLLECTION 
of Portraits by the Old Masters of the 

Early French, English, and Dutch Schools 

JIrt 6allerie$ 
of 

EDWARD BRANDUS 
391 Fifth Avenue Rue de la Paix 

Between 36th and jyih Streets j ^ 

New York Paris 



“AMERICAN GARDENS 
Edited by Guy Lowell. Illustrated from Photographs 

O Garden-Lovers who do not know 

what has recently been accomplished in 

Garden-Making in America the illus¬ 

trations of this Book will come as a de¬ 

lightful astonishment. They prove that 

American Designers have developed a 

Native Type of Private Garden which, though necessarily 

very different from the Gardens of Italy or England, is 

not inferior in beauty. Showing as it does how Native 

Conditions may be met and utilized, the Book will be in¬ 

valuable to Garden-Planners. 

C,It will contain over 200 Reproductions from specially 

made Photographs, illustrating more than fifty of our most 

charming Private Gardens, small and large, old (Colonial) 

and new, together with Plans. The Introduction treats 

specifically of Garden Design in America. 

C, Bound in green and gold buckram, with cover-design 

by Henry McCarter. 240 pages; size, 10 by 12 inches. 

Ill ustrated circular on application. 

Ready About January i. Price^ ^7*50 

Bates & Guild Company, Publishers 
42 C h aun cy Street^ Boston, Massachusetts 
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