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ABSTRACT

The aim of this study is to measure the extent of the ’Greek revivals’ in official
British and French artistic practice during the second half of the nineteenth century
and to explore their links with different parts of their social context. To this end I
concentrate on the works of art illustrating aspects of Greek culture and life, both
ancient and modern, which were exhibited at the Royal Academy and the Salon
between 1833 and 1880. I study their numbers, themes and dates, and examine the
role in these ’Greek revivals’ of developments both inside and outside the sphere of

art.

I consider the following circumstances : firstly, the importation into Western Europé
of naturalist Pheidian art, secondly, the development of certain ’scientific’ ideas about
the ancient Greek body in its connexion with the cultural and political achievements
of the ancient Greeks through the development of Physical Anthropology, and,
thirdly, the expansion of positivism in other spheres of life. The adoption of
’scientific’ solutions, including the idea of race, to certain social problems introduced
ancient Greek values and practices regarding the body into the aesthetic, religious,

national and political conceptions and institutions of British and French societies.

The fact that certain new elements of ancient Greek culture and institutions became,
in the course of the nineteenth-century, an important component of British and French
conceptions and institutions of national identity, nation-building, religious salvation
or self-realisation and political life, justifies us in understanding British and French
works of art on ancient Greek subjects as so many screens on which actual social
ideals and institutions were projected. This cultural significance of the ancient Greeks
also explains British and French artists’ orientation towards the representation of both
Greek subjects in general and of particular elements of ancient Greek culture and
institutions in particular, as well as the expansion of the use of the Pheidian figural
type to illustrate these themes. Finally, it justifies a distinction among works on
Greek subjects into three main and overlapping categories: mythology; Greeks in
general and ancient Greek athletes; and ancient Greek male political mythological and

historical personages or ’heroes’.
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INTRODUCTION

The aim of this study is to measure the extent of and explain the reasons for what has
widely been recognised as a change in mid-nineteenth century English art in such
terms as "High Victorian Renaissance” and "Victorian Olympus". This change
consisted in the expansion of images of ancient Greeks and of ancient Greek historical
and mythological subjects in English painting and sculpture. This movement which
was in effect yet another *Greek revival’ in the history of West European art also
included an increased use by artists of the Pheidian male and female figural style and
type in other, non-Greek ’History’ works of art.

Although I limited my study to metropolitan art and hence to English art, I often
found that the reference to ’Britain’ was more appropriate in particular contexts. On
the other hand, I used the terms "English artists’ to refer to the artists who exhibited
in the Royal Academy and not to nationality. The same applies to the category
"French artists’.

The procedures which I adopted in order to describe and explain the ’Greek revival’
in question were quantitative, comparative and contextual and were applied to the
period 1833 to 1880.

The choice of the period for study was determined by three main considerations.
Firstly, I wanted to examine English artists’ interest in Greek subjects in the context
of the existence of a modern Greek state. Indeed, the date which marks the beginning
of my period of study, 1833, is also the date of the foundation of the modern Greek
state in 1833 under a Bavarian prince, King Otto. Secondly, I wanted to locate
precisely the beginning and end of the mid-century artistic change under
consideration. And thirdly, I wanted to see if a similar phenomenon occurred
elsewhere around the same time, and in this case in France, and under what

conditions.

I took as my source of information regarding mainstream English artistic life the

annual exhibitions of the works of living artists which were organised by the Royal
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Academy. In order to locate the emergence and measure the duration and extent of
the new artistic interest in the representation of ancient Greeks during the period
under consideration I examined the catalogues of these exhibitions. From these
catalogues which recorded and described by means of short titles and sometimes by
short accompanying texts the works of art which were each time exhibited at the
Royal Academy, I selected and collected all the works of art which referred to Greek
life and topography both ancient and modern as they were represented by their titles,
counted their annual and overall rates and studied their distribution and clustering

around particular aspects of Greek life.

In order to measure from a quantitative point of view the importance of works on
Greek subjects as a proportion of English art and particularly as a proportion of
English artists’ interest in other non-British, foreign, peoples and locations, both
modern and ancient, I also collected the works on other non-British, foreign subjects,
counted them and compared their annual and overall rates with those on Greek

subjects.

I took as my control case for testing any hypothesis or statement about the
peculiarities of Greek subjects in English art, French art and society. France was an
appropriate case for comparison and explanation because of its religious and political
differences with Britain. To this end I collected a comparable set of data on France.
This involved the examination of the exhibitions of the Paris Salon which was the
French equivalent of the Royal Academy and looked for works on ’Greek subjects’
and on other ’foreign’, in this case, non-French subjects. These I collected, counted,
plotted their pattern over time and compared the results with those obtained from the
study of the Royal Academy. These showed a shared interest among French and
British artists in Greek and particularly ancient Greek subjects but differences in the
aspects of Greek life chosen for illustration at each moment and also different peak
times of what one might call ’Greek revivals’ in nineteenth-century English and

French art.

Having achieved knowledge about the quantitative and broadly qualitative components
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of English and French artists’ interest in the production of images of ancient Greeks
during the nineteenth century, and also about the differences and similarities between
them, I proceeded to the explanation of these ’Greek revivals’. I looked for
explanations not only in the structure of art theory and education but also in the
scientific, religious, political and institutional conditions of English and French artists’
focus on the Greeks as an object of representation. I thus proposed an explanation
which took account of changes occurring both within the sphere of art theory and

outside it.

Following this multi-factor hypothesis, I examined, firstly, the structure of nineteenth-
century ideas about Greek art, nineteenth-century art theory on figural art and official
art education; secondly, scientific ideas about man in general and the Greeks in
particular; thirdly, Protestant and Catholic ideas and values about man and about
Greek religious conceptions of man; fourthly, British and French intellectuals’ and
politicians’ conceptions of the characteristics of their national identities as compared
with the Greeks; and fifthly, the institutions whereby the English and the French
acquired, realised or implemented these national characteristics and pursued religious

goals.

The sources of information which I used in order to acquire knowledge about the
structure of the spheres of nineteenth century English and French artistic and social
life mentioned above included both primary and secondary literature on these topics.
I shall not list here my secondary sources which form part of the bibliography and
which one can assess by looking at the notes which correspond to each chapter. The
primary sources which I used and which constitute one of the main contributions of
this study to the iconology and sociology of Greek imagery in nineteenth century
English and French art were of two kinds : firstly, the writings of the major late
eighteenth and nineteenth century life-scientists and especially Physical
Anthropologists on mankind in general and the Greeks in particular; and secondly,
the descriptions of the Greeks and of Greek figural art contained in the manuals of
artistic anatomy which were used in the Royal Academy schools and the Ecole des

Beaux-Arts for the education of artists. These were written by anatomists, physical
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anthropologists and medical doctors and also by scientifically inclined artists.

This study is divided into four parts. In Part I, entitled Statistical account of images

of Greeks in British and French art, I present in the course of two chapters (chapters

one, entitled Foreign subjects in the Salon and the Royal Academy and two, entitled

Greek subjects in the Salon and the Royal Academy) a quantitative analysis and
comparison of the English and French works of art firstly on foreign subjects and

secondly on Greek subjects.

In Part II, entitled Physical Anthropology and Ethnographic Art, I examine in four
chapters the interaction between anthropological science, art theory and art education.
In chapter three, entitled Physical Anthropology and the anthropology of the Greeks,
I examine the development of scientific ideas about the Greeks in Britain and France
as a part of a new scientific orientation and body of knowledge called Physical
Anthropology. Physical Anthropology was the result of the application of positivism
in the study of man and human culture. It gave rise to a number of classifications of
individuals and groups and ’objective’ explanations of human cultural variations which
were centred on the idea of race. This was the realisation that human beings varied
in their physical appearance and in relation to some standard, conception or rule of
physical perfection. British and French Physical Anthropologists held similar views
on the Greeks as a result of exchanges among European scientists. Most of these
accounts shared the belief that the body of the ancient Greek young athletes was the

body of physically perfect man by virtue of its identity with natural law.

In chapter four, entitled Positivism and the new art theory: truthfulness as beauty, I
examine the expansion of positivism in English and French figural art theory and with

it the rise of artists’ interest in the new anthropological knowledge. This new interest
gave rise to a new category of artistic subject-matter, ethnographic art. In chapter
five, entitled The making of the artist-anthropologist, I examine the institutionalisation
of positivism and of physical anthropological knowledge, including the
anthropological view of the Greeks, in official art education through the revival of

artistic anatomy as an important element of the education of English and French
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artists. Chapter six, entitled The aesthetics of Hellenism and ethnographic art, deals
with the emergence of a new classicism in English and French aesthetic theory as a
consequence of the new positivist or naturalist aesthetics. The new aesthetics which
equated nature with beauty led to the adoption of the Pheidian figural style and type
as the embodiment of beauty following that peculiar scientific view of human nature
which identified the models of Pheidias as well as of Polycletus with natural man.
The new classicism which consisted in the admiration of both the stylistic and
substantive naturalism and the physical health and strength of Pheidian figural art (the
genuine art of the classical age of Greece) was opposed to eighteenth-century neo-
classicism which exalted the idealism of later Greek and Graeco-Roman figural art.
In the same chapter I study the relationship between on the one hand the new theory
of ethnographic art to which Hellenist aesthetics at least partly belonged and on the
other the practice of ethnographic art as gauged by the statistics of foreign art which
I presented in Part I. Within the Greek national category, the statistical predominance
of works on the ancient Greeks as images of the Greeks proper may be explained by
the ambiguities which surrounded the identity of the modern inhabitants of ancient

Greece.

However, all the above factors are inadequate for the understanding of the rise of
works on ancient Greek subjects during the second half of the nineteenth century in
English and French art, and of the thematic and iconographic patterns of these works
and their chronological and thematic differences in the two countries. Consequently,
Part III entitled Physical Anthropology, religion and nationalism, is devoted to the
study of the religious, national, political and institutional contexts of the ’Greek
revivals’ in English and French art. It considers the extent to which the ancient
Greeks were more than an object of empirical, i.e. scientific knowledge and artistic
representation (be it for aesthetic pleasure and/or the anthropological education of the
public) in English and French societies. In chapter seven, entitled The Greek body
in Christian theory and practice, I show the impact of the new Physical
Anthropological knowledge about man and about ancient Greek culture on English
and French Christian theory and institutions. Different Christian traditions regarding

science and man’s relation to both nature and God in the two countries determined
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the adoption by English Protestant leaders of certain themes from Physical
Anthropology and the resistance to Physical Anthropology of French Catholic thinkers
until around 1870. The association of religion with science introduced the body of the
ancient Greek athlete as well as certain Greek religious conceptions into the Christian

universe of sacred and hence desirable objects and practices.

In chapter eight, entitled The national significance of Physical Anthropology, I

demonstrate, firstly, the expansion of the ’scientific’ idea of race, through its adoption
by leaders of English and French public opinion as the objective measure of national
distinction, national pride and national life ; and, secondly, some of the practical and
specifically educational and political consequences of the claim which both English
and French Physical Anthropologists made for their own nations that they had a

Greek physical identity.

In Part IV entitled The social significance of the Greek body and images of Greeks
in British and French art, I show that society was an intervening variable between

scientific ideas and artists’ orientation to the ancient Greeks as a representational
problem. Three chapters are devoted to examining the role of the adoption or
rejection by English and French societies of the ’scientific’ solutions to certain
religious, national and political problems, in the emergence and thematic pattern of
works of art on Greek subjects in English and French art. The analysis focuses on
images of ancient Greeks which dominate the repertoire of Greek subjects. Chapter
nine, entitled Images of Greeks as images of God, aims to interpret the statistical and
thematic pattern of images of Greek mythological personages and philosophical
personifications in English and French art; and explores the differences between the
two countries by reference to English and French religious attitudes to the new
anthropological ideas about the body and about ancient Greek religious conceptions.
It also explains the emergence of the naturalist Pheidian figural type in Judaeo-
Christian iconography as another symptom of the expansion of naturalism or
positivism in Christian theology and ethics. Chapter ten, entitled Images of Greeks
as images of the nation: Britain, explains the expansion of images of ancient Greeks
in British art from the middle of the century onwards as the result of English
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nationalism and of the public acceptance of the anthropological belief in the Greek
identity of the English nation. It further interprets the expansion of images of ancient
Greek political personages in English art during the second half of the nineteenth
century by showing their connexion with contemporary political debates and policies
and with a conception of English political institutions as an innate element of the
identity of the English as members of a particular race. The divisions between
Gladstone’s Liberal defensive and non-interventionist policies and Disraeli’s
imperialism which for a time characterised Tory policies justify the division of images
of various Greek political personages in English art at that time into ’Liberal’ and
"Tory’ iconographies. Finally, chapter eleven, entitled Images of Greeks as images

of the nation: France, explains the later rise of images of ancient Greek male

mythological and historical heroes in French art. It also reveals the different heroes
whom French artists selected for representation by showing their links with the later
Catholic approval of anthropological ideas, values and practical recommendations
regarding French national identity and ways of life and with certain peculiarities of
the political structure, circumstances and history of French society. These
peculiarities included the relative authoritarianism and populism of the Second
Empire, a revolutionary republican tradition, the Franco-Prussian war and the
nationalist mass mobilisation which was aimed at the liberation of Alsace-Lorraine

following the Prussian occupation,

This study differs from other studies of the mid-century *Greek revival’ in English
art in the following respects. Firstly, in its scope and method. This study differs from
the monographic, piecemeal or merely descriptive treatments which the ’Greek
revival’ in English art has received in such works as Lord Leighton by R. and L.

Ormond (1975) or G.F. Watts: a nineteenth century phenomenon (1974) by J. Gage
or Victorian Painters by J. Maas (1988). This study aims to set art in a broader

context, and to be more systematic, comparative and ultimately explanatory.

It also differs from similar and indeed ’classic’ studies of Victorian Hellenism as a
more general cultural movement such as Richard Jenkyns’ prize-winning The

Victorians and Ancient Greece (1980) or his more recent book Dignity and Decadence
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: Victorian Art and the Classical Inheritance (1991), and Frank M. Turner’s
monumental The Greek Heritage in Victorian Britain (1981). These studies tend to
take the form of general surveys of the presence of items of ancient Greek culture in
various departments of Victorian culture and social life. Consequently, they are more
descriptive than explanatory; and their enquiry into the presence of Greek elements
in Victorian art extends to architecture, design, literature and the theatre and is not
limited to the fine arts as is the case here. Furthermore, and in the case of Jenkyns
in particular, the Greek revival in Victorian art is not considered seriously enough,
i.e. as an integral part of the religious, moral, national, political and educational

conceptions and institutions of English society.

This study differs from the above in that it gives an idea of the actual size of the
’Greek revival’ in English painting and sculpture; considers it as a part of
ethnographic art whose size it also measures; and provides a systematic explanation

of at least some of its features.

This it does by comparing art with society and by comparing British with French
artistic and social structures. This procedure enables us to establish the existence of
systematic similarities between art and society and thereby to locate the origins of the
mid-nineteenth century ’Greek revival’ in English art, not in archaeological incident
and artistic tradition alone, but also in certain peculiarities of the artists’ broader

context, and indeed most vitally in social life itself.

The aim here is to show the close links between artistic practice and certain
’scientific’, religious, national and political ideas, values and institutions. It claims
that British artists’ ancient Greek subjects tended to be suggested by the social and
wider cultural context of the nineteenth century as well as from the history of
European art and that the resulting art was both self-referential and socially

significant.

Secondly, in contrast to works like C. Wood’s Olympian Dreamers (1983), this study

is concerned with the establishment of the actual reality of these Victorian



29

representations of ancient Greek people and life. Indeed, I shall argue that the origin
of artists’ attachment to Greek subjects can be found less in Victorian imaginary
escapism from their actual way of life and in passive nostalgia for a distant past, but
rather in the Victorian practical effort that the forms of ancient Greek life should
recur by following certain ’scientific’ (and in this case Physical Anthropological)
recommendations. In order to prove this statement I shall try to demonstrate the close
similarities between representations of ancient Greek life in English art and the
imitation of ancient Greek life in English society, and also the differences and

similarities between the English and the French ’Greek revivals’.

And thirdly, my thesis offers an analysis of the main anthropological literature of the
period and of the anatomical education of English and French artists regarding the
Greeks and in the use of this material as an explanatory factor. Indeed, most analyses
of nineteenth-century anthropological ideas like Mary Cowling’s The Artist as
Anthropologist (1989) have neglected the systematic study of the anthropology of the
Greeks while at the same time taking it for granted and recognising its importance as
the nineteenth-century measure of man. In addition, most studies of Physical

Anthropology, including Cowling’s or D. Pick’s Faces of degeneration (1989) have

concentrated on the head and overlooked the mid-century major shift of focus to the

whole body.

On the other hand, this study follows the iconological tradition established by Aby
Warburg and elaborated by Erwin Panofsky and Ernst H. Gombrich; and the
sociology of art, drama, religion and religious art developed by Max Weber, Emile
Durkheim, Lucien Goldmann and David Martin. It is also guided by John Hall’s
(1979) study of the relationship between art, and in his case literature, and society;
and by Anthony Smith’s (1987) quantitative and comparative method of studying
works of art which he applied to the study of the ’historical revival’ in late eighteenth
century English and French art and which itself included a revival of ancient Greek
motifs and styles. In fact, this study offers the material for a further comparison
between eighteenth century neo-classicism studied by Smith and the mid-nineteenth

century new classical revival.
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This thesis does not aim to be comprehensive. I have chosen to concentrate on certain
recurring and dominant themes which seemed to characterise English and French
visual images of Greeks and English and French Physical Anthropology, art
education, religion, politics and school education. These themes were set off by a
statistical analysis of the thematic pattern of works of art on Greek subjects and by
the comparison of these dominant themes in art with the dominant objects of concern
in society. Consequently, I did not try to capture all the nuances of social and cultural
sanction or criticism which artists projected, crystallised or refracted in images of
Greek views and ways of life; neither did I study in detail the careers of individual

artists, nor reviews of the official art exhibitions.

Indeed, this study could have been extended to the consideration of other issues such
as the market for the works of art in question and patronage in particular; the
economic structure of English and French societies and its connexion not only with
the numbers of works of art on Greece but also with images of Greek rural and city
life; the relationship between images of Greek sexual life and structures of kinship
with their nineteenth century English and French equivalents; and the relationship
between ancient Greek and Roman subjects in nineteenth century English and French
art. However, shortage of space and time have precluded me from doing any of the
above, or from considering any other explanations of the ’Greek revivals’ in English

and French art.

In short, this study aims to contribute to two related academic disciplines, namely art
history and the sociology of art. To the former it offers a statistical and iconological
account of the *Greek revivals’ which emerged in English and French art during the
second half of the nineteenth century. To the latter it offers some new instances of
the relations which can develop between art and society. In so doing, this study
supports and amplifies Warburg’s view that works of art are "documents of
expression". This is the observation that even the most liberal and the most applied
works of art can be documents of the mind and life of a society and indeed of a wide

range of that society’s cultural conceptions and institutions.
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PART I: STATISTICAL ACCOUNT OF IMAGES OF GREEKS IN BRITISH
AND FRENCH ART
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CHAPTER 1:
FOREIGN SUBJECTS IN THE SALON AND THE ROYAL ACADEMY

Introduction

This chapter deals with the examination and comparison of the foreign subjects found
in the Salon and the Royal Academy annual exhibitions during the period 1833 to
1880. The goal of this part of my thesis is to measure the statistical importance of
works on Greek subjects in French art as compared with works on other foreign
subjects. To this end, and guided by the evidence of the works of art themselves, I
developed a set of national categories according to which I organised the works of art

on foreign subjects.

The term ’foreign’ is a relative term. As applied to the works of art exhibited in the
Royal Academy, it refers to works representing images of other than British everyday
life, persons, historical incidents, ethnic costumes, mores, physical and social types,
monuments and artefacts, flora and fauna which were exhibited in the Royal
Academy. Similarly, in the case of France, the same term applies to works showing
other than French life, artefacts, flora and fauna. The nationality of the artists

exhibiting such works is not relevant to my enquiry.

For the purposes of this research project, a detailed examination of the data which
constitute each foreign national category from a qualitative point of view, will be
pursued in a thorough and systematic manner only for the Greek category. All other
national categories will be studied more summarily and mainly in order to set off

some of the peculiarities of works of art on Greece.

Works on foreign subjects in the Salon

The aim of this part of my research is to explore representations of societies and
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geographical-natural localities other than French as they were expressed in and as
they became the subjects of works of art and particularly of paintings and sculptures.
This exploration consists in drawing primarily quantitative and secondarily qualitative
conclusions on the presence, national type and frequency of appearance of these visual

representations and on the relations between different types of such images.

The general significance of this material is expected to lie in the evidence which it
can bring to bear on the awareness of and active interest in the rest of the world of
nineteenth century French society. The procedure and criteria of identification and
collection of works of art on non-French visual themes were as follows. My data
were drawn from the official annual or bi-annual forum of art by living artists
exhibiting their work, called the ’Salon’ and held in Paris usually in the spring
season. Within this delimited pool of contemporary works of art I identified and
recorded the visual representations of non-French subjects. For this purpose I used
the Salon livrets, i.e. the catalogues of these exhibitions in which the exhibited works
were listed by their titles, although not illustrated until later in the century and even
then, not comprehensively. These verbal descriptions were in no way always explicit
about or exhaustive in their accounts of the ingredient motifs of the image. However,
most of the titles which I identified and collected as ’foreign’ were sufficiently
informative for the primary purpose of ethnic classification and quantification. There
were however problems with titles such as "sujet oriental” which is impossible to
classify with precision. Another problem was the reference of titles to more than one
country. This led to double and triple countings of the same work, and to occasional
shifts regarding the unit of analysis from counting individual works of art on *foreign’
subjects to counting references to or images of 'foreign’ peoples and countries within
individual works of art. Thus, I tried to follow the principles of classification, i.e.
that a classification must provide exhaustive and mutually exclusive categories at each
step of the classification, this was not always possible. I did however try to keep
double and triple counting to a minimum and to attribute one and only one nationality
to each work or title by means of hints contained in the title itself as to the primary

focus of the artists’ attention. For example, in the 1861 Salon FOURAU’s Combat
de Palestro, charge du 3e zouaves, le 30 mai 1859, is classified under both Italy and
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Austria as the work refers to the Franco-Sardinian war against Austria which began
in 1859. Had I not done this, one or the other national category would have been
incomplete and misrepresented. Indeed, this problem of multiple countings of single

works occurs with most war subjects.
In this way, I managed to build up a weighty and varied corpus of qualitative and

quantitative material on both general and particular patterns of orientation of artists

working in France towards foreign peoples and lands during the period in question.

Description of the findings-Salon

A sample of twenty years from the period which interests me, i.e. 1833 to 1880, was
considered. The sample was composed of every other year of the complete data on
all the Salons which actually took place in the period under study. The sample years

which I examined were the following:
1834 1836 1838 1840 1842 1844 1846 1848 1850 1853
1857 1861 1864 1866 1868 1870 1873 1875 1877 1879

The regularity and frequency of the Salon exhibitions varies and is disturbed by both
external and internal political events as is the case of the 1850 and 1871 Salons which
did not occur. Other occasions such as the 1848 Salon when "Tous les ouvrages
envoye/s cette année seront recus sans exception”, should also be born in mind. This
is because exceptional circumstances give the impression of emerging trends in

official art when this is not quite true.

In general terms, one observes an unmistakeable and substantial increase in the
number of works of art as a whole, including foreign subjects, which were exhibited

in the Salon during this period. Thus :
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TABLE 1: Works of art exhibited in the Salon in absolute numbers: 1833-1880

1834 1836 1838 1840 1842 1844 1846 1848 1850 1853

2145 1992 1928 1751 2245 2289 2241 4933 3616 1529

1857 1861 1864 1866 1868 1870 1873 1875 1877 1879

3143 3661 2789 2614 3912 4939 1910 3493 4227 5462

The most radical fluctuations seem to coincide with aspects of the external
environment. The most obviously fitting single type of circumstance which has
already been mentioned, but in a different context, is the political situation, namely

revolution and war.

Thus, the universalism of the 1848 revolution affects the arts by increasing the
numbers of works in the open for all Salon of 1848 as I have already indicated ; on
the other hand, the devastation of the Franco-Prussian war affects the arts - again
from a quantitative point of view - by reducing the numbers of works which artists
produced for the 1873 Salon. However, there is an increase of works from 1875

onwards, and the last year of my period is marked by the highest score.

Among these works, the pattern of works on foreign subjects is as follows: there is
a total of 12027 ’foreign’ works in all sample years with an average of 601.3
"foreign’ works per year. The annual incidence of works on foreign subjects during

this period is as follows in selected years of the sample :
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TABLE 2: Works on foreign subjects in the Salon in numbers and percentages:
1833-1880

1836 40 44 ’48 ’53 ’61 ’66 70 75 79

Nos 451 372 488 933 335 919 654 914 685 791

%* 22.6 21.2 213 189 219 251 25.0 18.5 19.6 145

*= works on foreign subjects out of all exhibited works

The proportion of works on foreign subjects out of all exhibited works in the sample
period was 19.8 % (12027 out of 60819). The proportion of double or more counting
of the same title is small, too small in fact to bias the overall sums in any significant
way. Mixed titles amounted to 460 cases, i.e. 230 works. These amount to 1.89 %
of the total of foreign works. The proportion of works on foreign subjects ranges
from 14.5% in 1879 to 25.1% in 1861.

National Categories in the Salon

An analysis of the titles of foreign works of art yielded the following categories:
EUROPE, includes in alphabetical order Austria-Hungary, Belgium, Britain,
Germany, Greece, Holland, Italy, Poland, Portugal, Russia, Scandinavia, Spain,
Switzerland ; ORIENT, includes Near East and North Africa, Middle and Far East
itself including Persia, India, China and Japan ; AMERICAS, includes North, Central
and South America ; AUSTRALASIA and AFRICA.

The following table and the corresponding graphic representation of the statistical
pattern of each national category over time show the extent of French artists’
attachment to foreign subjects as measured by the amount of works on these subjects

which were exhibited in the Salon.
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TABLE 3: National Categories in the Salon and their scores in selected years:
1833-1880

Italy 138 127 156 299 100 271 188 248 162 204
Greece 35 32 40 124 61 164 136 200 137 142
Britain 55 42 31 46 23 43 31 47 41 51
Germany 26 25 30 53 11 40 29 45 81 72
Austria-Hungary 37 13 14 12 5 75 23 18 11 9
Belgium 25 13 26 22 17 18 19 30 24 33
Holland 10 10 19 28 10 19 26 31 23 30
Poland 1 1 2 3 0 5 4 7 3 4
Portugal 0 0 0 5 0 0 1 1 0 0
Russia 9 4 7 17 10 20 15 18 7 10
Scandinavia 4 5 7 13 4 13 3 10 9 14
Spain 28 18 19 62 21 35 37 34 22 41
Switzerland 27 23 23 36 2 14 19 30 15 19
N:East & 26 42 80 135 46 133 85 116 93 99
N.Africa

Middle East 2 0 0 5 4 2 4 1 4 3
(India) 5 0 4 7 2 6 4 5 4 3
Far East 2 2 2 14 1 10 2 9 17 11
Oriental General 3 1 5 10 1 3 2 4 5 5
Africa 2 1 0 9 3 9 7 4 7 8
Americas 11 10 18 21 6 29 13 36 15 16
Austral-Asia 1 2 1 2 0 0 0 0 1 3
Other 4 2 3 5 6 3 3 16 4 7
Total 451 372 | 488 933 335 919 654 914 685 791

As we can see, not all categories are present in every Salon. For example, Portugal

drops to zero eleven times; Poland three times and so on. The following table shows
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the balance of works on European and Non-European subjects in absolute numbers
and as proportions of all foreign subjects. European subjects dominate foreign themes.
This table also shows the distribution of works between Greek and other European

themes.

TABLE 4: Works on European and non-European subjects in the Salon in
selected years, in numbers and percentages: 1833-1880

National 1836 1840 1844 1848 1853 1861 1866 1870 1875 1879
Category

Nos

All European 395 314 375 725 266 724 534 723 535 636

Non-European 52 58 110 203 63 192 117 175 146 148
%

All Europ. 87.6 844 768 777 79.4 78.8 81.7 79.1 78.1 80.4

Non-Europ. 11.5 15,6 225 21.8 18.8  20.9 17.9 19.1 213 18.7

Greek Nos 35 32 40 124 61 164 136 200 137 142

Eur-Grk %* 79.8 75.8 68.6 644 61.2 60.9 60.9 57.2 58.1 62.5

Greek out of 8.9 10.2 10.7 17.1 22.9 22.6 25.5 27.7 25.6 22.3
all European
works %

(Greek out 7.8 8.6 8.2 13.3 18.2 17.8 20.8 21.9 20.0 18.0
of all

foreign

works %)

* = -’ means European without Greek subjects as % of all foreign works
Note that the category 'Non-European subjects’ excludes *Other’.




39

Major national categories in the Salon

The statistically top five national categories which we find in the Salon are, Italy,
Greece, Near East and North Africa, Britain and Germany. The following table
shows the pattern of these categories over time calculated as a proportion of all

foreign works exhibited in each year.

TABLE 5: Annual rates of the major national categories in the Salon in selected
years (% out of all works on foreign subjects in each year): 1833-1880

National 1836 1840 1844 1848 1853 1861 1866 1870 1875 ’79
Category

ITALY 30.6 34.1 32.0 320 299 295 287 27.1 236 25.8
GREECE 7.8 8.6 8.2 13.3 18.2 17.8 20.8 21.9 20.0 18.0
NEAR EAST 5.8 11.3 16.4 144 13.7 14.5 13.0 12.7 13.6 12.5
BRITAIN 12.2 11.3 64 4.9 7.5 4.7 4.7 5.1 6.0 6.4
GERMANY 5.7 6.7 6.1 5.7 3.3 4.4 4.4 4.9 11.8 9.1

I shall now give a brief description of the contents of each one of the top five national
categories with examples selected following generally the traditional hierarchy of
subject-matter in Western art, namely, history, religion, genre, landscape (with the

exclusion of portrait and still-life).

Italy

Italian scenes dominate the repertoire of foreign subjects. This category reaches its
peak in 1840. The explanation of this artistic practice lies beyond my research
interests. However, one may advance a number of factors to explain French interest
in Italy ; not only the classical tradition but also the religious bond which connects
Catholic France with Catholic Italy. Furthermore, France looks to Italy as the seat
of Catholic religious authority. In the Salon of 1848 for example, almost half of the
works on Italian subjects represent the new Pope, Pius IX. Pius became Pope in
1846.
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History subjects include works such as MASSE’s Fune;ailles de Masaniello (Salon
1834), an illustration of Italian nationalist heroism with an accompanying text which
reads as follows : "Ce pgcheur fut dans I’espace de trois jours honore/comme un
monarque, tue comme un vil scélerat et révéré con/lme un saint". The catalogue entry

also indicates that the subject was drawn from "Memoire sur la revolution de Naples,

par le duc de Modene’. Images of Italian religious life include works such as

CIAPPORI-PUCHE’s L’Immaculée Conception; Ste Anne, ravie en extase contemple

/ / /

la Sainte Trinite creant l’ame de Marie et la preservant de la tache originelle en vertu
/ /

des merites de Jesus Christ(Salon 1873). This subject corresponds to Pope Pius IX’s

new doctrine of the Immaculate Conception of 1854. Italian genre includes works
such as BLANC’s De/part pour la p/e\che ; environs de Naples (Salon 1873). Finally
works on Italian landscape include ALIGNY’s Vue de Ponte-Luppo a Tivoli, pres de
Rome (Salon 1834).

Near East & North Africa
This category includes history works such as SCHULER’s Les soldats de la croix a

la vue de Jerusalem (MICHAUD. Hist. des Croisades) (Salon 1846) ; religious
images such as DARDOIZE’s Un marabout aux_environs d’Alger (Salon 1846) ;

genre scenes such as TIMM’s Charite/ mauresque (Salon 1846) and finally landscapes
such as DECAMPS’ Souvenir de la Turquie d’Asie (Salon 1846) and COIGNET’s

Bords du Nil, pres du Caire from the same Salon.

Britain
The image of Britain is made up of works such as BALTHASAR’s Jeanne d’Arc dans

~ 7’
sa prison a Rouen, visitee par le sire de Luxembourg et les comtes de Warwick et de

Strafford (1431) (Salon 1840), a history subject illustrating a particular moment in

both British and French history. The subject was taken from De Barante’s "Histoire
des ducs de Bourgogne’. British religious life is described in works such as
DELAROCHE'’s Jane GRAY (Salon 1834), a title which is accompanied by a text
from the *Martyrologe des Protestants’, publié en 1588’. British genre scenes include

works like GARNERAY’s Des contrebandiers surpris par un brick anglais, se
/
debarrassent de leurs marchandises (Salon 1834). Finally British landscape includes
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views such as FOUCAUCOURT’s (le baron DE) Site du pays des Galles (Salon
1840).

Germany
This category includes works on German history such as BAZIN’s Bataille de

Friedland (14 juin 1807) (Salon 1838); works on German religious conceptions such

/
as SCHLESINGER'’S ironical Les seductions de la vie "'Aimer le vin et les femmes

et le chant, c’est la sagesse de la vie" (LUTHER) (Salon 1840) ; works on German

daily life such as EIBEL’s Un vigneron et sa femme regardant leurs champs et leurs
~
vignes, pres d’Ahrweiler (Salon 1838) ; and finally German views such as DENIS’

Vue...environs de Carlsruhe (Baden) (Salon 1842).

Works on foreign subjects in the Royal Academy

In my examination of the pattern of works on foreign subjects in the Royal Academy
I considered the same years which I considered for the Salon so as to enable
compatible comparisons between the two countries. The comparison between French
and British data was made regarding selected, not all aspects of this data. Again I
concentrated on the study of the statistical distribution of works on foreign subjects
among different national categories. I placed my analytical emphasis on the Greek
data and on the broad sub-divisions and general descriptions of the other foreign
categories in the Salon and the Royal Academy. Comparative comments on the non-
Greek categories are thus not systematic except insofar as they set off particularities

of the Greek category such as its relative importance in France and Britain.

My interest in this part of my research lay not so much in the discovery of new
interpretative facts regarding the presence of foreign subjects in the R.A. or the
Salon, rather in the quantification of British and French artists’ tendency to represent
foreign subjects. In addition to the establishment of the scale of this particular type
of artistic imagery, interest lies in the comparison from this point of view of English

and French official art.
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Description of the findings - Royal Academy

The same sample of years was considered in the examination of the Royal Academy

as in the Salon totalling twenty years. These were the following:
1834 1836 1838 1840 1842 1844 1846 1848 1850 1853
1857 1861 1864 1866 1868 1870 1873 1875 1877 1879

As in the Salon there is a general increase in the total works of art exhibited in the
Royal Academy (hereA{fsz referred to as R.A.) during this period starting in 1834
with 1121 works and ending in 1879 with 1586 works. Within this pattern one may
observe three sub-periods : one from 1834 to 1853, another from 1857 to 1870, and
a third from 1873 to 1879.

During the first sub-period, the number of total works being exhibited in the R.A.
increases reaching a peak in 1846 with 1521 works but generally moving within the
range of the 1400s by 1842. The second sub-period however is one of radical decline,
numbers dropping at times, even below the scores of the early, relatively low period
of the 1830s. This second period reaches its lowest point in 1866 with 1053 works.
Thereafter numbers pick up gradually until the third sub-period whose beginning in
1873 is marked by the highest score for the entire period of 1601 works and closes
with total works moving within the range of the 1500s. The following table presents
the figures for works of art in all media exhibited in the sample period in the Royal
Academy.
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TABLE 6: Works of art exhibited in the R.A. in absolute numbers: 1833-1880

1834 1836 1838 1840 1842 1844 1846 1848 1850 1853

1121 1154 1382 1264 1409 1410 1521 1474 1456 1465

1857 1861 1864 1866 1868 1870 1873 1875 1877 1879

1372 1134 1062 1053 1206 1229 1601 1408 1539 1586

Foreign works of art at the Royal Academy

The average annual number of works of art of all categories and in all media which
were exhibited at the Royal Academy during the sample period was 1,342.3. The
total number of exhibits for the whole period was 26,846 works. Out of these works,
an average of 192.3 works were foreign totalling 3,846 works. This figure contrasts
markedly with the Salon results where a total of 12,027 foreign works was identified
with an average incidence of 601.3 works per year, about three times as many works
as in the R.A..

A longer and stronger visual tradition in France going back to the seventeenth century
and the establishment of the Institut de France with its various academies including
the Académie des beaux-arts may account at least partly for the overall difference
in the size of the art produced in the two countries, as this may be gauged by the art
contained in the Salon and the R.A.. Indeed, the foreign component of French and
British art tends to increase as the overall number of works increases. In England,
much more literary interests along with Protestant iconoclasm were unfavourable to
the visual arts. The R.A. itself was a late companion to the Italian and French artistic
institutions, becoming established in 1768.

However, this difference between the R.A. and the Salon regarding the absolute

number of foreign works being exhibited therein, gives a misleading impression of
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the level of interest in other countries prevalent in Britain as compared with France.
From this point of view, the difference between Britain and France is reduced if
foreign subjects are considered as proportions of the total works exhibited in the two
art forums. This is because there are many more works of art in the Salon than there
are in the R.A.. For instance, the minimum number of works exhibited during this
period in the Salon is 1529 as opposed to the R.A. minimum of 1053 works;
maximum levels reached in the Salon 5462 works, compared with 1586 works
reached in the R.A., both figures incidentally occurring in 1879, the last year of the

sample period.

The average annual proportion of foreign works in the English case is 14.35 % . This
contrasts with the French case of 19.8 %, a bigger average undoubtedly but not one
indicating the distance found in the absolute numbers in the two cases. This means
that although France does manifest in her art a greater interest in the representation

of others, England is not so far behind.

The minimum level of foreign subjects out of all works of art reached by the R.A.
is 10.7 % as opposed to 14.4 % by the Salon ; the highest point which the R.A.
reaches in the same period is 19 % in 1870 as opposed to an even higher proportion
of 30 % reached by the Salon much earlier in 1861. Differences such as these in the
distribution of foreign subjects during this period are important to the extent to which
they pinpoint different moments of heightened awareness, help in the identification
and location of trends and indicate differentially focused areas of cultural attention
in France and England. The timing of such increases and decreases in the rates of
foreign subjects is as follows: the rising tide of foreign subjects in the R.A. occurs

during the 1840s and 1850s; its French counterpart occurs later, in the 1860s.

On the other hand, it is difficult to establish on the basis of these data alone who
came first’ i.e. whether it was the French or the British artists who first became
interested in foreign subjects, and hence determine the direction of a possible
influence across the Channel, if imitation were to be considered as one possible

explanatory factor of the phenomenon in question. What one can say, however, is that
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French artists’ interest in foreign subjects is, without exception, higher than in Britain
throughout this period - a point which is made tangible in the grai)h. On the other
hand, British artists’ interest in foreign subjects is markedly . more stable than
that of their French counterparts. The pattern displayed by foreign subjects in the

Salon is rather irregular with relatively dramatic peaks and troughs.

The proportion of double counting of the same title recorded under more than one
national category is here as in the Salon very small. Therefore, the general
conclusions drawn on this basis are not distorted by an excessive inflation of

numbers.

The following comparative table presents the total numbers and rates of occurrence

of foreign works in the Salon and the R.A. in selected years.

TABLE 7: Comparative table of works on foreign subjects in the Salon and the
R.A. in selected years, in numbers and percentages: 1833-1880

1836 1840 1844 1848 1853 1861 1866 1870 1875 1879

Nos
Salon 451 372 488 933 335 919 654 914 685 791

R.A. 145 217 212 218 211 176 150 234 192 220

%
Salon 22.6 212 213 189 21.9 25.1 25. 18.5 19.6 14.5

R.A. 12,6 17.2 15. 14.8 144 155 14.2 19. 13.6 13.9

The following graph shows the pattern of works of art on all foreign subjects in the
Royal Academy and the Salon during the period 1833-1880 based on the sample of
twenty years which I specified above and on the annual rates of foreign subjects as
percentages of all exhibits in each year. We find that throughout the period under
consideration there is greater interest in foreign subjects in France than there is in

England.
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GRAPH 1: Pattern of works on foreign subjects in the R.A. and the Salon as
percentages of the total exhibits in each year
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In the following section 1 shall examine the distribution of works on foreign subjects

among particular national categories.

National categories in the Roval Academy

The same national categories which were found in the Salon were also found in the

R.A. and were used in the organisation and classification of foreign titles in British
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art. The following table shows the scores achieved by each national category in each

year of the sample period.

TABLE 8: National Categories in the R.A. and their scores in selected years:
1833-1880

Italy 35 77 57 58 52 55 37 49 43 49
France 21 29 36 35 33 24 33 48 48 56
Greece 38 39 34 42 34 15 24 32 30 29
Germany 0 5 10 16 17 13 12 10 8 9
Austria- 4 1 1 3 4 2 0 0 0 0
Hungary

Belgium 2 3 7 3 4 1 0 5 5 5
Holland 3 3 6 13 11 4 5 8 10 10
Poland 0 1 1 2 0 0 1 0 0 1
Portugal 2 1 0 0 2 0 1 0 0 0
Russia 1 1 2 1 2 3 1 0 1 0
Scandinavia 0 1 2 3 8 8 2 2 0 2
Spain 12 13 10 4 15 10 11 18 5 7
Switzerland 4 4 5 4 3 3 0 4 4 3
Near East & 7 17 9 9 9 15 9 33 | 21 19
North Africa

Middle East 0 6 1 0 2 0 0 3 3 ?
Far East 10 9 18 12 7 7 5 16 1 17
Oriental 3 0 0 0 0 0 0 0 1 0
General

Africa 0 6 2 0 3 0 1 3 0 1
Americas 1 3 6 8 6 8 3 5 5 5
Austral-Asia 0 1 0 2 0 3 4 0 2 2
Other 0 3 0 2 1 2 1 1 4 2
Total 145 217 212 218 211 176 150 234 192 217




48

As in the French case, not all categories are present in every R.A. exhibition. To take
the same examples which were observed in the Salon and which also apply to the
R.A. : Poland drops to 0 value 12 times although in the Salon it does so 3 times ;
Portugal drops 12 times in the R.A., : the same number of timesn\;:lil;L (;?1 0&2
Salon, where it drops 11 times. Of course these are 'minor’ categories in both cases,
a fact judged by their relative frequency of appearance. As such, their numbers are
thinly spread over the years. However, it is not only the lesser categories which can
drop below zero, as the case of Germany shows, a *major’ category, a point to which

I shall turn in the following section.

The following table shows the balance of European and non-European subjects in the
R.A. including ("+’) and excluding (’-’) Greek subjects and also the numbers of
Greek subjects and their proportion in the European national category.

TABLE 9: Works on European and non-European subjects in the R.A. in
selected years, in numbers and percentages: 1833-1880

National 1836 1840 1844 1848 1853 1861 1866 1870 1875 1879
Category

Nos
All Europ. 122 179 171 185 186 139 127 176 154 172
Non-Europ. 23 36 41 32 25 35 22 57 33 47

% (out of

all foreign

works)

All Eur. 84.1 82.5 80.7 84.9 88.2 79 84.6 75.2 80.2 78.00
Non-Eur 15.9 16.6 19.3 14.7 11.8 19.9 14.7 24.4 17.2 21.4

Grk Nos 38 39 34 42 34 15 24 32 30 29

Grk %* 31.1 21.8 19.9 22.7 18.3 10.8 18.9 18.2 19.5 16.9

Europ.-Grk

Nos 84 140 137 143 152 124 103 144 124 143
Europ.-Grk

o ** 78.5 78.6 71. 81.2 85.9 77 81.7 71.3 76.5 74.9

*= Proportion of works on Greek subjects out of all works on European subjects
**= Proportion of works on European subjects excluding works on Greek subjects out of all foreign
works
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Major national categories in the Royal Academy and the Salon

It is interesting to stress from the outset the striking similarity between France and
Britain from the point of view of the national categories which occupy the top five
positions, albeit with varying degrees of intensity and therefore somewhat different
rankings. The only slight exception to the otherwise common structure of priorities
between the two countries and which in fact is an addition, applies to the fifth
position which in the R.A. is occupied by two equal contestants, Germany and the
Far East. The equal scores achieved by the Far East and Germany in the R.A.
exhibitions oblige us to consider in the British case six national categories among the
top five. Finally, there is an absolute reciprocity in the interests of France and Britain
which is evident in the fact that France replaces Britain in the British case. Greek
subjects occupy the second overall rank position in both the Salon and the Royal
Academy. I shall consider the Greek case in greater detail separately in the following
chapter. The following table shows the overall rank order of each national category

in France and Britain calculated on the basis of all works on foreign subjects.

TABLE 10: Comparative table of the major national categories and their rank
in the Salon and the R.A. for the whole period, 1833-1880

SALON R.A.

1 ITALY 1 ITALY

2 GREECE 2 GREECE

3 NEAR EAST 3 FRANCE

4 BRITAIN 4 NEAR EAST

5 GERMANY 5 FAR EAST & GERMANY

The following table presents the rates achieved by the top six national categories in
the Royal Academy over time, in selected years, each as a proportion of all foreign

subjects exhibited in that year.
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TABLE 11: Annual rates of the major national categories in the R.A. in selected
years: 1833-1880 7

National
Category 1836 1840 1844 1848 1853 1861 1866 1870 1875 1879

ITALY 24.1 355 26.9 26.6 24.6 3.2 246 209 2240 22.3
GREECE 26.2 179 16.0 19.3 16.1 8.5 16.0 13.7 15.60 13.2
FRANCE 145 134 17.0 16.1 15.6 13.6 22.0 20.5 25.00 25.5
NEAR EAST 4.8 7.8 4.2 4.1 4.3 8.5 6.0 14.1 10.90 8.6
FAR EAST 6.9 4.1 8.5 5.5 3.3 3.9 3.3 6.8 0.50 7.7
GERMANY 0.0 2.3 4.7 7.3 8.0 7.4 8.0 43 4.20 4.1

I shall now give a brief description of the contents of each one of the top six national
categories with examples selected following the traditional hierarchy of subject-matter

in Western art.

Italy

In the Royal Academy as in the Salén, Italy is the master category. The tradition of
the Grand Tour as an educational journey through Europe including France, the Low
Countries, Germany, Switzerland, culminating in Italy, as a specifically English and
initially aristocratic institution and status hallmark is still observed. Indeed, as Jeremy
Maas has observed, the ’Grand Tour’ had, by the 1830s, become more democratised.
Added to this practice of general educational cosmopolitanism, was, in the case of
Italy, the taste for antique art and architecture which could be satisfied at first hand,
through a visit to Italy and its many surviving classical monuments. This taste had
been most fully cultivated and propagated by the German scholar Winckelmann,

through both his example and his writings.

Italian subjects reach their peak in 1840. Examples of this category may be taken
from the year 1840. Following the established hierarchy of subject-matter, works on
Italian "History’ subjects range from literary subjects inspired by Shakespeare’s plays

like "Romeo and Juliet" and the "Merchant of Venice", Keats’ "Isabella and the Pot
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of Basil", and literary and scientific figures such as Tasso and Galileo, through art
historical subjects from the lives of Italian artists like Titian and Salvator Rosa - both
popular with the French too - to incidents from the life of brigandage favoured by
some Italians and which seem to betray the lingering European romantic ethos of
boundlessness and adventure. C R Bone’s A portrait in the dress of an Italian Bandit

chief is one example.

Italian religiosity is a frequent focus of attention, evident not only in recordings of
Italian religious architecture (churches and convents as well as antique Roman and
Greek temples) which also has a great aesthetic interest, but also through a great
number of religious "festas". Sometimes an evaluation can be suggested by the title.
For example a negative comment on the corruption of the Catholic ecclesiastical

orders may underlie E. M. Ward’s choice, Reminiscences of a scene in the prisoners’

dock of the tribunal at Naples ,in 1838, representing a monk ,priest and accomplices

in their trial for murder.

Italian genre scenes seem to dominate the category ’Italy’. They include love scenes,
promenades in gondolas, peasants dressing up for one or other of the "festas" of the
Madonna, Neapolitan fisher-girls, girls returning from the vintage, mothers teaching
their children how to dance the Tarantella and depictions of ethnic physical features.

S West’s_Head of a Roman -study from life is one example.

Landscapes include views of the great old Italian cities, and the countryside with
Naples as the most frequent location followed by Venice, the ancient and recently
excavated remains of Pompeii, Rome and Milan. Many works are "done on the
spot”, a detail marked in the exhibition catalogue. This kind of subject-matter
recruited a great number of different artists, many of whom were specialists in the
genre and indeed masters of it like J.M.W.Turner. The meaning of such views is
often literary, historical, moral or emotional. Such interpretations can be owed to
people like Byron : for example an image of the Bridge of Sighs in Venice is

described in the catalogue with a quotation from Byron as, "a palace and a prison on

each hand".S Palmer ’s Pompeii -the street of the tombs; "Where are the golden roofs
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? Where those who dared to build?" is another example.

France »

It is interesting to note that both France and Britain seem to be looking as it were at
each other but France looks at England less intently than vice versa, although one
must take some account of the fact that artists from both countries are sending their
works to be exhibited in each other’s official forums. This means that the
production of foreign subjects in British art as indeed in French art, is not entirely
indigenous, although it could not have existed without indigenous interest. In the case
of the R.A. major French painters like J Bastien-Lepage, Ed Frere, F Philippoteaux,
Fantin-Latour, and sculptors like J Dalou and J B Carpeaux exhibit French subjects -
among others - regularly, especially after 1870.

The pattern of French subjects being exhibited in the R.A. is significant for the
numerical hierarchy of foreign subjects especially as they challenge Italian near-
absolute rule over the minds of artists and public alike. In the R.A. French subjects
overtake Italian subjects from 1875 onwards. Some of these works are by French

artists although such origins are never the norm.

Among the factors which account for the increase of French subjects in the R.A. is,
as we have already noted, the presence of French artists. This presence was
encouraged, especially during the post-1871 period, not only by the hono;/rary
appointment in the R.A. of ’recognised’ French artists, but also by the immigration
into Britain of French artists after the Commune. The persecution in France of
socialists, including socialist artists, caused many artists to seek refuge in Britain
where they continued to work for British patrons. One such artist was the sculptor
Dalou. In the 1873 R.A. for example, Dalou exhibited a terra-cotta statue of a
"paysanne francaise" and in 1877 "Une Boulonnaise allaitant son enfant", both
"realist" subjects - a quality which is doubly relevant here ,i.e. to our regional and

nationality concerns and to the political persuasion of the artist.

This category reaches its peak in 1879 with 56 works. History subjects include
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subjects such as Marat :13th July ,1793 by Eyre Crowe. We do not find many

subjects on French religious practices. We do find however architectural views of

French churches like The Church of Sainte Barbe near Le Faouet,Morbihan by

Lennard Lewis. Many genre subjects depict market scenes and scenes of work in the

French provinces - Cutting forage on the French coast , Breton quarry workers.

Others depict home and family life like Grand’maman et petite fille by the French
artist Edouard Frere. There seems to be a fascination with Breton life, and many
British artists seem to have visited Brittany. Landscape views include Breton views

such as A Breton farmyard by Aug. Burke.

Near East and North Africa

This category occupies in British official art the fourth mean rank position while in
French official art, the third position. In the British context Near Eastern subjects
tend to fluctuate although there is a general increase in their rates which spans the
whole period. Particularly high rates are thus achieved towards the end of the period
and indeed from 1864-on, when this particular strand of the broader movement which
came to be known as ’Orientalism’ becomes most substantial. In France, the Near
Eastern variety of ’Orientalism’, as a definite and strong artistic preoccupation,
manifests itself much earlier in the century reaching its higher points in the 1840s,
’50s and *60s with its highest point in 1846. This is quite different from what happens

in Britain where this category reaches its maximum exposure in 1870.

Near Eastern subjects peak in 1870 with 33 titles. History subjects include works like

The proposal of the Jews to Ferdinand and Isabella (in order to secure their residence

in Spain) to defray the expenses of the Moorish War, rejected through the intolerance

of Torquemada by the Jewish Royal Academician Solomon A Hart. Islamic religious

life is depicted in works like Ablution : scene in Morocco by J Stirling. Other, quasi-

religious subjects, include views of ancient temples and Mosques in Egypt. Genre
subjects depicting oriental everyday life include works like J F Lewis’ (a specialist

orientalist) Armenian family -Asia Minor. In landscape, Egyptian views are the most

frequent like C Vacher’s Karnak ; "Who thus could build dreamed not of perishable

homes: now ruin reigns supreme !".
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The Far East

Near eastern subjects are challenged for the fourth position, by another variety of
’Orientalism’, Far Eastern subjects. The pattern of this category is spasmodic
beginning at a high point in the early 1830s, higher than the Near Eastern category,
then dropping even below Germany, picking up in the 1840s and overtaking again the
Near East, and finally stabilising at a regular movement of contestation with Germany

with only a sudden plunge in 1875 but picking up again until the end.

If we briefly consider the difference between French and British art regarding the
presence of the Far Eastern category among the five most frequent types of foreign
subjects in British art, we can in fact see it as a further similarity or a functional
equivalent, for the following reason. This is the fact that the Far Eastern category in
British art is made up, to a significant extent, by ’Indian’ titles. This is important
since it corresponds to the special relationship between India and Britain, the former
being a major British colony. This relation is made explicit in the high number of
subjects representing British military and administrative officials in India, but also
portraits of Christian missionaries in India along with descriptions of Indian
topography, flora, fauna and ethnic life which make up this category. The strong
British presence in India may thus explain the presence of the category 'Far East’
among the top five foreign categories in British art and its exclusion from French art.
This theory may be confirmed by the high rank which the category ’Near East’
occupies in French art. There, the Near Eastern category occupies the third position
and tends to be inflated by Algerian subjects. As Algeria became at that time a
French colony, the similarity between French and British art lies in the fact that
Algeria and India were, politically, functional equivalents, and in both countries the

colonies supplied artists with subject-matter.

This category peaks in 1834 with 16 works. Among History subjects we may include
images of contemporary "history” such as Captain J D King’s Ganges -with
embarkation of the Governor-General late Marquis of Hastings, a subject which
reveals the specific relationship between India and Britain. Religious subjects include

representations of religious architecture such as the painting by the Royal
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Academician and ’orientalist’” W Daniell of a Mosque at Lucnow. A subject like

Hindostan native lady Mohomedan might also be included under this rubric relating

to the religious make-up of the Far East. Genre subjects include W Daniell’s Zohara,a

Nautch girl,...Allahabad. Finally, W Daniell is also one of the contributors to

landscape views from this part of the world, with On the Island of Ceylon.

Germany

Finally, Germany constitutes the last major category of foreign subjects in the R.A.,
only marginally inferior to the Far East. The bonds uniting it with Britain are of
many kinds, not least being the fact of the marriage of Prince Albert of Saxe-Coburg-
Gotha to Queen Victoria and the 'Teutonism’ which characterised British culture
during the first half of the century. Works like W. Theed’s sculpture Group of Her
Majesty the Queen and HRH the Prince Consort in early Saxon costume -...erected

at Windsor Castle, (R.A. 1868) affirm the special relationship between the British and

the Germans.

This category peaks in 1873 with 17 works. History subjects include T J Barker’s

Riderless war-horses after the battle of Sedan.From a sketch made on the spot ,Sept

3 .1870. Literary subjects illustrating Goethe’s Faust are here, as in France, very

popular, constituting an important trait of German cultural production. Images of
German religious life include here Luther, as in France, but with a different

evaluative meaning. Examples include Dawn -Luther at Erfurt, accompanied by an

explanatory text on the metaphor of the dawn to mean the beginning of Luther’s

understanding of the true meaning of Paul’s statement that "The just shall live by

faith". Other Lutheran subjects further add to the virtues of Luther and of

Melancthon. Genre themes include subjects like E C Champion’s A market scene near

Dusseldorf, Prussia. Finally, in the category of landscape painting we find many

views of German castles such as C. R. Stanley’s Salzburg Castle.
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CHAPTER 2:
GREEK SUBJECTS IN THE SALON AND THE ROYAL ACADEMY

In this chapter I shall give an outline of the scale, statistical pattern over time and
distribution among different aspects of Greek life of works of art at the annual art
exhibitions of the Royal Academy and the Salon between 1833 and 1880. I shall thus
focus on the classification and statistical measurement of the multiplicity of titles
describing works of art depicting various aspects and historical periods of Greek life
and topography which I collected from the Royal Academy and Salon exhibition
catalogues for the period of study. This is a descriptive account of works of art on
Greek subjects. The interpretation of this material will be pursued in Parts II, III and
IV of this study.

I divided the category ’Greece’ into sub-categories. This classification follows, in a
somewhat abbreviated and modified form, the standard academic classification of
artistic subject-matter which I used in my brief account of the content of each of the
other foreign national categories in the previous chapter. I thus describe the contents
of the category ’Greece’ which I collected from the exhibition catalogues according

to the following six categories :

(1) History, includes the following sub-categories: (a) ancient (from Homer
to Constantine), (b) mediaeval (including Renaissance) and (c) modern Greek history
(from the seventeenth century onwards). History groups together depictions of major
public historical personages and incidents taken not only from different periods of

Greek political history, but also from the visual arts, poetry, philosophy, and science.

(2) Mythology includes: (a) heroic, (b) erotic, (c) paganism and (d) other
mythology. "Heroic mythology’ groups together images of Greek mythological heroes
as well as subjects from Homer, the tragedians, Aesop and others. It sets apart and
generally revolves around incidents from mythical stories of high-minded men
administering justice with the sword or the muscle. ’Erotic mythology’ groups

together images of Venus, Bacchus and related deities, whose massive numbers justify
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their separation from other pagan subjects. Note, however, that Venus did not always
have an erotic or sensual significance, a point which I shall explore in my analysis
of images of ancient Greek religious conceptions. For this reason, I shall also refer
to this category of Greek mythological subjects more neutrally, as ’Venus-Bacchus’.
"Paganism’ groups together representations of the main pagan gods, as real personal
powers or as personifications of ancient Greek philosophical concepts regarding the
origin and prime moving forces of the world, and of pagan Greek religious staff, like
priests, and institutions, like pagan rituals and ceremonies. Finally, the category

’other mythology’ is a residual category.

(3) Religion, includes works representing Greek defenders of the Christian
religion against paganism as well as representations of Greek Orthodox saints, church

personnel, objects and institutions.

Finally, works of art on Greek subjects are divided into (4) Genre, (5) Landscape
and (6) Other. Portraiture has been merged with genre partly because the distinction
cannot be upheld in many instances such as portraits of individual Greeks which can
be considered as illustrations of Greek ethnic and social types and also portraits of

individuals in Greek ethnic costume, such as Portrait of Mrs.....in Greek dress in

which the ethnographic focus is also important.

The above classification of works of art on Greek subjects which were exhibited in
the Royal Academy and the Salon between 1833 and 1880 may be summarised as

follows:
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Types of Greek subjects in the R.A. and the Salon

1.History -Ancient 4.Genre (and Portrait)
-Mediaeval
-Modern

2.Mythology -Heroic 5.Landscape
-’Erotic’
-Paganism
-Other

3.Religion  -Greek Orthodox 6.0ther
Christianity

The rest of this chapter is divided into two main sections. In the first section I
describe the contents of the category ’Greece’ in the Salon and in the second I do the
same for the Royal Academy and also compare the Royal Academy with the Salon.
In each section I consider the following : firstly, illustrative examples of the types of
works included in each of the sub-categories of the national category ’Greece’;
secondly, the statistical distribution of works among these different categories of
Greek subject-matter. This I shall do in order to show the particular aspects of Greek

life which British and French artists tended to represent more often.

Greek subjects in the Salon

In this section I shall give a few examples of subjects in each of the main categories
of Greek subject-matter listed above and then consider the statistical pattern of each
category. Greek History subjects include works on ancient Greek history such as
PARANT’s Alexandre sauvant son pere (Salon 1834); *mediaeval’ history such as S.-

P. GRANGER’s Le maréchal de Boucicault fait lever au sultan Bajazet le si\ege de
Constantinople (1404) (Salon 1840); modern history such as A. COLIN’s Sujet de la

guerre grecque moderne (Salon 1842).

Mythological subjects in the Salon include images of heroes such as Marcel

BRIGUIBOUL’s Combat de Castor et Pollux contre Idas et Lynce/e (OVIDE. Fastes,
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liv.v.) (Salon 1866); images of Venus such as Narcisse DIAZ DE LA PENA’s Venus
et Adonis (Salon 1848) and of Bacchus such as Emile HEBERT’s plaster model of
Bacchus (Salon 1866) which was bought by the state to decorate the Palais des

Tuileries; and, finally, images of other Greek pagan gods such as Hermes in Mme

Celine PARMENTIER’s painting on porcelain after Alaux, Pandore descendue sur

la terre par Mercure (Salon 1847).

French illustrations of the history and structure of Christianity in Greece include
subjects such as Merry-Joseph BLONDEL’s Le triomphe de la religion sur

I’athéisme. Un guerrier de Constantin meurt confiant dans la croyance religieuse.
A
Aidé de I’espérance, il repousse... le sophiste qui ne lui montre, au-dela du tombeau

que la destruction, le néant! (Salon 1834). Images of everyday Greek life include
works such as Charles FOURNIER’s Jeune Grecque (Salon 1842). Finally, Greek

landscapes include not only works on natural and urban topography but also views of

archaeological sites such as Claude-Felix-Theodore ALIGNY’s Vue de 1’ Acropolis;
Athenes (Salon 1853).

The following two tables show the annual scores of each of the above categories in
selected years of the period 1833 to 1880, both in absolute numbers and as a
proportion of all the Greek’ works exhibited in the Salon in each of these years.
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TABLE 12: Distribution of works among different Greek subjects in the Salon
in selected years, in absolute numbers: 1833-1880

Subject 1836 40 4 48 ’53 ’61 ’66 70 TS 79

HISTORY

Ancient 4 1 6 10 9 17 12 18 13 6
Mediaeval 1 3 0 5 1 0 3 0

Modern 2 4 2 5 1 0 3

MYTHOLOGY

Heroic 2 3 0 4 1 5 14 18 6 14
*Erotic’ 8 4 4 51 22 69 40 90 63 65
Paganism 1 0 5 5 4 21 15 22 17 22
Other 1 1 2 9 9 15 17 10 13
RELIGION

Gr-X* 6 7 5 4 3 3 1 4 3 1
GENRE 4 4 5 13 4 10 11 14 15 8
LANDSC. 2 0 7 8 4 11 8 1 3 2
OTHER 1 0 0 2 0 7 0 3 0 2

TOTAL 35 32 40 124 61 164 136 200 137 142
GREEK

* Gr-X = Greek Orthodox Christianity
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TABLE 13: Rates* of different Greek subjects in the Salon in selected years:
1833-1880

Subject 1836 ’40 44 ’48 ’53 ’61 ’66 ’70 75 79

HISTORY

Ancient 11.4 3.1 15.0 8.0 148 104 8.8 9.0 9.5 4.2
Mediaeval 2.9 9.4 0.0 4.0 1.6 0.0 2.2 0.0 0.0 0.0
Modern 5.7 12.5 5.0 4.0 1.6 1.2 0.0 1.5 0.0 0.0
MYTHOLOGY

Heroic 5.7 9.4 0.0 3.2 1.6 3.0 103 9.0 4.4 9.9
’Erotic’ 229 12.5 10.0 41.1 360 42.0 294 450 46.0 45.8
Paganism 2.9 0.0 125 4.0 6.6 12.8 11.0 11.0 124 15.5
Other 2.9 3.1 5.0 7.2 9.8 5.5 110 8.5 7.3 9.2
RELIGION

Gr-X** 17.1 21.9 125 3.2 4.9 1.8 0.7 2.0 2.2 0.7
GENRE 114 12,5 12,5 105 6.6 6.1 8.0 7.0 10.9 5.6
LANDSC. 5.7 0.0 175 6.5 6.6 6.7 5.9 0.5 2.2 1.4
OTHER 2.9 0.0 0.0 1.6 0.0 4.3 0.0 1.5 0.0 1.4

* = proportion out of all Greek’ works
**Gr-X = Greek Orthodox Christianity

As I shall examine these works in greater detail and from a comparative point of view

both below and in subsequent chapters, I shall not analyse these statistics here.

Greek subjects in the Royal Academy

Now I want to consider in the same way Greek subjects in British art in the same
period. History subjects in the Royal Academy include works on ancient Greek
history like G ABBOTT’s Alexander the Great crossing the Granicus (R.A. 1844),
a subject drawn from Plutarch’s "Life of Alexander", or A. MUNRO’s model of a
statue of Hippocrates (R.A. 1857). Mediaeval history includes works like E
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ARMITAGE’s (R.A.) Julian the Apostate presiding at a conference of Sectarians
(R.A. 1875), an illustration of a passage from Gibbon’s "Decline and Fall of the

Roman Empire". (This subject could also be classified under religion in which I have
included subjects illustrating the conflict between the Christian and the Greek Pagan
religions). Modern history includes subjects such as R.S.THOMAS’ The Battle of
Navarino (R.A. 1842). It also includes Byronic subjects which, although literary and
fictional, are inspired by real events, namely the Greek War of Independence.

Among Mythological subjects, 'Heroic mythology’ includes images of such
personages as Hercules, Prometheus, Perseus, Achilles, Hector, and Ulysses, but also
of Medea, the Amazons, Antigone, Penelope, Nausicaa, Oenone, Briseis who were
connected in one way or another with these men. Examples include works like J
GAWEN’s sculpture Achilles and Lycaon "Die, then , he said, as the word he spoke,

The fainting stripling sunk before the stroke" (R.A. 1861) from Pope’s Iliad or F.
R. PICKERSGILL’s Oedipus at Colonus of Sophocles (R.A. 1842).

The category ’Erotic’ (or Venus-Bacchus) includes illustrations of the stories of the
loves of the gods such as Jupiter and Danae, Venus and Adonis, Pluto and

Pfoserpine, Narcissus and the nymphs, of which W. E. FROST’s, (A)Narcissus. For

him the Naiads and the Dryads mourn (R.A. 1857) is one example. Love stories by

classical and post-classical authors which include mythological personages or
supernatural events, such as Theocritus’ Hero and Leander are also included in this
category. British authors such as Thomson, Milton, Spenser and Shakespeare are also

sources of Greek mythological subjects of this variety for British artists.

Ilustrations of Greek Paganism include such works as Hesiod’s account of the Golden
Age, the myth of Pandora, representations of and incidents in the life of the twelve
Olympian and other minor gods, such as the Hours, the Seasons, the Graces, the

Muses, Eos etcetera. This category also includes the worship practices of the antique

gods such as J S WESTMACOTT’s Chrysis, Priestess of Juno at Argos, who fallin
asleep during her watch in the Temple,caused it to be burnt down through her
negligence in setting fire to the sacred ornaments (R.A. 1868).
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Greek Christian religious subjects include works which show the Greek Orthodox
religious life and monuments such as D. ROBERTS’ (A) View of the Greek church

of the Holy Nativity in Bethlehem (R.A. 1840).

Genre includes ethnographic subjects such as costume pieces, folk scenes and modern
and antique pastoral themes and representations of Greek athletes. The subjects,
therefore, can be drawn from modern, mediaeval or ancient Greek everyday life. The
same category also includes portraits of both Greek individuals and non-Greek
individuals but dressed as Greeks. Illustrations of literary and poetical accounts of
Greek mores are also included in this category as for example illustrations of Byron’s
poetry depicting family relationships and love, such as the Giaour’s mother and
Haidee and Don Juan. For example, L.DUNCAN’s Don Juan "’Twas bending close
o’er his, and the small /mouth seemed almost prying into his for breath"(R.A. 1861).
These themes are of course distinguished from the more embattled moments and
deeds of political heroism - including those of piracy and adventure - of Byronic
characters. Other titles are GOURLAY STEELL’s A challenge "When Greek meets
Greek then comes the tug of war", (R.A. 1877) and GEO. RICHMOND’s (R.A.),
Eustratius Ralli, Esq (R.A. 1879).

Finally, landscape includes not only Greek topography and architecture but also
images of explicitly Greek-inspired British buildings, like W. & H. W. INWOOD’
An Athenian Ionian garden temple, now completing in the flower plantations of the
Hon the Earl of Onslaw, at Clandon, Surrey (R.A. 1838).

In the following two tables I present the works of art on Greece which were exhibited
in the Royal Academy organised chronologically and by subject-matter. The
distribution of works on Greece into thematic categories is shown in absolute
numbers and as a proportion of all the works on Greece which were exhibited in

each year.
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TABLE 14: Distribution of works among different Greek subjects in the R.A. in
selected years, in absolute numbers: 1833-1880

Subject 1836 40 44 ’48 ’53 ’61 ’66 70 75 719

HISTORY

Ancient 0 1 3 3 5 0 2 5 1 8
Mediaeval 0 0 0 0 0 0 0 0 2 0
Modemn 1 0 2 0 0 0 0 0 0 0
MYTHOLOGY

Heroic 2 10 7 4 4 6 8 7 6 2
*Erotic’ 16 8 13 24 9 6 8 10 9 10
Paganism 5 7 5 7 4 0 1 3 3 3
RELIGION

Gr-X* 0 0 0 0 0 0 0 1 2 0
GENRE 7 4 3 1 8 3 3 4 6 6
LANDSC. 6 9 0 3 3 0 1 1 0 0
OTHER 1 0 1 0 1 0 1 1 1 0

TOTAL 38 39 34 42 34 15 24 32 30 29

*Gr-X = Greek Orthodox Christianity
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TABLE 15: Rates of the different Greek subjects in the R.A. in selected years
(% calculated in relation to all works on Greek subjects exhibited each year):
1833-1880

Subject 1836 1840 1844 1848 1853 1861 1866 1870 1875 1879

HISTORY

Ancient 0.0 2.6 8.8 7.1 14.7 0.0 83 15.6 3.3 27.6
Mediaeval 0.0 0.0 0.0 0.0 0.0 0.0 0.0 0.0 6.7 0.0
Modern 2.6 0.0 5.9 0.0 0.0 0.0 00 0.0 0.0 0.0
MYTHOLOGY

Heroic 5.3 25.6 20.6 9.5 11.8  40.0 33.3 21.9 20.0 6.9
’Erotic> 42.1 20.5 38.2 57.1 26.5 40.0 33.3 313 30.0 34.5
Paganism 13.2 18.0 14.7 16.7 11.8 0.0 4.2 9.4 10.0 10.3
RELIGION

Gr-X 0.0 0.0 0.0 0.0 0.0 0.0 0.0 3.1 6.7 0.0
GENRE 18.4 10.3 8.8 2.4 23.5 20.0 12.5 125 20.0 20.7
LANDSC. 15.8 23.1 0.0 7.1 8.8 0.0 4.2 3.1 0.0 0.0
OTHER 2.6 0.0 3.0 0.0 2.9 0.0 4.2 3.1 3.3 0.0

Gr-X=Greek Orthodox Christianity

In the following table I show in rank order the overall distribution of works of art on
Greek subjects in the different thematic categories for the whole period and as
proportions of all works on Greek subjects in the R.A. and the Salon. All works on
different aspects of Greek mythology have been grouped under the general category
'MYTHOLOGY’.
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TABLE 16: Comparative table of the rank of each of the different Greek subjects found
in the R.A. and the Salon with its overall rate as a proportion of all works on Greek
subjects exhibited in each venue between 1833 and 1880 (all calculations are based on
the sampled years)

R.A % SALON %
1 MYTHOLOGY 63.7 1 MYTHOLOGY 70.50
2 GENRE 13.6 2 ANCIENT HIST. 8.90
3 ANCIENT HISTORY 8.9 3 GENRE 8.50
4 LANDSCAPE 8.4 4 LANDSCAPE 4.90
5 MODERN HISTORY 2.0 5 RELIGION-X 3.50
6 RELIGION:GR-X* 0.6 6 MODERN HISTORY 1.50
7 MEDIAEVAL HISTORY 0.3 7 MEDIAEVAL HIST. 0.90

TOTAL WORKS 653 TOTAL WORKS 2000

*Gr-X = Greek Orthodox Christianity

The following table shows the total number of works constituting each sub-category of Greek

subjects according to the above rank order of each sub-category.

TABLE 17: Comparative table of the rank of each of the different Greek subjects found
in the R.A. and the Salon with its overall score for the period 1833-1880

R.A. SALON

1 MYTHOLOGY 416 1 MYTHOLOGY 1411
2 GENRE 89 2 ANCIENT HISTORY 177
3 ANCIENT HISTORY 58 3 GENRE 170
4 LANDSCAPE 55 4 LANDSCAPE 98
5 MODERN HISTORY 13 5 RELIGION-X 70
6 RELIGION:GR-X 4 6 MODERN HISTORY 31
7 MEDIAEVAL HISTORY 2 7 MEDIAEVAL HIST 18
TOTAL WORKS* 653 TOTAL WORKS 2000

* includes "other",i.e. unclassifiable subjects
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As we can see, MYTHOLOGY ranks first in both the R.A. and the Salon occupying in both

cases more than half of all Greek subjects and reaching in France 70.5% as compared with
63.7% in Britain. In practice, this means that of all Greek subjects, works dealing with
Venus, Bacchus and related personages and themes. had, throughout the period, the highest
probability of occurrence in both the Royal Academy and the Salon.

The pattern of distribution of works among the other categories is quite different except for
LANDSCAPE and MEDIAEVAL HISTORY which occupy the same rank position in the
two countries. LANDSCAPE comes fourth in both countries and MEDIAEVAL HISTORY

comes seventh.

As far as the second most popular subject type is concerned, British artists and their public
express a higher interest in the ethnographic and everyday life aspects of Greece, with
GENRE occupying 13.6 % of all Greek subjects, than do the French. In France, interests
are divided regarding the second most favourite aspect of Greek life for artistic representation
and consumption. This is evident from the figures relating to the ANCIENT HISTORY of
Greece and to GENRE, namely 8.9 % and 8.5 % respectively. Although in both countries
ANCIENT HISTORY occupies 8.9 % of the total Greek works, the relative importance
which this category is given by each country vis-a-vis the other categories of subjects is quite

different.

It is important to retain such distinctions as similarity in proportion but difference in rank and
vice versa for their informative value. It is significant for example to note, in another
instance, namely, in the category of LANDSCAPE which in both countries occupies the
same, fourth position, the size of this category is different in the two countries : in the R.A.
this category is nearly double in size as compared with the Salon with 8.4 % and 4.9 %
respectively. This difference indicates a greater social interest in this particular aspect of

Greece in Britain than is the case in France.

The patterns of RELIGION also divide the two countries. The British express very low
interest - 0.6 % of Greek works - either in Orthodox Christianity or in the victory of

Christianity over Paganism, a theme of greater interest to the French with works on this
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theme occupying 3.5 % of all Greek works. This difference may be explained by the revival

of Christianity (which in France meant a revival of Catholicism) which marked nineteenth-
century France following the secularism of the French revolution; and also by the much more
explicit and ritualised conception of Christianity which the French shared with the Greeks
and which distinguished them from the British. In the essentially Protestant British society
by contrast, the marks of the religious life tended to be much more moral, inner-worldly, less
ritualistic, less visibly different from other types of behaviour and thereby much more distinct
and indeed often opposed to the religious conceptions of both Catholic and Orthodox
Christianity. I shall consider the differences between the British and French interpretations

of Christianity as these affected artists’ orientation to Greek subjects in subsequent chapters.

Finally, MODERN HISTORY ranks higher in Britain than in France, occupying the fifth
and sixth positions respectively. However, the size of this category of works is similar in

both countries, occupying 2% and 1.55% respectively, of all the works on Greek subjects.

The following two graphs show the pattern of works on Greek subjects in the R.A. and the
Salon during the period under consideration. They are based on the annual rates of works on
Greek subjects in each venue which have been calculated in relation to all works on foreign

subjects.
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GRAPH 2: Pattern of works on Greek subjects in the R.A. as
percentages of all works on foreign subjects :1833-1880
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GRAPH 3: Pattern of works on Greek subjects in the Salon as
percentages of all works on foreign subjects; 1833-1880
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I shall now briefly compare the British and French statistical patterns over time of works of
art treating subjects from Greek MYTHOLOGY which was the most popular single item of
Greek civilisation for both British and French artists and their public. The following table
displays the annual rates of mythology as proportions of all the works on Greek subjects
exhibited each year. The symbols +/- indicate the relationship of the French scores to the

British scores for each year as 'more/less than’ the British score.

TABLE 18: Comparative table of the annual rates of Greek mythology in the R.A. and
the Salon as proportions of all works on Greek subjects exhibited each year in each
venue: 1833-1880

YEAR R.A. SALON

1834 65.5 -60.00
1836 60.6 -42.80
1838 52.0 +61.90
1840 64.1 -40.62
1842 58.7 -50.00
1844 73.5 -36.50
1846 67.4 -40.80
1848 83.3 -61.10
1850 66.7 +73.10
1853 50.1 +63.86
1857 74.0 -63.60
1861 80.0 -67.90
1864 55.5 +80.50
1866 70.8 +74.20
1868 73.9 +78.70
1870 62.6 +77.30
1873 46.5 +83.10
1875 60.0 +75.20
1877 72.7 +78.50
1879 51.7 +85.00

NOTE = + and - in the Salon column mean more or less than the R.A.
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The changes of these figures over time can be visualised in the following graphic form :

GRAPH 4: Pattern of works on Greek mythology in the R.A. and the Salon (% of
annual Greek totals): 1833-1880

ftfi; I*

UHIE!
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The patterns of mythological subjects in the two countries as compared with one another are
as follows according to the rates of each sample year. There are two main periods: the first
one is between 1834 - first year of the sample - and 1861 ; the second is between 1864 to
1879 -last year of the sample. In the first period there is a predominance of Britain over
France from the point of view of their relative interest in Greek mythology. In the second
period France overtakes Britain in that respect reaching the highest proportion of works on
mythological subjects ever achieved in the two countries, namely 85 % as compared with a
maximum of 83.3 % in Britain. This is not such a remarkable difference in itself. But what
is significant here and requires explanation, is that such rates were achieved at radically
different moments in time : in 1848 in Britain and in 1879 in France. The reasons for this

difference will be explored in Parts III and IV of this study.

Another feature which distinguishes the two countries with respect to the pattern of works
of art on Greek mythology is the general increase of such works in France from 1846
onwards as compared with the fluctuations in the rates of such works in Britain. These
fluctuations divide the annual rates of mythological works in Britain into three periods :
firstly, a period of increase which spans the first half of the century, secondly a period of
decline from 1850 until the middle of the 1850s, and thirdly a period of increase culminating
in 1861 with numbers beginning very gradually to decline from 1861 and showing dramatic
fluctuations during the 1870s.

The following graph shows the pattern of distribution of works on Greek subjects among the

different genres in the R.A. and the Salon during the period under consideration.
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GRAPH 5: Comparison of the patterns of distribution of works on Greek subjects
among the different genres in the R.A. and the Salon; 1833-1880
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This and the preceding chapters have been almost exclusively descriptive of primary data.
In Parts II, III, and IV, I shall try to account for some of the peculiarities of the works of
art on Greek subjects which I described above.
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PART II: PHYSICAL ANTHROPOLOGY AND ETHNOGRAPHIC ART
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CHAPTER 3:
PHYSICAL ANTHROPOLOGY AND THE ANTHROPOLOGY OF THE
GREEKS

Introduction

In this chapter I shall examine ideas about the Greeks as they were established by the
main British and French life-scientists and especially the physical anthropologists of
the nineteenth century. The object of the anthropological theories which were
developed ! during this period in Europe was to determine man’s relationship to
other elements of the natural world and to examine the phenomenon of human
physical and cultural variation. The latter enquiry came to mean a) the establishment
of a typology of the range of physical variation among human groups, b) the
classification of human groups according to this typology, c) the explanation of the
origin of physical differences and d) the determination of their socio-cultural
consequences. From this point of view, I shall consider English and French ideas
about the Greeks, namely the classification, explanation and evaluation of the

distinctive physical and cultural traits of the Greeks.

Having established the anthropology of the Greeks, I shall go on in the following
chapters to examine the communication, presence and impact of anthropological
concepts, explanations and precepts or ideals on the wider English and French
societies. To this end, I shall examine the ideas and institutions which dominated the

spheres of art, education, politics and religion in the two societies.

The final goal of my account is to show the social significance of images of Greek
life in English and French art. I shall show that the choice and particularities of
Greek subject-matter by artists working in England and France was to a large extent
guided by certain vital beliefs and practices which marked the two societies in this
period. I shall show that the representation of Greek life in English and French art,

although traditional, if looked at from the outside, was not a habitual or conventional
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practice, but that it had its roots in an entirely new set of ideas and in the new

practices which implemented them.

The rise of Physical Anthropology

The eighteenth and nineteenth centuries witnessed important scientific changes with
the emergence of modern biological and human sciences, such as comparative
anatomy, zoology, palacontology, geology and finally ethnology also called physical
anthropology 2. At the root of these disciplines lay an intellectual curiosity to study
man scientifically, i.e. in his empirically observable nature. The Swedish naturalist’s
Carl von Linne’’s (1707-1778) Systema Naturae of 1735 which contained a universal

biological classification was the first major® scientific study of man as part of nature.

During the eighteenth century Enlightenment, European thinkers in the early throes
of positivism, became aware of and affirmed the existence of physical humanity. They
became interested in a scientific as opposed to the traditional religious, i.e. Biblical
explanation of man. This interest gave a new direction to the religiously inspired, i.e.
Protestant, scientism with its belief in natural theology which went back to the
sixteenth and seventeenth centuries. These cultural re-orientations coincided with and
were further stimulated by a new period of European geo-political, commercial and
missionary world expansion in the course of which the full range of the physical and
socio-cultural varieties of mankind was unfolded. It was thus that mankind became
the object of a more sustained, organised and scientific investigation. Janine Buenzod
explained the birth of anthropology in the following terms :
~

"L’esprit critique humaniste d’une part, ’exegese protestante de

’autre, maJs surtout, la decouverte d’un Nouveau Monde multiplient

les problemes 1nsolub1es qui entrainent le discrédit, aux temps

modernes, des génealogies de la B1b1e Celles qu’on proposg a T leur

place sont le fruit de la revolution generale des idees, et se reclament

de la science : leurs contours se precisent avec la naissance, au XVIIle

siecle, des sciences dites de I’homme...la base des grandes divisions
entre races..."*

The scientific study of physical man in his formal® variations crystallized in the study
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of what anthropologists called the races of man. The word race as applied to mankind
was not new in the European vocabulary. But its meaning now changed. Michael
Banton has established the "three-phase view of racial thought"S. According to
Banton, in the sixteenth century, race referred to genealogical differences and in
particular to the question of which human groups descended from Adam and Eve and
which, if any, did not. This enquiry relied mostly on scriptural, literary, mythological
or traditional evidence. The second phase in the use of the word race belongs
essentially to the first half of the nineteenth century when its new meaning became
established in both scientific and lay opinion. During this period the word race
referred to the physical differences which scientists observed in mankind. These
differences led scientists to divide mankind into a number of physical types or races,
each defined by a number of hereditarily transmitted and permanent physical
characteristics. The third and last phase in the use of the word race came with
Darwin’s evolutionary explanation of the physical variations of living organisms,
including man. Following this theory, race meant sub-species. In his book The Origin
of Species which was published in 1859, the great British naturalist Charles Darwin
(1809-1882) explained the phenomenon of physical variation in nature as the result
of accidental variations or mutations and of the natural and sexual selection for
survival of those individuals who possessed the traits which happened to meet the
requirements of survival. In this paradigm, life was perceived as the struggle for
survival among organisms competing for scarce resources, an idea borrowed from

Malthus and Spencer. In this and his other major publication The Descent of Man,

and Selection in Relation to Sex (1871), Darwin also showed the unity of mankind.
However, Darwin’s theory of the modifiability of physique did not discredit the
idea of race as a permanent biological type altogether. Indeed, Darwin himself

believed that physique was modifiable within, not across racial types’.

Until Darwin’s explanation of human physical variation was finally universally
accepted as true the so-called life-scientists were divided between two main theories:
monogenism and polygenism. Monogenism claimed the unity of the human races as
descendants of the same ancestors (usually Adam and Eve) and explained human

physical differences which it saw as varieties as the result of the following possible
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factors : either of divine act which matched race with environment (since different
races could be found in different climates), or of biological adaptation to
environmental factors, or of ’degeneration’, or finally of evolution, i.e. "progress of
forms"?. Polygenism saw the human races as distinct beings or separate creations of
God and distinguished between the Adamite and the Pre-Adamite races’. Darwin
established a version of monogenism which accepted both degeneration and evolution

as possible directions in the biological history of living organisms.

The new area of scientific enquiry into the physical differences of mankind became
known as ethnology!® or physical anthropology'!, or just anthropology 2 and is now

> B or pseudo-scientific racism . It attracted a wide

referred to as ’scientific racism
range of scientists with overlapping interests such as anatomists, biologists,
naturalists, moral philosophers and medical doctors". Johann Friedrich Blumenbach
(1752-1830), the German anatomist, is generally considered the "father" of physical

anthropology'® with his De Generis Humani Varietate of 1775. However, it was not

until the middle of the nineteenth century that these scientists associated to proclaim
anthropology as a separate branch of science. It was in France that the first
Anthropological Society was founded in 1859 by Paul Broca as the Societe
d’Anthropologie de Paris . In 1863, James Hunt formed the Anthropological

Society of London in imitation of the French one'®.

The discovery of the range of human physical variation was intended to enable
scientists to describe individuals and groups in terms of their characteristic features
in the sense of exclusively and typically held and hence ’racial’ traits. In fact, the
search for the determination of the racial or physical types of mankind produced a
number of classifications. This was because, as scientists eventually realised to their
dismay, individuals and groups differed anatomically in many different respects.
Thus, in an article in the Larousse du XIXe siecle on "race" we read :

"Pour classer scientifiquement ces races il faut exactement connaitre

leurs ciEteres distinctifs;...Ces caracteres distinctifs, on les a tirés de

la forme et de la capacité de la tete osseuse, de la configuration des

autres parties du squelette, de la force musculaire, de la stature, de la
couleur de la peau et de I’iris, des traits de la face et de la disposition




80

du systeme pileux.""

Consequently, anthropological classifications varied, depending on the anatomical
part(s) which different scientists chose to observe in its formal variations and co-
variations with other parts. As we shall see, social circumstances also determined in
certain respects the divisions and groupings of mankind into different racial

categories.

The importance of the idea of race came to lie not only in its descriptive value but
also, and more importantly, in its explanatory value. For eighteenth century physical
classifications developed into socio-cultural explanations. Cultural traits came to be
seen as innate and in fact as racially determined traits. Although we do find the idea
of racial determinism in the eighteenth century in the work of the Dutchman Pieter
Camper (1722-1789), and, more famously, in Pierre Cabanis’ book Rapports du

physique et du moral de I’homme of 1795-1798, this peculiar explanation of the

history and destiny of nations?® became a dominant European doctrine around the
middle of the nineteenth century. As Janine Buenzod put it,

"En ce milieu du XIXe siécle, c’est l’ide/e de race comme tell/e et non

celle d’aristocratie qui occupe en histoire une place privilegiee"
Racial determinism or racism was a specifically nineteenth century cultural
phenomenon and was dispelled in the twentieth century. Banton and Harwood have
identified in Dr Robert Knox’s popular lectures to audiences in different parts of
Britain, "the first book-length racist statement"??. These lectures were published in

1850 as a book entitled The Races of Men. The idea that "Race is everything :

literature, science, art - in a word, civilization depends on it" became a deus ex
machina in European societies at large . It expressed the desire of nineteenth
century European scholars for "single, simple explanations, unitary laws subsuming

innumerable relationships"?*

Finally, the idea of race and its socio-cultural implications became the criterion of a
hierarchical classification of human groups into racial types of unequal worth. This
project became a typical feature of nineteenth century educated opinion whose

attitudes in this respect were radically different from the cosmopolitanism and
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environmentalism of the eighteenth century®. The criteria which anthropologists used
for this ranking were the current European cultural standards. These were the cultural
elements of classical Greece. As we shall see, the nineteenth century remained
attached to the classical tradition as an embodiment and measure of perfection. This
European attachment to the Greeks had remained virtually unbroken albeit for
different reasons from one generation to the next since the European Renaissance. In

the nineteenth century it produced many of the paradoxes of that century.

The Physical Anthropology of the Greeks

Having established the general theoretical framework by reference to which human
groups were classified, I shall now consider the main anthropological classification(s)
of the Greeks. These classifications will not be pursued separately for England and
France as the anthropological communities in these countries were quite European in
character; ideas spread fast. I shall follow a broadly chronological order although the
main, in the sense of the most consequential, theories belong to the middle and later

parts of the century.

The Caucasian Greek

For the early classifiers of mankind skin colour was "the natural place to begin"%.
We find it for example in Linnaeus’{&'tfold classification of the peoples of the world:
the white or homo europaeus, the red or homo americanus, the yellow or homo
asiaticus and the black or homo afer %, each living in a different part of the world.
But soon, anthropologists shifted from skin colour to head shape as a criterion of race
2 Blumenbach’s classification was the most influential and continued to be so
throughout the nineteenth and into the twentieth centuries?®. Blumenbach devised a
five-fold classification of man, based on skin colour, which remained his most
influential contribution to anthropology : Caucasian, Ethiopian and Mongolian were

the three primary races to which he added two more secondary races which were the
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result of the mixture or combination of the primary ones. This classification also
claimed that skin colour and head shape co-varied, i.e. that a particular skin colour
went with a particular head shape. This meant that a race was not adequately

described unless one specified both its peculiar skin colour and head shape.

In the hierarchical classification of the human races which Blumenbach identified, the
Caucasian race ranked at the top. This was due to its aesthetic value. The Caucasian
race was aesthetically pleasing for a number of reasons, including its symmetry. He
thus held that, "according to our opinion of symmetry", the Caucasian had the kind

of appearance which was "most handsome and becoming"*°.

Blumenbach’s views crossed the Channel via the most prominent English
anthropologist of the first half of the nineteenth century, James Cowles Prichard®'.
I shall now consider the place of the Greeks in Blumenbach’s hierarchical

classification through the writings of Prichard®?.

In the third volume of the third edition of his popular book Physical History of
Mankind of 1841 (first published in 1813), we find Prichard devoting a special

section to the description of the "Hellenic race” which included both the language and
the physical characteristics "Of the Greeks"*. We also find in the same edition an
illustration of the "Greek skull" in the frontispiece of the first volume where the
"Oval skull" of "A Greek" is juxtaposed and thereby contrasted with the "Elongated
skull from Titicaca". This juxtaposition corresponds to the high value which Prichard
and other physical anthropologists placed on the Greeks and which can be found in
this book.

For both Blumenbach and Prichard and for all subsequent writers on this subject, the
Greeks belonged to the Caucasian race. They were Europeans, to use Linnaeus’
terminology. Prichard described the Greek skull which was illustrated in the
frontispiece of his book as we said above, as

"a specimen of the oval or ooidal form of the cranium, characteristic
of the Indo-Atlantic, by Blumenbach termed Caucasian nations. The

.12
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skull from which this engraving was taken was that of a Greek named
Constantine Demetriades, a native of Corfu, who was long known at
Oxford, where he was a teacher of the modern Greek language. The
cranium is now in the museum of Mr. Richard Smith, at the Bristol
infirmary"*

In his description of the skulls of the European nations in particular who were thought
to be a sub-group of the Indo-Atlantic race, Prichard set up the Greek skull as the
type of the whole race in its most complete form:

"Among European nations the Greeks have perhaps displayed the
greatest perfection in the form of the head; in other words, it has been
supposed that the Grecian race in the configuration of the cranium
which belonged to that people, have exhibited the characteristic traits
of the Indo-Atlantic nations in the highest degree. This has been
inferred from the remains of Grecian sculpture..."
Furthermore, Prichard saw the Greek skull as the most beautiful human skull in the
whole of Blumenbach’s collection of human skulls :

"This Greek skull and one belonging to the ever
barbarous and unintellectual race of Georgians, are said
to be the most beautiful in his [Blumenbach’s] whole
collection, consisting of 170 crania of different
nations"3¢

In this passage Prichard also raised the issue of the correspondence between external,
physical and inner, spiritual nature, to which the idea of racial determinism was

related, a point to which we shall return.

The search for the determination of the racial type of both modern and historical
nations and states, raised two important questions : firstly the question of continuity
i.e. of the fixity or changeability of the physique of the members of a race over time
and under different social conditions, and secondly the question of sources for the

determination of the racial identity or difference of nations in time and space.

In the case of the Greeks, anthropologists used literary’’ descriptions by ancient
writers and travellers and also Greek figural art from the so-called classical period
as their sources for the determination of the physical type of the ancient Greeks.
These accounts they compared with the condition of the modern Greeks. The results

of this comparison varied and divided the anthropological community into two
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opposed camps. The negative results led to the distinction between the ancient and the
modern Greeks. This distinction had important consequences for the determination of
the identity not only of the modemn inhabitants of ancient Greece but of that of other
European nations, as we shall see. But as far as Prichard and Blumenbach are
concerned, they both upheld the genealogical and physical identity of the ancient and
modern Greeks®. For example, Prichard noted a number of physical similarities
between the ancient and the modern Greeks, such as the fact that one could still
observe among modern Greeks a variety of colours in the hair and the eyes which had
been noted by the ancient writers : "xanthoi, pyrroi, kyanohaitai, glaukopides, and

many others" [the Greek words are in Greek letters in the original]®.

The practice of using works of art in physical anthropology as sources of information,
and aesthetic criteria as means of evaluation was not universally accepted. In the case
of the Greeks this was because of doubts regarding the naturalism of ancient Greek
art. Indeed, the neo-classical school of art criticism which was founded by the
German art critic Winckelmann in the eighteenth century had taken its idealism from
the example of ancient Greek art. The neo-classicists believed that the ancient Greek
conception of physical beauty which the Greeks had embodied in their sculpted
images of their gods and heroes was an invention of their imagination. Eighteenth-
century anatomists like Pieter Camper confirmed this view albeit with some
qualifications. He claimed that although "every nation forms its idea