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EDITOR'S PREFACE,

R. FALKE'S book opens with an ac-
count of the Greco-Roman house as
the most perfect type of the antique
dwelling in plan, construction, and
decoration. We are quite sure that
while on all these points he rightly

considers it to be more richly sug-
L ‘Iu.rm,nuﬁ% gestive than any older house forms,
such as those of Egypt and Assyria,
he did not mean his readers to infer that he thought them
unworthy of consideration, for they are confessedly marked by
a simplicity, dignity, and solidity of construction, and a cor-
rect use of decoration, which give them a high place in the
building systems of the world. In order, therefore, to make
Dr. Falke's excellent work more historically complete, we have
ventured to preface it with a brief description of the Egyp-
tian and Assyrian house, from which some of the most
marked features of the Greco-Roman were derived.

We find, in all countries, that building forms are dictated
by and adapted to the exigencies of climate. That of the
valley of the Nile was so peculiarly delightful, the sky so
serene, the air so tempered, that its inhabitants might well
have regarded artificial habitations as a superfluous luxury;
but the constructive instinct is strong in man, and nowhere
did it express itself in simpler, more enduring, and more
majestic forms than in Egypt. As in the landscape, so in
architecture the horizontal line dominates, uniting them

Influence of
climate and
physical geog-
raphy on
building forms.
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harmoniously. In nature it is broken only by the palm-tree,
in man’s work only by the pyramid. The connection between
the two is made even more evident by the architectural and
ornamental use of vegetable forms; for as the papyrus and
the lotus grow by the river-side, so their stone counterparts
grow about the temple in columns, whose ribbed shafts are
formed of their stalks bound together, and whose capitals are
made of their buds and flowers painted in natural colors.
The Egyptians thus took leaves from the book of Nature,
but though they imitated her forms and adapted them to their
use, they could not, with all their technical skill, make the
ceilings of their palace chambers as resplendent as the sky
above their heads, nor color their walls with hues to match
those which made the daily rising and setting of the sun-god
glorious, nor light them with lamps a tithe as brilliant as
the stars which looked down upon them from the midnight
heavens.

They professed, in yiew of the brevity of life, to regard their
dwellings as mere “wayside inns,” and to consider it there-
fore a matter of comparative indifference how they were con-
structed; and indeed the free air, the green valley cut off from
the arid desert by the Libyan hills, the boat upon the sacred
river, might well have seemed to the Egyptians better to
inhabit, than halls. however spacious and splendid: but when
death shut out all the wonders of nature from their eyes, the
king needed his Pyramid, and the rich man his Mastaba or
his Hypogee, for in these his embalmed body was to wait
during long ages, while his spirit accomplished its appointed
series of transmigrations. The poor peasant alone found no
safer abiding-place in death than that which he had known
in life; for as he had dwelt in a hut of reeds, he was called
upon to sleep his long sleep under the desert sand, which the
simoom might scatter or the jackal and the hyena dig away.

Notwithstanding these professions of indifference as to their
earthly dwelling-places, in Egypt as elsewhere the rich and
great lavished wealth upon their palaces and great houses.
The streets of Thebes, Memphis, and Heliopolis were bor-
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dered with houses generally but two, though sometimes,
according to Diodorus Siculus, four or five stories high;
houses wide-spread and flat-roofed, and, though like all
Oriental dwellings of plain and blank exterior, embellished
within with the utmost luxury and magnificence. They were General plan.
entered through a por- Fig. 1.

tico or porch, over

which was inscribed

some short sentence

of friendly import, a

mode of giving mute

welcome to the visitor

afterwards adopted by

the Greeks and Ro-

mans. The portico or

vestibule gave entrance

to an hypathral court

(that is, a court with an

opening in the middle

of the roof, over which an awning could be drawn to keep out
the noonday sun) with a fountain or tank in its centre, like
the Roman impluvium. Trees were planted around this
court, which, with its projecting roof supported upon col-
umns, very much resembled the Greek and Roman atrium.
Three doorways, the central one of which was higher and
wider than the other two, as in some Egyptian “pylons” or
gateways, led from it into an adjoining court, which like the
first had chambers opening out of it. These chambers were
sometimes used as store-rooms, but occasionally those around
the second court were occupied, as in modern Turkish houses,
by the women and children. We read in the “ Romance of
the Two Brothers,”* that in the days of Rameses the Great
(B. c. 1500), Bataou, having transformed himself into an Apis
or Sacred Bull, entered the harem of the king to reproach his
faithless wife with her perfidy, which he could hardly have

' Written by the Royal Scribe Ema. | published in the Revue Archaologique
Translated by M. E. de Rougé, and first ' for 1852, pp. 385 et seq.
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done in his abnormal shape, had it been situated in the sec-
ond story and approached by a staircase. In second-lass
houses such an arrangement commonly prevailed. They had
but one court on the lower floor, and on the upper a single
chamber, opening on a flat roof surrounded with a parapet of
masonry, and overlooked by a tower built on one side of the
house. Here, fanned by a double triangular sail called a
“melcaf,” the inhabitants of the house slept away the hot
noon hours and the summer nights.

The description which we have given of Egyptian houses
in general applies also to palaces, whose plan was identical,
though on a far grander scale. Approached, like temples,
through avenues of human or ram headed sphinxes, they con-
sisted of a series of courts surrounded by colonnades, to which
“pylons ” of colossal proportions gave entrance, and of many
small chambers occupied by the king, his wives and children,
and the officers of his household with their attendants. There
were also several sanctuaries dedicated to as many divinities,
where the king, who was deified during life, worshipped his
own image as well as the images of his ancestors, and took
part in other sacred rites.

The walls of courts and rooms, both in palaces and private
dwellings, were painted with brilliant colors, and the floors
were covered with
woven mats and the
skins of wild ani-
mals, upon which
the inmates often
slept with their
heads propped upon
wooden head-rests.
These . were espe-
cially adapted to the
preservation of the
elaborate coiffures so
much in fashion among the women during the nineteenth and
twentieth dynasties. While some lay upon the floor, others

Fig. a.
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reposed upon straight couches richly inlaid, which were often
lion-shaped, that is, the head, back, and tail of the animal
formed the body of the couch, and its legs the supports
(Fig. 2). The houses of the wealthy were furnished with
seats of every description, ranging from the camp-stool up to
the richly decorated “fauteuil.” The simpler kinds were of
plain, unadorned wood, the more costly of ebony inlaid with
ivory. The great European museums contain a few examples
of each, but the whole number is so small that, were it not for
paintings and bas-reliefs in tombs and temples, our ideas of
Egyptian furniture would be very incomplete.

Scantily as it is represented to us by extant examples, they
are sufficient to show that one of its distinguishing charac-
teristics was a wise use of material. This alone would entitle
it to special consideration in an age like ours, when mechanical
appliances enable us to bend wood to our will without regard-
ing the all-important point, as to whether that will is not so
directly in opposition to its nature as to insure the speedy
destruction of the ob-
ject fashioned out of
it. No one can study
such an Egyptian
chair as this from the
British Museum (Fig.
3) without being
convinced that the
workman who made
it not only knew
the peculiar proper-
AT ties of wood, but that

- he respected them,

and thus constructed
an object which, unless accidentally destroyed, would last for
ages without splitting or falling to pieces. Knowing that wood
would warp in drying, that dampness would affect it, and that
its tendencies were to split and twist, he treated it so as to ren-
der its natural defects as harmless as possible. Instead of mak-

Fig. 3.

I
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ing his chair out of green wood forcibly bent into abnormal
curves, or artificially combining as many units as possible in it,
he took the wood as Nature had made it, seasoned it thoroughly,
and used as few pieces as possible. Simple in shape, construc-
tion, and decoration, it was, when finished, durable and useful,
as well as pleasing in effect.

In decorating furniture the Egyptian cabinet-maker never
veiled construction, but obeyed the sound precept that deco-
ration should spring from construction, and not construction

from decoration. With

flat inlays which produced

no unevennesses of sur-

face, a slanting back

slightly curved to fit the

spine and give it an agree-
- able support, his chair was

comfortable and conven-

ient. Our illustrations

will ‘enable the reader to
judge of the truth of the above remarks. Fig. 4 is a camp-
stool; Fig. 5 the upper part of the same, showing the flexible
seat. The crossed legs terminate in serpents’ heads, inlaid
with ivory. An air of firmness is imparted to the whole by
the way in which the round
sticks below are grasped in
the jaws of the serpents. Fig.
6 is an inlaid seat from a wall
painting, as is Fig. 7. The
back of the latter terminates
in a swan’'s head, and the legs in lion’s paws, often so used in
Egyptian furniture. In these painted representations the little
round blocks upon which real examples are always raised have
been left out. We see them in Fig. 8,—a bench with a straight
back adorned with regularly disposed ivory inlays. These
blocks carry out the structural element of the object, which
would be otherwise obscured by the lion’s legs and feet, and
serve also to raise the latter above the carpet or matting upon

Fig. 4.
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the floor, so that they may not be concealed and lost in it, Decomtive
We find here a just recognition of the nature of furniture,

Fig. 7.

which is movable and should appear so. Lions’ heads were
often used as decorative terminations to the arms of chairs,

Fig. 8.

and these sometimes represented the whole body of the ani-
mal. The wooden or cane chair-bottom was covered with a
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cushion of colored cotton, painted leather, or gold and silver
tissue, whose bright colors contrasted admirably with the black
ebony framework and its delicate ivory inlays. Generally
speaking, the cushions placed upon seats were movable, as in

.medizval furniture, but that they were at times attached to

the framework — upholstered, as we should say —is seen by
the painted “fauteuils” from the tomb of Rameses III. at
Biban el Molouk, one of which is given in Fig. 9. This elab-
orate piece of furniture is supported upon the heads of pris-
oners kneeling with their hands tied behind their backs, as
they are represented in sculptures of the same period at Kar-
nac. The persistence of this very
appropriate form of symbolism is
shown in such a Cathedra, or Bish-
op’s Throne, as that in the Cathe-
dral at Troja, a work of the eleventh
century. It is indeed hard to say
what form or decoration cannot be
thus traced back to Egypt, that
cradle of all human inventions.

To complete our picture of the
Egyptian house, we must speak of
its mural decorations, which added
so much to the gay and beautiful
effect both of its interior and exte-
rior. Architecture in Egypt was
always polychromatic. ~Columns
and their capitals, cornices, friezes, - i
door and window frames, blazed
with color, making the palaces, temples, and tombs upon the
Nile banks appear like so many architectural flowers, repeat-
ing, and harmonizing with, the hues of the natural objects
around them. The need of color in man’s work is a response
to the abundant display of it in God’s work. There are in-
deed but few colorless objects in nature, and even these are
for the most part transparent bodies, such as air and water,
which refract and transmit light, receiving and giving back

Fig. 9.
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the most beautiful hues and gradations of tone. This is one
of the strong arguments in favor of the universal use of color
by the ancients upon buildings, bas-reliefs, mouldings, and
even statues, which was especially justified in Oriental coun-

tries, as well as in Greece and Asia Minor, where the cold

tones of white marble were too much opposed to the glowing
fervor of skies and waters to be tolerated. Thus thought the
Egyptians, who used color so universally, not only through
pigments, but through slabs of colored marble and granite, as
well as mosaic and painted stucco. Several of the pyramids
at Saqquarah show remains of the slabs which once completely
concealed their surfaces. Built of syenite and rose-colored
granite, they were polished and carved with hieroglyphics
filled in with opaque, colored enamel, which contrasted with
the smooth and glistening surfaces around them. A like in-
crustation was also practised in Chaldea and Babylonia. The
walls of temples at Wurka in Chaldzea still retain a coating
of stucco in some cases two and a half inches deep, while
those of Babylon were covered with enamelled bricks forming
pictures of royal hunting-parties such as are represented in
Assyrian bas-reliefs. Even in Greece the practice of incrust-
ing buildings was not uncommon, although it was principally
confined to those constructed of rough and porous stone.
The Greek temples at Paestum, for instance, were covered
with stucco, which was so painted as to emphasize the tri-
glyphs, friezes, and other architectural members.

If from architecture we turn to sculpture, we find wooden
statues at Boulaq older than the pyramids, which were for-
merly covered with a light covering of stucco painted after
life, and the inner chambers of tombs at Saqquarah, whose
sculptured walls are covered in the same manner. It is not
necessary to multiply examples of incrustation, but we may
note that chryselephantine sculpture, one of the grandest
branches of Greek art, which culminated in the splendid
statues of Minerva and Jupiter by Phidias, was but a series
of incrustations upon a kernel of wood. Semper, who traces
back all arts to the textile, says that the incrusting principle

Surfaces of
buildings in-
crusted.

Sculptural
incrustation.
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is but the principle of clothing applied to buildings and
origin of mural statues. He finds a like origin for mural decoration in the
Eastern habit of decorating walls with hangings and em-
broidered carpets. Textiles were, he says, the first materials
used for enclosing space. This is indicated by the fact that
in German the word “wand,” wall, has the same root as
“gewand,” garment. Such philological deductions are not, it
is true, always safe, nor do we need them in this case, as
we find enough in the character of many wall-paintings in
Egyptian tombs to prove that the tabernacle or tent, with
its woven hangings and festoons .of flowers, was the sugges-
tive source of more solid decorations. Single pictures are
surrounded with borders as if hung on the walls, and not, as
later, identified with them; and the patterns of early orna-
ment used to decorate ceilings are manifestly derived from
weaving and embroidery. In the mural paintings of Egypt,
as in those of Pompeii, the darker colors are generally used
at the base. The dados are painted black, and decorated
with lotus and papyrus flowers. In the temple at Deir el
Bahari (Thebes) the portion of the wall above the dado has
a dark background, but this is exceptional, the backgrounds
being generally light in tone.
As we have no existing examples of private houses in
Egypt, we can only argue as to the system of decoration used
Vayingsy=  in them from that applied to palaces and temples. This sys-
decoration.  tem varied at different periods. During the Old Empire color
played a secondary part, and painting had not the decorative
character which it later assumed. In temples and tombs the
subjects chosen for representation show us the usual occupa-
tions of life, — tilling the fields, hunting, fishing, boating, etc.,
etc. The government was then of a patriarchal character,
whereas later it became sacerdotal and autocratic. This
shows itself in art, by a gradual increase of religious em-
blems, figures of divinities, and priestly ceremonies during the
Middle Empire, and most markedly in the paintings of the
New Empire, which illustrate military operations of the Pha-
raohs, and tend exclusively to the exaltation of the reigning
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monarch by the commemoration of his conquests. That
something of a parallel kind showed itself in the decoration of Elements of
ornament.

private houses is possible. The elements of ornament were
undoubtedly the same in private as in public buildings.
These are the lotus and papyrus flowers, the palm branch,

and the feathers of birds, as well as a number of geometrical
patterns derived from the primitive arts of weaving and plait-

ing. Whether constructive, representative, or decorative,
ornament was thus composed of plant forms treated conven-
tionally, or of purely geometrical patterns. The treatment of

the first was regulated by the laws of natural growth, namely,
radiation from a central stem, proportionate distribution and
balance of parts,a corresponding harmony in curves, repetition

and alternation of units. The simple or complex treatment of

lotus and papyrus flowers, buds, leaves, and stems, according

to these principles, and the use of brilliant flat tints juxtaposed
harmoniously, made the Egyptian system of mural decoration

rich, varied, and glowing, as well as thoroughly in harmony

with the scale of color set by nature in the Nile valley. The
colors, mixed in water without gum, used by the early Egyp- Colors used.
tian artists, were white and black, the three primaries, red,

blue, and yellow, and the secondary, green. Other seconda-

ries, purple and orange, were admitted during the New Em-

pire, when the scale of color, which under less glowing skies
would have been out of keeping, became as brilliant as a
macaw’s wing.

Nor was it unsuited to a system of architecture distin-
guished for massiveness of construction and simplicity of
line; for, being as it were a synthesis between nature and art, -
it brought these into harmony with each other, and, like jewels
hung about the person of some stately beauty of regular fea-
tures and dignified presence, set off by contrast the prevailing
severity of form

Probably no scene that the eye of man ever rested on was
more splendid than a banquet in the palace of some great
dignitary at Thebes or Memphis (see Plate I.). The guest,
alighting at the door of an Egyptian Lucullus, as repre-
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AnEgyptian  sented in a wall-painting at Thebes, was received by slaves,
who washed his hands and feet with perfumed water out of a
basin of gold. Thus refreshed, he entered the reception-
room, where certain ceremonies preliminary to the banquet
were performed. (Fig. 10.) The head of every guest was

Fig. 10.

anointed with a sweet-scented ointment, in sign of welcome,
a lotus-flower was then given to him to hold in his hand, a
chaplet of the same flowers was hung about his neck, and a

Fig. 11.

crown of them placed on his head, so arranged that one bud
or flower should fall upon his forehead! The company was
then admitted to the banqueting-hall, the effect of whose

' Semper, Der Stil., Vol. L. p. 15, note.
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highly colored walls, deep blue ceiling spangled with golden
stars, and columns with their ribbed shafts of papyrus and
lotus stems surmounted by capitals of lotus-flowers colored
like nature, was heightened by the costly garments of the
guests, seated around the heavily laden tables,' and by the
towering head-dresses of the women, made up of plumes and
jewels and bands of gold and colored stuffs, combined with a
skill.which even that of a Parisian Figaro would be taxed in
vain to imitate.* Behind every guest stood a slave; in the
background the musicians and troops of dancers, whose lan-
guid and voluptuous movements tempted eyes to wander from
the feast. Suddenly in the midst of feasting and revelry,
when every sense was stimulated, and all remembrance of the
fleeting nature of earthly pleasures was lost, a slave appeared
at the reveller’s side carrying a small figure of a mummy
lying on a bier, and, showing it to him, uttered these words:
“ Gaze here, drink and be merry; for when you die, such will
you be.” : '

While it is comparatively easy to rehabilitate the past in
Egypt, owing to the astonishing state of preservation of her
monuments, it is far less so in Assyria, though the discoveries
of Layard, Botta, and Smith have, within the last thirty or
forty years, thrown much light upon her manners and cus-
toms. The information which they have given us was not,
however, obtained, like that of Champollion, Mariette, and
other Egyptian explorers, from pyramids and tombs and pal-
aces still standing in almost undiminished perfection, but from
remains of buildings lying buried under heaps of dérss,
whose original condition is still to some extent a matter of
conjecture. Like the other inhabitants of the Mesopotamian
valley, the Assyrians built their cities, palaces, and temples on
the tops of huge artificial mounds, many hundreds of which
still exist. Nineveh, for example, was entirely constructed on

*
* Unlike the Greeks and Romans, the | mamoun, X1Xth Dynasty. See the por-
Egyptians sat at table. trait of his daughter, Queen Nebté, given
* These head-dresses were especially | by M. Prisse d’Avennes.
elaborate in the reign of Rameses Mei- |

Xv
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such artificial hills, and, like Babylon, was surrounded with
walls of brick. They were not, however, covered with en-
amelled bricks, forming pictures, like those of Babylon, but
with slabs of the coarse gray alabaster (admirably suited to
sculpture in relief, but not at all good for building purposes),
which protrudes in low ridges from the soil of the flat lands
between the Tigris and the hill country. In Babylonia no
buildings were so splendid as the temples; but in Assyria

Fig. 13.

these were comparatively small, and accessorial to palaces,
upon which all the resources of art were expended. (Fig.
12.) Raised upon vast platforms formed of bricks, earth, and
rubble encased in stone, they consisted of a series of courts,
halls, and small private apartments, paved with large baked
bricks, or stone slabs, adorned with colored patterns of great
elegance. Vast as they were in extent, their halls wanted the
grandeur which a due proportion of length to height alone
can give. Thus, for instance, the great hall in the palace of
Sennacherib at Koyundjik, which is 160 feet long by 4o feet
wide, and from 15 to 20 feet high, looks like a gallery, and
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cannot be compared in effect with the splendidly proportioned
hall at Karnac, to which alone it is inferior in extent. The
difficulty of roofing in very wide spaces was probably the rea-
son why the Assyrians did not attempt what the Egyptians
carried out on so grand ascale. That they were, however, well
Fig. 13. acquainted with the use of the arch,
both semicircular and pointed, is shown
in their drains; but in these the span is
/ never greater than 15 or 20 feet, less
5 ~ than half that of their widest halls,
which, if ever arched, must have had
a double roof resting on a row of col-
umns running down the middle.
Whether Assyrian palaces were ever
more than one story in height, and how
they were lighted, are questions not yet
satisfactorily answered. In regard to
% ) Vi the second point, Mr. Layard thinks
: ‘ that light was admitted through an open-
" | ing in the roof, which was formed of
large beams, whose ends rested on the
outer walls, crossed by smaller beams,
forming square compartments decorated
with painted flowers and animals. Fer-
gusson’s theory is that light was admit-
ted through openings made in the side
walls, directly under the projecting roof.
Many varieties of stone and wooden
columns were used in Assyria to support halls, porticos, etc.
Those made of wood, sometimes cased in metal, were shaped
like palm-tree trunks and painted in brilliant colors. Their
capitals were decorated with volutes, forming a sort of proto-
Ionic order; or with combinations of the volute with the lotus
plant, which might be called proto-Corinthian. Their shafts
were generally clumsy’in proportion, being too short and thick
for elegance, and their stone bases were either plain or relieved
with carved mouldings. Assyrian palaces were great national

xvii
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monuments, whose walls were covered with reliefs relating to
the lives of their founders, sculptured upon slabs of gray ala-
baster disposed in one or two rows, above which enamelled
bricks filled up the space between them and the cornice. In-
scriptions engraved upon plates
- recounted the battles,
| triumphs of the mon-
his titles, genealogy,
f arms were recorded
set into the pave-
> himself was repre-
sented of colossal
size in a huge bas-
relief at the upper
end of the great
~ hall, attended by
warriors, and in the act of adoring the supreme deity. Splendid
in appearance as such halls must have been, they cannot have
rivalled those of Egypt in effect, both because of their far less
stately proportions, and of their lower scale of color. Instead
of the most vivid hues placed in Fig. 15.
direct contrast with each other,
pale blues, greens, and yellows
were brought into juxtaposition,
as well as red, orange, brown,
white, and black. Their orna-
mental types were taken from
the vegetable kingdom, the most
common being the poppy, the |
lotus, and the pine-cone, treated
with proper regard to the laws of
growth in nature, but less strictly
than by the Egyptians.
The description which Jose-
phus gives of the palace of Solo-
mon at Jerusalem, built by Phce- .
nician workmen, tallies very closely with what we know of

Fig. 14.




A. INTERIOR OF AN ASSYRIAN PALACE.
(After Layard.)

B. ASSYRIAN COUCH, CHAIR, Etc.
(From Koyunjik.)
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Assyrian palaces. Its walls, he says, were of stone ten cubits
in length, wainscoted with sculptured slabs ranged in rows
one above the other. In the three lower rows, cherubim
alternated with palm-trees enframed in borders. of poppy
flowers, open or shut; the fourth row only was covered with
foliage exquisitely carved in relief. Between this fourth row
and the cornice the wall was plastered, and decorated with
paintings. The division of the wall
spaces was thus identical with those of
Assyrian palaces, though the sculptured

T subjects were not symbolic but his-
"_—' torical; and their borders were made
up of lotus and poppy flowers instead
B of poppies only, as at Jerusalem. As
the Assyrians and the Jews belonged
to the same Semitic race, spoke a lan-
guage which was practically the same,
and used a nearly identical form of
symbolism,’ the similarity between their
systems of mural decoration is not sur-
prising. (See Plate II, A.) The Jews,
who were not a building race, employed
Phceenician architects, and Pheenicia was
always under the influence of Egypt or
Assyria. This double influence showed itself not only in the
buildings, but also in the furniture of the Hebrews, and this as
regards Egypt is natural, considering their long exile in that
country. Solomon’s palace was built by Pheenicians under
Assyrian influence, his chariots were made in Egypt, and his
throne was decorated with figures of lions, placed, as Mr. Pollen

Fig. 16.

&)

* Colossal human-headed and winged | gods,” says M. Reville (Rev. des Deux
bulls, as symbols of the omniscience, | Mondes, Sept., 1869), “are found in Se-
might, and power of the Deity, and as | mitic sanctuaries, from Talus, the Cretan
representing the union of intelligence and | minotaur, down to the Jupiter of Thabor,
physical power, stand like sentinels at | worshipped in Sicily; and the bull god
every Assyrian palace gate. The bull  is identical with the calf of gold, under
god is an especially Semitic idol. “Bull | which form the Israelites, who constantly

xix
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conjectures,’ as the horses are in the accompanying illustration
(Fig. 15) from a chair represented on a bas-relief at Khorsa-
bad. Little is known, however, about Hebrew furniture, and
aﬁm;ne of Assyrian less than of Egyptian, which it resembled in con-
structive and decorative materials, though it was heavier, less
well proportioned, and more rigid and unelastic in form. Chairs,
tables, beds (Figs. 13 —16), etc., were made of wood, plain, or
adorned with inlays of ivory, metal, amber, tortoise-shell,
mother-of-pearl, or some other costly material; and also of
wood covered with metal plates, or wholly of cast metal. As
in Egyptian examples, the movable character of articles of
furniture was clearly indicated by the pointed feet upon which
~ they rested. (Plate IL, B.) These were either ribbed, or shaped
e na like that sacred emblem, the pine-cone, or like the feet of bulls
and omament. - and lions. Sometimes the supporting parts of thrones, altars,
and tables were fashioned like the trunk of the sacred tree,
the special emblem of Asshur, the Assyrian Jupiter,* which
figures so largely in Assyrian bas-reliefs. Where figures of
animals were introduced as ornaments upon furniture, either
in relief or in the round, the decorator, like the sculptor,
showed himself a close student of nature; but in dealing
with the human form, both failed. They represented wild
animals with astonishing life and energy, making them some-
times terrible through realism; but their human figures are
clumsy, thick-set, and formal in character. Bronze casting,
embossed work hammered out and finished with the graver,
open-work in metal plates, made to be fastened with nails
upon flat surfaces, and the carving of small panels or tablets
of ivory, to be mortised or glued to the same, were technical
processes which they thoroughly understood, and by which
they decorated furniture of all sorts.
In concluding what we have said about Egyptian and

fell into idolatry during their wanderings ,  *Asanemblem it recalls the tree of life
in the desert, wished to worship the one in Genesis, the sacred tree of the Hin-
God.” j doos, and the Zoroastrian Homa, which
* Ancient and Modern Furniture in ' was preserved by the Persians in almost
the South Kensington Museum, Intro- ' identical shape, until the Arab invasion.
duction, p. ix. | — LAYARD, Vol. I1. p. 472, note.
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Assyrian furniture, we are tempted again to insist upon the Special paints
excellent pomts which we find in both. These are a use of * "™
material in consonance with its nature; an application of
decorative forms to construction, so calculated as to relieve

and heighten characteristic beauties without concealing struc-

ture; and a distinct expression of the movable nature of fur-

niture as therein differing from any monumental or architec-

tural constructions.

We cannot bring this Introduction to a close without
heartily commending Dr. Falke’s «“ Art in the House ” to the
American public. For clearness of plan and soundness of
criticism, and for the lucid setting forth of the excellences
and defects of ancient and modern systems of house building
and decoration in an interesting and impressive manner, it has
perhaps no rival among books of its kind.

As such, we feel it an honor to have aided in presenting it
in its English dress to those who aim at making their homes

beautiful, comfortable, and ornamental.
THE EDITOR
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tion, the author has but a few remarks
to make by way of preface to the fol-
lowing work. The first is, that, like his
“ History of Modern Taste,” it consists
of lectures, which, with the exception of
the last, were delivered almost as they
stand, at the Austrian Museum of Art
and Industry. This circumstance,
which must be taken into consideration, has not been without
a certain influence upon the book. It were useless:to deny—
what these pages often betray — that they were written for a
special purpose. They are not simply historical sketches, nor
do they aim only at explaining and working out ideas in the
abstract. They have a practical object. This is to show how
beauty and zesthetic charm can be given to the house, and
how, through the medium of artistic harmony, a feeling of
comfort, peace, and pleasure may be generated within its four
walls. This book is therefore addressed, not only to the artist
and the decorator, or to whoever else it may practically con-
. cern, but more especially to those who have to select and to
direct, with the object of adorning their dwellings artistically,
and in good taste. To such it may be in some sort an zsthetic
home manual, adviser, and assistant.

That this end has not been wholly unfulfilled is proved by
the rapidity with which a second and a third edition have
been called for. With the exception of the Dedication, the

EFERRING the reader to the Introduc- what this work

consists of,

Practical object
of the author.
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Dedication to
Charles XV.,
King of
Sweden.

PREFACE.

three are almost identical in form and substance. The first
edition was honored by the name of a sovereign, who, amid
the pomp of royalty and the splendor of a throne, had suc-
ceeded in making a truly artistic and poetic home for him-
self in his beloved Ulriksdal, than which none could be
more in harmony with the spirit of this book. Since then,
Charles XV. of Sweden has died in the prime of manhood,
deeply mourned by all who, having had the happiness to
approach him closely, had learned to appreciate and admire
in him the rare union of distinguished talent, a most winning
and noble disposition, and a culture at once deep and broad,
with a singular freedom from prejudice, and great indepen-
dence of thought. May this third edition serve to keep his
memory alive.
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N BUT too many cases the adornment Frequent indit-
of the dwelling is regarded as of sec- o roons
ondary importance even by those who ments
are not exclusively devoted to the ma-
terial side of life, and who in other in-
tellectual matters fully appreciate the
advantages of modern culture. It also
happens that, for want of individual
knowledge, even those who mean well

commit the arrangement and adornment of their dwellings,

for better or worse, to the tradesman, with the feeling that he

will best understand what ought to be done. And yet, even

under the most favorable circumstances, he does and can do

little else than follow the dictates of fashion. We regret this why thisisto

state of things the more when we consider what an important > "

part house and home play in our lives; how much their beauty

can add to the pleasures of existence ; and how the mere help-

ing to produce such beauty is in itself a source of positive

delight, since even if we are only called upon to exercise judg-

ment in selecting materials, we are doing artists’ work, which

brings with it a real enjoyment. Ought we not to strive all

the more to adorn this microcosm in which we live, because it

is usually the only little world in which we are really lord and

master, although, alas! but too often with strictly constitutional

limitations? Should we not deem it worth while so to deco-

rate, arrange, and furnish it that it may harmonize perfectly

with our own needs and feelings; that like a more ample gar-
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ment its aesthetic character may fit our spirit and being, as our
clothes do the body?

:Z;:tofhowl- The present uncertainty of judgment in the wide field of
taste makes this a hard thing to do. If, on the one hand, a
really assured and cultivated taste — that is, the ability to dis-
tinguish the truly good and beautiful from the ugly and ob-
jectionable — is precisely the thing only too generally wanting,
on the other, the materials for domestic furnishing and deco-
ration which are offered to our choice are in most cases un-
satisfactory and distasteful. The intelligent judgment must
turn away in despair from many places because it fails to
find what it seeks. These are evils which the explanations
given and discussions carried on in this work may help to re-
move. If we would substitute a clear and critical comprehen-
sion for a vague feeling, and timid, hesitating choice, we must
be able to answer the inquiries which the need of an asthetic
element in our houses puts to us daily; we must acquaint
ourselves thoroughly with the matter, and, through knowledge
of it, awaken an ever-increasing interest in it. To this end

t'l;h:c;:;c";!f’ there are two roads. One may make one’s self intimately
acquainted with a given subject by following up its history,
and thus ascertain how present conditions were induced ; or
one may examine existing conditions in surrounding objects,
and apply to them those various methods of criticism which
will tell us what is right and what is wrong, what may be al-
lowed and what must be rejected. In the following pages both
methods have been tried, — first the historical, and then the
critical, —with the belief that perfect mastery of a subject can
only be acquired by combining the two.

Sutmary of The first four sections are devoted to an historical review.
This is little enough, considering the richness and scope of
the subject. The aim of this essay being practical, it did not
seem necessary to extend our researches into the remotest
times. Epochs when art was in its perfection and flower
being of more vital importance to the present time, as material
for study and imitation, seem to us more significant and inter-
esting than first attempts and imperfect stages of develop-
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ment. We shall, therefore, begin our first section with a
sketch of the Greco-Roman house. ) .

The five ensuing sections, which form the second or critical
~ portion of our essay, treat of the universal conditions and
essential parts of the house, namely, the floor, the walls, and
the ceiling, as also of furniture and those household utensils
which serve to decorate the table. This we consider to be the
most important portion of the work. The tenth chapter seems
to have a less close connection with the rest, and was, in fact,
delivered as an independent lecture in a different place; but,
treating as it does of woman’s responsibility in the adorn-
ment of the house, as well as of that peculiarly domestic art,
embroidery, with especial reference to decoration, it forms a
legitimate part of the contents. It is an important supple-
ment to the rest, and has been introduced here as a suitable
conclusion.

xxvil

Connection of
the last chapter
with the subject
treated.






CONTENTS.

. PAGE |
EDITOR’S PREFACE. . . . . . . . « . « v « o« v « o . 1
AUTHOR’S PREFACE . . . . . . . . « . . « . . . . . xxiii
INTRODUCTION. . . . . . . . . . . . . < v v . .. xxv
CHAPTER L
THe Greco-RoMaN House . . . . . . . . . . . . . . . .. 1
CHAPTER 1L
THe Mepr&vAL HOUSE . . . . . . . . © v v v v v o . 45
CHAPTER III
THe House or THE SIXTEENTH CENTURY . . . . . . . . . . . 88
CHAPTER 1V.
THE HOUSE OF THE SEVENTEENTH AND EIGHEEENTH CENTURIES . . . 126
' CHAPTER V.
GENERAL CRITICAL OBSERVATIONS.— STYLE AND HARMONY. — STYLE OF
MuURAL PAINTING . . . . . . « .« « v v v v v v v . . 162
CHAPTER VI
THE FLOOR AND THE WALL . . . . . . . . . . . . . . . . 184

CHAPTER VIIL

MovasLE WALL OrRNAMENTS. — THE CEILING . . . . . . . . . . 21§




XXX CONTENTS.

CHAPTER VIIL

FURNITURE .

CHAPTER IX.
THE DECORATION OF THE TABLE.

CHAPTER X.
‘WoMmAaN's AsTHETIC MIissION- .

LIST OF ILLUSTRATIONS.
ALPHABETICAL INDEX .

245
277
311

337

349




ART IN THE HOUSE.

CHAPTER 1.

THE GRECO-ROMAN HOUSE.

BIMITTING any consideration of those
beginnings and attempts at artistic ar-
rangement and decoration of the house
which have no immediate bearing upon
the present time, we shall begin our his-
torical survey with a description of the
Greco-Roman house.

At the outset we have two observa-
tions to make. The first of these is,
that we intend to consider the house neither constructively
nor architecturally, but as a dwelling-place, that is to say, in
all that relates to its internal adornment and arrangement.
As, however, the decoration and fitting up of the rooms are
often essentially dependent upon the construction of the
house and upon its divisions, and were more especially so
in the antique dwelling, these latter points must not remain
altogether unconsidered.

Our second observation is, that in speaking of the Greco-
Roman house we do not intend to imply that Greek and
Roman houses were absolutely identical, for it is well known
that they differed in arrangement.! On the other hand, it is

1 The reader who is curious about this | mann’s edition of Becker’s Charskles and
matter will find it fully discussed in Her- | in the same author’s Gallus edited by

CHAPTER L
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certain that they were alike in

the characteristic peculiarities

of their ground-plans; and, as to decoration, from the time

Dr. Rein. The Greek (Fig. 17), like the

Roman house (Fig. 18), was divided into
men’s quarters and women’s quarters, but
in the first the division was made in order
to separate the sexes, while in the second
the object was to separate the family from
the outer world. The Greek gynaconitis,

Fig. 17.

.o uuy

in which the women dwelt, was jealously
guarded by slaves, like the Turkish harem.
The house was built like a modern Ori-
ental dwelling, with several courts leading
into one another. If there were but two
such courts, the inner one was appropri-
ated to the women and children, and no

man but the master of the house was per- |

mitted to enter it. The Roman house
resembled a modern palace in the appro-
priation of the rooms, for while some of
them were devoted to family life, others
to society, and others to business, the
whole was practically open to persons of
both sexes and all conditions. In the
poems of Homer, the women live in the
second story ({mepdov- 3iijpes), but in

the ground-floor at the back of the house.
The distribution of the rooms, both in
the Greek and in the Roman house, was
from a very remote period analogous to
that of the Pompeian. The outlines of
atria and peristyles, as also of conduits
for carrying off rain-water, and cisterns,

Fig. 18.
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were traced by Dyer (Ancient Athens,
1873) in the foundations of houses scat-
tered about the Museion, the Pnyx, the
Nymphs’ Hill, and the Areopagus at
Athens, together with those of burial-
places. This latter point indicates a
great antiquity, as from a very remote

period sepulture was not permitted within
. the walls of houses. The oldest of these
Athenian dwellings were mere hovels, like
the straw-thatched cabins of the early Ro-
mans. From these to the splendid abodes
of later times there was a wide step, which
| the Greeks did not take until after the
i Peloponnesian war (B. C. 431), and the Ro-
' mans not until they had subdued Greece
" and the provinces of Asia Minor. Until

historic times they occupied the half of : then, while wealth was lavished upon
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when Art took up her abode in Italy and made Rome her
capital, it was one and the same for the Greek and the Roman
house.

It is not, however, on this account only that the following

essay treats principally, and indeed exclusively, of the house
during the Empire, and is silent about the Greek house in the
days of Pericles, or the Roman house in republican times. At
these periods, when political life was in a condition of rapid
development or had culminated in the highest attainment, and
art in Athens was at its apogee, its influence upon the decora-
tion of private dwellings was by no means so great as it after-
wards became. The state was still regarded from the antique
point of view as the first object of consideration, in presence
of which individual interests were of no importance. It was
not within his own four walls that the citizen of the old re-
publics felt himself most at home. He found the field of his
activity and the centre of his thoughts in popular assemblies,
public squares, gymnasia, and halls of justice. It followed,
therefore, that art was permitted to spend its strength only in
the service of the state through the adornment of temples and
other public buildings. For a long time, indeed, the Athenians
were forbidden to adorn their houses and dwellings conspicu-
ously.

But this could not last when private fortunes increased, and
it became customary to receive great numbers of friends and
to give great banquets,— when art was popularized, when the
love of art spread, and the rich man became a Macenas. In
Athens, Alcibiades was the first to have his house painted

great public buildings, private houses were ' of pointing out the increase of luxury
plain and simple. Thucydides tells us i in Greece after the time of Alexander,
(I1. 14, 65) that all foreigners who visited | as Filippo Villani is in his Chronicles,
Athens in the time of Pericles were struck | when commenting upon a like departure
with the great contrast between the splen- 'from ancient simplicity in houses and
dor of the first and the plainness of the | dress which distinguished the Florentines
last. In his oration against Aristarchus, ' of the early part of the fourteenth cen-
Demosthenes compares the simple dwell- | tury from their ancestors, who had will-
ings of a Themistocles and a Miltiades | ingly submitted to sumptuary laws of a
with those of the rich Athenians of his | very stringent character.

own day, and is as explicit in his manner |

CHar. L
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artistically ; * whilst at Rome great sums of money were first

spent in building and decorating private houses towards the

end of the Republic, in the days of Sulla and Lucullus. In
this respect extravagance was carried to a great pitch within
a few years; as, for example, by Marcus Scaurus (the prator),
who imported for his new house monoliths. of black marble
thirty-eight feet in length, and of such great weight that the
overseer of seéwers was obliged to take special precautions
to save these subterranean canals from the risk of being
broken in upon during their transport across the city: At
this same period Domitius Ahenobarbus offered Crassus
500,000 gulden (about $ 200,000) for his house, but the sum
was refused as too small. While the simplicity of private
dwellings during the earlier epochs is of itself a reason for
directing our attention to those of a later time, we can do so
to great advantage, thanks to a most singular circumstance.
The sources of our information about the older times are few
and altogether of a written character; but, owing to a wonder-
ful event, we have the most ample information about the first
century of the Empire, when decorative art was fully and even
a little over developed, without having yet fallen, at least tech-
nically, into the absolutely corrupt state which characterized it

2 Plutarch (A4 /zb., 16) says that Alcibia-
des kept the painter Agatharchus a pris-
oner in his house until he had decorated
it with paintings, and then dismissed him
with a fitting recompense. It is uncer-
tain (Becker, Vol. II. p. 107) whether
these paintings, and those with which
Zeuxis adorned the palace of Archelaus,
King of Macedonia, about the same time,
were executed upon the walls, or upon
panels afterwards attached to them, but
Helbig (Untersuchungen, p. 125) thinks
that they were mural, as the costly easel
picture formed no part of the decoration
of a private house before the time of the
Diadochoi. The first painted ceilings
are attributed by Pliny (&. .V,, XXXV.
40) to Pausias of Sicyon (B. €. 350), but
this must be an error, as in the Wasps

of Aristophanes (B. C. 422) the guest at
a private house is enjoined to praise the
tasteful decoration of the ceilings and the
beauty of the curtains suspended between
the columns : —

‘Opogiw Béacar, Kpexddi avhijs favudaor.

3 Marcus Scaurus, the eldest son of a
Roman patrician of the same name, and
step-son of Sulla, the dictator, flourished
from B. C. 64 to 52. The columns referred
to in the text were of Lucullean marble,
and were quarried in the island of Chios.
(Plin., H. N, Lib. XXXVI. Ch. II. 36,
Le Palais de Scaurus, by Ch. Mazois,
may be recommended as a book which
gives a faithful picture of a firstclass
Roman house during the Empire.
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in the Decadence. We refer to the destruction of Pompeii
and Herculaneum by the eruption of Vesuvius, A.p. 79. Their
partial resurrection, through the excavations begun in the
middle of the last century, has not only filled our museums
with countless pictures, but has made us perfectly at home in
the antique household. .

The exact knowledge thus obtained shows us how abso-
lutely it differed from that of to-day, and how completely its
whole plan, furnishing, and decoration depended upon the
manner of life of the ancients. Although the social position
of the Roman wife was very much higher than that of the
Greek, it was not by any means so high as that which belongs
to woman in modern civilization. The man alone belonged
to public life, to the world; the woman to the household, to
the family ; her highest functions were the bringing up of her
children and the management of her household* Hence

4 In the simpler state of society which
existed in the Homeric period, the Greek
woman held a higher place in the house-
hold than she did in the fifth centuryB. c.,
when she was regarded as a creature in-
ferior to man both in mind and heart, unfit
for public life, evil-disposed, created only
to be a motheror a mistress. The words
which Euripides puts into the mouth of
Iphigenia (/pA. in Aulis, 1. 1380), Els ¥
dvijp Kpeicowy yuvaxdy pupidv dpav pdos
(@ single man is more worthy to see the
light than a thousand women), are indica-
tive of the Greek feeling about them in
his day. Exceptions were made in rec-
ognition of exceptional virtues which
brought about peculiar relations between
women and their husbands or the state,
but such isolated cases did not avail to
raise the sex to that higher place which
belonged to it in the Roman state and
household. There the wife was rever-
enced as the “materfamilias,” and the
guardian of the honor of the house.

The

etiam imperium in suos ” (Cicero de Sen.
I1.), but he treated his female companion
as his equal, and allowed her a consider-
able degree of liberty. No law regulated
her outgoings and incomings. She was
allowed to plead or witness in a court of
justice, to share in certain religious cere-
monies, and although she took no osten-
sible part in public affairs, this was in
deference to custom, as also to the natu-
ral limitations and innate modesty of her
sex. (See Becker's Charikles and Gallus,
and La<*Cité Antigue, par M. Fustel de
Coulanges, on this point) M. Gaston
Boissier in his Religion Romaine, Vol.
I1. Ch. I1.,, says: “In the public schools,
which were frequented by plebeian chil-
dren, boys and girls were taught together,
and in rich houses both sons and daugh-
ters studied the same books under let-
tered slaves, listened to the grammarians
who commented upon the great poets of
Greece and Rome, and imbibed a taste
for Menander and Terence, which they

husband was indeed an absolute master, ' generally kept during their whole lives.”

“qui tenebat non mode auctoritatem, sed

CHAP. L
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both the Greek and Roman

houses were regularly divided

into two parts, the front one of which was devoted to inter-
course with the world, the other to the wife, the family, and

household affairs.

But this separation of the world from the family impressed

itself upon the planand
construction of antique
houses in still another
manner, for while cus-
tom demanded that the
woman and all the life
dependent upon her
should be shut off from
the outer world, the
husband also, when he
returned from the tur-
moil of public business,
wished to find himself
in a little world of his
own. Thewholehouse,
therefore, looked z7-
ward, turned its back
on the street and
looked, so to speak,
with its window eyes
uponitselfs Nowadays
we cannot have suffi-
cient communication

Fig. 19.
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with the outside world; we build as many and as large win-
dows as possible upon the street, and it is dark in our courts,

s Dr. Falke’s words, “gazed with the
eyes of all its windows upon itself,” are
not to be taken literally. The lower story,
both of the Greek and the Roman house,
was surrounded by shops and porticos,
and therefore as a general rule had no
windows ; but this was not the case with
the upper story. (See Fig. 20.) Livy

(I. 41) speaks of Tanaquil as addressing
the people from a window in the upper
“ part of her house, and elsewhere (XXIV.
21) describes the excited multitude, some
running through the streets, some stand-
ing in the porches of the houses and
public buildings, and some looking on
from the roofs and windows. See also
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which, on a Jucus a non lucendo principle, we call “light-
courts.” “The mediaval burgher, who was not obliged to keep
within the prescribed building-line, and range his house-front
in military order, liked to run it out into the street a fev_v feet
farther than that of his neighbor, in order to gain a side win-
dow from which he might comfortably enjoy the spectacle of
life in the whole length of the thoroughfare. The Greek and
Roman absolutely disdained this outward view upon the street
and its bustling ac-
tivities, which,
though calculated
to amuse and en-
tertain the specta-
- tor, has something
ignoble about it,
quite out of har-
mony with the dig-
nified repose of a
house sufficient un-
to itself. On this
account the aristo-
crats of the seven-
teenth and eigh-
teenth centuries
built their palaces,
their Faubourg St.-
Germain, far from
the haunts of busi-
ness, in the most
quiet quarters, and
even there set them
at some distance from the street, so that they might shut
themselves out from it by a wall.

The Roman cared only to look out of the windows when at

Fig. 20.

the reference made to windows by Horace, | houses, windows (Bupi8es) were not at all
Ode XXV. Lib. I.; by Juvenal, Sat. 111, | uncommon.
270; and by Vitruvius, V. 6. In Greek

CHarPr. L
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his villa, which was situated in a pleasant country, where he
could enjoy the view without being overlooked by his neigh-
bor or disturbed by the gaze of profane eyes from the street.
The ancient house opened upon the street only through
shops which had no connection with its interior, and by a
door which was generally shut; never, or very seldom, by
windows. All the rooms were disposed about a court more
or less covered and furnished as a living-room, from which
they received their light® In this connection we may call
attention to what constitutes a further difference between the
ancient and the modern house, namely, that, as a rule, the
former had only a ground-floor” The upper part of the build-
ing was added when the necessity of supplying more room
made itself felt® An upper story was not at all uncommon

¢ Unlike the city houses, the suburban
and country villas were abundantly light-
ed; “luminosa erant,” says Vitruvius (VI.
6). They contained special apartments
for winter and for summer. Our chief
source of information about the arrange-
ments of a country house is Pliny’s letter
to Gallus (Lib. II. 17), in which he de-
scribes his Laurentian villa. The minute-
ness of detail which he enters into shows
how le loved it, and how grateful was its
repose to his spirit. Living there, he real-
ized the portrait drawn by Horace (Ode
XI., “vite rustice laudes ”) of the happy
man, who, far. from the cares attendant
upon city life, cultivates his paternal fields
in peace. There is perhaps no descrip-
tion in any language more graphic than
that of Pliny’s sleeping-room. “To this
chamber of night and sleep neither the
voices of the slaves, nor the murmur of
the sea, nor the glare of the lightning-
flash or of the day, can penetrate, save
when the windows are unbarred.” This
is almost as sleep-compelling as Spen-
ser’s famous lines about Morpheus in the
cave:—

“ And more to lull him in his slumber soft,
A trickling stream from high rock tumbling down,

And ever drizzling rain upon the loft,

Mixt with the murmuring wind, much like the

sound

Of swarming bees, did cast him in a swoon.

No other noise, nor people’s troublous cries

As still are wont to annoy the walléd town,

Might there be heard; but careless quiet lies
Wrapt in eternal silence, far from enemies.”

Faery Queen,B. 1. Ch. 1. 41.

7 Both in Greek and Roman houses the
little rooms opening out of the cavaedium
were lighted only by the door. Apollodo-
rus makes Medea open her door that she
may see the dawn of day. (Bibliotheca
Arycum, Lib. 111. v. 821.) Larger rooms
were sometimes lighted by openings in the
roof. In Greek houses the wpoords, a sort
of court which opened out of the al)j
(the Greek atrium), where the {amily altar
(Bwpos) stood, was lighted by a circular
opening in the roof (én7). See Batissier,
Hist. de P Art monumental, p. 197.

8 Sometimes thg second story was in-
habited by slaves, sometimes it was let
to strangers, though generally they were
lodged in outbuildings (domuscule, hos-
pitalia) connected with the main edifice
by passages (uéocavhot). People of small
means hired a ceenaculum, i. e. a chamber
or small apartment in an upper story.
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in walled towns, although in Pompeii it usually extended only
over a part of the house, and on account of its irregularity
did but little towards giving an effect of height to the ex-
terior. In Rome, indeed, where, owing to the unmeasured
increase of the population, the number of poor tenants greatly
exceeded that of the householders, houses were built up into
the air with story above story, until Augustus was obliged
to limit their maximum height to seventy feet? This result,
which was consequent upon the colossal growth of the
world’s metropolis, does not, however, conflict with our general
statement, especially as it had no influence upon the character
of the decoration ; for these lofty buildings were inhabited by
the poorer classes, who had little or nothing to do with art.
Were it otherwise, we should also have to consider that, owing
to the varying irregularity of the site, the manner of grouping
the different chambers around the two successive courts was
subject to innumerable exceptions, all of which, however,
serve only to illustrate the force of custom, since they show
that under all possible circumstances the architect remained as
true to the ruling type as was practicable.

In Pompeian houses we pass, as a rule, from the vestibule
through a corridor, between two rooms used as shops and
opening on the street, which have no connection with the
interior of the house.® From this corridor, which was gener-
ally closed, we step immediately into the first court or hall,

Martial lived up three pair of stairs, “sca-
lis habito tribus, sed altis.” (Lib. I. Epog.
117, 1. 7) A visitor to a sick friend living
with many other persons in one of the
lodging-houses (insulz) would speak with
the janitor, who would tell him to mount to
the second floor and knock to the right,
as a French concierge 'would say, “Au
deuxi¢me, frappez 2 droite.” (Rein and
Becker, p. 17.) Houses of two stories
were built at Rome after the consulate of
M. Valerius and Spurius Virginius. At
the time of the war with Pyrrhus they
were built of sun-dried bricks, and had
shingled roofs. (Plin., Lib. XVI. CXV.)

9 This law, having become a dead let-
ter, was revived by Trajan, who fixed the
possible height of houses at sixty Roman
feet (equal to about as many English feet).
Such houses may have had five or even
six stories.

o In a small provincial town like Pom-
peii the houses were generally on a smaller
scale than those at the capital; and as
many essential parts of a first-class Ro-
man residence were not needed ina Pom-
peian abode, the ground-plan was varied
accordingly. It was always, however, of
an old Roman type, having the tablinum
and the fauces, which are unknown to the

CHar. L
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called the atrium, which, with the exception of the side occu-
pied by the shops, was surrounded by rooms opening into it
and receiving their light from it. |

In primitive times the atrium was the most important part
of the Roman house. It was the place where the family
assembled, where the master of the house resided, where the
mistress ruled and worked with her servants. Here were the
penates and the family-hearth, near which all meals were
taken." In short, it was the seat and centre of all household
and family life. Such being its uses, the atrium was rather a
room than an open court, a hall which received all its light
from an opening in the roof just large enough for this pur-
pose, and for the escape of smoke.* But gradually, when the

Greek (Becker, I1. 174), and the passage- . side rooms just beyond the vestibule, —
way (prothyrum), spoken of in the text as an exception to the statement made in
leading from the street between the rooms  the text, that they only could be entered
used as shops. In the house of the tragic | from the street.

poet at Pompeii (see ground-plan, Fig. 21) ' * “Illic et epulabantur et deos cole-
the shops have doors opening into the , bant.” The penates were kept in small

Fig. a1.

wooden cupboards (edicula) or presses | posite the door, stood in the atrium, as
placed around the room. These presses | did the chest in which money was kept.
were also called “penetralia,” and the | There were the ancestral images, only
hearth “foci penetrales ” (Virg., £n., V. i allowed to those to whom the “jus ima-
660). The symbolic bridal-bed, #4a/a- ' ginum” had been conceded, and there
mus nuptialis, or lectus genialis, or lec- | also the bodies of the dead were laid out.
tus adversus, because it was placed op- l 2 The identity of the atrium and the
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Roman manner of living became more grandiose, when, in-

stead of a few friends, troops of clients daily waited on their

patron, and paced up and down the atrium until he appeared,

Fig. 22. that he might accord a

greeting to each, or listen to

their petitions, it was modi-

fied and enlarged to meet

the requirements of this

new state of things. The

hearth was removed to an-

other part of the house,

which was used as a kitchen,

the penates were consigned

to a room of their own,

called the sacrarium, and

the matron withdrew with

her maid-servants to the

rear of the house; although

she was never, like her

Greek sister, entirely ex-

cluded from the front and

its life. The atrium now

became a court-like space

surrounded by a covered

portico, with a roof resting

upon columns and a skylight

considerably enlarged, while

a tank was constructed in

the middle of the floor to

~ catch the rain-water.  All the most remarkable houses at Pom-
peii are laid out in this manner. (See Plate III.)

The more the front part of the house was in a certain sense

cavadium has been much discussed. At i Antiguities, that none of the Pompeian
a Philological Congress held at Frankfort, houses have both an atrium and a cava-
this question was decided in the negative. | dium, offers an unsafe basis for argument
(Becker, Vol. I1. pp. 192, 212.) The argu- | about great Roman houses, which were
ment advanced in Smith’s Dictionary of | built on a much grander scale. In course

II
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opened to the public, and wholly devoted to the dignity and
the affairs of its master, the more it became necessary to enlarge
the rear, in order that it might accommodate his family and his
more intimate circle of friends. In it were situated the dining-
rooms, the living and sleeping rooms, and the reception-rooms,
all of which were disposed around a great court-like space sur-
rounded by a colonnade, similar in all respects to the atrium, but
usually larger, handsomer, and more richly furnished. This
second court was called by the Romans the caveedium (cavum
edium), and by the Greeks, the peristyle, a name also applied to
it by the Romans. The open space in its midst was arranged
like that in the centre of the atrium, as a cistern or impluvium,
or was turfed and adorned with flower-beds and fountains. The
space between the two courts (the atrium and the cavadium)
was occupied by a single room with passages at the sides,”
which gave communication between the front and rear parts
of the house. This room, called the tablinum,* was specially
arranged for a peculiar purpose. It contained the family docu-
ments, the monuments of its history, as well as the ancestral
masks; and was so arranged that the side facing the atrium
was left open, and could only be shut in by heavy curtains,
whilst that towards the peristyle had a low parapet wall, the
opening over which was also curtained. When the curtains on
both sides were open, one could look from the atrium through
the peristyle into the garden, with which it often terminated.
The question suggested by the special object of our present
investigation is this: Was such an arrangement of the house
favorable or unfavorable to a rich style of ornamentation? At
first sight we should be rather inclined to regard it as unfavor-
able for decorative purposes. If we consider that all the
rooms were lighted either from the atrium or the cavadium,

14 The tablinum was what the English
call the “muniment” room. ¢ Tablina
codicibus implebantur et monumentis re-
rum in magistrata gestarum.” (Plin., 7.
N, XXXV. 22.)

of time the old column-supported atrium

like the cavadium, so that it is not strange
that most of the Pompeian atria are like
cavadia, excepting in point of size.

s The passages on either side of the
tablinum were called fauces.
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THE GRECO-ROMAN HOUSE.

that for the most part the light penetrated into them only
through a door with a grated opening above it, and that it
was never direct, as the doors and the windows were alike
overshadowed by the roof of the colonnade, it will seem to us
as if these enclosed spaces, despite the great brilliancy of the
Southern skies, could have
received only dim light,
very unsuited to the en-
joyment of elaborate deco-
ration. But the antique
dwelling-house had one
advantage in its arrange-
ment which a modern
house lacks,—an advan-
tage which more than
overbalanced the disad-
vantage in question. We
are usually surrounded by four perpendicular and rectangular
walls. We can seldom, at least comparatively, look from one
room into another, except through open folding-doors; and
more rarely still are the decorations of two adjoining rooms
arranged with reference to a combined effect. In the antique
house, on the contrary, one had varied views and vistas on all
sides, made up of columns and pillars, with shifting lights and
shadows; and if the curtains of the tablinum were drawn
aside, any one who stepped out of the passage-way from the
vestibule into the atrium could look through the whole inte-
rior of the house through the atrium, tablinum, and cavaedium,
with their colored columns, richly decorated walls, statues,
fountains, and garden, over all which shone the bright sky,
here pouring in brilliant light, there enough only to produce a
twilight effect in the darker rooms. (See Plate I11.)

This peculiarly propitious arrangement must have induced
a richer style of ornamentation, as soon as art was applied to
the adornment of private houses, and it must also have led to
a more general and well-balanced system of ornamentation
aiming at harmony of effect. Hence we find that Pompeian

13
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houses are far more richly and gayly decorated than modern
dwellings, if we compare those belonging to owners and inhab-
itants of a similar rank. The houses of simple citizens are
adorned with the finest paintings, with artistic and elaborate
mosaics, and with rare works in marble, such as fountains,
statues, and statuettes. The famous Battle of Alexander,
which is both the costliest mosaic and the most beautiful of
all extant antique pictures, was found in a private house which
probably belonged to a wine-merchant.'s

At Vienna, and especially at Paris, it is customary to deco-
rate reception-rooms as richly as possible, and to leave the
living-rooms and chambers unadorned and bare. This is be-
cause ornament is only an outside show, a pure convention-
ality, and not a matter of vital concern and of daily enjoyment,
or a necessity of culture. At Pompeii, on the contrary, every
corner of the house is equally and harmoniously decorated,
and ornament finds a place in the darkest rooms, even in the
little bedrooms, which a stranger never entered. No sort of
difference is made between the show-rooms and those devoted
entirely to family uses. The owner of the house has adorned
them all for his own enjoyment, because he has a feeling for
art.’®

This explains why all the resources of art were expended
upon the interior of the antique house, and none upon its
exterior. There is not a single house in Pompeii whose
street front can lay claim to architectural importance, not one
which can boast a facade decorated with columns or pillars.
The low unsightly wall, only partly if at all surmounted by

s This mosaic, one square palm of  tain Greco-Etruscan vases, the mosaic

which is said to contain no less than 6,900
pieces of marble, was found in the so-
called House of the Faun, on the 24th
of October, 1831. It is probably a copy
of a renowned picture, and represents
the combat between Alexander and Da-
rius, in the plain of Issus. Helbig (op.
cit. p. 44) says that as an abstract of this

must be of much later date than the origi-
nal. (See Plate XXXI1.)

16 Niccolini’s great work on Pompeii,
now in course of publication at Naples,
contains by far the most valuable series
of plates of the decorations, furniture, etc.,
etc., of houses; though Roux’s Herc. et
Pomperii, 8 vols., and the works of Zahn

composition has been found upon cer- | and Gruner are important.
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an upper story, is finished off with stucco, and at the utmost
marked with joints to imitate cut stone. This stucco is either
simply painted in different colors, which divide the face of the
wall into regular spaces, or a pseudo-rustic effect is given by
cutting lines into its surface. The impression which the
visitor receives upon entering the house is all the stronger
Fig. 24. by reason of its unexpectedness.

It is here as in Oriental cities,

where, while walking through nar-

row streets, between yellow clay-

plastered walls pierced with small,

insignificant windows, no one has

any suspicion of what those walls

IS

CHar. L

conceal. But once admitted with- .

in the low and narrow door, one is
dazzled by the splendor of gilded
and colored ornament, costly va-
riegated carpets, shining tiles, and
gorgeous furniture. So was it in Pompeii. Wherever the eye
turned it rested on color and decoration. The hand of Art
had touched and glorified everything.

Among the arts which helped to produce this rich deco-
ration at Pompeii that of painting stood foremost. If costly
marbles and other kinds of stone, and especially all sorts of
plastic ornament, were less extensively employed than, for
example, in the great palaces of Rome, the reason was partly
that Pompeii was only a provincial town of medium rank, and
partly that sixteen years before its final destruction it had
suffered from an earthquake, and been hastily and superfi-
cially restored. Very seldom, therefore, do we find wall and
columns made either wholly or partially of marble; though
when this is the case, the noble material is richly ornamented
and very carefully worked.” Qrnamental stucco-work, which

7 The practice of covering walls with | Ch. VI, 7). Walls were also decorated
thin slabs of marble (cruste marmorez) | with glass mosaic, stucco, and fresco.
was introduced by Mammurra in his house | The ‘tectorium opus,” or ground for
on the Czlian Hill (Plin.,, Lib. XXXVI. | fresco laid upon brick walls, was com-

Internal splen-
dor.

Stucco-work.
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the ancients executed with the greatest skill in a fine material
of extreme hardness and durability, is far more common. As,
however, ornaments in stucco were almost always colored,
they must be classed according to their effect, under the head
of decorative wall painting, which we are now to consider in
its strict sense.

This pictorial decoration begins with the laying on of
colors, elevated to artistic dignity by the arrangement and
juxtaposition of tones, and rises to the treatment of figures,
which, however, from their position upon the wall, their com-
bination with the ornamental system, and the manner in
which they are treated, are genuine decorations, and never

easel pictures, worked out independently.™
The persistent system which lies at the base of all these

posed of three coats of mortar containing
quicklime, and three coats mixed with
pulverized marble, which gave a fine-
grained and highly polished surface.

® In the first half of the fifth century
B. C. the walls of first-class houses in
Greece and Sicily were often incrusted
with gold and ivory, as, for example, the
house of Hiero at Syracuse, which was
plundered by Verres the prator, whom
Cicero exposed in the Verrine orations.
In the fourth century the words moixdas
and molki\para, used in reference to house
decoration, seem rather to imply orna-
mental decoration than decoration by
means of pictures painted on panels. As
sacred offerings (dvdfnppara) such pictures
were let into the walls of temples in the
centre of painted panels at a very early
period ; but they were neither so placed,
nor copied in fresco upon the walls of
private houses, until after the death of
Alexander. the Great. The plundering
of the East by this monarch and his gen-
erals, which enriched Greece, and the con-
quest of the Roman generals, which filled
Rome with masterpieces, induced private
persons to form collections of works of
artto adorn magnificent residences, which

competed with the temples and great pub-
lic buildings in their wealth of pictures
and statues. These were not, however,
displayed as in modern times, as separate
entities in a room, but with a truly an-

‘tique feeling, in such a way as to con-

nect them with their surroundings. The
pictures were let into the walls, which
were divided into panels by pilasters
(rapaorddes), serving as backgrounds to
statues. The demand for easel pictures
then increased, and the works of Pausias,
Antiphilos, Kolotes, and Kallikles were
greatly in demand. These, and still more
the works of the finest Greek painters of
the best period, such as Zeuxis, Timan-
thes, Apelles, etc., could only be bought
by the very wealthy. This led to the
copying of pictures in fresco upon the
walls, which was a cheap and rapidly
executed process. To this may be par-
tially attributed that decadence of art
which showed itself during the reign of
Nero (see the Satyricon of Petronius,
83); for as artists found a less ready
sale for easel pictures, they gradually
ceased to paint them. Pinacotheks, i. e.
picture-galleries, came into fashion, and
the walls of houses were decorated by the
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decorations is recognizable even in the most elaborate, but
shows itself most clearly in the simplest, with which we may
begin. The wall is never covered with one large picture or
with several pictures, but its surface is first laid out in regu-
lar spaces, both perpendicular and horizontal. A broad base
or dado extending horizontally is
always set off at the bottom of
the wall, and this is distinguished
from the remaining space by its
different tone of color. A similar
strip, serving as a frieze, is cut off
at the top of the wall by a cornice-
like band. Each of these three
spaces has also its peculiar natu-
rally corresponding divisions, but
it is especially the middle and
most important space which is
perpendicularly divided into several sections, almost always
uneven in number, so that the middle contains the largest
space, having one or two smaller spaces on either side. (See
Fig. 22, p. 11))

The distribution and juxtaposition of the colors are con-
nected with this fundamental arrangement. Occasionally we
find that the background of the whole wall is the same
throughout all its divisions; in which case variety, life, and
effect are given to this uniformity by the use of richer and
gayer colors in the ornamental parts. As a rule, the three
principal divisions — base, middle space, and frieze — are sepa-
rated from one another by different tints; and this often leads
us to observe what has sometimes been laid down as a rule, that
the tints increase in brightness from below upwards. Thus we
frequently find the base black, the middle space red, and the
frieze white. But exceptions to this rule are perhaps as frequent
as its observance; as, for example, where the base is yellow,

Fig. as.

fresco-painter. Thus decoration, which | where painted pilasters and frescos take
had been structural, became pictorial, as | the place of real pilasters and panel pic-
we see it at Herculaneum and Pompeii, | tures.
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the central space red, and the frieze black. There is certainly
no stringent @sthetic law for either system, although it is quite
certain that increased lightness of color upwards makes an en-

closed space appear higher and Fig. 2.

more airy. The panels into which
the central field is perpendicu-

larly divided have usually one and

the same ground-tint, although not
unfrequently these also are differ-
ently colored, as, for instance, red
and green; in which case the side
spaces correspond, as they are
painted in the same hues.

Our modern ideas would lead
us to expect bright tones every-
where, feeling, as we should, that the rooms, being imperfectly
and for the most part indirectly lighted, would need to have
their comparative gloom brightened by gay coloring. But this
was not the point of view taken by the antique decorator, or
by the inhabitants of these rooms. The artist thought so little
about brightness and gloom, that he not infrequently made the
ground-tint of the whole wall black, merely enlivening it by
brilliantly colored and often exceedingly graceful ornament.
(Plate 1V, A.) He may have reasoned that the black wall
would not only give great effect to arabesques, but that it
would furnish an admirable background for the occupants of
the room, against which their heads would appear most effect-
ively relieved. The ancient decorative painter aimed at pro-
ducing a generally harmonious as well as a rich effect,”” and
with this end in view he did not use those washed-out hues
which suit our modern taste, such as delicate rose, pale lilac,
bluish white, and light gray. He did indeed break his colors,

v Thisisshownin the peculiar harmony | wall is red, the panel subject is colored
existing between the tone of the central | lightly with warm shadows; if, on the
fresco and that of the surrounding wall, | contrary, it be dark, almost black, the
noticeable in freshly unearthed chambers. | central picture is painted on a low scale,
“If,” says Helbig (op. cit. p. 339), “the | with corresponding shadows.”
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so as to avoid gaudy and glaring effects, but he never made

19
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them weak and faint. Thus the colors used in antique deco- stongand
rative painting are all strong and effective. It is true that cfiective colors

white walls are also occasionally met with, but such walls are
invariably decorated, both in color and in drawing, in the most
lively manner, and not infrequently enriched with a bright red
base, so that in these cases we do not think so much about the
white wall as about the charming, airy, graceful ornament upon
it, which seems doubly brilliant, sympathetic, and attractive on
account of its light background. It is evidently the intention
throughout that the detail should not catch the eye or arrest
the attention by its execution and perfection, but rather that
wherever we look we may see. harmonious and well-toned
colors, and be above all charmed and captivated by the inex-
haustible variety of the ornaments,—those children of a fancy
which the Graces themselves would seem to have created,
whose freedom knows no limits but those set by the laws of
beauty and grace.

The horizontal and perpendicular division of the wall deco-
ration of which I have spoken is merely a groundwork for
richly elaborated ornamentation. The dividing members, the
bands, stripes, bars, or borders, very seldom assume architec-
tural forms such as those of cornices, mouldings, etc.; but

they take (the perpendicular especially) a freer, often arabesque- Arabesquedike

like character. Even when the perpendicular bands or stripes gesigns,

are treated like supports to a cornice, and have the form of
small columns, these are so excessively slender (Plate IV., B),
so reed-like and so crowded together, so entwined with flowers
and crowned with leaves, so like the stalks of flowers, that one
loses all architectural association with them, and regards them
merely as creations of a picturesque fancy. In their more
extended development they become veritable arabesques, con-
sisting of free ornament made up of conventional and natural-
istic subjects, combined with the utmost regularity, sometimes
springing from a vase, sometimes growing from a plant. Gar-
lands of fruit and flowers, and wreaths of leaves of the most
delicate formation, are often substituted for mouldings or orna.

of




20 ART IN THE HOUSE.

Cuar.l  ment, either hanging perpendicularly against the wall or cross-
ing the panels in festoons and hanging lines which, by their
variously curved arches, give rise to new series of divisions.
These are themselves filled with all sorts of pictures, while
here and there small birds of bright plumage, tiny genii, or
other charming little figures, rock and swing upon the gar-
lands. The special place where such subjects are treated is
the frieze.

Panelsubjects.  The picture-like decoration of the inner panels is opposed

.Flg. 27.

to the dividing architectural members and to the surrounding
and enframing ornament. The subjects treated in the panels
embrace, apparently, the whole field of art, from still-life and
the most unimportant landscape to pictures of a historico-
mythological kind. I say apparently, for these pictures never
lose their decorative character. We find first, small single
figures, such as butterflies, birds, stags, or other animals, float-
ing in the midst of the dark panels; then human figures,
genii, loves, satyrs, nymphs and bacchantes, cithern-players
and dancers; then small groups of two figures, a centaur
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reined in and driven by a bacchante who kneels upon his
back (Fig. 23), another playing the lyre, with a boy striking
the cymbals, and others joyfully lifting their lovely female
companions aloft. All these figures stand out against the
dark background as if flying in the air. They have no sup-
port, no standing-ground to connect them with the earth.
They are fantastic images, and pretend to be nothing more;
but what they are meant to be, that they are completely,—the
most charming living forms, in the most captivating attitudes,
with grace in every line and fold of their airy draperies. In
some cases small pictures take the place of these floating
figures, like them unframed, but no longer without foothold
or standing-ground. Girls gathering flowers are represented
in these pictures, also objects of many kinds, such as fruits,
and especially all sorts of eatables, which last are for the most
part represented in the dining-rooms (Figs. 24, 25, 26); little
landscapes, a pair of birds, a pair of ducks in a pond, amusing
genre pictures, such as scenes out of comic plays, or painters’
studios filled with little pygmies humorously treated.
Following the process of development, we come to framed
pictures; the frames are, however, nothing more than broad
red lines, which separate the picture from the background.
Here also we begin with small landscapes and genre pictures,
the former of which rise in importance to scenes of wild, fan-
tastic, mountainous scenery, animated by such figures as those
of Perseus and Andromeda (Fig. 27); the latter, to tragic
scenes taken from historico-mythologic subjects, such as the
sacrifice of Iphigenia, or the carrying off of Briseis from the
tent of Achilles (Fig. 28). All these pictures differ essen-
tially in their kind from modern easel pictures with which
we adorn our rooms, and in all their points of difference ap-
. Pproach more closely to decoration. Our modern easel pictures
have an independent origin, and are isolated as much as possi-
ble in the room by gilt frames. The concentrated light which
often comes from a very small opening produces more striking
and abrupt contrasts of light and shade, and this makes it all
the more difficult to bring them into a given or required har-
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mony with the objects around them. Antique wall-paintings,
on the contrary, were all painted in an even, clear, quiet day-
light; the figures in them were shadowless, they contained no
sombre depths of tone, and the character of their composition

Fig. 28.

| ———

was simpler and more sober than that to which we are accus-
tomed ; for there were no over-crowded figures, no vigorous
foreshortenings, or exaggerated attitudes.® For all these

= The wall-paintings in Pompeian ' light which fell upon them through the
houses seem to us coarsely painted, be- ' openings in the roof, they must have pro-
cause we see them as they were not  duced a much more finished effect. As
intended to be seen, in a broad, direct with antique statues and pediment groups,
light. Under the soft, evenly distributed the very perfection of their adaptation to
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reasons they entered much more readily into the general
scheme of decoration for which the artist himself had planned
them as an integral part of their surroundings. Furthermore,
their subjects either harmonized directly with the object for
which the room was used, as was usually the case in dining-
rooms,”™ or, if historical or mythological, were taken from a
circle of legends with which every one who saw them was
perfectly familiar, so that, unlike our historical paintings, they
required neither inscriptions nor explanations.

These antique wall-paintings, being intended for decoration,
were also painted in a decorative style; that is to say, they
were sketched rapidly with a light and bold touch, and for the
most part hastily executed; so hastily, indeed, that in many
cases the outlines are lost in the background, and can with
difficulty be traced. But, slightly defined though they be,
they are painted with a lightness and sureness which gives
them an extraordinary artistic charm, for which we willingly
give up laborious finish, unless it be combined with other
excellences. Moreover, these paintings, although merely
decorative, are each and all conspicuous for that pervading
brightness and charm, that inexhaustible feeling for beauty
inherent to the Greek nature, which animated and filled even
those artists whom we are in the habit of regarding as mere
artisans. There was, however, something quite peculiar about
the rank and calling of these old decorative painters which
placed them on a very different footing from those of the
present time. To speak generally, painting, with a few rare

original conditions puts them at a terrible
disadvantage when placed in museums,
on a level with the eye, and under a to-

gamus (B. C. 159-138), attained great fame
as a worker in mosaic. It represented
the floor of a room after a banquet, before

tally different light from that which the
artist intended for them.

= Such direct harmony between deco-
rative subject and room destination is to
be found in mosaic pavements as well as
in mural paintings. The most familiar
example of it is that of the pavement of
a dining-room made by Sosus, who, dur-
ing the reign of Attalus II., king of Per-

it had been swept. Fragments of eata-
bles lay strewn about, and in the centre
there was a vase filled with water, upon
whose rim doves perched to drink. The
celebrated mosaic of the doves in the
Capitoline Museum at Rome is supposed
to be a copy of the masterpiece of Sosus
which is described by Pliny, Naz. Hist.,
XXXVI Ch. XXV. sect. 6o.
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exceptions, is now limited to easel pictures; whereas in an-
cient times, on the contrary, painting, including the very
highest examples, was altogether mural, and, therefore, purely
decorative. Easel pictures were certainly painted by the an-
cients, but they were as much the exceptions as wall-paintings
are to-day. No distinction was then made between artists and
decorative painters, whereas it now unfortunately exists, and
in consequence of it we have a surfeit of easel painters. The
decorative artists who were employed at Herculaneum and
Pompeii were second or even third rate workmen, who may
properly be classed with those modern painters who work for
Art Unions, and are specially occupied as house decorators.
We are not therefore to conclude that the Pompeian frescos
are generally copies of renowned Greek pictures, the rather as
they never repeat themselves; for the same subjects are always
treated differently. On the contrary, they are to be regarded
as the original conceptions of the artists who executed them.”

In the kinds of antique wall decoration which I have thus
far described, the wall is invariably treated as a wall, and never
changed into a garden or a wood, or any other object, as is
often the case in our day. Something analogous is, however,
also to be found among the ancients, who, with the conscious-
ness of great technical skill and precision of touch, and im-
pelled by the strength of a lively imagination, did not submit
willingly to artificial restraints or hesitate to overleap them.

= Some of the wall-paintings at Hercu- | repetition at Rome there are three, Io,
laneum and Pompeii are undoubtedly origi- Argus, and Hermes. (See Helbig, Cat,
nal compositions, but an equal or even a ! p. 141.) The compositions of renowned
greater number are either absolutely repe- masters were often adopted by Greeks,
titions or slightly varied or abridged copies | Romans, and Etruscans as typical treat-
of easel pictures by famous masters. "ments of subjects to be repeated like

Thus, for instance, in one of the An- forms of speech, consecrated by usage.
dromedas after Nikias in the House of In this way many of these Pompeian
the Dioscuri at Pompeii, the group of frescos are connected with Hellenic origi-
two sitting female figures is wanting. ' nals which the fresco-painter repeated
(See Helbig, Cafalogue, Nos. 1186 and ' from memory, without the help even of a
1189.) So again in the fresco represent- sketch. In thus passing from mind to
ing To at Pompeii, there are but two fig- | mind, old types were so modified that
ures, those of Io and Argus, while in the | they are often hardly recognizable.
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This is fully shown in a style which was introduced in the
days of Augustus, and in the course of a few decades was
Fig. 29. greatly developed.® It
consisted in adorning
' the walls with painted
| architecture in perspec-
tive, having recesses and
projections, views and
vistas, apparently in-
tended to deceive the
eye. In this way, open
doors, lintels, and pedi-
ments, with their portals,
pillars, gables, and pro-
jecting column-supported canopies and balconies, were picto-
rially represented. Architectural perspectives, with halls and
colonnades, galleries, balustrades, and stairways, opened out to
the eye, looking like a continuation of the room upon whose
walls these objects were delineated, and as if its tenant could
pass unhindered through the painted door, out among the
painted buildings. In order to render the delusion more com-
plete, artists peopled these fancifully created spaces not only
with fantastic creatures, such as loves or genii, but with real
persons, who dwelt in them, passed their lives in them, leaned
over the balcony-railings, or came out of the open doors half
concealed behind the porticos, as if to listen to the living
people in the real apartment. (See Plate IV, B.)

There can be no question that all this sort of decoration,
in so far as it aims at deception, is false in principle, and for
this reason it was severely criticised and denounced even
in ancient times.* But the ancient artist took good care

1 Marcus Ludius is spoken of by Pliny | him of the same name who decorated the
(M. H, Lib. XXXV. Ch. X. sect. 37, ed. | temple of Juno at Ardea with paintings
Silig) as the painter who in the time of [at a much more remote period. (See
Augustus introduced the species of mu- | article Lxdrus, in Silig’s Catalogus Arti-
ral decoration referred to in the text. | ficum, p. 245.)

This Ludius is not to be confounded with | 2 Among those ancient authors who
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to treat his subject so as to do away with the very decep-

tion which he had apparently aimed at.

His architecture was

no real architecture, but a pure creation of his wayward fancy.

His pillars are so
delicate, so slender,
so like reeds and
rods, that they could
not possibly sup-
port the entablature
painted above them.
All is so airy, so fan-
tastic, so contrary
to architectural ar-
rangement, that the
thought never en-
ters the mind that
these are represen-
tations of real build-
ings, but at the most
of fairy palaces, hab-
itable only by crea-
tures divested of
their mortal substance.

Fig. 30.

The artists who painted them cannot

therefore be blamed as if they had aimed at deception or had

most severely criticised this style of
painting were Vitruvius and Pliny. After
pointing out that the fresco-painters of
former times took their models from na-
ture, Vitruvius (De Arck., Lib. VII. Ch.
X.) says, that nowadays taste has become
so depraved that it finds pleasure in cov-
ering walls with monsters rather than
with representations of truthful objects.
“Reeds are substituted for columns, har-
poons and mural shells with curled leaves
and light volutes for pediments; cande-
labra are made to support little temples;
numerous stalks which have taken root
spring from them adorned with volutes,
out of which rise little figures without

rhyme or reason, some having men’s
faces, others the heads of animals. . ...
These are things which do not, cannot,
and never did exist. Nevertheless, these
follies are so much the rage, that, for
want of fitting censure, the arts are rap-
idly falling into decadence.” In conclu-
sion he says, * What I could do I have
done, to expose the fatal error into which
mural decorators have fallen.” ¢ Those
illustrious painters, Apelles, Echion, Me-
lanthius, and Nicomachus” (V. A, Lib.
XXXV. Ch. VIL sect. 32), says Pliny,
“whose single pictures were counted as
the chief treasures of those who pos-
sessed them, used but four colors; now-
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fashioned an impossible architecture. The very unreal nature of

their buildings, that which stamps them as purely fanciful and

decorative, is their justification. Wherever they have erred
and produced what is actually ob-
jectionable, their mistake has been
that they have made their buildings
so over-rich in detail, so variegated
and so fantastic, that they disturb
and weary the eye with their rich-
ness.

~ We cannot so easily acquit those

artists whose province it was to
decorate the floor, of the charge of
unjustifiable deception. = Where
the -walls were so profusely
adorned, the floors and ceilings
had to be decorated with equal
richness; and at an early period
mosaics worked in geometrical
patterns were substituted for a
" pavement which had been either
perfectly plain, or made of pounded and polished bits of differ-
ent-colored stones. The tone of color was kept more quiet
than that of the walls, as was suitable to the uses of a floor;
still, in these applications of mosaic to floors, correct limitations
were transgressed in two directions.

First, ornamentally, where a geometrical juxtaposition of
many-colored bits of stone was so used, by taking the dark-
toned for the shadows and the clear for the lights, as to pro-
duce the appearance of a sharp-angled rilievo, and thus to
deceive the eye and foot. Together with many well-designed
and perfectly legitimate mosaic pavements at Pompeii ( Plate
V., A), these vicious .ones are frequently to be met with, not
only set in square-blocked, checker-board patterns, but with

Fig. 31.

adays with all the hues of the rainbow | low them in excellence. Everything was
on their palettes our painters fall far be- | better when resources were few.”
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others composed of rich tracery, in which the gaps do not
appear to be filled at all. (Plate V., B.)

Second, where the great store set by a Pompeian citizen
upon a handsome pavement led to the use of patterns made
up not only of flatly treated, conventionalized animals, but
also of human figures, and
even of historical scenes,
even more ambitious in
style and complicated in
action than those which
adorned the walls.” How-
ever contrary to a right
instinct it may be to tread
human figures under foot,
‘and, still more, to trample
upon historical scenes,such
as famous battles and heroic deeds, it is evident that the great
object of the Greeks and Romans of that day was to make
their floor decoration correspond in richness with that of the
walls.

The taste which required the use of elaborate ornament in
every part, even of a secluded living-room, impelled them to
bestow a full share of it upon the ceiling, which we in our day

Fig. 33.

»s Pavements in Greek and Roman
houses were laid either in brick, in mar-
ble tiles, or in mosaic. The latter came
into use at Rome as a means of decora-
tioh, for floors, walls, and ceilings, at the
beginning of the Empire, after having
been long employed in Greece and Asia
Minor. In the different kinds of mosaic
work, the Lithostrota, or stone-laid pave-
ments, worked in regular figures and
geometrical patterns, are to be distin-
guished from the picture de musivos,
i. e. mosaic pictures. The Musivaris, or
mosaic-picture workers, were artists who
understood drawing, shading, and per-
spective; whereas the Zessellarii, who

made tessellated pavements, were only , portable ornaments.

skilful workmen. Under the general name
of Lithostrotum, the ancients compre-
hended, (1) the opus sectile, formed of
thin slices of marble (cruszz) of different
colors; (2) the gpus tesselatum, made up
of small cubes of marble about three
fourths of an inch square; (3) the opus
vermiculatum, also formed of small cubes

. of marble of different colors, so arranged

as to produce shades of color, reflexes,
etc. Of this sort there were three va-
rieties : the major, used for vaults and
pavements, being of a coarse quality;
the medium, being of a fine kind, em-
ployed in wall decoration ; and the minor,
the finest sort, used only for pictures and
A final variety, the
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artistically neglect as much as we do the pavement, fancying
that we have satisfied the utmost @sthetic requirements of
modern culture when we have hung oil-paintings in gilded
frames upon the walls. We know, indeed, comparatively
little about the decoration of antique ceilings, for the roofs of
the houses at Pompeii are for the most part destroyed; but
Fig. 53 those which we are

— —_——e able here and there
to reconstruct from

architectural remains

show us conclusively

that the ceiling was

either painted in

many-colored tints,

or decorated with col-

ored designs. The

starting-point for

those decorations in

— the earlier periods of

antiquity seems very naturally to have been the coffered
ceiling, that is to say, a ceiling composed of straight beams
laid transversely and fitted into one another so as to present
square sunken spaces (lcunaria-laguear) to one looking up
from below. Beams and coffers were polychromatically deco-
rated, and rosettes or similar ornaments, painted in strong,
effective colors and heightened with gold, were set into the
coffers.® The same design was applied to flat and stucco-

opus figlinum, or fictile work, often as-
sociated with the wermiculatum, was
composed of artificial cubes of silex and
aluminum, colored by metallic oxides.
The brilliant effect of the tints was often
heightened by placing a sheet of gold-
leaf between two pieces of glass, which,
having been placed on a slab of vitreous
compound, was baked into a solid mass
in a furnace, and then broken up for use.
Florentine mosaic is the modern form of
the opus sectile of the Romans, though

formed of more precious materials, such
as agates, jasper, malachite, etc., etc,
instead of marble. Roman mosaic is the
modern representative of the old Roman
opus vermiculatum minor.

# This, says Pliny (V. AH., XXXV. Ch.
I1. sect. 40), was first done by Pausias of
Sicyon, like Apelles, the pupil of Pam-
philius. “Idem et lacunaria primus pin-
gere instituit, nec cameras fuit ante eum
taliter adornari mos.”
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covered ceilings, so that here also the many-colored ornament
produced the effect of being divided into square-shaped
spaces. -

The Pompeian house-painters, however, went far beyond this
fashion in decorating the ceiling with the same light, fantastic
ornament as that which they applied to the walls. (Plate VI,
B.) The ceilings which have so far escaped decay that we can
perfectly reconstruct them are all painted in bright colors,
upon a white, yellow, or blue ground” This ground is
generally divided into freely conceived but always regular
spaces by broad red lines or stripes, either straight or curved,
and this division is carried out and made more agreeable to
the eye by wreaths and garlands of flowers, or by slender rods
entwined with leaves. In the spaces thus enframed, lovely,
many-colored little birds flutter gayly about or perch upon gar-
lands. The color itself being bright and the decoration airy
and graceful, this peopling of the spaces with the winged
creatures of the air greatly enhances the impression of light-
ness and gayety ; and it must be confessed that this style of
decoration perfectly answers its end, which is to take away all
feeling of weight and oppression, and form a fitting climax to
the rest of the decoration.

Of these two modes of decorating the ceiling, the first, namely,
that based upon the division into coffers, was probably most
frequently used in the partially roofed rooms, such as the
atrium, and the cavadium or peristyle, which had always a
larger or smaller opening for light in the middle of the roof.
The arrangement of the columns around these openings, and
the way in which the beams were laid transversely, very natu-
rally gave rise to a quadratic or rectangular division of the
ceiling, and indeed it may be said that the peculiar construc-
tion and situation of the rooms in question exercised a general
influence on the mode of their decoration, and brought to-

7 See Plate VI., A, part of the ceiling | ceiling is divided into coffers decorated
of a room in the Baths at Pompeii, near | with very delicate reliefs in stucco of
the Porta Stabiana, taken from Nicco- | bacchantes, trophies, triremes, and amo-
lini’s Pompesi, Tav. 1I1. Vol. I. The | rini.
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gether objects to aid in the artistic effect which were not cuar.1
available in rooms shut in on every side.
The walls of the atria and peristyles were of course likewise Columns paint-

ed or covered

colored and treated in the manner which I have just described, with stucco,
but here there were also columns, and a free space under the z‘:&:f’t of
central opening, which could be considered as an unroofed
court, and treated and adorned as a garden. In early times
there were usually only four columns, at the four corners, to
support the inward sloping roof ; but, in proportion to the in-

creasing size of the house and the luxury of its inhabitants,

Fig. 34.

their number was so much multiplied, that even in the country
town of Pompeii there is a peristyle with forty-four columns.
The polychromatic decoration of their shafts and capitals
corresponded with that of the surrounding objects; and when
the wealth of the householder did not allow him to consttuct
them of variegated marbles, they were covered with stucco and
painted : thus, for example, the rather tall base might be
colored red, the fluted shaft white, while the different parts
and ornaments of the capital were tinted with divers hues, —
such as red, blue, and yellow. In the wealthier houses, mar-
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ble and bronze figures were placed between the columns, or
these intercolumnar spaces were filled with curtaing,.often of
costly and richly colored Oriental tapestry, which could be
closed to keep out the sun; while for the same reason a
colored awning was sometimes drawn over the whole opening
in the roof, thus closing the whole interior against the direct
rays of light, and admitting only a dim and colored twilight
into the thereby wholly closed area.

The arrangement of the open space in the centre of the
atrium was a still more important decorative feature. It
was originally used only to catch the rain-water, and for this
purpose the floor was sunk, and walled up into a shallow
tank. As soon, however, as the room was enlarged, it was
treated differently; a fountain was then placed in the centre,
surrounded with green turf or moss, or with flower-beds, or
plants in pots. Such fountains,® whose water flowed down
over marble steps, or ascending in jets fell again in spray
upon the moss, offered the sculptor an opportunity for an in-
finite variety of gay and graceful designs. In lovely forms of
bronze or marble he represented Bacchic figures, river and
fountain nymphs, girls with amphore, some standing, some
reclining, some pouring water from their inverted urns; or
perhaps an angler who had dropped his hook into the basin,
which figured as a fish-pond, and in fact might be such, as it
often contained living fish. The low parapet-walls which
sometimes enclosed the space in question were often adorned
with paintings of nereids, tritons, and other marine creatures,
so that though tropic heats might prevail without, here within
doors everything breathed coolness and freshness; every-
where fountains flowed, and flowers filled the air with per-
fume.

The Pompeian liked to satisfy at the same time his love of
nature and his love of art; and in most of the larger houses,

# Some fountains had several basins | gore cadentium). In the Museum at Pa-
(vasa enea salicentis ague); others were | lermo there is a bronze stag which once
made in steps, over which the water fell | served to decorate a fountain in the house
in tiny cascades (aguarum per gradus fra- | of Sallust at Pompeii. (Pollen, op. cit. Int.)
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therefore, a special garden was laid out behind the peristyle,
at the rear of the house. As the narrow limits of the town
allowed of the appropriation of only a very small space for
this purpose, the garden was very properly treated as a part of
the house, and of its architecture, and as such was formally
planned, with a colonnade on one side at least. A grass-plot,
a couple of trees or shrubs, and a few flower-beds would have
sufficed; but besides these it always had a fountain, an arbor
with columns at the corners, and a balustrade, overrun by a
grape-vine or some other creeping plant. This arbor fre-

Fig. 3s.

quently served for a dining-room, and was furnished as a tri-
clinium, with seats or couches fixed to the walls. To make
it look as if continued indefinitely, and thus take away any
feeling of confinement, the walls which surrounded the little
garden were usually painted as if in continuation of it, with
balustrades overshadowed by boughs and blossoms, peopled
with bright birds; or they were divided by pillars, through
whose intervening spaces one caught sight of another and
more elaborate garden, with trees, turf, statues, fish-tanks, and
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fountains. The fancy thus sought to console itself for the
poor reality, by means which cannot indeed stand the test of
severe criticism, but which under these restricted conditions
may be pardoned, as they were so gracefully employed.

If we now turn our eyes back again from the open spaces to
the inner apartments, and consider the latter with reference
to the way in which they were furnished, we shall find them,
if judged from a modern standpoint, extremely bare and
empty. The household appointments of the ancients were
limited to what was absolutely necessary. All those manifold
contrivances for comfort and luxury found in modern drawing-

Fig. 36.

rooms, which have grown out of the richer development of our
social life, were entirely wanting in the antique house. The
very artistic completeness of the wall decoration, extending
as it did from floor to ceiling, was opposed to the filling up a
room with tall chests and ézageres which would have completely
disturbed the effect of the painting. Neither mirrors nor
framed pictures found place upon the walls,® but this want
was in a measure made up for by the extremely rich and

» Paintings in frames with flaps, like ' either small, for hand use, or large enough
medizval tryptics, were sometimes hung  to show the whole person. They were
on the walls of Roman houses. A paint- | made of bronze or silver, and either hung
ing in the South Kensington Museum, | on the wall, or if large set on casters, so
cited by Pollen (op. cit. Int, p. xxiii), | that they could be easily moved about a
shows such an arrangement. Mirrors were « room.
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artistic character of each single piece of furniture, if indeed
the complete decoration of walls, floors, and ceilings ever
allowed it to be felt. :

The rooms which required the most elaborate furniture
were the dining-rooms. As a matter of course they varied
extremely in shape, etc., but their arrangement was essentially
the same. In the wealthier houses there were different dining-
rooms for different seasons of the year;* warm, sunny rooms

for winter, cooler rooms with a northern aspect for sum-
mer. Lucullus, who is more famous for his luxurious
banquets than for his military achievements, had dining-
rooms so adapted to the rank of his guests, and to the
costliness of the entertainments which he gave in them,
that he had merely to indicate the room in which he
would dine, and everything was arranged accordingly.*
In the last days of the Republic, when the Roman mag-
nates feasted hundreds of
\ persons, the banquet was
. prepared either in the atri-
um or peristyle, or in im-
mense halls specially built
for this purpose, and
adorned with rows of col-
umns. Halls of this kind
were consid-
ered indis-
pensable in
the palaces
of that time,
but even here the tables, although very numerous, were inde-
pendently placed and arranged as in the triclinium.

Fig. 37.

» Plutarch tells us (Zucullus, XXXIX. | cause I do not change place according to
5) that, in answer to Pompey’s remark | the season of the year.”
that while his house at Tusculum was | = This fact is related by Plutarch (Zx-
excellently well arranged for summer, it | cullus, XL. 6), who says that a supper
was not fit for winter habitation, Lucul- | given in the Hall of Apollo cost two hun-
lus answered, “I seem to you to be less | dred sestertia.
wise than the cranes and the storks, be-
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The ordinary dining-room had but one table in the centre,
with a cushioned seat, or rather couch, running around three
of its sides; for the Greeks, like the Romans, never sat at
meals, but ate in a reclining posture.3* (Plate VII.) The fourth
side was left open for the convenience of the servants who
waited at table. Each side was arranged for three persons,
so that more than nine could not dine at one table; for the
ancients had a rule that the number of guests should not
be greater than that of the Muses, nor less than that of
the Graces. The couch was called the triclinium, from the

Fig. 38.

number of persons which it accommodated, and this name
was subsequently applied to the whole dining-room. The
rest of the furniture consisted of tables, upon which costly
and sumptuous table-ware was placed for show; artistic ves-
sels made of the precious metals, or of richly wrought Corin-
thian bronze, mixing-cans, and drinking-cups 3 embossed or

3 The custom of reclining at meals was
unknown in Greece before the Macedo-
nian period, and at Rome before the
Punic wars. Greek couches were made
for two persons, the Roman for three.
The three Jectf, forming the triclinium,
called summus, medius, and imus, were
allotted according to the rank of the
guests. Until a late period women sat

ere accubitus.” ‘Beside the movable table
used for each course, there were side
tables which could be let down and re-
moved from their supports. The Roman
dining-room was also supplied with stools
and low benches.

3 The most precious cups were made
of murrhine. This was probably an opa-
line stone, variegated with delicate colors,

at meals, “quia turpis visus est in muli- | something between an opal and feldspar.
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chased, or damascened with silver and gold, in the high style
of art and finish which the great technical skill in the work-
ing of metals made possible. Vessels of precious and semi-
precious stones were not wanting, nor exquisitely wrought
glassware, either of the kind now called millefiori, or of that
formed of layers of glass welded together, with figures and
ornaments in relief, or reticulated with a delicacy of execution
surpassing even that which distinguishes similar Venetian
works of the sixteenth century* In the time of Augustus,
both Greeks and Romans had long been connoisseurs in this
branch of art, and even then exhibited a preference for an-
tique specimens. (See Figs. 29 to 33, and Plate VIII)

Great stress was laid on the costliness of the table, both as
regarded material and artistic finish. The dining-tables were
lower than ours, to accommodate the recumbent guests.
Their form was influenced by the practice of reclining at
meals. As the ancients did not put their legs under the table
as we do, the table-top was not made to project as much as
that of a modern dining-table. On this account the feet and
the framework of antique tables were a great deal more con-
spicuous, and could consequently be properly much more
richly ornamented. Of us who, although living under very
different conditions, so often imitate the ancients, it may be

said with truth that we throw

a great deal of art under the

It was soft, fragile, and lustrous. Anti-
quarians have long disputed as to whether
it was not glass or porcelain. Gell says
it was called Mirrha di Smyrna, up to the
middle of the sixteenth century. (See
Becker, Gallus, note, Part II. p. 328.)
Pliny speaks of two murrhine cups, one
of which was sold for 70,000 sestertia,
equal to about $3,500; the other to Situs
Petronius, for 300,000 sestertia, or about
$13.500. When we read of such prices
being given for murrhine cups and cypress
tables, and are told by Suetonius (Cesar,
Ch. L.) that Julius Casar gave six million
sestertia ($27,000) for a single pearl, we
get an idea of the gigantic scale of ex-

travagance prevalent at Rome in imperial
times.

# The first glass cups were made at
Alexandria. Some were colored like Bo-
hemian glass, and decorated with glass
pastes imitating precious stones and cam-
eos; some were opaline, others clear as
crystal, and others formed of opaque
layers welded together like the Port-
land Vase, in which the white upper
layer has been cut away like that of a
cameo, leaving a blue ground around the
figures. Reticulated cups, such as that
at Strasburg, and that in the Casa Tri-
vulzi at Milan, were called dzatreta, that
is, cut through or pierced.
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table. The feet and framework of tables were often carved in
the shape of various kinds of figures, as, for example, the
tops rested on the tips of the wings of two griffins (Fig. 34),
placed back to back, or more frequently the feet were shaped
like the legs of rams, lions,
and other animals; never,
however, as in modern times,
did the legs of tables end in
heads resting upon the floor.
Among the wealthier Ro-
mans, tables were often made
entirely of a precious metal,
but usually they were of mar-
ble or bronze, or they had
legs of bronze, which sup-
ported a slab of marble or
wood. All the skill in metal-work which the ancients pos-
sessed was lavished upon these tables. Some were adorned
with the richest mosaic, and with tortoise-shell and ivory
inlays, but the most costly were those made of Thuia-wood,
cut from a species of tree which only grows large enough for
such a purpose upon the Atlas Mountains in Africa, and even
there but very rarely. These table-tops were taken from a
transverse section of the trunk cut near the root, where the
beautiful veins were found which made the slab look like a
leopardskin or a peacock’s tail. Such a tabletop, if really
genuine, was worth a million sestertia, or about forty thou-
sand dollars of our money.® Table-tops were also veneered
with plates of Thuia-wood cut from large sections, in order
to bring them within the reach of persons of comparatively
small means.

The couches in the triclinia of the rich were on the same

3 Cicero is said to have paid this sum | Zcw/ata, and Citrus or Cedrus Atlantica.
for such a table. (Plin,, Lib. XIIIL 30.) | These tables, being supported by a sin-
Although called mensa citrea, Pliny dis- | gle leg or column of ivory, were called
tinguishes the wood from citron-wood. | monopodia.

It was called Thuia cypressoides or ar-
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scale of costliness as their tables. The framework upon cCuar.1

which the coverings and cushions were laid was wrought,
like the supports of the table,
out of costly wood or metal.

(Fig. 35.) It was either orna-

mented in relief, or inlaid with
’ tortoise-shell or ivory. Some-

times the lower part of the
couch was draped with silk
embroidered with gold-thread,
representing figure-scenes,such
as hunting-parties or banquets.

The soft cushions of these

couches were stuffed with wool,

and covered with rich purple

or variegated fabrics imported

from Babylon or Egypt, whilst

the round elbow-cushions were

embroidered with gold-thread
in elaborate patterns. If to all the elements of beauty which
we have described as belonging to the dining-rooms of the
wealthy, we add the floor strewn with flowers on festal occa-
sions, and covered with fine sawdust mixed with saffron, cin-
nabar, and the sparkling powder of mica, we must confess,
that, although scantily furnished according to our modern
ideas, they were by no means wanting in splendor and artistic
beauty.

An ornamented couch was the most important piece of
furniture (Fig. 35), not only in the dining-room but also in
other apartments, as, for instance, in the master’s study; for
when the Roman or the Greek read, studied, meditated,
wrote, or worked in his own house, he did so in a reclin-
ing posture, while near him stood a small table with writ-
ing materials upon it. In the bedroom (which was usually
divided by curtains into three parts, the first for an attend-
ant, the second for a dressing-room, and the third for a
sleeping-place), the bed was almost the only article of furni-

Fig. 40.

The bedroom.
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ture® (Fig. 36.) For.this reason it was all the more richly
adorned, its framework being carved and inlaid like that of
the couch in the dining-room, and its covering composed of
costly Oriental textiles, of which the possessor was extremely
proud. Martial tells us of a gentleman who feigned illness
and took to his bed that he might have an opportunity of
displaying the marvellous cov-
erings which he had just re-
ceived from Alexandria to the
friends who visited him.

In the apartments assigned
especially to women, as, for
instance, in the rooms where
they received visitors, chairs
and seats (Figs. 37, 38, and
39) were more common than
couches, excepting in the bou-
doir, where the Roman lady
could not dispense with a lux-
urious lounge. Benches were
more especially used in public
places or in the poorer class of
dwellings, but in the houses
of the wealthy they were con-
fined to the vestibule, and per-
haps the atrium, where, how-
ever, they were stationary, or
attached to the wall. In the
exedra, a reception-room which was always decorated as hand-
somely as possible, and which corresponded nearly to our
modern drawing-room, there were usually no other pieces of
furniture except the table and chairs. The women always
sat, ‘whilst the men reclined, nor did the former adopt the
practice of reclining at meals until a comparatively late
period. Ancient pictures invariably represent them as sitting

Fig. 41.

% The figure represents a very elegant | with inlays from Pompeii. Taken from
bronze bed ornamented with figures and . Niccolini’s Pompezz, Vol. 1.
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at table beside their reclining husbands or male guests.
Under these circumstances chairs and sofas were of course Various kinds

Fig. 4a.

made quite as elegant as tables, couches,
and beds. Their framework was of wood
inlaid with tortoise-shell or ivory, or else
of marble or metal elaborately adorned
with figures and ornaments either incised
or in relief. The chairs were also of
manifold shapes. There were simple
stools without backs, resting upon four
crossed or straight legs, terminating in
ball-shaped feet turned outwards. Other
seats had supports both for the arms and
back, covered with cane or leather, while
others were stuffed and cushioned. In
order to give the body more comfort and
the seats more charm, the backs of chairs
were for the most partinclined backward,
and curved so as to surround and give
ease to the back and shoulders. Nu-
merous wall-paintings, and also some sit-
ting statues of women, like that of the
younger Agrippina,” seem to show us
that the Greek and Roman dames care-
fully studied the art of taking fine and
stately attitudes in sitting, of posing their
arms, hands, and feet well, and of arrang-
ing their draperies in graceful folds. And
indeed these figures might serve as mod-
els to all mothers and governesses. So,
too, in several particulars, we might ad-
vantageously model our chairs on the

antique pattern, for modern chairs generally are very ill-
shaped, and are so convex instead of being concave about
the back and shoulders, that the sitter is made ill at ease,

% See tail-piece to this chapter.
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and is forced from sheer discomfort to change his position
continually.?®

Another article of furniture that was of great importance in
the antique house was the lighting apparatus. (Figs. 40, 41,
42,and 43.) It is amazing on the one hand to see how simple
and inadequate this was in ancient times, and on the other
how much of art was lavished upon it. We should have
thought that on account of the comparative darkness of their
dwellings, the paucity of .windows, and the rarity of glass-
panes, the ancients would have taxed their inventive powers
to discover some more ample and more artistic mode of light-
ing than could be obtained from a simple wick in the tube of
an oil-lamp. A brighter light could only be produced by
increasing the number of wicks and flames, or rather flame-
lets, for too large wicks would have smoked.

An immense number of small lamps in terracotta and
bronze decorated in low relief or otherwise have been pre-
served to us. Almost all of these are arranged for a single
wick, but s<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>