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Vorwort des Herausgebers
(noch sehr vorliufige erste Fassung)

-1-

Dieses Buch - im wesentlichen eine deutsche Neuiibersetzung des 35. Buchs von
Plinius Naturalis Historiae - entstand auf sonderbare Weise. Lange existierte es nur
als Auswuchs, der aus ,Sieben Tage Eifersucht®, dem ersten Roman der Comédie
Artistique herauswucherte. Im Juni 2011 wurde diese inzwischen fast zweihundert-
seitige Wucherung dann abgetrennt. In den seitdem entstandenen punktuell immer
wieder leicht verbesserten Neufassungen war sie jedenfalls nicht mehr enthalten.
Dass diese ,,Wucherung® jetzt trotzdem verdffentlicht wird, hat zweierlei Funktion.
Zum einen ist daran erkennbar, bis in welche Regionen ,Sieben Tage Eifersucht*
einmal vorgedrungen ist. Und zum anderen kann man sie nun auch isoliert in Au-
genschein nehmen, was, wie wir sehen, fiir Freunde der Malkunst per se interessant
ist. Denn bei dem legendiren 35. Buch von Plinius Naturalis historiae handelt es
sich um einen fiir die Entwicklung der europdischem Malerei so wichtigen Kern-
text, dass man eine in etlichen strittigen Teilen von der bisherigen deutschen Aus-
gabe sich absetzende Neutibersetzung nur begriiflen kann.

Zu ihrem vollen Verstindnis ist aber, wenn nicht nétig, so doch zu empfehlen, ein
gewisses Verstindnis der Struktur der ,Sieben Tage Eifersucht” zu entwickeln. Es
handelt sich um einen klassischen Kiinstlerroman. Sein Protagonist ist ein gewis-
ser Carl, der sich 1979 in Hamburg und New York auf dem Gebiet der Malerei
und der Performance betitigt, weil er - er ist 35 - von seinem bisherigen Betiti-
gungsfeld, dem Film, auf unklare Weise enttduscht ist. Was leider dazu fiihrt, dass
seine 25-jahrige Freundin Roberta ihn mit einen jungen Maler betriigt. In den
Wirren seiner Eifersucht, von denen ausfiihrlich berichtet wird, wendet sich Carl,
stark verkiirzt, darauthin wieder von der Malerei ab und dem Film zu. Um diesen
Handlungsfaden rankt sich jedenfalls die etwa 1990 entstandene gut 200-seitige
Grundsubstanz der ,Sieben Tage Eifersucht. Sie ist als subjektive Er-Erzidhlung
konstruiert, in der man sich die ganze Zeit dicht am Denken des Protagonisten be-
findet und alles mehr oder weniger aus dessen subjektiver Erlebens-Sicht berich-
tet wird. Dadurch fehlt naturgemaf ein giltiger Uberblick, sodass das Ganze eher
als eine ein spezifisches soziologisches Biotop - die Hamburger Kiinstlerszene also
des Jahres 1979 - erhellende Studie wirkt. Diese verrit wohl auch einiges tiber das
Welt-Kunstgeschehen jener Zeit, dessen Aussage-Giiltigkeit wurde aber durch das



Konkret-Soziologische in erheblichem Ausmaf limitiert.
-2-

Wie in allen subjektiven Er-Erzihlungen bleibt der eigentliche Erzihler dabei auf
komplexe Art anonym, was. z.B. in Kriminalromanen, zwar fiir eine gewisse Span-
nung sorgt, zugleich aber immer eine gewisse Schwiche ist. Wohl daher wurde etwa
1998 ein zweiter Erzahler in den Roman eingefihrt, der in deutlich anderer, weit
betulicher und weniger direkt beteiligter Sicht schrieb und die bis dahin vorliegen-
de Er-Erzihlung bearbeitete und kommentierte. Dieser Erzihler fithrt sich (in Ab-
schnitt II-2) folgendermaflen ein:

»Dieser Bericht, als so etwas liefie es sich vielleicht am Ehesten bezeichnen, nihert
sich jetzt (schrieb ich naiv im Verlauf des Jahres 1998, als ich dem Dargelegten erstmals ei-
ne gewisse Gultigkeit verleihen wollte) einem heiklen Teil. War das Beschriebene bislang
mehr oder weniger mit Wirklichkeit verbunden, mit jungen Menschen, die nach Héherem
streben, die wachsen und leben wollen, mit Plinen und mehr oder weniger bekannten In-
stitutionen, in denen man sie realisieren will, mit der bekannten Gesellschaftsmechanik al-
so, die, wie von Carl (...) immerhin schon begriffen, nicht eigentlich bosartig ist, wohl aber
Gutartigkeit nur am Rande kennt, so wird es nunmehr, wie sich leicht denken lisst, gehduft
zu eigentiimlichen Verrenkungen im Inneren der beteiligten Personen kommen. Von de-
nen haben die meisten zwar einiges wahrgenommen - ein Selbstmordversuch wie der des
Roland ist schliefllich vielen von uns begegnet -, sie darzustellen ist trotzdem nicht unpro-
blematisch. Die Eifersucht der anderen, solange sie zur relativen Vernunft zurtickfindet,
erscheint uns vor allem komisch, sie reizt zu einem dartiber sich erhebenden, letztendlich
gesunden Gelichter. Anders sicht es aus, wenn es nicht bloff mit missgliicktem Selbstmord
endet, sondern in einem veritablen Blutbad - dann will das Geléchter nicht recht mehr ge-
lingen. Solchen Fillen nahert man sich beklommenen Gefihls, selbst als ausgewachsener

Stoiker, und fragt sich, was zu derart iberzogenem Handeln hat reizen konnen.*

Diese Erzihler-Erscheinung, die das Geschehen im Weiteren immer wieder in die-
ser unbeteiligt-abgehobenen Art kommentiert, ist etwa 55 Jahre alt und bleibt lan-
ge vollkommen namenlos. Dann aber, gegen Ende des Buches (in Abschnitt V-C)
offenbart sich diese Personlichkeit doch:

»-.. und diese neue Niederlage verdnderte unseren Carl erneut und noch einmal

entscheidend; und wieder wurde er, in einer Reihe schmerzhaft robuster Hiutungen, zu et-

was anderem, er wurde zu - mir; warum soll ich es noch verheimlichen: er wurde zu mir, der
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ich all dies nun aufschreibe, mit mitunter leider schon eisigem Atem, um all das zu verste-
hen, was derzeit mit mir geschah. Dabei war es inzwischen weit weg, so weit, dass selbst das

Schlimme daran kaum noch schmerzte. Ich hatte es so gut wie vergessen.*

Anders als bei subjektiven Er-Erzihlung des Grundkérpers handelt es sich also
um einen in der Wirklichkeit verankerten sogenannten authentischen Ich-Erzihler.
Diese Erzihlinstanz ist allerdings, wie wir wissen, in der besseren Literatur noch
tiickischer als der subjektive ER-Erzihler, dessen das Geschehen wie eine Kamera
begleitende Anonymitit man, insbesondere in der Trivialliteratur, meist unhinter-
fragt hinnimmt. Auch in diesem Fall ist das so, denn der betulich-behibig vor-
gehende Ich-Erzihler ist mit dem wirklichen Autor (also dem stets hyperaktiven
Klaus Wyborny) offensichtlich ebensowenig identisch, wie, im Fall von ,Doktor
Faustus®, der pedantisch-ausgeglichene Serenus Zeitblom mit Thomas Mann. Un-
geachtet dessen reflektiert dieser Ich-Erzihler selbstherrlich immer wieder das bis-
lang Geschriebene, und versucht dem Ganzen eine Gestalt zu geben, die iber das
aktuell erlebte hinausging. Dabei reflektiert er auch seine Vorgehensweise:

»Es entsteht grofle Unsicherheit dariiber, ob und wie weit man das glitten soll. Bei
hoherer sprachlicher Eleganz konnte das Dargestellte, vielleicht muss es das sogar, darin er-
sticken. Zweifellos wire jedermann wohler, wenn es sich in eine leichte Komédie verwan-
delte, in der Art von Truffauts Jules und Jim', dessen verfithrerische Musik vielen in Carls
Generation vertraut war. Oder wenn man es in der genialen Art Nabokovs behandelte, aus
der, trotz unendlich viel liebevoll ausbalancierter Details, gesichtslosen Perspektive des frith
Gealterten, der an seiner Jugend nur noch die Verstiegenheit der Erwartungen erkennt.
Aber es ist doch sehr die Frage, ob dies das Auferste ist, was sich diesen Aufzeichnun-
gen abgewinnen ldsst. Man hat das Gefiihl, dass dann etwas verschenkt wird. Die Klarheit,
die einem zu so einer Leichtigkeit verhilft - wenn sie einem tberhaupt gegeben ist (man
kann sich schliefilich nicht eines Tages an seinen Schreibtisch setzen und sagen: ,46 heu-
te schreib ich wie Nabokov!") - wirde auf Kosten der in diesem Text immerhin aufgezeich-
neten Wirklichkeit gehen. Auf Kosten dieses, wenn auch skeptisch gefirbten, Gutredens
des eigenen Fihigkeiten, der Fulle der eigenen Einfille, der jubilierenden Selbstrezensio-
nen nach vollbrachter Tat. Dies alles pedantisch wieder zu verkleinern stellt eine noch gro-
fere Licherlichkeit dar als die hier immerhin gefundene, vielfach gebrochene Selbstfeier,
die wenigstens keiner zum Sprungbrett fiir eine schicke Karriere im Dienst der sogenann-
ten ,Standard-Aufklirung machen kann. Denn leider ist an Jules und Jim nichts mehr
wirklich. Die anmutige Konstellation dieses wunderbaren Films erwies sich, wie die Tage-
blicher der real einst in seine Geschichte Verstrickten nunmehr verraten, als im Kern eben-

so unwahr wie das melodramatische Ende. Der Film reprisentiert einen Traum, wie auch
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Nabokovs Radikalitit einen sonderbaren, eine eigentimlich niederschmetternde Objektivi-
tit ausstrahlenden Traum reprisentiert - wobei man fragen muss, um wessen Traum es sich

da eigentlich handelt, gerade wenn man ihm selbst ebenfalls nachzutriumen geneigt ist...“

So weit, so lobenswert, so gut. Andererseits enthiillt uns dieser ,reale“ Erzihler tiber
sein Reflektieren hinaus kein wirkliches Lebensfleisch, das die Erzdhlung wesent-
lich tiber das Jahr 1980 fortsetzen wiirde. In seiner eigentlich souverdnen Perspek-
tive stellt er (in IV-8) zwar die Frage:

»Was wiirde aus ihnen werden? Nicht im Scheitern, das mit dem Scheitern war
schlieflich klar - sollten sie scheitern, wiirden sie unten landen, ganz unten, und das oft
um so mehr, je mehr Talent sie zuvor bewiesen und je hoher sie eigentlich hinaus wollten.
(...) Aber was wiirde fiir sie hier in Hamburg maximaler Erfolg bedeuten, realistisch einge-
schitzter, maximaler Erfolg? Carl selbst kam sich ja nicht wie ein Kiinstler vor (auch wenn
er die meiste Zeit das Leben eines solchen fiihrte), insofern sah er maximalen Erfolg wei-
terhin in blof einer Art mittelmifliger Professur, in der er sich verwirklichen konnte. (...)
Und Roberta? Wiirde auch sie Kunstlerin werden? Er hatte keine Ahnung...“

Er gibt also keine Antwort und verschweigt sowohl den exakten Status seiner eige-
nen Position also auch den von Robertas Zukunft. Er stellt sich dimmer als er ist,
denn 1998 weif} er selbstverstindlich, was aus ihnen beiden mittlerweile geworden
war. Er kénnte z.B. berichten, dass er Roberta um das Jahr 1996 wiedergetroffen
hatte, und dass sie sich seitdem prachtvoll vertrugen und wieder Freunde wurden,
usw. usw. - doch nichts von alledem.

Warum? Offensichtlich, weil er die Aufbruchsdynamik des Jahres 1979 nicht
in Frage stellen mochte, um sie im Platt-Existentiellen eines modifizierten Le-
bensentwurfs versickern zu lassen. Sein Selbsthass fiihrt also nicht so weit, dass
er eine Einzelexistenz, die es nicht zu dem Status Picassos gebracht hat, in ihrer
Beschrinktheit vorzufithren gedenkt, sondern er betont das Versprechen, das sie
der Welt im versuchten Aufstieg einmal gab. Er bezieht sich also ausdriicklich auf
das Noch-nicht-ausgewachsen-Sein seiner Figur, was sich deutlich in einer Passa-
ge (aus Abschnitt IT1I-2) duflert, in der erklirt wird, dass die Helden dieses Romans
nur aus Vor-Namen-Substanz bestiinden:

»Und dann hatten sie noch gar keine Namen, sie bestanden erst aus ihren Vor-Na-
men: Walter; Wilhelm; Carl - sie machten Vor-Kunst und hatten entsprechend wenig Sub-

stanz: wenn sie sich aneinander rieben, waren sie schon dabei, sich zu zerstoren ... und wenn



sie unglaubliches Gliick hatten, lebten sie gerade mal in einer Vor-Glanz-Zeit.

In zwei Fillen wird Carl allerdings doch ein Nachname spendiert. In seiner Ge-
genwart spricht ein Fernsehredakteur in Mainz (in Abschnitt II-1) zu seiner Se-
kretitin:

,Dann rufen Sie noch einen Wagen fiir Herrn Dingsbums, ich muss jetzt
nach Miunchen, auf Wiedersehen, bis bald in Hamburg!“ Dann schiuttelte er Carl
die Hand und verschwand; Frl. Ehlers rief ein Taxi, Carl erhielt sein Filmscript zu-
rick, unterschrieb die Reisekostenabrechnung und saf}, es war genau 12 Uhr 15,

wieder in einem Auto.

Hier hat Carl also einen Nachnamen, der aber derart ironisch ins Spiel gebracht
wird, dass man meinen kénnte, der Redakteur habe ihn momentan leider vergessen,
weil Carl ihm nicht wichtig genug war. Dieses Motiv wird in IV-9 variiert, als Carl
mit seinem Freund Andreas vor einem Plakat mit genau diesem von dem Fernseh-
redakteur geduflerten Nach-Namen steht:

EIFERSUCHT!
(Bilder Filme Aktionen)
der zweite Teil der Showserie BELEIDIGT!
(BLOND! war nur der Anfang)
Carl Dingsbums im
Kiinstlerhaus 2 HH6 Weidenallee 10
Dienstag 20. 11.79 20.00

Der 1979-er Carls bleibt also als anonymer Dingsbums stecken, als der fast jeder
Kiinstler in irgendwelchen , Kiinstlerhdusern beginnt. Wihrend der 20 Jahre spi-
ter - im Roman allerdings vollig namenlos bleibende - seinen Senf dazu gebende
Ich-Erzihler sich einen grandios schwadronierenden Ausblick auf die europiische
Kultur génnt, mit einer Fiille von theoretischen Uberlegungen iiber ihren vergange-
nen und zukiinftigen Verlauf, von dem er - wohl an Spengler geschulte - sehr pes-
simistische Ansichten hat.

-3-

An dieser Konstruktion hat unsere Autor wohl lange festgehalten, ohne dass es ihn
wirklich tiberzeugte. In den ,Gesprichen im Nirgendwo® duflert er 2003 auf die



Frage, wie fertig die Sieben Tage Eifersucht denn nun seien:

»(Es ) gilt daftir das gleiche wie vor fiinf Jahren: das Ganze konnte so wie es ist fertig sein,
aber ich konnte auch noch was dran tun.“ - ;Was daran gefillt denn noch nicht?* - Es ist
immer noch nicht leicht genug. Ich hab da so einen betulichen Erzihler eingefiigt, der dar-
unter leidet, dass er nicht Professor geworden ist, und nun werde ich ihn nicht mehr los.*
- ,Und er gefillt Dir nicht, weil Du selber inzwischen Professor bist?“ - ,Ich bin es ja nicht
mehr. Aber trotzdem, vielleicht liegt es daran. Es ist jetzt jedenfalls besser geschrieben. Viel-
leicht mache ich ein Drehbuch daraus, um es dann als Komodie zu verfilmen. Alle Welt
mag Komddien. Dann wird es automatisch leichter. - ,Traust Du Dir denn einen Film
tberhaupt noch zu?“ -, Vielleicht, vielleicht auch nicht. Erst mal werde ich versuchen, Geld

fiir ein Drehbuch zu kriegen.“

Das Buch ist 2003 also in einem Zustand, der ihn nicht recht befriedigt. Daher
wundert es nicht, dass 2006 ein neues Element ins Spiel kommt, nachdem er of-
tenbar den Gedanken aufgegeben hat, daraus ein Drehbuch zu machen. Und zwar
ist dieses Element ein unvermittelt erscheinender neuer Erzihler. Und als wenn
der vorige nicht genug Fleisch hatte - er bleibt korperlos anonym - stattet er (in
Abschnitt II-2) den neuen sofort mit konkreter Fleischlichkeit aus: nach einem
tberstandenen Herzinfarkt liegt er in einem Krankenhaus, wo er am 14. Nov. 2006
einen Brief an den Dichter Durs Grinbein schreibt, mit dem er offenbar einen
recht vertrauten Umgang pflegt. Er unterzeichnet ihn mit der Schlussfloskel: ,Dein
C.c

Danach werden in den Roman an 6 weiteren Stellen tagebuchdhnliche Eintrige
oder Briefe eingeschoben (am 19. 1. 2007, dem 17. 4. 2007, 18. 4. 2007, 19. April
2007,21.4.2007,dem 3.Mai, 2007 und dem 8. Mai 2007), alle von dieser Person
C. verfasst, die den Roman in diesen Einschiiben halbherzig kommentiert. Jetzt,
fast 30 Jahre nach dem eigentlichen Geschehen, ist dieses offenbar dhnlich weit
seinem Horizont entschwunden, als von Carl nur noch der Anfangsbuchstabe tib-
rig geblieben ist. Er hat zwar noch immer keinen Nachnamen, aber zu seinem Um-
gang gehoren auler Grinbein auch Hans Magnus Enzensberger und Imre Kertesz.
Er hat also eine gewisse Karriere gemacht. Wobei in diesen Einschiiben einige in-
teressante Diagonalen durch das Buch geschlagen werden. Dabei geht es vor allem
um erlebte Korperlichkeit - wie sie sich auch in den Passagen mit dem Original-
Carl duflert - und die Reflexion dieses Erlebens. Einmal wird z.B. von einer Wil-
helm Meister Lektiire berichtet, in dem Goethes Held am Ende ja ebenfalls als

etwas glutlose Personlichkeit endet, nachdem er zuvor ins volle Leben gegriften
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hatte. Auch die Referenz zu Kertesz, dessen ,Roman eines Schicksallosen“ der Au-
tor angeblich auf der Intensivstation gelesen hat, spricht von dieser Diskrepanz von
personlichem Erleben und spiterer Aufarbeitung, wihrend Enzensberger - sein di-
rektes Erleben souverin ignorierend - liebenswiirdig flottiert und sich als Sammler
klassisch-niederldndischer Malerei outet. Spitestens durch den Herzinfarkt wurde
im neuen Erzihler offenbar die Verbindung zur Glut Carls, mehr noch aber die zu
dem selbstgefilligen vorherigen Erzahler entscheidend gekappt, denn er schreibt:

»Jawohl, ich hab all das tberlebt. Na, Kunststiick. Ein grofleres Kunststiick war,
dass ich die Person iberlebte, die dieses Romangebirge zusammenschrieb. Thr fiihle ich
mich noch weniger verbunden als diesem Carl. Nein, jener Buchautor ist fiir mich nicht
mehr zu fassen. Schon weil ich zu Anstrengungen wie seiner nicht linger fihig bin. Und
er ist mir nicht sympathisch. Sein betulicher Ehrgeiz, der systematische Fleif}, sie verstoren
mich. Dem fiihle ich mich nicht verbunden. Seinen Ehrgeiz find ich nun ebenso licherlich,
wie seine umstindlich auctoriale Selbstgefilligkeit, mit der er aus dem Trivialen Giiltigkeit
zu saugen versucht. Um in betulichen Satzfolgen dann zu tun, als sei man einer gewissen

Stabilitit nahegekommen. Dazu finde ich keinen Zugang.“

Nun, man hitte es damit bewenden lassen konnen, dass jener Tagebuch schreiben-

de C. gleich darauf auf Plinius kommt:

»Wollen Sie wissen, wie ich (aufler mit Lesen) die Zeit verbringe? Ich hab den
kompletten Plinius aus dem Netz runtergeladen, alle 37 Binde, absatzweise in Bruchstik-
ken. Weil mich seit Jahren irgerte, dass jeder der 37 Binde der deutschen Ubersetzung an
die fiinfzig Euro kostet. Nun hab ich auf meinen Rechnern eine 1855 angefertigte englische

Ubersetzung. Und, von anderer Stelle, das lateinische Original.“

Aber damit begniigt er sich nicht, und jetzt geraten wir zunehmend in unser eigent-
liches Thema, denn in Kapitel IV-2 kommt es an den Tag. Dort heifdt es, und
jetzt gibt es auch einen direkten Bezug zum Handlunggeschehen der ,,Sie-
ben Tage Eifersucht®:

»lch muss noch einmal unterbrechen. Ja, ich tbersetze jetzt Plinius. Plinius, Pli-
nius, Plinius. Mit William Smith‘s diversen Dictionaries im Rucken. Und der englischen
Ubersetzung von 1855 als Richtschnur. In diesen Dictionaries erscheint eine erstaunliche
Zahl von Kinstlern, meist Bildhauer, Gemmenschneider und Silberschmiede, weil sie ei-
ne Signatur in ihre Werke geschnitten haben. Maler tauchen weit seltener auf. Uber die

Mehrzahl der Kiinstler berichtet indes blof} ein einziger Satz, weniger noch als bei Arzten.
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Erstaunlich tGbrigens die Anzahl der tberlieferten Arzte, in diesem Dictionary of Biogra-
phies sind es Tausende, beim Leistungsstand antiker Medizin kommt einem das ungerecht
vor. Ausfiihrlicheres tiber Malerei verdankt man allein Plinius. Und ein bisschen wohl noch
Pausanias, dessen kunsthistorisches Vorgehen indes noch konfuser war. Sehr seltsam, was
die Maler-Welt Plinius verdankt. Und den Generationen von Bibliothekaren, die dessen
Werk, wie erwihnt grofiteils inkompetent, bewahrten. Nur wenn man den Wahrnehmungs-
horizont von Plinius durchbrach - oft nur weil ein Militir ein griechisches Kunstwerk ge-
raubt und nach Rom verschleppt hatte -, blieb der Kiinstlername erhalten. Das stimmt
melancholisch, wenn man die Kunst ernst nehmen will - wie es jener Ich-Erzihler tut, der
unseren Carl offenbar als Muster-Kiinstler vorzufiihren gedachte. An solcher Ernsthaftig-
keit habe ich keinerlei Anteil mehr. Sie interessiert mich nicht linger. Solchen Ernst werd
ich nie wieder entwickeln. Ha, nun kling ich schon fast wie Plinius: Doch zuerst behandeln
wir, was tiber die Malerei zu sagen bleibt, vor Zeiten eine zu riihmende Kunst - einst, als Konige
und Volker nach ibr fragten -, die bereits denen zu Rubm verhalf, die der Nachwelt zu iiberliefern
Siir wiirdig sie hielten. Jetzt jedoch wird sie von Marmorgebilden, ja selbst vom Gold in Ginze
verdringt... Plinius hitte sich gewundert, wenn er etwas vom Wiederaufstieg der Malerei

mitbekommen hitte.”

Auch mit dieser Notiz konnte er sich jedoch nicht zufrieden geben. Schliefflich
kann ja jeder behaupten, Plinius tibersetzt zu haben. Das widersprach dem Geist
der hier vorliegenden Komdédie: Gleich im ersten der ,Gesprichen im Nirgendwo®
konstatiert er 1994:

»oelbst wenn man die sogenannten Kiinstler nur in ihrer Verwirrtheit glaubwiir-
dig darstellen will, muss man auch ihre Kunstwerke glaubwiirdig darstellen. Und dies wirft
bei einer literarischen Darstellung erhebliche Probleme auf. Gewiss kann man sich als Li-
terat eine Reihe von Kunstwerken ausdenken, in die sich ihre angeblichen Hervorbringer
verirren, aber welchen Rang kann eine von einem Literaten ausgedachte Malerei, ein ausge-
dachter Film, eine ausgedachte Performance, ein ausgedachtes Bauwerk, eine ausgedachte
wissenschaftliche Studie, selbst ein nur ausgedachter Roman schon haben? Zum Kunstwerk
gehort nun einmal, dass man es nicht nur entwirft, sondern dass man es auch in all seinen
Details ausfiihrt, dass man es also macht und sich damit nach Méglichkeit in den gegen-
wirtigen Kunstbetrieb einmischt, in dem es, wie auch immer, zur Kenntnis genommen wird.
Haben die ausgedachten Kunstwerke keinen realen Rang, ist auch die Anniherung an die
sie hervorbringenden Kiinstlerpsychen in hohem Mafie irrelevant, weil sie, sollten sie die-
se von nur einem Literaten ausgedachten Fabrikationen ernst nehmen, sich ja von vorn-
herein tber die Qualitit ihrer Kunst tduschen und ihre anachronistische Pathologie von

vornherein feststeht. Daher werden in dieser Buchserie nur Kunstwerke erscheinen, die es
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tatsichlich gibt und die sich mit einem gewissen Mindesterfolg im realen Kunstbetrieb, sei
es in Galerien, Kinos oder Literaturhiusern, auf Festivals, im Rahmen von Hochschulen, in
Workshops oder 6ffentlichen Seminaren und mit einer gewissen Resonanz auch in Fach-
zeitschriften oder im internationalen Feuilleton zur Geltung gebracht haben. Diese ,,Kunst-
werke“ sollen den Lesern dieser Romanserie als Beilagen auch zuginglich gemacht werden,
momentan in Form von Videos, CD-Roms oder DVDs und in Zukunft von entsprechen-

den besser geeigneten Datentrigern.”

Mit anderen Worten: um diese kurzen Notizen glaubhaft in seinen Roman un-
terbringen zu konnen, musste der gute C. die diskutierten Plinius-Passagen nach
seinem angeblichen Herzinfarkt auch tatsichlich ubersetzen, und nicht nur ange-
berisch so tun. Denn nur dann haben seiner Ansicht nach seine Beitrige die Wucht,
die den Roman zu etwas Ernsthaftem machen und nicht nur zur Vorlage einer al-
bernen Fernseh-Komaodie. Aber wenn man es getan hat, muss man es auch zeigen:
musste man zeigen, das man nicht nur ein hergelaufener Schreiber ist, der irgend-
was Beliebiges zum Besten gibt. Das duflerst sich in folgendem Einschub

»Mein Gott, jetzt noch Lungenkrebs. Der Herzinfarkt war mir lieber. Damit
konnte man leben. Und sogar Plinius tibersetzen. Auferst interessant waren die Passagen
tiber die sogenannte Enkaustik, eine Kunstform, von der man seither nichts mehr horte,
von der Plinius aber behauptete, seinerzeit habe sie den Rang der Malerei gehabt. (...) Nun
ist weder etwas davon erhalten, noch wird dieses Handwerk wieder ausgetibt. Insofern, da-
her wohl mein Interesse, dhnelt dies der Situation bei der Mehrzahl der sogenannten Film-
oder Videokunstwerke, von denen im vorliegenden Buch ofter die Rede ist. Da ist es bereits
nach vierzig Jahren so weit, dass man, obwohl es auch hier eine richtige Kiinstlergenealogie

gibt, oft nur noch verbal etwas davon erfahren kann.*
und dann die Entscheidung:

»2Meine Frau wieder irritiert, als ich von dem Befund erzihle. Fir sie ist das ganze
ja viel schlimmer. In meinem Zimmer zurtick zu Plinius. Plétzliche Entscheidung, die nun
tibersetzten Teile von Plinius einfach an den Schluss dieses Buches zu setzen. Als kronen-
den Abschluss. Um zu zeigen, auf welchem Terrain man sich als junger Mensch da bewegt
hat, ohne es zu wissen. Ja, ohne zu wissen, worum es in der Kunst eigentlich geht. Na, ir-
gendwie wusste man es doch. Und um zu zeigen, was von einer Bliitezeit iibrig bleibt. Oder
von einer ganzen Kunstform wie der Enkaustik. Die Ausfithrung des Plans ist kein Pro-
blem. Beide Dateien 6ffnen, den Plinius markieren, ausschneiden, kopieren, an den Schluss
setzen, Klick, klick, klick.
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-- Mittwoch, 18. 4. 2007

yden ganzen Tag Herzschmerzen. Das Radfahren eine Katastrophe, auch dabei

die ganze Zeit Schmerzen, nicht nur bergauf oder bei Gegenwind. Zu wissen, dass es nicht
die Lunge ist, ist kein Trost. Depression nimmt tiberhand. Weiter Arbeit am Plinius, mei-
ne Frau ist dariiber erbost. Ich wiirde meine Gesundheit ruinieren, weil ich permanent am
Notebook hinge. Sie hat ja Recht. Aber jetzt will ich das fertigbringen. (...) Ich merke aller-
dings, dass der Plinius an einigen Stellen ritselhaft und nicht eindeutig tbersetzbar ist. Jede
Eindeutigkeit wire Verfilschung. Das misste man kommentieren. Ich entschliefe mich, die
Fuflnoten der englischen Ausgabe von 1855 in meine deutsche [jbersetzung einzusetzen,
auf ihnen ist kein copyright. Und sie sind noch immer besser, als was ich selber zustande
brichte. Zum Teil sind sie sogar besser als die der deutschen Ausgabe von 1970, an der ich
die Qualitdt meiner eigenen Arbeit messen muss. Na ja, besser zu sein als die ist {iber weite

Strecken sonderbarerweise kein Kunststiick.“

»Am spiten Nachmittag, mehr noch am Abend, Ubelkeit. Vielleicht ist was von
der radioaktiven Substanz im Koérper tibrig geblieben. Herzschmerzen. Lungenschmerzen.
Die Durchblutung von Hinden und Fuflen schlecht. Eigentlich alle Symptome, um sich
einliefern zu lassen. Andererseits, die letzte Woche: Jeden Tag zehn Stunden in gekriimmter
Haltung am Rechner. Beim Runterladen, beim Ubersetzen. BloR weil man sich was bewei-
sen will. Verspannungen allerorten. Und bei einer tGberflissigen Krankenhauseinlieferung

kommt man sich licherlich vor, das weif} ich nun aus Erfahrung.”

»Vor dem Schlafengehen setze ich hinter den Plinius noch den Handbuchartikel
tber Malerei aus dem ,Dictionary of Greek and Roman Antiguities“. Hat man was aus der
sogenannten ,public domain® auf dem Rechner, soll mans auch nutzen. Darin werden die
Schwierigkeiten der Plinius—ﬁbersetzung in aller Ausfiihrlichkeit erértert. Seinerzeit ge-
schrieben von einem niederrangigen Mitarbeiter des British Museums. Die Mitarbeiter
heutiger Museen, da kenne ich mich aus, konnten sowas nicht mehr. Es fehlt die Tiefe des
Wissens, die Bildung, die Breite. Es fehlt der Glauben. Es fehlt der Fleifl. Ungeheurer Ge-
lehrtenfleift im 19. Jahrhundert. Konnte sich fast am rémischen messen. Das bringt man

heute nicht mehr.“

-- Donnerstag, 19. April 2007

yheute Morgen gehts besser. Um sieben aufgewacht. Und gleich den Apelles-

Artikel aus dem ,Dictionary of Greek and Roman Biographies and Mythology“ hinter den
Handbuchartikel Gber antike Kunst gesetzt. Damit man mal sehen kann, was von dem
Allergrofiten bleibt. Kein einziges Bild hat sich von Apelles erhalten. Niemals wird man

mehr iiber ihn schreiben kdnnen, als das, was nun am Ende dieses Buchs steht. Vom grofiten
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Kiinstler der Antike. Und daher vermutlich aller Zeiten, wenn Homer, Platon, Ovid oder
Horaz in der Qualitit die Messlatte geben. (...) Warum habe ich den Artikel ans Ende des
Buches gesetzt? Um zu zeigen, was aus mir hitte werden kénnen? Warum ist aus mir kein
Apelles geworden? Schwer zu sagen. Hatte ich nicht genug Talent? Nein, daran lag es nicht.

Talent ist heut eher ein Hemmnis.... usw. usw.“
4-

Soweit die unsere Pliniusiibersetzung betreffende Exegese. Warum die Uberset-
zung und die Anhinge 2011 wieder aus dem Roman entfernt wurden, erfihrt man
allerdings nicht. Es ist zu vermuten, dass der Auswuchs doch zu extrem war, denn
schon ohne den Plinius ist der Roman tiber lange Strecken keine ganz leichte Kost.
Beigetragen haben mochte allerdings auch, dass der Autor seinen Herzinfarkt of-
tenbar iiberwand und noch lingere Zeit den erstrebten Professorenberuf austibte.
In diesem mochte ihm seine Einschiibe ein wenig zu dramatisierend vorgekommen
sein. Das lie} er zwar belletristisch gelten, weil es dem Text eine funkelnde Extra-
dimension gab, aber die Inklusion der kompletten Ubersetzung gab dem Buch doch
etwas pedantisch Unhandliches, und so hat er sie einfach entfernt. Ich meine je-
doch, dass sowohl die Ubersetzung als auch der Weg zu ihr es verdient haben, als
separater Ergidnzungsband ver6ffentlicht zu werden. Das soll - mit ausdriicklicher
Zustimmung des Autors - hiermit geschehen. Durch unsere Exegese wird immer-
hin verstindlich, dass als Ubersetzer nicht Wyborny selbst, sondern ironischerweise
ein gewisser Carl Dingsbums figuriert.

Soviel steht jedenfalls fest: Unser Autor war nur zufillig iber den guten Plinius
gestolpert, und eine Ubersetzung davon anzufertigen lag eigentlich nicht auf sei-
ner Linie. In seinem Schaffenshorizont tauchte Plinius erst auf, als er einen Roman
tiber die Antike - Sulla - schrieb. Zunichst, etwa um 1992, hatten es ihm nur die
Inhaltsangaben aus Buch 1 angetan, deren enzyklopddischer Ansatz ihn offenbar so
sehr verblifte, dass er etliche die Botanik betreffende Kapiteliiberschriften daraus
in ein Strandfest inkorporierte, das in dem Roman zu Ehren Sullas gegeben wur-
de. Die Basis davon bildeten lingere photokopierte Ausziige der Inhaltsangaben,
wie er Uberhaupt seine Kenntnisse der Antike, das ist dem Archiv der Stiftung der
Deutschen Kinemathek zu entnehmen ist, wo die Materialien dazu deponiert sind,
in Form von photokopierten Plutarch- und Appian-Ausgaben, aber auch etlicher
Fachbuchartikel, erheblich vertieft hatte. In diesen insgesamt mehrere tausend Sei-
ten umfassenden Photokopien gibt es jedenfalls zahllose Markierungen. Erst um
das Jahr 2000 ergaben sich verbliiffend einfache Zuginge zu weitaus mehr antiken
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Dokumenten, die man, wie in ,Sieben Tage Eifersucht“ zum Teil drastisch darge-
stellt, irgendwie herunterladen konnte, um sich eine Bibliothek antiker Autoren
zusammenzustellen, die man vorher als Privatmann nie und nimmer hitte erwer-
ben oder photokopieren kénnen. Die Ubersetzung ist davon ein direkter Ausdruck.

Soviel zum atmosphirischen Hintergrund. Das Buch besteht jetzt also aus die-
ser Einleitung, der eigentlichen Ubersetzung, und, in Form von Anhingen, einem
1890 verfassten Fachartikel tiber antike Malerei aus A Dictionary of Greek and Ro-
man Antiquities sowie einem Nachwort Gber den berithmten Maler Apelles aus 4
Dictionary of Greek and Roman Biography and Mythology (London 1872). Vor diese
(englisch verfassten) Anhinge sind, zur genaueren Kenntnisnahme, simtliche Pas-
sagen aus ,Sieben Tage Eifersucht” eingefiigt, die sich mehr oder weniger klar auf
Plinius und die hiermit vorliegende Gbersetzung beziehen.

Thomas Friedrich, Mannheim, den 15.5.2014
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COMEDIE ARTISTIQUE
(AUS EINEM KUNSTLERLEBEN)
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Buch 35
VON DEN FARBEN, DER MALEREI UND
DER PLASTIK

Deutsche Ubersetzung von Carl Dingsbums

(nach dem Latein der Teubner-Ausgabe von Karl Mayhoft)
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INHALT

(Klassische Kapitel-Einteilung des Lateinischen Originals aus Buch I)

(1) Das Ansehen der Malerei. honos picturae. (2) Das Ansehen der Bilder.
honos imaginum. (3) Wann Schilde mit Bildern zuerst aufkamen. Wann sie
zuerst Oftentlich aufgestellt wurden. quando primum clupei vice imaginum
instituti. quando primum in publico positi. (4) Wann in Héiusern. quando
in domibus. (5) Vom Anfang der Malerei. Von den einfarbigen Malerei-
en. Von den ersten Malern. de picturae initiis. de monochromatis picturis.
de primis pictoribus. (6) Das Alter der Malereien in Italien. antiquitas pic-
turarum in Italia. (7) Uber die rémischen Maler. Wann in Rom die Malerei
zuerst zu Ansehen kam und aus welchen Griinden. de pictoribus Romanis.
quando primum dignitas picturae et quibus ex causis Romae. qui victorias
suas pictas proposuerint. (8-10) Wann in Rom zuerst auslindische Gemilde
zu Ansehen kamen. quando primum externis picturis dignitas Romae. (11)
Das Malverfahren. ratio pingendi

12. - 30. Von den Farben mit Ausnahme der metallischen.
de pigmentis praeter metallica

(12) Von den kiinstlichen Farben. de coloribus facticiis. (13) Von der Si-
nope-Erde. 11 Heilmittel daraus. de Sinopide. med. ex ea XI. (14) Von der
Rot-Erde. Von der Llemnischen Erde. 9 Heilmittel daraus. de rubrica. de
terra Lemnia. med. ex ea VIIII. (15) Von der dgyptischen Erde. de Aegyptia
terra. (16) Vom Ocker. 3 Heilmittel aus Rot-Erde. de ochra. med. ex rubria
III. (17) Goldleim. Leucophorum. (18) Paraetoniumweif’. Paraetonium.
(19) Melosweifd. Melinum. med. ex eo VI. (20) Gebranntes Bleiweifd. cerus-
sa usta. (21) Die eretrische Erde. 6 Heilmittel daraus. Eretria terra. med. ex
ea VI.(22) Sandarach. Sandaraca. (23) Sandyx. Sandyx. (24) Syrischrot. Sy-
ricum. (25) Schwarz. Atramentum. (26) Purpurrot. Purpurrissum. (27) In-
digo. 3 Heilmittel daraus. Indicum. med. ex eo III. (28) Armenischblau. 1
Heilmittel daraus. Armenium. med. ex eo. I. (29) Appianisch Griin. viride

Appianum. (30) Die Ringfarbe. anulare

(31) Welche Farben sich nicht auf nassen Grund auftragen lassen. qui colores
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udo non inducantur. (32) Mit welchen Farben die Alten malten. quibus co-
loribus antiqui pinxerint. (33) Wann man zuerst Gladiatorenkdmpfe mal-
te und o6ffentlich ausstellte. quando primum gladiatorum pugnae pictae et
propositae sint

34.-41. 405 berihmte Bilder und Maler.
operum et artificum in pictura nobilitates CCCCV

(34) Vom Alter der Malerei. de aetate picturae. (35) Erster Wettstreit in der
Malerei. picturae primum certamen. (36 -37) Wer mit dem Pinsel malte.
qui penicillo pinxerint. (38) Vom Unterbrechen des Vogelgesangs. de avi-
um cantu compescendo

39. - 41. Wer die eingebrannte Malerei (Enkaustik) mit der Flamme oder dem
Brennspatel oder dem Pinsel malte. qui encausta cauterio vel cestro vel penicillo
pinxerint.

(39) Wer zuerst in der Malerei etwas erfand. Was in der Malerei am schwierigsten
ist. Von den verschiedenen Arten der Malerei. quae quis primus invenerit in pictu-
ra. quid difficillimum in pictura. de generibus picturae. (40) Wer zuerst Lacunaria
bemalte. Wann zuerst die gewdlbten Decken. Wunderbare Preise von Gemailden.
Vom Talent. quis primus lacunaria pinxerit. quando primum camarae pictae. pretia
mirabilia picturarum. de talento. [(41) Mehr zu diesem Thema]

[(42) Vom Bemalen der Kleider]

(43) Die Erfinder der Modellierkunst (der Plastik). plastices primi inventores. (44)
Wer zuerst vom Gesicht einen Abdruck machte. quis primus ex facie imaginem ex-
presserit. (45) 14 berihmte Kiinstler der Plastik: nobilitates artificum in plastice
XIIII. (46) Von den Werken der Topferkunst. Von den signinischen Arbeiten: de

figlinis operibus. de Signinis

47. - 58. Verschiedene Erden. terrae varietates
(47) Vom puteolanischen Staub und anderen Erdarten, die sich in Stein verwan-
deln. de pulvere Puteolano et aliis terrae generibus quae in lapidem vertuntur. (48)

Von den aus Lehmbacksteinen gebauten Winden. de parietibus formaceis. (49)
Von Ziegelsteinmauern und der Herstellung von Ziegelsteinen. de latericiis et
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laterum ratione. (50) Vom Schwefel und seinen Arten. 14 Heilmittel. de sulpure
et generibus eius. med. XIIII. (51) Vom Bitumen und seinen Arten. 27 Heilmittel.
de bitumine et generibus eius. med. XXVII. (52) Vom Alaun und seinen Arten. 38
Heilmittel daraus. de alumine et generibus eius. med. ex eo XXXXIIII. (53) Von
der Samoserde. 3 Heilmittel daraus. de terra Samia. med. ex ea III. (54) Die Arten
der eretrischen Erde. Eretriae terrae genera. (55) Wie man die Erde fiir Heilzwek-
ke waschen muss. de terra ad medicinam lavanda. (56) Von der Erde aus Chios. 3
Heilmittel daraus. Von der selinusischen Erde. 3 Heilmittel daraus. Von der pnigi-
tischen Erde. 9 Heilmittel daraus. Von der ampelitischen Erde. 4 Heilmittel dar-
aus. de Chia terra. med. ex ea III. de Selinusia. med. ex ea III. de pnigitide. med. ex
ea VIIIL de ampelitide. med. ex ea IIII. (57) Verwendung der Kreide fiir Kleider.
Die kimolische Kreide. 9 Heilmittel aus ihr. Die sardische Erde. Die umbrische Er-
de. Steinkreide. cretae ad vestium usus. Cimolia. med. ex ea VIIII. Sarda. Umbrica.
Saxum. (58) Die Silberkreide. Namen von tibermichtigen Freigelassenen und ihrer
Herren. argentaria. qui et quorum liberti praepotentes. (59) Erde aus Galata. Klu-
peische Erde. Balearische Erde. Ebusitanische Erde. 4 Heilmittel daraus. terra ex
Galata. terra Clupea. terra Baliarica. terra Ebusitana. med. ex iis 1111

Insgesamt 956 Heilmittel, Geschichten und Beobachtungen.
Summa: medicinae et historiae et observationes DCCCCLVI

ZITIERTE ROMISCHE AUTOREN: Messala der Redner. Messala der Altere.
Fenestella. Atticus. M. Varro. Verrius. Cornelius Nepos. Deculo. Mucianus. Melis-
sus. Vitruvius. Cassius Severus Longulanus. Fabius Vestalis.

EX AUCTORIBUS: Messala oratore. Messala sene. Fenestella. Attico. M. Varro-
ne. Verrio. Nepote Cornelio. Deculone. Muciano. Melisso. Vitruvio. Cassio Severo.

Longulano. Fabio Vestale.

ZITIERTE AUSLANDISCHE AUTOREN: die iiber Malerei schrieben: Pasi-
teles. Apelles. Melanthius. Asclepiodorus. Euphranor. Heliodorus, der tiber die Vo-
tivopfer der Athener schrieb. Metrodorus, der tiber Architektur schrieb. Demokrit.
Theophrast. Apion, der Grammatiker, die tiber Heilmittel aus Metallen schrieb.
Nymphodorus. Iollas. Apollodorus. Andreas. Heraclides. Diagoras. Botrys. Archi-
demus. Dionysius. Aristogenes. Democles. Mnesides. Xenocrates, der Sohn von
Zeno. Theomnestus.

EXTERNIS: Qui de pictura scripserunt: Pasitele. Apelle. Melanthio. Asclepiodo-
ro. Euphranore. Heliodoro qui anathemata Atheniensium scripsit. Metrodoro qui
de architectonice scripsit. Democrito. Theophrasto. Apione grammatico. Qui de
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metallica medicina scripserunt: Nymphodoro. Iolla. Apollodoro. Andrea. Heracli-
de. Diagora. Botrye. Arcehedmo. Dionysio. Aristogene. Democle. Mneside. Xeno-
crate Zenonis. Theomnesto.
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PLINIUS Naturalis Historiae
BUCH 35 — LIBER XXXV

Kapitelangaben nach der Inhaltsangabe des Lateinischen Originals aus Buch 1.
Die heute beim Zitieren ibliche Unterteilung befindet sich dickgedruckt vor dem

Lateinischen Text.
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Erlduterung zu den Fulnoten

Die etwas unkonventionelle Fufinoten-Numerierung ist durchlaufend von 1 bis 842.
Zusitzlich zu dieser durchlaufenden Numerierung gibt es eine kapitelweise immer wieder
von vorn beginnende lokale Zihlung, die durch Ziffern oder kleine Buchstaben ausgedriickt
wird, die mit der durchlaufenden Numerierung durch einen kurzen Bindestrich z.B. in
Form von 18-b, 26-9, 24-d, 149-6 oder 146-b verbunden sind.

Dabei sind die durch Zahlenverbindungen gekennzeichneten Fufinoten in ihrem rechten
Teil identisch mit den FufRnoten von , The Natural History. Pliny the Elder®, John Bostock,
M.D,, FR.S. H.T. Riley, Esq., B.A. London. Taylor and Francis, Red Lion Court, Fleet
Street 1855, die bei jedem Kapitel neu beginnen. 149-6 ist also Fuflnote Nr. 6 jener Ausgabe
aus dem betreffenden Kapitel, im Fall von Fufinote Nr. 149 ist es also, wie man sieht, wenn
man ihren Ort aufsucht, Fuflnote Nr. 6 aus Kapitel 13. Das direkt gegeniiberstehende 3-3
ist wiederum die dritte Fufinote aus dem allerersten Kapitel. Die innerhalb dieser Fufinoten
auf andere Biicher von Plinius verweisenden Zahlen bezeichnen in romischen Ziffern erst
das Buch und, hinter einem ,,c.“, dann das Kapitel der im Inhaltsverzeichnis aufgefiihrten
klassischen Kapiteleinteilung. xxxiv. c. 9., bedeutet also Buch 34, Kapitel 9. Ein grofies mit
einem Punkt versehenes B verweist auf John Bostock als Verfasser der Fufinote.

Mit kleinen Buchstaben (a, b, ¢, d, etc.) dhnlich an die durchlaufende Numerierung angefiigt
(also als 7-a oder 146-b) sind die Fufinoten der Loeb-Classical-Library-Ausgabe ,Pliny
Natural History IX, LIBRI XXXIII-XXXV*, tibersetzt von H. Rackham, Fellow of Christ's
College, Cambridge; Harvard University Press und William Heinemann Ltd.; First printed
1952, Reprinted 1961. Innerhalb dieser Fuinoten beziehen sich Pliniushinweise wieder in
romischen Ziffern erst auf das Buch, dann auf die heute tGbliche Textunterteilung. XXXIII,
cc. 111-123 bedeutet also Buch 33, Abschnitt 111-123. Manchmal werden Abschnitte
auch durch das Paragraphensymbol gekennzeichnet. XXX, § 106 bedeutet also Buch 30,
Abschnitt 106.

Ein dritter Fuinotentyp ist durch kleine Sternchen gekennzeichnet, beispielsweise also als
6 * oder 31 *. Diese Fulnoten sind von mir selbst gesetzt und erldutern die Ubersetzung
oder verweisen auf weder im Text noch in den anderen Fuflnoten angesprochene

Zusammenhinge (bisher erst bis § 38 durchgefiihrt).
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1- DAS ANSEHEN DER MALEREI honos picturae

Die Natur der Metalle, auf denen aller Wohlstand basiert, und die der daraus
gewinnbaren Substanzen sind nun in etwa dargelegt. Dabei haben sich die
Dinge so verkniipft, dass mit der immensen Zahl der Heilmittel und Werk-
stattgeheimnisse' ' zugleich der eigensinnige Scharfsinn erortert wurde, den
man zum Anfertigen von Reliefs”” oder beim Bildnern® und Firben"" be-
notigt’ . Es bleiben die Arten der Erde selbst zu erkunden, sowie die der
Steine, wovon es recht umfangreiche Auflistungen gibt, die vornehmlich
Griechen in zahllosen Einzelbinden dargestellt haben. Wir werden einer
unserem Plan entsprechenden Kiirze folgen, ohne dabei auszulassen, was
notwendig oder naturgemaf} ist. OK

i 1 Metallorum, quibus opes constant, adgnascentiumque iis natura indi-
cata propemodum est, ita conexis rebus, ut inmensa medicinae silva offici-
narumque tenebrae et morosa caelandi fingendique ac tinguendi subtilitas
simul dicerentur. restant terrae ipsius genera lapidumque vel numerosiore
serie, plurimis singula a Graecis praecipue voluminibus tractata. nos in iis
brevitatem sequemur utilem instituto, modo nihil necessarium aut naturale
omittentes,

Doch zuerst behandeln wir, was tiber die Malerei zu sagen bleibt, vor Zei-
ten eine zu rihmende Kunst - einst, als Kénige und Vélker nach ihr frag-
ten -, die bereits denen zu Ruhm verhalf, die der Nachwelt zu tliberliefern
fiir wirdig sie hielten. Jetzt jedoch wird sie von Marmorgebilden, ja selbst
vom Gold in Ginze verdringt, zumal man Winde nun vo6llig bedeckt, sogar
Marmor in sie einsetzt und bunten Stuck mit Bildwerk /effzgies/ von Dingen

1 ' "Officinarum tenebre;" probably in reference to the ignorance displayed by the
compounders of medicines, as pointed out in xxxiii. 38, and in xxxiv. 25.--B.
2 ? See xxxiii. ¢. 55.

3 ¥ See xxxiv. ¢. 9.
4 * See xxxiii. c. 36.
5 "Mit 'caelandi’ kann, da sich das vorige Buch XXXIV den Metallarbeiten widmete,

hier auch blof das Anfertigen von Metallreliefs, insbesondere Silberarbeiten, gemeint sein,
mit 'fingendi' die Herstellung von Bronzen. Erst Buch XXXV befasst sich ausdriicklich mit
Marmor- und anderen Stein-Bildhauerarbeiten.
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und Tieren versieht® . OK

2 primumque dicemus quae restant de pictura, arte quondam nobili — tunc
cum expeteretur regibus populisque — et alios nobilitante, quos esset dig-
nata posteris tradere, nunc vero in totum marmoribus pulsa, iam quidem
et auro, nec tantum ut parietes toti operiantur, verum et interraso marmore
vermiculatisque ad effigies rerum et animalium crustis.

Schon gefallen Abaci /= rechteckig gegliederte Wandverkleidungen/ nicht
mehr oder in Schlafgemichern zur Schau gestellte Felsstiicke: man fing an,
den Stein auch zu bemalen”*. Erfunden ward dies unter dem Prinzipat des
Claudius (41-54); unter dem Neros (54-68) wurden dann sogar Flecken
eingelassen, die im Gestein nicht vorhanden waren, um dessen Einfarbig-
keit zu varriieren, wodurch Numidischer®® Marmor’  ovale Strukturen er-
hielt und Synnadischer'®”” " durch Purpursprengsel glinzt, blof weil es
wachsende Prunksucht verlangte. Diese ersetzt, was den Bergen fehlt, wo-
bei der Wille zum Luxus bei derlei Tun ja nicht innehilt, so dass bei einem
Feuer nun gewaltige Werte verloren gehen. OK

3 non placent iam abaci nec spatia montes in cubiculo dilatantia: coepimus
et lapidem pingere. hoc Claudii principatu inventum, Neronis vero
maculas, quae non essent in crustis, inserendo unitatem variare, ut ovatus
esset Numidicus, ut purpura distingueretur Synnadicus, qualiter illos nasci
optassent deliciae. montium haec subsidia deficientium, nec cessat luxuria id
agere, ut quam plurimum incendiis perdat.

2-DAS ANSEHEN DER BILDER. honos imaginum

Mit gemalten Bildern wurden der Nachwelt Gestalten /figurae/ in

6 " Vielleicht ist damit auch gemeint, dass der Marmor selber mit buntem Bildwerk,
wohl in Form von Intarsien, versehen wird

7 “'This translates Japidem. If we read lapide ' with stone," Pliny would mean a kind of
mosaic. But see §§ 116, 118.

8 * See xxxvi. c. 8.

9 "~ numidischer Marmor kam aus Nordafrika, etwa dem westtunesischen Chimtou,

wo heute ein Museum die lokalen Marmorarten ausstellt. Die Hauptsorte ist von gelblicher
Firbung, oft mit rétlicher Aderung durchwirkt.

10 * Of Synnada in Phrygia in Asia Minor

11 ®See v. c. 29.
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grofitmoglicher Ahnlichkeit tberliefert, was aber ginzlich aufler Gebrauch
kam. Stattdessen stellt man nun bronzene Brustbilder mit Silbergesichtern
aus, ohne zwischen verschiedenen Personen grof3 zu unterscheiden”,
und vertauscht, wortiber schon Spottlieder kursieren, an Statuen sogar die
Képfelm/ 2 Alle achten lieber auf das Material, als dass man sich (in
einem Kunstwerk) selber erkennt. Unterdes stellt man aus alten Gemilden
Bildergalerien /pinacothecas/ zusammen, worin man fremde Gesichter /
effigies/ verehrt, deren Wert nur im Preis zu erkennen ist, wobei der Erbe
(diese Galerien) wieder zerstreut, um sie der Schlinge des Diebs"”? zu

) 16*
entziehen.

Und deshalb bleibt von keinem das Gesicht /effigies/ lebendig, man
hinterldsst nur Bilder /imagines/ seines Geldes, nicht aber welche von einem

selbst. OK

ii 4 Imaginum quidem pictura, qua maxime similes in aevum propagabantur
figurae, in totum exolevit. aerei ponuntur clipei argentea facie, surdo
figurarum discrimine; statuarum capita permutantur, volgatis iam pridem
salibus etiam carminum. adeo materiam conspici malunt omnes quam
se nosci. et inter haec pinacothecas veteribus tabulis consuunt alienasque
efhigies colunt, ipsi honorem non nisi in pretio ducentes, ut frangat heres
turisque detrahat laqueo.

5 itaque nullius effigie vivente imagines pecuniae, non suas, relincunt.

Die gleichen Leute schmiicken Palaestras /Raumlichkeiten fur athletische

4/18D .. T .
7418 mit Bildern von Sportlern, brin-

Ubungen/ und ihre Salbkammern

12 " " Surdo figurarum discrimine."

13 ? We are informed by Suetonius, that this practice existed in the time of Tiberius.-
-B.

14 * So that heads were put on bodies which did not belong to them.

15 > Which he is ready to employ in carrying away his plunder.

16 " das Wortspiel, das vermutlich auf ein damaliges, nun verloren gegangenes geflii-
geltes Wort zuriickgeht, ist etwas unklar. Die Loeb-Ausgabe von 1961 interpretiert (und
erginzt) daher wohl lieber plump, dass der Erbe selbst seine Statuen an Stricken aus dem
Haus befordert.

17 * "Ceromata;" this is properly a Greek term, signifying an ointment used by ath-
letes, composed of oil and wax.--B.

18 * Ceromata, Greek for wax ointments used by athletes, and also denoting the rooms
where these were applied before or after a match.
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gen die Gesichtszlige Epikurslg_s (341-270 BC) in Schlafzimmern an oder
tragen sie mit sich herum™ . Sie opfern an seinem Geburtstag”"*, wobei sie
den zwanzigsten jeden Monats gewissenhaft als Feiertag begehen, den sie

«27/23¢ pennen /von eikas = 20/ ,und wollen in ihrer Mehrzahl nicht-

wicadas
mal zu Lebzeiten, dass man sie auf Bildern erkennt’*®’ *°®. So ist es in der
Tat: die Gleichgultigkeit hat die Kiinste verdorben, und weil es keine Bil-

der von Seelen /animae/ gibt, vernachlissigt man auch die der Kérper. OK

5c¢ iidem palaestras athletarum imaginibus et ceromata sua exornant, Epi-
curi voltus per cubicula gestant ac circumferunt secum. natali eius sacri-
ficant, feriasque omni mense vicesima luna custodiunt, quas icadas vocant,
ii maxime, qui se ne viventes quidem nosci volunt. ita est profecto: artes de-
sidia perdidit, et quoniam animorum imagines non sunt, negleguntur etiam
corporum.

Bei unseren Vorfahren konnte man dagegen diese selber - und keine von
auslindischen Kiinstlern gemachten Statuen, Bronzen oder Marmorgebilde
- in den Atrien sehen: dazu stellte man wachsmodellierte Portrits™”, jedes
in separater Nische und immer bereit, die Trauernden® " bei Beerdigungen
zu begleiten” ', wodurch die komplette Familienschar, so grof sie auch ge-
wesen war, bei jedem Verstorbenen prisent blieb. Dabei fithrten die Stamm-
baume in auseinanderstrebenden Linien zu den abgebildeten Portrits. OK

6 aliter apud maiores in atriis haec erant, quae spectarentur; non signa

19 >This practice is referred to by Cicero, De Finib. v.--B.

20 “2B.in Fingerringen (Cicero, de fin V 1, 3)

21 *In reality, his birth-day was not on the twentieth day of any month; but, for some
reason which is not known, he fixed upon this day.--B. He was born on the seventh day of

the month Gamelion.

22 " From the Greek eikas, the "twentieth" day of the month.

23 ¢ Greek eikas, 20th day.

24 ¢ A maxim of Epicurus was 'live unnoticed.'

25 ® In obedience to the maxim of Epicurus, Jazhe biésas--"Live in obscurity."

26 ? See xxi. c. 49, and Note 4: "In reality, the wax has properties totally different from
those of the honey, and it is not always gathered from the same plants."

27 gentilitas, die Grofifamilie inclusive der Klienten, im Gegensatz zu familia, der
Familie im engeren Sinn.

28 " This appears to have been the usual practice at the funerals of distinguished

personages among the Romans: it is referred to by Tacitus, Ann. ii. 73, in his account of the
funeral of Germanicus.--B.
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externorum artificum nec aera aut marmora: expressi cera vultus singulis
disponebantur armariis, ut essent imagines, quae comitarentur gentilicia
funera, semperque defuncto aliquo totus aderat familiae eius qui umquam
tuerat populus. stemmata vero lineis discurrebant ad imagines pictas.

Die Riaume” ™ "*** /tabulina/ waren voll von Verzeichnissen und Denkwiir-
digem der in den Amtszeiten vollbrachten Taten. Auflen und in der Ni-
he der Tiren fanden sich andere Bilder /imagines/ ihres Genies, wobei dort
auch von Feinden errungene Beutestlicke befestigt waren, die Kdufer nicht
entfernen durften, und so stellten die Hiauser, selbst nach Besitzerwechseln,
fiir immer einstige Triumphe zur Schau® . OK

7 tabulina codicibus implebantur et monimentis rerum in magistratu ge-
starum. aliae foris et circa limina animorum ingentium imagines erant adfi-
xis hostium spoliis, quae nec emptori refigere liceret, triumphabantque etiam
dominis mutatis aeternae domus. erat haec stimulatio ingens, exprobranti-
bus tectis cotidie inbellem dominum intrare in alienum triumphum.

Man kennt noch den Unwillen des Redners Messala (64-13 AD), der ver-

. . . - . . 3212/33b .
bot, seiner Ahnenreihe ein familienfremdes Bild der Laeviner einzu-

figen. Aus dhnlichem Grund fiihlte sich der alte Messala (Konsul 53 BC)
zum Verfassen seiner Abhandlung iber Familien gezwungen, nachdem er,
beim Durchqueren des Atriums von Scipio Pomponianus%m, entdeckte,

35-14/36-¢

dass sich die Salvittones - dies ndmlich war ihr vorheriger Beiname

— dort zur Schande der Africani durch testamentarisch verfiigte Adop‘cion37

29 " " Tabulina." Rooms situate near the atrium.

30 * In private houses.

31 ’ vergl. Vitruv, de arch. V1, 3,5

32 ' A cognomen of the Gens Valeria at Rome, from which the family of the Messalz

had also originally sprung.

33 * A branch of the Gens Valeria, to which the Messalae also belonged.

34 ® So called from his father-in-law Pomponius, a man celebrated for his wealth,
and by whom he was adopted. It would appear that Scipio Pomponianus adopted Scipio
Salvitto, so called from his remarkable resemblance to an actor of mimes. See vii. c. 10.

35 " They were probably, like the Scipios, a branch of the Gens Cornelia. Suetonius
speaks in very derogatory terms of a member of this family, who accompanied Julius Caesar
in his Spanish campaign against the Pompeian party.

36 ¢ Probably, like the Scipios, a branch of the Gens Cornelia.

37 " dieser Salvitto schien von einem Scipio, wohl gegen Geld, erst auf dessen Sterbe-
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"in die Namen der Scipionen eingedringt hatten®®. Es driickt sich — die
Familie Messala moge mir das zu sagen gestatten - aber immerhin eine ge-
wisse Liebe zu Heldentaten aus, wenn man die Bilder berithmter Minner
mit falschem Anspruch sich aneignet, (es ist jedenfalls) weit ehrenvoller als
sich (blof) so zu verhalten, dass niemand die von sich selber begehrt. OK

8 exstat Messalae oratoris indignatio, quae prohibuit inseri genti suae La-
viniorum alienam imaginem. similis causa Messalae seni expressit volumina
illa quae de familiis condidit, cum Scipionis Pomponiani transisset atrium
vidissetque adoptione testamentaria Salvittones — hoc enim fuerat cogno-
men — Africanorum dedecori inrepentes Scipionum nomini. sed — pace
Messalarum dixisse liceat — etiam mentiri clarorum imagines erat aliquis
virtutum amor multoque honestius quam mereri, ne quis suas expeteret.

Auch eine neue Erfindung darf nicht Gibergangen werden, gemif} der man
- in Gold, Silber oder kriftig in Bronze gegossen - in Bibliotheken nicht
nur die Bildnisse von denen aufstellt” ", deren unsterblicher Geist in diesen
Ortlichkeiten spricht, sondern wir reproduzieren sogar Gesichtsziige, an die
es keine Erinnerung gibt, wobei unsere Wiinsche sogar Ahnlichkeiten er-
zeugen, die, wie im Fall Homers" ™", nie iiberliefert wurden. OK

9 Non est praetereundum et novicium inventum, siquidem non ex auro
argentove, at certe ex aere in bibliothecis dicantur illis, quorum inmortales
animae in locis iisdem locuntur, quin immo etiam quae non sunt finguntur,
pariuntque desideria non traditos vultus, sicut in Homero evenit.

Dartiber hinaus gibt es meiner Meinung nach keinen grofieren Beweis von
Erfolg, als wenn alle stets zu wissen begehren, wie jemand aussah. In Rom
hat dies Asinius Pollio (76-5 BC) eingefiihrt, der als erster eine Biblio-
thek mit den Schopfungen des menschlichen Geists fiir die Offentlichkeit

bett adoptiert worden zu sein.

38 ¢ Scipio Africanus, victor over Hannibal in 202 B.C, and Scipio Aemilianus
Africanus, who destroyed Carthage in 146 B.C.

39 " zur Ausstattung von Bibliotheken mit Bildwerk vergl. Sueton, 7%4. 70,1 ff.

40 " In the Greek Anthology, v., we have the imaginary portrait of Homer described
at considerable length.--B.
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stiftete.” ~ Ob die Kénige von Alexandria und Pergamon®™ frither damit
anfingen, die ja Bibliotheken in regelrechtem Wettstreit miteinander ein-
richteten, ist schwer zu sagen. OK

10 quo maius, ut equidem arbitror, nullum est felicitatis specimen quam
semper omnes scire cupere, qualis fuerit aliquis. Asini Pollionis hoc Romae
inventum, qui primus bibliothecam dicando ingenia hominum rem publi-
cam fecit. an priores coeperint Alexandreae et Pergami reges, qui bibliothe-
cas magno certamine instituere, non facile dixerim.

Als Zeuge dafiir, dass die Vorliebe fiir Portrits einst stark war, moge aufer
Atticus, dem Freund Ciceros, wegen seines dariiber verfassten Buches® ™
, auch Marcus Varro durch den dufierst ansprechenden Einfall**" dienen,
der Fille seiner Werke die Bilder von siebenhundert in irgendeiner Art be-
rihmten Minnern beizugeben, wodurch er nicht zulief, dass ihr Aussehen
verloren ginge und das Vergehen der Zeit etwas gegen die Menschen ver-
moge; und so wurde er der Erfinder einer selbst von Géttern geneideten
Gabe, indem er nicht nur Unsterblichkeit verlieh, sondern (diese Bilder) in
alle Lander sandte, damit sie, Gottern gleich, iiberall gegenwirtig sein kon-

nen® . Dies dies hat er /Varro/ sogar Auslindern nicht versagt. OK

11 imaginum amorem flagrasse quondam testes sunt Atticus ille Cice-
ronis dito de iis volumine, M. Varro benignissimo invento insertis volu-
minum suorum fecunditati etiam septingentorum inlustrium aliquo modo
imaginibus, non passus intercidere figuras aut vetustatem aevi contra homi-
nes valere, inventor muneris etiam dis invidiosi, quando inmortalitatem non

41 " nach seinem Triumph Gber die Parther 39 BC (Sueton, Caes. 44, 2; Isidorus,
Orig. VL, 5,1 £)

42 * Ptolemy I of Egypt (died 283 B.C.) and Attalus I of Pergamum (241-197 B.C.)
both founded libraries. Two at Alexandria became famous under Ptolemies II and III.

43 ' Hardouin supposes that this work was written by Cicero, and that he named it
after his friend Atticus; but, as Delafosse remarks, it is clear from the context that it was the
work of Atticus.--B.

44 M. Deville is of opinion that these portraits were made in relief upon plates of
metal, perhaps bronze, and coloured with minium, a red tint much esteemed by the Romans.
45 h vergl. Gellius, Nocz. Arz. 111 10; 11, wo Titel (Hebdomades, de Imaginibus) und

Aufbau von Varros diesbeziiglich in Frage kommenden (verloren gegangenen) Werken ein
wenig beleuchtet werden, aber leider auch nicht erklirt wird, in welcher Form die Bilder
beilagen.
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solum dedit, verum etiam in omnes terras misit, ut praesentes esse ubique
ceu di possent. et hoc quidem alienis ille praestitit.

3 - WANN SCHILDE MIT BILDERN ZUERST AUFKAMEN.
WANN SIE ZUERST OFFENTLICH AUFGESTELLT WURDEN.
quando primum clupei vice imaginum instituti.
quando primum in publico positi

Eigene Schildportréi‘cs‘“"1 /clupeos/ an heiligen oder offentlichen Orten
als Privatmann zu weihen”?, hat, soweit ich herausfand, als erster Appi-
us Claudius etabliert, der im Jahr 675 der Stadt (79 BC) mit P. Servili-
us Konsul war®® . Denn er stellte seine Vorfahren im Bellona-Tempel aus,
wobei ihm gefiel, dass man sie erhéhten Orts betrachtete und die Ehrenti-
tel las; eine rundum nette Sache, besonders wenn sich ihnen eine Vielzahl
an Kindern in Form von Miniaturen beigesellte, gewissermaflen als Nach-
kommenschaftsnest; derlei Bilder /wieder: c/upeos/ betrachtete keiner ohne
Freude und Zustimmung. OK

iii 12 Verum clupeos in sacro vel publico dicare privatim primus institu-
it, ut reperio, Appius Claudius, qui consul cum P. Servilio fuit anno urbis
CCLVIIIL. posuit enim in Bellonae aede maiores suos, placuitque in excelso
spectari in titulos honorum legi, decora res, utique si liberum turba parvulis
imaginibus ceu nidum aliquem subolis pariter ostendat, quales clupeos ne-
mo non guadens favensque aspicit.

46 ' "Clypei." These were shields or escutcheons of metal, with the features of the
deceased person represented either in painting or in relief.

47 ? Hardouin informs us that there are some Greek inscriptions given by Gruter, p.
441, and p. 476, from which it appears that public festivals were celebrated on occasions of
this kind.--B.

48 " Im lateinischen Text steht "im Jahr 259 der Stadt" (also 495 BC), das Jahr der
Konsuln dppius Claudius Sabinus und P. Servilius Priscus. Da vom berihmtesten Appius
Claudius (dem Blinden) uberliefert wird (Livius X, 19), er habe den Bellona-Tempel im
Jahr 296 BC geweiht, dirfte mit dem hier angefithrten Appiuas Claudius eher Appius Clau-
dius Pulcher gemeint sein, der 79 BC mit P Servilius Vatia Konsul war, was den Ubergang
zum nichsten Absatz weniger sprunghaft macht. Das im Text angefiihrte Datum 495 BC
kénnte also von spiteren Kopisten auf Grund fehlerhaft interpretierter Konsulatslisten
eingefligt sein, zumal die systematische "ab wrbe condita"- Zihlung romischer Daten (die
Mommsen spiter gern benutzte) wohl erst zuzeiten von Orosius (gegen 400 AD) einge-
fuhrt wurde.
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4 - WANN IN HAUSERN. quando in domibus.

Nach ihm stellte Marcus Aemilius, der Konsulkollege” " des Quintus Lu-
tatius (78 BC), in dieser Art nicht nur welche in der Basilica Aemilia®?,
sondern sogar bei sich zu Hause auf, auch dies nach kriegerischem Bei-
spiel51 " Denn (bereits) die Schilde /scuti/, mit denen man bei Troja kimpf-
te’>”, enthielten Bildnisse™™ / imagines/, weshalb sie den Namen Schilde /
clupei/ nicht, wie es der perverse Feinsinn von Grammatikern will, von ge-
feiert werden /cluere/*** haben™ ™. Auf erfiillte Tapferkeit deutet hin, wenn

man auf dem Schild das Gesicht dessen anbringt, der ihn (einst) trug. OK

iv 13 post eum M. Aemilius collega in consulatu Quinti Lutatii non in ba-
silica modo Aemilia, verum et domi suae posuit, id quoque Martio exemplo.
scutis enim, qualibus apud Troiam pugnatum est, continebantur imagines,
unde et nomen habuere clupeorum, non, ut perversa grammaticorum sup-
tilitas voluit, a cluendo. origo plena virtutis, faciem reddi in scuto cuiusque,
qui fuerit usus illo.

Die Punier haben sowohl Schilde als auch Bilder /imagines/ aus Bronze™®

okt

angefertigt und fuhrten sie mit sich. Jedenfalls entdeckte Marcius, der

49 " A.U.C.671.--B. See vii. c. 54.

50 ? See xxxvi. c. 24.

51 " das "kriegerische Beispiel" wirkt leicht ritselhaft. Vielleicht ist verschliisselt ge-
meint, dass die Bildpropaganda des Aemilius Teil einer sehr aggressive Politik war, die zum
Wiederausbruch des von Sulla gerade beendeten Biirgerkriegs fiihrte.

52 * Tt is scarcely necessary to refer to the well-known description of the shield of
Achilles, in the Iliad, xviii. 1. 478 ¢t seg., and of that of Aneas, An. viii. 1. 626, ez seq.--B.
53 * E.g. the shield of Achilles, IZiad XVI1II, 478 fI., and the shield of Aeneas, Aeneid
VIII, 625 ff.

54 * He implies that the word is derived from the Greek gluphein, "to carve" or "em-
boss," and not from the old Latin "c/uo," "to be famous." Ajasson suggests the Greek Zaluprd,
"to cover."

55 * Pliny means that clupeus is derived from the greek gluphein, to carve or emboss,
not from the old Latin c/uo or c/ueo, to be reputed famous.

56 " angesichts des Folgenden ist nur schwer vorstellbar, dass hier wie im tiberliefer-
ten Text Gold - ex auro - gemeint ist. Angesichts Fuflnote d) liegt ein verdorbenes "ex aere"
— aus Eisen oder Bronze - niher. Denn dass man in Rom jahrhundertelang das Gold eines
offentlichst ausgestellten Gegenstands verkannte, wirkt absonderlich. Wobei allerdings un-
entscheidbar ist, ob Plinius bereits selber ein fehlerhaftes "ex auro" in die Stadtdokumente
hineinlas oder erst ein spiterer naiver Kopist.
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. . . 57-5/ 58- . . . .
Riécher der Scipionen ¢, in Spanien bei der Eroberung ihres Lagers

auf so einem das Portrait Hasdrubals, und bis zum ersten Brand (83BC)
war dieser Schild (dann) iiber dem Tor des Capitolinischen Tempels™
Die Achtlosigkeit unserer Vorfahren bei derartigen Dingen lisst sich dar-
an erkennen, dass M. Aufidius, der, unter den Konsuln Lucius Manlius und
Quintus Fulvius, im 575. Jahre der Stadt (179 BC) die Capitolsaufsicht

tubernahm, die Senatoren belehrte, dass die Schilde, die man seit etlichen
Lustren®” als bronzenes®" ® Inventar fiihrte, aus Silber seien. OK

14 Poeni ex auro factitavere et clupeos et imagines secumque vexere. in cas-
tris certe captis talem Hasdrubalis invenit Marcius, Scipionum in Hispania
ultor, isque clupeus supra fores Capitolinae aedis usque ad incendium pri-
mum fuit. maiorum quidem nostrorum tanta securitas in ea re adnotatur, ut
L. Manlio, Q. Fulvio cos. anno urbis DLXXV M. Aufidius tutelae Capitolio
redemptor docuerit patres argenteos esse clupeos, qui pro aereis per aliquot
iam lustra adsignabantur.

5-VOM ANFANG DER MALEREI VON DEN EINFARBIGEN
MALEREIEN. VON DEN ERSTEN MALERN.
de picturae initiis. de monochromatis picturis.
de primis pictoribus

Die Anfinge der Malerei sind ungewisséz'a, und die Frage danach ist nicht
Teil der Konzeption dieses Werks. Die Agypter behaupten, sie sei bei ih-
nen erfunden worden, sechstausend Jahre, bevor sie nach Griechenland kam
- eine vermessene These® ', wie man klar sieht. Unter den Griechen lassen

57 * Cneius and Publius Scipio, who had been slain by Hasdrubal.--B. As to L. Mar-
cius, see ii. 3.

58 ¢ Publius and Gnaeus Scipio were destroyed in Spain by the Carthaginians, 212-
211 B.C. L. Marcius and T. Fonteius prevented further disasters.

59 * See xxxiii. 5.

60 7 "Lustrations." Periods at the end of the census, made by the censors every five
years. The censors were the guardians of the temples, and consequently these bucklers
would come under their supervision.

61 ¢ A conjectural alteration gives 'gold."
62 * Cf. VII, 205. A. Rumpf, Journ. of Hellenic St. LXVII, 10 ff.
63 ""This period for the invention of painting by the Egyptians is evidently incorrect;

but still there is sufficient reason for concluding that there now exist specimens of Egyptian
art, which were in existence previous to the time of the earliest Grecian painters of whom
we have any certain account.--B.
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einige sie in Sikyon, andere bei den Korinthern beginnen, wobei alle sagen,
bei der ersten Malerei habe man den Schatten eines Menschen mit Linien

64-2/65-b . . c N e ..
umzogen . Noch bei der zweiten benutzte man (jeweils) eine einzige

. .. 66-3/67-
Farbe und nannte dies, nachdem es komplizierter wurde, monochrom ¢

/monochromaton/, wie es heute noch heifdit®® . OK

v 15 De pictura initiis incerta nec instituti operis quaestio est. Aegyptii
sex milibus annorum aput ipsos inventam, priusquam in Graeciam transiret,
adfirmant, vana praedicatione, ut palam est; Graeci autem alii Sicyone, alii
apud Corinthios repertam, omnes umbra hominis lineis circumducta, ita-
que primam talem, secundam singulis coloribus et monochromaton dictam,
postquam operosior inventa erat, duratque talis etiam nunc.

Die Linienzeichnung soll von dem Agypter Philocles oder dem Korinther
Kleanthes®* erfunden, aber zuerst von Arideikes aus Korinth und Telepha-
nes aus Sikyon praktiziert worden sein, jedoch noch ohne Farben zu ver-
wenden, mit aber bereits gesprenkelten Linien im Inneren’””. Desgleichen
war ublich, die Namen der Gemalten dranzuschreiben. Als erster mit einer
Farbe aus zerriebenen Scherben ausgefillt hat sie, wie es heift, Ekphan-
tos aus Korinth. Dass es nicht derselbe Ekphantos war, von dem Corneli-
us Nepos tiberliefert” ", er sei Damatoros, dem Vater des rémischen Kénigs
Tarquinius Priscus (trad. 616-585 BC), nach Italien gefolgt, als dieser aus
Korinth vor der Willkiir des Tyrannen Kypselos floh, werden wir noch zei-
gen (§152)”°. OK

64 ? All the ancients who have treated of the history of the art agree, that the first at-
tempt at what may be considered the formation of a picture, consisted in tracing the shadow
of a human head or some other object on the wall, the interior being filled up with one
uniform shade of colour.--B.

65 ® But study of extant ancient art refutes this idea.

66 * From the Greek monachrématon "single colouring."--B.

67 “ See §§ 29, 56.

68 “auch zu Plinus Zeit wurde diese "monochrome" Art der Malerei wohl noch prak-
tiziert (siche Philostrat, viz. Apoll. 2.22; Quintillian, inst. Orat. XX 2,7)

69 * He is mentioned also by Athenagoras, Strabo, and Athenzus.

70 * Called "graphis," by the Greeks, and somewhat similar, probably, to our pen and
ink drawings.

71 " Cornelius Nepos, HRRR frg. 23 = Cicero, de re publ. II 19,34

72 ®In c. 43 of this Book.--B.
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16 inventam liniarem a Philocle Aegyptio vel Cleanthe Corinthio primi
exercuere Aridices Corinthius et Telephanes Sicyonius, sine ullo etiamnum
hi colore, iam tamen spargentes linias intus. ideo et quos pinxere adscribe-
re institutum. primus inlevit eas colore testae, ut ferunt, tritae Ecphantus
Corinthius. hunc eodem nomine alium fuisse quam tradit Cornelius Nepos
secutum in Italiam Damaratum, Tarquinii Prisci regis Romani patrem, fu-
gientem a Corintho tyranni iniurias Cypseli, mox docebimus.

6 -DAS ALTER DER MALERFEIEN IN ITALIEN.

antiquitas picturarum in Italia

Auch in Italien nimlich war die Malerei bereits perfekt” . In den heili-
gen Stitten von Ardea gibt es jedenfalls noch heute Gemilde, die ilter als
die Stadt sind; ich meine, dass keine ihnen gleichkommen, da sie sich, ohne
den Schutz eines Daches, in so langer Zeit wie neu erhielten’* . Ahnlich in
Lanuvium, wo Atalante und Helena, einander nackt anschauend, von dem
gleichen Kiinstler gemalt sind, beide von hervorragendster Schonheit, die
eine indes als Jungfrau; nicht einmal der Einsturz des Tempels hat sie zer-
schlagen koénnen.

vi 17 Iam enim absoluta erat pictura etiam in Italia. exstant certe hodieque
antiquiores urbe picturae Ardeae in aedibus sacris, quibus equidem nullas
aeque miror, tam longo aevo durantes in orbitate tecti veluti recentes. simili-
ter Lanivi, ubi Atalante et Helena comminus pictae sunt nudae ab eodem
artifice, utraque excellentissima forma, sed altera ut virgo, ne ruinis quidem
templi concussae.

Kaiser Gaius (37 AD)”” wollte sie, von Wollust entflammt, abnehmen las-
sen, wenn es die Natur der Wiinde erlaubt hitte. In Caere’®™ erhielten sich
ebenfalls Bilder, sie sind sogar ilter, und jeder, der sich in sowas fiir einen
Kenner hilt, wird zugeben, dass keine andere Kunst schneller vollkommen

73 ! Ajasson remarks, that a great number of paintings have been lately discovered in
the Etruscan tombs, in a very perfect state, and probably of very high antiquity.--B.

74 > There would appear to be still considerable uncertainty respecting the nature of
the materials employed by the ancients, and the manner of applying them, by which they
produced these durable paintings; a branch of the art which has not been attained in equal
perfection by the moderns.--B.

75 * Caligula.

76 * See iii. c. 8.
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. . . . . . . 77-5
wurde, denn zuzeiten der Ilias schien sie noch nicht existent zu sein

18 Gaius princeps tollere eas conatus est libidine accensus, si tectorii na-
tura permisisset. durant et Caere antiquiores et ipsae, fatebiturque quisquis
eas diligenter aestimaverit nullam artium celerius consummatam, cum Ilia-
cis temporibus non fuisse eam appareat.

7 - UBER DIE ROMISCHEN MALER. WANN IN ROM DIE
MALEREI ZUERST ZUANSEHEN KAM
UND AUS WELCHEN GRUNDEN.
de pictoribus Romanis. quando primum dignitas picturae et quibus ex
causis Romae. qui victorias suas pictas proposuerint

Auch bei den Rémern geriet diese Kunst bald in Ehren, denn dadurch lei-
teten die Fabier, eine hochstangesehene Familie, ihren Namen /cognomen/
ab, weil der erste aus dieser Familie, der ihn trug, den Salus—Te:mpelm'1 im
Jahre 450 der Stadt (304 BC) personlich ausmalte, wobei jene Malerei sich
erhielt, bis der Tempel kiirzlich unter der Prinzipat des Claudius abbrannte.
Ahnlich geriihmt wird ein Gemilde des Dichters Pacuvius” ™ im Herkules-
Tempel auf dem Rindermarkt®?. Als Sohn der Schwester des Ennius® ™
machte er diese Kunst in Rom durch seine Bithnenerfolge noch angesehe-
ner.

vii 19 Apud Romanos quoque honos mature huic arti contigit, siquidem
cognomina ex ea Pictorum traxerunt Fabii clarissimae gentes, princepsque
eius cognominis ipse aedem Salutis pinxit anno urbis conditae CCCCL,
quae pictura duravit ad nostram memoriam aede ea Claudi principatu ex-
usta. proxime celebrata est in foro boario aede Herculis Pacui poetae pictu-
ra. Enni sorore genitus hic fuit clarioremque artem eam Romae fecit gloria
scaenae.

Spiter hat man sie nicht mehr von ehrbaren Héinden ausgefihrt gesehen,

77 ° We have already remarked that painting was practised very extensively by the
Egyptians, probably long before the period of the Trojan war.--B.

78 ' Or "Health." It was situated on the Quirinal Hill, in the Sixth Region of the City.
79 * Roman writer of tragedies, ¢. 220-130 B.C.

80 ? "Forum Boarium." In the Eighth Region of the City.

81 ® Famous Roman epic and dramatic poet, 239-169 B.c.
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aufler man wollte aus unserer Ara den rémischen Ritter Turpilius aus Vene-
tia nennen, von dem sich in Verona bis heute herrliche Werke erhalten ha-

. ) . . . 4823
ben. Er malte mit der linken Hand, was von keinem vorher erwiahnt wird™ ™.

20 postea non est spectata honestis manibus, nisi forte quis Turpilium eq-
uitem Romanum e Venetia nostrae aetatis velit referre, pulchris eius operi-
bus hodieque Veronae exstantibus. laeva is manu pinxit, quod de nullo ante
memoriatur.

Mit kleinen Bildern fand der grad im hohen Greisenalter verstorbene Pri-
tor Titedius Labeo Ruhm, der auch das Prokonsulat der Narbonensischen
Provinz innehatte, wobei man ihn wegen dieser Sache aber (eher) auslachte
und verspottete.

20c parvis gloriabatur tabellis extinctus nuper in longa senecta Titedius
Labeo praetorius, etiam proconsulatu provinciae Narbonensis functus, sed
ea re inrisa etiam contumeliae erat.

Auch ein gefeierter Beschluss tatkriftiger Miédnner darf in Hinblick auf Ma-
lerei nicht vergessen werden, der Q. Pedius®™ betraf, der von Natur stumm
war, ein Enkel des einstigen Konsuls und Triumphators Q. Pedius und vom
Diktator Caesar (49-44 BC) zum Miterben mit Augustus bestimmt. Des-
halb meinte der Redner Messala, aus dessen Familie die Grofimutter des
Knaben kam, man solle ihn in der Malerei unterrichten, und dem stimmte
auch der gottliche Augustus zu; in dieser Kunst (bereits) weit fortgeschrit-
ten, starb der Knabe (dann allerdings).

21 fuit et principum virorum non omittendum de pictura celebre consili-
um, cum Q. Pedius, nepos Q. Pedii consularis triumphalisque et a Caesare
dictatore coheredis Augusto dati, natura mutus esset. in eo Messala orator,
ex cuius familia pueri avia fuerat, picturam docendum censuit, idque etiam
divus Augustus comprobavit; puer magni profectus in ea arte obiit.

Aber die hohe Wertschitzung, zu der diese Kunst in Rom gelangte, duflerte

82 * Holbein and Mignard did the same.

83 * Q. Pedius was either nephew, or great nephew of Julius Caesar, and had the com-
mand under him in the Gallic War; he is mentioned by Casar in his Commentaries, and by
other writers of this period.--B.
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sich, meiner Ansicht nach, (bereits) durch M. Valerius Maximus Messala,
der im Jahr der Stadt 490 (264 BC) neben der Curia Hostilia®*” als erster
eine Malerei offentlich ausstellte, namlich die einer Schlacht, worin er die
Karthager und Hieron auf Sizilien besiegte. Das gleiche machte L. Scipio®
und stellte eine Tafel seines asiatischen Sieges* ™ auf dem Kapitol aus, was
aber seinen Bruder Africanus gekrinkt haben soll, weil sein Sohn in dieser

Schlacht in Gefangenschaft geriet® .

22 dignatio autem praecipua Romae increvit, ut existimo, a IM’. Valerio
Maximo Messala, qui princeps tabulam [picturam] proelii, quo Carthag-
inienses et Hieronem in Sicilia vicerat, proposuit in latere curiae Hostiliae
anno ab urbe condita CCCCXC. fecit hoc idem et L. Scipio tabulamque
victoriae suae Asiaticae in Capitolio posuit, idque aegre tulisse fratrem Af-
ricanum tradunt, haut inmerito, quando filius eius illo proelio captus fuerat.

qe . 88-8/89d
L. Hostilius Mancinus

,der als erster in Carthago eindrang, beging ei-
ne dhnliche Beleidigung gegen Aemilianus”™”, indem er den Stadtplan und
die Angriffe (hier) auf dem Forum als Gemilde ausstellte und, davorste-
hend, dem zuschauenden Volk die Einzelheiten erzihlte, eine Leutseligkeit,

dank der er bei den nichsten Wahlen das Konsulat erlangte.

Auch auf der Bithne bei den Spielen des Claudius Pulcher’” ™ (99 BC) gab
es fir die Malerei grofie Bewunderung, weil Raben, durch die Ahnlichkeit

gemalter Dachziegel getduscht, an sie heranflogen.

23 non dissimilem offensonem et Aemiliani subiit L. Hostilius Mancinus,

84 s Originally the palace of Tullus Hostilius, in the Second Region of the City.

85 ® Asiaticus, the brother of the elder Africanus.--B.

86 ¢ Over Antiochus IIT in 190 B.C.

87 "It was before the decisive battle near Mount Sipylus, that the son of Africanus was
made prisoner. King Antiochus received him with high respect, loaded him with presents,
and sent him to Rome.--B.

88 *He was legatus under the consul L. Calpurnius Piso, in the Third Punic War, and
commanded the Roman fleet. He was elected Consul B.C. 145.

89 ¢ Mancinus commanded the Roman fleet in the Third Punic War when Carthage
was taken and destroyed by Scipio Aemilianus in 146 B.C.

90 *The younger Scipio Africanus.

91 " We learn from Valerius Maximus, that C. Pulcher was the first to vary the scenes
of the stage with a number of colours.--B.
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qui primus Carthaginem inruperat, situm eius oppugnationesque depictas
proponendo in foro et ipse adsistens populo spectanti singula enarrando,
qua comitate proximis comitiis consulatum adeptus est.

23c¢ habuit et scaena ludis Claudii Pulchri magnam admirationem picturae,
cum ad tegularum similitudinem corvi decepti imagine advolarent.

8 - WANN IN ROM ZUERST AUSLANDISCHE GEMALDE
ZUANSEHEN KAMEN.

quando primum externis picturis dignitas Romae

Doch auslindischen Gemailden brachte als erster von allen L. Mummius,
dem sein Sieg%a den Beinamen Achaicus gab, in Rom 6ffentliches Anse-
hen. Denn als Kénig Attalos™" beim Verkauf der Beute fiir ein Bild des
Aristeides™ ", einen Vater Liber, 600.000 Denar bezahlte, staunte Mummi-
us tber den Preis und argwohnte darin eine Qualitit, die ihm unbekannt
war” >, so dass er es, obschon sich Attalos ziemlich dariiber beklagte, zu-
riickforderte und im Ceres-Tempel”™ ausstellte. Meiner Ansicht nach war

es das erste in Rom ausgestellte auslindische Bild”";

viii 24 Tabulis autem externis auctoritatem Romae publice fecit primus
omnium L. Mummius, cui cognomen Achaici victoria dedit. namque cum
in praeda vendenda rex Attalus |VI| emisset tabulam Aristidis, Liberum pa-
trem, pretium miratus suspicatusque aliquid in ea virtutis, quod ipse nesci-
ret, revocavit tabulam, Attalo multum querente, et in Cereris delubro posuit.

92 * Over tbe Greeks in 146 B.c, when Mummius destroyed Corinth.

93 * Attalus IT of Pergamum, 159-138 B.C.

94 ' See Chapter 36 of this Book.

95 > We have an amusing proof of this ignorance of Mummius given by Paterculus, i.
13, who says that when he had the choicest of the Corinthian statues and pictures sent to
Italy, he gave notice to the contractors that if they lost any of them, they must be prepared
to supply new ones. Ajasson offers a conjecture which is certainly plausible, that Mummius
might possibly regard this painting as a species of talisman.--B.

96 * In the Eleventh Region of the City.

97 “ With regard to this story : (i) there was no auction of pictures; Mummius took
to Rome the most valuable and handed over the rest to Philopoemen. (ii) Attalus was not
present at Corinth (where this scene occurred). When the Roman soldiers were using the
pictures as dice-boards, Philopoemen offered M. 100 talents if he should assign Aristides'
picture to Attalus' share (Paus. VII, 16, 1; 8; Strabo VIII, 4.23 = 381).
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quam primam arbitror picturam externam Romae publicatam,

spiater wurden, wie ich sehe, auch auf dem Forum welche 6ffentlich ausge-
stellt. Denn daher rithrt jenes Witzwort des Redners Crassus, das anlisslich
eines Rechtsstreits unter den Alten Liden” ™ fiel: Als ihn ein zur Rede ge-
stellter Zeuge anrief: ,Sag also, Crassus, fir wen hiltst du mich?’, erhielt er
von ihm zur Antwort: ,Flir diesen’, wobei er auf ein Bild mit einem Gallier
wies, der in ordinirster Manier die Zunge rausstreckte” >’ ', Auf dem Fo-
rum gab es auch eins mit einem auf seinen Stab gelehnten alten Schiifer, bei
dem er //Crassus? Oder besser: man?//, als ein Gesandter der Teutonen ihn

fragte, was man daran schitze, antwortete, er wolle das Original nicht mal
lebend als Geschenk erhalten. OK

24c¢ deinde video et in foro positas volgo. hinc enim ille Crassi oratoris le-
pos agentis sub Veteribus;

25 cum testis compellatus instaret: dic ergo, Crasse, qualem me noris? ta-
lem, inquit, ostendens in tabula inficetissime Gallum exerentem linguam. in
foro fuit et illa pastoris senis cum baculo, de qua Teutonorum legatus res-
pondit interrogatus, quantine eum aestimaret, donari sibi nolle talem vivum
verumque.

9 - WANN IN ROM ZUERST AUSL.ANDISCHE GEMAILDE
ZU ANSEHEN KAMEN (Forts.).

quando primum externis picturis dignitas Romae

Besonderes Ansehen aber gab den Gemilden der Diktator Caesar, indem er
einen Ajax und eine Medea'” ™ vor dem Venus-Genetrix-Tempel'**? weih-
te (46 BC), was nach ihm auch M. Agrippa (63-12 BC) tat, ein Mann von
eher lindlichem als feinem Geschmack. Von diesem ist jedenfalls eine grof3-

artige und des grofiten Birgers wiirdige Rede erhalten, worin es heifdt, man

98 " Sub Veteribus;" meaning that part of the Forum where the "Old Shops" of the
"argentarii" or money-brokers had stood.

99 * We have an anecdote of a similar event, related by Cicero, as having occurred to
Julius Casar, De Oratore, ii. 66.--B.
100 ¢ Not apparently as in insult but as an averting act.

101 ' See vii. c. 39.
102 >'We have had this Temple referred to in ii. c. 23, vii. c. 39, viii. ¢. 64, and ix. ¢. 57:
it is again mentioned in the fortieth Chapter of this Book, and in xxxvii. ¢. 5.--B.
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solle alle Gemailde und Bildwerke offentlich ausstellen, was besser wire, als
sie auf Landgiitern in die Verbannung zu schicken. Tatsdchlich kaufte so-
gar dieser sittenstrenge Mann den Kyzikenern zwei Bilder /zabulae/ tir 1,2
Millionen Sesterzen ab, einen Ajax und eine Venus. Dariiber hinaus hatte
er im heiflesten Teil seiner Thermen'® ™ kleine Bilder /zabellae/ in den Mar-

mor einsetzen lassen, die man beim Ausbessern jedoch kiirzlich entfernte.

ix 26 sed praecipuam auctoritatem publice tabulis fecit Caesar dictator
Aiace et Media ante Veneris Genetricis aedem dicatis, post eum M. Agrip-
pa, vir rusticitati propior quam deliciis. exstat certe eius oratio magnifica et
maximo civium digna de tabulis omnibus signisque publicandis, quod fieri
satius fuisset quam in villarum exilia pelli. verum eadem illa torvitas tabu-
las duas Aiacis et Veneris mercata est a Cyzicenis HS |XII|. in thermarum
quoque calidissima parte marmoribus incluserat parvas tabellas, paulo ante,
cum reficerentur, sublatas.

10 - WANN IN ROM ZUERST AUSLANDISCHE GEMALDE
ZUANSEHEN KAMEN (Forts. 2).

quando primum externis picturis dignitas Romae

Uber allen steht der gottliche Augustus, der am belebtesten Ort seines Fo-
rums zwei Gemilde /zabulae/ ausstellte, die den Krieg und den Triumph'**"

105-3/106-a

in Bildform zeigten, ebenso die Castoren und eine Victoria. Er stell-

te auch welche aus, von denen wir beim Erwihnen der Kiinstler im Tempel
. 107-2/108-b 109-4 e e
seines Vaters Caesar sprechen werden (§ 91) . Auch in die Wiin-

de der Curie""”, die er auf dem Comitium (29 BC)"'" stiftete, lie} er zwei

103 *In the " Vaporarium," namely.--B. The Thermae of Agrippa were in the Ninth Re-
gion of the City.

104 ! According to Hardouin, this was done after the battle of Actium, in which Au-
gustus subdued his rival Antony.--B.

105 * See vii. ¢. 22, x. c. 60, and xxxiv, c. 11.

106 * Castor and Pollux (Polydeuces).

107 *By adoption. The Temple of Julius Caesar was in the Forum, in the Eighth Region
of the City.

108 ® Julius Caesar who had adopted Augustus.

109 “In Chapter 36 of this Book.--B.

110 ° See vii. cc. 45, 54, 60, and xxxiv. c. 11.

111 % See vii. 54, xv. 20, xxxiii. 6, and xxxiv. 11.
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Bilder /zabulae/ einsetzen. Eine Nemea'>™, die, einen Palmenzweig haltend,
auf einem Léwen sitzt' ", wobei ein alter Mann mit Stab neben ihr steht,
iber dessen Kopf ein Téfelchen /zabella/ mit einem Zweigespann hingt, von

«116-9

o1 e 114-8/115-d . . .
dem Nikias schrieb, er habe es ,,eingebrannt ; dieses Wort wurde

jedenfalls von ihm verwendet.

x 27 super omnes divus Augustus in foro suo celeberrima in parte posu-
it tabulas duas, quae Belli faciem pictam habent et Triumphum, item Cas-
tores ac Victoriam. posuit et quas dicemus sub artificum mentione in templo
Caesaris patris. idem in curia quoque, quam in comitio consecrabat, duas
tabulas inpressit parieti. Nemean sedentem supra leonem, palmigeram ip-
sam, adstante cum baculo sene, cuius supra caput tabella bigae dependet,
Nicias scripsit se inussisse; tali enim usus est verbo.

Am anderen Gemilde erregt Bewunderung, wie dhnlich der erwachsene
Sohn seinem Vater trotz des Altersunterschieds sieht, wobei ihn ein Ad-

ler tiberfliegt, der eine Schlange ergreift. Von Philochares'” "

wird bezeugt,
dass dies sein Werk sei, woraus sich, selbst wenn man einzig dies Gemil-
de in Betracht zieht, die Potenz seiner Kunst ergibt, da der Senat des r6-
mischen Volks wegen Philochares seit nun so vielen Jahren was anderes als
blof} irgendwelche Unbekannten wie Glaukion und seinen Sohn Aristippos
anblickt. Kaiser Tiberius (14-27 AD), der am wenigsten gefillige Impera-
tor, hat wiederum im Tempel von Augustus selbst Gemilde ausgestellt, von

denen wir spiter (§ 131) sprechen werden* ™.

28 alterius tabulae admiratio est puberem filium seni patri similem es-
se actatis salva differentia, supervolante aquila draconem complexa; Philo-
chares hoc suum opus esse testatus est, inmensa, vel unam si tantum hanc

112 The Nemean forest (personified) where Heracles killed the Nemean lion.

113 "'This was the personification of the Nemean forest in Peloponnesus, where Her-
cules killed the lion, the first of the labours imposed upon him by Eurystheus.--B.

114 ¥ See Chapter 40 of this Book,

115 “See §§ 130-134

116 ? "Tnussisse;" meaning that he executed it in encaustic. The Greek term used was
probably enekause.
117 10 Hemsterhuys is of opinion that he was the brother of Aschines, the orator, con-

temptuously alluded to by Demosthenes, Fals. Legar. Sec. 237, as a painter of perfume pots.
If so, he was probably an Athenian, and must have flourished about the 109th Olympiad.
118 " In Chapter 40 of this Book.
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tabulam aliquis aestimet, potentia artis, cum propter Philocharen ignobi-
lissimos alioqui Glaucionem filiumque eius Aristippum senatus populi
Romani tot saeculis spectet! posuit et Tiberius Caesar, minime comis im-
perator, in templo ipsius Augusti quas mox indicabimus. hactenus dictum sit
de dignitate artis morientis.

11 - DAS MALVERFAHREN. ratio pingendi
Soviel sei gesagt vom Rang einer sterbenden Kunst.
xi 28c hactenus dictum sit de dignitate artis morientis.

Mit welchen der einzelnen Farben man zuerst malte, sagten wir'” als wir
bei den Metallen die Pigmente diskutierten (XXXIII, 117), die man nach
der Malart als monochrom /monochromata”®?/ bezeichnet. Uber das, was
sich dann entwickelte™" ™, dessen Erfinder und deren Zeit, sprechen wir
dann (§§ 130 ff.) bei der Aufzihlung der Kiinstler, weil die Hauptaufgabe
des unternommenen Werks darin besteht, die Natur der Farben aufzuzei-

gen. OK

29 Quibus coloribus singulis primi pinxissent diximus, cum de iis pigmen-
tis traderemus in metallis, quae monochromata a genere picturae vocantur.
qui deinde et quae invenerint et quibus temporibus, dicemus in mentione
artificum, quoniam indicare naturas colorum prior causa operis instituti est.

Seitdem hat sich die Kunst weiter ausdifferenziert und erfand Licht und
Schatten, wobei sich die Farben durch ihren Unterschied gegenseitig Gel-
tung verschaffen. Danach wurde Glanz'**? hinzugefiigt, wobei dieser etwas
anderes ist als Licht. Was zwischen ihm und den Schatten liegt, nann-
te man ,zonos“, die Verbindung der Farben und ihre Ubergéinge dagegen

119 ! In xxxiii. c. 39. He alludes to cinnabaris, minium, rubrica, and sinopis.

120 ? some read "neogrammatea", meaning "new painting,” probably. The reading, how-
ever, is doubtful.

121 * Study of ancient art does not show that painting started with the use of single
colours.

122 * "Splendor." Supposed by Wornum to be equivalent to our word "tone," applied
to a coloured picture, which comprehends both the "zonos" and the "barmoge" of the Greeks.
Smith's Dict. Antiq. Art. Painting
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ZJ&ZTngE“123_4 /124-b/125*
» .

29¢ tandem se ars ipsa distinxit et invenit lumen atque umbras, differentia
colorum alterna vice sese excitante. postea deinde adiectus est splendor, alius
hic quam lumen. quod inter haec et umbras esset, appellarunt tonon, com-

missuras vero colorem et transitus harmogen.

123 * "Tone," says Fuseli, (in the English acceptation of the word) "is the element of
the ancient 'harmoge, that imperceptible transition, which, without opacity, confusion, or
hardness, united local colour, demitint, shade, and reflexes."--Lect. 1.

124 *The Greek term "armoge" means adjustment of parts.

125 * mit ,fonos” sind am ehesten wohl feine Abstufungen in der Helligkeit gemeint;
und mit ,harmoge” vielleicht so etwas wie Farbharmonie, wobei dies im Deutschen kein
klarer Begrift ist.

49



KAP 12 -32
VON DEN FARBEN MIT AUSNAHME DER METALLISCHEN.
de pigmentis praeter metallica

12 - VON DEN KUNSTLICHEN FARBEN. de coloribus facticiis

Farben sind entweder'”®" diister /auster, auch: dunkel, streng, kriftig/ oder
leuchtend /floridi/, wobei die Natur einer jeden von der Mischung abhingt.

Die leuchtenden Farben - die der Auftraggeber dem Maler liefern muss'>>

128-3 129- . . . 130-b . .
* /minium/, Armenischblau /armenium/, Cinna-

133-5/134-d /

- sind Zinnober
baris-Rot"*"*' % /cinnabaris, engl. ,Dragon’s blood*/, Kupfergriin
chrysocolla, engl. ,gold-solder”/,Indigo und Purpurrotm_e; die Gbrigen sind di-
ster. Von allen finden sich welche in der Natur, andere werden kiinstlich er-
zeugt. Natiirlichen Ursprungs sind Sinope-Erde"™”, die Rot-Erde /rubrica,
frither meist mit ,,Roze/ Gbersetzt, engl. ,ruddle“/, das Paraetonium-Weifl"”
¢ die Melos-Erde**™", die Eretreia-Erde'””, das Auripigment /engl. ,,orpi-
ment“/. Die Restlichen werden kiinstlich hergestellt, vor allem diejenigen,
die wir bei den Metallen besprachen (in XXX, 111, 158 etc.), von den preis-
werteren auflerdem Ocker, das gebrannte Bleiweif} /cerussa usta, engl. ,lead

acetate, Bleiazetat/, der Sandarach /engl. ,realgar/, das Scharlach-Rot"*7 /

126 YN Qusteri aut floridi."
127 ? Because of their comparatively great expense.
128 * See xxxiii. 36, 37. Under this name are included Sulphuret of mercury, and Red

oxide of lead.

129 * Minium. See §33 (note) and XXXIII, 111-123.

130 ® A rich blue colour (from Armenia), the modern azurite. See also §47.
131 ** See xxxiii. 38, 39.
132 ¢ Cinnabaris here in Pliny. See XXXIII, cc. 115-116.

133 ° See B. xxxiii. ¢. 26. "Indicum" and "purpurissum" will be described in the present
Book.

134 4 Our 'malachite.’

135 ¢ Earth stained with Tyrian purple

136 " A brown-red ochre or red oxide of iron from Sinope.

137 ¢ From a white chalk or calcium carbonate, and perhaps also steatite, of Paracto-
nium in N. Africa; see note in §36.

138 " A white marl from Melos.

139 " Eretria in Euboea; perhaps magnesite.

140 I Mixed oxide of lead and oxide of iron.
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141-k 142-1

sandyx/, das Syrisch-Rot und das Atramentum-Schwarz
xii 30 Sunt autem colores austeri aut floridi. utrumque natura aut mix-
tura evenit. floridi sunt — quos dominus pingenti praestat — minium, Ar-
menium, cinnabaris, chrysocolla, Indicum, purpurissum; ceteri austeri. ex
omnibus alii nascuntur, alii fiunt. nascuntur Sinopis, rubrica, Paraetonium,
Melinum, Eretria, auripigmentum; ceteri finguntur, primumque quos in
metallis diximus, praeterea e vilioribus ochra, cerussa usta, sandaraca, san-
dyx, Syricum, atramentum.

13 - VON DER SINOPE-ERDE. 11 HEILMITTEL DARAUS.
de Sinopide. med. ex ea XI

Die Sir10pe—Erde143_1 /142 wurde zuerst am Pontus benutzt; daher der Na-
me von der Stadt Sinope. Sie kommt aber auch in Agypten, auf den Bale-
aren, in Afrika vor. Am besten ist sie aber auf Lemnos und in Kappadokien,
wo man sie aus Hohlen gribt. Der an den Steinen klebende Teil ist von der
hochsten Qualitiat. Die Klumpen haben eine eigene, auflen fleckige Farbe.
Die Alten benutzten sie, um Glanz /splendor/ zu erzielen'*”.

xiii 31 Sinopis inventa primum in Ponto est; inde nomen a Sinope urbe.
nascitur et in Aegypto, Baliaribus, Africa, sed optima in Lemno et in Cap-
padocia, effossa e speluncis. pars, quae saxis adhaesit, excellit. glaebis suus
colos, extra maculosus. hac usi sunt veteres ad splendorem.

Von der Sinope-Erde gibt es drei Arten: eine rote und eine weniger rote,
sowie eine dazwischen. Der Preis der besten ist 2 Denar (per Pfund), sie
wird zum Auspinseln /ad penicillum/ verwendet oder wenn man Holz fir-
ben mochte. Diejenige, die aus Afrika kommt, kostet acht As - man nennt

146-3 / 147-b

sie Kicherrot -; sie ergibt eine stirkere Rétung' ™™ als die tibrigen,

141 " See §40.

142 'See XXXIV, cc. 112,123.

143 ' Or "rubrica Sinopica;" "red earth of Sinope," a brown red ochre, or red oxide of
iron. Dioscorides identifies it with the Greek miltos, which indeed seems to have embraced
the cinnabaris, minium, and rubrice of the Romans.

144 * See note £, §30

145 2 "Splendorem." See Note 7 above.

146 *So called from its deep grey brown colour, like that of the "cicer" or chick-pea.
147 ® Dark brownish.

148 *The sense of this passage seems to require the insertion of "que," although omit-
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und ist daher fir Wandflichen /abaci, bei Vitruv: Steinplatten/ besser geeig-
net. Von gleichem Preis ist die, welche die dunklere'™” / pressior, in der Be-
deutung zwischen ,gedimpft“ und vielleicht sogar ,konzentriert pendelnd/

genannt wird und fast braun™"* ist.

31c species Sinopidis tres: rubra et minus rubens atque inter has media.
pretium optimae II, usus ad penicillum aut si lignum colorare libeat;

32 eius, quae ex Africa venit, octoni asses — cicerculum appellant —; ma-
gis ceteris rubet, utilior abacis. idem pretium et eius, quae pressior vocatur,
et est maxime fusca.

Man verwendet sie im Sockelbereich der Winde, obwohl sie auch in der
Heilkunde wohltuend ist ... fiir sowohl Pflaster als erweichende Umschlige,
sei es in trockener oder fliissiger Form, sowie gegen Entziindungen feuch-
ter Korperteile, z. B. an Mund oder Gesifs. Injiziert stoppt sie Durchfall,
und, in Dosierung von einem Denarius" ', weiblichen Ausfluss. Gebrannt
lindert sie, speziell mit Wein, empfindlich gewordene /juckende/ Stellen an

den Augen. OK

32c¢ wusus ad bases abacorum, in medicina vero blandus . . . . emplastrisque
et malagmatis, sive sicca compositione sive liquida facilis, contra ulcera in
umore sita, velut oris, sedis. alvum sistit infusa, feminarum profluvia pota
denarii pondere. eadem adusta siccat scabritias oculorum, e vino maxime.

14 - VON DER ROT-ERDE. VON DER LEMNISCHEN ERDE.
9HEILMITTEL DARAUS.

de rubrica. de terra Lemnia. med. ex ea VIIII

Einige wollen in der Sinope-Erde eine Rot-Erde /rubrica™"/ zweiter Gii-
te sehen, denn fiir die hielt man (auch) die Lemnos-Erde. Diese ist dem

ted by the Bamberg MS.

149 * "Pressior."

150 ® Those parts of the walls, probably, which were nearer to the ground, and more
likely to become soiled.

151 * Der denarius, eigentlich eine relativ hochwertige Silbermiinze, wurde auch als Gewichts-
einheit (von etwa drei Gramm) verwendet. vergl. XXI, 185

152 ' Red ochre, or red oxide of iron. See xxxiii. 38, and xxxiv. 37.
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. 153-2 .. 154-
Zinnober /minium/ sehr nahe "

und wurde auf der Insel, wo sie vor-
kommt, von den Alten ziemlich gelobt. Man verkaufte sie nur mit einem
Siegel versehen, weshalb sie auch ,,Sphragis“ /= mit einem Siegel/ hief3. Mit
ihr unterlegt /grundiert/ man Zinnober und verlingert /adulterare, gewéhn-

lich eher ,verfilschen“/ ihn so. OK

xiv 33 Rubricae genus in ea voluere intellegi quidam secundae auctoritatis,
palmam enim Lemniae dabant. minio proxima haec est, multum antiquis
celebrata cum insula, in qua nascitur. nec nisi signata venumdabatur, unde et

sphragidem appellavere.
34 hac minium sublinunt adulterantque.

Der Medizin gilt sie als etwas Vortrefliches. Denn ringsum aufgetragen,
lindert sie Tranenfluss und Augenschmerzen und verhindert das Aufgehen
von Trinenfisteln, wihrend man sie bei Bluthusten mit Essig zu trinken
gibt. Auch gegen Erkrankungen von Milz und Nieren wird sie getrunken
und gegen zu starke Menstruation, ebenso gegen Gifte und Bisse von Land-

oder Seeschlangen, weshalb sie Bestandteil aller Gegengifte ist. OK

34c¢ in medicina praeclara res habetur. epiphoras enim oculorum mitigat
ac dolores circumlita et aegilopia manare prohibet, sanguinem reicientibus
ex aceto datur bibenda. bibitur et contra lienum reniumque vitia et purga-
tiones feminarum, item et contra venena et serpentium ictus terrestrium
marinorumque, omnibus ideo antidotis familiaris. —

15-VON DER AGYPTISCHEN ERDE. de Aegyptia terra

Von den tbrigen Rot-Erde-Arten sind den Arbeitern die dgytische und
afrikanische am nitzlichsten, weil sie von den Winden am besten ange-
nommen werden. Auflerdem gibt es eine Rot-Erde, die in Eis.f:ngrubenlss_1

entsteht.

xv 35 E reliquis rubricae generibus fabris utilissima Aegyptia et Africana,

153 ? See xxxiii. cc. 36, 37.

154 “'This generally is the proper meaning of minium except when it is called . se-
cundarium = red lead. See XXXIII, cc. 111-123.

155 ! Ajasson thinks that this was an hydroxide of iron, of a greenish yellow or brown
colour.
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quoniam maxime sorbentur tectoriis. rubrica autem nascitur et in ferrariis
metallis.

16 - VOM OCKER.3 HEILMITTEL AUS ROT-ERDE.

de ochra. med. ex rubria ITI

Durch Brennen in neuen, ringsum lehmbestrichenen Topfen stellt man
daraus /also aus Rot-Erde/ Rot-Ocker"*" her"” . Je linger er im Ofen ge-
brannt wird, desto besser ist er. Jede Rot-Erde wirkt dariiber hinaus trock-
nend und ist daher gut fir Pflaster, sogar bei Wundrosen.

xvi 35c¢ ea et fit ochra exusta in ollis novis luto circumlitis. quo magis ar-
sit in caminis, hoc melior. omnis autem rubrica siccat ideoque ex emplastris
conveniet igni etiam sacro.

17 - GOLDLEIM. leucophorum

Ein halbes Pfund pontische Sinope-Erde, zehn Pfund heller Ocker™*" so-
wie zwei Pfund griechische Melos-Erde™”?, ergeben, vermischt und zwalf
Tage ineinander verrieben, Leucophoron'®”. Dies ist, wenn man es auf

Holz auftrigt, ein Klebemittel fiir Blattgold (vergl. XXXIII, 64).
xvii 36 Sinopidis Ponticae selibrae silis lucidi libris X et Melini Graecensis

IT mixtis tritisque una per dies duodenos leucophorum fit. hoc est glutinum
auri, cum inducitur ligno.

18 - PARAETONIUMMWEISS. Paractonium

. -nl161-1 . . .
Das Paraetoniumweif} hat seinen Namen von einem Ort in

156 " Whence our word "ochre." See "Sil," in xxxiii. cc. 56, 57.

157 ’ Theophrastus, on the contrary, says that it is "ochra" that is burnt, in order to ob-
tain "rubrica."

158 ' See B. xxxiii. cc. 56, 57.

159 ? A white earth from the Isle of Melos. See Chapter 19.

160 ? See xxxiii. c. 20. "One may readily conceive that this must have been a ferruginous
ochre, or kind of bole, which is still used as a ground, poliment, assiette."--Beckman, Hist. Inwv.
Vol. I1. p. 294. Bohn's Edition.

161 ' A white, much used for fresco painting. Ajasson is of opinion, that Pliny, in this
Chapter, like the other ancient authors, confounds two earths that are, in reality, totally
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Agypten'®?"1%* Man sagt, es sei mit dem Schlamm festgewordener Meer-

4-3

schaum'”, und darum finde man darin winzige Muscheln. Es entsteht

auch auf der Insel Kreta und in Kyrene. In Rom verlingert man es mit ge-
kochter und verdickter kimolischer Erde'®***®. Der Preis der besten Sor-
te ist 50 Denar per 6 Pfund. Unter den weiflen Farben ist es die fetteste und,
wegen ihrer Glitte, bei Wandanstrichen die haltbarste.

xviii 36¢ Paraetonium loci nomen habet ex Aegypto. spumam maris esse
dicunt solidatam cum limo, et ideo conchae minutae inveniuntur in eo. fit
et in Creta insula atque Cyrenis. adulteratur Romae creta Cimolia decocta
conspissataque. pretium optimo in pondo VI L. e candidis coloribus pin-
guissimum et tectorii tenacissimum propter levorem.

19 - MELOSWEISS. Melinum. med. ex eo VI

Das Melinum *"*/Melos-Weifd/ ist ebenfalls weif, das beste gibt es auf der
Insel Melos'". Auch auf Samos findet man es, es wird von den Malern je-
doch nicht benutzt, weil es zu fett ist; man gribt es dort liegend aus, indem
man zwischen Felsen

den Adern folgt. In der Medizin wird es wie eretrische Kreide'”” verwen-
det; dartber hinaus wirkt es trocken, wenn man es mit der Zuge bertihrt,
und entfernt mit reinigender Kraft Haare. Sein Preis ist eine Sesterze pro

Pfund.

xix 37 Melinum candidum et ipsum est, optimum in Melo insula. in Sa-
mo quod nascitur, eo non utuntur pictores propter nimiam pinguitudinem;
accubantes effodiunt ibi inter saxa venam scrutantes. in medicina eundem
usum habet quem Eretria creta; praeterea linguam tactu siccat, pilos detrahit

different,--Hydrosilicate of magnesia, or Steatite, and Rhomboidical carbonate of line.

162 *Seev.6.

163 * Marsa Labeit in N. Africa, between Egypt and the Syrtes. Cf. Note g on § 30.
164 ® Ajasson thinks that possibly our compact magnesite, meerschaum, or sea-foam,
may be the substance here alluded to.

165 *See Chapter 57 of this Book.

166 " Cf.XXXV,195 f.

167 ¢ See note h on §30.

168 ' See iv. c. 33. Tournefort says that this earth is exactly similar to the Cimolian
earth, described in Chapter 57.

169 ? See xxxiii. ¢. 57, and Chapter 21 of this Book.
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smectica vi. pretium in libras sestertii singuli.

Die dritte unter den weifden Farben ist das Bleiweifd /cerussa/, dessen Be-
schaffenheit wir bei den Bleierzen bf:sprachenm_3 (34,175).1In Smyrna wur-
de es auf den Lindereien Theodots auch fiir sich in der Erde gefundenm’d,
weshalb es die Alten als Schiffsanstrich benutzten. Jetzt wird es, wie wir

. . 172-4
sagten, aus Blei und Essig " gewonnen.

37c Tertius e candidis colos est cerussa, cuius rationem in plumbi metallis
diximus. fuit et terra per se in Theodoti fundo inventa Zmyrnae, qua veteres
ad navium picturas utebantur. nunc omnis ex plumbo et aceto fit, ut diximus.

20 - GEBRANNTES BLEIWEISS. cerussa usta

Gebranntes Bleiweily'”*" /usta/ wurde durch Zufall bei einem Brand im Pi-
rdus entdeckt, als Bleiweifd /cerussa/ in Kriigen verbrannte. Zuerst benutzte
17%2 (§ 27) genannte Nikias. Als bestes gilt jetzt das asiatische,

das man auch pupurn nennt. Sein Preis betrigt 6 Denar pro Pfund. In Rom
175-3

es der oben
wird es auch aus gebrannten Marmorstaub ™~ /Marmor-Ocker?, sile mar-
moroso/ gewonnen, der mit Essig geléscht wird. Ohne gebranntes Bleiweif’

. . 176-4
lassen sich keine Schatten machen .

xx 38 wusta casu reperta est in incendio Piraeei cerussa in urceis cremata.
hac primum usus est Nicias supra dictus. optima nunc Asiatica habetur, quae

170 * Tn xxxiv. c. 54.

171 d Perhaps lead carbonate, cerussite. From Vitruv. VII, 7,4 we learn that it was green,
perhaps because tinted with copper salts.
172 * Ceruse, white lead, or carbonate of lead, is prepared in much the same manner

at the present day. Ajasson is of opinion that the native pigment discovered on the lands of
Theodotus, was native carbonate of lead, the crystals of which are found accompanied by
quartz.

173 " "Burnt" ceruse. This was, in fact, one of the varieties of "minium," red oxide of
lead, our red lead. Vitruvius and Dioscorides call it "sandaraca," differing somewhat from
that of Pliny.

174 > In Chapter 10.

175 * See xxxiii. cc. 56,57

176 * Tt was possibly owing to this that the colour known as "umber" received its
name, and not from Ombria, in Italy. Ajasson says that shadows cannot be successfully made
without the use of transparent colours, and that red and the several browns are remarkably
transparent.
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et purpurea appellatur. pretium eius in libras VI. fit et Romae cremato sile
marmoroso et restincto aceto. sine usta non fiunt umbrae.

21-DIE ERETRISCHE ERDE. 6 HEILMITTEL DARAUS.

Eretria terra. med. ex ea VI

Eretrische Erde’”™ heifdt nach dem Ort ihres Vorkommens'®". Nikoma-
722 und Parrhasius haben sie benutzt. Sie kiihlt, macht weich, heilt

Wunden; wenn erhitzt, wird sie als trocknendes Mittel verschrieben, niitz-

chus

lich ist sie auch bei Kopfschmerzen und zum Bekidmpfen von Eiterherden;
denn man merkt, dass solche vorhanden sind, wenn sie, feucht aufgestri-
chen'®?, darauf gleich trocknet.

xxi 38c Eretria terrae suae habet nomen. hac Nicomachus et Parrhasius usi.
refrigerat, emollit, explet volnera; si coquatur, ad siccanda praecipitur, utilis
et capitis doloribus et ad deprehendenda pura; subesse enim ea intellegunt,
si ex aqua inlita continuo arescat.

22 -SANDARACH. sandaraca

181-1/182-b .
vor, einer

Iuba zufolge kommen Sandarach und Ocker auf Topazos
Insel im Roten Meer, gelangen von dort aber nicht zu uns. Wie Sandarach
gemacht wird, sagtenl%_2 wir bereits (34,177). Ein gefilschter wird auch aus
Bleiweifs gewonnen, das man in einem Ofen erhitzt. Die Farbe muss feuer-

rot sein. Sein Preis betrigt fiinf As per Pfund.

xxii 39 Sandaracam et ochram Iuba tradidit in insula Rubri maris Topazo
nasci, sed inde non pervehuntur ad nos. sandaraca quomodo fieret diximus.
fit et adulterina ex cerussa in fornace cocta. color esse debet flammeus. pre-
tium in libras asses quini.

177 * See note i on §30

178 ! See iv. c. 21.

179 ? As to both of these artists, see Chapter 36.

180 *To the chest.

181 ! See B. vi. c. 34, and B. xoxxvii. c. 32.

182 * Zeboiget.

183 ? In xxxiv. 55. "Pliny speaks of different shades of sandaraca, the pale, or massicot,
(yellow oxide of lead), and a mixture of the pale with minium. It also signified Realgar, or
red sulphuret of arsenic." --Wornum, in Smith's Dict. Antiq. Art. Colores.
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23 - SANDYX. sandyx

Rostet man Sandarach gleichteilig mit Rot-Erde /7ubrica/, erhilt man San-
dyx184’1, obwohl mir bewusst ist, dass Vergil im folgenden Vers'®2/ 180
meinte, es sei ein Kraut: ,Sandyx wird die weidenden Lammer umhtllen®

Der Preis per Pfund™” betrigt die Hilfte von dem des Sandarachs. Es gibt

keine Farbe von groflerem Gewicht.

xxiii 40 haec si torreatur aequa parte rubrica admixta, sandycem facit,
quamquam animadverto Vergilium existimasse herbam id esse illo versu:
Sponte sua sandyx pascentis vestiat agnos. pretium in libras dimidum eius
quod sandaracae. nec sunt alii colores maioris ponderis.

24 - SYRISCHROT: Syricum

Zu den kinstlichen Farben zidhlt auch das Syrischrot, von dem wir sag-
ten"™ ", man wiirde es dem Zinnober unterlegen. Man stellt es einer Mi-

schung von Sinope-Erde und Sandyx her.

xxiv 40c Inter facticios est et Syricum, quo minium sublini diximus. fit au-
tem Sinopide et sandyce mixtis.

184 ' Sir H. Davy supposes this colour to have approached our crimson. In painting, it
was frequently glazed with purple, to give it an additional lustre.

185 ? Ecl. iv. 1. 45. "Sponte sud sandyx pascentes vestiet agnos." Ajasson thinks that
"Sandyx" may have been a name common to two colouring substances, a vegetable and a
mineral, the former being our madder. Beckmann is of the same opinion, and that Virgil has
committed no mistake in the line above quoted. Hist. Inv. Vol. II. p. 110. Bohn's Edition.See
also B. xxiv. c. 56.

186 “Virg. Ecl. 1V, 45 (vestiet Virg.). There is no proof that Virgil did take sandyx to be
a plant.

187 * The form "sand," in these words, Ajasson considers to be derived either from
"Sandes," the name of Hercules in Asia Minor, or at least in Lydia: or else from Sandak, the
name of an ancestor of Cinyras and Adonis.

188 ' In xxxiii. c. 40. According to Aetius, syricum was made by the calcination of pure
ceruse, (similar to the "usta" above mentioned). He states also that there was no difference
between sandyx and syricum, the former being the term generally used by medical men.
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25 -SCHWARZ. atramentum

Auch das Atramentum-Schwarz'™ ' muss man zu den kiinstlichen Farben
zihlen, obwohl es'™™ in zweierlei Art, auch in der Erde vorkommt. Dort
flieft es nimlich entweder wie Salzsole hervor, oder man sucht dazu eine
Erdsubstanz von schwefelgelber Farbe. Es hat Maler gegeben, die dafiir aus
Gribern verkohlte Gebeine'”'™ ausgruben. Das alles ist (jedoch) umstind-
lich und tberneumodisch. Denn es lisst sich in vielfiltiger Weise (einfach)
aus Ruf herstellen, durch Verbrennen (etwa) von Harz und Pech, wozu man
sogar Anlagen konstruierte, aus denen kein Qualm dringt. Am meisten ge-
lobt wird'”*? das derart aus Kienholz Gewonnene. Man verlingert es mit
dem Ruf aus Ofen und Bidern, wie er (auch) beim Biicherschreiben Ver-
wendung findet.

xxv 41 Atramentum quoque inter facticios erit, quamquam est et terrae,
geminae originis. aut enim salsuginis modo emanat, aut terra ipsa sulpurei
coloris ad hoc probatur. inventi sunt pictores, qui carbones infestatis sepul-
chris effoderent. inportuna haec omnia ac novicia. fit enim e fuligine pluri-
bus modis, resina vel pice exustis, propter quod etiam officinas aedificavere
fumum eum non emittentes. laudatissimum eodem modo fit e taedis. adul-
teratur fornacium balinearumque fuligine quo ad volumina scribenda utun-
tur.

Es gibt welche, die dafiir auch getrocknete Weinhefe verbrennen und ver-

sichern, wenn diese von gutem Wein herriihre, gleiche dieses Schwarz dem

193-4 / 194-b

indischer Tinte /indicum/. Die berihmten Maler Polygnotus und

189 ' "Black colouring substance."

190 * For this mineral shoemaker's black, see XXXIV, cc. 112, 123. The other blacks
which follow are mostly composed of carbon.

191 ? "Carbones infectos." The reading is very doubtful. It may possibly mean "charred
bones tainted with dirt." This would make an inferior ivory-black. The earth before-men-
tioned is considered by Ajasson to be a deuto-sulphate of copper, a solution of which, in gal-
lic acid, is still used for dyeing black. The water near copper-mines would very probably be
also highly impregnated with it. Beckmann considers these to have been vitriolic products.
Vol II. p. 265.

192 * Our Lamp-black. Vitruvius describes the construction of the manufactories
above alluded to.

193 N Probably, our Chinese, or Indian ink, a different substance from the indicum of
Chapter 27.

194 b Probably the real indigo (§46) is meant here.
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Mikon stellten es in Athen aus Weintrestern her, wobei sie es ,,z‘rygnion“lgs_s

nannten. Von Apelles erzihlt man, er habe es aus verbranntem Elfenbein
gemacht, weshalb es als Elfenbeinschwarz bezeichnet wird.

42 sunt qui et vini faecem siccatam excoquant adfirmentque, si ex bono
vino faex ea fuerit, Indici speciem id atramentum praebere. Polygnotus et
Micon, celeberrimi pictores, Athenis e vinaceis fecere, tryginon appellantes.
Apelles commentus est ex ebore combusto facere, quod elephantinum vo-
catur.

Aus Indien wird auch schwarze Tinte /indicum/ eingetiihrt, iber deren Her-

196-6 / 197- . .
°. Dartiber hinaus

stellung ich bislang nichts in Erfahrung brachte
gewinnt man es /das Atramentum/ bei den Firbern aus dem schwarzen Be-
lag, der sich an Bronzekesseln absetzt. Man erhilt es auch, wenn man Kien-
holz verbrennt und das Verkohlte im Morser zerreibt. Seltsam erscheint
dabei die Natur der Tintenfische, doch aus ihnen'”®” lisst sich nichts her-
stellen'”. Alles Schwarz wird erst an der Sonne fertiggestellt, wobei man
das fiirs Schreiben mit Gummi, das fir Wandanstriche mit Leim vermischt.

Mit Essig verfliissigt lasst es sich nur schwer auswaschen.

43 adportatur et Indicum ex India inexploratae adhuc inventionis mihi.
fit etiam aput infectores ex flore nigro, qui adhaerescit aereis cortinis. fit
et ligno e taedis combusto tritisque in mortario carbonibus. mira in hoc
saepiarum natura, sed ex iis non fit. omne autem atramentum sole perfici-
tur, librarium cumme, tectorium glutino admixto. quod aceto liquefactum
est, aegre eluitur.

26 - PURPURROT: purpurrissum

. . . . 200-1 . ..
Von den tbrigen Farben, bei denen wir sagten™ ', sie wiirden wegen der

Hohe des Preises von den Auftraggebern zur Verfiigung gestellt (§30),

195 * From trux, "grape-husks," or "wine-lees."

196 ® Indian ink is a composition of fine lamp-black and size.

197  Some unknown carbon pigment, not the indigo of §46.

198 7 See B.ii. c. 29. Sepia, for sepic drawing, is now prepared from these juices.

199 ¢ Or: 'this latter variety is wonderfully like the pigment of the cuttle-fish, but is
never made from these creatures' (K. C. Bailey).

200 "In Chapter 12 of this Book.

60



steht das Purpurrot /purpurissimum/ iber allen. Zur Herstellung wird Sil-
berkreide™ >’ *** /creta argentaria/ wie Purpurstoff " gefirbt, wobei sie
die Farbe schneller als Wolle annimmt. Das vorziiglichste (Purpurrot) ist
das, welches man zuerst in den Kochkessel wirft und aus dem Firbemittel
im Rohzustand gewinnt; das nichstbeste dasjenige, das in die gleiche Flis-
sigkeit getaucht wird, nachdem das erste entfernt ist; jedes mal, wenn man
dies tut, verschlechtert sich die Giite, weil die Farblésung sich zunehmend
verdinnt.

xxvi 44 E reliquis coloribus, quos a dominis dari diximus propter magni-
tudinem pretii, ante omnes est purpurissum. creta argentaria cum purpuris
pariter tinguitur bibitque eum colorem celerius lanis. praecipuum est pri-
mum, fervente aheno rudibus medicamentis inebriatum, proximum egesto
eo addita creta in ius idem et, quotiens id factum est, elevatur bonitas pro
numero dilutiore sanie.

Der Grund, warum man den puteolischen Purpur hoher schitzt als den aus
Tyros, Gaetulien oder Lakonien, wo die kostbarsten Purpurstoffe herkom-
men, besteht darin, dass er meistens mit “hysginum”*"*’ **® gefirbt und
dazu gebracht wird, Krapprot zu absorbieren. Der tbelste ist aus Canusi-
um’”. Der Preis pro Pfund liegt zwischen ein und 30 Denar. Die Maler
unterlegen es mit Sandyx, tragen dann das Purpurrot mit Ei auf und erzeu-
gen damit Zinnoberglanz™ . Wollen sie lieber den des Purpurs erreichen,
unterlegen sie mit Himmelblau /caeruleum/, bevor sie das Purpurrot mit

Ei*®7 auftragen.

45 quare Puteolanum potius laudetur quam Tyrium aut Gaetulicum vel
Laconicum, unde pretiosissimae purpurae; causa est quod hysgino maxi-
me inficitur rubiaque, quae cogitur sorbere. vilissimum a Canusio. pretium
a singulis denariis in libras ad XXX. pingentes sandyce sublita, mox ex ovo

201 ’ Plate powder. See xvii. c. 4, and Chapter 58 of this Book.

202 * Polishing-powder of pure ground white earth.

203’ Seeix. c. 60.

204 * See ix. c. 65, and xxi. cc. 38, 97. According to Vitruvius, it is a colour between
scarlet and purple. It may possibly have been made from woad.

205 * A purplish red colour got from the unidentified plant'hysge.'

206 Seeiii. c. 16.

207 ® See xxxiil. c. 57.

208 " White of egg, probably.
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inducentes purpurissum, fulgorem minii faciunt. si purpurae facere malunt,

caeruleum sublinunt, mox purpurissum ex ovo indicunt.
27 -INDIGO. 3 HEILMITTEL DARAUS. Indicum. med. ex eo 111

Das nichsthochste Ansehen hat Indigozog'1 /2102 Er kommt aus Indien, wo
2 am Schlamm haftet. Nach dem Sieben sieht er

schwarz aus, erst in verdiinnter Flissigkeit erhilt er seine wunderbare Mi-

er im Schilf als Schaum

schung von Purpur und ,Himmelsblau®. Eine andere Sorte’™” schwimmt
er in den Purpurfirbereien oben in den Kesseln™ und ist (insofern) Pur-
purschaum. Um ihn zu verldngern, firbt man Taubenkot mit echtem Indigo
oder trinkt seliuntische Kreide’'** oder Ringfarbe®*”" ' /anularium, sie-
he Abschnitt 48¢/ mit Waid /vizrum, blaufirbende Pflanze, englisch: woad/.
Man testet ihn (seine Echtheit) auf Kohlen; denn aus dem echten ergibt
sich eine Flamme von deutlichem Purpur und, solange er raucht, Meeresge-
ruch. Deshalb glauben welche, man sammele ihn an Meerestelsen. Der Preis
des Indigos betrdgt 20 Denar pro Pfund. In der Medizin besinftigt Indigo
Krimpfe und Anfille und trocknet Geschwire.

xxvii 46 Ab hoc maxime auctoritas Indico. ex India venit harundinum
spumae adhaerescente limo. cum cernatur, nigrum, at in diluendo mixturam
purpurae caeruleique mirabilem reddit. alterum genus eius est in purpurariis
officinis innatans cortinis, et est purpurae spuma. qui adulterant, vero Indico
tingunt stercora columbina aut cretam Selinusiam vel anulariam vitro infi-
ciunt. probatur carbone; reddit enim quod sincerum est flammam excellen-
tis purpurae et, dum fumat, odorem maris. ob id quidam e scopulis id colligi

209 ! Indigo, no doubt, is the colour meant. See xxxiii. ¢. 57.
210 * From several species of Indigofera.
211 ? It is the produce of the Indigofera tinctoria, and comes from Bengal more par-

ticularly. Beckmann and Dr. Bancroft have each investigated this subject at great length,
and though Pliny is greatly mistaken as to the mode in which the drug was produced, they
agree in the conclusion that his "indicum" was real indigo, and not, as some have supposed,
a pigment prepared from #satis, or woad.

212 * This passage, similar in many respects to the account given by Dioscorides, is
commented on at great length by Beckmann, Hist. Inv. Vol. I1. p. 263. Bohn's Edition.

213 ® Perhaps the vessels containing Tyrian purple.

214 * See Chapter 56 of this Book.

215 * See Chapter 30 of this Book.

216  See §48. Some white earth; but it is not known whether it came from Selinus in
Cilicia or Selinus in Sicily.
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putant. pretium Indico XX in libras. in medicina Indicum rigores et impetus
sedat siccatque ulcera.

28 -ARMENISCHBILAU. 1 HEII.MITTEL DARAUS.
Armenium. med. ex eo. I

. . 217- . 218-1
Armenien schickt uns das™ ™, was man nach ihm benannt hat

. Es ist
gleichfalls ein Mineral, das sich, wie das Kupfergriin /chrysocolla®’”/, firben
lisst und ist am besten, wenn es diesem in der Substanz moglichst dhnelt™”
*, wobei die Farbe dem ,Himmelsblau® /caeruleum/ gleicht. Frither wurde
es fur dreiflig Sesterzen das Pfund verkauft. Kiirzlich fand man in Spani-
en jedoch einen Sand, der eine dhnliche Substanz liefert; deshalb reduzierte
sich der Preis auf 6 Denar. Vom ,Himmelsblau“ ist es /also das Armenium/
durch einen Stich ins Weif$ unterscheidbar, der die Farbe zarter macht. In
der Medizin wird es zu Forderung von Haarwuchs benutzt, insbesondere

der Wimpern.

xxviii 47 Armenia mittit quod eius nomine appellatur. lapis est, hic quo-
que chrysocollae modo infectus, optimumque est quod maxime vicinum et
communicato colore cum caeruleo. solebant librae eius trecenis nummis tax-
ari. inventa per Hispanias harena est similem curam recipiens; itaque ad de-
narios senos vilitas rediit. distat a caeruleo candore modico, qui teneriorem
hunc efficit colorem. usus in medicina ad pilos tantum alendos habet max-
imeque in palpebris.

29 - APPIANISCH GRUN.viride Appianum

Es gibt noch zwei neue Farben, die (aber) zu den schlechtesten zihlen: ein

221-1/ 222-¢

Griin, das man appianisch nennt und als Kupfergriin /chrysocolla/

217 * Azurite.

218 ' "Armenium." Armenian bole is still used for colouring tooth-powder and essence
of anchovies.

219 ?See B.xxxiii. c. 26.

220 * Probably azurite found mixed with green malachite.

221 ' So called, probably, either from the place where it was made, or from the person
who first discovered it. Some commentators have suggested that it should be "apian” green,
meaning "parsley” colour.

222 “ A conjectural emendation apianum or apiacum gives 'parsley green.' It was a clay
stained by ferrous substances.
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ausgegeben wird, als hitten wir nicht schon genug Verfilschungen dieses
Materials erwihnen missen; man macht es aus griiner Kreide, zum Wert
von einem Stesterz pro Pfund.

xix 48 Sunt etiamnum novicii duo colores e vilissimis: viride est quod Ap-
pianum vocatur et chrysocollam mentitur, ceu parum multa dicta sint men-
dacia eius; fit e creta viridi, aestimatum sestertiis in libras.

30 - DIE RINGFARBE. anulare

. . 223-1 . . . . . .
Die ,Ringfarbe“”"", wie man sie nennt, ist weif}, und man gibt damit der

224-2 / 225-d .
auf Bildern leuchtendes Ausssehen; man

Hautfarbe von Frauen
stellt sie ebenfalls aus Kreide her, fiigt aber gliserne Halbedelsteine aus den
Ringen™*” des einfachen Volkes hinzu, weshalb sie iberhaupt Ringfarbe /

anulare/ heifst. OK

xxx 48c anulare quod vocant, candidum est, quo muliebres picturae inlu-
minantur; fit et ipsum e creta admixtis vitreis gemmis e volgi anulis, inde et
anulare dictum.

31 - WELCHE FARBEN SICH NICHT AUF NASSEN GRUND AUF-
TRAGEN LASSEN. qui colores udo non inducantur

Kreidegrund””'  lieben unter den Farben Purpurrot, Indigo,
,Himmelsblau“***?, Melos-Erde, Auripigment, Appianisch Griin und Blei-
weild /cerussa/ ,die sich nicht auf nassen Grund auftragen lassen. Wachs firbt
man mit den gleichen Farben, die man fiir Bilder benutzt, die eingebrannt

223 ' So called from "anulus," a "ring," as mentioned below.

224 ® "Quo muliebres picture illuminantur." The meaning of this passage is obscure. It
would seem almost to apply to paintings, but Beckmann is of opinion that the meaning is,
"This is the beautiful white with which the ladies paint or ornament themselves."--Hist. Inv.
Vol. I1. p. 261. Bohn's Edition.

225 ¢ Or 'which shines on the painted faces of women'(K.C. Bailey). Cf. §46 and note
con §27.

226 ® Beckmann suggests that it was so called from its being one of the sealing earths,
"anulus” being the name of a signet ring. Vol. II. p. 260.

227 ' "Cretulam."

228 > See xxxiit. c. 57.
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229-3 . .. e . . . . 230-4
werden™ ~, ein fur Winde ungeeignetes Verfahren, das bei Kriegschiffen

jedoch gebrduchlich ist. Inzwischen auch bei Lastschiffen, und da wir so-
gar Wagen ausmalen, wird sich niemand dariiber wundern, wenn man bald
auch Scheiterhaufen bemalte, schon weil es Kampfern gefillt, prachtvoll zu
Tode oder gewiss zum Morden zu kommen.

Beim Betrachten der Vielfalt all dieser Farben kénnen wir (die Erfindungs-
kraft) unserer Vorfahren nur bewundern.

xxxi 49 Ex omnibus coloribus cretulam amant udoque inlini recusant
purpurissum, Indicum, caeruleum, Melinum, auripigmentum, Appianum,
cerussa. cerae tinguntur isdem his coloribus ad eas picturas, quae inurun-
tur, alieno parietibus genere, sed classibus familiari, iam vero et onerariis
navibus, quoniam et pericula expingimus, ne quis miretur et rogos pingi,
iuvatque pugnaturos ad mortem aut certe caedem speciose vehi.

Qua contemplatione tot colorum tanta varietate subit antiquitatem mirari.

229 * See Chapter 39, where this process is more fully described. "' Cere," or 'waxes,' was
the ordinary term for painters' colours among the Romans, but more especially encaustic
colours, which were probably kept dry in boxes, and the wet brush or pencil was rubbed
upon them when colour was required, or they were moistened by the artist previous to
commencing work. From the term 'cerz' it would appear that wax constituted the principal
ingredient in the colouring vehicle used; but this does not necessarily follow, and it is very
improbable that it did; there must have been a great portion of gum or resin in the colours,
or they could not have hardened. Wax was undoubtedly a most essential ingredient, since
it apparently prevents the colours from cracking. 'Cerz' therefore might originally simply
mean colours which contained wax, in contradistinction to those which did not; but was
afterwards applied generally by the Romans to the colours of painters."--Wornum, Smith's
Dict. Antiq. Art. Painting.

230 * Called "Inceramenta navium," in Livy, B. xxviii. c. 45. See also Chapters 39 and
41 of this Book.
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32 - MIT WELCHEN FARBEN DIE ALTEN MALTEN.

quibus coloribus antiqui pinxerint

Mit nur vier Farben®™ "’ **** - dem Melinum™’” fiir Weif}, Attischem Ok-
ker™* fiir Gelb, Pontischer Sinope-Erde fur Rot und Atramentum fiir
Schwarz™” - schufen ApellesBH, Aetion, Melanthios und Nikomachos
ihre unsterblichen Werke, wobei fur jedes (einzelne) ihrer Bilder mit den
Schitzen ganzer Stidte bezahlt wurde. Jetzt, wo der Purpur seinen Weg

auch an Winde findet und Indien den Schlamm seiner Fliisse”™ ' **® das

239-7

Blut seiner Drachen und Elefanten liefert, gibt es keine edle Malerei

mehr. Demnach war alles einst besser, als man tiber weniger Mittel verfiigte.

240-8

Und zwar weil man sich, wie oben gesagt (§4)”" , (nur noch) um den Preis

des Materials, nicht (aber) den des Geistes kiimmert.

xxxii 50 quattuor coloribus solis inmortalia illa opera fecere — ex albis
Melino, e silaciis Attico, ex rubris Sinopide Pontica, ex nigris atramento —
Apelles, Aetion, Melanthius, Nicomachus, clarissimi pictores, cum tabulae

231 ! Pliny here commits a mistake, which may have arisen from an imperfect recol-
lection, as Sir. H. Davy has supposed, of a passage in Cicero (Brutus, c. 18), which, however,
quite contradicts the statement of Pliny. "In painting, we admire in the works of Zeuxis,
Polygnotus, Timanthes, and those who used four colours only, the figure and the lineaments;
but in the works of Echion, Nicomachus, Protogenes, and Apelles, everyzhing is perfect."
Indeed Pliny contradicts himself, for he speaks of #wo others colours used by the earliest
painters, the festa frita, or ground earthenware, in Chapter 5 of this Book; and "cinnabaris,"
or vermilion, in B. xxxiii. c. 36. Also, in Chapter 21 of this Book he speaks of Eretrian earth
as having been used by Nicomachus, and in Chapter 25 of ivory black as having been in-
vented by Apelles.

232 * Cicero, Brutus, 70 says it was Zeuxis, Polygnotus, Timanthes and others who used
four colours only, while in Aetion, Nicomachus, Protogenes, and Apelles everything had
been brought to perfection. But the Alexander mosaic reproduces a four-colour original.
233 * See Chapter 19 of this Book.

234 " See xxxiii. c. 56.

235 * Blue is here excluded altogether, unless under the term "atramentum” we would
include black and blue indicum, or in other words, Indian ink and indigo.

236 > These painters will all be noticed in Chapter 36.

237 ®See Chapter 27 of this Book.

238 " Indigo (see §46) and dragon's blood, which latter is really a plant-product got
chiefly from a species of Dracaena or Prerocarpus in Socotra.

239 " In allusion to "Dragon's blood." See xxxiii. c. 38.

240 *In Chapter 2 of this Book.
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eorum singulae oppidorum venirent opibus. nunc et purpuris in parietes
migrantibus et India conferente fluminum suorum limum, draconum ele-
phantorumque saniem nulla nobilis pictura est. omnia ergo meliora tunc
fuere, cum minor copia. ita est, quoniam, ut supra diximus, rerum, non ani-
mi pretiis excubatur.

33 - WANN MAN ZUERST GLADIATORENKAMPFE MALTE
UND OFFENTLICH AUSSTELLTE.
quando primum gladiatorum pugnae pictae et propositae sint

Das Wahnhafte unserer Zeit auch in der Malerei will ich nicht auslassen.
Kaiser Nero (54-68 AD) befahl, von sich einen Koloss auf einer 120-Fuf}
Leinwand //inteo/ zu malen, was bis dahin unbekannt war’*'™". Als dieses
Bild im Garten des Maianus fertiggestellt wurde, traf es ein Blitz und es
verbrannte mit dem besten Teil der Gartenanlagen. OK

xxxiii 51 Et nostrae aetatis insaniam in pictura non omittam. Nero prin-
ceps iusserat colosseum se pingi CXX pedum linteo, incognitum ad hoc
tempus. ea pictura, cum peracta esset in Maianis hortis, accensa fulmine
cum optima hortorum parte conflagravit.

Als ein Freigelassener desselben (Kaisers) ein Gladiatorenspiel in Antium
gab, lief er bekanntlich in den 6ffentlichen Portiken Malereien anbringen,
worauf die Gladiatoren und all ihre Helfer in lebenstreuen Bildern wie-
dergegeben waren. Darin bestand schon seit Langem der héchste Sinn der
Malerei, doch Gladiatorenspiele zu malen und 6ftentlich auszustellen, be-
gann man erst seit Gaius Terentius Lucanus. Dieser lief} fur seinen Grofiva-
ter, der ihn adoptiert hatte, drei Tage dreiffig Kimpferpaare auf dem Forum
auftreten und postierte ein Gemilde davon im Diana-Hain.”*? OK

52 libertus eius, cum daret Anti munus gladiatorium, publicas porticus
occupavit pictura, ut constat, gladiatorum ministrorumque omnium veris
imaginibus redditis. hic multis iam saeculis summus animus in pictura, pingi

241 ! From the construction of the passage, it is difficult to say whether he means to say
that such colossal figures were till then unknown in painting, or whether that the use of can-
vass in painting was till then unknown. If the latter is the meaning, it is not exactly correct,
though it is probable that the introduction of canvass for this purpose was comparatively
late; there being no mention of its being employed by the Greek painters of the best periods.
242 ? See iii. ¢. 9, xiv. c. 3, and xvi. c. 91.
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autem gladiatoria munera atque in publico exponi coepta a C. Terentio Lu-
cano. is avo suo, a quo adoptatus fuerat, triginta paria in foro per triduum
dedit tabulamque pictam in nemore Dianae posuit.
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KAP 34 - 41
405 BERUHMTE BILDER UND MALER.
operum et artificum in pictura nobilitates CCCCV

34-VOM ALTER DER MALEREI. de aetate picturae

Nun mochte ich die in dieser Kunst gefeierten Minner in grofiter Kir-
ze durchgehen, denn eine tiefere Abhandlung liegt nicht im Plan dieses
Werks. Daher muss reichen, einige knapp zu benennen und sich bei ande-
ren auf die Berichte anderer zu beziehen; aufler bei den berithmteren Wer-
ken und wenn man sie - ob nun vorhanden oder zerstort - leicht erortern

kann. OK

xxxiv. 53 Nunc celebres in ea arte quam maxima brevitate percurram,
neque enim instituti operis est talis executio; itaque quosdam vel in trans-
cursu et in aliorum mentione obiter nominasse satis erit, exceptis operum
claritatibus quae et ipsa conveniet attingi, sive exstant sive intercidere.

Auf diesem Gebiet ist selbst bei den Griechen nicht viel Sorgfalt zu erken-
nen, da sie die Maler erst viele Olympiaden spiter als die Bildhauer und
Bildner /zoreutae’ "'/ bekannt machten, und zwar erst in der 90. Olympia-
de (420-417 BC), obwohl man tber Phidias selbst doch berichtet, er sei
anfinglich Maler gewesen und habe in Athen einen Schild**** bemalt. Au-
Rerdem ist von seinem Bruder Panaios®”? bekannt, dass er in der 83-ten
(448-445 BC) lebte und in Elis®**” die Innenseite eines Schilds der Miner-
va bemalte, welche Colotes™” ™ angefertigt hatte, ein Schiiler des Phidias

243 ! "Toreute." For the explanation of this term, see end of B. xxxiii.

244 * Probably not that of Athene Parthenos, which was, on its inner side, carved in
relief.

245 ? In reality he was cousin or nephew of Phidias, by the father's side, though Pau-
sanias, B. v. c. 11, falls into the same error as that committed by Pliny. He is mentioned
likewise by Strabo and Aschines.

246 *See xxxvi. ¢. 55.

247 " See xxxiv. c. 19.
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und, bei der Arbeit am Olympischen Jupiter24s_5, sein Gehilfe. OK

54 Non constat sibi in hac parte Graecorum diligentia multas post olympia-

das celebrando pictores quam statuarios ac toreutas, primumque olympiade
LXXXX, cum et Phidian ipsum initio pictorem fuisse tradatur clipeumque
Athenis ab eo pictum, praeterea in confesso sit LXXX tertia fuisse fratrem
eius Panaenum, qui clipeum intus pinxit Elide Minervae, quam fecerat Co-
lotes, discipulus Phidiae et ei in faciendo Iove Olympio adiutor.

Was? Miisste man nicht ebenso mitteilen, dass ein Bild des Malers Bular-

249-

6 . 250-b
chos™ °, worauf der Kampf der Magnesier zu sehen war™ ", von Kauda-

les” - dem letzten heraklidischen Lyderkénig, den man auch Myrsilos
nannte - mit Gold aufgewogen wurde? So sehr wurde bereits da die Malerei
geschitzt. Dies muss sich etwa zur Zeit des Romulus ereignet haben, denn
Kadaules wurde in der 18. Olympiade (708-705 BC) ermordet, oder, wie
manchmal berichtet, im selben Jahr wie Romulus (trad. 717 BC); wenn ich
mich (also) nicht tiusche, manifestierte sich bereits damals der Ruhm der

Kunst in solcher Uneingeschrinktheit. OK

55 quid? quod in confesso perinde est Bularchi pictoris tabulam, in qua er-

at Magnetum proelium, a Candaule, rege Lydiae Heraclidarum novissimo,
qui et Myrsilus vocitatus est, repensam auro? tanta iam dignatio picturae
erat. circa Romuli id aetatem acciderit necesse est, etenim duodevicenisma
olympiade interiit Candaules aut, ut quidam tradunt, eodem anno quo Ro-
mulus, nisi fallor, manifesta iam tunc claritate artis, adeo absolutione.

Wenn man dies notwendigerweise hinnimmt, wird zugleich klar, dass ihr

Ursprung viel friiher liegt und dass diejenigen, die monochrom™*7/?*¢ mal-

ten und deren Zeit nicht lberliefert ist, noch betrichtlich davor lebten,

248’ Seexxxiv.c. 19.

249 °See vii. c. 39.

250 ® An unknown event ; it might be the defeat of the Greeks mentioned in VII, 126;
or more likely the great defeat of the Magnetes by the Treres in 651 B.C. (Strabo X1V, 647).
251 ¢ Candaules was in fact put to death by Gyges about 685 B.C.

252 " Paintings with but one colour. "Monochromata," as we shall see in Chapter 36,
were painted at all times, and by the greatest masters. Those of Zeuxis corresponded with
the Chiariscuri of the Italians, light and shade being introduced with the highest degree of
artistic skill.

253 “See §§29,15.
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(also) Hygiainontes, Dinias, Charmadas®™*® und, als erster Mann und Frau

55- S6-c .
d*” der Athener Eumares®*, der jede Art
257-10

in der Malerei unterscheiden
von Gestalt nachzubilden versuchte; sowie Kimon aus Kleonaeos, der
die Erfindungen des Eumares verbesserten. Dieser erfand die sogenannten

258-11/259-¢
und entspre-

Catagraphen /catagraphal/, das sind Schrigansichten
chende Gesichtsformen, die riickwirts, aufwirts oder nach unten blicken; er
unterschied die Glieder durch Gelenke, machte Adern sichtbar und erfand

dartiber hinaus Falten und Ausbeulungen an Gewindern.

56 quod si recipi necesse est, simul apparet multo vetustiora principia eo-
sque, qui monochromatis pinxerint, quorum aetas non traditur, aliquanto
ante fuisse, Hygiaenontem, Dinian, Charmadan et, qui primus in pictura
marem a femina discreverit, Eumarum Atheniensem, figuras omnes imitari
ausum, quique inventa eius excoluerit, Cimonem Cleonaeum. hic catagra-
pha invenit, hoc est obliquas imagines, et varie formare voltus, respicien-
tes suspicientesve vel despicientes; articulis membra distinxit, venas protulit,
praeterque in vestibus rugas et sinus invenit.

Paneios, der Bruder des Phidias, malte®®" auch die Schlacht der Athener

254 ® These several artists are quite unknown, being mentioned by no other author.
255 ? Tt is pretty clear, from vases of a very ancient date, that it is not the sexual distinc-
tion that is here alluded to. Eumarus, perhaps, may have been the first to give to each sex
its characteristic style of design, in the compositions, draperies, attitudes, and complexions
of the respective sexes. Wornum thinks that, probably, Eumarus, and certainly, Cimon, be-
longed to the class of ancient tetrachromists, or polychromists, painting in a variety of col-
ours, without a due, or at least a partial, observance of the laws of light and shade. Smith's
Dict. Antiq. Art. Painting.

256 ‘ By painting women's skin paler or white. This is the stage represented by vase-
painting from the seventh century when women were commonly coloured white, men red
or black.

257 " He is mentioned also by Alian. Béttiger is of opinion that he flourished about
the 80th Olympiad. It is probable, however, that he lived long before the age of Polygnotus;
but some time after that of Eumarus. Wornum thinks that he was probably a contemporary
of Solon, a century before Polygnotus.

258 " "Catagrapha."

259 ¢ The Greek word meant probably 'foreshortened images', but Pliny or his Latin
source rightly took it as expressing 'slanting {obliquiis) images not profile or full-face.' Cf. §
90. The context may exclude from the word 0b/iquus any portraits where the eyes look back,
up, or down.

260 "On a wooden panel attached to a wall of the stoa poikile, Painted Portico, at Ath-
ens. The painting was attributed also to Polygnotus and to Micon ; cf. §59.
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gegen die Perser bei Marathon (490 BC)**'"™, So sehr war der Gebrauch der
Farben bereits verbreitet und hatte sich diese Kunst perfektioniert, dass man
iiberliefert, er habe die Feldherren jener Schlacht (lebensnah) dargestellt**
¢,von den Athenern (also) Miltiades, Kallimachos, Kynaigiros, von den Bar-
baren Datis, Artaphernes.

57 Panaenus quidem frater Phidiae etiam proelium Atheniensium adversus
Persas apud Marathona factum pinxit. adeo iam colorum usus increbuerat
adeoque ars perfecta erat, ut in eo proelio iconicos duces pinxisse tradatur,
Atheniensium Miltiadem, Callimachum, Cynaegirum, barbarorum Datim,
Artaphernen.

35 -ERSTER WETTSTREITIN DER MALEREIL

picturae primum certamen

Ja, zur Zeit seiner /des Panaenus/ Bliite wurde in Korinth und Delphi sogar
ein Malereiwettkampf veranstaltet, wobei er als allererster mit dem Chal-
kier Timagoras stritt, von dem er bei den pythischen Spielen dann aber be-
zwungen wurde, wie ein altes Gedicht von Timagoras selbst bezeugt, indes
die Chroniken /beziiglich also des Beginns der Malerei/ zweifellos irren.

Nach ihnen gelangten, noch vor der 90. Olympiade (420-417 BC), auch an-
dere zu Ruhm, wie etwa der Thasier Polygnotosm'l, der als erster Frauen in
durchsichtigen Gewindern malte, ihre Képfe mit bunten Mitren bedeckte,
und die Vielfalt der Malerei sehr férderte, indem er begann, Miinder geoft-
net darzustellen, die Zihne zu zeigen, (und) den Gesichtsausdruck anstelle
der alten Steifheit zu variieren.

xxxv 58 quin immo certamen etiam picturae florente eo institutum est
Corinthi ac Delphis, primusque omnium certavit cuam Timagora Chalci-
dense, superatus ab eo Pythiis, quod et ipsius Timagorae carmine vetusto
apparet, chronicorum errore non dubio.

261 " This picture was placed in the Peecile at Athens, and is mentioned also by Pau-
sanias, B. 1. c. 15, and by Aschines, Ctesiph. s. 186.

262 # Not real portraits if the stoa was built at least thirty years after 490 B.C.

263 ! See vii. c. 57, where he is mentioned as an Athenian. It is not improbable that
he became a citizen of Athens in the seventy-ninth Olympiad, B.C. 463, when Thasos was
brought under the power of Athens, and, as Sillig suggests, at the solicitation of Cimon, the
son of Miltiades. It is generally supposed that he flourished about the eightieth Olympiad.
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Alii quoque post hos clari fuere ante LXXXX olympiadem, sicut Polygnotus
Thasius, qui primus mulieres tralucida veste pinxit, capita earum mitris ver-
sicoloribus operuit plurimumque picturae primus contulit, siquidem insti-
tuit os adaperire, dentes ostendere, volutem ab antiquo rigore variare.

Von ihm ist auch das Bild in der Siulenhalle’*” des Pompeius, das frither
vor dessen Curie war, auf welchem er einen schildtragenden Mann malte,
bei dem man dartiber nachgriibelt, ob er nun nach oben oder unten will. Er
malte auch in Delphi den Tempel®”/?** qus, und, ohne jedes Entgelt, die
Athener Siulenhalle, die man Poikile®”* nennt, wihrend Mikon>**” seinen
Teil gegen Bezahlung malte’” ™. Sein Ansehen wurde dadurch noch ver-
mehrt, dass die Amphiktyonie”o_é, die ein offentlicher Staatsrat Griechen-
lands ist, beschloss, ihm kostenlos Unterkunft zu gewihren. - Es gab noch
einen anderen Mikon, den man durch den Beinamen ,der Jingere“ unter-

schied, dessen Tochter Timarete’”"” auch selber malte.

59 huius est tabula in porticu Pompei, quae ante curiam eius fuerat, in qua
dubitatur ascendentem cum clupeo pinxerit an descendentem. hic Delphis
aedem pinxit, hic et Athenis porticum, quae Poecile vocatur, gratuito, cum
partem eius Micon mercede pingeret. vel maior huic auctoritas, siquidem
Amphictyones, quod est publicum Graeciae consilium, hospitia ei gratuita
decrevere. — Fuit et alius Micon, qui minoris cognomine distinguitur, cuius
filia Timarete et ipsa pinxit. —

36 - WER MIT DEM PINSEL MALTE. qui penicillo pinxerint

In der 90. Olympiade (420-417 BC) aber gab es Aglaophon272'1,

264 ? Belonging to the Theatre of Pompey, in the Ninth Region of the City.

265 * With scenes from the Trojan War, and the adventures of Ulysses.

266 *'The Lesche, a covered colonnade.

267 * Or "Variegated;" from its various pictures.

268’ See xxxiii. c. 56.

269 * Polygnotus' contribution was a 'Sack of Troy,' Micon's a 'Battle of the Amazons'
(against Theseus). See also §57.

270 ® See vii. c. 37.

271 " She is again mentioned in Chapter 40.

272 ' He was a native of Thasos, and father and instructor of Polygnotus. As Pliny has
already stated that Polygnotus flourished sefore the ninetieth Olympiad, there is an incon-
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Kephisodoros, Erillos und Euenor, den Vater des Parrhasius und Lehrer
des grofiten Malers, von dem wir bei der Abhandlung seiner Zeit sprechen
werden (§67) - alle bereits berithmt, bei denen sich jedoch mein Bemiihen
nicht aufhalten darf, weil es zu den Glanzlichtern der Kiinste eilen will,
unter denen als erster der Athener Apollodoros””™ in der 93. Olympiade
(408-405 BC) aufleuchtet. Dieser begann als erster, der Kunst Ausdruck zu
verleihen //durch Schonheit der Gestalten, bzw. deren realistische Form? -
wspecies exprimere = ,die Art ausdriicken® ist hochambivalent//, und brach-
te dem Pinsel”’*” als erster bei, mit Recht Ruhm®” zu suchen. Von ihm ist
ein betender Priester und ein blitzgetroffener Ajax, den man heute noch in
Pergamon sehen kann. (Aus der Zeit) vor ihm ist kein Bild eines Kiinstlers
(mehr) zu sehen, das die Augen anzuziehen versteht.

xxxvi 60 LXXXX autem olympiade fuere Aglaophon, Cephisodorus, Eril-
lus, Euenor, pater Parrhasii et praeceptor maximi pictoris, de quo suis annis
dicemus, omnes iam inlustres, non tamen in quibus haerere expositio debeat
festinans ad lumina artis, in quibus primus refulsit Apollodorus Athenien-
sis LXXXXIII olympiade. hic primus species exprimere instituit primusque
gloriam penicillo iure contulit. eius est sacerdos adorans et Aiax fulmine in-
census, quae Pergami spectatur hodie. neque ante eum tabula ullius osten-
ditur, quae teneat oculos.

Die seitdem aufgestoflenen Tore der Kunst durchschritt Zeuxis aus He-
rakleia®*™* im vierten Jahr der 95. Olympiade (397 BC) und fiihrte sei-
nen gewissermafien bereits wagemutigen Pinsel - nur von solchen wollen
wir fortan ndmlich sprechen - zu groffem Ruhm, wobei er von manchen

sistency in his making mention of the son as flourishing before the father. Hence Sillig, with
Béottiger, is inclined to think that there were two artists of this name, one about the seventi-
eth, and the other about the ninetieth Olympiad, the former being the father of Polygnotus.
273 “ Inventor of shading, and therefore called skiagraphos

274 * "Penicillus." This was the hair-pencil or brush, which was used by one class of
painters, in contradistinction to the stylus or cestrum used for spreading the wax-colours.
Painters with the brush used what we should term "water-colours;" oil-colours, in our sense
of the word, being unknown to the ancients.

275 ’ "Primusque gloriam penicillo jure contulit." Wornum considers that "the rich ef-
fect of the combination of light and shade with colour is clearly expressed in these words."-
-Smith's Dict. Antiq. Art. Painting. This artist, who was noted for his arrogance, is men-
tioned by other ancient writers.

276 “In "Magna Gracia," near Crotona, it is supposed. Tzetzes styles him as an Ephe-
sian.
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irrtimlich in die 89. Olympiade (424-421 BC) gestellt wird, eine Zeit, in
der Demophiles aus Himera und Neseas aus Thasium gelebt haben mussen,
weil er Schiiler von einem, von welchem bleibt ungewiss, war.

61 Ab hoc artis fores apertas Zeuxis Heracleotes intravit olympiadis
LXXXXV anno quarto, audentemque iam aliquid penicillum — de hoc
enim adhuc loquamur — ad magnam gloriam perduxit, a quibusdam falso
in LXXXVIIII olympiade positus, cum fuisse necesse est Demophilum Hi-
meraeum et Nesea Thasium, quoniam utrius eorum discipulus fuerit ambi-
gitur.

Auf ihn verfasste Apollodoros den Spruch, Zeuxis habe seine Kunst von an-
deren entwendet und trage sie nun mit sich rum”’”. Sein Werk bescherte
ihm so grofien Reichtum, dass er, um ihn zur Schau zu stellen, sich in Olym-
pia in Kleidung zeigte, in deren eckige Muster seine Namer mit Goldbuch-
staben eingesetzt war. Spiter pflegte er, seine Werke zu verschenken, weil
man fur sie, wie er sagte, keinen ihrem Wert wiirdigen Preis bezahlen kén-
ne: zum Beispiel (schenkte er) den Agrigentern eine Alkmene und Arche-

278-a . 279-6
laos einen Pan™""".

62 in eum Apollodorus supra scriptus versum fecit, artem ipsis ablatam
Zeuxim ferre secum. opes quoque tantas adquisivit, ut in ostentatione earum
Olympiae aureis litteris in palliorum tesseris intextum nomen suum osten-
taret. postea donare opera sua instituit, quod nullo pretio satis digno permu-
tari posse diceret, sicuti Alecmenam Agragantinis, Pana Archelao.

Er machte auch eine Penelope, in die ihr Wesen reingemalt zu sein scheint,
sowie einen Athleten, worin er sich so sehr gefiel, dass er darunter den seit-
her bekannten Spruch setzte, es sei leichter fiir jeden, an jemandem her-
umzunérgeln als ihn nachzuahmen®™"”’ ?*™, Prachtvoll ist auch sein von
Gottern umgebener Jupiter auf dem Thron und ein Herkules, der als klei-
nes Kind vor seiner erschrockenen Mutter Alkmene und Amphytrion 2

277 * This is probably the meaning of the words--"Artem ipsis ablatam Zeuxim ferre
secum.” It is doubtful whether "ipsis" or "ipsi" is the correct reading.

278 * King of Macedonia 413-399 B.C.

279 6 King of Macedonia.

280 " mémésetai tis mallon é mimésetai. This line is attributed by Plutarch to Apollo-
dorus.

281 ® Momesetai tis mallon e mimesetai
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Schlangen erwiirgt.

63 fecit et Penelopen, in qua pinxisse mores videtur, et athletam adeoque
in illo sibi placuit, ut versum subscriberet celebrem ex eo, invisurum aliquem
facilius quam imitaturum. magnificus est et Iuppiter eius in throno adstan-
tibus diis et Hercules infans dracones II strangulans Alcmena matre coram
pavente et Amphitryone.

Er wird jedoch dafiir getadelt, die Képfe und Gliedmaflen® ™ zu grof dar-
gestellt zu haben, obwohl er seine Griindlichkeit sonst so weit trieb, dass er,
um fiir die Agrigenter™”® ein Bild*** herzustellen, das sie in ihrem Juno-
Lacinia-Tempel der Offentlichkeit widmen wollten, etliche ihrer Jungfrauen
nackt betrachtete und fiinf auswihlte, um dann per Malerei wiederzugeben,
was er an jeder bewundernswert fand. Er hat auch einfarbige Bilder auf /
oder: ,in“ (ex)?/ weifl gemalt™>”/**, Seine Zeitgenossen und Rivalen wa-
ren Timanthes, Androkydes, Eupompus, Parrhasius.

64 reprehenditur tamen ceu grandior in capitibus articulisque, alioqui tan-
tus diligentia, ut Agragantinis facturus tabulam, quam in templo Iunonis
Laciniae publice dicarent, inspexerit virgines eorum nudas et quinque ele-
gerit, ut quod in quaque laudatissimum esset pictura redderet. pinxit et mo-
nochromata ex albo. aequales eius et aemuli fuere Timanthes, Androcydes,
Eupompos, Parrhasius.

Letzterer soll sich mit Zeuxis zu einen Wettstreit herabgelassen haben, bei
dem dieser gemalte Tauben mit solchem Erfolg produzierte, dass Vogel das
Biihnengebiude™ " anflogen, withrend (Parrhasios) selbst einen derart die
Wiahrheit reprisentierenden Leinenvorhang hervorbrachte, dass Zeuxis,
stolz auf das Urteil der Vogel, verlangte, man solle doch, um das Bild zu

282 ¢ Fingers and toes?

283 ® Cicero and Dionysius of Halicarnassus say that this picture was executed at Cro-
tona, and not at Agrigentum. It is generally supposed to have been the painting of Helena,
afterwards mentioned by Pliny.

284 ¢ Apparently a "Helen'(cf. §66), painted in fact for the city of Croton (Cic. De
Invent. II, 1, 1; Dionys.Hal.,De Vet.Script.Cens.I).

285 ’ "Ex albo." "That is, in grey and grey, similar to the Chiariscuri of the Italians."-
-Wornum, in Smith's Dict. Antiq. Art. Painting.

286 ¢ Apparently paintings in pale colours on a dark ground.

287 “The pictures were hung on the front of the stage buildings in the theatre.
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zeigen, den Vorhang endlich wegnehmen, wobei er, seinen Irrtum einse-
hend, ihm in aufrichtiger Beschimung den Preis dann zuerkannte, weil er
selber zwar Vogel, Parrhasios jedoch ihn als Kiinstler habe tduschen kénnen.

65 descendisse hic in certamen cum Zeuxide traditur et, cum ille detulis-
set uvas pictas tanto successu, ut in scaenam aves advolarent, ipse detulisse
linteum pictum ita veritate repraesentata, ut Zeuxis alitum iudicio tumens
flagitaret tandem remoto linteo ostendi picturam atque intellecto errore
concederet palmam ingenuo pudore, quoniam ipse volucres fefellisset, Par-
rhasius autem se artificem.

Spiter soll Zeuxis auch einen traubentragenden Knaben gemalt haben; als
Vogel heranflogen (und versuchten an den Trauben zu picken), trat er in
aufrichtigem Zorn vor sein Werk und sagte: ,Die Trauben habe ich besser
gemalt als den Knaben, denn wire auch er vollkommen, hitten die Vogel

. .. . 288-10 . . . .
sich fiirchten miissen.“ Er machte auch Tonwaren , die als einziges in

Ambrakia zuriickblieben, als Fulvius Nobilior™® " die (Statuen der) Musen
von dort nach Rom tiberfiihrte (189 BC).In Rom gibt es von der Hand des

290-g 291-

. . 12 .
Zeuxis eine Helena und einen ge-

in der Sidulenhalle des Philippus

. . 29213
bundenen Marsyas im Concordia-Tempel™ .

66 fertur et postea Zeuxis pinxisse puerum uvas ferentem, ad quas cum ad-
volassent aves, eadem ingenuitate processit iratus operi et dixit: uvas meli-
us pinxi quam puerum, nam si et hoc consumassem, aves timere debuerant.
fecit et figlina opera, quae sola in Ambracia relicta sunt, cum inde Musas
Fulvius Nobilior Romam transferret. Zeuxidis manu Romae Helena est in
Philippi porticibus, et in Concordiae delubro Marsyas religatus.

Parrhasius wurde in Ephesos geboren und trug selber vieles (zum Fortschritt
der Kunst) bei. Als erster brachte er Symmetrie ins Bild, und er war der er-
ste, der Gesichtsziigen etwas Sprechendes, dem Haar Eleganz, dem Mund
Anmut verlieh, und den Auflerungen anderer Kiinstler zufolge erreichte er

288 " "Figlina opera." It is not improbable that this may allude to the painting of fictile
vases.

289 " AU.C. 666. As to this expedition of Fulvius Nobilior, see Livy, B. xxxviii.

290 #'The picture 'Helen' mentioned (not named) in §64.The porticoes were built by L.
Marcius Philippus in 29 B.C.

291 ZOf Philippus Marcius, in the Ninth Region of the City.

292 " In the Eighth Region of the City.
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in der Linienfiihrung der Umrisse grofite Vollkommenheit. Darin findet
lasst sich die duflerste Subtilitit von Malerei. Denn Ko6rper und das Inne-
re der Gegenstinde zu malen, stellt gewiss eine grof’e Leistung dar, in der
aber viele (schon) Ruhm erlangten; die Korperrinder richtig zu machen
und dort, wo das Gemalte authort, mit Gefiihl /modum/ abzusetzen, findet
sich dagegen in (im Verlauf) der Kunst selten.

67 Parrhasius Ephesi natus et ipse multa contulit. primus symmetrian
picturae dedit, primus argutias voltus, elegantiam capilli, venustatem oris,
confessione artificum in liniis extremis palmam adeptus. haec est picturae
summa suptilitas. corpora enim pingere et media rerum est quidem magni
operis, sed in quo multi gloriam tulerint; extrema corporum facere et desi-

nentis picturae modum includere rarum in successu artis invenitur.

Die Kontur muss ndmlich an ihrem Ende richtig abgerundet sein und
so aufhoren, dass sie anderes hervortreten lisst und auch das hinter sich
zeigt, was sie verbirgt. Den Ruhm, dies erreicht zu haben, haben ihm An-
214 ind Xenokrates™* ", die {iber Malerei schrieben, zugestanden,

indem sie ihn /also Parrhasius/ nicht blofy erwidhnten, sondern sogar her-
295-a

tigonus

vorhoben; ansonsten existieren noch zahlreiche Spuren seines Griffels
auf Tafeln /in tabulis/ und Pergamenten /membranae/, die den Kinstlern
(noch immer) niitzlich sein sollen.

68 ambire enim se ipsa debet extremitas et sic desinere, ut promittat alia et
post se ostendatque etiam quae occultat. hanc ei gloriam concessere Antigo-
nus et Xenocrates, qui de pictura scripsere, praedicantes quoque, non solum
confitentes; et alias multa graphidis vestigia exstant in tabulis ac membranis
eius, ex quibus proficere dicuntur artifices.

Er scheint jedoch, grade im Vergleich zu sich selbst /zu seinen unbezwei-
felbaren Qualititen/, bei der Darstellung der Koérpermitten /= der korper-
inneren Flichen/ weniger ausdrucksstark zu sein. Er malte das Volk der
Athener auch inhaltlich geistvoll. Er zeigte es nimlich verschiedenartig: als

293 " See end of B. xxxiii.
294 " See end of B. xxxiii. and B. xxxiv.
295 * Or 'traces of his draughtsmanship.'
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zornig”*", ungerecht, unbestindig, ebenso aber als nachgiebig’’'’, mild,
mitfiihlend und ruhmsiichtig (...), als erhaben und kleinmiitig, kithn und
feige, und das alles gleichwertig. Er malte auch einen Theseus, der in Rom
im Kapitol war”* ", sowie einen See-Offizier /einen Nauarchen™ "/ Pan-
zer, und auf einer Tafel in Rhodos Meleager, Herkules, Perseus; es /dieses
Bild/ wurde dort dreimal vom Blitz angesengt, ohne zerstort zu werden,
wodurch es an Wunderbarem noch gewinnt.

68c minor tamen videtur sibi comparatus in mediis corporibus exprimen-

dis.

69 pinxit demon Atheniensium argumento quoque ingenioso. ostende-
bat namque varium: iracundum iniustum inconstantem, eundem exorabi-
lem clementem misericordem; gloriosum . . . ., excelsum humilem, ferocem
fugacemque et omnia pariter. idem pinxit et Thesea, quae Romae in Capito-
lio fuit, et nauarchum thoracatum, et in una tabula, quae est Rhodi, Melea-
grum, Herculem, Persea; haec ibi ter fulmine ambusta neque obliterata hoc
ipso miraculum auget.

Er malte auch einen Archigallus®"® /den Chefpriester der Kybele/, ein
Bild, das Kaiser Tiberius (14-37 AD) liebte und - laut Deculo™" "’ wurde es
auf 6 Millionen Sesterzen geschitzt - in seinem Schlafzimmer einschloss.
Auflerdem malte er eine thrakische Amme, mit in den Hinden einem Kind,
sowie Philiskos™”? und Vater Liber’”?" mit danebenstehender Tugend /
virtus/; und zwei Knaben, an denen man die unbekiimmerte Selbstsicher-
heit und das Einfache ihres Alters erkennt, ebenso einen Priester, neben
dem ein Knabe mit Weihrauchpfanne und Kranz steht.

70 pinxit et archigallum, quam picturam amavit Tiberius princeps atque,

296 * Or 'them in various moods."
297 ' The antithesis seems to require here the reading "inexorabilem," instead of "exo-
rabilem."

298  “Until it perislied in the fire of 70 B.C.

299 ' "Navarchum."

300 " The "Chief of the Galli," or high priest of Cybele.

301 ¥ See end of B. x.

302 » Possibly the person mentioned in B. xi. ¢. 9, or perhaps the Tragic writer of this
name, mentioned in the present Chapter.

303 *' Bacchus.
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ut auctor est Deculo, HS |LX]| aestimatam cubiculo suo inclusit. pinxit et
Thressam nutricem infantemque in manibus eius et Philiscum et Liberum
patrem adstante Virtute, et pueros duos, in quibus spectatur securitas aetatis
et simplicitas, item sacerdotem adstante puero cum acerra et corona.

Dariiber hinaus gibt von ihm zwei sehr berithmte Bilder /picturae/: einen Ho-

304-22 . .
,dass er zu schwitzen scheint,

pliten, der im Wettkampf so vorwirtslauft
und einen anderen, der grade die Waffen ablegt, wobei man sein Atemholen
spirt. Es wird auch ein Aeneas nebst Castor und, auf dem gleichen Bild /
tabula/, Pollux gelobt, ebenso seine Telephos-Achilles-Agamemnon-Odys-
seus—Gruppem'a. Er war ein fruchtbarer Kunstler, aber keiner nutzte seinen
Kinstlerruhm anmafender, denn er legte sich auch Beinamen zu, in denen
er sich ,habrodiactus""> /vielleicht: Dandy, Lebemann/ nannte und in an-
deren Versen auch First einer Kunst, die er zur Vollendung gebracht habe,
wobei er zu allem Uberfluss noch behauptete, dass er von Apollo abstamme
und einen Herkules, der auf Lindos ist, so gemalt habe, wie er ihn oft im
Schlaf gesehen hitte.

71 sunt et duae picturae eius nobilissimae, hoplites in certamine ita decur-
rens, ut sudare videatur, alter arma deponens, ut anhelare sentiatur. laudan-
tur et Aeneas Castorque ac Pollux in eadem tabula, item Telephus, Achilles,
Agamemnon, Ulixes. fecundus artifex, sed quo nemo insolentius usus sit
gloria artis, namque et cognomina usurpavit habrodiaectum se appellando
aliisque versibus principem artis et eam ab se consummatam, super om-
nia Apollinis se radice ortum et Herculem, qui est Lindji, talem a se pictum,
qualem sese in quiete vidisset,

Und, nachdem er in Samos von Timanthos mit grofier Stimmenmehrheit
«307-24 ..

bei einem Ajax und dem ,,Waffengericht Ubertroffen wurde, sagte er, er
empfinde es im Namen seines Helden als peinlich, erneut von einem Un-

wiirdigen besiegt zu werden’™ . Er malte auch Obszénititen /Zibidines/ auf

304 * "Hoplites." A runner in pairoply, or complete armour, at the Olympic Games.
305 * Showing the healing of Telephus by rust from Achilles' sword, with Agamemnon
and Odvsseus looking on.

306 *The "Liver in luxury." Athenaus, B. xii., confirms this statement, and gives some
lines which Parrhasius wrote under certain of his works.

307 ** Of Achilles, which were awarded to Ulysses in preference to Ajax.

308 " When the arms of dead Achilles were awarded to Odysseus, Ajax became mad
and at night unknowingly killed sheep in the belief that he was killing his enemies.
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kleinere Tafeln /zabellis/, wobei er sich bei dieser Art von dreistem Scherz
wohl erholte®” .

72 et, cum magnis suffragiis superatus a Timanthe esset Sami in Ajace ar-
morumgque iudicio, herois nomine se moleste ferre dicebat, quod iterum ab
indigno victus esset. — Pinxit et minoribus tabellis libidines, eo genere pet-
ulantis ioci se reficiens. —

Timanthes " verfiigte indes sogar tiber auferordentlich hohe Erfindungs-
kraft. Von ihm ist nimlich eine durch Rednerlob®' "/ *'** gefeierte Iphige-
nie’™ ™, die, dem Tode geweiht, am Altar steht; wobei er, obwohl er alle
314-28 / 315-¢

iibrigen, besonders den Onkel

, in ihrer Traurigkeit malte und jed-
weden vorstellbaren Ausdruck hineinlegte, das Antlitz des Vaters® /"""

selber verhillte, weil er es nicht wiirdig darstellen konnte.

73 Nam Timanthi vel plurimum adfuit ingenii. eius enim est Iphigenia ora-
torum laudibus celebrata, qua stante ad aras peritura cum maestos pinxisset
omnes praecipueque patruum et tristitiae omnem imaginem consumpsisset,
patris ipsius voltum velavit, quem digne non poterat ostendere.

Es gibt noch andere Beispiele seines Genies, auf einer kleinen Tafel etwa
ein schlafender Zyklop, dessen Grofle er auch dadurch ausdriicken woll-
te, dass er daneben Satyrn malte, die seinen Daumen mit einem Thyrosstab
messen. Wobei man in den Werken dieses Einzigartigen immer mehr zu er-
kennen glaubt, als gemalt ist, und obgleich seine Kunst die hochste ist, steht
sein Genius noch uUber der Kunst. Er malte auch einen Heroen, ein Werk
hochster Qualitit, in dem er die Kunst, Minner zu malen, komplett erfasste,

309 » We learn from Suetonius that Tiberius possessed a Meleager and Atalanta by
Parrhasius, of this nature.

310 % Said by Eustathius to have been a native of Sicyon, but by Quintilian, of Cyth-
nos.

311 *7 Cicero, for instance, De Oratore, c. 22, s. 74.

312 ¢ E.g. Cicero, De Oratore 74.

313 ¢ A picture found at Pompeii may be a copy of this.

314 * Menelaus.

315 ¢ Menelaus.

316 ? Agamemnon.

317 ngamemnon.
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dieses Werk ist in Rom jetzt im Pax—Tempelmg'm.

74 sunt et alia ingenii eius exempla, veluti Cyclops dormiens in parvola
tabella, cuius et sic magnitudinem exprimere cupiens pinxit iuxta Satyros
thyrso pollicem eius metientes. atque in unius huius operibus intellegitur
plus semper quam pingitur et, cum sit ars summa, ingenium tamen ultra ar-
tem est. pinxit et heroa absolutissimi operis, artem ipsam complexus viros
pingendi, quod opus nunc Romae in templo Pacis est.

319-31/320g . .
¢ einen vortrefHi-

Euxeinides unterrichtete in dieser Zeit Aristeides
chen Kiinstler, Eupompos (wiederum) Pamphilos, den Lehrer des Apelles.
Von Eupompos ist ein Sieger im gymnischen Wettkampf, den Palmzweig
haltend. Seine Autoritit war so grof}, dass er die Malerei (weiter) aufteilte:

321-32 . .
und asiatisch ge-

den beiden Schulen, die es vor ihm gab — helladisch
nannt — fligte man, weil er aus Sikyon kam, seinetwegen eine hinzu, indem
man die helladische teilte, so dass es nun drei gibt, die Ionische, Sikyonische

und Attische.

75 Euxinidas hac aetate docuit Aristiden, praeclarum artificem, Eupompus
Pamphilum, Apellis pracceptorem. est Eupompi victor certamine gymni-
co palmam tenens. ipsius auctoritas tanta fuit, ut diviserit picturam: genera,
quae ante eum duo fuere — Helladicum et Asiaticum appellabant —, prop-
ter hunc, qui erat Sicyonius, diviso Helladico tria facta sunt, Ionicum, Si-
cyonium, Atticum.

—————— Notiz: Asiaticum und Atticum widersprechen hier einander im
Quelltext, wobei unklar bleibt, ob Asiaticum oder Atticum richtig ist. Fur
beides lieflen sich Argumente finden. Ich tendiere zu Atticum.

Von Patrnphilosﬂz_33 ist ein Familienbild und eine Schlacht bei Phleius®> ™,

318 % Built near the Forum, by Vespasian, according to Suetonius.
319 " A native of Thebes. A full account of him will be given in the course of this
chapter.

320 ¢'The elder; cf. §§108,111 and note on §202.

321 *2 Or "Grecian."

322 % He was a native of Amphipolis in Macedonia.

323 * Phlius was the chief town of Phliasia, in the north-east of Peloponnesus. It seems
to be quite unknown to what events Pliny here alludes.
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sowie ein Sieg” "> der Athener’”™", ebenso ein Odysseus auf seinem Floss.
Von Geburt war er Makedone, aber ... der erste Maler von umfassender
Bildung, besonders in Arithmetik und Geometrie, ohne die man, wie er
behauptete, in der Kunst nicht zur Vollendung gelangen koénne, wobei er
niemandem fiir weniger als ein Talent - jihrlich 500 Drachmen®*” - Un-

terricht gabm_i, was ihm auch Apelles und Melanthios als Lehrgeld zahlten.

76 Pamphili cognatio et proelium ad Phliuntem ac victoria Atheniensium,
item Ulixes in rate. ipse Macedo natione, sed . . . . primus in pictura omni-
bus litteris eruditus, praecipue arithmetica et geometria, sine quibus negabat
artem perfici posse, docuit neminem talento minoris — annuis D —, quam
mercedem et Apelles et Melanthius dedere ei.

Seine Autoritit bewirkte, dass zuerst in Sikyon, dann in ganz Griechenland
freigeborene Knaben, worauf man zuvor keinen Wert legte, im Zeichnen,
d.h. der Malerei auf Buchsbaumholz /in buxo/, unterrichtet wurden®*>’
und dass diese Kunst unter den freien Kiinsten den ersten Rang erhielt. Sie
brachte iberhaupt stets solches Ansehen ein, dass Freigeborene, bald auch
ehrbare Leute sie ausiibten, wobei stets verboten blieb, Sklaven darin zu
unterrichten. Weder in ihr noch in der Toreutik’”**/***7 /der Bildhauerei/

werden daher Werke von irgendwem, der Sklave war, lobend erwihnt.

77 huius auctoritate effectum est Sicyone primum, deinde in tota Graecia,
ut pueri ingenui omissam ante graphicen, hoc est picturam in buxo, doceren-
tur recipereturque ars ea in primum gradum liberalium. semper quidem ho-
nos ei fuit, ut ingenui eam exercerent, mox ut honesti, perpetuo interdicto

324 % Possibly the naval victory gained by the Athenians under Chabrias near Naxos,
in the first year of the 101st Olympiad.

325 " Possibly the capture of Phlius by the Spartans in 379 B.C. and the sea-victory
of Athens over the Spartans at Naxos in 376, or the defeat of Sicyonians by Phliasians and
Athenians in 367 B.C. The painting may have represented the last event only.

326 * Which would make the course of study, as M. Ian says, extend over a period of
twelve years.

327 " So that the course of study could last 12 years.

328 7 "Graphice;" equivalent, perhaps, to our word "drawing." "The elementary process
consisted in drawing lines or outlines with the graphis, (or stylus) upon tablets of box; the
first exercise was probably to draw a simple line."--Wornum, in Smith's Dict. Antiq. Art.

Painting.
329 * See end of B. xxxiii.
330 ""The whole of statuary as contrasted with painting.
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ne servitia docerentur. ideo neque in hac neque in toreutice ullius, qui servi-
erit, opera celebrantur.

Deutlich traten in der 107. Olympiade (352-349 BC) auch Aetion und

3179 hervor. Berithmte Bilder von Aethion sind ein Vater Li-

Therimachos
332-40 . . 1 e .. 333k g .
ber ,ebenso die Tragddie und Komdédie, eine Semiramis™ , die als ein-
fache Magd die Herrschaft ergreift, eine Greisin, die Fackeln vorantrigt,

und eine Jungvermihlte, deren Schiichternheit besticht.

78 Clari et centesima septima olympiade exstitere Aetion ac Therimachus.
Aetionis sunt nobiles picturae Liber pater, item Tragoedia et Comoedia,
Semiramis ex ancilla regnum apiscens, anus lampadas praeferens et nova
nupta verecundia notabilis.

334-41 335-1 .

Aber alle vor und nach ihm geborenen tbertraf Apelles aus Kos™ ™ in
der 112. Olympiade (332-329 BC). Er trug allein mehr zur Malerei bei als
alle anderen zusammen, auch durch die Herausgabe von Biichern, die Theo-
rien dariiber enthielten. Hervorragend an seiner Kunst war die Anmut™**
/venustas/, so bedeutende Maler es zur selben Zeit auch gab. Obwohl er de-
ren Werke bewunderte und alle lobte, sagte er, dass ihnen jener spezifische
Liebreiz” ™ fehle, den die Griechen ,charita>*™ nennen. Alles sonst ge-
linge ihnen, einzig darin kdme jedoch keiner ihm gleich. OK

79 Verum omnes prius genitos futurosque postea superavit Apelles Cous
olympiade centesima duodecima. picturae plura solus prope quam ceteri om-
nes contulit, voluminibus etiam editis, quae doctrinam eam continent. prae-
cipua eius in arte venustas fuit, cum eadem aetate maximi pictores essent;
quorum opera cum admiraretur, omnibus conlaudatis deesse illam suam ve-
nerem dicebat, quam Graeci xaQuta vocant; cetera omnia contigisse, sed

331 * Both of whom are mentioned as statuaries, in the early part of B. xxxiv. c. 19.

332 * Bacchus.
333 ¥ Sammuramat, princess of Assyria c. 800 B.C.

334 “"The generality of Greek writers represent him as a native either of Ephesus, or of
Colophon.
335 ' Really of Ephesus, but some of his famous works were at Cos.

336 * "Venustas." This word, it has been remarked, will hardly bear a definition. It has
been rendered "grace," "elegance," "beauty."

337 * "Venerem." The name of the Goddess of Beauty.

338 * "Gracefulness."
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hac sola sibi neminem parem.

Als er ein Werk des Protogenes von unermesslicher Arbeit und tberzogener
Sorgfalt bewunderte, beanspruchte er noch einen anderen Ruhm; er sagte
nidmlich, dieser sei ihm in allem gleich oder sogar noch besser als er, aber in
einem wiurde er ihn Ubertreffen, weil er namlich verstiinde, ,,die Hand vom
Gemilde zu nehmen® /= authéren/**””, gemify der erinnernswerten Regel,
dass tibermifige Sorgfalt oft schade. Seine Aufrichtigkeit war aber nicht
geringer als sein Koénnen. Melanthios gab er im Anordnen den Vorrang,
dem Asklepidoros in den Mafdverhiltnissen, das heifit, in welchem Abstand

was von wem zu sein hat.

80 et aliam gloriam usurpavit, cum Protogenis opus inmensi laboris ac cu-
rae supra modum anxiae miraretur; dixit enim omnia sibi cum illo paria es-
se aut illi meliora, sed uno se praestare, quod manum de tabula sciret tollere,
memorabili praeceptoncere saepe nimiam diligentiam. fuit autem non mi-
noris simplicitatis quam artis. Melanthio dispositione cedebat, Asclepio-
doro de mensuris, hoc est quanto quid a quoque distare deberet.

Reizvoll ist, was sich (einst) zwischen Protogenes und ihm abspielte. Jener
lebte auf Rhodos; als Apelles dort an Land ging, begierig die Werke eines
Mannes kennenzulernen, der ihm nur dem Rufe nach bekannt war, begab
er sich sofort in dessen Werkstatt /officinam/. Der Kiinstler war selbst ab-
wesend, aber auf einer Staffelei /in machina/ stand, von einer alten Frau
bewacht, eine Tafel /zabula/ von beachtlicher Grofie, die zum Malen vorbe-
reitet war. Protogenes sei fortgegangen, antwortete sie und fragte, welchen
Besucher sie nennen solle. ,Diesen®, rief Apelles aus, wihrend er sich einen
Pinsel nahm und mit Farbe einen Strich /Zineam, eigentlich nur ,Linie®, was
im antiken Malerjargon indes alles Mogliche bedeuten konnte, etwa Um-

riss/ von hochster Feinheit tiber die Tafel zog™*"™.

81 Scitum inter Protogenen et eum quod accidit. ille Rhodi vivebat, quo
cum Apelles adnavigasset, avidus cognoscendi opera eius fama tantum sibi
cogniti, continuo officinam petiit. aberat ipse, sed tabulam amplae magnitu-
dinis in machina aptatam una custodiebat anus. haec foris esse Protogenen

339 *'The expression 'manum de tabula,' 'hand from the picture,’ was a saying which
expressed "That's enough.'
340 ® Pliny does not say whether it was straight or wavy, or an outline of some object.
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respondit interrogavitque, a quo quaesitum diceret. ab hoc, inquit Apelles
adreptoque penicillo lineam ex colore duxit summae tenuitatis per tabulam.

Bei Protogenes‘ Riickkehr teilte ihm die Alte mit, was sich ereignet hatte.
Man erzihlt, der Kiinstler habe die Feinheit des Striches betrachtet und da-
bei gesagt, Apelles sei da gewesen, eine derart vollendete Leistung passe zu
keinem anderem; dann habe er selber mit anderer Farbe in jene einen noch
feineren Strich gezogen ™, um im Weggehen den Auftrag zu geben, sie
solle, falls jener /also Apelles/ wiederkomme, ihm dies zeigen und hinzuft-
gen, es sei von dem, den er suche. Und so geschah es. Denn Apelles kehrte

zuriick und zog, beschidmt, iibertroffen worden zu sein, noch ein paar Stri-
342-45
che

lief3.

mit einer dritten Farbe, wobei er fir Feineres keinen Platz mehr

82 et reverso Protogeni quae gesta erant anus indicavit. ferunt artificem
protinus contemplatum subtilitatem dixisse Apellen venisse, non cadere in
alium tam absolutum opus; ipsumque alio colore tenuiorem lineam in ipsa
illa duxisse abeuntemque praecepisse, si redisset ille, ostenderet adiceretque
hunc esse quem quaereret. atque ita evenit. revertit enim Apelles et vinci
erubescens tertio colore lineas secuit nullum relinquens amplius subtilitati
locum.

Sich nun als besiegt erachtend, eilte Protogenes zum Hafen, um seinen Gast
zu suchen, wobei er es fur richtig hielt, die Tafel, zum Staunen aller, be-
sonders aber der Kiinstler, so der Nachwelt zu tiberliefern. Ich hore, sie sei
beim ersten Brand von Caesars Haus auf dem Palatin zerstort worden (4
AD); vorher war sie in Rhodos zu sehen, auf einer groflen Fliche nichts

341 ¢ Pliny surely indicates tbat Apelles drew a yet finer line on top of the otber two
down tbeir length.

342 * "Secuit." Possibly meaning that he drew another outline in each of these outlines.
The meaning, however, is doubtful, and has occasioned much trouble to the commenta-
tors. Judging from the words used by Apelles and Protogenes, each in his message, it is
not unlikely that the "linea" or outline drawn by each was a profile of himself, and that the
profile of Protogenes was drawn within that of Apelles; who, on the second occasion, drew
a third profile between the other two, but with a still finer line than either of them. In Dr.
Smith's Dictionary of Biography, arz. Apelles, it is thus explained: "The most natural expla-
nation of this difficult passage seems to be, that down the middle of the first line of Apelles,
Protogenes drew another, so as to divide it into two parallel halves, and that Apelles again
divided the line of Protogenes in the same manner."
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enthaltend als kaum sichtbare fliichtige Pinselstriche /im Original wieder
nur: /ineas/; in der Vielzahl herrlicher Werke war sie gleichsam leer, lock-
te aber grade deshalb an und wurde mehr gerithmt als jedes andere Kunst-

werk. OK

83 at Protogenes victum se confessus in portum devolavit hospitem quae-
rens, placuitque sic eam tabulam posteris tradi omnium quidem, sed artifi-
cum praecipuo miraculo. consumptam eam priore incendio Caesaris domus
in Palatio audio, spectatam Rhodi ante, spatiose nihil aliud continentem
quam lineas visum effugientes, inter egregia multorum opera inani similem
et eo ipso allicientem omnique opere nobiliorem.

Apelles hatte sich tbrigens zur Gewohnheit gemacht, niemals, und sei er
noch so beschiftigt, einen Tag vergehen zu lassen, ohne durch das Skizzieren
von Umrissen /genauer wieder nur: ,Ziehen einer Linie“/ sein Handwerk zu

343-d 344-46 / 345-f

iben™ ", was durch ihn sprichwértlich wurde Seine fertigen Wer-

ke stellte er im Vorbau seines Hauses flir die Passanten aus und lauschte,
hinter der Tafel verborgen346_47, auf die Mingel, die man bemerkte, wobei er

das Volk als sorgfiltigeren Richter betrachtete als sich selbst.

84 Apelli fuit alioqui perpetua consuetudo numquam tam occupatum diem
agendi, ut non lineam ducendo exerceret artem, quod ab eo in proverbium
venit. idem perfecta opera proponebat in pergula transeuntibus atque, ipse
post tabulam latens, vitia quae notarentur auscultabat, vulgum diligentiorem
iudicem quam se praeferens;

Man sagt, dabei hitte ein Schuster kritisiert, dass er innen an einer Sandale
eine Ose /ansa/ zu wenig gemalt habe; als derselbe aber, wegen der Verbes-
serung des vorigen Fehlers tibermiitig geworden, am néchsten Tag stichelnd
etwas am Schenkel monierte, soll er, davon verdrgert, aufgeschaut und ge-
sagt haben, ein Schuster solle nur Giber Sandalen urteilen, was ebenfalls zum

343 ¢ Probably an outline of some object.

344 *The Latin form of which, as given by Erasmus, is "Nu/la dies abeat, quin linea duc-
ta supersit." "Let no day pass by, without an outline being drawn, and left in remembrance."
345 " Nulla dies sine linea, 'No day without a line."

346 “"In pergula."
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Sprichwort wurde®”**/***¢_ Jedenfalls war er von heiterer Lebensart und
bei Alexander dem Grofen, der oft zu ihm ins Atelier /officium/ kam - je-
dem anderen hat er, wie gesagt (VII, 125)*** ausdriicklich verboten, ihn
zu malen -, deshalb umso beliebter; aber wenn der Kénig im Atelier ohne
Kenntnis tber vielerlei sprach, riet ihm Apelles freundlich, lieber still zu
sein, denn die Knaben, welche die Farben zerrieben, wiirden (sonst) iiber

ihn lachen. OK

85 feruntque reprehensum a sutore, quod in crepidis una pauciores intus
fecisset ansas, eodem postero die superbo emendatione pristinae admoni-
tionis cavillante circa crus, indignatum prospexisse denuntiantem, ne supra
crepidam sutor iudicaret, quod et ipsum in proverbium abiit. fuit enim et
comitas illi, propter quam gratior Alexandro Magno frequenter in officinam
ventitanti — nam, ut diximus, ab alio se pingi vetuerat edicto —, sed in offi-
cina imperite multa disserenti silentium comiter suadebat, rideri eum dicens
a pueris, qui colores tererent.

Von solchem Ausmaf} war die Wirkung seiner Autoritit auf einen sonst zu
Jahzorn neigenden Konig. Alexander bewies ihm seine Achtung dariiber
hinaus /eigentlich: trotzdem/ durch eine beispielhafte Auszeichnung. Als
er ndmlich veranlasste, dass eine von ihm besonders geschitzte Konkubi-
ne /dilectam/ namens Pankapse von Apelles wegen ihrer bewundernswer-

350-50 .
und er merkte, dass dieser, gehorchend,

ten Gestalt nackt gemalt wurde
selbst in Liebe zu ihr verfiel, gab er sie ihm zum Geschenk, grof durch Ge-
sinnung, grofer in seiner Macht und durch diese Tat nicht weniger bedeu-

tend als durch manch anderen Sieg, weil er sich selbst besiegte, OK

86 tantum erat auctoritati iuris in regem alioqui iracundum. quamquam
Alexander honorem ei clarissimo perhibuit exemplo. namque cum dilectam
sibi e pallacis suis praecipue, nomine Pancaspen, nudam pingi ob admiratio-
nem formae ab Apelle iussisset eumque, dum paret, captum amore sensisset,
dono dedit ei, magnus animo, maior imperio sui nec minor hoc facto quam

347 * "Ne sutor ultra crepidam.” Equivalent to our saying, "Let not the shoemaker go
beyond his last."

348 ¥ Ne sutor ultra crepidam. "Let a shoemaker stick to his last."

349 ¥ InB.vii.c.38.

350 * Also known as "Campaspe," and "Pacate." She was the favourite concubine of

Alexander, and is said to have been his first love.
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victoria alia, quia ipse se vicit,

und dem Kiinstler nicht nur die Bettgefihrtin sondern auch seine Nei-

gung schenkte; wobei nicht einmal Riicksicht auf seine Konkubine ihn da-

von abbringen konnte, die erst einem Konig gehorte und nun einem Maler

(gehoren sollte). Manche meinen, dieser habe nach ihr seine Venus Anady-
351-51

omene gemalt. OK

87 nec torum tantum suum, sed etiam adfectum donavit artifici, ne dilectae
quidem respectu motus, cum modo regis ea fuisset, modo pictoris esset. sunt
qui Venerem anadyomenen ab illo pictam expari putent.

Apelles war auch wohlwollend gegentiber Konkurrenten und verhalf Pro-
togenes auf Rhodos als erster zu Wiirden. Der wurde von seinen Landsleu-

ten, wie es Einheimischen oft ergeht, missachtet’

,und als Apelles sich
erkundigte, um welchen Preis er fertige Werke abgebe, nannte er einen, ich
weifd nicht wie geringen Betrag; worauf ihm jener je 50 Talente bot und das
Gerucht verstreute, er kaufe sie, um sie als seine zu verkaufen. Dies veran-
lasste die Rhodier zur Anerkennung des Kiinstlers, und Apelles trat die (so

erworbenen) Werke nur ab, wenn man den Preis (noch) erhohte.

87c Apelles et in aemulis benignus Protogeni dignationem primus Rhodi
constituit.

88 sordebat suis, ut plerumque domestica, percontantique, quanti licer-
et opera effecta, parvum nescio quid dixerat, at ille quinquagenis talentis
poposcit famamque dispersit, se emere, ut pro suis venderet. ea res concita-
vit Rhodios ad intellegendum artificem, nec nisi augentibus pretium cessit.

Er malte Bilder von so perfekter Ahnlichkeit, dass - unglaublich es auszu-
sprechen - der Grammatiker Apion in einer Schrift Giberliefert, jemand, der

aus Gesichtern wahrsagen konnte - solche Leute nennt man Metoposko-
en’> /3% habe aus ihnen /also den Bildern des Apelles/ sowohl das zu-

351 1 "Venus rising out of the waters." Athenaus says, B. xiii., that the courtesan
Phryne was his model, whom, at the festival of Neptune, he had seen enter the sea naked at
Eleusis.

352 % See Matthew xiii. 57; Mark vi. 4. "A prophet is not without honour, save in his
own country."

353 > "Physiognomists."

354 *'The word metoposcopos means one who gazes at (examines) forcheads.
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kiinftige Todesjahr als auch die Zahl der vergangenen Lebensjahre ablesen
konnen. OK

88c Imagines adeo similitudinis indiscretae pinxit, ut — incredibile dictu
— Apio grammaticus scriptum reliquerit, quendam ex facie hominum divi-
nantem, quos metoposcopos vocant, ex iis dixisse aut futurae mortis annos
aut praeteritae vitae.

Aus Alexanders Gefolge stand Apelles mit Ptolemaios™ " auf nicht sehr
gutem Fuf}, unter dessen Regierung ihn ein Sturm nach Alexandria ver-
schlug. Durch eine von Konkurrenten angestiftete Bosheit wurde er von ei-
nem Hofnarren /planus/ des Konigs eingeladen. Als er zur Tafel kam und

Ptolemaios unwillig auf die Gisterunde®™*™*

wies, damit er sage, wem er
die Einladung verdanke, nahm er von der Feuerstelle ein Stiick verbrannter
Kohle und skizzierte ein Bild an die Wand. Noch ehe es fertig war, erkannte

der Konig //sofort// das Gesicht des Hofnarren. OK

89 non fuerat ei gratia in comitatu Alexandri cum Ptolemaeo, quo regnan-
te Alexandriam vi tempestatis expulsus, subornato fraude aemulorum plano
regio invitatus, ad cenam venit indignantique Ptolemaeo et vocatores suos
ostendenti, ut diceret, a quo eorum invitatus esset, arrepto carbone extincto
e foculo imaginem in pariete delineavit, adgnoscente voltum plani rege in-
choatum protinus.

Er malte auch ein Bild des Kénigs Antigonus™ >’ %% der ein Auge ver-
loren hatte, und erdachte als erster eine Methode, derartige Mingel zu ka-
schieren; er malte ihn ndmlich schrig von der Seite, damit eher der Malerei
zu fehlen schien, was dem Korper fehlt, und zeigte nur die Gesichtsteile, die
erhalten vorzeigbar waren. Unter seinen Werken gibt es auch Bilder /ima-
gines/ von Sterbenden. Welche die besten sind, ist aber nicht einfach zu sa-

gen. OK

90 pinxit et Antigoni regis imaginem altero lumine orbati primus excogitata

355 " Ptolemy I, who died in 286 B.C.

356 * "Vocatores"--more literally, his "inviting officers."
357 % Strabo mentions a portrait of Antigonus in the possession of the inhabitants of
Cos.

358 ©382-301 B.C. One of Alexander's generals, and King of Macedonia 306-301.
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ratione vitia condendi; obliquam namque fecit, ut, quod deerat corpori, pic-
turae deesse potius videretur, tantumque eam partem a facie ostendit, quam
totam poterat ostendere. sunt inter opera eius et exspirantium imagines.
quae autem nobilissima sint, non est facile dictu.

3993 \veihte Au-
Caesar, wobei das Lob griechi-

Eine dem Meer entsteigende Venus, Anadyomene genannt

60-57 361-58

gustus im Heiligtum®**®’ seines Vaters

scher

362-59
Verse

dieses Meisterwerk zwar tberlebte, doch auch berithmt gemacht
hat****°/***¢ Als dessen unterer Teil beschidigt war, konnte man nieman-
den fiir die Reparatur finden, so dass dem Kiinstler sogar der Schaden Ruhm
einbrachte. Faulnis zerstorte dieses Bild /fabula/ dann aber doch, und so er-
setzte Nero es in seinem Prinzipat durch eine Kopie von der Hand des Do-

365-61
rotheus .

91 Venerem exeuntem e mari divus Agustus dicavit in delubro patris Cae-
saris, quae anadyomene vocatur, versibus Graecis tali opere, dum laudatur,
victo, sed inlustrato. cuius inferiorem partem corruptam qui reficeret non
potuit reperiri, verum ipsa iniuria cessit in gloriam artificis. consenuit haec
tabula carie, aliamque pro ea substituit Nero in principatu suo Dorothei
manu.

Apelles hatte in Kos*** eine weitere Venus begonnen, um seine frihere da-
mit noch zu tbertreffen. Missgiinstig versagte ihm der Tod die Vollendung,

und es fand sich keiner, der das Werk anhand der vorskizzierten Umrisse /

359 % See Note 59 above. Propertius mentions this as his greatest work. B. III. E1. 9, 1.
11. "In Veneris tabula summam sibi ponit Apelles." "In his picture of Venus, Apelles produces
his masterpiece.” It is mentioned also by Ovid, Tristia, B. II. 1. 527, and Art. Amor. B. II1.
1. 401.The line in B. III. 1. 224 is also well known -- "Nuda Venus madidas exprimit imbre
comas." - "And naked Venus wrings her dripping locks."

360 % In the Forum, in the Eighth Region of the City.

361 * His father by adoption.

362 * There are several Epigrams descriptive of it in the Greek Anthology.

363  This, probably, is the meaning of "Tali opere dum laudatur victo sed illustrato,"
words which have given much trouble to the commentators.

364 ¢'Overcome' or 'surpassed' by the poet, who can express more than the painter can;
for the painter can represent one moment only.

365 o Nothing further seems to be known of him.

366 ®? "Cois." The first one was also painted for the people of Cos, by whom it was
ultimately sold to Augustus.
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liniamentum/ fortarbeiten konnte. Fur zwanzig Talente Gold malte er auch
Alexander den Grofien mit Blitz in der Hand fiir den Tempel der ephe-
sischen Diana. Es sieht aus, als wiirden die Finger /also dreidimensional/
herausragen und der Blitz aufierhalb des Gemildes sein - der Leser mo-
ge erinnern’”, dass all dies mit vier Farben gemacht wurde™*® -; das Ho-

.. . - . . . . 369-64 / 370-f
norar flir seine Gemailde erhielt er in Goldminzen nach Gewicht ,

nicht der Zahl.

92 Apelles inchoaverat et aliam Venerem Coi, superaturus etiam illam suam
priorem. invidit mors peracta parte, nec qui succederet operi ad praescripta
liniamenta inventus est. pinxit et Alexandrum Magnum fulmen tenentem
in templo Ephesiae Dianae viginti talentis auri. digiti eminere videntur et
fulmen extra tabulam esse — legentes meminerint omnia ea quattuor col-
oribus facta —; manipretium eius tabulae in nummo aureo mensura accepit,

non numero.

Er malte auch die Prozession des Megabyzos®"®, des Dianapriesters von
Ephesos, den Kleitos’ >, wie er sein Pferd zum Kampf dringt, wobei ihm,
auf Befehl, ein Waffentriger den Helm reicht. Wie oft er Alexander und
Philipp gemalt hat, ist nicht aufzdhlbar. Auf Samos bewundert man seinen
Habron®*"; auf Rhodos einen Menander’ *®, den Ko6nig Kariens, ebenso

375-69

einen Antaeos " ; in Alexandria den Tragéden Gorgosthenes; in Rom Ca-

367 ¢ See §50.

368 % See Chapter 32 of this Book. That this is an erroneous assertion, has been shown
in Note 78 above.

369 * Probably the weight of the panel, frame, and ornamental appendages.

370 "It is suggested that this means that the price was the equivalent (in gold coins) of
the weight of the panel.

371 % This word was probably a title, meaning "Keeper of the temple." Strabo tells us
that the "megabyzi," or as he calls them, the "megalobyzi," were eunuch priests in the Tem-
ple of Artemis, or Diana, at Ephesus.

372 % The favourite of Alexander, by whom he was afterwards slain.

373 * Probably the name of a rich sensualist who lived at Argos. A son of the Attic
orator Lyycurgus, one of the sophists, also bore this name.

374 **This name is supposed by Sillig to have been inserted erroneously, either by Pliny,
or by his transcribers.

375 * Either the Argonaut of that name, who was killed by the Caledonian Boar, or
else, which is the most probable, a King of the Leleges in Samos, with whom, according to
the Scholiast on Apollonius Rhodius, originated the saying, "There is many a slip between
the cup and the lip;" in reference to his death, by a wild boar, when he was about to put a
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stor und Pollux mit Victoria und Alexander dem Grofien, ferner eine Dar-

6-g

stellung des Krieges”** mit auf den Riicken gebundenen Hinden, sowie

Alexander im Triumphwagen.

93 pinxit et megabyzi, sacerdotis Dianae Ephesiae, pompam, Clitum cum
equo ad bellum festinantem, galeam poscenti armigerum porrigentem.
Alexandrum et Philippum quotiens pinxerit, enumerare supervacuum est.
mirantur eius Habronem Sami; Menandrum, regem Cariae, Rhodi, item
Antaeum; Alexandreae Gorgosthenen tragoedum; Romae Castorem et Pol-
lucem cum Victoria et Alexandro Magno, item Belli imaginem restrictis ad
terga manibus, Alexandro in curru triumphante.

Wobei der gottliche Augustus diese beiden Bilder in seiner besonnenen
Schlichtheit”””’*”*™" an den belebtesten Stellen (seines Forums) geweiht
hat; der gottliche Claudius glaubte mehr zu tun, als er auf beiden das Ge-
sicht Alexanders herausschneiden lief3, um sie durch das des gottlichen Au-
gustus zu ersetzen. Fur von seiner /des Apelles/ Hand hilt man auch einen
Herkules im Diana—Ternpel379'71, der sich, von hinten gemalt, so dreht, dass
sein Gesichtsausdruck - was dufierst schwierig ist - im Bild wahrer zu sein

scheint, als (wirklich) gezeigt wird®™". AuRerdem malte er einen nackten®®' 7’

-7 . 11
Heroen " und forderte mit diesem Bild die Natur selber heraus. OK

94 quas utrasque tabulas divus Augustus in celeberrimis partibus dicave-
rat simplicitate moderata; divus Claudius pluris existimavit utrisque exci-
sa Alexandri facie divi Augusti imagines addere. eiusdem arbitrantur manu
esse et in Dianae templo Herculem aversum, ut, quod est difficillissimum,

cup of wine to his mouth.

376 ¢ Cf. §27 and Serv. ad Aen.1,294.

377 " Shown in his forbearing to appropriate them to his own use.

378 " Le. he did not appropriate them for himself.

379 " Anna Perenna, probably, a Roman divinity of obscure origin, the legends about
whom are related in the Fasti of Ovid, B. iii. 1. 523. e seq. See also Macrobius, Sat. 1. 12. Her
sacred grove was near the Tiber, but of her temple nothing whatever is known. "Antonie" is
another reading, but no such divinity is mentioned by any other author.

380 " /eine recht unklare Stelle, Andreae (FAZ, 2. Okt. 2009) schligt vor, dass man
diesen Herkules "in einer Weise von hinten sieht, dass die Malerei sein Gesicht genau zeigt
und es nicht nur der Einbildungskraft tiberldsst"/

381 & Sillig (Dict. Anc. Art.) is of opinion that the reading is corrupt here, and that the
meaning is, that Apelles "painted a Hero and Leander."

382 ” Or Demigod.
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faciem eius ostendat verius pictura quam promittat. pinxit et heroa nudum
eaque pictura naturam ipsam provocavit.

Von ihm gibt oder gab es auch ein im Wettstreit entstandenes Pferd, das zu
beurteilen er stumme Vierbeiner aufforderte und nicht Menschen. Denn
da er vermutete, dass seine Rivalen durch Bestechung siegen wiirden, zeigte
er die Bilder der einzelnen (Maler) herbeigebrachten Pferden: nur das des
Apelles wicherte ein Pferd an, und das ereignete sich auch spiter immer, so
dass man es als Beweis seiner Kunst vorfiihrte. OK

95 est et equus eius, sive fuit, pictus in certamine, quo iudicium ad mutas
quadripedes provocavit ab hominibus. namque ambitu praevalere aemulos
sentiens singulorum picturas inductis equis ostendit: Apellis tantum equo
adhinnivere, idque et postea semper evenit, ut experimentum artis illud os-
tentaretur.

383-74/ 384~ . .
* zu Pferd gegen die Perser, einen

Er schuf auch einen Neoptolemos
38575 / 386-b . . . 387 .
Archelaos mit Frau und Tochter, einen Antigonos™ *, wie er ge-
panzert sein Pferd fithrt. Die bedeutenderen Kunstkenner bevorzugen von
all seinen Werken ebendiesen K6nig mit Pferd und eine Diana inmitten ei-
388-76/389-d
,der ge-

nau dieses (Motiv) beschreibt, iibertroffen zu haben scheint. Er malte auch,

ner opfernden Jungfrauenschar, wobei er die Verse Homers

was man eigentlich nicht malen kann, Donner, Wetterleuchten und Blitze;
was man Bronte, Astrape und Keraunobolia nennt.

96 fecit et Neoptolemum ex equo adversus Persas, Archelaum cum uxore
et filia, Antigonum thoracatum cum equo incedentem. peritiores artis prae-
ferunt omnibus eius operibus eundem regem sedentem in equo et Dianam
sacrificantium virginum choro mixtam, quibus vicisse Homeri versus vide-
tur id ipsum describentis. pinxit et quae pingi non possunt, tonitrua, fulgetra
fulguraque; Bronten, Astrapen et Keraunobolian appellant.—

383 " One of the followers of Alexander, ultimately slain by Eumenes in Armenia.
384 * One of Alexander's generals.

385 ”* King of Macedonia.

386 ® Two soldicrs with this name are recorded as serving under Alexander.

387 “The One-eyed. See § 90 and note.

388 " Odyss. B. vi. 1. 102, et seg.

389 ¢ Odyssey V1,102 ff., which describe Artemis and maidens wildly ranging amongst
boars and deer, not sacrificing. The mistake arises from the two verbs thun.
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Seine Erfindungen waren auch den anderen in der Kunst von Nutzen. Nur
eins konnte keiner nachahmen: dass er die fertigen Werke mit so dinner
Lasur Gberzog, dass diese infolge der Reflexion einen anderen Farbglanz
hervorrief und vor Staub und Schmutz schiitzte, sie jedoch erst, wenn man
(das Bild schon) beriihren konnte, sichtbar wurde®”*”’; mit grofier Berech-
nung aber (bewirkte er damit) ebenfalls, dass der Glanz der Farbe das Auge
nicht beleidigte, indem man sie wie in einem Spiegelstein sah™'”® und das
gleiche Mittel so den allzu leuchtenden Farben aus der Ferne kaum merk-

lich einen geddmpfteren Ton verlieh.

97 Inventa eius et ceteris profuere in arte; unum imitari nemo potuit, quod
absoluta opera atramento inlinebat ita tenui, ut id ipsum, cum repercussum
claritatis colorum omnium excitaret custodiretque a pulvere et sordibus, ad
manum intuenti demum appareret, sed et luminum ratione magna, ne clari-
tas colorum aciem offenderet veluti per lapidem specularem intuentibus et
e longinquo eadem res nimis floridis coloribus austeritatem occulte daret.

392-79 /393-a

Sein Zeitgenosse war der Thebaner Aristides . Dieser malte, als er-

P48 und driickte menschliche Empfindungen aus,

ster von allen, das Gemiit
welche die Griechen ,éthé“ nennen, ebenso Leidenschaften, wobei er etwas
hirter in den Farben war. Unter dessen Bildern gibt es ...*”" eins, auf dem
ein Kind, nach der Einnahme einer Stadt, zur Brust seiner an einer Wun-
de sterbenden Mutter kriecht, wobei man wahrnimmt, wie die Mutter dies

tihlt und fiirchtet, das Kind wiirde nach dem Versiegen der Milch Blut sau-
gen. Dieses Bild lief Alexander der Grofe®*™ in seine Heimatstadt Pella

390 77 Sir Joshua Reynolds discovers in the account here given "an artist-like descrip-
tion of the effect of glazing, or scumbling, such as was practised by Titian and the rest of the
Venetian painters."--Notes to Du Fresnoy.

391 " "Lapis specularris." See xxxvi. c. 45.

392 ” He was son of Aristodemus, and brother and pupil of Nicomachus, in addition
to Euxenidas, already mentioned in this Chapter. He, Pausanias, and Nicophanes, excelled,
as we learn from Athenzeus, B. xiii., in the portraits of courtesans; hence their name, por-
nographoi.

393 “'The younger, grandson of Aristides, cf. §75 and note on §202.

394 * Tt has been well remarked by Wornum, in the article so often quoted, that "ex-
pression of the feelings and passions cannot be denied to Polygnotus, Apollodorus, Parrha-
sius, Timanthes, and many others."

395 * There appears to be something lost here.

396 ¢ After he had sacked Thebes in 335 B.C.
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verbringen.

98 Aequalis eius fuit Aristides Thebanus. is omnium primus animum pinxit
et sensus hominis expressit, quae vocant Graeci nOn, item perturbationes,
durior paulo in coloribus. huius pictura ... oppido capto ad matris mori-
entis ex volnere mammam adrepens infans, intellegiturque sentire mater
et timere, ne emortuo e lacte sanguinem lambat. quam tabulam Alexander
Magnus transtulerat Pellam in patriam suam.

Derselbe malte auch eine Schlacht mit den Persern®” ™, wobei das Bild hun-
dert menschliche Figuren umschlief3t und er, laut Vertrag, von Mnason,

881 fiir jede einzelne zehn Minen erhalten soll-

dem Tyrannen von Elatea
te. Er malte auch Vierergespanne im vollen Lauf, einen Schutzflehenden,
dessen Stimme man geradezu hort, Jager mit Beute, Leontinon als Geliebte
Epikurs und eine aus Liebe zu ihrem Bruder Sterbende™” ™’ *", ferner Li-
ber®"™® und Ariadne, beide zu sehen im Ceres—Tempelm'84 in Rom, aufler-

dem einen Tragéden und einen Knaben im Apollo—Tempel‘m’85 ,

99 idem pinxit proelium cum Persis, centum homines tabula ea conplexus
pactusque in singulos mnas denas a tyranno Elatensium Mnasone. pinxit et
currentes quadrigas et supplicantem paene cum voce et venatores cum cap-
tura et Leontion Epicuri et anapauomenen propter fratris amorem, item Li-
berum et Ariadnen spectatos Romae in aede Cereris, tragoedum et puerum
in Apollinis,

wobei die Anmut dieses Bildes durch das Ungeschick eines Malers verloren

ging, der es auf Befehl des Praetors M. Iunius rechtzeitig zu den Apollinari-

404-86

schen Spielen reinigen sollte. Sehenswert ist im Fides-Tempel auf dem

397 4 It would be one of Alexander's great battles with Darius.

398 ¥ See B.iv. c. 12.

399 8 Meaning, "Her who has ceased" to live. The reference is to Byblis, who died of
love for her brother Caunus. See Ovid's Metam. B. ix. 1. 455, ef seq.

400 “ Byblis perhaps, who died of love for her brother Caunus.

401 % Or Bacchus. Already mentioned in Chapter 8 of this Book, in reference to the
Roman general Mummius.

402 % In the Eleventh Region of the City.

403 % In the Tenth Region of the City.

404 % Celebrated on the 3rd of July.
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Kapitol auch ein Greis mit Lyra, der einen Knaben unterrichtet. Er malte
auch einen Kranken, der ohne Ende gelobt wird, und erwarb sich durch sei-
ne Kunst solches Ansehen, dass Koénig Attalos fur eins seiner Bilder hun-

dert Talente gezahlt haben soll.

100 cuius tabulae gratia interiit pictoris inscitia, cui tergendam eam man-
daverat M. Iunius praetor sub die ludorum Apollinarium. spectata est et in
aede Fidei in Capitolio senis cum lyra puerum docentis. pinxit et aegrum
sine fine laudatum tantumque arte valuit, ut Attalus rex unam tabulam eius
centum talentis emisse tradatur.

4587 4eichnete sich, wie bereits erwihnt (§81), auch Pro-

Zur gleichen Zeit
togenes aus. Seine Heimat ist Kaunos™*™, dessen Bewohner von den Rho-
diern unterworfen wurden. Er begann in extremster Armut, war in seiner
Kunst von extremstem Bemiihen und daher nicht sehr produktiv. Wer ihn
unterrichtete, lisst sich nicht mehr feststellen; manche sagen, er habe bis
zu seinem fiinfzigsten Jahr Schiffe gemalt; wobei als Beweis gilt, dass er, als
er an einer der belebtesten Stellen Athens die Vorhalle* ™

Tempels ausmalte - wofiir er seine berithmte Paralos sowie eine Hammo-
409-90

eines Minerva-
. 08-f 1. . . ) .
nias schuf*®”, die manche Nausikaa nennen -,in den Teilen, welche die
. . 410- . . . . . =
Maler als Beiwerk /paregia” %/ bezeichnen, kleine Kriegsschifte hinzufiig-
411-91 . . . .
te , als solle deutlich werden, von welchen Anfingen sein Werk bis zum

Gipfel der Darstellung’”" gelangte.

101 Simul, ut dictum est, et Protogenes floruit. patris ei Caunus, gen-
tis Rhodiis subiectae. summa paupertas initio artisque summa intentio et
ideo minor fertilitas. quis eum docuerit, non putant constare; quidam et

405 ¥ In reference to the age of Apelles, whom he is supposed to have survived.

406 % In Caria, near to Lycia. Suidas says that he was born at Xanthus in Lycia.

407 * Or Vestibule.

408 " Patron-heroes of sacred Athenian triremes used in state-services. The Hammo-
nias replaced the older ship Salaminia.

409 * Supposed by Sillig to have been an allegorical painting representing two of the
sacred ships of the Athenians; but to have been mistaken in later times for a picture of Ul-
ysses and Nausicaa, a subject taken from the Odyssey, vi. 1. 16, ¢# seq. As to Paralus, said to
have been the first builder of long ships, or ships of war, see vii. c. 57.

410 # Incidental details of any sort.

411 " Or "long ships."

412 "With reference perhaps to the Acropolis or stronghold (arx) of Athens.
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naves pinxisse usque ad quinquagensimum annum; argumentum esse, quod
cum Athenis celeberrimo loco Minervae delubri propylon pingeret, ubi fe-
cit nobilem Paralum et Hammoniada, quam quidam Nausicaan vocant,
adiecerit parvolas naves longas in iis, quae pictores paregia appellant, ut ap-
pareret, a quibus initiis ad arcem ostentationis opera sua pervenissent.

413-92 / 414-i
', der (nun)

Die Palme unter seinen Bildern gebtihrt einem Ialysos
in Rom im Pax-Tempel geweiht ist. Als er diesen ausmalte, soll er sich von
eingeweichten Lupinen ernidhrt haben, weil so Hunger und Durst zugleich
befriedet wurden und seine Sinne nicht durch sife Gaumenreize abzu-
stumpfen vermochten. Bei diesem Gemilde trug er die Farbe viermal**™
auf, als sollten drei davon Hilfe bei Verletzung und Alter bieten, damit beim
Verschwinden einer oberen (Pigmentschicht) noch die darunter erschei-
nen konnte. Darauf ist ein insofern wunderbar gemalter Hund, als an ihm
in gleicher Weise der Zufall mitgewirkt hat. Obgleich ihn in den anderen
Bildteilen - was sehr schwer war - alles zufriedenstellte, meinte er (nimlich),

den Schaum des keuchenden Hundes nicht recht darstellen zu konnen.

102 palmam habet tabularum eius Ialysus, qui est Romae dicatus in templo
Pacis. cum pingeret eum, traditur madidis lupinis vixisse, quoniam sic simul
et famem sustineret et sitim nec sensus nimia dulcedine obstrueret. huic pic-
turae quater colorem induxit ceu tria subsidia iniuriae et vetustatis, ut de-
cedente superiore inferior succederet. est in ea canis mire factus, ut quem
pariter et casus pinxerit. non iudicabat se in eo exprimere spumam anhelan-
tis, cum in reliqua parte omni, quod difficillimum erat, sibi ipse satisfecisset.

Ihm missfiel aber auch seine Kunstfertigkeit selbst: dies lief sich nicht
mindern, zumal man sah, dass der Schaum sich allzu sehr und weit von
der Wahrheit unterschied und blof3 gemalt war, nicht aus dem Maul ent-
standen. Von Seelenqualen gekreuzigt, da in der Malerei das Wahre /ver-
um/, nicht aber das der Wahrheit (nur) Ahnliche /verisimile/ enthalten soll,
wischte er den Schaum ofters ab und wechselte den Pinsel, ohne mit sich
zufrieden zu werden. Schliefflich warf er aus Zorn tiber das Gekunstelte /

413 ” Son of Cercaphus and Cydippe or Lysippe, and grandson of Apollo. He is said
to have been the founder of the town of Ialysus, mentioned in v. c. 86.

414 " Mythical founder of lalysus in Rhodos.

415 * "These four times most probably were, the dead colouring, a first and a second
painting, and lastly, scumbling with glazing."--Wornum, Smith's Diet. Antiq. Art. Painting.
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iratus arati/, weil es (als solches) erkennbar war, einen Schwamm auf die
gehassten Tafelteile. Und dieser verschob /verschmierte/ die abgewischten
Farben so, wie es sein Bemiithen gewtinscht hatte, und so hat Fortuna in der

Malerei die Natur (nach-) geschaften.

103 displicebat autem ars ipsa: nec minuit poterat et videbatur nimia ac
longius a veritate discedere, spumaque pingi, non ex ore nasci. anxio animi
cruciatu, cum in pictura verum esse, non verisimile vellet, absterserat saepius
mutaveratque penicillum, nullo modo sibi adprobans. postremo iratus ara-
ti, quod intellegeretur, spongeam inpegit inviso loco tabulae. et illa reposuit
ablatos colores qualiter cura optaverat, fecitque in pictura fortuna naturam.

Diesem seinem Beispiel folgend, hatte auch Nealkes"*”* Erfolg, der in dhn-

licher Weise einen Schwamm auf Pferdeschaum gedriickt haben soll, als er

d"”” sein Pferd zuriickhielt. So zeigte

Protogenes, wie man auch Fortuna benutzt ... Wegen dieses Ialysos** ", um
das Bild /zabula/ nicht zu verbrennen, lieR Koénig Demetrius*”™° die Stadt

Rhodos, die man (305-304 BC) einzig von jener Seite einnehmen konnte,

jemanden malte, der zungeschnalzen

nicht in Brand stecken, und das Gemailde so schonend, entging ihm die Ge-
legenheit zum Sieg.

104 hoc exemplo eius similis et Nealcen successus spumae equi similiter
spongea inpacta secutus dicitur, cum pingeret poppyzonta retinentem eum.
ita Protogenes monstravit et fortunam. propter hunc Ialysum, ne cremaret
tabulam, Demetrius rex, cum ab ea parte sola posset Rhodum capere, non
incendit, parcentemque picturae fugit occasio victoriae.

Damals hielt sich Protogenes in der Vorstadt in seinem Girtchen auf, al-
so beim Lager des Demetrius, und, durch die Kampfhandlungen sich nicht
abhalten lassend, unterbrach er die begonnene Arbeit nicht im Geringsten,
aufler bei einer Vorladung des Ko6nigs; und (von ihm) befragt, mit welchem
Selbstvertrauen er auflerhalb der Mauern arbeite, gab er zur Antwort, er
wisse, dass jener mit den Rhodiern Krieg fiihre, nicht aber den Kiinsten.

416 ™ See Chapter 40 in this Book.

417 o "Poppyzonta." "Smacking with his lips." Somewhat similar to the s--s--s--s of
our grooms and ostlers.

418 * See § 102

419 % Poliorcetes.

99



Erfreut, die Hiande, die er geschont hatte, unversehrt lassen zu kénnen, ver-
teilte der Konig zu seinem Schutz Wachen, und, um ihn nicht 6fter zu sich
zu rufen, kam er als Feind selber zu ihm, vergaf} sein Siegesverlangen und
schaute unter Waftenlirm und beim Sturm auf die Mauern dem Kiinstler
zu; und so begleitete das in jener Zeit entstandene Gemilde, weil Protoge-
nes es unter dem Schwert malte, fortan diese Legende.

105 erat tunc Protogenes in suburbano suo hortulo, hoc est Demetrii cas-
tris, neque interpellatus proeliis incohata opera intermisit omnino nisi acci-
tus a rege, interrogatusque, qua fiducia extra muros ageret, respondit scire se
cum Rhodiis illi bellum esse, non cum artibus. disposuit rex in tutelam eius
stationes, gaudens quod manus servaret, quibus perpercerat, et, ne saepius
avocaret, ultro ad eum venit hostis relictisque victoriae suae votis inter arma
et murorum ictus spectavit artificem; sequiturque tabulam illius temporis
haec fama, quod eam Protogenes sub gladio pinxerit:

o -97
Darauf ist ein Satyr, den man den ruhenden Typ nennt /anapauomenos™ ™’/

der, um die Sicherheit jener Zeit empfindbar zu machen, die Flote hilt. Er
machte auch eine Kydippe und einen Tlepolemus, (dazu) Philiskos, den Tra-
godienschreiber, in Nachdenken versunken, und einen Athleten und Koénig
Antigonos, aufierdem die Mutter”™ des Philosophen Aristoteles™ ™, der
ihm riet, die Taten Alexanders des Groflen wegen der Dauerhaftigkeit von
dessen Taten zu malen - zu (all) diesen Werken zog ihn der Schwung seines
Geistes und eine gewisse Kunstleidenschaft; zuletzt malte er einen Alexan-
der und einen Pan. Er machte, wie wir sagten (XXXIV, 91)**%

zestatuen /signe ex aere/.

, auch Bron-

106 Satyrus hic est, quem anapauomenon vocant, ne quid desit tempo-
ris eius securitati, tenentem tibias. fecit et Cydippen et Tlepolemum, Phi-
liscum, tragoediarum scriptorem, meditantem et athletam et Antigonum
regem, matrem Aristotelis philosophi, qui ei suadebat, ut Alexandri Magni
opera pingeret propter aeternitatem rerum — impetus animi et quaedam ar-
tis libido in haec potius eum tulere —; novissime pinxit Alexandrum ac Pa-
na. fecit et signa ex aere, ut diximus.

420 " "n repose."

421 " Phaestis or Phaestias.

422  Phestis, or Pheestias by name.
423 " Inxxxiv.c. 19.
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Zur gleichen Zeit gab es Asklepiodoros”*'”, an dem Apelles (das Gefiihl
fiir) die Proportionen /symmetria/ bewunderte. Der Tyrann Mnason™* "'
gab ihm fur zwolf Goétter je dreiflig Minen, wie er auch Theomnestos fiir je-

den einzelnen Helden zwanzig gab.

107 Eadem aetate fuit Asclepiodorus, quem in symmetria mirabatur
Apelles. huic Mnaso tyrannus pro duodecim diis dedit in singulos mnas tri-
cenas, idemque Theomnesto in singulos heroas vicenas.

Dazu muss man auch Nikomachos**'®, den Sohn und Schiiler des Aristei-

des™* zihlen. Er malte den Raub der Proserpina, ein Bild, das auf dem

Kapitol im Minerva-Tempel iiber dem Schrein der Tuventas™ ' war™;

gleichfalls auf dem Kapitol ist (von ihm) eine Victoria, die der Feldherr

430-104 / 431-
“ anfertigen lief}, ein Vierergespann in die Hohe fihrend.

432-105

Plancus

Dem Odyssus hat er als erster eine Filzmiitze verpasst. Er malte auch

Apoll und Diana, sowie, auf einem Loéwen sitzend, die Géttermutter™ %

434-d
b

108 His adnumerari debet et Nicomachus, Aristidis filius ac discipulus.
pinxit raptum Proserpinae, quae tabula fuit in Capitolio in Minervae delu-
bro supra aediculam Iuventatis, et in eodem Capitolio, quam Plancus imper-
ator posuerat, Victoria quadrigam in sublime rapiens. Ulixi primus addidit
pilleum. pinxit et Apollinem ac Dianam, deumque matrem in leone seden-

tem,

424 ' A native of Athens, ranked by Plutarch with Euphranor and Nicias.
425 1o Tyrant of Elatea, mentioned already in this Chapter. See Note 89.
426 102 Supposed by Sillig to have been a native of Thebes.

427 *'The elder; cf. § 75 and note on §202.

428 ' Or "Youth;" in the Eighth Region of the City.

429 ® Before the fire of 64 AD.

430 ' See xiii. c. 5.

431 ¢ Munatius, who triumphed in 43 B.C.

432 % A round, closely-fitting skull cap, made of felt. St. Jerome, Epist. 120, speaks of
Ulysses as being thus represented in paintings. Statues of him with the "pileus” are still to
be seen.

433 ' Seeii.c.6.

434 “Cybele.
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ebenso edle Bachantinnen, an die sich Satyrn heranschleichen, und ei-
ne Skylla, die jetzt in Rom im Pax-Tempel ist. Keiner war in dieser Kunst
schneller. Denn man sagt, er hitte (c. 355 BC) einst mit Aristratos, dem Ty-
rannen von Sikyon435'107, vereinbart, das Denkmal, das dieser dem Dichter
Telestes (fl. c. 398 BC)**" setzen lieR}, bis zu einem festgesetzten Tag zu
bemalen; er soll erst eingetroffen sein, als der Tyrann sich (schon) auf eine
Strafe freute, und es dann innerhalb weniger Tage mit wunderbarer Schnel-
ligkeit und Kunstfertigkeit vollendet haben®’"”.

109 item nobiles Bacchas obreptantibus Satyris, Scyllamque, quae nunc
est Romae in templo Pacis. nec fuit alius in ea arte velocior. tradunt namque
conduxisse pingendum ab Aristrato, Sicyoniorum tyranno, quod is faciebat
Telesti poetae monimentum praefinito die, intra quem perageretur, nec mul-
to ante venisse, tyranno in poenam accenso, paucisque diebus absolvisse et
celeritate et arte mira. —

8,
“und

An Schiilern hatte er seinen Bruder Ariston, seinen Sohn Aristeides®
Philoxen aus Eretreia, dessen fir Konig Kassander™" gemaltes Bild, das
sich hinter keinem anderen anstellen muss, den Kampf des Alexander mit
Dareios zum Thema hatte. Er malte auch ein laszives Bild, in dem drei Si-
lene ihre Sache machen. In der Schnelligkeit folgte er seinem Lehrer und

erfand selbst jetzt noch etliche abkiirzende Maltechniken.

110 Discipulos habuit Aristonem fratrem et Aristiden filium et Philoxe-
num Eretrium, cuius tabula nullis postferenda, Cassandro regi picta, con-
tinuit Alexandri proelium cum Dario. idem pinxit et lasciviam, in qua tres
Sileni comissantur. hic celeritatem praeceptoris secutus breviores etiamnum
quasdam picturae conpendiarias invenit. —

440-11

Dazu muss man auch Nicophanes*' "'’ zihlen, elegant und so gefillig, dass

mit seiner Anmut wenige vergleichbar sind; in Erhabenheit und Gewicht

435 " A contemporary of Philip of Macedon.

436 % A dithyrambic poet, born at Selinus. He flourished B.C. 398. Only a few lines
of his works remain.

437 1% "Breviores etiamnum quasdam pictura compendiarias invenit." Delafosse is of
opinion that paintings in grotesque are probably meant.

438 ¢ The younger. Cf. §98 and note on §202

439 " King of Macedonia 306-297 B.C.

440 " His country is uncertain, but he probably lived about the time of Apelles.
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seiner Kunst ist er (indes) weit von Zeuxis und Apelles entfernt. - Des Apel-
les Schiiler Perseus, an den er eine Abhandlung tiber diese Kunst schrieb
(§79), war sein Zeitgenosse. - Des Thebaners Aristeides™'® sowohl Schiiler
als S6hne waren Nikeros und Ariston*”", von dem ein bekrinzter Satyr mit
Becher ist; (seine) Schiiler waren (auch) Antorides und Euphranor**”, von

dem wir gleich™*™" (§128) sprechen.

111 Adnumeratur his et Nicophanes, elegans ac concinnus ita, ut venustate
ei pauci conparentur; cothurnus et gravitas artis multum a Zeuxide et Apelle
abest. — (Apellis discipulus Perseus, ad quem de hac arte scripsit, huius fue-
rat aetatis). — Aristidis Thebani discipuli fuerunt et filii Niceros et Ariston,
cuius est Satyrus cum scypho coronatus, discipuli Antorides et Euphranor,
de quo mox dicemus.

37 - WER MIT DEM PINSEL MALTE (Fortsetzung). qui penicillo pin-

xerint

Denn hier muss man diejenigen einflechten, die mit dem Pinsel fir minde-
re Bildwerke /i.e. die Genremalerei/ berithmt sind, wozu Piraeikos gehort,
dessen Kunst nur von wenigen tibertroffen wird: ich weif3 nicht, ob er vor-

siatzlich dadurch sich absonderte, dass er dem recht Gewohnlichen nach-
ging44571
Er malte Barbierstuben und Schusterwerkstitten, sowie Esel, Gemiise und
(446-2

, doch trotz dieser Gewohnlichkeit erwarb er sich hochsten Ruhm.
Ahnliches, weswegen er den Beinamen ,rhyparographos - Schmutzmaler
- bekam; in diesen (Bildern) spiirt man vollendetes Vergniigen, so dass sie
fiir mehr verkauft werden als die bedeutendsten der meisten.

xxxvii 112 Namgque subtexi par est minoris picturae celebres in penicil-
lo, e quibus fuit Piraeicus arte paucis postferendus: proposito nescio an dis-
tinxerit se, quoniam humilia quidem secutus humilitatis tamen summam
adeptus est gloriam. tonstrinas sutrinasque pinxit et asellos et obsonia ac

441 #'The younger confused with the elder, §§75,98,108.

442 " Really pupils of the elder Aristides.

443 " Really pupils of the elder Aristides.

444 "'In Chapter 40 of this Book.

445 " He belonged, as Wornum remarks, to the class of genre-painters. or peintres du
genre bas, as the French term them. His age and country are unknown.

446 * "Painter of low subjects." This term is equivalent in meaning, probably, to our
expression--"The Dutch style."
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similia, ob haec cognominatus rhyparographos, in iis consummatae volupta-
tis, quippe eae pluris veniere quam maximae multorum.

Andererseits bedeckte, wie Varro verkiindet, ein Gemilde Serapions /als

447-3 / 448~
*unter den

man es nimlich dort ausstellte/ alle Balkone des Maenius
Alten Liden*”™. Dieser war als Theatermaler vorziglich, konnte aber keine
Menschen malen. Dionysius®’” malte dagegen ausschlieRlich Menschen,

45126 )
¢ - Menschenmaler - erhielt.

weshalb er den Beinamen ,4nthropographos
113 e diverso Maeniana, inquit Varro, omnia operiebat Serapionis tabula
sub Veteribus. his scaenas optime pinxit, sed hominem pingere non potuit.
contra Dionysius nihil aliud quam homines pinxit, ob id anthropographos
cognominatus.

Auch Kallikles™*” stellte kleine Formate her, ebenso, auf komischen Bil-
dern, Kalates, wihrend Antiphilos‘tsc"8 beides tat”*”. Denn dieser malte auch
die berithmte Hesione, sowie einen Alexander mit Philipp** und Minerva,
die sich in der Schule vom Portikus**’ der Octavia befinden, (und) in dem
#7710 4584 ainen Vater Liber™ "', Alexander als Kna-

. . . . . 1 460-12 .
ben, Hippolytos, der vor einem freigelassenen Stier erschrickt™ *, sowie, in

(Porticus) des Philippus

447 * "Mzniana." Balustrades or balconies, said to have been so called from one Mze-
nius, who built them.

448 * Balconies on houses in Rome first built by one Maenius.

449 *See Chapter 8 of this Book. They are mentioned also in the "Curculio” of Plautus,
A.iv.s.1.1.19. Nothing further is known of Serapio.

450 ° His country is unknown, but he is supposed to have lived in the first century B.C.
See also Chapter 40 of this Book.
451 ® "Painter of men."

452 " Mentioned also by Varro. He probably lived in the time of Alexander the Great.

453 ¥ A native of Egypt, compared by many to the most eminent artists. He is spoken
of in high terms by Quintilian, B. xii. c. 10. See also Chapter 40 of this Book.

454 * Large and small pictures.

455 ¢ King of Macedon, father of Alexander.

456 ? Built by Augustus in the Ninth Region of the City, in honour of his sister Octavia.
457 " See Chapter 36.

458 ¢ Of L. Marcius Philippus; built in 29 B.C.; Octavia's were built after 27 B.C.,
Pompey's (see below) in 55 B.C.

459 " Bacchus.

460 " And so caused his death by falling from his chariot. See the "Hippolytus" of
Euripides.
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der Halle des Pompeius™' ", Kadmus und Europa. Aus Spaf malte er au-
flerdem einen licherlich Aussehenden mit dem Namen Gryllos, wonach
man diese Malereigattung™”™'* ,g7ylloi* nannte. Er selbst wurde in Agypten

. 463-15
geboren und lernte von Ktesidemos™ .

114 parva et Callicles fecit, item Calates comicis tabellis, utraque Antiphi-
lus. namque et Hesionam nobilem pinxit et Alexandrum ac Philippum cum
Minerva, qui sunt in schola in Octaviae porticibus, et in Philippi Liberum
patrem, Alexandrum puerum, Hippolytum tauro emisso expavescentem, in
Pompeia vero Cadmum et Europen. idem iocosis nomine Gryllum deridi-
culi habitus pinxit, unde id genus pictura grylli vocantur. ipse in Aegypto
natus didicit a Ctesidemo.

Auch den Maler des Tempels von Ardea’*"® darf man nicht verschweigen,
zumal dieser dort mit dem Biirgerrecht und einem Gedicht beschenkt wur-
de, dessen Verse auf dem Bild selbst zu sehen sind:

Den Wiirdigen Wiirdiges. An diesem Ort hat mit Bildern geziert
den Tempel der K6nigin Juno, der Gattin des Héchsten,

Plautius Marcus*"; er rithmt sich des weiten Asiens als Heimat,
den jetzt und fiir immer dieser Kunst willen Ardea feiert**™.

115 Decet non sileri et Ardeatis templi pictorem, praesertim civitate do-
natum ibi et carmine, quod est in ipsa pictura his versibus:

Dignis digna. Loco picturis condecoravit
reginae Tunonis supremi coniugis templum
Plautius Marcus, cluet Asia lata esse oriundus,

461 " Near the Theatre of Pompey, in the Ninth Region of the City.

462 " "Caricatures." Sillig thinks it not unlikely that Gryllus was painted with a pig's
face, that animal being signified by the Greek word grullos.

463 ¥ See Chapter 40 of this Book.

464 1 See Chapter 6 of this Book.

465 " In the original, as given by Sillig, "Plautiu, Marcus Clecetas." That commentator
supposes him to have been a Greek by birth, and adopted into the Plautian family, on being
made a citizen of Rome.

466 * But perhaps the right reading is Dignis digna. Lyco ... "To the worthy, worthy
reward; Lycon adorned ..." Le. the artist was M. Plautius Lycon, keeping his Greek name
when he received a new one on becoming a citizen at Ardea.
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quem nunc et post semper ob artem hanc Ardea laudat.

Dieswurde mitden alten lateinischen Buchstaben geschrieben. Auch Spurius
Tadius*"™, aus der Zeit des Géttlichen Augustus, soll hier nicht unterschla-
gen werden, der als erster (vor 37 AD) duflerst anmutige Wandmalereien
zustande brachte, mit Landhdusern und Saulenhallen oder Gartenanlagen,

468-18 o .
, Fliissen, Kiisten,

Lichtungen, Hainen, Hiigeln, Fischteichen, Kanilen
(mit also) was immer man sich nur wiinschte, sowie darin verschiedenen
Arten von Spaziergingern oder Schiffsreisenden und solchen, die zu Land,
auf Eseln oder Wagen zu ihren Landhidusern sich begeben, ebenso Fischer,

Vogelfinger oder Jager oder auch Weinbauern.

116 eaque sunt scripta antiquis litteris Latinis, non fraudanda et Sp. Tadio,
divi Augusti aetate, qui primus instituit amoenissimam parietum picturam,
villas et porticus ac topiaria opera, lucos, nemora, colles, piscinas, euripos,
amnes, litora, qualia quis optaret, varias ibi obambulantium species aut navi-
gantium terraque villas adeuntium asellis aut vehiculis, iam piscantes, aucu-
pantes aut venantes aut etiam vindemiantes.

Es sind darin vornehme Landhéuser mit sumpfigem Zugang, worauf Min-

» 469-19
ner fur Lohn

auf den Schultern Frauen tragen und schwankend vor-
wirts gehen”", indes die Getragenen sich ingstigen, und sehr viel mehr
solcher Einfille von geistreichstem Witz. Er unternahm es auch, auf un-
tiberdachte Wiinde*" ™ /subdialibus = hypaethrae/ Seestidte zu malen, was

duflerst schéne Anblicke zu geringfiigigsten Kosten liefert.

117 sunt in eius exemplaribus nobiles palustri accessu villae, succollatis
sponsione mulieribus labantes, trepidis quae feruntur, plurimae praeterea

467 * Or Studius or Ludius. The reading is uncertain.

468 18 "Euripi." See ii. c. 100, viii. c. 40, and ix. cc. 22, 80. The landscape paintings on
the interior walls of houses at Herculaneum and Pompeii may be taken as specimens of this
artist's style.

469 Y " Succollatis sponsione mulieribus." This passage appears to be a mass of confusion,
in spite of Sillig's attempts to amend and explain it. The meaning can only be guessed at,
not given with any degree of certainty: of Ludius (in neuerer Lesart "Sp. Tadius") himself,
no further particulars are known.

470  Or: ' well known among his works are men approaching a country house across
marshes. . .. The Latin text of much of this sentence is uncertain.

471 **The "hypaethra" or promenades.
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tales argutiae facetissimi salis. idem subdialibus maritimas urbes pingere in-
stituit, blandissimo aspectu minimoque inpendio.

Die Kiinstler gelangten jedoch nur zu Ruhm, wenn sie auf Tafeln /zabulas

472-d
.Umso verehrens-

hier wohl ausdriicklich als Malgrund gemeint/ malten
wiurdiger erscheint uns die Einsicht friherer Zeiten. Man schmiickte nim-
lich nicht blofy Winde fiir deren Eigentiimer, oder Hiuser, die an einem Ort
bleiben und bei einem Brand nicht zu entfernen sind. Protogenes war in sei-
nem Haus mit einem kleinen Garten zufrieden; (und) auf den Winden von
Apelles befand sich keinerlei Malerei. Noch gefiel es nicht, die Winde ganz
mit Farben zu versehen; ihrer aller Kunst stand noch in Diensten der Stidte,

und die Welt betrachtete den Maler als gemeinsamen Besitz.

118 sed nulla gloria artificum est nisi qui tabulas pinxere. eo venerabilior
antiquitatis prudentia apparet. non enim parietes excolebant dominis tan-
tum nec domos uno in loco mansuras, quae existimat incendiis rapi non
possent. casa Protogenes contentus erat in hortulo suo; nulla in Apellis tec-
toriis pictura erat. nondum libebat parietes totos tinguere; omnium eorum
ars urbibus excubabat, pictorque res communis terrarum erat. —

Kurz vor dem Géttlichen Augustus wurde in Rom auch Arellius gertihmt,
wenn er die Kunst nicht durch ein spezielles Missverhalten befleckt hitte,
weil er Frauen, zu denen er grade in Liebe entbrannte, stets schmeichel-
te und sie deswegen als Go6ttinen malte, obwohl man darin das Bild seiner
Liebschaft erkannte. Daher lieflen sich in seinen Bildern seine Geliebten
abzihlen.

119 Fuit et Arellius Romae celeber paulo ante divum Augustum, ni flagi-
tio insigni corrupisset artem, semper et lenocinans feminae, cuius amore fla-
graret, et ob id deas pingens, sed dilectarum imagine. itaque in pictura eius
scorta numerabantur.

Bis vor kurzem lebte auch noch der wiirdige, strenge und zugleich lebhaft

stolze Maler Famulus*>™*'

. Von ihm war eine Minerva, die den Betrachter
anblickte, von wo man auch auf sie schaute. Er malte nur wenige Stunden

taglich, (und) auch dies nur mit Wiirde, weil er stets, sogar an der Staffelei,

472 4 T.e. canvases or panels, not wall-paintings.
473 ! Most editions give "Famulus." Nothing further is known of him.
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die Toga trug. Zum Gefingnis seiner Kunst wurde das Goldene Haus""***’

75 und daher hat kein anderes bedeutendes Beispiel (seiner Kunst) tber-
lebt. Nach ihm hatten Cornelius Pinus und Attius Priscus hohes Ansehen,
die den Tempel des Honos und der Virtus”** fiir den Kaiser Vespasianus
Augustus ausmalten, der ihn wiederherstellen lie3; Priscus stand den Alten

naher.

120 fuit et nuper gravis ac severus idemque floridis tumidus pictor Famu-
lus. huius erat Minerva spectantem spectans, quacumque aspiceretur. paucis
diei horis pingebat, id quoque cum gravitate, quod semper togatus, qua-
mquam in machinis. carcer eius artis domus aurea fuit, et ideo non extant
exempla alia magnopere. post eum fuere in auctoritate Cornelius Pinus et
Attius Priscus, qui Honoris et Virtutis aedes Imperatori Vespasiani Augusto
restituenti pinxerunt, Priscus antiquis similior. —

38 -VOM UNTERBRECHEN DES VOGELGESANGS.

de avium cantu compescendo

Nicht vergessen werden darf beim Erértern der Malerei eine bekannte Ge-
schichte von Lepidus, dem in seinem Triumviratsjahr’’"™* an einem gewissen
Ort vom dortigen Magistrat eine Waldherberge zugewiesen ward, wobei er
sich am folgenden Tag unter Drohungen beschwerte, ihm habe der Gesang
der Vogel den Schlaf geraubt; daraufthin lieff man eine Schlange auf eine
sehr lange Pergamentrolle /membranae/ malen, um den Hain dann damit
zu umschliefen, und man erzihlt, wegen dieser Einschiichterung hitten
die Vogel geschwiegen, und auch spiter habe man sie so beruhigen kénnen.

xxxviii 121 Non est omittenda in pictura mentione celebris circa Lepidum
fabula, siquidem in triumviratu quodam loco deductus a magistratibus in
nemorosum hospitium minaciter cum iis postero die expostulavit somnum
ademptum sibi volucrum concentu; at illi draconem in longissima membrana
depictum circumdedere luco, eoque terrore aves tunc siluisse narratur et
postea posse compesci.

474 * See xoxvi. c. 24.

475 ¢ Nero's palace.

476 * Both in the First Region of the City, near the Capenian Gate.
477 * With Octavian and Antony, formed in 43 B.C.
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KAP 39 - 41
WER DIE EINGEBRANNTE MALEREI (ENKAUSTIK) MIT DER
FILAMME ODER DEM BRENNSPATEL ODER DEM PINSEL
MALTE.

qui encausta cauterio vel cestro vel penicillo pinxerint.

39 - WER ZUERST IN DER MALERFEI ETWAS ERFAND. WAS IN
DER MALERFEI AM SCHWIERIGSTEN IST. VON DEN VERSCHIE-
DENEN
ARTEN DER MALEREI. quae quis primus invenerit in pictura.
quid difficillimum in pictura. de generibus picturae

Wer sich zuerst ausdachte, mit Wachs zu malen und das Bild einzubren-

78- . .. . 1 479-2/480-b
nen**", steht nicht fest. Einige glauben, Aristeides””?’**

habe es erfun-
den und spiter sei es von Praxiteles perfektioniert worden; es existieren aber
betrichtlich iltere encausische Bilder /encaustae picturae/ wie die von Po-
lygnotos™ ™ und Nikanor oder von Mnesilaos**™* aus Paros. Auch Elasip-

.. . .. . .. 83-5 .
pos signierte in Aigina seine Malerei mit ,enekaen™™ - er hat eingebrannt
-, was er bestimmt kaum getan hitte, wenn man die Enkaustik nicht bereits

erfunden hitte.

xxxix 122 Ceris pingere ac picturam inurere quis primus excogitaverit, non
constat. quidam Aristidis inventum putant, postea consummatum a Prax-
itele; sed aliquanto vetustiores encaustae picturae exstitere, ut Polygnoti et

478 ! See Chapter 41 of this Book, where the difficulties attending this description will
be considered.

479 ? See Chapter 36 of this Book.

480 * Apparently the elder; cf. §75.

481 * See Chapter 35 of this Book.

482 * Possibly the artist of that name mentioned by Athenzeus, x., as a tutor of Apelles.
If so, he must have flourished about the ninety-seventh Olympiad.

483 * Elasippus "inburned" this picture, 7. e. executed it in encaustic. From the Attic
form of this word, it has been concluded that he was an Athenian. The spelling of his name
is very doubtful.
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Nicanoris, Mnesilai Pariorum. Elasippus quoque Aeginae picturae suae in-
scripsit evekaev, quod profecto non fecisset nisi encaustica inventa.

40 - WER ZUERST LACUNARIA BEMALTE. WANN ZUERST DIE
GEWOLBTEN DECKEN. WUNDERBARE PREISE VON GEMAL-
DEN.VOM TALENT.
quis primus lacunaria pinxerit. quando primum camarae pictae.
pretia mirabilia picturarum. de talento

*1 der Lehrer des Apelles, hat nicht nur enkaustisch gemalt,

Pamphilos ™
sondern er soll dariiber hinaus Pausias™ ™ aus Sikyon unterrichtet haben,
den ersten, der in diesem Genre zu Ansehen kam. Dieser war, als Sohn des
Bryetes, anfinglich dessen Schiiler. Als sie wiederhergestellt werden sollten,
bemalte er die Winde in Thespiai, die einst Polygnotos bemalt hatte, auch
selbst mit dem Pinsel™", wobei man, weil er nicht auf seinem (eigenen)
Gebiet wetteiferte, diesen /also Polygnotos, seinen Vorginger/ im Vergleich

fir weit Gberlegen hielt.

x] 123 Pamphilus quoque, Apellis praeceptor, non pinxisse solu encaus-
ta, sed etiam docuisse traditur Pausian Socyonium, primum in hoc genere
nobilem. Bryetis filius hic fuit eiusdemque primo discipulus. pinxit et ip-
se penicillo parietes Thespiis, cum reficerentur quondam a Polygnoto picti,
multumque comparatione superatus existimabatur, quoniam non suo genere
certasset.

Er /also Pausias/ bemalte dazu als erster kassettierte Decken //acunaria/,und
auch Gewolbe auf diese Weise zu schmiicken, war bis dahin nicht iblich;
er malte (vor allem) kleine Bilder und meistens Knaben. Seine Konkurren-
ten behaupteten, er tue dies nur, weil es /also die Enkaustik/ ein langwieri-
ges Malverfahren war. Deshalb vollendete er, um seiner Arbeit den Ruf der
Schnelligkeit zu geben, Bildnisse (auch) an einem einzigen Tag, was man als

«487-4

Jhemeresios - Bild eines Tages - bezeichnete.

484 ' See Chapter 36 of this Book.

485 > Two paintings of his at Epidaurus are mentioned by Pausanias, ii. 27.

486 * And nof in encaustic; though, as we shall see in Chapter 41, the brush was some-
times used in this branch.

487 *The "One day" picture.
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124 idem et lacunaria primus pingere instituit, nec camaras ante eum taliter
adornari mos fuit; parvas pingebat tabellas maximeque pueros. hoc aemu-
li interpretabantur facere eum, quoniam tarda picturae ratio esset illa. quam
ob rem daturus ei celeritatis famam absolvit uno die tabellam, quae vocata
est hemeresios, puero picto.

In seiner Jugend liebte er seine Mitbiirgerin Glykera**”, die Erfinderin der
Bekrinzungen, und mit ihr wetteifernd brachte er seine Kunst durch Nach-
ahmung zu einer hochst erstaunlichen Sortenvielfalt an Blumen. Schlief3-
lich malte er auch ein Bild von ihr selbst, sitzend mit Kranz, das zu seinen
berithmtesten gehort und (von einigen) ,,Kranzflechterin“*"® /szephanoplo-
“@n7y stephanopolis/, weil
Glykera in ihrer Armut vom Kranzverkauf lebte. Ein Exemplar dieses Bil-
des, ,apograp/yan‘491'8 - korrekte Kopie - genannt, erstand L. Lucullus fir
zwei Talente auf den Dionysien in Athen (88-87 BC).

kos/ genannt wird, von anderen ,Kranzverkiuferin

125 amavit in iuventa Glyceram municipem suam, inventricem coronarum,
certandoque imitatione eius ad numerosissimam florum varietatem perduxit
artem illam. postremo pinxit et ipsam sedentem cum corona, quae e nobi-
lissimis tabula est, appellata stephanoplocos, ab aliis stephanopolis, quoni-
am Glycera venditando coronas sustentaverat paupertatem. huius tabulae
exemplar, quod apographon vocant, L. Luculus duobus talentis emit . . . .
Dionysius Athenis.

Pausias machte aber auch grofie Bilder, wie etwa das Stieropfer, das in der
Sdulenhalle des Pompeius zur Schau gestellt war. Er erfand als erster diese
Art Malerei, die spiter viele nachahmten, ohne ihn zu erreichen. Vor allem
malte er, um die die Lidnge des Stieres zu zeigen, diesen nicht von der Seite,

sondern frontal, und trotzdem erkennt man vollauf dessen Grofie™*™.

126 Pausias autem fecit et grandes tabulas, sicut spectatam in Pompei porti-
cu boum immolationem. eam primus invenit picturam, quam postea imitati

488 °Seexxi.c.3.

489 ®The "Chaplet-wearer." See xxi. c. 3.

490 ""The "Chaplet-seller."

491 ® A "correct” copy.

492 “There is no proof that perspective is meant, but somehow Pausias gave the figure
due relief.

111



sunt multi, aequavit nemo. ante omnia, cum longitudinem bovis ostendi vel-
let, adversum eum pinxit, non traversum, et abunde intellegitur amplitudo.

Weiter: wihrend alle, um etwas hervortreten zu lassen, dies mit heller Far-
be tun, (und) wenn etwas in den Hintergrund soll, mit dunkler, malte er’”
" den ganzen Stier tiefschwarz und erzeugte dessen Schatten aus dem Kor-
per selbst, mit wirklich grofier Kunst, die aus der Fliche Herausstehendes
zeigt und (sogar) in den gebrochenen (Regionen) noch kriftige Struktur
aufweist”"”’ *** Auch er verbrachte sein Leben in Sikyon, und so wurde
(diese Stadt) lange die Heimat der Malerei. Alle Gemilde, die man ihm, um
die Schulden des Gemeinwesens /der Stadt Sikyon/ abzugelten, aus dem

offentlichen Besitz tibereignete, verbrachte Scaurus von dort als Adil nach

Rom (56 BC)**™.

127 dein, cum omnes, quae volunt eminentia videri, candicanti faciant co-
lore, quae condunt, nigro, hic totum bovem atri coloris fecit umbraeque cor-
pus ex ipsa dedit, magna prorsus arte in aequo extantia ostendente et in
confracto solida omnia. Sicyone et hic vitam egit, diuque illa fuit patria pic-
turae. tabulas inde e publico omnes propter aes alienum civitatis addictas
Scauri aedilitas Romam transtulit.

Nach ihm*” trat Euphranor**"! vom Isthmus in der 104. Olypiade (364~

493 * die folgende Passage vermochte ich leider nur unbefriedigend zu tbersetzen, sei
es, weil der Text korrumpiert ist, sei es weil Plinius etwas so Kompliziertes ausdriicken
wollte, dass es schon seinerzeit nur mit dem Bild vor Augen verstidndlich wurde, eine Pro-
blemlage, die tibrigens auch heutigen Bildbeschreibungen oft Grenzen setzt. Die dhnlich
schwammige Heinemann Ubersetzung von H. Rackham lautet: ,this artist has made the
whole ox of a black colour and has given substance to the shadow from the shadow itself, with quite
remarkable skill that shows the shapes standing out on a level surface and a uniform solidity on a
brolen ground.”

494 ’ "In confracto." Meaning probably the group of the surrounding spectators, on
which the shadow of the animal's body was thrown. "It is evident that this artist excelled
in his effect of light and shade, enhanced by contrasts, and strong foreshortenings."-- Wor-
num, Smith's Dict. Antiq. Art. Painting.

495 ® Pliny perhaps means that in spite of varying (‘broken') tones of black, all the black
looks solid.

496 " AU.C.678. See xxxvi. c. 24.

497 “Le.later than P. But this is wrong. Pliny's mistake has been traced to his confusion
of the two artists named Aristides. Cf. §§75, 108, 111 and note on §202.

498 " Mentioned also in xxxiv. c. 19.
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361 BC) weit vor allen anderen hervor, der gleiche, von dem wir bei den
Bildhauern (XXXIV, 50) sprachen. Er machte auch Kolosse und Marmor-
bilder und schnitt Reliefs, vor allem war er (jedoch) wissensdurstig und flei-
Rig und (dabei) auf jedem Gebiet hervorragend und sich gleich. Es scheint,
als habe er als erster den Adel von Helden ausgedriickt und Ebenmaf an-
gestrebt, aber generell gerieten ihm die Kérper zu kiitmmerlich und Képfe

und Glieder™” zu grofR.

128 Post eum eminuit longe ante omnes Euphranor Isthmius olympiade
CIIII, idem qui inter fictores dictus est nobis. fecit et colossos et marmorea
et typos scalpsit, docilis ac laboriosus ante omnes et in quocumque genere
excellens ac sibi aequalis. hic primus videtur expressisse dignitates heroum
et usurpasse symmetrian, sed fuit in universitate corporum exilior et capiti-
bus articulisque grandior.

Er hat auch Bucher iiber Mafdverhiltnisse und Farben geschrieben. Unter
seinen Werken sind ein Reitergefecht™™ ?/**" die 12 Gétter und ein The-
seus,von dem er sagte, der des Parrhasios habe sich von Rosen ernihrt, seiner

502-13

aber von Fleisch™ . Berihmt ist eins seiner Bilder in Ephesos, ein Odys-

seus, wie er, Wahnsinn simulierend, mit einem Ochsen und einem Pferd zu-
. . . . . . o 503-14
sammengespannt ist, sowie nachdenkliche, in Mintel gehillte Miénner ,

und ein das Schwert einsteckender General.

129 volumina quoque composuit de symmetria et coloribus. opera eius sunt
equestre proelium, XII dei, Theseus, in quod dixit eundem apud Parrhasium
rosa pastum esse, suum vero carne. nobilis eius tabula Ephesi est, Ulixes si-
mulata insania bovem cum equo iungens et palliati cogitantes, dux gladium
condens.

4.

Zur gleichen Zeit lebte /gab es/ auch Kydias®*", dessen Argonauten-Bild

499 ¢ Fingers and toes?

500 " Praised by Pausanias, B. i. It was in this combat, he says, that Gryllus, the son of
Xenophon, and Epaminondas the Theban, first distinguished themselves.

501 “ Which preceded the battle of Mantinea, 362 B.C. This and the next two pictures
were both in the Stoa of Zeus Eleutherios at Athens. Paus. I, 3, 3-4.

502 ¥ "Carne." Beef, according to Plutarch, was the flesh mentioned.

503 "The dress of the Greek philosophers, more particularly.

504 " Born in the island of Cythnos, one of the Cyclades. He is supposed to be the
artist mentioned by Theophrastus, De Lapid. c. 95.
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der Redner Hortensius (114-50 BC) fir 144.000 Sesterzen kaufte, um da-

505-16 . .
einen eigenen Betrachtungsraum /

fur auf seinem tusculanischen Gut
aedem, eigentlich sogar: Tempel/ einzurichten. Ein Schiler des Euphranor
aber war Antidotus. Von ihm gibt es in Athen einen mit Schild Kdmpfen-
den, einen Ringer und einen Trompetenbliser, den man allseits lobt. Er /
selbst/ zeichnete sich eher durch Sorgfalt als zahlenmifdige Produktivitit
aus, wobei er streng in den Farben war und am bekanntesten durch sei-

506-17

nen athenischen Schiiler Nikias wurde, der Frauen besonders sorgtfil-

tig malte.

130 Eodem tempore fuere Cydias, cuius tabulam Argonautas HS
CXXXXIIII Hortensius orator mercatus est eique aedem fecit in Tuscula-
no suo. Euphranoris autem discipulus Antidotus. huius est clipeo dimicans
Athenis et luctator tubicenque inter pauca laudatus. ipse diligentior quam
numerosior et in coloribus severus maxime inclaruit discipulo Nicia Athe-
niense, qui diligentissime mulieres pinxit:

Er /also Nikias/ achtete auf Licht und Schatten®” " und sorgte dafiir, dass
die Bilder méglichst reliefartig aus den Tafeln heraustraten. Von seinen
Werken brachte Silanus (75 BC) eine Nemea aus Asien nach Rom, die,

20819 (§27), in der Curie ausgestellt wurde; ferner (gibt es) einen
510-21 11-22

wie gesagt
Vater Liber’”?’ im Concordia-Tempel

der davon begeisterte Kaiser Augustus aus dem eroberten Alexandria ab-

. . 5
, einen Hyacinthus , welchen

transportierte (30 BC), weshalb Kaiser Tiberius ihn (spiter) in dessen Tem-

512-23/513-F . .
el weihte, und eine Danae;

131 lumen et umbras custodiit atque ut eminerent e tabulis picturae maxime

505 " Tt is supposed by Sillig, from Dio Cassius, B. liii. c. 27, that this painting was
transferred by M. Vipsanius Agrippa, to the Portico of Neptune.

506 7 See Chapter 20 of this Book, where he is mentioned as having been the first art-
ist who used "usta" or burnt ceruse. From Pausanias we learn that his remains were interred
at Athens, in the road leading to the Academia.

507 ' Chiaroscuro.

508 " In Chapter 10 of this Book.

509 * Bacchus.

510 ' In the Eighth Region of the City.

511 2 Spoken of by Pausanias, iii. c. 19.

512 * In the Forum at Rome.

513 " In the forum at Rome; built by Tiberius, A.D.14.
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curavit. operum eius Nemea advecta ex Asia Romam a Silano, quam in curia
diximus positam, item Liber pater in Aede Concordiae, Hyacinthus, quem
Caesar Augustus delectatus eo secum deportavit Alexandrea capta, et ob id
Tiberius Caesar in templo eius dicavit hanc tabulam et Danaen,

in Ephesos aber ist von ihm /also von weiterhin Nikias, dem Schiiler des
Antidotos/ das Grab des Megabyzos’'*?*, des Priesters der ephesischen
Diana, und in Athen eine homerische Totenbeschworung /zecyomantea ™
/3192 Diese wollte er Kénig Attalos™ ™ nicht fiir 60 Talente verkaufen und
schenkte es als beglterter Mann lieber seiner Vaterstadt. Er fertigte auch
grofie Bilder an, darunter eine Kalypso, eine I0°"®* und eine Andromeda;
auflerdem schreibt man ihm einen vorziiglichen Alexander in den Hallen

. 519-26 o
des Pompeius und eine sitzende Kalypso zu.

132 Ephesi vero est megabyzi, sacerdotis Ephesiae Dianae, sepulchrum,
Athenis necyomantea Homeri. hanc vendere Attalo regi noluit talentis LX
potiusque patriae suae donavit abundans opibus. fecit et grandes picturas, in
quibus sunt Calypso et Io et Andromeda; Alexander quoque in Pompei por-
ticibus praecellens et Calypso sedens huic eidem adscribuntur.

Von den Vierfifllern gab er am gelungensten Hunde wieder. Es ist jener
Nikias, von dem, als man Praxiteles fragte, welches der eigenen Marmor-
werke er am meisten schitze, dieser sagte: Diejenigen, an die Nikias die
Hand gefiihrt hat. So viel schrieb er dessen Bemalung /circumlitiol zu™"".
Es lisst sich nicht klar unterscheiden, ob es der selbe Kiinstler ist, den ei-

nige in die 112. Olympiade (332-329 BC) versetzen, oder ein anderer glei-

chen Namens.

133 quadripedum prosperrime canes expressit. hic est Nicias, de quo

514 * See Chapter 36 of this Book, Note 73, p. 261.

515 * 'Place of prophecy of the dead,’ Odyssey Bk. XI.

516  "Place of the prophecies of the dead;" in reference to the description of the In-
fernal Regions in the Fourth Book of the Odyssey.

517 ® Attalus I of Pergamum, 241-197 B.C. But Plutarch is probably right in giving the
king's name as Ptolemy I Soter, ruler of Egypt 323-284 B.C.

518  One or two extant later paintings mav be copies of this. A. Rumpf, Journ. Hellen.
St., LXVII, 21.

519 % See Chapter 37 of this Book.

520 ¢TIt must be remembered that Greek marbles were painted.
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dicebat Praxiteles interrogatus, quae maxime opera sua probaret in marmo-
ribus: quibus Nicias manum admovisset; tantum circumlitioni eius tribue-
bat. non satis discernitur, alium eodem nomine an hunc eundem quidam

faciant olympiade CXII.

Mit Nikias verglichen und manchmal ihm vorgezogen wird Athenion aus

2127 "ein Schiiler Glaukions aus Korinth, der in der Farbe stren-

Maroneia’
ger /austerior/ und in der Strenge ansprechender war, so dass seine Bil-
dung selbst seine Malerei erleuchtete. Im Tempel von Eleusis malte er den
Phylarchos™?* und in Athen eine Figurengruppe, die als ,,syngenikon>* >
- Familienbild - bezeichnet wird, ebenso einen Achilles, der sich, in Mid-
chenkleider versteckt, von Odysseus ertappen lisst, und auf einer einzigen
Tafel gleich 6 Bildnisse, sowie, wodurch er am berithmtesten ward, einen
Reitknecht mit Pferd. Wire er nicht schon im jugendlichen Alter gestorben,

liefde er sich mit keinem vergleichen.

134 Niciae conparatur et aliquando praefertur Athenion Maronites, Glau-
cionis Corinthii discipulus, austerior colore et in austeritate iucundior, ut in
ipsa pictura eruditio eluceat. pinxit in templo Eleusine phylarchum et Athe-
nis frequentiam, quam vocavere syngenicon, item Achillem virginis habitu
occultatum Ulixe deprendente et in una tabula VI signa, quaque maxime in-
claruit, agasonem cum equo. quod nisi in iuventa obiisset, nemo compara-
retur.

Auch der Makedonier Herakleides hat einen Namen. Zunichst malte er
Schiffe und zog (dann), als man Konig Perseus gefangen setzte (168 BC),
nach Athen. Wo zur selben Zeit Metrodoros” > lebte, ein Maler und /
ebenfalls/ Philosoph, von hohem Ansehen auf beiden Wissensgebieten. Als

daher L. Paulus die Athener nach seinem /dem/ Sieg tiber Perseus™ ' b

at,
ihm den bewihrtesten Philosophen zur Erziehung seiner Kinder zu schik-
ken (und) dazu einen Maler zur Ausschmiickung seines Triumphes, fiel

die Wahl der Athener auf Metrodoros, wobei sie erklarten, er sei fiir beide

521 7 Seciv.c.18.

522 ** Supposed by Hardouin to be the writer mentioned at the end of B. vii. and B. x.:
or perhaps, "a chief" of an Athenian tribe.

523 * A "group of kindred."

524 * A disciple of Carneades. See the list of writers at the end of this Book.

525 "B.C.168.
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Wiinsche der Geeignetste, was (dann) Paulus nicht anders beurteilte.

135 Sunt nomen et Heraclidi Macedoni. initio naves pinxit captoque Per-
seo rege Athenas commigravit. ubi eodem tempore erat Metrodorus, pictor
idemque philosophus, in utraque scientia magnae auctoritatis. itaque cum
L. Paulus devicto Perseo petiisset ab Atheniensibus, ut ii sibi quam proba-
tissimum philosophum mitterent ad erudiendos liberos, item pictorem ad
triumphum excolendum, Athenienses Metrodorum elegerunt, professi eun-
dem in utroque desiderio praestantissimum, quod ita Paulus quoque iudi-
cavit.

Timomachus aus Byzantion malte zur Zeit des Diktators Caesar (46 BC)

. . 526-32/527-
einen Ajax !

und eine Medea, die von jenem fiir 80 Talente gekauft
und im Venus Genetrix-Tempel aufgestellt wurden. Wobei M. Varro das at-
tische Talent auf 6000 Denar schitzt. Ahnlich wird von Timomachos ein
Orest gelobt, eine Iphigenie in Tauris, der Gymnastiklehrer Lekythion, eine

528-33 . . . .
, die er malte, wie sie sich

adlige Sippe, und in Mintel gehiillte Minner
unterhalten, einer stehend, einer sitzend. Besonders scheint ihn die Kunst

529-34/530-b .« .
favorisiert zu haben.

aber bei einer Gorgo
136 Timomachus Byzantius Caesaris dictatoris aetate Aiacem et Mediam
pinxit, ab eo in Veneris Genetricis aede positas, LXXX talentis venundatas.
talentum Atticum VI taxat M. Varro. Timomachi aeque laudantur Orestes,
Iphigenia in Tauris et Lecythion, agilitatis exercitator, cognatio nobilium,
palliati, quos dicturos pinxit, alterum stantem, alterum sedentem. praecipue
tamen ars ei favisse in Gorgone visa est.

Aristolaos, der Sohn und Schiiler des ,Pausias, war einer der strengsten Ma-
ler, von dem ein Epaminondas, ein Perikles, eine Medea, eine Virtus, ein

Theseus, ein Bild des attischen Volkes und ein Tierropfer stammen. - Man-

531-35 . . . .
, ein Schiiler eben dieses Pausias, (und

chen gefillt auch Nikophanes

526 % Represented in a sitting posture, as mentioned by Ovid, Trist. II. 525, and by
Philostratus, Vit. Apol. II. c. 10. The Medea is described in an Epigram in B. iv. of the Greek
Anthology, imitated by Ausonius, Epigr, 22.

527 * Copies of this picture exist.

528 % See Note 65 above.

529 ** Medusa, slain by Perseus.

530 * Probably a mask of Medusa.

531 % In the former editions, "Mecophanes."
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zwar) durch die Sorgfalt, die allein Kiinstler begreifen, da er ansonsten hart

/durus/ in den Farben war und zu viel Ocker’>>>® /sile multus/ benutzte. Sein

Sokrates™ ™ gefillt indes allen zurecht; dhnliche Qualitit haben /von ihm/
ein Asklepios inmitten seiner Toéchter Hygieia, Aig1e534'37, Panakreia und
Taso, sowie ein Verdrossener, der Oknos™ ® heift und ein Binsenseil /spar-

tum/ flicht, woran ein Esel nagt™*™.

137 Pausiae filius et discipulus Aristolaus e severissimis pictoribus fuit,
cuius sunt Epaminondas, Pericles, Media, Virtus, Theseus, imago Atticae
plebis, boum immolatio. — Sunt quibus et Nicophanes, eiusdem Pausiae
discipulus, placeat diligentia, quam intellegant soli artifices, alias durus in
coloribus et sile multus. nam Socrates iure omnibus placet; tales sunt eius
cum Aesculapio filiae Hygia, Aegle, Panacea, laso et piger, qui appellatur
Ocnos, spartum torquens, quod asellus adrodit.

Nachdem die herausragendsten Kiinstler in beiden Arten der Malerei™” ™’

¥4 benannt sind, sollen die ihnen (an Qualitit) dicht folgenden nicht ver-
schwiegen werden: Aristokleides, der den Apollo-Tempel in Delphi bemal-
te; Antiphilossw_41

wodurch das schon eingerichtet Haus und die Zige des Knaben erhellt

. . 540-42 .
lobt man wegen eines Knaben, der ins Feuer blast,

werden, ebenso wegen einer Spinnstube, worin alle Frauen fleiflig ihr Pen-
sum erflillen, sowie wegen eines (Konig) Ptolemaios auf der Jagd, vor allem

aber wegen eines wirklich berithmten Satyrs mit Pantherfell, den man ,apo-

541-43 543-44 .
¢ (ist

skopeuonta nennt - den in die Ferne Blickenden’**; Aristophon

532 * Or ochre. See xxxiii. c. 56.

533 *In Ubersetzung heifit es hier "As to Socrates, his pictures are, with good reason,
universally esteemed.", mit folgender Fufinote: Probably, from the context, a pupil, also, of
Pausias.

534 " Health, Brightness, and All-heal.

535 * Greek for "sluggard."

536 “Hence a Latin proverb: ocnus spartum torquens, 'sloth twisting a rope." Le. 'La-
bour in vain.'

537 “ In pencil painting, and in encaustic.

538 Both large and small pictures.

539 * Probably the same painter that is mentioned in Chapter 37.

540 * An effect for which Schalken is famous.

541 * "Shading his eyes."

542 ¢ 'Aposkopeuun' shading his eyes with his hand (Athenaeus,XIV,629 f.). The ges-
ture is a common one in satyrs on vases.

543 * Son and pupil of Aglaopho, and brother of Polygnotus. He was probably a native
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. . 544-45 . .
bekannt) wegen eines Ankaios , der von einem Eber verwundet wird,
mit Astypalaea als seiner Gefdhrtin im Schmerz, sowie auf Grund eines fi-

gurenreiches Bildes, worauf Priamos, Helena, die Gutgldubigkeit, Odysseus,
Deiphobos und Dolos /die List/ zu sehen sind™ . OK

138 Hactenus indicatis proceribus in utroque genere non silebuntur et pri-
mis proximi: Aristoclides, qui pinxit aedem Apollinis Delphis. Antiphilus
puero ignem conflante laudatur ac pulchra alias domo splendescente ip-
siusque pueri ore, item lanificio, in quo properant omnium mulierum pen-
sa, Ptolemaeo venante, sed nobilissimo Satyro cum pelle pantherina, quem
aposcopeuonta appellant, Aristophon Ancaeo vulnerato ab apro cum socia
doloris Astypalaeca numerosaque tabula, in qua sunt Priamus, Helena, Cre-

dulitas, Ulixes, Ceiphobus, Dolus.

546-4

Androbios malte einen Skyllos***, wie er der persischen Flotte die Anker

547-f . . . . ..
kappt™™; Artemon eine Danae, die sich von Seerdubern bewundern lisst,

548-48 / 549-g

eine Ko6nigin Stratonike , sowie Herkules und Deianeira; am be-

rihmtesten aber und im Palast der Oktavia sind ein Herkules, der im Land
Doris von seinem Scheiterhaufen auf dem Berg Oeta mit Zustimmung der

Gotter zum Himmel auffihrt, und die Geschichte des Laomedon®"*’ mit

of Thasos.

544 * See Chapter 36, Note 77.

545 * "Dolus." An emblematical picture evidently, probably representing the events
just prior to the capture of Troy.

546 *” A famous diver, mentioned by Herodotus, viii. c. 8, Pausanias, x. ¢. 19, and
Strabo, ix.

547 " At Artemisium, 480 B.C.

548 * Probably the wife of Seleucus, given by him to his son Antiochus (in 293). See
vii. ¢. 37, Note 3: The story (...) is a curious one. Antiochus, the son of Seleucus Nicator,
fell in love with Stratonice, whom his father had married in his old age, but struggled to
conceal his passion. The skilful physician /der beriihmte Arzt Erisistratus/ discovered the
nature of his disease; upon which he reported to Seleucus that it was incurable, for that
he was in love, and it was impossible that his passion could be gratified. The king, greatly
surprised, inquired who the lady was; to which Erisistratus replied that it was his own wife;
whereupon Seleucus began to try and persuade him to give her up to his son. The physician
upon this asked him if he would do so himself, if it were his own wife. Seleucus declared
that he would; upon which Erisistratus disclosed to him the truth. Seleucus not only gave
up Stratonice to his son, but resigned to him several provinces. (...)

549 £ Probably S. who was wife of Seleucus I Nicator, King of Nearer Asia 312-281
B.C.

550 *“That they should rebuild the walls of Troy.
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Herkules und Neptun™'™"; Alkimachos malte einen Dioxippos™ ™, der im
Pankration von Olympia siegte, ohne dabei Staub aufzuwirbeln™”, was

. «(554-51 . 555-52
man ,,akoniti" nennt; Koinos Ahnentafeln .

139 Androbius pinxit Scyllum ancoras praecidentem Persicae classis, Arte-
mon Danaen mirantibus eam praedonibus, reginam Stratonicen, Herculem
et Deianiram, nobilissimas autem, quae sunt in Octaviae operibus, Hercu-
lem ab Oeta monte Doridos exusta mortalitate consensu deorum in caelum
euntem, Laomedontis circa Herculem et Neptunum historiam; Alcima-
chus Dioxippum, qui pancratio Olympiae citra pulveris iactum, quod vo-
cant akovty, vicit; Coenus stemmata.

Ktesilochos, ein Schiiler’*® des Apelles, wurde durch ein frivoles Bild be-

kannt, worauf gezeigt wird, wie Jupiter, mit Frauenkopfbinde® > gemalt

3834 zur Welt bringt™ 7, mit den Got-

tinnen als Hebammen; Kleon durch einen Kadmos; Ktesidemos durch ei-
560-56 / 561-k

und nach Frauenart stohnend, Liber

ne Eroberung Oichalias und eine Laodameia. Ktesikles durch ein
Spottbild auf Kénigin Stratonike’”* ", Nachdem sie*®* " ihn nicht in

551 " Heracles saved Hesione from a monster sent by Poseidon to ravage the land of
Troy after Hesione's father King Laomedon broke a promise.

552 ** His contest with Corragus the Macedonian, whom he defeated, is mentioned
also by Alian, Diodorus Siculus, Athenzeus, and Quintus Curtius.

553 " Ie. without any difficulty.

554 *! Gained "without raising the dust," 7. e. without any difficulty.

555 > This is perhaps the meaning of "stemmata;" "heraldic pictures," probably. See
Juvenal, Sat. viii. 1. 2.

556 >3 Suidas seems to mention him, under the name of "Ctesiochus," as the brother of

Apelles.

557 * Or cap; see Chapter 35 of this Book.

558 _54 Who was said to have been born from the thigh of Jove.

559 ! Dionysus was born from Zeus' thigh.

560 * By Hercules, when he demanded Tole of her father Eurytus, king of (Echalia.
561 * By Heracles.

562 %" See Note 94 above.

563 ' See note g.

564 " die freiwillige Abtretung der Stratonike durch ihren kéniglichen Gatten wurde
im Altertum vielfach Gberliefert und bearbeitet (Appian, Syr59 ff.; Plutarch, Demetrius 38;
Valerius Maximus, Facta et Dicta V; Lukian, de dea Syria 17 £.; Julian Apostata, Misopogon
347 £.) und diente, wie im Mittelalter spiter Semiramis, wohl als Projektionsfliche mannig-
filtiger erotischer Phantasien, von der das hier beschriebene Bild Teil gewesen sein muss.
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Ehren empfing (nach 293 BC), malte er sie nimlich, wie sie sich mit einem
Fischer herumwilzt, von dem es hief}, die Kénigin liebe ihn, um das Bild
dann im Hafen von Ephesos auszustellen, unterdes er sich unter vollen Se-
geln davonmachte. Die Konigin verbot, es zu entfernen, weil die Ahnlich-

565-58

keit beider wunderbar ausdriickt sei. Kratinos malte Komaodienspieler

% yon Athen’™; Eutychides ein Zweigespann, das Victo-

. . s
im Pompeion
ria lenkt.

140 Ctesilochus, Apellis discipulus, petulanti pictura innotuit, Iove Libe-
rum parturiente depicto mitrato et muliebriter ingemescente inter obstetri-
cia dearum, Cleon Cadmo, Ctesidemus Oechaliae expugnatione, Laodamia,
Cltesicles reginae Stratonices iniuria. nullo enim honore exceptus ab ea pinx-
it volutantem cum piscatore, quem reginam amare sermo erat, eamque tabu-
lam in portu Ephesi proposuit, ipse velis raptus. regina tolli vetuit, utriusque
similitudine mire expressa. Cratinus comoedos Athenis in pompeo pinxit;

Eutychides bigam: regit Victoria.

Eudoros - er machte auch Standbilder aus Bronze - wurde bertihmt als
Bithnenmaler; Hippys durch einen Neptun und eine Victoria. Habron mal-
te Freundschaft und Eintracht und Gétterbilder /deorum simulacral;, Leon-
tiskos den siegenden Arotas mit Trophéiem'so, sowie eine Saitenspielerin;
Leon eine Sappho; Nearchos eine Venus zwischen Grazien und Cupidos,
einen traurigen Herkules, der seinen Wahnsinn bereut’®*'; Nealkes” " ei-
ne Venus, ein begabter und erfinderischer Kiinstler, ...

141 Eudorus scaena spectatur — idem et ex aere signa fecit —, Hippys
Neptuno et Victoria. Habron amicam et Concordiam pinxit et deorum si-
mulacra, Leontiscus Aratum victorem cum tropaeo, psaltriam, Leon Sappho,

565 * Several Cratini were distinguished as Comic writers, but we do not read in any
other author of any one of them being a painter. The reading is doubtful.

566 * A building at the entrance into Athens, whence the "pompze,” or solemn proces-
sions, set out.

567 " At the city gates; from it solemn processions started.

568 * Hardouin thinks that this was the victory gained by Aratus of Sicyon over Aris-
tippus, the Tyrant of Argos. If so, Leontiscus must have flourished about Olymp. 136.

569 *" Caused by the anger of Juno. In this fit of insanity he slew his wife Megara and
her children.

570 * See also Chapter 36. From Plutarch we learn that he was greatly in favour with
Aratus of Sicyon.
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Nearchus Venerem inter Gratias et Cupidines, Herculem tristem insaniae
paenitentia, Nelaces Venerem, ingeniosus et sollers iste,

...,wenn er (z. B.) beim Malen einer Schiffsschlacht zwischen Persern und
Agyptern, um verstindlich zu machen, sie habe auf dem Nil [dessen Wasser
meerihnlich ist]””'™ stattgefunden, gewissermafen sprachlich /per Argu-
ment/ erklirt, was er allein durchs Handwerk nicht konnte: er malte nam-

lich einen am Ufer trinkenden Esel und ein ihm auflauerndes Krokodil®’**

/573-0,
5

142 .. .siquidem, cum proelium navale Persarum et Aegyptiorum pinxis-
set, quod in Nilo [cuius est aqua maris similis] factum volebat intellegi, ar-
gumento declaravit quod arte non poterat: asellum enim bibentem in litore
pinxit et crocodilum insidiantem ei;

Oinias ein Familienbild /syngenicon/; Philiskos eine Malerwerkstatt mit ei-
nem Feuer anblasenden Knaben; Phalerion eine Skylla; Simonides einen
Agatharchos und Mnemosyne; Simos einen ruhenden Jingling, eine Fir-
berwerkstatt und einen Mann, der die (Llinquatriens74_64/575_p feiert, ebenso
eine herausragende Nemesis;

143 Oenias syngenicon, Philiscus officinam pictoris ignem conflante puero,
Phalerion Scyllam, Simonides Agatharchum et Mnemosynen, Simus iuve-
nem requiescentem, officinam fullonis quinquatrus celebrantem, idemque
Nemesin egregiam,

57665 . . . . .
Theoros einen sich Einsalbenden, ebenso Orest, wie er seine Mutter

571 " Le. apparently the river is so extensive that in the picture it might be mistaken
for the sea.
572 * According to Brotero, a representation of the Ass and Crocodile was found in the

pictorial embellishments at Herculaneum.

573 ° But it is certain that the picture referred to a battle in the Persian Artaxerxes 111
Ochus' conquest of Egypt in 350 B.C. The Egyptians called him 'Ass' (with allusion to the
ass-shaped Seth Typhon who represented the wicked foe); and the likeness of 'ovos' (ass) to
'Ochos'(Ochus) became a joke amongst Greeks who fought on both sides.

574 * See xvii. c. 36, xviii. ¢. 56, and xix. c. 24.

575 " Celebrated for five days, March 19th-23rd, by persons whose trades were under
Minerva's patronage. The original doubtless depicted some festival of Athene.

576 % "Theodorus” in most of the editions.
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und Aigistos totet, und auf mehreren Tafeln, die sich (nun) in Rom in der
Siulenhalle’”* des Philippus befinden, den Trojanischen Krieg, auferdem

. 57867 7. .. . . . .
eine Kassandra , die im Heiligtum der Concordia ist, sowie, als Gelieb-
. . . . . . . 579-68
te Epikurs, eine nachdenkliche Leontinion, und den Kénig Demetrius ;
580-69 . . . 581-70
Theon einen wahnsinnigen Orest

und den Kitharaspieler Thamy-

582-71 . . . 583-7.
ras ; Trausikos einen Diskuswerfer

4-7

2 . .

, eine Klytemnestra, den jungen
3. . . 585- .

wie er die Herrschaft wiedererwarb’™ ™% und einen Ka-

Pan, Polyneikes™®

586-74
paneus .

144 Theorus se inungentem, idem ab Oreste matrem et Aegisthum interfici,
bellumque Iliacum pluribus tabulis, quod est Romae in Philippi poriticibus,
et Cassandram, quae est in Concordiae delubro, Leontium Epicuri cogitan-
tem, Demetrium regem, Theon Orestis insaniam, Thamyram citharoedum,
Tauriscus discobolum, Clytaemestram, Paniscon, Polynicen regnum repe-
tentem et Capanea.

Bei solcher Aufzdhlung darf man einen eigenartigen Fall nicht Gibergehen.
Und zwar Erigonos, den Farbenanrithrer des Malers Nealkes, der sich der-
mafden vervollkommnete, dass er einen berihmten Schiler namens Pasias
hinterlief, den Bruder des Malers Aiginetes. Dartiber hinaus ist duflerst
seltsam und denkwiirdig, dass letzte Werke von Kinstlern und ihre un-

vollendeten Bilder - wie die Iris des Aristeides™ ™, die Tynariden®® /¥

des Nikomachos, die Medea des Timomachos’””® und die erwihnte (§92)

577 % See Chapter 36 of this Book, page 252.

578 % See the Aneid, B. I1. c. 403, ez seq.

579 % Poliorcetes.

580 % A native of Samos, mentioned by Quintilian, B. xii. c. 10, as one of the painters
between the time of Philip and that of the successors of Alexander.

581 7 After the murder of his mother.

582 ' See vii. c. 57.

583 7 Or player with the discus.

584 " Against his brother Eteocles.

585 1 Of Thebes, against his brother Eteocles.

586 " Who assisted Polynices in his siege of Thebes.

587 " See §§75, 98,108, 111.

588 7 Helen, Castor, and Pollux.

589 * These were Castor, Polydeuces (Pollux), Helen, and Clytaemnestra.
590 " See vii. ¢. 37.
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Venus des Apellessgl_77 - mehr Bewunderung erregen als vollendete, weil
man darin noch die (stehengeblieben) skizzierten Linien und selbst die
Uberlegungen der Kiinstler sieht, und weil der Schmerz tiber die Hand, die
bei der Arbeit erstarrte, sie unsterblich macht. OK

145 Non omittetur inter hos insigne exemplum. namque Erigonus, tritor
colorum Nealcae pictoris, in tantum ipse profecit, ut celebrem etiam dis-
cipulum reliquerit Pasiam, fratrem Aeginetae pictoris. illud vero perquam
rarum ac memoria dignum est, suprema opera artificum inperfectasque tab-
ulas, sicut Irim Aristidis, Tyndaridas Nicomachi, Mediam Timomachi et
quam diximus Venerem Apellis, in maiore admiratione esse quam perfecta,
quippe in iis liniamenta reliqua ipsaeque cogitationes artificum spectantur,
atque in lenocinio commendationis dolor est manus, cum id ageret, exstinc-
tae.

Nicht unbekannt blieben aufierdem etliche andere, so dass man sie we-
nigstens durchgehen muss: Aristokydes, Anaxander, der Syrer Aristobu-
los, Arkesilas’”>”®, Sohn des Teisikrates, Koroibos, Schiiler des Nikomachos,
Charmantides, Schiiler des Euphranor, der Kolophoner Dionysodoros, Di-
kaiogenes, der zur Zeit des Kénigs Demetrius’ "/ **" lebte, Euthymides,
der Makedonier Herakleides’® sowie Milon aus Soloi, beide Schiiler des
Bildgieflers Pyromachos, Mnasitheos aus Sikyon, Mnasitimos, Sohn und
Schiiler des Aristonides”*® Nessos, Sohn des Habron™”**, Polemon aus
Alexandreia, Theodoros aus Samos und Stadios, beide Schiiler des Ni-

kosthenes, Xenon aus Sikyon, Schiiler des Neokles.

146 Sunt etiamnum non ignobiles quidem, in transcursu tamen dicendi
Aristocydes, Anaxander, Aristobulus Syrus, Arcesilas, Tisicratis filius, Co-
roebus, Nicomachi discipulus, Charmantides Euphranoris, Dionysodorus

591 " Mentioned in Chapter 36, as having been commenced for the people of Cos, but
never finished.

592 7 See xxxiv. cc. 19, 39. Sillig is of opinion that the picture mentioned by Pausanias,
I. c. 1, in honour of Leosthenes, killed in the Lamian War, B.C. 323, was by this artist.

593 " Poliorcetes, who began to reign B.C. 306.

594 " Of Macedon 249-287 B.C.

595 5 Already mentioned in this Chapter, at greater length.

596 ™ See xxxiv. c. 40.

597 * See Chapter 36 of this Book, and the present Chapter. Of the greater part of
these artists nothing further is known.
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Colophonius, Dicaeogenes, qui cum Demeterio rege vixit, Euthymides,
Heraclides Macedo, Milon Soleus, Pyromachi statuarii discipuli, Mnasit-
heus Sicyonius, Mnasitimus, Aristonidae filius et discipulus, Nessus, Habro-
nis filius, Polemon Alexandrinus, Theodorus Samius et Stadios, Nicosthenis
discipuli, Xenon, Neoclis discipulus, Sicyonius.

598-83

Auch Frauen haben gemalt: Timarete, die Tochter des Mikon ,eine Dia-

na, die auf einer Tafel /zabula/ in Ephesos ist, eins der dltesten Bilder /piczu-
ra/ iberhaupt; Eirene, die Tochter und Schilerin des Malers Kratinos™””®,
ein Midchen, das (jetzt) in Eleusis ist, eine Kalypsoéoo’u, einen Greis, sowie
den Gaukler Theodoros und Alkisthenes den Tanzer; Aristarete, die Tochter
und Schilerin des Nearchos, einen Asklepios. Iaia aus Kyzikos, die fir im-

mer Jungfrau blieb, malte in Rom in der Jugend von M. Varro (116-26 BC)

, sowohl mit dem Pinsel als auch, auf Elfenbein, mit dem Brenngriffelml_%/

2" meistens Frauenbilder und auf einer grofen Tafel in Neapel eine Grei-

sin, sowie auflerdem ein Bild von sich selbst vorm Spiegel.

147 Pinxere et mulieres: Timarete, Miconis filia, Dianam, quae in tabula
Ephesi est antiquissimae picturae; Irene, Cratini pictoris filia et discipula,
puellam, quae est Eleusine, Calypso, senem et praestigiatorem Theodorum,
Alcisthenen saltatorem; Aristarete, Nearchi filia et discipula, Aesculapium.
Taia Cyzicena, perpetua virgo, M. Varronis iuventa Romae et penicillo pinx-
it et cestro in ebore imagines mulierum maxime et Neapoli anum in grandi
tabula, suam quoque imaginem ad speculum.

Keiner hatte in der Malerei eine schnellere Hand, und ihr Kénnen war so
grof}, dass ihre Entgelte die von Sopolis und Dionysios®** weit tiberstei-
gen, ihrerzeit die berithmtesten Portratmaler /pictores imaginum/, deren Bil-
der die Pinakotheken fullen. Auch eine gewisse Olympias malte, von der
man indes einzig erinnert, dass Autobulos ihr Schiiler war.

598 % See Chapter 35 of this Book.

599 o Previously mentioned in this Chapter.

600 * Or, if Calypso is the name of a woman artist, ... Eleusis; Calypso, who painted
an Old Man ...'

601 ¥ Or stylus--"cestrum."

602 " "The cestrum was, it seems, a graver, spoon-shaped at one end (for holding colours
over heat), and with the handle-end thickened or flattened out for levelling the colours.
603 * Probably the same painter as the one mentioned in Chapter 37 of this Book.
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148 nec ullius velocior in pictura manus fuit, artis vero tantum, ut mul-
tum manipretiis anctecederet celeberrimos eadem aetate imaginum picto-
res Sopolim et Dionysium, quorum tabulae pinacothecas inplent. pinxit et
quaedam Olympias, de qua hoc solum memoratur, discipulum eius fuisse
Autobulum.

41.- [MEHR ZU DIESEM THEMA]

Frither gab es zwei Arten enkaustischer Malerei®", diejenige mit Wachs
und die auf Elfenbein®®? mit dem (sogenannten) Brenngriftel /cestro/, d.

. . . 606-
h. einem Gravierstichel”

/wvericulo/, bis man begann, Kriegsschiffe zu be-
malen. Dadurch trat als drittes hinzu, dass man iiber Feuer geschmolzenes
Wachs®” per Pinsel auftrigt®*, was auf Schiffen weder durch Sonne noch

Salzwasser noch Wind zerstort wird.

xli 149 Encausto pingendi duo fuere antiquitus genera, cera et in ebore
cestro, id est vericulo, donec classes pingi coepere. hoc tertium accessit reso-
lutis igni ceris penicillo utendi, quae pictura navibus nec sole nec sale ven-
tisve corrumpitur.

42 - [VOM BEMALEN DER KLEIDER]

In Agypten werden Kleider tibrigens in ziemlich seltsamer Art gefirbt: nach
grindlichem Scheuern trinkt man das weifle Tuch nicht (gleich) mit Far-
ben, sondern (zunichst) mit Mitteln, welche die Farbe absorbieren. Ist dies

604 ' See Chapter 39 of this Book. Pausias painted in wax with the cestrum.

605 >Wornum is of opinion that this must have been a species of drawing with a heated
point, upon ivory, without the use of wax. Smith's Dict. Antiq. Art. Painting.

606 * These works look like a gloss. Pliny lias already mentioned the cestrum in §147.
The two kinds of encaustic painting here mentioned are with wax and graver on wood, and
with wax and graver on ivory.

607 *This method, as Wornum remarks, though first employed on ships, was not neces-
sarily confined to ship-painting; and it must have been a very different style of painting from
the ship-colouring of Homer, since it was of a later date even than the preceding methods.
608 *Though he says nothing here of the use of the "cauterium," or process of burning
in, its employment may certainly be inferred from what he has said in Chapter 39. Wornum
is of opinion that the definition at the beginning of this Chapter, of 7wo methods apparently,
"in wax and on ivory," is in reality an explanation of oze method only, and that the ancient
modes of painting in encaustic were not only three, but several.
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geschehen, erscheint am Stoff noch keine Firbung, sondern man taucht ihn
(erst) in einen Kessel mit kochender Farbsubstanz, um ihn nach kurzer Zeit
gefirbt heraus zu ziehen. Seltsam daran ist, dass, obwohl der Kessel nur ein
einziges Farbemittel enthilt, am Stoff verschiedene Fiarbungen entstehen, je
nach Beschaffenheit des (zuvor) aufgetragenen Mittels, und dass es nachher
nicht auswaschbar ist. So macht der Kessel, der, wenn er die einzelnen Far-
ben enthielte, sie zweifellos mischen wirde, aus einem Farbton verschiedene
und firbt, solange er kocht, und die derart durch Hitze verwandelten Klei-
der sind im Gebrauch haltbarer als hitte man sie nicht gekocht.

xlii 150 Pingunt et vestes in Aegypto, inter pauca mirabili genere, candida
vela, postquam attrivere, inlinentes non coloribus, sed colorem sorbentibus
medicamentis. hoc cum fecere, non apparet in velis, sed in cortinam pig-
menti ferventis mersa post momentum extrahuntur picta. mirumque, cum
sit unus in cortina colos, ex illo alius atque alius fit in veste accipientis me-
dicamenti qualitate mutatus, nec postea ablui potest. ita cortina, non dubie
confusura colores, si pictos acciperet, digerit ex uno pingitque, dum coquit,
et adustae eae vestes firmiores usibus fiunt quam si non urerentur. —
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43 - DIE ERFINDER DER MODELLIERKUNST (DER PLASTIK).

plastices primi inventores

Genug damit tber die Malerei, ja, ibergenug. Vielleicht ist zweckmifRig,
dem auch (etliches tiber) die Modellierkunst /= plasticen/ hinzu zu fiigen.

xliii 151 De pictura satis superque. contexuisse his et plasticen conveniat.

Der Topfer Butades aus Sikyon erfand in Korinth als erster (eine Methode),
Ahnlichkeiten /similitudines/ aus dem Ton derselben Erdsubstanz®” zu
formen (die er sonst fiir sein Handwerk benutzte), wobei ihm seine Toch-
ter half, die, verliebt in einen jungen Mann, der ins Ausland ging, bei Lam-
penlicht den Schatten seines Gesichts an der Wand mit Linien umriss, was
der Vater mit draufgedriickter Topfererde ausfiillte, um so ein Abbild /ty-
pus/ davon zu machen, das er, mit anderen Tonarbeiten im Feuer gebrannt,
ausstellte, wonach man es im Nymphaion®®" bis zur Zerstérung Korinths

durch Mummius®"'? (146 BC) aufbewahrt haben soll.

151c eiusdem operae terrae fingere ex argilla similitudines Butades Sicyo-
nius figulus primus invenit Corinthi filiae opera, quae capta amore iuven-
tis, abeunte illo peregre, umbram ex facie eius ad lucernam in pariete lineis
circumscripsit, quibus pater eius inpressa argilla typum fecit et cum ceteris
fictilibus induratum igni proposuit, eumque servatum in Nymphaeo, donec
Mummius Corinthum everterit, tradunt.

Von manchen wird iiberliefert, als erste von allen hitten die (Ton-) Model-
lierkunst /wieder: plasticen/ Rhoikos®?*” und Theodoros®”™* auf Samos er-

609 * Far back though it is, Pliny seems to refer to § 1 of this book. But the right read-
ing is not certain.

610 ' Or Temple of the Nymphs. The daughter of Butades is called "Core" by Athena-
goras.

611  ?See xxxiv. c. 3.

612 * Son of Phileus. He is mentioned by Pausanias, B. viii. c. 14, and by Herodotus, B.
iii. c. 60, as the architect of a fine temple at Samos, and, with Smilis and Theodorus, of the
Labyrinth at Lemnos.

613 * Mentioned also in xxxiv. c. 19. Pliny is in error here in using the word "plastice;"
for it was the art of casting brass, and not that of making plaster casts, that these artists
invented
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funden®*™, lange vor der Vertreibung der Bakchiaden aus Korinth (581-580
BC); Damaratos®”” dagegen, der in Etrurien Vater von Tarquinius (trad.
616-578 BC) wurde, dem Konig des romischen Volks, sei als Flichtling
aus eben dieser Stadt (also Samos) von den Bildnern Euchir®®®, Diopos
und Eugrammos®” begleitet worden, die so das Modellieren nach Itali-
en brachten. Als Erfindung des Butades gilt (also einer anderen Uberliefe-
rung zufolge), Rot-Erde (rubrica) hinzuzufiigen oder diese aus roter Kreide
zu formen, und als erster brachte er an den duflersten Dachziegeln Masken
an, die er anfangs als ,prostypa’ - Flachreliefs®'® - bezeichnete; spiter stellte
er auch ,ektypa®’” - Vollreliefs* - her. Daraus besteht iibrigens auch der
Giebelschmuck der Tempel. Deswegen nannte man die Ton-Modellierer
Plastiker /plastael .

152 sunt qui in Samo primos omnium plasticen invenisse Rhoecum et
Theodorum tradant multo ante Bacchiadas Corintho pulsos; Damaratum
vero ex eadem urbe profugum, qui in Etruria Tarquinium regem populi Ro-
mani genuit, comitatos fictores Euchira, Diopum, Eugrammum ab iis Ita-
liae traditam plasticen. Butadis inventum est rubricam addere aut ex rubra
creta fingere, primusque personas tegularum extremis imbricibus inposuit,
quae inter initia prostypa vocavit; postea idem ectypa fecit. hinc et fastigia
templorum orta. propter hunc plastae appellati.

44 - WER ZUERST VOM GESICHT EINEN ABDRUCK MACHTE.

quis primus ex facie imaginem expresserit

Das Bild eines Menschen vom Gesicht selber mit Gips abzuformen und
Wachs in die Gipsform zu giefden, um es dann zu verbessern, erfand als erster

von allen jedoch der Sikyonier Lysistratosﬁzl'l, der Bruder des (in XXXIV,

614 b Traditionally they invented the art of easting bronze, not of making casts in clay.
615 > See Chapter 5 of this Book. He is said by Dionysius of Halicarnassus, B. iii., to
have been a member of the family of the Bacchiadz.

616 ® A different person, probably, from the one of the same name mentioned in vii. c.
56.

617 ¢ Of these fictitious names Eucheir means 'skilful-lianded,' and Eugrammus 'skilled
drawer." Digpus would be eonnected with 'dioptra’, an instruraent for taking levels.

618 ¢ In low relief.

619 "Terra cotta figures.

620 ¢ In high relief.

621 ' See xoaxiv. ¢. 19. Tatian mentions a statue of Melanippe by Lysistratus.
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61) erwihnten Lysippos. Dieser etablierte auch die Aufgabe, Ahnlichkeit zu
erzeugen; vor ihm bemiihte man sich (nur) darum, etwas moglichst Scho-
nes zu machen. Ebenso erfand er tibrigens, dass man von Bildwerken /signa/
Abgiisse produziert, und dies verbreitete sich so sehr, dass man keine Bild-
werke oder Statuen ohne Tonmodell herstellte. Woraus offenbar wird, dass

diese Methode ilter sein muss, als die ErzgiefRerei®”.

xliv 153 Hominis autem imaginem gypso e facie ipsa primus omnium ex-
pressit ceraque in eam formam gypsi infusa emendare instituit Lysistratus
Sicyonius, frater Lysippi, de quo diximus. hic et similitudines reddere insti-
tuit; ante eum quam pulcherrimas facere studebant. idem et de signis effi-
gies exprimere invenit, crevitque res in tantum, ut nulla signa statuaeve sine
argilla fierent. quo apparet antiquiorem hanc fuisse scientiam quam funden-
di aeris.

45. - 14 BERUHMTE KUNSTLER DER PLASTIK.
nobilitates artificum in plastice XIIII

Als berithmteste Ton-Modellierer /also: plastae/ gelten Damophilos und

. . . 623-1/
Gorgasos, die zugleich Maler waren und den romischen Ceres-Tempel

624- . . . ., . . . . .
“beim Circus Maximus mit jeder ihrer Kunstarten schmiickten, wobei sie

griechische Verse anbrachten, um mitzuteilen, dass die rechtsseitigen Werke

von Damophilos, die auf der linken von Gorgasos seien. Vor diesem Tem-
625-2
/

pel war laut der Autoritit Varros alles an Tempeln von tuscanischer =
etruskischer/ Arbeit®®®, wobei er auch iiberliefert, dass man bei seiner Wie-
27¢ die Stuckarbeiten von den Winden abléste und in Rah-

men fasste, wihrend das Bildwerk /signa/ aus den Giebeln (an verschiedene

derherstellung
Orte) zerstreut wurde.

xlv 154 Plastae laudatissimi fuere Damophilus et Gorgasus, iidem pic-
tores, qui Cereris aedem Romae ad circum maximum utroque genere artis

622 ? See B. xxxvi. c. 4.

623 " In the Eleventh Region of the City. This Temple of Ceres, Bacchus, and Proser-
pine, in the Circus Maximus, was vowed by A. Posthumius, the Dictator, A.U.C. 258, and
dedicated by the consul Cassius, A.U.C. 261, or B.C. 493.

624 * Dedicated in 493 B.C

625 ?See xxxiv. c. 16.

626 " See XXXIV,34.

627 © It was restored (after the fire of 31 B.C.) by Augustus in 27 B.C.
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suae excoluerant, versibus inscriptis Graece, quibus significarent ab dextra
opera Damophili esse, ab laeva Gorgasi. ante hanc aedem Tuscanica omnia
in aedibus fuisse auctor est Varro, et ex hac, cum reficeretur, crustas parie-
tum excisas tabulis marginatis inclusas esse, item signa ex fastigiis dispersa.

628-3/629-d iy - 630-4
Ubrigens ungebrannte Werke

In Athen fertigte Chalkosthenes
in einem Bezirk, den man nach seiner Werkstatt als Kerameikos bezeich-
nete™ . M.Varro iiberliefert, in Rom habe er einen Mann namens Possis
gekannt, von dem Friichte und Trauben gemacht wurden, die keiner beim
Ansehen von echten unterscheiden konnte. Derselbe Varro feiert Arkesi-
laos®*, einen Freund des Lucius Lucullus (110-56 BC)**”, von dem schon
Modelle /proplasmatal/ selbst unter Kiinstlern teuerer verkauft zu werden

pflegten, als (fertige) Werke anderer;

155 fecit et Chalcosthenes cruda opera Athenis, qui locus ab officina eius
Ceramicos appellatur. M. Varro tradit sibi cognitum Romae Possim nomi-
ne, a quo facta poma et uvas nemo posset aspectu discernere a veris. idem
magnificat Arcesilaum, L. Luculli familiarem, cuius proplasmata pluris ve-
nire solita artificibus ipsis quam aliorum opera;

von ihm /Arkesilaos/ sei auch die Venus Genetrix auf dem Forum Cae-
sars (46 BC) gefertigt, die man (schon) vor ihrer Vollendung aufstellte, weil
das Weihedatum so dringte; und bei ihm habe Lucullus eine Felicitas-Sta-
tue flur eine Million /zehn mal hunderttausend/ Sesterzen bestellt, wobei
der Tod dies dann beiden missgénnteé34_e; dem romischen Ritter Octavius,

. . 5- .. . .
der einen Mischkrug®™ machen lassen wollte, machte er fiir ein Talent ein

Gipsmodell. Er /also Varro/ lobt auch Pasiteles*”, der die Ton-Modellier-

628 } Sillig (Dict. Anc. Art.) is of opinion that this Chalcosthenes is not identical with
the artist of that name mentioned in B. xxxiv. c. 19; the name "Ceramicus" probably being
of far earlier origin than the formation of the statues of Comedians.

629 ¢ Or Caecosthenes (= Kaikosthenes)? cf. XXXIV.87.

630 *"Et." The insertion of this word seems to militate against Sillig's position.
631 > The "Pottery".
632 ® See also xxovi. c. 4.

633 7 See Chapter 40 of this Book.

634 ¢ Since Arcesilaus was still doing work for Caesar in 46 B.C. it may well be that
the Lucullus here mentioned is the one who was killed at Pliilippi in 42 B.C.

635 ¥ "Crater." A vase in which wine and water were mixed for drinking.

636 ? See xxxiii. ¢. 55, xxxvi. c. 4, and end of xxxiii.
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kunst als Mutter des Ziselieren, des Bildgieflens und des Bildhauerns be-
zeichnete und, obwohl er auf all diesen Gebieten der grofite war, niemals
etwas machte, ohne zuvor ein Ton-Modell anzufertigen.

156 ab hoc factam Venerem Genetricem in foro Caesaris et, priusquam ab-
solveretur, festinatione dedicandi positam; eidem a Lucullo HS |X| signum
Felicitatis locatum, cui mors utriusque inviderit; Octavio equiti Romano
cratera facere volenti exemplar e gypso factum talento. laudat et Pasitelen,
qui plasticen matrem caelaturae et statuariae scalpturaeque dixit et, cum es-
set in omnibus iis summus, nihil umquam fecit ante quam finxit.

Im Ubrigen habe man diese Kunst in Italien und vor allem Etrurien ent-
wickelt; Vulca sei aus Veji geholt worden, damit Tarquinius Priscus (trad.
616-578 BC) ihm den Auftrag fiir ein Jupiterbild geben konnte, um es auf
dem Kapitol zu weihen; dieser Jupiter sei tonern gewesen, weshalb man ihn
gleichmifig mit Zinnober bestrich®’ "% aus Ton seien auch die oft erwihn-
ten®* ™ (VIII, 161; XXVIII, 16) Viergespanne auf dem Giebel des Jupi-
ter-Tempels gewesen; von demselben sei auflerdem ein Herkules gemacht,
der in der Stadt noch heute nach seinem Werkstoff heif3t™” "/ ",
bestanden daraus namlich die edelsten Gotterstatuen, und wir wollen uns
jener nicht schimen, die sie verehrten; denn Gold und Silber verarbeitete
man sogar fiir Gotterbilder (noch) nicht.

Damals

157 praeterea elaboratam hanc artem Italiae et maxime Etruriae; Vul-
cam Veis accitum, cui locaret Tarquinius Priscus Iovis effigiem in Capito-
lio dicandam; fictilem eum fuisse et ideo miniari solitum; fictiles in fastigio
templi eius quadrigas, de quibus saepe diximus; ab hoc eodem factum Her-
culem, qui hodieque materiae nomen in urbe retinet. hae enim tum effigies
deorum erant lautissimae, nec paenitet nos illorum, qui tales eos coluere; au-
rum enim et argentum ne diis quidem conficiebant.

637 ' See xxiii. c. 36.

638 " In viii c. 4, for instance.

639 " The "Hercules fictilis." It is mentioned by Martial, B. xiv. Ep. 178.
640 " The Hercules Fictilis, Hercules in Clay."
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46 - VON DEN WERKEN DER TOPFERKUNST.
VON DEN SIGNINISCHEN ARBEITEN.
de figlinis operibus. de Signinis

Sogar jetzt lassen sich noch vielerorts solche Bildwerke /simulacra/ finden;
auch Tempelgiebel-Verzierungen sind sowohl in der Stadt als auch in den
Provinzzentren zahlreich, bewundernswert schon durch die Feinheit der
Arbeit, in ihrer Kunstfertigkeit und Dauerhaftigkeit, heiliger als Gold, ge-

wiss unschuldiger.

Bei heiligen Handlungen wird ja auch heute, inmitten (unseres) Reichtums,
nicht aus murrhinischen®"" oder kristallenen, sondern aus Tongef;iﬁen642_2

geopfert, dank der, wenn man es im Einzelnen so will, unaussprechlichen

Giite der Erde,

xlvi 158 durant etiam nunc plerisque in locis talia simulacra; fastigia qui-
dem templorum etiam in urbe crebra et municipiis, mira caelatura et arte
suique firmitate, sanctiora auro, certe innocentiora.

In sacris quidem etiam inter has opes hodie non murrinis cystallinisve, sed
fictilibus prolibatur simpulis, inenarrabili Terrae benignitate, si quis singu-
la aestimet,

selbst wenn man die Vielfalt der Feldfriichte vergisst, die von Wein, Obst,
Kriutern und Striuchern, von Heilmitteln und Metallen, (also) all der Ga-
ben, tiber die wir bislang sprachen. Und nicht zuletzt gentigen die Tonwaren
(allen Ansprichen) durch ihre Haltbarkeit, so dass man sich fiir den Wein
Behilter ausdachte, fiir Wasserleitungen Rohren®”, fiir Bider Duschkop-
e /mammati/, fiir Dicher Hohlziegel zum Ableiten des Regens, fiir
Winde und Fundamente Backsteine, oder ganz allgemein das, was man auf

der Drehscheibe anfertigt, weshalb Konig Numa (trad. 715-672 BC) als

641 ! See B. xxxiii. ¢. 2, and B. xxxvii. cc. 7, 8, 11.

642 2 "Simpuvia."

643’ Seexxd. c. 31.

644 * "Mammatis." The exact meaning of this word is unknown. The passage is evi-
dently in a corrupt state.
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siebente Zunft**” die der Topfer etablierte®*™.

159 etiam ut omittantur in frugum, vini, pomorum, herbarum et fruticum,
medicamentorum, metallorum generibus beneficia eius, quae adhuc dixi-
mus. neque adsiduitate satiant figlinarum opera, doliis ad vina excogitatis,
ad aquas tubulis, ad balineas mammatis, ad tecta imbricibus, coctilibus later-
culis fundamentisque aut quae rota fiunt, propter quae Numa rex septimum
collegium figulorum instituit.

Ja, viele wollen, wie M. Varro, dass man sie nach dem Tod (26 BC) in Tonsar-
genw'6 beisetzt, nach pythargordischem Brauch in Blittern von Myrte und
Olbaum sowie Schwarzpappel. (Fiir fast alle Zwecke) benutzt die Mehr-
zahl der Menschen irdene Gefifle. Samische werden selbst heute noch als
Essgeschirr gelobt. Im Ruf solch besonderer Qualitit stehen auch Arreti-
um in Italien, und, fiir nur Becher, Surrentum, Hasta und Pollentia, sowie in

. . . 648-7
Spanien Sagunt, in Asien Pergamon™"".

160 quin et defunctos sese multi fictilibus soliis condi maluere, sicut
M. Varro, Pythagorio modo in myrti et oleae atque populi nigrae foliis. ma-
ior pars hominum terrenis utitur vasis. Samia etiam nunc in esculentis lau-
dantur. retinent hanc nobilitatem et Arretium in Italia et calicum tantum
Surrentum, Hasta, Pollentia, in Hispania Saguntum, in Asia Pergamum.

Auch das dortige Tralles hat eigene Erzeugnisse, ganz wie Mutina in Italien,
weil sich die Volker auch so Ansehen verschaffen und ihre Waren unter den
Zeichen der Drehscheibenwerkstitten iiber Meere und Linder hin- und
hergeschickt werden konnen. In einem Tempel in Erythrea werden noch
heute zwei Amphoren gezeigt, die man ihrer Diinne wegen (einst) weih-
te, wobei ein Schiiler und sein Lehrer miteinander wetteiferten, wer den
Ton am feinsten zu bearbeiten vermag. Koische Gefifie lobt man vor allem

649~

deswegen, die aus Hadria ® um ihrer Festigkeit willen; (aber) es gibt im

Drumherum auch etliche Beispiele, bei denen man strenger urteilen muss:

645 * As to the Roman "Collegia," see viii. c. 42, and xxxiv. c. 1.

646 * The text of part of §159 is very uncertain.

647 ® "Solia."--The same name is given also to a kind of sitting or re- clining-bath,
often mentioned by Pliny.

648 7 Asia Minor.

649  °Seeiii.c.18.
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161 habent et Trallis ibi opera sua et in Italia Mutina, quoniam et sic gentes
nobilitantur et haec quoque per maria, terras ultro citro portantur, insigni-
bus rotae officinis. Erythris in templo hodieque ostenduntur amphorae duae
propter tenuitatem consecratae discipuli magistrique certamine, uter tenui-
orem humum duceret. Cois ea laus maxima, Hadrianis firmitas, nonnullis
circa hoc severitatis quoque exemplis.

Q. Coponius wurde, wie wir herausfanden, wegen tiberzogenen Ehrgeizes
/ambitus/ verurteilt, weil er jemandem, um dessen Stimme zu bekommen,
eine Weinamphore schenkte. Und damit auch der Luxus den Tépferwaren

zu einigem Ansehen verhilft: als Tripatimum®™”

- Folge dreier Schiisseln
-, spricht Fenestella, bezeichnete man den hochsten Aufwand beim Gast-
mahl; in der ersten (Schiissel) waren Murinen®" ", in der zweiten Seebar-
sche®”™ in der dritten gemischte Fische; wobei die Sitten bereits (damals)
dem Verfall zuneigten, auf eine Weise immerhin, dass sie sogar denen grie-
chischer Philosophen vorziehbar sind, denn beim Versteigern des Erbes von

Aristoteles (322 BC) soll man siebzig (Luxus-) Schusseln /patina/ verkauft
haben.

162 Q. Coponium invenimus ambitus damnatum, quia vini amphoram
dedisset dono ei, cui suffragii latio erat. atque ut e luxu quoque aliqua con-
tingat auctoritas figlinis: tripatinium, inquit Fenestella, appellabatur summa
cenarum lautitia; una erat murenarum, altera luporum, tertia mixti piscis;
inclinatis iam scilicet moribus, ut tamen eos praeferre Graeciae etiam philo-
sophis possimus, siquidem in Aristotelis heredum auctione septuaginta pa-
tinas venisse traditur.

Als wir im Abschnitt tber Vogel davon sprachenés}12 (X, 141), eine (Schiis-
sel) des Tragodienspielers Asopus sei auf 100.000 Sesterzen zu stehen ge-
kommen, nahmen meine Leser dies zweifellos mit Unwillen auf. Aber, beim
Herkules, Vitellus lie wihrend seiner Regierung (69 AD) eine Schiissel /
patina/ fir 1 Million Sesterzen anfertigen, zu deren Produktion man einen
Ofen auf unbebautem Gelinde konstruieren musste, blofs weil der Luxus so

650 ? A service of three dishes.
651 19 See ix. c. 39.

652 " See ix. cc. 24, 28, 74, 79.
653 “Inx.c.72.
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weit ging, dass selbst Tongefifle mehr kosteten als murrhinische®* ™.

163 nos cum unam Aesopi tragoediarum histrionis in natura avium dicer-
emus HX C stetisse, non dubito indignatos legentes. at, Hercules, Vitellius
in principatu suo |X| HS condidit patinam, cui faciendae fornax in campis
exaedificata erat, quoniam eo pervenit luxuria, ut etiam fictilia pluris con-
stent quam murrina.

Aus diesem Grund warf Mucianus in seinem zweiten Konsulat (70 AD)
dem Gedenken des Vitellius in einer Festrede vor, es bestehe aus “Stimp-
fen von Schiisseln”; jene, deren Gift, wie der Ankliger Cassius Severus dem
Angeklagten Aspranatus vorwarf, den Tod von 130 Gisten verursachte® ',

war kaum schiandlicher.

164 propter hanc Mucianus altero consulatu suo in conquestione expro-
bravit patinarum paludes Vitelli memoriae, non illa foediore, cuius veneno
Asprenati reo Cassius Severus accusator obiciebat interisse convivas CXXX.

So hat diese Kunstfertigkeit ganze Stidte geadelt, Regium z. B. und Cumae.
Dass die Priester der Gottermutter”® ™, Galli genannt, sich mit einer Scher-
be von samischer®’ ™" Topferware, und nur damit, ohne Gefahr die Minn-

658-16 glauben, der vorschlug,

lichkeit amputieren, wollen wir Marcus Caelius
man solle bei schweren Vergehen auch Zungen so amputieren, als wollte er
/denselben/ Vitellus damals schon schmihen. Was denkt sich das Leben
nicht alles aus, wo man sogar Tonscherben benutzt, sie zerstosst und, um
sie dauerhafter zu machen, mit Kalk vermischt, was man (dann) signinische

659-17 . . 1. 660-18
Ware nennt! Von dieser Art dachte man sich sogar Fuflbéden aus.

165 nobilitantur his quoque oppida, ut Regium et Cumae. Samia testa

654 " See Note 60 above.

655 ' See xxiii. ¢. 47, and the end of this Book.

656 * Cybele.

657 " Martial speaks of this practice, B. iii. Epigr. 81.

658 ' Nothing further seems to be known of this personage, or of the grounds of his
invective. Pliny may possibly allude to some abominable practices, with which Vitellius is
charged by Suetonius also.

659 ""The "Opus Signinum" was a plaster or cement much used for making pavements.
It took its name from Signia, in Italy, celebrated for its tiles. See iii. c. 9.
660 " The floors of the Roman houses were seldom boarded.
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Matris deum sacerdotes, qui Galli vocantur, virilitatem amputare nec aliter
citra perniciem, M. Caelio credamus, qui linguam sic amputandam obie-
cit gravi probro, tamquam et ipse iam tunc ediem Vitellio malediceret. quid
non excogitat vita fractis etiam testis utendo, sic ut firmius durent, tunsis
calce addita, quae vocant Signina! quo genere etiam pavimenta excogitavit.
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KAP 47 - 58
VERSCHIEDENE ERDEN. terrae varietates

47 -VOM PUTEOLANISCHEN STAUB UND ANDEREN ERDAR-
TEN, DIE SICH IN STEIN VERWANDELN.

de pulvere Puteolano et aliis terrae generibus quae in lapidem vertuntur

Andere Errungenschaften liefert die Erde ganz von selbst. Denn wer wun-
dert sich nicht ziemlich dariiber, dass ihr schlechtester und daher Staub®'™"

+1662-
genannter Teil” ™

auf den Hiigeln um Puteoli den Meeresfluten widersteht
und, sobald man ihn unter Wasser taucht, gleich zu einer Steinmasse wird,
die fiir Wellen untiberwindlich ist und sich Tag um Tag mehr verfestigt, ins-

besondere wenn man cumaeischen Zement /caementum/ dazumischt?

xlvii 166 Verum et ipsius terrae sunt alia commenta. quis enim satis mi-
retur pessumam eius partem ideoque pulverem appellatam in Puteolanis
collibus opponi maris fluctibus, mersumque protinus fieri lapidem unum in-
expugnabilem undis et fortiorem cotidie, utique si Cumano misceatur cae-
mentor

Von gleicher Natur ist die Erde in der Gegend von Kyzikos, dort wird jedoch
nicht Staub, sondern die Erde selber in beliebiger Grofe herausgeschnitten

und nach dem Eintauchen ins Meer als Stein rausgeholt. Angeblich ge-

663-2/ 664-b

schieht dasselbe auch in der Gegend von Kassandreia ,und in einer

knidischen Stfiwasserquelle versteinert die Erde innerhalb von acht Mo-

5-

naten. Zwischen Orpos und Aulis®” verwandelt sich sogar alle Erde, die

mit dem Meer in Berithrung kommt, in Stein. Nicht sehr verschieden vom

661 " "Pulvis." See B.iii. c. 9, B. xvi. c. 76, and B. xxxvi. c. 14. He alludes to the cement
made of volcanic ashes, now known as "Pozzuolane."

662 * Volcanic ash or earth, now called pozzolana.

663  *Seeiv.c.17.

664 " The ancient Potidaea in the Chalcidic peninsula.

665 ¢ Of Boeotia.
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puteolischen Staub ist der Nilsand in seinem feinsten Teil, den man jedoch
nicht dazu benutzt, Meere aufzuhalten und Fluten zu brechen, sondern

(nur) um Kérper beim Uben in den Palaestras bekimpfbar zu machen®*”,

167 eadem est terrae natura et in Cyzicena regione, sed ibi non pulvis, ve-
rum ipsa terra qua libeat magnitudine excisa et demersa in mare lapidea
extrahitur. hoc idem circa Cassandream produnt fieri, et in fonte Cnidio
dulci intra octo menses terram lapidescere. ab Oropo quidem Aulida usque
quidquid attingitur mari terrae mutatur in saxa. non multum a pulvere Pu-
teolano distat e Nilo harena tenuissima sui parte, non ad sustinenda maria
fluctusque frangendos, sed ad debellanda corpora palaestrae studiis.

™ der Freigelassene Kaiser Neros, jedenfalls wel-

Von dort hat Patrobius®
chen importiert. Sogar Krateros, Leonnatos und Meleager, die Feldherren
Alexanders des Grof3en, lieflen ihn stets mit den sonstigen Riistungsgii-
tern heranschaffen, jedoch gedenke ich, beim Herkules, tiber diesen Aspekt
nicht mehr zu sagen, als tiber den Gebrauch jenes Sandes in den Wachssal-
ben /ceromatis/, mit denen unsere Jugend (beim Ringen) die Krifte des Kor-

pers iibt und dabei die des Geistes verliert.

168 inde certe Patrobio, Neronis principis liberto, advehebatur. quin et
Cratero, Leonnato ac Meleagro, Alexandri Magni ducibus, solitum hoc
portari cum reliquis militaribus commerciis reperio, plura de hac parte non
dicturus, non, Hercules, magis quam de terrae usu in ceromatis, quibus ex-
ercendo iuventus nostra corporis vires perdit animorum.

48 - VON DEN AUS LEHMBACKSTEINEN GEBAUTEN WANDEN.

de parietibus formaceis

Was? Gibt es in Afrika und Spanien nicht Winde®® ™" aus Erde, , formaceos”
/geformte/ genannt, weil man sie in eine Form, die beiderseits von Brettern
/tabulis/ gebildet wird, mehr hineinstampfte als dass sie errichtet wurden?
Und halten sie nicht jahrhundertelang, unvernichtbar durch Regengiisse,

666 * It being the practice to rub the bodies of the athletes with sand.

667 *This circumstance is mentioned also by Suetonius, in his life of Nero. Patrobius
was slain by order of the Emperor Galba

668 ! Ajasson says that they are called Zapias at the present day in Spain.
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Wind und Feuer und stirker als alles Zementmauerwerk? Ja, auch jetzt
noch sieht man in Spanien die Aussichtsplattformen Hannibals®”™ und auf
Bergriicken stehende Erdtiirme.”"? Hierzu kann man auch die Natur von
Grassoden zihlen, die ja fir Lagerwille geeignet sind und Damme gegen
die Gewalt von Flissen. Und wer wiisste nicht, dass man auch aus Lehm-
flechtwerk Winde erbaut oder aus ungebrannten Ziegeln?

xlviii 169 quid? non in Africa Hispaniaque e terra parietes, quos appellant
formaceos, quoniam in forma circumdatis II utrimque tabulis inferciuntur
verius quam struuntur, aevis durant, incorrupti imbribus, ventis, ignibus om-
nique caemento firmiores? spectat etiam nunc speculas Hannibalis Hispania
terrenasque turres iugis montium inpositas. hinc et caespitum natura castro-
rum vallis accommodata contraque fluminum impetus aggeribus. inlini qui-
dem crates parietum luto et lateribus crudis exstrui quis ignorat?

49 - VON ZIEGELSTEINMAUERN UND DER HERSTELLUNG
VON ZIEGELSTEINEN. de latericiis et laterum ratione

Ziegelsteine soll man weder aus grobem noch aus feinem Sand herstellen,
und noch viel weniger aus kieshaltigem, sondern aus tonigem weiflen oder

71 oder aus sandigem, auf jeden Fall aber weichkérnigem

rotlichen Boden
/masculo/*”*?. Man stellt sie am besten im Friihling her, denn die zur Zeit
der Sonnenwende gefertigten werden rissig. Fir Gebiude werden nur zwei
Jahre alte empfohlen, wobei die Masse selbst, bevor man sie formt, griind-

lich duchfeuchtet sein muss.

xlix 170 Lateres non sunt ex sabuloso neque harenoso multoque minus
calculoso ducendi solo, sed e cretoso et albicante aut ex rubrica vel etiam
e sabulo, masculo certe. finguntur optime vere, nam solstitio rimosi fiunt.
aedificiis non nisi bimos probant, quia et intritam ipsam eorum, priusquam
fingantur, macerari oportet.

Man macht davon drei Sorten: das ,,didoron, das wir verwenden, mit ein-
einhalb Fufy Linge und einem Fuf} Breite, als zweites das ,zerradoron”, als

669 * Who was in Spain 221-219 B.C. preparing war against Rome.
670 *See B.ii.c. 73

671 ! "Rubrica."

672 *See xxxi. c. 28.
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drittes das ,pentadoron. Die alten Griechen nannten ,,d6éron“ nimlich die
Handfliche®”™, und Geschenke wurden als ,,doéra“ bezeichnet, weil man sie
mit der Hand tibergibt®’**; dementsprechend werden Ziegelsteine danach
benannt, ob sie eine Linge von vier oder finf Handflichen haben. Die Brei-
te bleibt gleich. Die kleineren benutzte man in Griechenland fiir Privathdu-

675-4 )
und im

ser, die grofieren fiir 6ffentliche Bauten. Im asiatischen Pitane
jenseitigen Spanien in den Stidten Maxilua und Callet stellt man Ziegel-
steine”*” her, die getrocknet in Wasser nicht untergehen. Denn sie sind aus
einer bimssteinhaltigen Erde, die, wenn sie sich verarbeiten ldsst, duflerst

nutzlich ist.

171 genera eorum fiunt tria: didoron, quo nos utimur, longum sesquipe-
dem, latum pedem, alterum tetradoron, tertium pentadoron. Graeci enim
antiqui OwEOV palmum vocabant et ideo dwoa munera, quia manu daren-
tur; ergo a quattuor et quinque palmis, prout sunt, nominantur. eadem est
et latitudo. minore privatis operibus, maiore in publicis utuntur in Graecia.
Pitanae in Asia et in ulteriore Hispania civitatibus Maxilua et Callet fiunt
lateres, qui siccati non erguntur in aqua. sunt enim e terra pumicosa, cum
subigi potest, utilissima.

Die Griechen haben, aufler dort, wo man Mauern aus Felsgestein /si/ice/ 6770
bauen konnten, Ziegelsteinwinde vorgezogen. Denn sind sie (genau) senk-
recht gebaut, halten sie ewig. Deshalb errichtete man damit sowohl 6ftent-
liche Bauwerke als auch Konigspaliste: die Mauer in Athen (etwa), von
wo man zum Hymettos-Berg schaut, in Patrai’”®* den Jupiter- und den
Herkules-Tempel, obgleich steinerne Sdulen und Querbalkengefiige /episty-
la/ diese umgeben, in Tralles den Kénigspalast des Attalos””, desgleichen

673 * As a measure this could be 4 inches or 9, but here it is 9.

674 * Which was, as a measure, nearly three inches in breadth. See Introduction to Vol.
111

675 “See v. c. 32.

676 * Ajasson says that these bricks have been imitated by Fabroni, with a light argil-
laceous earth, found in the territory of Sienna. Delafosse thinks that a place called "Cala,"
in the Sierra Morena, probably marks the site of the cities above mentioned.

677 ® Silex is in particular the strong concrete made by the Romans from a lava mixed
with lime and pozzolana (for which see §166, note); but in Greece silex would be limestone.
678 % See iv. ¢. 5, and xxxvi. c. 4.

679 ¢ Attalus I of Pergamum, 241-197 B.C.
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den des Kroisos (560-546 BC) in Sardes, den man zum Altersheim®* /
gerusicm/‘sgl"7 machte, sowie den des Mausolos®** (377-353 BC) in Hali-

karnassos, (alles Bauwerke), die auch heute noch stehen.

172 Graeci, practerquam ubi e silice fieri poterat structura, latericios pa-
rietes praetulere. sunt enim aeterni, si ad perpendiculum fiant. ideo et pu-
blica opera et regias domos sic struxere: murum Athenis, qui ad montem
Hymettum spectat, Patris aedes Iovis et Herculis, quamvis lapideas colum-
nas et epistylia circumdarent, domum Trallibus regiam Attali, item Sardibus
Croesi, quam gerusian fecere, Halicarnasi Mausoli, quae etiam nunc durant.

In Lakedaemon lieRen Murena und Varro wihrend ihres Adilates den Ver-
putz der Ziegelwinde wegen der vorziglichen Malerei herausschneiden
und, in hélzerne Rahmen gefasst, nach Rom bringen, um damit das Comi-
tium /den Volksversammlungsplatz/ auszuschmicken. Da das Werk schon
per se der Bewunderung wert war, bewunderte man es nach der Uberfiih-
rung noch mehr. Auch in Italien gibt es Ziegelmauern, in Arretium und in
Mevania®®®. In Rom baut man keine derartigen Gebiude, weil anderthalb
Fuf} breite Winde nicht mehr als ein Stockwerk ertragen und vorgeschrie-
ben ist, dass keine Gemeinschaftswand dicker wird, wobei es die Bautech-
nik der Zwischenwinde auch nicht zulésst.

173 Lacedaemone quidem latericiis parietibus excisum opus tectorium
propter excellentiam picturae ligneis formis inclusum Romam deportavere
in aedilitate ad comitium exornandum Murena et Varro. cum opus per se
mirum esset, tralatum tamen magis mirabantur. in Italia quoque latericius
murus Arreti et Mevaniae est. Romae non fiunt talia aedificia, quia sesqui-
pedalis paries non plus quam unam contignationem tolerat, cautumque est,
ne communis crassior fiat, nec intergerivorum ratio patitur.

680 ¢ Pliny's source Vitruvius 11.8.10 takes gerousia here as a home for the aged, but it
must mean council-house.

6381 ""Gerusia."

682 ¢ 'The remains of his monument the Mausoleum were brought to England in 1859.
683  °SeeB.iii. c.19.
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50-VOM SCHWEFEL UND SEINEN ARTEN. 14 HEILMITTEL.
de sulpure et generibus eius. med. XIIII

Soviel moge tber Ziegelsteine gesagt sein. Von den tbrigen Erdarten be-
sitzt die wunderbarste Natur aber wohl der Schwefel, mit dem sich recht
vieles anstellen lisst. Er kommt auf den Aolischen Inseln zwischen Sizili-
en und Italien vor, die wir als vulkanisch bezeichneten®*" (111, 92 f£.); den
edelsten gibt es jedoch auf der Insel Melos. Auch in Italien findet sich wel-
cher, und zwar im neapolitischen und campanischen Gebiet auf den Hiu-
geln, die Leucogaei® ? heifen. Aus Gingen gegraben, bereitet man ihn
dort mit Feuer zu.

174 Haec sint dicta de lateribus. in terrae autem reliquis generibus vel
maxime mira natura est sulpuris, quo plurima domantur. nascitur in insulis
Aeoliis inter Siciliam et Italiam, quas ardere diximus, sed nobilissimum in
Melo insula. in Italia quoque invenitur in Neapolitano Campanoque agro
collibus, qui vocantur Leucogaei. ibi e cuniculis effossum perficitur igni.

An Arten (gibt es ) 4: der ,lebendige* /vivum, in dlteren Ubersetzungen ,ge-
diegen/, den die Griechen ,apyron®"” — feuerlos - nennen, hat als einziger
feste Form - die Ubrigen Arten haben nimlich (eher) flissige Konstistenz
und werden durch Kochen in Ol hergestellt -; den ,lebendigen® gribt man
(dagegen) aus, er ist durchscheinend und grinlich. Als einzige aller Sorten
wird er von Arzten benutzt. Die zweite Art wird als ,klumpiger Schwe-
fel /glaebal/*” bezeichnet und ist gewohnlich nur in Walkereien zu finden.
Die dritte Art hat ebenfalls blof eine einzige Verwendung, zum Rauchern
niamlich von Wolle, weil Schwefel sie aufhellt und weich macht. Diese Sor-
te heifdt ,egu/ﬂ‘bgg’s, wihrend die vierte, vorsichtig verwendet, vor allem zur
Herstellung von Streichhélzern /e/lychnia, was auch Lampendocht bedeuten
konnte/ dient. Im tibrigen hat Schwefel derartige Kraft, dass er, aufs Feuer
gelegt, durch seinen (scharfen) Geruch erkennen lisst, ob jemand Epilepsie

684  'Iniii.c.6.

685 Seexviii. c. 29.

686 * "Untouched by fire." Native sulphur.

687 *"Gleba."

688 * Sulphur has been always considered highly useful for the cure of cutaneous affec-
tions.
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hat. Einen Scherz erlaubte sich damit auch (ein gewisser) Anaxilaos, indem
er etwas davon in ein Weingefif} gab, darunter Kohle in Brand setzte und
es dann herumreichen lief}, so dass die Giste im Schein seines Brennens die
schreckliche Blisse von Verstorbenen erhielten.

175 genera IIII: vivum, quod Graeci apyron vocant, nascitur solidum solum
— cetera enim liquore constant et conficiuntur oleo incocta —; vivum efto-
ditur tralucetque et viret. solo ex omnibus generibus medici utuntur. alterum
genus appellant glaebam, fullonum tantum officinis familiare. tertio quoque
generi unus tantum est usus ad lanas suffiendas, quoniam candorem mol-
litiamque confert. Egula vocatur hoc genus, quartum caute ad ellychnia ma-
xime conficienda; cetero tantum vis est ut morbos comitiales deprehendat
nidore inpositum igni. lusit et Anaxilaus eo, addens in calicem vini pruna-
que subdita circumferens, exardescentis repercussu pallorem dirum velut de-
functorum effundente in conviviis.

Seine Natur besteht darin, dass er Sachen herausreizt und zur Reife
bringt™”™, aber er beseitigt auch Ansammlungen verdorbener Korpersif-
te, weshalb man ihn in derlei Fillen Pflastern und Umschligen beimischt.
Auch fiir Nieren und Lenden ist er von erstaunlichem Nutzen, wenn man
ihn bei Schmerzen mit Fett auftrigt. Mit Terpentin beseitigt er auflerdem

690-6 69177692 .. . .
Lepra™ " und Aussatz; ,harpax’ - rauberisch - nennt man ihn we-
gen der Schnelligkeit seiner Wirkung, denn er muss sofort wieder entfernt

werden.

176 natura eius excalfacit, concoquit, sed et discutit collectiones corporum,
ob hoc talibus emplastris malagmatisque miscetur. renibus quoque et lum-
bis in dolore cum adipe mire prodest inpositum. aufert et lichenas faciei cum
terebinthi resina et lepras; harpax ita vocatur a celeritate praebendi, avelli
enim subinde debet.

Von Nutzen ist er auch bei Asthma, Eiter und eitrigem Auswurf, sowie ge-
gen die Stiche von Skorpionen. Hautkrankheiten beseitigt, mit Natron ver-
mischt und in Essig zerrieben aufgelegt, auch ,lebendiger Schwefel®, ebenso

689 * ILe. brings boils, etc., to a head.

690 ® lepras'

691 " From harpazd, "to carry away."

692 " arpax 'rapacious,' from arpaxu, 'seize,' 'snatch.’
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Nissen, sogar an den Augenbrauen, wenn man Essig und Sandarach bei-
mischt. Selbst bei religiésen Zeremonien findet er Platz, wenn man damit

.. y ; 693-8
zwecks Reinigung Hauser durchriduchert

. Man spiirt seine Kraft auch
in heifen Quellen®*”, und keine Substanz entziindet sich leichter, woraus
ersichtlich wird, welch grofle Feuerkraft ihm innewohnt. Blitze, auch Blit-
zeinschlige haben Schwefelgeruch, und selbst ihr Licht gleicht dem des

Schwefels.

177 prodest et suspiriosis linctu, purulenta quoque extussientibus et cont-
ra scorpionum ictus. vitiligines vivum nitro mixtum atque ex aceto tritum et
inlitum tollit, item lendes, et in palpebris aceto sandaracato admixtum. ha-
bet et in religionibus locum ad expiandas suffitu domos. sentitur vis eius et
in aquis ferventibus, neque alia res facilius accenditur, quo apparet ignium
vim magnam ei inesse. fulmina, fulgura quoque sulpuris odorem habent, ac
lux ipsa eorum sulpurea est.

51-VOM BITUMEN UND SEINEN ARTEN. 27 HEIIL.MITTEL.
de bitumine et generibus eius. med. XXVII

696- )
*. Mancherorts ist

Auch die Natur des Bitumens®”™ ist mit ihm verwandt
dieser ein Schlamm, mancherorts eine Erde: als Schlamm dringt er aus ei-
nem bereits erwihnten®’” (V, 72) See in Judda®®" hervor, als Erde findet
er sich in Syrien um die Hafenstadt Sidon. Beide verhirten sich und bil-

den eine feste Substanz. Es gibt indes auch fliissigen Bitumen®””, wie den
von Zakynthos und denjenigen, den man aus Babylon einfiihrt; dort ent-

steht er Gbrigens auch in Form einer hellen Sorte. Flissig ist auch der von

693 ® Ovid, in his "Art of Love," speaks of purifying houses with eggs and sulphur.
694’ See B.xxd. ¢.32

695 ""There are three distinct kinds of bitumen. 1. Naphtha, also known as petroleum, or
rock-oil, inflammable, volatile, soluble in alcohol, and found in France and Italy. 2. Asphalt,
or bitumen of Judaea, solid, insoluble in alcohol, and found in Lake Asphaltites in Syria,
more particularly. 3. Pissasphalt, of a medium consistency between the other substances, of
which it appears to be composed. See B. xxiv. c. 25.

696 * This occurs as a liquid (petroleum), as a liquid solid (mineral pitch and tar) and
as a solid (asphalt).

697  ’Inv.c.15

698 ® The Dead Sea.

699 * Naphtha, most probably.
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Apollonia, was die Griechen alles pissasphaltos”™ " nennen, weil es zugleich

wie ,pissa‘~ Pech - und ,asphaltos‘ - Bitumen - ist.

li 178 Et bituminis vicina natura est. aliubi limus, aliubi ita est, limus
e Tudaeae lacu, ut diximus, emergens, terra in Syria circa Sidonem oppidum
maritimum. spissantur haec utraque et in densitatem coeunt. est vero liqui-
dum bitumen, sicut Zacynthium et quod a Babylone invehitur; ibi quidem
et candidum gignitur. liquidum est et Apolloniaticum, quae omnia Graeci
pissasphalton appellant ex argumento picis ac bituminis.

Eine fette und odlartige Fliissigkeit entsteht auch in einer Quelle bei Agri-
gent auf Sizilien, die einen Bach firbt. Die Anwohner sammeln sie mit Bi-
scheln aus Schilfrohr, an denen sie dufierst rasch haftet, und verwenden sie
in Lampen anstelle von Ol zur Beleuchtung, ja, sogar gegen juckende Ent-
zindungen bei Lasttieren.

179 gignitur et pingue oleique liquoris in Sicilia Agragantino fonte, in-
ficiens rivum. incolae id harundinum paniculis colligunt, citissime sic ad-
haerescens, utunturque eo ad lucernarum lumina olei vice, item ad scabiem
iumentorum.

Manche zihlen auch das Naphta, von dem wir im Zweiten Buch’™” (11,
235) sprachen, zu den Bitumenarten, aber seine entflammbare und dem
Feuer nah verwandte Natur schlief3t es von jedweder Nutzung aus.

179¢ sunt qui et naphtham, de qua in secundo diximus volumine, bitumi-
nis generibus adscribant, verum eius ardens natura et ignium cognata procul
ab omni usu abest.

Bitumen erkennt man daran, dass er sehr glinzt, recht schwer und tbel rie-
chend ist, wobei der schwarze dies nur mifiig tut, weil er mit Pech verfilscht
wird. Seine Wirkung gleicht der des Schwefels: er stillt, verteilt, zieht zu-
sammen und klebt. In Brand gesetzt vertreibt sein Qualm Schlangen. Gegen
blutunterlaufene Augen und weifle Hautstellen soll babylonischer wirken,
ebenso gegen Lepra, Flechten und Koérperjucken. Man trigt ihn auch bei
Gicht auf. All seine Sorten aber biegen listige Augenbrauen zuriick und,

700 * See xxiv. ¢. 25.
701 ° Chapter 109.
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. 702-6 . . . .
mit Natron eingerieben, heilen sie Zahnschmerzen.

180 bituminis probatio ut quam maxime splendeat sitque ponderosum,
graveolens, atrum modice, quoniam adulteratur pice. vis quae sulpuri: sistit,
discutit, contrahit, glutinat. serpentes accensum nidore fuat. ad suffusiones
oculorum et albugines Babylonium efficax traditur, item ad lepras, lichenas
pruritusque corporum. inlinitur et podagris. omnia autem eius genera in-
commodos oculorum pilos replicant, dentium doloribus medentur simul ni-
tro intrito.

Er lindert hartnickigen Husten und, mit Wein getrunken, Kurzatmigkeit;
in gleicher Form gibt man ihn Ruhrkranken, und er stoppt Durchfall. Mit
Essig getrunken 16st und beseitigt er dagegen (im Korperinneren) coagu-
liertes Blut. Er lindert Schmerzen in der Lendengegend, ebenso an den
Gelenken; mit Gerstenmehl aufgetragen, macht man daraus ein speziel-
les Pflaster, das seinen Namen trﬁgt703'7. Es stillt Blut, schliefst Wunden,
lisst Sehnen wieder zusammenwachsen. Aufierdem verwendet man eine
Drachme Bitumen, mit ebensoviel Minze /hedyosmus/ 748 und einem Obo-

los Myrrhe, gegen das Viertagefieber.

181 lenit tussim veterem et anhelitus cum vino potum; dysintericis etiam
datur eodem modo sistique alvum. cum aceto vero potum discutit concre-
tum sanguinem ac detrahit. mitigat lumborum dolores, item articulorum,
cum farina hordeacia inpositum emplastrum peculiare facit suo nomine.
sanguinem sistit, volnera colligit, glutinat nervos. utuntur etiam ad quarta-
nas bituminis drachma et hedyosmi pari pondere cum murrae obolo subacti.

Bei seinem Verbrennen erkennt man Epilepsie. Als Riechmittel 16st er, mit
Wein und Bibergeil”” /castoreum/, Gebirmutterkrimpfe, als Rauchersub-
stanz hilt er Anfille zuriick, und er fordert, in Wein getrunken, die Men-
struation.

182 comitiales morbos ustum deprendit. volvarum strangulationes olfac-
tu discutit cum vino et castoreo, procidentes suffitu reprimiit, purgationes

702 ® As to the "nitrum" of Pliny, see xxxi. c. 46.
703 7" Asphalt plaster," probably.

704 ¥ Or mint. See xix. c. 47, and xx. c. 53.

705 ? See xxxii. c. 13.
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feminarum in vino potum elicit.

In weiterer Nutzung streicht man damit bronzene Gegenstinde, um sie
haltbarer und feuerbestindiger zu machen. Dass man mit ihm auch Kupfer
zu firben pflegt und Statuen bestreicht, sagten wir bereits '’ (XXXIV, 15).
Auch verwendet man ihn an Stelle des Kalkes und hat so die babylonischen
Mauern zusammengefiigt. In Eisenschmiedewerkstitten schitzt man ihn
bei eisernen Nagelkopfen als Uberzug und fiir viele andere Zwecke.

182¢ in reliquo usu aeramentis inlinitur firmatque ea contra ignes. diximus
et tingui solitum aes eo statuasque inlini. calcis quoque usum praebuit ita
feruminatis Babylonis muris. placet in ferrariis fabrorum officinis tinguendo
ferro clavorum capitibus et multis aliis usibus.

52 -VOM ALAUN UND SEINEN ARTEN.
38 HEILMITTEL DARAUS.
de alumine et generibus eius. med. ex eo XXXXIIII

Nicht weniger vielgestalt, wenngleich ziemlich anders, ist die Wirkung des
Alauns”" " "** /alumen/, den man als Salzausscheidung’”” der Erde be-
greift. Auch davon gibt es mehrere Arten. Auf Zypern kommt er in weifler
und in (leicht) schwirzerer Form vor; in der Farbe ist der Unterschied zwar
nur gering, in der Anwendung indes grof3, denn zum Wollefirben mit hel-
ler Farbe” " ist der weifle und fliissige am geeignetsten, bei dunkler oder

706 " Inxxiv. ¢ 9.

707 ' Beckmann is of opinion that our a/um was not known to the Greeks or Romans,
and that what the latter called "alumen" was green vitriol, or sulphate of the protoxide of
iron, in an impure state. Hist. Inv. Vol. I. p. 180. Bohn's Edition. Dr. Pereira remarks, how-
ever, that "there can be little doubt that Pliny was acquainted with our alum, but did not
distinguish it from sulphate of iron, for he informs us that one kind of alum was white, and
was used for dyeing wool of bright colours." Materia Medica, Vol. I. Delafosse identifies the
"alumen" of Pliny with double sulphate of alum and iron.

708 * Several astringent substances were included in the word alumen, especially, it
seems, aluminium sulphates, sulphate of iron, and common potash-alum; also kalinite, and
perhaps also certain halotrichites (K. C. Bailcy, The Elder Pliny's Chapters on Chemical
Subjects, 11, p. 233).

709 ’ "Salsugo terra."

710 * See Note 11 above.
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bedeckter dagegen der schwarze™™. Gold reinigtnz_4 man ebenfalls mit

713-
dem schwarzen’ ™.

lii 183 Nec minor est aut adeo dissimilis aluminis opera, quod intellegi-
tur salsugo terrae. plura et eius genera. in Cypro candidum et nigrius, exigua
coloris differentia, cum sit usus magna, quoniam inficiendis claro colore la-
nis candidum liquidumque utilissimum est contraque fuscis aut obscuris ni-
grum. et aurum nigro purgatur.

Alle Arten entstehen jedenfalls aus Wasser und Schlamm, werden von der
Erde also ihrer Natur nach ausgeschwitzt. Was im Winter in Rinnsalen zu-
sammensickert, lisst die Sommersonne dann reifen /wohl: wird zur Kri-
stallisation gebracht/. Was sich zuerst ausscheidet, wird dabei heller. Man
gewinnt Alaun aber /aufier auf Zypern/ auch in Spanien, Agypten, Armeni-

14-5 . .
, auf den Inseln Sardinien, Melos,

en, Makedonien, am Pontos, in Africa’
Lipari”™ ™, Strongyle”**. Am héchsten gelobt wird der dgyptische’””, der
aus /in/ Melos kommt ihm am nichsten. Auch vom Alaun gibt es zwei Ar-
ten, die flisssige’'* /liguidus/ und die feste /spissus, eigentlich: dicht/. Fliis-
siger ldsst sich daran erkennen, dass er hell und milchig ist, dass zwischen
den Fingern beim Reiben keine Schmutzteilchen entstehen und dass es da-
bei irgendwie warm wird””". Man bezeichnet ihn als phorimon™*® - niitz-

. . .. . 721-g, 3
lich. Inwiefern er rein ist, kann man mit Granatapfelsaft erkennen’ % diese

711 b Sulphate of aluminium would be useful for dyeing; potash-alum and alunogen
could provide the bright colour, and alums containing metals the sombre colours (K. C.
Bailey).

712 * For gilding, Hardouin says.

713 ¢ Cf. XXXIII, 65; also for removing baleful influences of gold held above the head,
of. XXXIII, 84.

714 * The Roman provinces in Africa, other than Egypt.

715 ¢ Where potash-alum is found.

716 ® Now Strombolo. See B. iii. c. 14.

717 " Herodotus, ii., mentions the fact that King Amasis sent the people of Delphi a
thousand talents of this substance, as his contribution towards rebuilding their temple.

718 ¢ Apparently the solid kind (potash-alum especially) in solution.

719 " So MSS.; caloris (' heat') is a change based on what is probably a corruption in
the text of Dioscorides.

720 ® "Fruitful," or "useful."

721 ¢ That is, an alum supposedly free from iron would, if it contained iron, turn juice
of pomegranate black.
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Zugabe lisst ihn nimlich schwarz werden ..., die andere Art’”*" ist bleich
und rauh und wird durch Gallipfel verfirbt; man nennt sie daher ,parapho-

723-9 )
ron' - abirrend.

184 fit autem omne ex aqua limoque, hoc est terrae exudantis natura. con-
rivatum hieme aestivis solibus maturatur. quod fuit ex eo praecox, candidius
fit. gignitur autem in Hispania, Aegypto, Armenia, Macedonia, Ponto, Af-
rica, insulis Sardinia, Melo, Lipara, Strongyle. laudatissimum in Aegypto,
proximum in Melo. huius quoque duae species, liquidum spissumque. liqui-
di probatio ut sit limpidum lacteumque, sine offensis fricandi, cum quodam
igniculo caloris. hoc phorimon vocant. an sit adulteratum, deprehenditur
suco Punici mali; sincerum enim mixtura ea nigrescit. . . . alterum genus est
pallidi et scabri et quod inficatur et galla, ideoque hoc vocant paraphoron.

724-i . . N
" hat die Kraft, zusammenzuziehen, zu verhirten und zu

Flussiger Alaun
beizen. Mit zugemischtem Honig heilt er Mundgeschwiire, Blischen und
Jucken. Zu solcher Kur nimmt man in den Biddern 2 Teile Honig und ei-
nen dritten Alaun. Er vermindert Achsel- und Schweif3geruch. In Pillen-
form nimmt man ihn in gegen Schidden der Milz und zwecks Blutreinigung
durch den Harn. Gemischt mit Natron und Schwarzkimmel”"" /melan-

thio/ heilt er auch Kritze.

185 liquidi aluminis vis adstringere, indurare, rodere. melle admixto sanat
oris ulcera, papulas pruritusque. haec curatio fit in balneis II mellis partibus,
tertia aluminis. virus alarum sudorisque sedat. sumitur pilulis contra lienis
vitia pellendumque per urinam sanguinem. emendat et scabiem nitro ac me-
lanthio admixtis.

Vom festen Alaun gibt es eine Art”*’, die von den Griechen ,schiston” !
- gespalten - genannt wird, weil er sich in irgendwie weifdliche Hirchen

722 " Probably light yellow halotrichite (hydrated iron sulphate with aluminium) and
green vitriol (ferrous sulphate).
723 ’"Adulterated."

724 " The following medical uses are like the modern uses of potash-alum.
725 _10 See xx. ¢. 71.
726 ! Including potash-alum, halotrichite, etc.

727 " "Split" alum. Probably iron alum, the French alum de plume; of a flaky, silky ap-

pearance.
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8-1

zerspaltet, weshalb ihn einige lieber ,z7ichizis”**'? nennen. Diese Sorte ent-

steht aus einem Gestein, aus dem sich auch Erz bildet - man nennt es ,cha/-
figis 793

gewissermafien eine Ausdiinstung dieses Gesteins darstellt. Diese Alaunart

- Kupferstein -, so dass sie, in Form von coaguliertem Schaum,

wirkt weniger trocknend und hemmt unnétige Korperflissigkeit in gerin-
gerem Malf}, ist jedoch wirkungsvoll beim Eintrdufeln in die Ohren; oder
als Auftrag auf Mundgeschwiire oder fur die Zihne, wenn man ihn (linger)
mit dem Speichel im Mund hilt. Geeignet ist er auch als Zusatz zu Medi-
kamenten fiir die Augen und die Schamteile beider Geschlechter. Er wird

in Pfannen /catinis/ gekocht, bis er authért, fliissig zu sein”"™

186 Concreti aluminis unum genus oxtotov appellant Graeci, in capilla-
menta quaedam canescentia dehiscens, unde quidam trichitim potius appel-
lavere. hoc fit e lapide, ex quo et aes — chalcitim vocant —, ut sudor quidam
eius lapidis in spumam coagulatus. hoc genus aluminis minus siccat minus-
que sistit umorem inutilem corporum, et auribus magnopere prodest infu-
sum; vel inlitum et oris ulceribus dentibusque et si saliva cum eo contineatur.
et oculorum medicamentis inseritur apte verendisque utriusque sexus. co-
quitur in catinis, donec liquari desinat.

1-14

Weniger wirksam ist eine weitere Art, die man — ,szrongyle” ™ — Kugela-
laun - nennt. Auch davon gibt es zwei Sorten: eine schwammige, die sich
in jeder Flussigkeit leicht 16st und die man véllig verdammt. Und und eine
bessere, bimsteinartige /pumicosum/, die durch Luftginge schwammihnlich
ist und von Natur aus rund, der weiflen niher, von einer gewissen Fettigkeit,
ohne Sand zerreibbar, nicht schwirzlich abfirbend. Man erhitzt sie fur sich

allein uber Holzkohle bis sie zu Asche wird.

187 inertioris est alterum generis, quod strongylen vocant. duae et eius spe-
cies, fungosum atque omni umore dilui facile, quod in totum damnatur. me-
lius pumicosum et foraminum fistulis spongeae simile rotundumque natura,
candido propius, cum quadam pinguitudine, sine harenis, friabile, nec infi-
ciens nigritia. hoc coquitur per se carbonibus puris, donec cinis fiat.

728 " "Hairy alum."

729 " See xxxiv. cc. 2,29.

730 * Both potash-alum and aluminium sulphate, if heated, melt, swell, and solidify
into 'burnt alum.'

731 " So called, according to Dioscorides, from the "round" form of the pieces.
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Am besten von allen”” ist die Sorte, die man, wie gesagt (§ 184), nach der

733-15 . . .
nennt. Als Mittel zum Zusammenziehen, Schwarzfir-

Insel Melinum
ben oder Verhirten hat keine andere stirkere Kraft, ist keine fester /spissius/.
Sie mildert Entziindungen der Augenridnder und ist, in gebrannter Form,
niitzlicher noch beim Hemmen von Trinen, (aber) ebenso bei Juckreiz am
Korper. Als Getrink oder auflen aufgetragen wirkt diese Sorte (sie) blu-
tungsstillend. Auf (zuvor) enthaarte Stellen streicht man sie mit Essig und

macht das nachwachsende Haar (dadurch) weicher.

188 Optimum ex omnibus quod Melinum vocant ab insula, ut diximus.
nulli vis maior neque adstringendi neque denigrandi neque indurandi,
nullum spissius. oculorum scabritias extenuat, combustum utilius epipho-
ris inhibendis, sic et ad pruritus corporis. sanguinem quoque sistit intus po-
tum, foris inlitum. evulsis pilis ex aceto inlinitur renascentesque mollit in
languinem.

---- languinem: sic Teubner. Es soll aber gewiss heifien: lanuginem

Die hochste Wirkung all dieser Arten besteht im Zusammenziehen /al-
so: als Adstringens bei Wunden/, woher der griechische Name’>*'®/ 7™
kommt. Fiir Augenleiden eignen sie sich daher aufs Vorziiglichste und, im
Verbund mit Fett, hemmen sie Blutungen. Alaun mit Fett verhindert (eben-
falls) das Faulen von Geschwiiren - mit Fett trocknet er auch Entziindungen
bei Kindern, sowie offene Odeme /hydropicorum eruptiones/ - und beseitigt,
mit Granatapfelsaft, Ohrenschiden, Nagelentziindungen, Narbenschmer-
zen, Pterygia /eine spezielle Nageldeformation/ und Frostbeulen; mit Essig
oder der gleichen Menge Gallipfeln verbrannt, (bekdmpft er) um sich grei-
fende Geschwiire, mit dem Saft von Kohl Lepra, mit 2 Teilen Salz dagegen
solche Schiden, die nur allmihlich sich ausweiten /qguae serpunt/, mit Was-
ser verdiinnt Nissen und anderes Ungeziefer im Haar.

189 summa omnium generum vis in adstringendo, unde nomen Graecis.

732 "' Tn §184 Pliny implies that the best is the Egyptian.

733 " He has previously said that the most esteemed kind was the Egyptian, that of
Melos being the next best.

734 ' stuptéria, the "styptic."

735 " Stupteria
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ob id oculorum vitiis aptissima sunt, sanguinis fluctiones inhibent cum adi-
pe. putrescentia ulcerum compescit cum adipe — sic et infantium ulcera et
hydropicorum eruptiones siccat — et aurium vitia cum suco Punici mali et
unguium scabritias cicatricumque duritias et pterygia ac perniones, phage-
daenas ulcerum ex aceto aut cum galla pari pondere cremata, lepras cum
suco olerum, cum salis vero II partibus vitia, quae serpunt, lendes et alia ca-
pillorum animalia aquae permixtum.

Auflerdem ist er bei Verbrennungen niitzlich und, mit Teerwasser*", bei
Schuppen am Leib. In Form von Einldufen verabreicht man ihn auch Ruhr-
kranken, und im Mund zieht er das Zipfchen und die Mandeln zusammen.
Gegen alle Erkrankungen, von denen wir bei den tibrigen Sorten sprachen,
ist (stets) derjenige als wirksamer anzusehen, der aus Molos eingefithrt wird;
von welcher Wichtigkeit er fiir die iibrigen Bediirfnisse des Lebens, die Le-

derherstellung und die Wollverarbeitung ist, ist ja bereits geklart” ™ (in §
183).

190 sic et ambustis prodest et furfuribus corporum cum sero picis. infun-
ditur et dysintericis uvamque in ore comprimit ac tonsillas. ad omnia, quae
in ceteris generibus diximus, efficacius intellegatur ex Melo advectum, nam
ad reliquos usus vitae in coriis lanisque perficiendis quanti sit momenti, sig-
nificatum est.

736 "7 "Sero picis." Hardouin is of opinion that under this name pisselzon is intended.
See xv. ¢. 7, xxiv. cc. 11, 24, and xxv. c. 22.
737 ' At the beginning of this Chapter in part.
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53 -VON DER SAMOSERDE. 3 HEILMITTEL DARAUS.

de terra Samia. med. ex ea 111

Nun wollen wir noch die Erdarten*", die eigentlich zur Heilkunde geho-
ren, abhandeln.

Es gibt 2 Arten samischer Erde’™™, die man ,kolyrion”*"? — Zipfchen - und
,aster’' — Stern - nennt. Die erste gilt als gut, wenn sie frisch produziert
und sehr leicht ist und die Zunge daran klebt, die andere ist klumpiger; bei-
de sind weif’. Sie wird gebrannt, dann gewaschen. Manche bevorzugen die
erstgenannte. Von Nutzen sind sie beim Blutspucken; und sie sind Bestand-
teil von Pflastern, die man fiir das Trocknen (von Wunden) herstellt, auch

in Augenheilmittel werden sie gemischt.

liii 191 Ab his per se ad medicinam pertinentia terrae genera tractabimus.
Samiae II sunt, quae collyrium et quae aster appellantur. prioris laus ut re-
cens sit ac levissima linguaeque glutinosa, altera glaebosior; candida utraque.
uritur, lavatur. sunt qui praeferant priorem. prosunt sanguinem expuentibus;
emplastrisque, quae siccandi causa componuntur, oculorum quoque medi-
camentis miscentur.

54 - DIEARTEN DER ERETRISCHEN ERDE. Eretriae terrae genera

Die Eretrische Erde’”"’ " hat ebensoviel verschiedene Arten, denn es
gibt eine weifle und eine aschefarbene, die in der Heilkunde bevorzugt wird.
Man schitzt ihre Weichheit und dass sie, wenn man sie auf Kupfer verreibt,
violette Firbung erzeugt. Ihre Wirkung und Anwendung in der Medizin ist

738 ' Aluminous silicates, as Delafosse remarks, more or less combined with other
minerals. Though employed for various purposes in the arts, they are now but little used in
medicine.

739 * Kaolinite or china-clay, which is sometimes found in fan-shaped (star-like) ar-
rangements of plates, but generally in white, greyish, or yellowish masses (K. C. Bailey). The
latter would be those used for eye-salves.

740 ? Probably because it was the more extensively employed of the two, in "collyria,"
or compositions for the eyes.

741 *"Star" earth, apparently 32 From Eretria, in Eubcea. See B. iv. c. 21.

742 "In Chapter 21 of this Book.

743 " Cf §§30,38.
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bei den Pigmenten (in § 38) besprochen worden’**”.

liv 192 Eretria totidem differentias habet, namque est alba et cinerea, quae
praefertur in medicina. probatur mollitia et quod, si aere perducatur, violaci-
um reddit colorem. vis et ratio eius in medendo dicta est inter pigmenta. —

55 - WIE MAN DIE ERDE FUR HEILZWECKE WASCHEN MUSS.

de terra ad medicinam lavanda

Gewaschen - an dieser Stelle wollen wir es klar /ndmlich/ aussprechen -
wird jede Erde, indem sie mit Wasser Gbergossen und an der Sonne ge-
trocknet wird, dann wieder mit Wasser zerrieben und beiseite gestellt, bis sie
sich absetzt und man sie zu Kiigelchen /pastillos/ formen kann. Man kocht
sie in becherartigen Behiltern /calicibus/, die haufig geschittelt werden.

lv. 193 Lavatur omnis terra — in hoc enim loco dicemus — perfusa aqua
siccatque solibus, iterum ex aqua trita ac reposita, donec considat et dieri
possit in pastillos. coquitur in calicibus crebro concussis.

56 -VON DER ERDE AUS CHIOS. 3 HEILMITTEL DARAUS. VON
DER SELINUSISCHEN ERDE. 3 HEILMITTEL DARAUS. VON
DER PNIGITISCHEN ERDE. 9 HEILMITTEL DARAUS. VON DER
AMPELITISCHEN ERDE. 4 HEILMITTEL DARAUS.
de Chia terra. med. ex ea III. de Selinusia. med. ex ea III. de pnigitide.
med. ex ea VIIII. de ampelitide. med. ex ea IIII

Auch eine weiflliche Erde aus Chios’”™ gehort zu den Heilmittteln. Th-
re Wirkung ist der der samischen gleich; man verwendet sie vor allem fiir
die Haut von Frauen. Das gleiche gilt fiir die Erde aus Selinus™**". Diese
ist milchfarben und 16st sich in Wasser duflerst schnell auf; in Milch gelost
wird sie (der Farbe) beim Tiinchen von Winden beigegeben. Die pnigiti-
sche Erde™”? ist der eritriischen sehr dhnlich, nur kommt sie in gréferen

744 ?In Chapter 21 of this Book.

745 ¢ Some kind of china-clay.

746 "It appears to be a matter of doubt whether it was found at Selinus, in Sicily, or the
place of that name in Cilicia. See iii. c. 14, and v. c. 22.

747 ? Agricola is of opinion that this earth had its name from the place called Pnigeum,
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Klumpen und ist klebriger. Ihre Wirkung ist die gleiche wie die der kimo-
lischen”®” Erde, blofl schwiicher. Dem Bitumen sehr dhnlich ist die am-
pelitsche Erde’ ™/ ampelitis, deutsch vielleicht: ,Weinerde®/. Ihre Echtheit
lasst sich dadurch prifen, dass sie sich beim Ubergieﬁen mit Ol wie Wachs
auflést und die schwirzliche Farbung beibehilt, wenn man sie rostet. Man
verwendet sie zum Weichmachen und Losen, deshalb wird sie Heilmitteln
beigemischt, vornehmlich solchen zum Schwirzen der Augenbrauen”’”
und Haarfirbemitteln.

Ivi 194 Est in medicaminibus et Chia ita candicans. effectus eius idem qui
Samiae; usus ad mulierum maxime cutem. idem et Selinusiae. lactei coloris
haec et aqua dilui celerrima; eadem lacte diluta tectoriorum albaria interpo-
lantur. pnigitis Eretriae simillima est, grandioribus tantum glaebis glutino-
saque. effectus eius idem qui Cimoliae, infirmior tantum. bitumini simillima
est ampelitis. experimentum eius, si cerae modo accepto oleo liquescat et si
nigricans colos maneat tostae. usus ad mollinedum discutiendumque, et ad
haec medicamentis additur, praecipue in calliblepharis et inficiendis capillis.

57 - VERWENDUNG DER KREIDE FUR KLEIDER. DIE KIMO-
LISCHE KREIDE.9 HEILMITTEL AUS IHR. DIE SARDISCHE
ERDE. DIE UMBRISCHE ERDE. STEINKREIDE.
cretae ad vestium usus. Cimolia. med. ex ea VIIII. Sarda. Umbrica. saxum

. 7511 . . e 1 7520 . .

An Kreide” ™ gibt es mehrere Arten. Die zwei ,kimolischen”"™, eine weif3
. 753-2 . . A . .

und eine zum Purpurfarbenen neigend, verwenden die Arzte. Die Wir-

kung beider besteht im Beseitigen von Tumoren, und, unter Hinzunahme

in the Libyan Mareotis. Other commentators would have it to be derived from pnigo, "to
suffocate,” such being its effect if taken internally.

748 * See the next Chapter.

749 *So called from ampelos, a "vine;" either because it was applied to vines to kill the
insects, or because its admixture with the soil was favourable to the cultivation of the vine.
750 * "Washes for beautifying the eye-brows." See xxi. ¢. 73, xxiii. ¢. 51, and xxxiii. ¢. 34.
751 ' Cimolian earth, known in modern chemistry as Cimolite, is not a cretaceous
earth, but an aluminous silicate, still found in the island of Kimoli, or Argentiera, one of the
Cyclades; See B. iv. c. 23. Tournefort describes it as a white chalk, very heavy, tasteless, and
dissolving in water. It is found also at Alexandrowsk in Russia.

752 * The word means any fullers' earths, here particularly calcium montmorillonite
from the island Argentiera or Cimolo in the Aegean,

753 ? See Chapter 25 of this Book.
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von Essig, im Arretieren von Ausflissen. Sie heilt auch Schwellungen und
Entziindungen der Ohren, sowie, eingerieben, (Erkrankungen der) Milz
und die Blattern; wenn man aber Schaumsoda /‘ap/‘n’onz'fronﬁs“’3 175y Zy-
prisches O1”*° (Henna?)”"* und Essig hinzufiigt, heilt sie Tumore an den
Fuflen, sofern man die Behandlung in der Sonne durchfithrt und es (das
Ganze) nach 6 Stunden mit Salzwasser abwischt. Bei Hodentumoren kann
man sie durch Zugabe von Henna und Wachs anwenden.

lvii 195 Cretae plura genera. ex iis Cimoliae duo ad medicos pertinentia,
candidum et ad purpurissum inclinans. vis utrique ad discutiendos tumores,
sistendas fluctiones aceto adsumpto. panos quoque et parotidas cohibet et
lienem inlita pusulasque, si vero aphronitrum et cyprum adiciatur et acetum,
pedum tumores ita, ut in sole curatio haec fiat et post VI horas aqua salsa
abluatur. testium tumoribus cypro et cera addita prodest.

Auch zu kiihlen liegt in der Natur der Kreide, aufgestrichen hemmt sie

unmifliges Schwitzen, und sie unterdriickt, im Bad mit Wein angewandt,

Blattern. Am meisten wird die thessalische gelobt. Man gewinnt sie auch in
758-5

Lykien, in der Gegend von Bubon

196 et refrigerandi quoque natura cretae est, sudoresque inmodicos sistit
inlita atque ita papulas cohibet ex vino adsumpta in balineis. laudatur max-
ime Thessalica. nascitur et in Lycia circa Bubonem.

Eine andere Anwendung kimolischer Kreide ist bei Kleidern tblich. Denn
die sardische, die man aus Sardinien hierherholt, benutzt man nur bei wei-
Rer Kleidung, fiir bunte ist sie unbrauchbar; auflerdem ist sie die billigste
aller kimolischen Arten; kostspieliger ist umbrische und die ,saxum‘ - Stein-

. 17596 760-d
kreide™ " - genannte”™ °.

754’ Seexxxi.c. 46.

755 ® aphronitron, more properly aphros nitov, 'foam of soda'; probably pure soda or pos-
sibly partly causticised soda, whereas ordinary nitrum was carbonate of soda.

756 ¢ Obtained from the flowers of Lawsonia alba.

757 * See xii. c. 51.

758 *See v. c. 28.

759 ® Beckmann thinks that this may have been our common chalk. Vol. I p. 105.
760 4 Sarda would be strong calcium montmorillonite; Umbrian earth, some kaolinite;
and saxum, bentonite. Cf. R.H.S. Robertson, Class. Rev., LXIII, 51-3. K. C. Bailey thinks

saxum is quicklime.
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196¢ Est et alius Cimoliae usus in vestibus. nam Sarda, quae adfertur e Sar-
dinia, candidis tantum adsumitur, inutilis versicoloribus, et est vilissima om-
nium Cimoliae generum, pretiosior Umbrica et quam vocant saxum.

Eine Eigenheit der Steinkreide ist es, dass sie beim Einweichen aufquillt’”;
deshalb wird sie nach Gewicht und nicht (wie die anderen Arten) nach dem
Volumen verkauft. Die umbrische benutzt man nur, um Kleiderm Glanz zu
verleihen. Ich werde mich nimlich nicht scheuen, sogar diesen Teil zu be-
rithren, da es das die Firber betreffende Metilische Gesetz (nun einmal)
gibt, das die Zensoren C. Flaminius und L. Aemilius® (220 BC) vom
Volk gebilligt’*” bekamen.

197 proprietas saxi quod crescit in macerando; itaque pondere emitur, il-
la mensura. Umbrica non nisi poliendis vestibus adsumitur. neque enim pi-
gebit hanc quoque partem adtingere, cum lex Metilia extet fullonibus dicta,
quam C. Flaminius L. Aemilius censores dedere ad populum ferendam.

Ja, so weitgehend haben unsere Vorfahren fiir alles gesorgt. Dies also ist
die Reihenfolge: Als erstes wischt man das Kleid mit sardischer Kreide ab,
dann wird es geschwefelt, darauf mit kimolischer Kreide abgerieben, der

764-10 . 1. .
. Unechte erkennt man niamlich daran, dass sie

von der richtigen Farbe
schwarz wird und bei Zugabe von Schwefel zerlduft; die echten und kostba-
ren Farben macht kimolische Kreide hingegen weicher und, wenn sie durch
Schwefel triibe wurden’® ™, durch einen gewissen Schimmer lebhafter. Fur
weifde Kleider ist nach dem Schwefeln Steinkreide nititzlicher, fir farbi-

766-12

ge ist diese ungeeignet’ . In Griechenland verwendet man anstelle von

761 ""This seerms to be the meaning of "crescit in macerando."

762 ® A.U.C. 535, it is supposed.

763 ? As a plebiscitum.

764 " "Desquamatur." This is most probably the meaning of the word, though Beck-
mann observes "that it was undoubtedly a term of art, which cannot be further explained,
because we are unacquainted with the operation to which it alludes."--Vol IL. p. 104. Bohn's
Edition.

765 " "Funditur sulphure." The meaning of these words is very doubtful. Beckmann
proposes to read "offenditur," but he is not supported by any of the MSS. He has evidently
mistaken the meaning of the whole passage.

766 ' Probably because it was too calcareous, Beckmann thinks.
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767-13

kimolischer Kreide tymphaeischen Gips

198 adeo omnia maioribus curae furere. ergo ordo hic est: primum abluitur
vestis Sarda, dein sulpure suffitur, mox desquamatur Cimolia quae est colo-
ris veri. fucatus enim deprehenditur nigrescitque et funditur sulpure, veros
autem et pretiosos colores emollit Cimolia et quodam nitore exhilarat con-
tristatos sulpure. candidis vestibus saxum utilius a sulpure, inimicum colori-
bus. Graecia pro Cimolia Tymphaico utitur gypso.

58 - DIE SILBERKREIDE. NAMEN VON UBERMACHTIGEN
FREIGELASSENEN UND IHRER HERREN.

argentaria. qui et quorum liberti praepotentes

Eine andere Kreide®®*, die Silber wieder Glanz’®” schenkt, nennt man
,Silberkreide“””*", doch es gibt auch eine duflerst billige, die von unseren
Vorfahren dazu bestimmt wurde, im Zirkus die Ziellinie”’*” nachzuziehen
und die Fifle der tibers Meer herangeschaftten Sklaven zu kennzeichnen; so

772-4 . 4. 773D .
aus Antiochia’””, den Begriin-

774-c

(markiert) sahen unsere Ahnen Publilius

der des Mimenspiels, sowie den der Astrologie, seinen Vetter Manilius
P ’ g1e,
. 775-5 . . 776-d -
Antiochus und ebenso den der Grammatik, Staberius Eros im sel-
> > M
] 777-
ben Schiff ankommen’’”™®.

767 ¥ See iv. . 3, and xoxvi. ¢. 59.
768 * Cf. § 44.
769 ? Whitening, or chalk washed and prepared, is still used for this purpose.

nn

770 ! Plate powder; from "argentum," "silver." See xvii. c. 4.

771 *The goal for the chariots.

772 *This reading is restored by Sillig from the Bamberg MS., but no particulars are
known relative to the person alluded to; unless, indeed, as Sillig suspects to be the case, he is
identical with Publius Syrus, the writer of mimes, mentioned in viii. c. 77.

773 " This would be Pubilius Syrus, fl. c. 45 B.C.

774 ° Probably father or grandfather of Manilius who wrote the extant Astronomica.
775 * Supposed by some to have been the Manilius who was author of the poem called
"Astronomica," still in existence. It is more probable, however, that he was the father of the
poet, or perhaps the grandfather; as it is clear from a passage in Suetonius, that Staberius
Eros taught at Rome during the civil wars of Sylla, while the poem must have been written,
in part at least, after the death of Augustus.

776 ¢ Teacher of Brutus and Cassius.

777 ® Being afterwards manumitted. Sillig thinks that they may have arrived in Rome
about B.C. 90.
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lviii 199 Alia creta argentaria appellatur nitorem argento reddens, ses
vilissima qua circum praeducere ad victoriae notam pedesque venalium
trans maria advectorum denotare instituerunt maiores; talemque Publilium
Antiochium, mimicae scenae conditorem, et astrologiae consobrinum eius
Manilium Antiochum, item grammaticae Staberium Erotem eadem nave
advectos videre proavi.

Aber warum solche Minner anfiithren, deren kiinstlerisches Ansehen eine
Empfehlung war? So gekennzeichnet’* konnte man auch den Chrysogo-
nus Sullas auf der Verkaufsbiihne”””” sehen, den Amphion des Q. Catulus,
den Hector**® des L. Lucullus, den Demetrius’®”/ 78"
Auge als Sklavin des Demetrius, obwohl man sie auch fur die des Pompeius
hielt, Hipparchos als Sklaven des M. Antonius, Menas'>"°"”*"# und Mene-
krates” ™" als die des Sextus Pompeius, und zahlreiche mehr, die ich nicht

mehr aufzihlen mag, weil sie”" sich durch Quiritenblut und die Willkir
787-i

des Pompeius, und

der Proscriptionen bereichert haben

200 sed quid hos referat aliquis, litterarum honore commendatos? talem
in catasta videre Chrysogonum Sullae, Amphionem Q. Catuli, Hectorem
L. Luculli, Demetrium Pompei, Augenque Demetri, quamquam et ipsa
Pompei credita est, Hipparchum M. Antoni, Menam et Menecraten Sexti
Pompei aliosque deinceps, quos enumerare iam non est, sanguine Quiritium
et proscriptionum licentia ditatos.

Ja, darin besteht das Erkennungszeichen der Sklavenscharen, als Strafe fur

778 ¢ From the period 80-30 B.C.

779 " "Catasta." A raised platform of wood on which the slaves were exposed for sale.
780 ¥ "Rectorem." For an explanation of this allusion, see xxviii. c. 14.

781 ? A native of Gadara in Syria, according to Josephus. Seneca speaks of him as be-
ing more wealthy than his master.

782 " Demetrius of Gadara whose native city, destroyed by the Jews, was rebuilt by
Pompey at Demetrius' request.

783 " Or Menodorus, who deserted Sextus Pompeius and went over to Octavianus.
784 ¢ Admiral of Sextus Pompeius c. 40 B.C. He deserted twice to Octavian. Hippar-
chus likewise deserted to Octavian. Menecrates killed himself after ill success under Menas
against Octavian's fleet, 38 B.C.

785 "' Who remained faithful to Pompeius, and died in his cause.

786 " Especially Chrysogonus and perhaps Hipparchus.

787 " By Sulla in 82 and by Antony, Octavian, Lepidus in 43 B.C.
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tibermifiges (einstiges) Glick. Und doch haben wir manche so sehr an
der Macht gesehen, dass ihnen der Senat auf Veranlassung Agrippinas’™ 2,
der Gattin des Kaisers Claudius’7, sogar die Ehrenzeichen von Pritoren
zugestand, und wir fast noch hitten bezeugen missen, dass man sie mit
lorbeergeschmiickten Rutenbiindeln nach dort zurtickschickt, wo sie mit

kreidemarkierten Fiifen herkamen”*™,

201 hoc est insigne venaliciis gregibus obprobriumque insolentis fortunae.
quos et nos adeo potiri rerum vidimus, ut praetoria quoque ornamenta de-
cerni a senatu iubente Agrippina Claudi Caesaris videremus tantumque non
cum laureatis fascibus remitti illo, unde cretatis pedibus advenissent.

59-FERDFE AUS GALATA. KIUPEISCHE ERDE. BALEARISCHE
ERDE. FBUSITANISCHE ERDE. 4 HEILMITTEL DARAUS. terra ex
Galata.
terra Clupea. terra Baliarica. terra Ebusitana. med. ex iis IIII

Des weiteren gibt es noch Erdarten mit besonderen Eigenschaften, tiber die
wir bereits spmchenm_1 (I, 78; V, 42), deren Natur an dieser Stelle aber
nochmals angefiihrt sei: die Erde von der Insel Galata und aus der Gegend
Clupeas in Africa totet Skorpione, die von den Balearischen Inseln und von
Ebusos Schlangen.

lix 202 Praeterea sunt genera terrae proprietatis suae, de quibus iam dixi-
mus, sed et hoc loco reddenda natura: ex Galata insula et circa Clupeam Af-
ricae scorpiones necat, Baliaris et Ebusitana serpentes.

NOTE ON THE PAINTERS NAMED ARISTIDES.

It would appear that an elder Aristides (XXXV. 75,108, 111, and 122 ? --
the statuary of XXXIV. 50 and 72 may be the same) had as pupils his sons
Nicoraachus (XXXV. 108, 109), Niceros (111) and Ariston 110, 111), and

788 " He is probably speaking in reference to her paramour, the freedman Pallas. See
xxxiii. c. 47.

789 ! She married Claudius in A.D. 49.

790 " See §199.

791 ' As to the earths of Galata and Clypea, see v. c. 7. The others are mentioned in ii.
c. 11.
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two others (not sons), namely Euphranor (111, 128) and Antorides (111).

Note however that the reading Aristidis in XXXV. 108 is uncertain and that
Nicomachus is not mentioned in 111. Nicomachus had a son and pupil the
younger Aristides (A. of Thebes 98-100, 110) who was thus grandson of A.
the elder. The younger is named also in XXXV. 24, and VII. 126. Pliny shows

some confusion of the two.
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Insgesamt 956 Heilmittel oder Geschichten oder Beobachtungen.
Summa: medicinae et historiae et observationes DCCCCLVI

ZITIERTE AUTOREN - EX AUCTORIBUS: Messala der Redner,
Messala oratore.”””” Messala der Altere, Messala sene.”””” Fenestella”**.
Atticus™”. M. Varro”**. Verrius”’”. Cornelius Nepos”**.

792 ? See end of ix: M. Valerius Messala Corvinus. He was born at Rome, B.C. 59.
He joined the party of Cassius against Antony and Augustus, which last he defeated at the
battle of Philippi. He afterwards served under Antony, and then Augustus; the centre of
whose fleet he commanded at Actium. About two years before his death, which happened
in the middle of the reign of Augustus, his memory failed him, and he was often unable to
recollect his own name. He wrote a history, or rather, commentaries on the Civil wars after
the death of Caesar, and towards the close of his life composed a genealogical work "On the
Families of Rome." He also wrote poems of a satirical, and sometimes licentious character;
and works on grammar, the titles of only two of which have come down to us. He was espe-
cially famous for his eloquence.

793 * See end of xxxiv: A different person from the Messala mentioned at the end of
B. ix. He is mentioned in B. xxxiii. c. 14, B. xxxv. c. 2, and in Chapter 38 of this Book; but
nothing further seems to be known of him.

794 *See end of viii: A Roman historian, who flourished in the reign of Augustus, and
died A. D. 21, in the seventieth year of his age. His great work was called "Annales," and
extended to at least twenty-two books, and seems to have contained much minute, though
not always accurate, information with regard to the internal affairs of the city; only a few
fragments remain, which bear reference to events subsequent to the Carthaginian wars. He
is also thought to have written a work called "Epitoma." A treatise was published at Vienna,
in 1510, in two Books, "On the Priesthood and Magistracy of Rome," under the name of
Fenestella; but it is in reality the composition of Andrea Domenico Fiocchi, a Florentine
jurist of the fourteenth century.

795 * See end of vii. and xiv: He was a contemporary of Celsus and Columella, the lat-
ter of whom states that he wrote a work on a peculiar method of cultivating the vine. See
also B. xvii. c. 18.

796 ® See end of ii: Marcus Terentius Varro. He was born B.C. 116, espoused the cause
of Pompey against Caesar, and served as his lieutenant in Spain. He afterwards became rec-
onciled to Caesar, and died in the year B.C. 26. He is said to have written 500 volumes, but
nearly all his works are lost (destroyed, it is said, by order of Pope Gregory VIL.). His only
remains are a Treatise on Agriculture, a Treatise on the Latin Tongue, and the fragments of
a work called Analogia.

797 " See end of ii: A distinguished grammarian of the latter part of the first century
B.C. He was entrusted by Augustus with the education of his grandsons Caius and Lucius
Caesar. He died at an advanced age in the reign of Tiberius. He wrote upon antiquities, his-
tory, and philosophy: among his numerous works a History of the Etruscans is mentioned,
also a treatise on Orthography. Pliny quotes him very frequently.

798 ¥ See end of ii: He was the intimate friend of Cicero, and wrote Chronicles or
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799-9 . 800-10 . 801-11 e . 802-12 .

Deculo”” . Mucianus . Melissus . Vitruvius . Cassius Severus
803-13 . . 804-14

Longulanus™ . Fabius Vestalis™ .

ZITIERTE AUSLANDER: die iiber Malerei schrieben,
EXTERNIS: Qui de pictura scripserunt:

Pasiteles® . Apelles®'°. Melanthius®"". Asclepiodorus®® . Euphra-
nor™” ", Heliodorus, der iiber die Votivopfer der Athener schrieb®*?’. Me-

Annals, in three books, a Life of Cicero, and some other historical works. A work still
exists, called "Lives of Eminent Commanders," which is ascribed sometimes to him and
sometimes to one Aemilius Probus, a writer of the reign of Theodosius. The latter probably

abridged the original work of Nepos.

799 ? See end of x: Nothing is known of this writer; indeed, the correct reading is a
matter of doubt.
800 19See end of ii: Marcus Licinius Crassus Mucianus. He was instrumental in raising

the Emperor Vespasian to the throne, and was Consul in the years A.D. 52,70, and 74. He
published three Books of Epistles, and a History in eleven Books, which appears to have
treated chiefly of Eastern affairs.

801 " See end of vii: C. Maecenas Melissus, a native of Spoletum. He was of free birth,
but exposed in his infancy, and presented to be reared by Maecenas. He was afterwards
manumitted, and obtained the favour of Augustus, who employed him to arrange the library
in the portico of Octavia. At an advanced age he commenced the composition of a collection
of jokes and bon-mots. He also wrote plays of a novel character, which he styled "Trabeatz."
802 " See end of xvi: M. Vitruvius Pollo, an eminent architect, employed by Augustus.
His valuable work on architecture is still extant.

803 “ A native of Longula in Latium. Though of dissolute character, he was famous
as an orator and satirical writer. It was he who accused Nonius Asprenas of poisoning, as
mentioned in Chapter 46 of this Book. He died in exile at the island of Seriphos, about A.D.
33. His works were at first proscribed, but were afterwards permitted by Caligula to be read.
804 " See end of vii: Nothing whatever is known relative to this author.

805 ¥ See end of xxxiii: A statuary, sculptor, and chaser in silver, who flourished at
Rome about B.C. 60. He was a native of Magna Graecia, in the south of Italy. He is not only
mentioned in Chapter 55 of the present Book, but also in B. xxxv. c. 45, as an artist of the
highest distinction. His narrow escape from a panther, while copying from nature, is men-
tioned in B. xxxvi. c. 4. His five Books on the most celebrated works of sculpture and chasing
were looked upon as a high authority in art. He was also the head of a school of artists.
806 ' The painter, mentioned at great length in Chapter 36 of this Book, and else-
where.

807 " A painter of Sicyon, mentioned in Chapters 32 and 36 of this Book.

808 18 Probably the painter of that name, mentioned in Chapter 36 of this Book.

809 " The artist mentioned in B. xxxiv. c. 19, and in Chapter 40 of the present Book.
810 * See end of xxxiii: An Athenian writer, surnamed "Periegetes." The work here
mentioned, is alluded to by other writers under different names. From a passage in Ath-
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trodorus, der tiber Architektur schrieb®' . Demokrit®***. Theophrast®* ™,

Apion814'24, der Grammatiker. Die alle iber Heilmittel aus Metallen schrie-

ben. Nymphodorus®” ™. Tollas®**. Apollodorus®’?". Andreas”*?. Hera-

819-29 823-33

. . 820-30 821-31 . 822-32 . .
clides . Diagoras .Botrys . Archidemus . Dionysius

enacus, he is supposed to have lived after the time of Antiochus Epiphanes.

811 ! Possibly the painter of that name, mentioned in Chapter 40 of this Book.

812 2 See end of ii: Born at Abdera in Thrace, about B.C. 460. He was one of the
founders of the atomic theory, and looked upon peace of mind as the summum bonum of
mortals. He wrote works on the nature and organization of the world, on physics, on conta-
gious maladies, on the chameleon, and on other subjects.

813 » See end of iii: Of Eresus in Lesbos; the favourite disciple of Aristotle, and des-
ignated by him as his successor in the presidency of the Lyceum. He composed more than
200 works on various subjects, of which only a very few survive.

814 ** See end of xxx: A native of Qasis in Egypt, who taught rhetoric at Rome in the
reigns of Tiberius and Claudius. Some curious particulars are given respecting him in c. 6
of the present Book. His ostentation, vanity, and insolent pretensions fully merited the title
"Cymbalum mundi," which Tiberius bestowed on him. He was a man, however, of consider-
able learning and great eloquence, and was distinguished for his hatred to the Jews. Of his

numerous works only some fragments remain.

815 » See end of iii: Of Syracus; an historian probably of the time of Philip and Alex-
ander. He was the author of a Periplus of Asia, and an account of Sicily and Sardinia. From
his stories in the last he obtained the name of "Thaumatographus "or "writer of wonders."
816 % See end of xii: Or Iilaus, a native of Bithynia, who wrote a work on Materia
Medica. He was probably a contemporary of Heraclides of Tarentum, in the third century
B.C.

817 7 See end of iv., viii., xi., and xx. : Probably Apollodorus of Artemita, in Mesopota-
mia. It is probably to him that a Treatise on Islands and Cities has been ascribed by Tzetzes,
as also a History of the Parthians, and a History of Pontus.

818 % See end of xx: It is probable that there were several Greek physicians of this
name; but the only one of whom anything certain is known is the physician to Ptolemy
Philopater, king of Egypt, in whose tent he was killed by Theodotus, the Atolian, B.C. 217.
He was probably the first writer on hydrophobia. Eratosthenes is said to have accused him
of plagiarism.

819 * See end of iv. and xii. Of Heracla, in Pontus. He was a pupil of Plato, and, after
him, of Aristotle. His works upon philosophy, history, mathematics, and other subjects, were
very numerous; but, unfortunately, they are nearly all of them lost. He wrote a Treatise upon
Islands, and another upon the Origin of Cities.

820 ** See end of xii: Nothing is known of him.

821 *' See end of xiii: One of his prescriptions is preserved in the works of Galen.
Nothing else is known of him.

822 % See end of xii: Nothing is known of him; but it has been suggested that he may
have been the author of a few fragments on veterinary surgery which still exist.

823 % See end of xii: There were many physicians and surgeons of this name, but
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. 824-34 825-35 . 1. 82636 827-37
Aristogenes . Democles . Mnesides . Xenocrates , der Sohn

828-38
von Zeno. Theomnestus .

skeksk

Summa: medicinae et historiae et observationes DCCCCLVI

EX AUCTORIBUS: Messala oratore. Messala sene. Fenestella. Attico.
M. Varrone. Verrio. Nepote Cornelio. Deculone. Muciano. Melisso. Vitru-
vio. Cassio Severo. Longulano. Fabio Vestale.

EXTERNIS: Qui de pictura scripserunt: Pasitele. Apelle. Melanthio. Ascle-
piodoro. Euphranore. Heliodoro qui anathemata Atheniensium scripsit.
Metrodoro qui de architectonice scripsit. Democrito. Theophrasto. Apio-
ne grammatico. Qui de metallica medicina scripserunt: Nymphodoro. Iol-
la. Apollodoro. Andrea. Heraclide. Diagora. Botrye. Arcehedmo. Dionysio.

Aristogene. Democle. Mneside. Xenocrate Zenonis. Theomnesto.

probably Dionysius of Samos is meant, or else Sallustius Dionysius, quoted by Pliny, B.
xxxii. c. 26.

824 ** See end of xxix: There were two Greek physicians of this name, one of whom
was a native of Thasos, and wrote several medical works. The other was a native of Cnidos,
and, according to Suidas, a slave of the philosopher Chrysippus. Galen, however, says that
he was a pupil of the physician of that name, and afterwards became physician to Antigonus
Gonatas, king of Macedonia, B.C. 283--239. Hardouin is of opinion that the two physicians
were one and the same person.

825 * See end of xii: An ancient Greek historian, mentioned also by Strabo; but no
further particulars are known of him.

826 % See end of xii: Nothing is known relative to this writer.

827 % See end of xxxiii: A different person, most probably, from the writer of Pliny's
age, mentioned in B.xxxvii. ¢. 2. The Xenocrates here mentioned is probably the same person
that is spoken of in xxxv. c. 36, a statuary of the school of Lysippus, and the pupil either of
Tsicrates or of Euthycrates, who flourished about B.C. 260.

828 % See end of xxxiii: There were two artists of this name, prior to the time of Pliny;
a sculptor, mentioned by him in B. xxxiv. c. 19, and a painter, contemporary with Apelles,
mentioned in B. xxxv. c. 36. It is impossible to say which of them, if either, is here meant.
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Anhang 1

Die vorliegende Plinius-Ubersetzung betreffende Passagen aus
,oieben Tage Eifersucht*

_1-
(Aus Kapitel I1-2)

Hamburg-Wandsbek, 14 / 11 / 2006
Lieber Durs --

Vielen Dank fiir Deinen lieben Brief, der mich - wies so kommt - auf einer Inten-
sivstation erreichte, zu welcher sich mein, nun ja, zermahlenes Herz Gottlob noch
rechtzeitig geschleppt hatte. Na, ihm wurde in den letzten Jahren wohl wirklich ein
wenig viel zugemutet. Aber nun schligts offenbar wieder einigermafien. Und im-
merhin konnte ich mir, in dieser Erholungswoche, endlich mal die ,Lehrjahre des
W. M.“ zu Gemiite fihren, wobei ich allerdings 6fter Angst bekam, mich totlachen
zu missen. Insofern trifft Deine butterzarte Proserpina-Anspielung einen fir die
Unterwelt grad wieder empfindlich Gewordenen. Und nun, hér zu, am gleichen
Tag, an dem ich Deinen Brief auf jener I.-St. in Hinden hielt, las ich in Wilhelm
Meister folgende Passage [W. M. L.]J. -1 - Kap. 12, ziemlich zu Anfang]:

SINLT Lrdumte, ... , ich befiande mich, entfernt von dir, in einer unbekannten Ge-
gend; aber dein Bild schwebte mir vor; ich sah dich auf einem schonen Hiigel, die
Sonne beschien den ganzen Platz; wie reizend kamst du mir vor! Aber es wihr-

te nicht lange, so sah ich dein Bild hinuntergleiten, immer hinuntergleiten; ich
streckte die Arme nach dir aus, sie reichten nicht durch die Ferne. Immer sank
dein Bild und néberte sich einem groffen See, der am FufS des Hiigels weit ausge-
breitet lag, eher ein Sumpf als ein See. Auf einmal gab dir ein Mann die Hand;
er schien dich hinauffiibren zu wollen, aber leitete dich seitwdirts und schien dich
nach sich zu ziehen. Ich rief, da ich dich nicht erreichen konnte, und hoffte dich
zu warnen. Wollte ich gehen, so schien der Boden mich festzubalten; konnte ich
gehen, so hinderte mich das Wasser, und sogar mein Schreien erstickte in der be-
klemmten Brust...“

-- Na schoén, dies scheint mir von einer Entfithrung der Proserpina zu sprechen,
aus der Perspektive einer diese bezeugenden Nymphe. Und die Lehrjahre soll G. ja
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geschrieben haben, als er seine Liaison mit Madame Schroter hatte, zur Zeit seines

unvollendeten P-Projektes.

Nein, die Kamera ist nicht an den Nagel gehingt: letzten April wollte ich eigent-
lich Dein Syrakus-Gedicht verfilmen, aber dann kam Argentinien in die Quere; es
folgte eine ,Hommage an Ludwig van Betthoven®, 73 Minuten, die grade in Wien
Premiere hatte. Andererseits wird mir Proserpina (s. 0.) immer mulmiger, ich hitt,
glaub ich gern mehr liebe Oberfliche, mehr Fanum Fortuna.

Ich umarme Dich herzlichst (und lieben Grufd an Eva) - Dein C.

P.S.: HH-Rahlstedt
20/11/ 2006

Ich wollte den Brief nicht abschicken, bevor ich aus dem Krankenhaus

kam, was nun geschehen ist. Inzwischen sind auch die ,Wanderjahre“ gelesen: mei-
ne Giite! Geht’s iberhaupt noch priziser? Aber: Herrje: als Lebensziel der Erwerb
der Fihigkeiten eines Wundarztes, mit denen man einen Ertrunkenen zum genau

richtigen Zeitpunkt zur Ader lassen kann!

Mehr gibt unsere gerihmte Menschen-Weisheit wohl nicht her. - - - Danach noch
Th. Mann: ,Lotte in Weimar®, briillendes Gelichter, mit erneut Angst, sich totzu-
lachen. Gestern deshalb (nach Abschluss der Lektiire) nochmal Notaufnahme im
Krankenhaus. Aber grundlose Angst! Die Herzwerte waren bestens. Gelichter ist

vielleicht nicht gesund, aber zu schaden scheints auch nicht ...
Herzlichst - Dein C.

-9 -
(aus I11-2)

Hamburg, 19. 1. 2007
Lieber Durs,

endlich komme ich dazu, mich fiir Deinen lieben, aufmunternden Brief zu bedan-
ken. Bislang ging es nicht. Nicht weil die Zeit fehlte, davon hatte ich genug, aber es
fehlte wohl die Person, die Dir antworten konnte.

170



So eine Herzgeschichte fiihlt sich, wenn man sie tiberlebt, ja sonderbar harmlos an;
aber dann merkt man langsam, dass sie einen zwingt, seine sogenannte Personlich-
keit neu auszutarieren, wenn nicht sogar zu rekonstruieren. Wobei, in immer neuer
Form, tiglich die Frage entsteht: ,Wieviel von dem, was du warst, kannst du ri-
berretten? Natirlich geht es erst nur um Zigaretten, bessere Erndhrung, weniger
Stress, doch, spitestens in der REHA (prachtvolles Wort tibrigens, und wie es sich
ins Deutsche einschlich) und nach ein paar abgenommenen Kilos ddmmert einem,
dass man sich auf nichts mehr verlassen kann, was einen ausgemacht hat. Zumal die
Beflirchtung im Raum steht, bereits die gedankliche Konzentration, mit der man
seine Ziele anpeilte (beim Schreiben, beim Filmen), werde einen gefihrden. Was
einem der Korper, in seinem Auf und Ab von angstauslosend einen tUberfallender

Schwiche und wiedergewonnener Stirke tiglich bestitigt.

Ja, als ich deine Gedichte las, wollte ich gleich den Bayrischen Platz verfilmen. Am
nichsten Tag traute ich mir nicht einmal mehr zu, nach Berlin zu fahren. Auch das
Syrakus-Gedicht wartet ja noch auf seine Verfilmung, und Sizilien ist noch ferner.
Und als wer soll ich die Bilder machen? Als REHA-Kinstler? So wie es fast alle
anderen tun, in dieser REHA-Republik, in der kaum einer an seine Grenzen zu ge-
hen sich traut? Ja, in dieser REHA-Republik, zu der das Land nach 45 wurde, wor-
in man nur duflerst vorsichtig seine Meinung sagt, aus Angst, sonst vor Scham tot
umfallen zu miissen, in diesem LLand, das den fiirchterlichsten Herzinfarkt tiberlebt

hat, den man sich vorstellen kann.

Na schon, ich ubertreibe. Inzwischen hab ich mich etwas stabilisiert und an der
hiesigen Kunsthochschule sogar Vortrige gehalten, beim zweiten ging es (gestern)
zu meiner Uberraschung - auch dies eine Form von REHA - sogar ziemlich gut.
Was heifdt: Herzschlag danach bald wieder normal, keine Rhythmusstérungen. Be-
sonders die Rhythmusstérungen sind es, die jetzt irritieren, ich glaub ich hatte sie
ein Leben lang, wenn ich mich aufregte, sofort kam es zu biochemischer Depressi-
on. Jetzt aber (in genau diesem Moment): Puls 54, regelmifiig, trotz gedanklicher

Konzentration. Aber ich hor trotzdem lieber eine Weile auf.

--- Mittwoch, 24. 1.
... fast eine Woche spiter: ... noch immer bin ich in etwa der Mensch, der das Vori-
ge schrieb. Eine Art Stabilitit scheint Einkehr zu halten. Endlich. Am Wochenen-
de schiittelte ich kurz Dietmar Dath die Hand, der an der Kunsthochschule einen
kleinen Vortrag hielt, tiber eine US-Fernsehserie, von der ich noch nie gehért hatte,

~Buffy, die Vampirkillerin oder so dhnlich. Ein schriger, sehr netter Vogel, der seine
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enorm gerichtete Intelligenz gern ins Entlegene richtet. Erinnerte mich an mich
selbst, als ich um 1980 in Ziirich ein einwochiges Seminar mit dem Titel: ,, Wie ma-
che ich einen Science-Fiction Film& hielt. Ich glaub es gibt davon sogar ein vielviel-
stiindiges Video. Zeit also fiir neue Pline? Warum nicht! Am 11. Februar (Sonntag)
werde ich also versuchen, nach Berlin zu kommen, bei den Filmfestspielen gibt es
einen Empfang der Hamburger Filmférderung. Meinst du, wir kénnten uns sehen?
Denn ich méchte unser Projekt auf jeden Fall weiterfihren. Hittest du ein paar
Gedichte, die du flir meine Kamera lesen konntest? Vielleicht sollten wir so anfan-

gen. Ein kleines intimes Extra-Archiv kann ja nicht schaden.

Ah, grad ist Dein neuer Brief angekommen, der mich nach Dusseldorf einlddt.
Worin du fragst ob ich noch was im Schilde fiihre. Nein, eigentlich nicht. Der
FAZ-Aufsatz lag ein Jahr in der Redaktion, ohne dass sich wer meldete. Keine Ah-
nung, warum sie ihn nun drucken - wohl blof} Folge der allgemeinen Diirre. Klar
wiird ich gern was in Diisseldorf machen. Aber vor allem muss ich diesen Brief ab-

schicken, dieses zeitlupenhafte Reagieren ist ja unmenschlich-flirchterlich!

Dein Dich herzlich umarmender

Jawohl, ich hab all das tGberlebt. Na, Kunststiick. Ein grofieres Kunststiick
war, dass ich die Person tberlebte, die dieses Romangebirge zusammen-
schrieb. Ihr fihle ich mich noch weniger verbunden als diesem Carl. Nein,
jener Buchautor ist fiir mich nicht mehr zu fassen. Schon weil ich zu An-
strengungen wie seiner nicht linger fahig bin. Und er ist mir nicht sympa-
thisch. Sein betulicher Ehrgeiz, der systematische Fleif3, sie verstéren mich.
Dem fiihle ich mich nicht verbunden. Seinen Ehrgeiz find ich nun ebenso
licherlich, wie seine umstindlich auctoriale Selbstgefilligkeit, mit der er aus
dem Trivialen Giltigkeit zu saugen versucht. Um in betulichen Satzfolgen
dann zu tun, als sei man einer gewissen Stabilitit nahegekommen. Dazu fin-
de ich keinen Zugang. Heutzutage ist solche Stabilitdt nicht mehr zu haben.
Stattdessen habe ich DSL. Wollen Sie wissen, wie ich (aufler mit Lesen)
die Zeit verbringe? Ich hab den kompletten Plinius aus dem Netz runter-
geladen, alle 37 Binde, absatzweise in Bruchstiicken. Weil mich seit Jahren
drgerte, dass jeder der 37 Binde der deutschen Ubersetzung an die finfzig
Euro kostet. Nun hab ich auf meinen Rechnern eine 1855 angefertigte eng-
lische Ubersetzung. Und, von anderer Stelle, das lateinische Original.
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Insofern man - selbst bei der Teubnerausgabe Karl Mayhoffs - von Original
sprechen darf, nach allem, teils inkompetenten, Kopieren, das seit 2000 Jah-
ren anhilt. Woran immer wieder interpretiert und, je nach Wissensstand,
interpoliert ward, mehr noch geschludert. Eine ziemliche Arbeit tibrigens,
die von der sogenannten Geschichte da geleistet wurde. Angesichts derer
mein eigenes Kopieren ein Klacks ist. Obwohl auch das Wochen dauerte,
etwas ohne Phantasie. Bis ich doch anfing, einiges ins Deutsche zu tiberset-
zen. Ja: zu Ubersetzen, nicht nur zu Ubertragen. Natiirlich die Sachen iiber
Malerei und Kunst.

Das einzige was sich iiber die Meisterwerke antiken Malens erhalten hat.
Die Originale, auch alle Kopien, sind in Luft aufgel6st. Verhiltnisse wie bei
Borges. Unsere Antiken-Museen versammeln blof Arbeiten italienischer
Provinzkiinstler, die Serienproduktion routinierter Wanddekorateure, wo-
von der Vesuv (bei dessen Ausbruch Plinius ums Leben kam - auch das fast
eine Borges-Erfindung) einen Querschnitt konservierte. Bei dem das Ni-
veau der Flichenwirkung freilich verbliftt. Groflere Folgen als das erhal-
tene Bildwerk hatte fiir die Malerei der berithmte 35te Plinius-Band. Das
Werk, man muss es sich klarmachen, eines pedantischen Biirokraten ohne
Ansatz von Kunstgespiir, ohne jedwedes Gefiihl fiir kunstisthetische Dy-
namik, von einem, dessen Arbeitsantrieb laut eigenem Bekunden in Schlaf-
losigkeit bestand, in ndchtlich amoklaufendem rémischen Fleifs. Aber seine
plumpen Maleranekdoten, die kimmerlichen Bildbeschreibungen, sie er-
moglichten es den Renaissancemalern, den religiosen Raum zu verlassen.
Und, bedeutender noch fiir das Sich-Entwickeln der Kunst: sie erméglich-
ten es auch den Auftraggebern - Karl der Fiinfte genoss, sich wie Alexander
zu fihlen, wenn Tizian ihn portritierte. Ohne Plinius® Apelles-Anekdoten
keine Botticelli-Venus, ohne die iber Pausias und Glycera keine Flora. Die
entstehenden hofischen Pinakotheken orientierten sich an den romischen
Ausstellungs-Siulenhallen von Philippus und Pompeius. Auch der gewal-
tige Tiepolo - er malte, wie sich Apelles in Alexanders Geliebte Pancapse
verliebt - wollte die von Plinius tiberlieferte Welt mit Kraft wiederentste-
hen lassen. Selbst Delacroix‘ ,Massaker von Chios‘ profitiert noch von einer
seiner Beschreibungen, einer Szene mit einem Kind, das ,,nach der Einnah-
me einer Stadt zur Brust seiner an einer Wunde sterbenden Mutter kriecht, wo-
bei ,die Mutter dies fiiblt und fiirchtet, das Kind wiirde nach dem Versiegen der
Milch Blut saugen®.
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Uberhaupt die Antike. Das Netz offnet sie aufs Neue. Leider ist, wie schon
gesagt, vieles nur hippchenweise zu haben. Man muss ununterbrochen aus-
schneiden, kopieren und in eigene Dateien einfiigen, worin alles wieder
zusammenkommt. Dabei zahlreiche Fehler in den elektronischen Texten.
Zum Teil durch mechanisches Scannen entstanden, oder unkompeten-
te (vielleicht chinesische) Abtipper. Eine seltsame Welt, die oft verdrgert.
Zum Beispiel beim Perseus-Projekt der Tufts-Universitit. Eine phantasti-
sche Sammlung, mit zahllosen Links, die oft auf ein Dictionary aus dem 19.
Jahrhundert verweisen. Leider funktionierten sie haufig nicht. Doch wenn
sie es taten, landete man bei vorziiglichen Texten, z. T. auf dem Niveau des
Grofen Pauly-Wissowa. Etliche Links hakten jedoch oder meldeten sich
erst nach Minuten, als stinde der Server wegen Uberlastung vorm Zusam-
menbruch, ja, als sei er kurz vorm, ha, Herzinfarkt. Befand man sich erstmal
in dem Dictionary, gelangte man aber zuverldssig zum alphabetisch nich-
sten Eintrag. Und von dort wieder zum néchsten. Und so weiter. Aber war
nicht Wahnsinn, sich ein ganzes Lexikon Beitrag um Beitrag aus dem Netz
zu ziehen? Eins aus dem Jahre 1890?

Mag sein. Aber manche Beitrige waren recht ausfihrlich. Etwa tber das
romische Haus, antikes Geld, antike Malerei oder Bildhauerkunst, diver-
se Aspekte des antikes Rechts, antike Kalender. Eine Feier umfassend klas-
sischer Gelehrsamkeit, wie sie kaum noch feierbar ist. Da lohnte es sich.
Tatsdchlich verwies ein Algorithmus auf drei Dictionaries. Das Dictiona-
ry of Greek and Roman Antiquities (zwei Binde, London 1890, jeweils tiber
tausend, dicht zweispaltig bedruckte Seiten), das Dictionary of Greek and
Roman Mythology and Biography (London 1872, drei Binde von ebenfalls
jeweils mehr als tausend Seiten), sowie das Dictionary of Greek and Roman
Geography (London 1854 - also vor der Zeit Schliemanns, wieder drei Bin-
de engst bedrucktes Lexikonformat). Alle vom gleichen Herausgeber, Wi/-
liam Smith, der vorziigliche Autorenkollektive koordinierte. Das Beitrag um
Beitrag herunterzuladen und zu kopieren, war Irrsinn. Irrsinniger als die
einstige Herausgeberanstrengung, die etlichen Leuten Brot und Butter be-
scherte.

Ich begann mit dem Buchstaben A. Sehr ergiebig. Alexander, Apelles,

Aristoteles, Augustus, Augustinus, die wirklichen Groflen. Nach drei Ta-
gen war ich durch. Es ging besser, als gedacht. Als nichstes kam P dran,
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Perikles, Plato, Peisistratos, Parmenides, Praxiteles, Parrhasios, Pompeius,
Paulus, sehr interessant, wie sich die P-Charaktere von den A-Typen unter-
schieden. Aus sentimentalen Griinden (ich hatte vor Jahren einen Roman
iber einen gewissen Sulla geschrieben) arbeitete ich mich dann von hinten
durchs S. Auch S war interessant, viele Aufrithrer darunter, Aufmischer wie
Sappho, Sulla, Solon, Sokrates, Seneca, Sallust, Sabina Poppaea, Semira-
mis oder die Sassandiden. Mein Sohn machte sich inzwischen tiber das R
her, und ich traute mich sogar ans C heran, das mit dem K verkoppelt war,
Caesar, Cato, Caligula, Cicero, Caracalla, Catilina, Crassus, Celsus, Catull,
Cheops, Kassandra, Kleopatra, Klytemnestra, Konstantin, Kyros etc., offen-
bar bei weitem der dickste Eintrag.

Aber auch die Geographie war interessant. usw. usw. - Kurzum, jetzt, An-
fang April, habe ich Mythologie und Antiquititen komplett, und die Geo-
graphie etwa halb. Ein sehr interessantes Gefiihl, jeden einzelnen dieser
Eintrige - insgesamt wohl an die Hunderttausend - physisch berthrt zu
haben, nicht nur virtuell, sondern konkret, zumindest per Tastendruck an
der Maus. Man bekommt einen Eindruck, wieviel sich von der Antike er-
halten hat. Eine ungeheure Menge, wiirde ich sagen. Eine ungeheure Men-
ge an Errungenschaften und Eitelkeiten, eine Mischung von feinsinnigstem
Scharfsinn und Unfug. Wobei, selbst im Unfug, das Scharfsinnige tber-
wiegt. Ungeheurer Scharfsinn der Antike. Einer, der erst im siebzehnten
Jahrhundert wieder erreicht wurde, z. T. erst im neunzehnten. Und ein, wie
im Fall Plinius, ungeheurer Fleifs. Nun durch das Netz unwiderruflich ver-
ewigt. Sehr interessant. Ein Sieg der Schrift Gber das Bild. Ein Sieg der
Schrift Gber den Untergang einer Welt.

Sobald ich DSL hatte, haben sich die Computerassistenten, die bei der Her-
ausgabe meiner Comédie behilflich waren, aus dem Staub gemacht. Mein
Herzinfarkt hat sie wohl verstort. Offenbar waren sie sich zu schade, ei-
nen schmutzigen Trojaner auf den Servern der Tufts-Universitit zu hin-
terlassen, der mir die Drecksarbeit des Kopierens abgenommen hitte. In
ihrem aufgeblasenen Herausgeberstolz wollen sie sich nicht mehr die Hin-
de schmutzig machen. Stattdessen treiben sie sich nun im Netz herum, wo
es mehr zu sichten gibt, als auf meinen Festplatten. Vertibeln kann ich es
ihnen kaum. Und sie haben mich lingst gelangweilt. Computerintelligenz
eben. Noch banaler als der selbstgefillige 1998-ger Ich-Erzihler, dem die-

ser Roman seine umstindlichen Erzihlwindungen verdankt. Und sein viel
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zu langatmiges Wort-Fleisch.

Ja, ich habe all das tberlebt. Ich war sogar in Berlin, um, parallel zu den
Filmfestspielen, Bild- und Tonaufnahmen von Durs und einigen seiner Ge-
dichte zu machen. Am nichsten Abend lud er mich in seine Wohnung zu
einem Essen mit Imre Kertesz ein (dessen ,,Roman eines Schicksallosen” ich
grad im Krankenhaus las, ein Freund hatte ihn mit Genesungswiinschen
geschickt), auch Magnus Enzensberger (wie sich herausstellte ein Samm-
ler klassisch-niederlindischer Malerei) war anwesend, nebst Gattin. Ein
grundweg heiterer Abend, entspannt, voller geballter, sich bescheidenst zu-
ricknehmender Intelligenz, bei dem jeder glinzende Figur machte. Erst-
mals seit drei Monaten ein Stiick Fleisch. Und in klassisch-romischer Art
verdinnter Rotwein ... um halb eins mulmige Gefiihle, die auch mehre-
re Badbesuche nicht zu verdringen wussten. Uberstiirzter Abschied, weil
ich nicht von hier in die Notaufnahme eingeliefert werden wollte und den
Abend verderben. Im Auto allmihlich Beruhigung. Aber noch in meinem
Zimmer in der Martin-Luther-Strafle Ruhepuls tber siebzig. Ein neuer
Herzinfarkt?

Am nichsten Morgen weitere Beruhigung. Vierzehn Tage spiter ertrug ich
sogar den Geburtstag meines Vaters, der finf Jahre dlter als Kertesz und
Enzensberger ist: Puls dort wieder vollkommen normal.

(aus Kapitel IV-2)

Ich muss noch einmal unterbrechen. Ja, ich tbersetze jetzt Plinius. Plini-
us, Plinius, Plinius. Mit William Smith‘s diversen Dictionaries im Riicken.
Und der englischen Ubersetzung von 1855 als Richtschnur. In diesen Dic-
tionaries erscheint eine erstaunliche Zahl von Kiinstlern, meist Bildhauer,
Gemmenschneider und Silberschmiede, weil sie eine Signatur in ihre Wer-
ke geschnitten haben. Maler tauchen weit seltener auf. Uber die Mehrzahl
der Kiinstler berichtet indes blof ein einziger Satz, weniger noch als bei
Arzten. Erstaunlich iibrigens die Anzahl der tiberlieferten Arzte, in die-
sem Dictionary of Biographies sind es Tausende, beim Leistungsstand anti-
ker Medizin kommt einem das ungerecht vor. Ausfiihrlicheres tiber Malerei
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verdankt man allein Plinius. Und ein bisschen wohl noch Pausanias, dessen
kunsthistorisches Vorgehen indes noch konfuser war. Sehr seltsam, was die
Maler-Welt Plinius verdankt. Und den Generationen von Bibliothekaren,
die dessen Werk, wie erwihnt grofiteils inkompetent, bewahrten. Nur wenn
man den Wahrnehmungshorizont von Plinius durchbrach - oft nur weil
ein Militdr ein griechisches Kunstwerk geraubt und nach Rom verschleppt
hatte -, blieb der Kiinstlername erhalten. Das stimmt melancholisch, wenn
man die Kunst ernst nehmen will - wie es jener Ich-Erzidhler tut, der un-
seren Carl offenbar als Muster-Kiinstler vorzufithren gedachte. An solcher
Ernsthaftigkeit habe ich keinerlei Anteil mehr. Sie interessiert mich nicht
linger. Solchen Ernst werd ich nie wieder entwickeln. Ha, nun kling ich
schon fast wie Plinius: ,,Doch zuerst behandeln wir, was tiber die Malerei zu
sagen bleibt, einst eine beriihmte Kunst - damals, als nach ibhr Konige und Volker
noch fragten -, die auch die anderen adelte, die sie der Nachwelt zu iiberliefern
Siir wiirdig hielten; jetzt aber ganzlich von Marmorarbeiten, ja selbst vom Golde
verdringt...“ Plinius hitte sich gewundert, wenn er etwas vom Wiederauf-
stieg der Malerei mitbekommen hitte.

Und schon gar nicht kénnte ich noch einmal jener Carl werden. Schon beim
Wort Sexualitit gerate ich ndmlich neuerdings in Panik. Oder besser gesagt:
es langweilt mich auf eine Weise, die ich kaum zu glauben vermag. So weit
war der Icherzihler des hier locker Versammelten noch nicht. IThm gefiel das
Schlipfrige so sehr, dass er sich grofite Mihe gab, es interessant werden zu
lassen. Dartiber bin ich, wie gesagt, endlich hinaus. Wobei ich dem Sexuel-
len vielleicht blof$ iibel nehme, dass es mich nicht vor einem frithen Herz-
infarkt bewahrte. Oder versetzt mich der tiglich nétige Medikamentenmix
nun in stindigen Tran, worin alles AufRere gleichgiiltig wird? In letzter Zeit
denke ich oft an ein Gesprich mit dem hier mehrfach zu Wort kommen-
den Dieter, den eine furchterliche Krankheit zwang, noch grauenhaftere
Medikamente einnehmen als ich es jetzt tun muss. ,Ich glaube nicht mehr
an die Psychoanalyse®, erklirte er plotzlich: ,bei einer bestimmte Medika-
ment-Kombination will ich z. B. den ganzen Tag ficken, bei einer anderen
denke ich nie an sowas.“ Dies war das letzte Gesprich, das wir in so direkter
Offenheit fithrten. Infolge seiner Krankheit entfernten wir uns voneinander,
der Umgang mit dem nahenden Tod will gelernt sein. Meine Frau ist von
meinem Phlegma zwar nicht amisiert, aber ich merke, dass ihre Putzfrau
ihr wichtiger ist. Und natiirlich die Zukunft der Kinder. Der Untergang der

Kunst, den jener Ich-Erzihler so befiirchtete, lisst sie kalt. Auch mich reizt
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er nur noch zum Gihnen. 1978, selbst 1998 mochte es so ausgesehen ha-
ben. Aber inzwischen bliht die Kunst mehr als zuvor, sie erreicht romische
Preise. Ob sie in tausend Jahren noch lexikonwiirdig sein wird, bleibt wohl
die Frage. Ja, wir haben wieder rémische Verhiltnisse, wo viele Kunstwer-
ke ein Vermogen wert wurden und man sie den Kunstlern aus den Hinden
riss, wenn sie einem gewissen Mindestgeschmack geniigten, na schon. Das
wollte hinaus. Jetzt geb ich Ruhe. Warum soll ich mich dariiber aufregen,
dass ich mir einst Sorgen um die Zukunft der Kunst machte. Denn nicht
nur Irren ist menschlich, sich Sorgen ist es um vieles mehr.

-4 -
(aus Kapitel IV-6)

-- Dienstag, 17. 4. 2007
... vorgestern Szintigraphie-Messungen am Herzen unter Belastung. In letzter Zeit
hatte ich Lungenschmerzen, wenn ich mich anstrengte. Zunichst nur beim zeit-
lupenhaften Joggen, dann auch bei Radfahren mit Gegenwind oder etwas bergauf.
Nicht genug Luft. Nun niichternes Medizin-Rad-Fahren. Langsam steigern auf
200 Watt, im Moment der Hochstbelastung (2 Minuten) Injektion einer radioak-
tiven Substanz. Anschlieffend soll man fett frithstiicken und kriftig herumgehen.
Ein halbe Stunde spiter dann, auf dem Bauch, 20 Minuten in einer dieser moder-
nen Maschinen, deren Wirkungsweise ich als einstiger Physiker vermutlich begrei-
fen kénnte, was ich aber nicht will. Denn meine knackenden Bandscheiben machen
mir Kummer. Danach Befund: Die Herzhinterwand ist vernarbt. Das Herz arbeitet
nur zu funfzig Prozent. Ein Wunder, dass ich tiberhaupt 200 Watt Leistung hinbe-
kam, aber das passiert manchmal bei einstigen Leichtathleten. Unklarheit dariber,
ob ich inzwischen einen neuen Herzinfarkt hatte oder ob nur das Resultat des er-
sten sichtbar ist. Und ob ich erneut operiert werden muss. Das soll erst nichsten
Dienstag entschieden werden, dann wollen sie das gleiche ohne Belastung wieder-
holen. Bisher gilt nur als festgestellt, dass die Herzhinterwand bei Belastung nicht
durchblutet ist. Nun soll das also auch ohne Belastung bewiesen werden. Seltsame
Logik, gegen die ich mich aber nicht strdube. Denn es bleibt noch das Problem mit
der Lunge.

Denn wegen der Atembeschwerden wurde nun noch die Lunge gerdntgt (interes-
santes Wort, eins mit ,,tgt“). Das ist bisher versiumt worden, auch damals im Kran-
kenhaus. Na, rontgen ist fiir die Bandscheiben ein Kinderspiel. - ,JHHm®, macht die
Assistentin danach: ,,... Sie sind fertig ... Aber ... Ja, ich mochte, dass sich der
Arzt das noch anguckt. Warten Sie bitte draufien, Sie werden aufgerufen.” - Also
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Warten in einer Wartehalle, wobei ich plétzlich an Kertesz denken muss, der in sei-
nem Buch auch zahlreiche Wartesituationen beschrieb. In denen jederzeit ein To-
desurteil méglich war. Mein Gott, jetzt noch Lungenkrebs. Der Herzinfarkt war
mir lieber. Damit konnte man leben. Und sogar Plinius tbersetzen. Auflerst in-
teressant waren die Passagen tber die sogenannte Enkaustik, eine Kunstform, von
der man seither nichts mehr hoérte, von der Plinius aber behauptete, seinerzeit habe
sie den Rang der Malerei gehabt. Offenbar ging es um heify ausgefiihrte Wachs-
malereien, die zu perfekt lackierten Oberflichen fithren, z.T. auf Elfenbein (dass
die Enkaustik auch bei Schiffsanstrichen eine Rolle spielte, macht es geheimnis-
voll), die man heute wohl als Kunstgewerbe abtun wiirde. Nun ist weder etwas da-
von erhalten, noch wird dieses Handwerk wieder ausgetibt. Insofern, daher wohl
mein Interesse, dhnelt dies der Situation bei der Mehrzahl der sogenannten Film-
oder Videokunstwerke, von denen im vorliegenden Buch 6fter die Rede ist. Da ist
es bereits nach vierzig Jahren so weit, dass man, obwohl es auch hier eine richtige

Kiinstlergenealogie gibt, oft nur noch verbal etwas davon erfahren kann.

Aber die Sorge bleibt. Meine Frau wieder irritiert, als ich von dem Befund erzihle.
Fiir sie ist das ganze ja viel schlimmer. In meinem Zimmer zuriick zu Plinius. Pl6tz-
liche Entscheidung, die nun tbersetzten Teile von Plinius einfach an den Schluss
dieses Buches zu setzen. Als kronenden Abschluss. Um zu zeigen, auf welchem
Terrain man sich als junger Mensch da bewegt hat, ohne es zu wissen. Ja, ohne zu
wissen, worum es in der Kunst eigentlich geht. Na, irgendwie wusste man es doch.
Und um zu zeigen, was von einer Bliitezeit tbrig bleibt. Oder von einer ganzen
Kunstform wie der Enkaustik. Die Ausfithrung des Plans ist kein Problem. Beide
Dateien 6fInen, den Plinius markieren, ausschneiden, kopieren, an den Schluss set-
zen, Klick, klick, klick.

-- Mittwoch, 18. 4. 2007
den ganzen Tag Herzschmerzen. Das Radfahren eine Katastrophe, auch dabei die
ganze Zeit Schmerzen, nicht nur bergauf oder bei Gegenwind. Zu wissen, dass es
nicht die Lunge ist, ist kein Trost. Depression nimmt tiberhand. Weiter Arbeit am
Plinius, meine Frau ist dartiber erbost. Ich wiirde meine Gesundheit ruinieren, weil
ich permanent am Notebook hinge. Sie hat ja Recht. Aber jetzt will ich das fertig-

bringen.

Ich merke allerdings, dass der Plinius an einigen Stellen ritselhaft und nicht ein-
deutig Ubersetzbar ist. Jede Eindeutigkeit wire Verfilschung. Das misste man
kommentieren. Ich entschliefe mich, die Fufinoten der englischen Ausgabe von

1855 in meine deutsche Ubersetzung einzusetzen, auf ihnen ist kein copyright. Und
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sie sind noch immer besser, als was ich selber zustande brichte. Zum Teil sind sie
sogar besser als die der deutschen Ausgabe von 1970, an der ich die Qualitidt mei-
ner eigenen Arbeit messen muss. Na ja, besser zu sein als die ist iiber weite Strecken

sonderbarerweise kein Kunststiick.

Am spiten Nachmittag, mehr noch am Abend, Ubelkeit. Vielleicht ist was von
der radioaktiven Substanz im Kérper tbrig geblieben. Herzschmerzen. Lungen-
schmerzen. Die Durchblutung von Hinden und Fiflen schlecht. Eigentlich al-
le Symptome, um sich einliefern zu lassen. Andererseits, die letzte Woche: Jeden
Tag zehn Stunden in gekrimmter Haltung am Rechner. Beim Runterladen, beim
Ubersetzen. Blof weil man sich was beweisen will. Verspannungen allerorten. Und
bei einer tberflissigen Krankenhauseinlieferung kommt man sich licherlich vor,

das weif ich nun aus Erfahrung.

Vor dem Schlafengehen setze ich hinter den Plinius noch den Handbuchartikel
tber Malerei aus dem ,,Dictionary of Greek and Roman Antiguities“. Hat man was
aus der sogenannten ,public domain® auf dem Rechner, soll mans auch nutzen. Dar-
in werden die Schwierigkeiten der Plinius-Ubersetzung in aller Ausfiihrlichkeit
erortert. Seinerzeit geschrieben von einem niederrangigen Mitarbeiter des British
Museums. Die Mitarbeiter heutiger Museen, da kenne ich mich aus, kénnten so-
was nicht mehr. Es fehlt die Tiefe des Wissens, die Bildung, die Breite. Es fehlt der
Glauben. Es fehlt der Fleif. Ungeheurer Gelehrtenfleifd im 19. Jahrhundert. Konn-
te sich fast am rémischen messen. Das bringt man heute nicht mehr.

-- Donnerstag, 19. April 2007
heute Morgen gehts besser. Um sieben aufgewacht. Und gleich den Apelles-Arti-
kel aus dem ,,Dictionary of Greek and Roman Biographies and Mythology hinter den
Handbuchartikel iber antike Kunst gesetzt. Damit man mal sehen kann, was von
dem Allergrofiten bleibt. Kein einziges Bild hat sich von Apelles erhalten. Niemals
wird man mehr tber ihn schreiben konnen, als das, was nun am Ende dieses Buchs
steht. Vom grofiten Kiinstler der Antike. Und daher vermutlich aller Zeiten, wenn
Homer, Platon, Ovid oder Horaz in der Qualitit die Messlatte geben.

Warum habe ich den Artikel ans Ende des Buches gesetzt? Um zu zeigen, was
aus mir hitte werden konnen? Warum ist aus mir kein Apelles geworden? Schwer
zu sagen. Hatte ich nicht genug Talent? Nein, daran lag es nicht. Talent ist heut
cher ein Hemmnis. Immendorf hatte nicht die Spur Talent, das weif} ich genau,

ich hab es sofort erkannt, als ich ihm 72 auf der Documenta begegnete und er
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partout irgendwas gegen die Olympiade tun wollte. Ha: Gegenkultur zur Olympia-
de. Diimmer gings kaum. Dieses plump Politische, oft in Form kurzfristiger Ziel-
gerichtetheit, ist in all seiner Kunst, ohne das gings nicht. Ja, wenn ich so talentlos
wie Immendorf gewesen wiire, hitte ich vielleicht ein Apelles werden kénnen, ei-
ner der mit Alexander dem Grofien speist. Und von ihm eine Geliebte geschenkt
bekommt. Ja, dann wir ich nicht vom prachtvollen Durs Grinbein, sondern von
Kanzler Schréder eingeladen worden, und hitte dabei nicht mit Enzensberger ge-
sprochen, sondern mit dem Umweltminister, um feststellen zu mussen, dass dieser
nicht rechnen kann: wohl hitte er noch gewusst, wieviel 17 und vier sind, 21 nim-
lich, aber bei 10 hoch sechs plus 10 hoch neun hért es dann auf, die sind bei ihm ga-
rantiert 10 hoch 15. Ha, da sind mir Griinbein und Enzensberger 10.000 mal lieber.

Gestern vor etlichen Jahren wurde, wie ich der Zeitung heute entnahm, Helgoland
bombardiert. Am 18. April 1945 von mehr als 1000 englischen Bombern. Seiner-
zeit hielt sich mein Freund Ziegler, der in Harvard Theologieprofessor war und seit
der Emeritierung (mit 75) noch immer dort lebt, in Helgoland als Flakhelfer auf,
er hat es mal kurz erwihnt. Dass dort auf kleinstem Raum (dort, wo Heisenberg
nach eigenem Bekunden seine wichtigsten Ideen zur Quanten-Theorie kamen) ein
richtiges Flichenbombardement stattfand, war mir neu. Eine zihe Generation, die
Zieglers, Jahrgang 26/28, wie Enzensberger und Kertesz. Komisch, dass ich des-

sen phantastisches Buch erst jetzt, nach meinem Herzinfarkt, in die Finger bekam.

-5-
(aus Kap. IV-7)

-- Samstag, 21. 4. 2007
ich iibersetze Plinius jetzt mit wachsender Begeisterung. Vor allem, was mich tber-
rascht, die naturwissenschaftlichen Passagen am Ende des 35. Buches, in welche
die Betrachtungen tiber Kunst abrupt tiberfiihren, die Passagen also tiber die Na-
tur von Schwefel, Bitumen, Alaun, Kreide. Grofie Weisheit des Plinius, die Kunst
sang- und klanglos ins Naturwissenschaftliche einminden zu lassen. Ha, um von
der Naturwissenschaft wiederum nur gelten zu lassen, was auch in der Medizin
Anwendung findet. Die Arztekunst als letztes Ziel aller menschlichen Anstren-
gung. Wie Goethe in seinen ,Wanderjahren. Das kann auch ich voll unterschrei-
ben. Die Medizin offenbar die einzige Wissenschaft, fir die man sich im Lauf
seines LLebens immer mehr interessiert. Wenn ich nochmal studieren wiirde, wiirde
ich Archiologie und Medizin studieren. Gestern beim Spaziergang mit den nordi-
schen Gehstocken schon bei geringem Tempo erhebliche Brustschmerzen, die auch

meine Frau jetzt besorgniserregend findet. Am Telefon meinte ein befreundeter
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Kardiologe, sie kénnten von der Computerarbeit herrithren: die ruhige Kérperpo-
sition, in der man sie tite, wiirde jeder als unertrigliche Folter empfinden (,,schlim-
mer als Guantanamo®, sagte er), wenn man dabei nichts schriebe. Die grofie Freude
am Ubersetzen gleicht das fiir mich jetzt aus. Ja, grofie Freude am Ubersetzen grade
des medizinischen Unsinns, all dieser wahnwitzigen Irrtimer, von denen die antike
Medizin gekennzeichnet ist. Sprachlich war ich glaube ich nie besser. Das Uberset-
zen der Malerei-Passagen ldsst mich hingegen fast kalt. Wenn ein Plinius-Kiinstler
ausposaunt, er stelle die Menschen dar, wie sie ihm erscheinen, so spricht daraus
nur der Abbildungs-Ehrgeiz von Kindern oder Laien. Es fehlt jede Referenz auf
den Stil, auf die Bedeutung dessen, was man da tut, auf irgendeine Notwendigkeit.
Sonderbare Blindheit offenbar nicht nur des Plinius sondern, wie man bei genaue-
rem Betrachten tUberrascht mitbekommt, der kompletten Antike. Wie gesagt, das
lisst mich inzwischen kalt. Dafir wage ich inzwischen sogar, in den Roman-Text
meiner Vorginger-Autoren einzugreifen, fast wie beim Ubersetzen: straffen, Satz-
teile umstellen, und um Gottes willen nichts an der Substanz indern, nichts an dem
Unsinn, der da abgesondert wird, nichts davon auf den Stand der Zeit, den trauri-
gen Stand der Gegenwart bringen. Ja so wird’s vielleicht gehen. Ohne innere, nur
mit stilistischer Beteiligtheit. Oder nur der eines antiken Stoikers, der seinen un-
menschlichen Gleichmut zur Schau stellt, dann und wann aber eine Invektive her-

ausbellt, obwohl ihn sogar das kaum mehr interessiert...

-6 -
(aus V-A)

Donnerstag, 3. Mai, 2007
Heute Katheter-Untersuchung im St. Georg Krankenhaus. Vorher diesen Roman
auf einem USB-Stick gesichert, den ich dann aber blof in der Hosentasche rum-
trug, wo man ihn garantiert nicht beachtet, wenn was passiert. Nur halbherziges
Sich-Kimmern um die Nachwelt also, wie es leider fir mich charakteristisch wur-
de. Nicht hii, nicht hott. Aber nach dem Entschluss, diese allmihlich entstehenden
Tagebuchnotizen einzufligen, bekam ich richtig Lust, auch in den alten Szenen
wieder ein wenig herum zu korrigieren, am Ende wagte ich es sogar bei den eroti-
schen Teilen, die mich beim Wiederlesen zuerst so langweilten und abstieflen. Sehr
schoénes Zimmer in der Kardiologie, im Gang geschmackvolle Kunstproduktionen,
darunter komischerweise etliche von Bildern, die mich in den letzten Jahren insge-
heim ziemlich beschiftigten: Monets sogenanntes ,,Haus des Zdllners* in Pourville
(darauf ein Haus, das an einer Steilkiiste, sehr dezent, abzurutschen droht - als ich
dieses Motiv mit meiner Frau vor etlichen Jahren aufsuchte, war es denn auch ab-

gerutscht) und eins mit Seerosen; dazu zwei der Cézannes aus Auvers (das ,,Haus
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des Gehenkten“ und das des Dr. Gachet, der spiter, vergeblich, van Gogh behandeln
sollte, und an dessen Eingang ich, wies so kommt, Anfang der Neunziger mit dem
letzte Woche beerdigten Laurens gestanden hatte, als ich bei ihm und der seiner-
zeit mit ihm verheirateten Pia eine gute Woche in Paris wohnte, von wo wir dann
zusammen nach Auvers fuhren; dazu ein Kirchner mit einem Alpendorf (also aus
Kirchners umstrittener Spitphase, die ich sehr, sehr interessant finde), ein noch
halbgegenstindlicher Kandinsky aus Murnau, sowie ein Macke aus Tunesien, den
ich mit meiner Frau erst gestern begutachtet hatte, in einem Buch tber die Tune-
sienreise von Macke und Klee, das ich ihr, in Erinnerung an unsere eigene Tune-
sienreise (bei der wir zeitweise auf Mackes und Klees Spuren wandelten, wortber
ich eine Erzihlung schrieb //i.e.: ,Eine Episode aus dem Hundertjahrigen Krieg“
- Th. F.//) vor zwei Tagen zum Geburtstag schenkte. Allerdings hingen hier auch
Picasso, Pissarro und Sisley, mit denen ich weniger anfangen kann. Nachdenken
dariiber, dass ausgerechnet diese Bilder jetzt hier im Gang ausgestellt waren. Aber
auf Station (wie es hier heifdt) konnte keiner mehr sagen, wer dafir verantwortlich
ist. Irgendwer hat sich jedenfalls hier einst betrdchtliche Miuhe gegeben. Die Nach-
richten, die Burkhard verkiindete, im spirituellen Sinne - also 4 la Schutzengel,
bzw. drohendes Lebens-Résumé - leider weit weniger erhebend: Das Herzkranz-
gefif}, in das ich Anfang November 2 Stents bekam, ist wieder fast verschlossen.
Fettarme Ernihrung, moderater Sport, radikale Stress-Reduktion und Authéren
mit Rauchen haben nichts das Mindeste genutzt. Morgen wolle er mir einen zu-
sitzlichen langen Stent einsetzen, der aber erst bestellt werden misse, sonst hitt ers
gleich heute getan. Aber das alles sei im Grunde kein Problem, nichsten Donners-
tag konnte ich in der HfBK meine Vorlesung halten, und Samstag dann nach Syra-
cus fliegen. Bis morgen miisse ich aber mit den beiden Schleusen in der Leiste auf

dem Riicken liegen und mich méglichst wenig bewegen.

Die Nacht die reinste Holle: erst verlor Werder Bremen gegen Espagnol Barcelo-
na, dann machte sich die Bandscheibe immer wahnsinniger bemerkbar, wobei auch

Schlaftabletten kaum halfen.

7.
(aus Kapitel V-C)

Dienstag, 8. Mai 2007
gestern Abend im Fernsehen Bilder von einem Ausbruch des Atna, die meiner
Frau sofort Angst machten. Aber diese Angst hatte sie wohl bereits vorher. Sie

will nicht nach Sizilien. Wahrscheinlich hat sie recht: Hat sie Angst, ich wiirde wie
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Empedokles in den Atna springen? Oder dort am endlich gebrochen Herzen ster-

ben? Das schon eher.

Obwohl mir solch grofie Gesten nicht liegen. Und eine Inszenierung des Endes
schon gar nicht. Obwohl ich mich mit meinem Schreiben (wie nun Kempowski)
nahe daran befand (und vielleicht noch befinde). Aber es liegt mir einfach nicht.
Denn schon bei Plinius (35, 145) ist das Motiv zu entdecken, dass die Nachwelt das
beim Sterben Unvollendete besonders schitzt (und dass man als Kiinstler insofern

damit spekulieren kann):

illud vero perquam rarum ac memoria dignum est, suprema opera artificum inper-
fectasque tabulas, sicut Irim Aristidis, Tyndaridas Nicomachi, Mediam Timoma-
chi et quam diximus Venerem Apellis, in maiore admiratione esse quam perfecta,
quippe in iis liniamenta reliqua ipsaeque cogitationes artificum spectantur, atque in

lenocinio commendationis dolor est manus, cum id ageret, exstinctae.

yDartiber hinaus ist sehr seltsam und denkwiirdig, dass man die letzten Werke von
Kiinstlern und ihre unvollendeten Bilder (wie die Iris des Aristeides, die Tynariden
des Nikomachos, die Medea des Timomachos und die erwihnte Venus des Apel-
les) mehr bewundert als vollendete, weil man an ihnen noch die (stehengeblieben)
skizzierten Linien und selbst die Uberlegungen der Kiinstler sieht, und weil der
Schmerz iiber die Hand, die beim Verschénern erstarrte, es unsterblich macht (zur

Empfehlung wird).*

Das ist also, spitestens seit Plinius (der den eigenen Tod noch raffinierter als Em-
pedokles inszenierte, indem er sich bei einer Rettungsaktion plétzlich zum Schla-
fen niederlegte und von der wie Schnee herabrieselnden Asche des ausgebrochenen
Vesuvs langsam begraben lief3, wobei er genau wusste, dass sein Adoptivsohn davon
berichten wiirde - dessen Text, der den Vater unsterblich machte, lasen wir in der
Schule), ein Gemeinplatz. Bzw. als Verhaltensweise nicht mehr originell. Aber ich
will einfach noch nach Sizilien, bevor ich sterbe. Vielleicht die letzte Chance. Ich
furchte jedoch, die Vernunft meiner Frau wird sich durchsetzen. ,Was soll ich da
denn tun, wenn dir was passiert? fragte sie mehrfach zu Recht. Das Herz tut au-

Rerdem wieder weh. Die Operation hat anscheinend nichts gebracht.
Am Sonntag librigens noch ein sonderbares Gefiihl, das ich zu notieren vergaf}, auf

jener Bank in der Sonne, vorm Krankenhaus. Dann und wann kamen Leute vorbei,

Radfahrer, Jogger, die zur Alster wollten oder zurtickkehrten, denn durch diesen
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Krankenhausteil durfte man hindurch, was eine entspannte Stimmung bescherte,
gewohnlich sind Krankenhéuser ja sterile Festungen. Hinter einem niedrigen Ma-
schendrahtzaun konnte man, fast verborgen von frithlingshaftem Gebiisch, einen
ausgedehnten Spielplatz sehen, bestimmt sechs Hektar belegend. Als meine Frau
gegangen war, blieb ich mit dem Henri Quatre noch eine Weile auf jener Bank sit-
zen, und erinnerte mich plétzlich, dass ich in genau diesem Buch, der Jugend des
Henri Quatre, zwei, dreimal im Jardin du Luxemburg gelesen hatte, 1963 oder 64,
also mit etwa 18. Und dass ich vor ein paar Jahren, als ich mit meiner Frau 6fter in
Paris war (meistens mit Fahrridern), da im Luxemburg mal Pause machte, um mit-
gebrachte Sandwiches zu essen. Schon da hatte ich mich unklar an jenes sonder-
bar ratlose einstige Herumsitzen mit dem Henri Quatre erinnert, an gleichfalls so
einer unspektakuliren Ecke, insofern gab es ein dhnliches Gefiihl. Atmosphirisch
vom ,hier interessanterweise kaum zu unterscheiden. Klar muss es in Paris anders
ausgesehen haben, doch es gab ebenfalls Maschendrahtgitter, Wege, Biume, rund-
um wuchernd gezihmte Bische, spielende Kinder, Federballspieler, etc. Die genaue
Struktur der Pariser Drahtgitter, der Vegetation, der Kinderschreie vermag ich na-
tirlich nicht mehr zu erinnern. Insofern sind sie fiir mich vom Hamburger ,hier”
in der Tat ununterscheidbar. Sehr schon dieser Platz hier am Krankenhaus und wie
sich ihm der Jardin du Luxemburg doppelt Gberlagerte, alles gewiss nun um vieles
schoner als beim ersten Mal, weil sich das leicht unzufriedene ,,damals“ jetzt in die
Gegenwart ergoss und durch dieses Ergiefien die Unzufriedenheit verlor. Und et-
was eigentlich nicht besonders Schonem (also der Gegenwart) die Aura der Schon-
heit verlieh. Vielleicht ist das bei allem Schénen so. Na ja, usw. usw., verbal alles
natiirlich kaum mehr als Geschwafel, aber das Gefiihl, es war echt. Eine kostbarer

Moment, gefunden und wiedergefunden.

Wollen Sie noch wissen, ob ich nach Syracus gelangte? Ha, momentan weif ich es
selbst noch nicht. Vielleicht bin ich Freitag ja in Berlin. Oder wieder im Kranken-
haus. Ich werde diese Aufzeichnungen jedenfalls jetzt beenden, und mich auch um
den Rest dieses Buches nicht mehr kimmern. Nicht um all den Unfug, den der da-
malige Erzihler verzapfte. Ich hab genug in dessen Geschreibe herumgepfuscht.
Soll er doch auch seinen Senf dazu geben. Warum nicht. Er hat ebenso viele Rechte
an jenem Carl wie ich. Und er war kriftiger, stirker, voll von mehr Selbstvertrauen.
Wer bin ich denn, dass ich meine, es heute besser zu wissen. Ein alter Mann, der
noch nichtmal nach Syracus gekommen ist, was einem Seume im Jahre 1802 (von
Leipzig aus) sogar zu Fuf} gelang. Aber auch Griinbein war noch nicht in Syracus.

Er hat sich das Gedicht, das mir so gefiel, aus den Fingern gesogen. Und ist selber
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gespannt, was fir Bilder ich dazu finde. Na, mal sehen, wies kommt...
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Anhang 2

Auszug zu “Pictura” aus:

A Dictionary of Greek and Roman Antiquities (London 1890)

(eds. William Smith, LLD, William Wayte, G. E. Marindin)
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PICTURA (graphé, graphikeé, zéigraphia), painting.
1. Definition of terms.

The word graphé originally implies the engraving of signs of any kind, and
from this it came to be used both for painting and writing: as in Greece
the art of painting was known long before the introduction of writing, it
is probable that the second meaning was derived from the first, the pic-
torial origin of writing being an obvious connexion. The same double us-
age was applied to graphé and gramma: while graphiké indicated painting
as art in the abstract. As the representation of the living thing is the far-
thest removed from the mere signs which constitute writing, painting as
distinguished from writing came to be called zbigraphia (z6ia graphein) or
zographiké: with special names for the various branches of the art, as mega-
lographia, for large subjects; rhopographia, for trivial or miniature subjects;
eikonographia, portraiture; and skénographia, scene-painting. In Latin we
have not these distinctive terms, pingere and its derivatives (originally ap-
plied to embroidery) doing duty for all requirements.

It is evident that the rooted idea of the word graphé includes both the ele-
ments of drawing and also that of colouring: of the two it seems natural to
suppose that drawing is the earlier in point of origin, seeing that it forms
the basis of painting: and this abstract idea is probably what we are intend-
ed to understand by the ancient legends of the origin of painting in [p. 390]
Greece. These legends, to which we shall presently refer, seem to suggest
that the earliest paintings were really only outline drawings,--a fact which
is, however, not borne out by the evidence of the monuments. It has been
suggested that what Pliny (xxxv. 15) alludes to as the earliest form of art,-
-Monochrome painting, monochromaton,--consisted in the filling in of such
outline drawings with colour, and thus forming a silhouette, similar in idea to
the paintings on the earliest vases. Donner, on the other hand, suggests that
the art of writing preceded that of drawing; tablets of wax, pugillares, and
the szilus may be traced, he says, back to the time of Homer. Pliny states (xxi.
§ 85) that the wax was coloured black with paper ash, and red with anchu-
sa. From writing on these tablets people took to drawing: this, in Donner’s
view, is the explanation of the earliest form of art, Pliny’s monochromaton.
This explanation is obviously untenable: for one thing we have no evidence
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to show that such red and black drawings existed in early times: the theory
that writing preceded drawing is contrary to all our preconceived notions of
development; and, besides, another statement of Pliny (xxxiii. § 117; xxxv. §
64) proves that in his time monochromata meant something quite different,
the pictures being executed in various tones of the same colour. Blumner
suggests that the mere outline drawings should rather be called monogram-
mata, because monogrammos is the term for a very lean man.

Another word which indicates outline rather than complete drawing is per-
igraphé: and since outline must to a certain extent be said to underlie all de-
sign, it is further called diagraphé, hupographé. Pollux gives skiagraphia, but
in such terms as to leave it in doubt as to whether the word implies the ac-
tual shadow, or merely the outline of a shadow: in some instances it means
certainly the outline of a shadow; more usually, when referring to the art of
a good period, it applies to painting in strong light and shade, or is another
expression for skénographia. A special word for a hasty, inefficient shadow
outline or sketch is skiariphésmos. What we in painting call the drawing as
opposed to the colouring, the Greeks called grammé: hence grammas helk-
uein, apotinein, &c. (Blimner, iv. pp. 414-24).

'The importance of deciding the exact application of these various terms will
be seen when we approach the question of the early history of painting as
given in the ancient authorities: where, as we shall see, there is good reason
for supposing that the various stages of development as described by Pliny
are partly at least based on his interpretations of the terms used in the Greek
authorities which formed his sources of information.

In Latin, the art of drawing in the abstract was graphica, and the practice
of it adumbrare or delineare: what we call outlining was circumscribere. 'The
outline of a picture, or even the drawing, was /inea (hence /ineas ducere, line-

amenta); outline drawing, /inearis pictura.

For the practice of drawing, various materials were used: the most gener-
al would be the tablet of wood, which was covered with wax, and the s#i/us,
graphis or grapheion: graphis was also used for a fine brush, the penicillus,
which was employed either on wood, such as box or cedar, or on parchment:
the silver point seems alluded to in Pliny (xxxiii. 98); and the usage of red
pencil and of charcoal is likewise attested.
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By the addition of colour, drawing becomes painting. For colouring mat-
ter, the ancients spoke of pharmakon, medicamentum, pigmentum, as distin-
guished from chréma, color, the actual colour prepared for use. Pollux speaks
further of anthé, chréomata anthéra: a further distinction is made in the art
writers between colores floridi and colores austeri. 'The laying on of colour is
chrozein, chrainein (with compounds); also anthesi phaidrunein. In a bad
sense of daubing, katapoikillein and enaleiphein, in/inere: the Latin word,
however, need not always signify the derogatory sense. Circumlinere is the
working--up of the background from which the subject stands out.

For shading, Pollux gives skian hupotuposasthai or skiazein. In artistic criti-
cism we find /umen et umbra used in the modern sense: splendor, probably
for strong gleaming lights or reflexion: tonos, the assistance of light and
shade, perhaps the general ground tone of the picture: harmogé, commissu-
rae et transitus colorum, the toning of one colour into another. These terms
will give some idea of the kind of effects which an ancient art-critic would

probably have had principally in his mind.

sfesfesk

2.Technique.

With a view to a clearer understanding of the usage of terms in the descrip-
tions which follow, it will be well to define first of all those terms mentioned
in connexion with the various classes of ancient painting; to describe the
technical processes which distinguish these classes; and to enumerate the
materials used, as far as they can be identified either from ancient literature
or from the actual monuments.

The most convenient division of the subject is that which depends on the
ground upon which the painting is laid: the principal headings will be as
follows, viz. Wall Painting, Easel Painting, and Encaustic. Of these the first
two may be treated together, inasmuch as in both we have the employment
of water-colour and the brush. The subject of encaustic, in which wax and
a metal tool, the cestrum, are the distinguishing materials, involves numer-
ous difficult and complicated questions, and will be best treated separately in
connexion with the monuments which illustrate this branch of art.
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For wall and easel painting the materials of the artist in antiquity were very
much the same as those of a modern painter: of brushes, grapheion, graphis,
penicillus (or--um), he would have every variety at his disposal, the coarser
ones made of bristles, saeza, the finer of a close-textured sponge; a larger
piece of sponge would serve to erase errors or wash out the brush: a palette,
or set of palettes, of which the existence is proved by numerous representa-
tions of ancient studios, but of which the ancient name is not known; and
lastly, an easel precisely similar to those of to-day, called okribas or killibas:
the Latin equivalent is machina, but this word is also applied to the scaffold
on which the fresco-painter worked.

skeksk

3. Wall Painting.

The practice of decorating walls with coloured designs in fresco obtained in
Greece long before the time at which actual [p. 391] authentic records may
be said to begin. The excavations at Tiryns and Mycenae, which illustrate a
civilisation of origin probably considerably earlier than the poems of Hom-
er, have brought to light specimens of wall-painting which show us that at
that period, whenever it was, artists on these sites were working in a tech-
nique very similar to that of the Egyptians. The walls were plastered with
clay, and covered with a coating of lime; over this a design in spirited free-
hand has been drawn a/ fresco. In the Tiryns specimens five colours were
used, as against six which are found in Egyptian art; but the omission of the
green may here be merely accidental, and in point of fact the use of green
seems to be indicated in the specimens found more recently at Mycenae. Of
fresco-painting in Greece proper we hear nothing further until the time of
Polygnotos: that it was kept up, however, in Italy at least, we know from the
wall-paintings of the tombs in some of the early Etruscan sites, such as Veii,
which must date from the end of the seventh century B.C.: some of these
paintings show a decided connexion with Mycenaean art, both in the style
and in the character of their ornamentation. It was not until the fifth cen-
tury that the great historical compositions of Polygnotos and his contempo-
raries raised this art to its highest level; so that in this era we hear very little
of any other kind of painting. In the fourth century, the work of the greater
artists, such as Zeuxis and Parrhasios, lay almost entirely in the execution of
easel pictures, and henceforward wall-decoration was reduced to a subordi-
nate position, from which it never again rose.
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In the literary accounts of ancient pictures it is often extremely difficult to
decide whether the description refers to a wall-or an easel-picture, because
the writers have no system of terminology to distinguish the two methods.
'The words pinax and zabula, which originally applied to an easel-painting
on wood, came in course of time to be loosely applied to the general mean-
ing of picture, without distinction of species; and to increase the difficulty,
we know that the ancients both hung pictures on, and also let them into,
their walls: so that graphein epi toichou or epi toichéi can and certainly does
mean any of these methods; on the other hand, it seems probable that toich-
ographia is strictly only applied to fresco. The real distinction between fresco
and other methods is in reality the fact that fresco demands a fresh or wet
surface; and this is indicated by the expression eph’ hugrois zdgraphein, udo

(tectorio) pingere or illinere.

The following account of the preparation of the wall and of the method of
fresco-painting is taken from Blimner (iv. p. 432).

'The groundwork for fresco-painting is formed by a wet stucco, koniama or
tectorium, laid on the wall. This stucco for fresco was specially prepared: both
ancient literature and modern research show that the ancients expended
greater care on this than we do in modern times. Pliny says that three lay-
ers of sand mortar and two of marble stucco were employed; but Vitruvius
gives the process in fuller detail. The wall is first treated with a rough-cast of
coarse mortar; then follow three layers of sand mortar, so arranged that with
the aid of ruler, plummet, and square, the due level is preserved; each fresh
layer being put on when the lower one is dry. On these three layers of sand
mortar follow three of marble mortar (i. e. mortar mixed with pounded mar-
ble in such a way as to detach freely from the trowel), varying in degree from
coarse to fine. This is pressed down and smoothed with wood; special care
being taken that it should be durable and not liable to crack, and, above all
things, that the colours laid on it while wet should bind firmly with the lime.
For the adhesion of these colours depends on a chemical process, in which
the water of the water-colours, combining with that already existing in the
mortar, releases a part of the hydrate of lime (into which the lime in the
mortar has changed by slaking); and pressing through all the layers of col-
our, after an interval returns to the surface; here it attracts to itself carbon-
ic acid from the air, changes again into carbonic acid lime, and is deposited
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over the colours in the form of a thin crystal skin, which is hard to dissolve,
and strengthens and protects them in such a way that washing (without fric-
tion) causes no injury.

The thickness of the mortar has yet another advantage. The modern fres-
co-painter, who works on a much thinner layer of mortar, is obliged eve-
ry morning to have only just so much fresh mortar laid on as he expects to
cover in the day: when he breaks off his work, he cuts away all that he has
not painted on, and next morning the mason must bring his new mortar up
to this mark. This system involves all sorts of inconveniences: the artist can-
not work so freely as on a large space; the seams remain visible, and the new
stucco has never the same surface as the old. The ancient method avoided
these difficulties, since the thick mortar lasted damp much longer. The re-
searches into the wall-paintings of Pompeii, where fresco is certainly used,
show that the walls there are not made with so much care as Vitruvius pre-
scribes; but they are nevertheless generally thicker and more carefully con-
structed than the modern examples.

On this surface the painting was laid with a brush and water-colours. Cer-
tain colours, however, do not suit the fresco method; in such cases, a binding
medium was necessary which was otherwise not employed in fresco, such as
milk or gum: thus, for purpurissum it is expressly stated that the ground must
be painted a/ fresco with red sandyx or blue, and the purpurissum is laid on
this with egg as a binding, a zempera. Another special process for cinnabar,
which readily sets up chemical action and changes colour in sunlight, was
the kausis, which will be described under Encaustic. In Pompeii the cinnabar
does not seem to have undergone this treatment, and consequently changes
colour rapidly in the sunlight. A peculiar process, which has not been right-
ly understood, is attributed by Pliny to Panaenus: in the decoration of the
temple of Athene at Elis he is said to have mixed the stucco ground with
milk and saffron; but whether the saftfron had also binding properties does
not appear.

kbl

4. Easel Pictures.

The generality of easel pictures (excluding of course those painted in the en-
caustic method) were probably executed on a [p. 392] dry ground a tempera
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in water-colours. The materials for this ground were various: the most usual
was a thin slab of wood (pinax, pinakion, sometimes sanis, fabula, tabella),
usually of box or cedar, also of cypress, pine, or larch; this was carefully dried,
and, as a rule, constructed in several pieces, so as to guard against warping;
finally it was primed with whitening (leleukdmenos).

Canvas such as we now employ was probably rare; but that the ancients both
knew of and used it, we see from the mention in Pliny, xxxv. § 51, of a colos-
sal portrait which Nero ordered to be painted of himself on linen (pingi in
linteo). Blimner suggests that this was either a unique instance, where the
unwonted size of the portrait rendered some such material necessary, or that
the portrait may have been executed in embroidery, to which the term pingi
would equally apply. We have however, among the mummy portraits from
the Fayoum, which were executed under Greek influence and date from the
second and third centuries A.D., undoubted instances of paintings executed
on canvas: in these cases the canvas appears to be primed with whitening of
a similar character to that which was used in preparing the wood. The can-
vas in one case has been stretched upon a wooden panel; in another case it
is formed of several sheets stuck one over the other: these instances are both
painted in tempera; but the material seems also to have been in requisition
for encaustic.

Lastly, we have stone and marble: the colouring of architectural mouldings
and reliefs may have suggested the substitution of these members in col-
our alone: at any rate we have instances as early as the first half of the sixth
century B.C., in which the decoration of a funeral stele is indicated in col-
our alone, and consists of a portrait of the deceased or other scenes which
would otherwise have been chiselled. That this work was not always dele-
gated to mere handicraftsmen we see from a statement of Pausanias (vii. 22,
6), who says that the painter Nicias executed the picture on a stele which
in his time was to be found at Triteia in Achaia. The Florence sarcophagus
from Corneto (Hellenic Journal, iv. p. 354, pll. 36-38) is an instance in which
painted scenes are introduced in lieu of sculpture; on the sides are contests
of Greeks and Amazons painted with great beauty in tempera directly upon
the unsmoothed surface of the marble, but with only a plain tinted back-
ground. Pictures on marble or stone were used in the decoration of rooms,
where they were either hung or inserted in the walls: and to this practice
we owe some of the finest examples which have come down to us from
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Herculaneum.

The colours of the ancients were kept in a dry and firm condition, and when
required for use would be pounded (pharmaka tribein, colores terere) in a
stone mortar by the assistants, in preparation for the mixing (chromata
kerasasthai, summixasthai, colores miscere), done by the master himself ac-

cording to the tints he required. [COLORES]

A binding material was necessary for fixing the colours: for this purpose
they employed gum (Pliny, xiii. § 67, Gummis fit e sarcocolla . . . utilissima
pictoribus), glue (ib. xxviii. § 236, Rhodiacum glutinum fidelissimum), and
egg, which was also used in fresco for the same purpose.

Undoubtedly the ancient paintings in water-colour lacked durability, so that
we meet with frequent complaints in literature of their fading and destruc-
tion: varnish as a protection of the surface was unknown, so was also the use
of glass. Pliny tells us that Apelles used to lay a very fine coating of atra-
mentum over his pictures after their completion: this toned down the over-
bright colours, and lent reflexion to the outward appearance of the picture,
besides protecting it against dust. What exactly this atramentum was, is un-
certain, as it cannot imply here the ordinary sense of the word, lampblack:
Pliny says that it was a secret of Apelles, which no one after him was able
to discover. Possibly he is merely repeating studio gossip, as he certainly is
when he relates of Protogenes, that this artist painted his celebrated picture
of Ialysos four times over, in order that if by age or by any other injury one of
the upper strata of colouring were lost, the under stratum would replace it!
The only method of protection for pictures which is known to have existed
was the practice of constructing folding doors, which fitted over the picture
like the triptychs of early Italian art; on Pompeian paintings the open doors
of such pictures are frequently represented in perspective.

skeskesk

5. Encaustic.

If the brilliant effects and deeper tones of our modern oil-paintings were
beyond the sphere of the ancient artist in tempera and fresco, these quali-
ties were more nearly accessible to the encaustic painter; but unfortunately
it happens that this branch of ancient art is precisely the method of which

195



we know least. When Donner wrote his great work on the wall-paintings
of Campania, he was unable to point to a single specimen of ancient pain-
ting which could be definitely attributed to encaustic; while, on the other
hand, the statements of ancient authors, which show us how extensive and
developed the practice was, leave us in doubt as to important details. It is
only within the last two years that a considerable series of encaustic mum-
my-portraits of the Roman period have been found in Egypt, which have
enabled us to examine these statements with some hope of solution.

The principal sources of our literary authorities on this subject are two pas-
sages in Pliny, /. N. xxxv. In the first of these (§ 122) he says, It has not
been ascertained who first devised the art of painting in wax-colours and of
burning in the painting (ac picturam inurere). Donner takes this as implying
two distinct operations, i. e. first the painting with variously coloured wax;
and when this is done, the burning--in of that which has been painted, from
which latter process originated the name of encaustic, i. e. burned--in paint-
ing. If this is so, then heat was not employed in the actual painting, and the
wax must have been rendered ductile by the admixture of some solvent.

The second passage is in § 149, and runs as follows: Encausto pingendi duo
fuere antiquitus genera, cera, et in ebore, cestro id est vericulo, donec class-
es pingi coepere. Hoc tertium accessit resolutis igni ceris penicillo [p. 393]
utendi, quae pictura navibus nec sole nec sale ventisque corrumpitur. This
Donner, in keeping with his theory, translates, There have been, time out of
mind, two kinds of encaustic painting: with wax--also on ivory--by means
of the cestrum, i.e. until men began to paint also the ships of war; then was
adopted the third kind, that of causing the wax colours to melt over the fire,
so as to lay them on with the brush. By this he understands that in the first
two processes--viz. (i.) on wood (the ordinary material, and therefore not
here specified), and (ii.) on ivory--ductile wax and the ceszrum alone are em-
ployed, no heat being required; also that in these the brush was not used,
because he thinks that Pliny lays special stress on the fact that it was only in
the third process that liquid wax colour melted over the fire was employed
and laid on with the brush.

The wax paste, he thinks, is laid on with the ceszrum. This word has usually

been described as a cutting or graving instrument (from caedo, to cut or en-
gorg g
grave). Donner, however, takes it as the Latinized form of kestron or kestros
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the Greek term for the betony plant, named by the Latins serratula, i.e. fine-
ly dentated, because it has a lancet-shaped, dentated leaf with a long stalk.
The alternative word in Pliny, ver(r)icuslum, which had been interpreted as
a small spit (veruculum), he derives from werro, to furrow or scrape. The ces-
trum is therefore, according to him, a lancet-shaped spatula, with a fine-
ly dentated edge and rather long handle, the point somewhat curved. The
toothing of this instrument enables any agglomeration of the wax pastes to
be equalised and smoothed by furrowing or scraping.

Pliny and Vitruvius (vii. 9) both describe a process which Donner thinks
has some bearing on the present question, viz. the so-called kausis, by which
the vermilion fresco paint on walls was protected from damage by sun or air.
The painting was spread with a mixture of olive-oil and Punic wax melted,
and, this done, the burning (kausis) took place: a cauterium, filled with hot
wood-ashes, or a heated metal rod (rhabdion), was passed over the surface
to level it (uz peraequetur).

Here, Donner thinks, we have the key to the burning-in: it is merely re-
quired for the purpose of levelling down the surface of the wax, which,
whether laid on with brush or cestrum, would present an uneven appear-
ance; in his cestrum painting, moreover, it would soften the tones into one
another. What Punic wax was, Pliny tells us (xxi. § 84): it was obtained by
boiling the natural yellow beeswax three times in sea-water with an addi-
tion of a little zizrum, i.e. natural mineral soda, and then skimming it. The
addition of the olive-oil prevents the wax from too rapidly congealing. But
here comes the difficulty: too much oil would prevent the wax from drying,
while a little would not render the wax sufficiently ductile. If Donner’s the-
ory is to hold good, there must have been something further added in order
to make the wax in a cold state soft enough to lay on in the form of paste,
while possessing at the same time the quality of hardening in a given time.
'This volatile matter he assumes to have been balm of Chios, the liquid resin
of the Pistacia terebinthus, well known to the ancients. But for this assump-
tion he can adduce no proof whatever.

It will be seen that Donner’s somewhat farfetched and elaborate expla-
nations arise out of his supposition that Pliny’s statement in xxxv. § 149
precludes the use of the brush and of heat in the first two processes there
described: he therefore is forced to imagine a kind of painting in which a
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pasty compound is laid on with a sort of spatula, a clumsy method at best.
Now, it so happens that the evidence of the mummy-portraits goes entirely
against his theory; for in these pictures it is absolutely certain that the brush
was used, and that the wax was laid on in a melted condition.

The difficulty is surmounted if we interpret the passage in Pliny somewhat
differently. The key to its solution seems to lie in another statement of the
same author. In xxxv. § 147, or only a few lines previously, he has been dis-
cussing the works of the lady painter Jaia (or Lain): Et penicillo pinxit et
cestro in ebore imagines mulierum maxume et Neapoli anum in grandi tab-
ula, suam quoque imaginem ad speculum. Here there is no question but
that the words cestro in ebore are to be taken together as opposed to penici/-
Jo: her two methods of portrait-painting are (i.) with the brush, i. e. prob-
ably in tempera, as Pliny elsewhere uses penicillum in this application; and
(ii.) with the cestrum on ivory. It seems obvious that the usage of cestro in
ebore in § 147 is the same as that of in ebore cestro in § 149, and that Wel-
cker was so far right in supposing that these words in both cases must be
taken together. We thus, in the two passages, have three methods of paint-
ing mentioned, viz. (i.) cera, i.e. encaustic painting proper; (ii.) cestro in ebore,
encaustic painting on ivory; (iii.) penicillo or tempera. None of these terms as
used by Pliny can possibly be taken as exclusive: the classification is merely
popular, according to the prominent feature of each method; thus, though
(i.) is called wax, it does not necessarily imply that wax was not used in (ii.),
just as the cestrum may be used in both (i.) and (ii.), and so penici/lum may

equally be used in (i.) and (iii.) 8291

The following account of the process adopted for the Egyptian portraits is
given by Mr. Petrie (Hawara, &c., p. 18) as the result of close examination
of over sixty originals, and consultation with various experts and artists:--
The colours in powder were ground in thoroughly with the wax (which may
have been bleached by heating it to boiling-point, as I have found), and they

were then placed out in the sunshine when required, so as to fuse them, or

829 1 This explanation renders unnecessary the assumption of Klein (Miztheil. aus Oest.
1887, p. 219) that Pliny, in xxxv. §. 149, did not understand his own statement. Klein con-
siders with wax and also on ivory as implying only one method, and that the simplified
mode of painting is nothing more than the abandoning of the ceszrum and therewith of
the zarda picturae ratio (Pliny, xxxv. § 124). He takes the passage about Jaia as meaning, Jaia
painted both in tempera (penicillo) and also in encaustic (cestr0); in encaustic, she painted
both in ivory, smaller pictures, and also larger (in grandi tabula, i.e. on wood).
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a hot-water bath may have been used in cooler weather. The wooden pan-
el was of cedar [p. 394] usually, sometimes of a pine wood, and about 1/16
inch thick, or occasionally as much as 1/2 inch; it was about 9 [multi] 17
inches in size. On this was laid a priming of distemper; then a grounding
varied in tint, lead colour for the background and draperies, and flesh col-
our for the face; and then the surface colour was worked on, sometimes in a
pasty state, more usually creamy and free-flowing. These details are shown
by an unfinished attempt on a panel, which was afterwards turned and re-
used; now at South Kensington. The broad surfaces of flesh were often laid
on in thick creamy colour with zigzag strokes of the brush, about 1/6 inch
apart, just joining up and uniting in an almost smooth surface: the draperies
were usually laid on freely in very flowing colour, with long strokes of a full
brush; in one case we see where the full drop of purple wax at the first touch
of the brush thinned out as it went down, until at the end of the long stroke
the brush was pressed flat out, and every hair has left its streak of wax on
the panel. In Egypt one sees white beeswax not only softened, but fused on
its surface by the ordinary sun of April and May: it is therefore evident that
the wax used in painting might be worked in a flowing state without any ar-
tificial means during nearly half the year, by the mere heat of the sun. It is
needless to suppose a solvent of the wax to have been used, such as turpen-
tine or oils: and the perfect freedom from yellowing in the well-preserved
pictures, or indeed of any change in the tints beyond superficial decomposi-
tion, makes it apparently impossible for any changeable organic material to
have been added to the wax.

It will be observed, then, that in these Egyptian examples both the brush
and a stump, possibly the ceszrum, are used: the wax is laid on in a fluid con-
dition; and apparently no solvent or drying compound is added. This meth-
od, as Mr. Petrie points out, would answer in the hot sun of Egypt; but
for the cooler climate of Italy and Greece artificial substitutes for the sun’s
heat would have to be adopted. In these climates it was necessary, as Var-
ro (iii. 17, 4) says, for the encaustes to have large boxes divided into com-
partments (loculatas magnas arculas) in which the different coloured waxes
were kept, doubtless in a fluid condition, as Varro’s simile of the fish-ponds
(ibid.) shows. No wonder that under such difficulties encaustic painting was
looked upon as a tedious process (zarda ratio), that only small pictures were
attempted in it, and that the portrait of a boy by Pausias was esteemed as a
wonderful feat and was known as Hemeresios, from the reason that it was

199



painted in a single day.

The fact is, that this technique probably originated in Egypt, a climate where
it presented little difficulty; and here throughout antiquity it was principally
practised. The Egyptians made use of preparations of wax at least as early
as the Eighteenth Dynasty for preserving paintings; and so we find that the
names of most of the encaustic painters of antiquity may be traced to Alex-
andria or an Egyptian origin. We find a mention of the process in Greece
proper in the ode, of doubtful date, falsely attributed to Anacreon: Paint me
my mistress with her soft black tresses, and, if the wax can do it, paint them
breathing of myrrh. Otherwise it does not seem to have been mentioned in
literature until the conquests of Alexander had opened a closer communi-
cation between East and West. The practice continued in use late into me-
diaeval times: in Eusebius it is called kérochutos graphé; but from the ninth
century downwards its usage seems to have declined.

To return to the preparation of the wax: we saw that Pliny, describing the ap-
plication of encaustic to walls, spoke of Punic wax melted on the fire and
mixed with a little oil. What was this oil? Pollux (O#nom. vii. 128) describes
the implements of the painter as consisting of wax, colours, pharmaka, and
pigments: this word pharmakon is described by Suidas, s. v., as hoper Médoi
naphthan kalousi, Hellénes de Médeias elaion: and it may be that in Greece
and Italy it was usual to add some such material as naphtha to the com-
pound, so as to enable the colours and wax to combine more readily.

As to the colours used, Mr. Petrie found in one grave at Hawara a set of six
paint saucers, which seemed to have been the chrémata of an artist, and are
now in the British Museum: although these are water colours, it is proba-
ble that they would be similar to the pigments used by the encaustic painter
(Hawara, p.11). According to Dr. Russell’s examination, they consist of (1)
a dark red, oxide of iron with a little sand; a good burnt sienna: (2) yellow,
ochre, oxide of iron, with hardly any alumina; becomes dark-reddish brown
on heating: (3) white, sulphate of lime, amorphous powder: (4) pink, organic
colour in a medium of sulphate of lime; probably madder, and can be exactly
matched by that: (5) blue, glass coloured by copper: (6) red, minium, oxide

of lead, with apparently some alumina.

In some of the Egyptian pictures Donner notes that a process is adopted
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which is a mixture of the pure wax-encaustic and egg-distemper: here he
thinks the wax has been mixed with the yolk and a little white of egg, also
a drop of olive-oil; and this enables the artist to add finishing strokes to the
encaustic by means of the ordinary egg-distemper.

As regards the encaustic painting on ivory, our knowledge is very limited: it
may be assumed that such pictures were small, and possibly, as has been sug-
gested, in the nature of our miniature painting. The instance already quoted
of the lady painter Jaia is the only mention of this technique in antiquity.
There again the use of ivory seems to point to Africa, and the only specimen
of work which it has as yet been proposed to identify with this technique
is an ivory box from Egypt now in the British Museum. On the panels of
this box are designs which are formed by engraving or hollowing out cer-
tain portions and filling in these spaces with a wax paste in various tones of
colour. The specimen is rough in execution, but it shows that the process, if
well treated, could be made very attractive. Donner thinks that this cannot
be called encaustic, but that the second encaustic process attributed by Pliny
to Jaia must have been something of which at present we have no represen-
tation.

The use of encaustic for the painting of ships was referred to in the state-
ment quoted above from Pliny. In spite of the late date that he assigns to
its use, there is no doubt that the [p. 395] colouring of ships is alluded to in
Homer’s frequent epithet of ships as miltoparéioi: a fragment of Hipponax
(Bergk, Poet. Lyr. Gr. p. 519) alludes to a serpent painted along the whole
length of a trireme; and in a fragment of the Myrmidons of Aeschylus (130
Dind.), according to one interpretation of a corrupt passage, the poet de-
scribes how in the burning of a vessel the sign, a Hippalektryon painted
with much trouble in wax colours, drops off. The wood was probably first
treated with pitch and tar, and then had the wax colours laid on. Pliny states
that Protogenes was a painter of ships until his fiftieth year; whence it is ar-
gued that this was not a mechanical process: but see p. 415.

skl

6. Encaustic of Statues.

After the marble statue left the sculptor’s hands, it was usually handed over
to an assistant or another artist to undergo the processes of waxing and
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colouring. In the description of the process for protecting wall-painting by
Vitruvius (vii. 9, 3) already quoted, the remark is added that it is the same
process as is adopted for the preservation of nude marble statues (uzi signa
marmorea nuda curantur), and which in Greek = gandsis. As to this ganoé-
sis, Plutarch (Quaest. Rom. ch. 98, p. 287 B) remarks that the first duties of
the Roman Censors were to provide for the feeding of the sacred geese and
the gandsis of the statue in the temple of Capitoline Jupiter: for the ver-
milion with which statues were anciently coloured quickly fades. Bluimner
thinks that the process of waxing is therefore separate from that of colour-
ing, and intended to preserve it; or in cases where no colour is used, to sof-
ten the tone of the marble: the word nuda implying that only the flesh of
statues, and not the drapery, was so treated. He thinks that the colouring of
the flesh was a habit only found on the older statues, or, if on the later stat-
ues at all, only in isolated cases: while Von Rohden (in Baumeister’s Denk-
maler, p. 1345) denies altogether the colouring of the flesh. With regard to
the mere toning of the marble by means of wax, it is pointed out that the
Punic wax ordinarily used, as Vitruvius (vii. 9, 3) says, for the gandsis of
statues, had undergone a special bleaching process; such wax would there-
fore not perceptibly affect the gleaming whiteness of marble. Treu, who has
made a special study of the subject, considers that the toning of the marble
by wax alone is out of the question; that the alternative lies between a daz-
zling whiteness, or, as is more probable, a transparent or opaque tone of col-
our for the flesh: these tones may be sometimes found side by side, or even
one over the other, on the same statue. We shall have to consider this ques-
tion further under the head of

sfesfesk

7. Polychromy of Sculpture.

The question, formerly much discussed, as to whether the Greeks coloured
their statuary, is no longer open to doubt: it is generally admitted that a stat-
ue in flawless white marble could never have suited Greek ideas, and that
the chill and staring effect of modern sculpture is mainly due to the fact
that the ancient originals which inspired the art of the Renaissance had, at
the time of their discovery, retained no evidence of their former colouring.
But while the Greeks certainly employed colour, this was only done within
the strictest limits of artistic requirement, and never with the idea of aping
nature or a wax figure. The surface of marble, as they treated it, presented a
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warm transparency of effect which recalled, without imitation, the human
skin, a slight toning indicating the difference between the various surfaces of
the body. It is evident that the prudent application of these laws demanded
an artistic sense and experience of high order. Hence we can understand the
point of the remark attributed to Praxiteles, who, when he was asked which
of his statues he most admired, answered, Those to which Nicias (the great
painter) had lent his hand (quibus Nicias manum admovisset); so highly,
says Pliny (xxxv. § 133), did Praxiteles esteem the circumlitio of that painter.
We know from other passages that this word circum/litio implied, not a pro-
cess like ganosis, the mechanical treatment of the entire surface alike, but
the decoration of details such as the borders of dress, &c. (Quintil. i. 11, 6).
Plato (de Repubdl. iv. p. 420 C) speaks of hoi andriantas graphontes, the stat-
ue painters, as a well-known profession: the word andrias no doubt implied
originally any kind of portrait, but in the time of Plato it could only have
meant a statue; and the scope of the art is well defined in the remarks which
follow: he says that it is not by applying a rich or beautiful colour to any par-
ticular part, but by giving its local colour to each part that the whole is made
beautiful (all’ athrei ei ta prosékonta hekastois apodidontes, to holon kalon
poioumen). The colouring was in fact applied only to certain parts, such as
the lips, eyes, hair, and decoration of the dress, while the remaining surface
of the flesh was treated with a toning of wax; and this is borne out by the
dialogue in Lucian (Imag. 5-8), where it is clearly, though indirectly stated,
that the Cnidian Aphrodite of Praxiteles, and other celebrated statues, were
not coloured, although they were ornamented in parts and covered with an
encaustic varnish. In Anzhol. Pal. vii. 730, graptos tupos evidently refers to a
painted relief; and there are frequent passages in ancient literature in which
certain parts of a statue are mentioned as coloured.

The distinct process of toning, gandsis, is alluded to in Plutarch (de Glo-
ria Ath. 6) as agalmaton enkausis: where it is expressly distinguished from
the colouring, agalmaton enkaustai kai chrusoétai kai bapheis, i. e. the wax-
ers, gilders, and painters of statues. That a sculptor sometimes did the wax-
ing himself we see from the inscription of an artist Aphrodisios (in Loewy,
Inschr. Gr. Bildh. No. 551), who signs his name as agalmatopoios enkaustés.

Turning now to the monuments, we see that the earliest traditions of the

Greeks, strongly influenced as they were by the gay colouring of the East,
were naturally in favour of a system of polychromy; and further, that the
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meanness of the materials in which the earliest sculptures were executed,
such as wood, terra-cotta, and limestone, rendered necessary a scheme of
colour which should conceal this inferiority. A third important reason was
the close connexion that existed between the arts of the sculptor and the ar-
chitect. Greek architecture, as we shall show, was invariably coloured, more
or less; and in order to adapt a statue or relief to the temple or other build-
ing for which it was [p. 396] intended, it was necessary to bring it also into
the general scheme of the colouring of its surroundings. One result of this
was an entirely conventional system of colour for sculpture, often far re-
moved from that of nature: thus in the early pedimental sculptures in poros
stone recently discovered on the Acropolis, the beards of two of the figures
are coloured a bright blue, and the iris of their eyes green. Herein the ad-
vantages of colour were manifold: thus, for figures intended to stand in the
background, painting often took the place of the more detailed modelling;
and on reliefs such as the frieze of the Parthenon, details of dress, weapons,
&e., could be indicated in this method. The sculptor was thus enabled to
dispense with trivialities, and his work gained proportionately in breadth of
style. The colouring of architectural marbles was necessarily subject to strict
laws, dependent upon that of the architecture of the time: in these cases
probably even the flesh was usually coloured, and the general effect was very
much what we have in the terra-cotta statuettes of Tanagra. In case of in-
dependent sculpture, which had no tectonic intention, the artist had freer
scope; and here probably, in the best period at any rate, most sculptors were
content with circumlitio: thus the Hermes of Praxiteles, when it was first dis-
covered, showed only traces of red and gold on the sandals.

The scale of colours employed in sculpture, originally restricted, became en-
larged in later times, especially when under the Ptolemaic rule intercourse
with the East became more established; and in Roman times it was no long-
er restrained by the prudent reserve of the Greeks. In Etruria, again, where
from the earliest period sculpture had principally been executed in terra-
cotta, a separate scheme of colours obtained; the more Oriental tastes of the
Etruscans leading them to prefer lively primary colours, as we see in their
wall-paintings and in the series of sarcophagi with reliefs which have come
down to us from them. While for the gandsis a wax process was employed,
it seems clear that the colour was laid on usually in tempera; and this prob-
ably accounts for the fact that so few traces of it have survived. The surfac-
es intended for this colour were generally left unpolished; thus in the head

204



of Athene (Ant. Denkm. Taf. 3) the white skin is left unpainted and is pol-
ished smooth, while the coloured portions are worked with the tool and left
rough. Gilding played an important part in polychromy; some have gone so
far as to say that in the Parthenon, for instance, all the colour was laid on a
ground which had been gilt. Probably the work of the chrusotés (see above)
lay principally with bronzes, but certain portions of the marble, such as jew-
ellery, as we see also in the Tanagra statuettes, were gilded: the Eros of Thes-
piae by Praxiteles had gilt wings; and we read frequently of the renewal of
faded gilding on cult-statues, the cost of which had been borne as an ex vozo
by some pious devotee. Polychrome effects in bronzes were produced princi-
pally by this method, or by inlaying; and here only to distinguish those parts
from one another which demanded it, such as the decoration of dress, the
lips, and the eyes. The stories in the classics bearing on this point are mis-
leading; thus we cannot credit the statement of Plutarch (Qu. Conv. v.1,2),
who says of the statue of Iocasta that the face was rendered so as to represent
a dying person, by the admixture of silver with the bronze: such stories were
probably due to a misunderstanding of the terms applied to plating or in-
laying. In sculpture also, inlaying was sometimes applied to give polychrome
effect: the chryselephantine statues of gold and ivory had early given the
idea of a mixture of materials, and we find in the marble statues such details
as wings and armour sometimes added in metal. In Roman times realistic
effects were frequently attained by composition in marbles of different col-
ours; so that, as in a cameo, the helmet of a figure might be in one marble,
the flesh in a second, and the drapery in a third: such processes did more
credit to their ingenuity than to their taste.

kb

8. Polychromy of Architecture.

As in the previous subject, so here also the main difficulty lies in the lack of
material: one thing only seems certain, that while no Greek temple was left
uncoloured, the colouring was applied only to certain parts and under strict
laws of distribution. As in sculpture too, the usage differed considerably ac-
cording to period and locality: in the best period, when marble was the prin-
cipal material employed, very little colour was added; in the early period, and
again in the later when stucco was freely introduced, colour was necessary in
order to conceal the poverty or dissimilarity of materials. Broadly speaking,
colour was reserved throughout for those members which projected from
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the surface, such as the cymatium, triglyphs, &c., and for those parts of the
actual surface which gave a background for the sculptures: the background
of a frieze or tympanum of a pediment being usually either red or blue. In
the interior, the wooden roof was certainly coloured; but what these colours
were, we cannot now judge, except from the imitations in stone which have
come down to us, principally in Athens. Of the colouring of Ionic architec-
ture still less is known than that of Doric; in such few traces as have sur-
vived, it seems to accord mainly with the principles of Doric. The colouring
serves principally as a background for moulding; and as the moulding grows
richer and higher in relief, the more compensation in colour is demanded.
In Corinthian architecture, with its richer capitals due possibly to the Egyp-
tian palm capitals, the colouring is still further enriched: a tendency which
in Roman architecture shows itself in the use of mosaics, wall-paintings, and
variously coloured marbles. The colours were probably for the most part laid
on in the encaustic process: in the inscription from Athens which records
the building accounts of the Erechtheion (C. I. 4. i. 324 a, 1. 42) occurs the
entry of a sum paid to the encaustic painters for having painted the cyma-
tium on the epistylium of the interior: enkautais: to kumation enkeanti to
epi toi epistulioi téi entos.

skeksk

9. Mosaic.

This subject is most naturally included under the head of Painting, for it is
upon the major art that it depends for its inspiration as well as its intention,
which is the representation of decorative and pictorial effects in floors and
walls by the arrangement in them of coloured stones and glass. [p. 397]

In Greek we meet with no term for this branch of art until quite a late peri-
od, descriptions of mosaics in Greek authors usually showing, by the round-
about phrases employed, that there was no such term known. In Roman
writers we find the word embléma and lithostréton, which they seem to
have adopted, with the process, from the Greeks; but it is a question whether
these were not specially applied to distinct classes of mosaic.

The best known term is opus musivum or pictura de musivo (also museum or

musium, hence musiarii, musivarii, and our mosaic); but this does not appear
until late, and its derivation is unknown.
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Of the history of mosaic little is known: the Romans certainly borrowed
the idea from the Greeks, probably in the time of Sulla; but there is no evi-
dence as to whence, or when, the Greeks themselves adopted the process. It
is natural to connect it with the brick and tile constructions of Egypt and
Mesopotamia. Inlaying in various coloured glazes was of course known to
the Egyptians from an early period, as the tiles of Tell el Yahoudiyeh show
(Birch, Anc. Pottery, *? p. 50): it was equally familiar to the Assyrians and
the Persians. The recent researches into the architecture of Persepolis have
moreover shown that the bricks in these buildings were made in two tones
of colour, and so disposed as to form a literal mosaic pattern. In all prob-
ability, then, Greek mosaic was inspired from the East, after the conquests
of Alexander. The evidence for this date rests upon the fact that neither in
literature nor the monuments can we prove the existence of any mosaic in
Greece before this time. The earliest mosaic as yet known is that which dec-
orates the floor of the pronaos of the temple of Zeus at Olympia, which, as
has been shown (Arch. Zeit. 1879, p. 153), cannot be earlier than the first
half of the fourth century B.C., and is probably considerably later. An anec-
dote of the cynic Diogenes mentioned by Galen (i. p. 19 k) refers to a floor
in which the likenesses of gods were represented by arrangements of differ-
ent kinds of zesserae (edaphos ek pséphon polutelon . . . theon eikonas echon
ex autdn diatetupdmenas); but probably this, in common with most of the
anecdotes of Diogenes, is a late invention. On the other hand, most of the
literary notices of mosaic point to the period of the Diadochi: we hear of it
in connexion with the names of Demetrius Phalereus and Hieron II., and
with the Pergamene empire. In Greece proper a noted instance is given at
Delphi: the Scholiast to Lucian peri orchéseos, 38, says that beside the om-
phalos at Delphi two eagles were represented in mosaic (gegraphthai apo
suntheseds lithon); and Wieseler has suggested with great probability that
this decoration must have originated at the restoration of the shrine after
the Phocian War, when the golden eagles that formerly stood there had
been looted and the ground torn up by treasure-seekers. Everything then
points to the third century B.C. for the introduction of mosaic into Greece:
probably it was never practised to any great extent there; we do not even
know whether the Greeks were familiar with the various classes of mosaic
which the Romans distinguished from each other.

830 2 No. 25 ibid. is the fragment of a similar dedication by a Melian (vase) painter Ka----- .
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The only artist in mosaic whose name is mentioned in ancient literature is
Sosos of Pergamon (probably about the middle of the third century B.C;
Pliny, xxxvi. § 184), who made a mosaic which became famous as the oikos
asar6tos, the unswept house, representing a floor covered with the remnants
of a banquet: several reproductions of this have come down to us; one of
these, now in Rome, is signed by the artist, Hérakleitos érgasato. It is pos-
sible that representations of the objects likely to be found on an actual floor
may have led to the imitation of figured scenes in mosaic: one such mosaic
in the British Museum represents strewn leaves. On the other hand, it has
been suggested that these floor pictures were due to another reason: in the
time of the Diadochi in Alexandria the practice grew up of decorating the
walls with marble slabs of different colours; and as there was in this case
no space for pictures on the walls, these were supplied in the floor. One of
the finest Pompeian mosaics, signed by Dioscorides of Samos, reproduces a
wall-painting found at Pompeii; and the great mosaic at Naples of the Batt-
le of Issus was probably inspired by the painting by a Graeco-Egyptian lady
Helena. The Egyptian origin of the art is further marked by the occurrence
of Egyptian landscapes reproduced in ancient mosaics: the finest is the Pa-
lestrina mosaic, ascribed to the first century A.D.

The connexion between wall-painting and tapestry hanging is obvious: and
the same connexion may be traced between mosaic and textiles; both direct-
ly, from carpets, and indirectly, as at Pompeii, through wall-paintings. This
connexion is further illustrated when we examine the Egyptian textiles, of
which the design, colouring, and even the treatment are often exactly paral-
lel to those of mosaic work.

The successive stages of the development of mosaic are well illustrated at
Pompeii: the simplest kind is that in which different geometric or floral
patterns of white rectangular stones are set in a floor of pounded brick and
lime; gradually the inlaid portion becomes larger and richer, the zesserae
smaller and more coloured, and less of the actual floor is seen; until finally
the ground, as well as the design, is constructed also of mosaic zesserae.

The simplest kind of mosaic consisted in laying in a simple pounded ce-
ment a pavimentum testaceum or opus signinum, i.e. a series of patterns, fig-
ures, or inscriptions in white or coloured fesserae or fessellae. 'These tesserae
are in later Greek called pséphoi, pséphides (hence pséphologéma, a mosaic
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pavement; pséphothetés, a mosaic worker): we also have abakiskoi, which
however seems to correspond more to abaculi or crustae, i.e. slabs of marble
for inlaying. They were made of all kinds of material: besides marble, stone
of different kinds and colours, terra-cotta of various degrees of baking and
mixed with other substances, glass of all shades of colour; the gilding of
glass fesserae, frequent in Byzantine work, was only rarely employed in Ro-
man mosaic. In the earlier and simpler kind they are as a rule square in form,
but the imitation of elaborate designs made special cutting necessary.

In preparing the ground, Vitruvius recommends the employment of three
layers, viz. (i.) the lowest foundation, statumen; (ii.) on [p. 398] this a rough
mass of mortar, rudus; and (iii.) topmost of all, the cement proper, nucleus,
of pounded brick and lime, in which the zesserae are laid: this seems to have
been mixed further with a binding material such as bitumen.

Of the ordinary mosaic, the finest kind was the opus vermiculatum, so called
probably because in this work zesserae of the minutest proportions are ar-
ranged in long wavy lines suggesting the movement of worms, vermes. Pos-
sibly the Greek lithostroton corresponds to this finest work, inasmuch as the
passages in which it occurs invariably refer to a luxurious pavement. It was
used not only for floors, but also for walls, columns, and even vaults, where
the difficulty of attachment made special preparations necessary.

Opus sectile was, broadly speaking, a mosaic made of slabs of different col-
oured marbles: these slabs were of different sizes, and cut in triangles,
shields, squares, and other geometric forms. A special kind of this class was
the opus Alexandrinum, in which only two kinds of marble were used, gen-
erally speaking red and green, porphyry and Lacedaemonian marble. This is
said to have been introduced by Alexander Severus, and to have been named
after him; but there is no doubt that it was of much older origin: probably it
came originally from Alexandria. Under this head is also included a process
of mosaic in which figures, &c., are imitated, not with fesserae, but with var-
iously coloured slabs: the flesh for instance of a figure being cut out in one
stone, the clothes in another, and the hair in another. A notable instance of
this class is given in a mosaic representing the Rape of Hylas, from the Ba-
silica of Junius Bassus (Consul A.D. 317), engraved in the Archaeologia, Xlv.
(1880), pl. 47.

kb
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10. Mosaic reliefs.

Raoul-Rochette, in his Peintures antiques, pl. xii., gives a specimen of a mo-
saic figure in relief, said to have been found at Metapontum: he pronounc-
es it to be of pure Greek style, intended for insertion in a wall. A similar
specimen is in the Wilton House Collection, of which Michaelis (Ancient
Marbles, p. 678) remarks: After the thorough disquisition of R. Engelmann
(Rbein. Mus. xxix. pp. 561-589) it can no longer be doubted that mosaic re-
lief is an invention of the last century only, and that all the known examples
are impostures, forged at that period. Again, the style of the setting of the
several stones, so that broad white seams of cement are to be seen between
them, is not antique.

skskok

11. Vase Painting.

The art of painting fictile vases with decorative subjects was in antiquity a
separate art, peculiar to the Greeks; although the idea may have been in the
first place borrowed from the Egyptians, it was never extensively practised
except among the Greeks, and may be said to have lived and died among
that people. The Etruscans, it is true, were large importers of Greek vases,
and produced occasional imitations of their ware; and recent evidence seems
to show that, for a brief period, Latin (possibly Roman) artists were follow-
ing their example: but these imitations were as a rule clumsy or vulgar, and
can be readily distinguished from the ware to which they owed their origin.
The figured scenes on Greek vases commence towards the end of the sev-
enth century B.C., and continue down to the first half of the third century
B.C.; and within this period we now have, scattered in the different mu-
seums and private collections, many thousands of examples, which form a
most important running commentary on every conceivable phase of Greek
life and thought. Of the mine of information thus afforded, much yet re-
mains to be explored: and the history of Painting, in the earlier stages at
any rate, looks to ceramography as its principal witness. While therefore we
must fully recognise the importance of this branch of the subject, it must not
be forgotten that vase-painting among the Greeks was only a subsidiary art,
or rather a handicraft; and that, of the century or so of vase-painters whose
signed works we possess, there is not one name mentioned in the whole field
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of classic literature. Their works were mainly intended for the temple, for
sacred or semi-sacred functions such as the great games, and for the tomb:
vase artists and painted vases alike were a class apart. For this reason, and in
order to prevent overcrowding this article with a separate voluminous sub-
ject, Greek ceramography is treated in a distinct article, VAS; to which the
reader must be referred for the numerous allusions which will be found in
the course of the present article.

skeksk

12. Vases painted in Encaustic.

There is, however, one class of vase-paintings mentioned in Athenaeus (v.
200 b), which, if the passage is rightly understood, seem to have been a sep-
arate class, distinct from the true ceramography of the Greeks. That writer,
in describing the pompa of Ptolemy Philadelphus, says that among other el-
ements of the procession were 300 boys carrying keramia kekérographéme-
na chromasi pantoiois (vessels painted in wax with colours of all kinds). It
does not seem at all clear, however, what these vessels were. Birch (Hisz. of’
Pottery, p. 427) proposes to identify them with a fabric of which specimens
were found at Centorbi and elsewhere: the specimen he describes is of ter-
ra-cotta, the colours on which are prepared in wax and laid upon a rose-col-
oured ground: it is ornamented with gilding, and is of a late style and period.
Raoul-Rochette (Peintures antiques, p. 430, pl. xiii.) gives a specimen of this
fabric: but even supposing that this process is really encaustic, it is not likely
that it was ever extensively practised, nor does it seem certain that these ex-
amples illustrate the passage in Athenaecus: the vessels there alluded to are
probably of wood; the habit of painting polychrome decorations on vases of
wood was common in Egypt in later times, and the encaustic process would
be more appropriately applied to wood than to terra-cotta. Bliimner sug-
gests that the kérangees of Maneth. iv. 332 are to be explained as the paint-
ers of such vessels.

skeksk

13. Drawings on other Materials: Bronze.

'The outline drawings on bronze must be referred to here, as giving impor-
tant evidence of the ancient art of design, although the subject is more fully

treated under SCALPTURA 'The earliest examples of engraved design on
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bronze are the celebrated swords found at Mycenae, of which the blades are
decorated with lion-hunts and other scenes in engraving. These, however,
form a class by themselves, being inlaid as well [p. 399] in various metals; a
process which as yet is unknown in subsequent Greek art. Of engraved de-
sign pure and simple we have a fine specimen of Greek work of the sixth
century B.C. in the bronze cuirass (Bulletin de Cor. Hell. vii. pp. 1-5, pll. 1-3),
and smaller specimens from Olympia: there is no doubt that the art flour-
ished in Greece, although very few examples have been found there, while
great numbers have come from Etruria. These Etruscan specimens consist
mainly of mirrors and ciszae dating from the fourth century B.C. down-
wards; principal among the latter being the Ficoroni cisza, of which an en-
graving is given in Vol. I. p. 440, Vol. II. p. 213: the subjects represented on
these mirrors are for the most part of Greek origin, though treated in an
Etruscan dress and accompanied by Etruscan inscriptions. Probably, if more
specimens of the pure Greek engraving had survived, we should recognise
the qualities of spirited and firm drawing which are reflected in the best
Etruscan specimens, and which ancient critics admired in the works of the
great Greek artists.

sfesfesk

14. Boxwood.

Pliny tells us that the great painter Pamphilus gave lessons in drawing on
boxwood; and the words puxion (named by Pollux, x. 59, among the im-
plements of the painter) and puxographein (Artemid. i. 53) are referred to
as further evidence of this process: but neither of these words in them-
selves necessarily imply reference to a distinct art; they may allude merely to
the tablet of box which, as was before mentioned, was one of the principal
grounds on which the easel painter worked. In a tomb in the Crimea (Anz.
de Bosp. Cimm. pl, 79) certain slabs were found which were engraved with
fine drawings in the style of the early part of the fourth century B.C., the
lines being filled with colour. The material of these slabs was supposed to be
boxwood, and they were adduced as illustrations of the process of Pamphi-
lus: but Stephani (Compte Rendu, 1866, p. 6, n. 2) says that this is an error,
and that they are in reality slabs of ivory. It is quite possible that the Greeks
practised the art of engraving designs on boxwood, just as they did graving
upon ivory (see also above under Encaustic) and on bronze; but it does not
seem necessary at present to consider that the teaching of Pamphilus meant
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more than the rudiments which every easel painter would have to know as
a preliminary to painting on boxwood.

skeksk

15. Parchment.

It would appear from a statement of Pliny that sketches or cartoons for pic-
tures were sometimes executed by the great masters on parchment, and, as
in the subsequent history of art, were handed down for the tuition and profit
of successive ages of artists (xxxv. § 68: et alia multa graphidis vestigia extant
in tabulis ac membranis ejus, ex quibus proficere dicuntur artifices; see infra,
p-412). Here also belongs the subject of illustrated MSS.: unfortunately, we
have scarcely any illustrated classical MS. which does not date from a de-
based age: although we know that doctors and architects were in the habit
of adding explanatory illustrations to their scientific works, and that IM. Var-
ro, for instance, adorned his great biographical work the Imagines with 700
portraits of Greek and Roman celebrities.

skeksk

16. History.

'The history of Painting in classical antiquity is one which is difficult to treat
comprehensively within the limits of an article like the present, on account
of the wide field of speculation which it offers, and with which a close stu-
dent of the subject must necessarily be familiar. As in the case of Sculpture,
so here, our knowledge must be based upon the examination of the state-
ments of ancient authors in the light of modern remains: but whereas in the
study of Sculpture we have before us an almost complete series of the works
of the greatest masters, in that of Painting we are met by the fact that no sin-
gle example of a great masterpiece has come down to us; nay more, that of
one great branch of the art, that of easel-painting, not a single specimen (if
we except a few late Roman portraits) has survived. And yet we have every
reason to believe that the Greeks achieved as signal success in Painting as
they had done in the sister art: the art critics of antiquity, whose judgment
we can test in the light of the actual monuments, are no whit less enthusi-
astic, nor less explicit, about their painting; and although in some branch-
es the ancient painters may not have attained to the technical perfection
of modern times, yet we may be sure that, within the limits which they set
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themselves, the masterpieces of the Greek painters were worthy to rank be-
side the marbles of Pheidias or the bronzes of Lysippus.

In default therefore of any evidence at first hand, we are forced to accept
such other monumental evidence as we can collect of objects which illus-
trate or reflect the major art. Of such fortunately a fairly large supply has
come down to us. This secondary evidence consists of painted vases, painted
works in stone or marble, mosaics, and principally the large store of mural
paintings which have been rescued, mainly from the buried cities of Pompeii
and Herculaneum. It is true that the great majority of these echoes of Greek
painting are of a late date and were executed under Roman influence; but as
both in sculpture and in painting the art of the Romans is hardly separable
from that which Greek artists had taught and were still teaching, it will be
convenient in this article to treat the two nationalities together.

With regard to the other peoples of Italy, such as the Etruscans, the same
system will equally hold good. If Etruscan painting had for a brief period an
independent existence, it was nevertheless subject to much the same influ-
ences, and exhibits a similar development during this period to that of the
Greeks; while in any case the time soon came when it was first impregnated,
and finally absorbed, in the influence which spread abroad from the Greek
colonies in Magna Graecia: and though both in Italian and Etruscan art
there are certain local elements always separable, these are not of sufficient
importance to demand a separate treatment here.

In studying ancient painting, it is necessary to keep constantly in view the
parallel between it and sculpture. The problems which are involved in the
questions as to which was the earlier art of the two, and as to how much
the Greeks borrowed from the Egyptians and Assyrians, are out of the pre-
sent sphere, and not much is gained by their elucidation. It is sufficient
to know that the Greeks were the first people to raise to the level of in-
dependent arts what had previously been merely descriptive and [p. 400]
decorative processes; and though in Greece sculpture may be said to have
reached its culminating point more than a century sooner than painting, yet
both are throughout closely allied, and are constantly acting and reacting
upon each other. In reliefs especially painting plays a prominent part, and
in statuary even of the best period its growing influence is clear: painting
was in fact of the sister arts that which led the way in the whole history of
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Greek development; and when Winckelmann, following Pliny’s statement
that there was no painting in Greece at the time of the Trojan War, says
that sculpture has the earlier origin, this statement is true only in so far that
painting did not attain its full development until the end of the fourth cen-
tury, whereas the bloom of sculpture is assigned to the middle of the fifth
century B.C.

The great difficulty of our inquiry is that of reconciling the literary records
with the monumental remains, and of establishing accurately the continuous
connexion between them. The wealth of new material which has accumu-
lated, especially during the past ten years, and the more scientific methods
of investigation which have thus been rendered possible, have together pro-
duced this result--that we are now in many respects in a better position to
judge of Greek art than were the art critics and historians of antiquity. The
literary records of painting indeed, scanty as they are, are not to be accept-
ed without the closest scrutiny: thus it is now generally accepted that Pliny,
our chief informant as to the early history of Painting, adopted without
criticism and often without understanding the statements of his authorities;
these authorities being apparently for the most part certain Greek works
peri heurématon: that he seems to ignore everything but easel pictures: and
that his historical arrangement is altogether untenable. Pliny connects each
successive improvement in the early history of Painting with the name of a
master: even when these names have an appearance of reality, it is probable
that they represent, not the inventors of definite steps, but pictures associ-
ated with their names which showed the first instances of these improve-
ments.

Under these circumstances, it is obvious that the traditions of ancient writers
as to the commencement and earliest development of the art of painting in
Greece must not be taken as literal contributions to the history of our sub-
ject: in some points, indeed, it is quite impossible to reconcile them with the
evidence of the monuments of this period which are before us. The princi-
pal authority is Pliny in his A. V. xxxv. § 15 foll., who himself acknowledges
the uncertainty of his subject. The Egyptians, he says, falsely claim to have
invented painting 6000 years before it crossed into Greece: of the Greeks,
some ascribe the invention to Sicyon, others to Corinth, but all agree that
the first step consisted in tracing the shadow of a man with lines. This was
followed by the introduction of single colours, so called menochromaton; and
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even after the art had advanced, this style was still carried on. Linear draw-
ing was invented by Philocles the Egyptian or Cleanthes of Corinth, and
was first practised by Aridices of Corinth and Telephanes of Sicyon: even
these made no use of colour, but scattered lines within their paintings (spar-
gentes lineas intra), and attached the names to the figures of their paintings.
It was Ecphantus of Corinth who first invented those (pictures?) of the col-
our of pounded potsherd: this was not the Ecphantus who is said by Cor-
nelius Nepos to have followed Demaratus into Italy.

Painting had already an independent footing in Italy. Even to this day there
are pictures in the temples of Ardea of which the date is earlier than the
foundation of Rome; also at Lanuvium are two pictures of Atalante and
Helena by the same artist; and at Caere some still earlier: so that the con-
noisseur may well say that no art was more speedily brought to perfection
(consummata), seeing that in Trojan times it appears to have had no exist-
ence. Pliny then proceeds briefly to note celebrated painters or works of art:
the picture of Bularchus, in which was a battle of the Magnetes, of such mer-
it that Candaules paid for it its weight in gold (repensam auro): the painters
of monochrome (monochromatis) Hygiainon, Dinias, Charmadas, who must
have lived shortly before, but whose period is not given: Eumarus of Ath-
ens, who first in painting distinguished male from female and dared to imi-
tate every sort of figure (qui primus in pictura marem a femina discreverit,....
figuras omnis imitari ausum): and lastly, Cimon of Cleonae, who developed
the inventions of his predecessor: he found out catagrapha, hoc est obliquas
imagines, et varie formare voltus, respicientis, suspicientisve vel despicientis.
Articulis membra distinxit, venas protulit practerque in veste rugas et sinus
invenit. (The difficulties of this passage will be referred to later on.)

In H. N. vii. § 205, Pliny says further, that painting was a discovery of the
Egyptians, but was in Greece invented by Eucheir, kinsman of Daedalus:
so also says Aristotle: Theophrastus, however, ascribes it to Polygnotus of
Athens. Athenagoras (Leg. pro Chr. 14, p. 59, ed. Dechair) relates how in
the days before sculpture and painting and statuary were Saurias of Samos,
and Craton of Sicyon, and Cleanthes of Corinth, and a Corinthian maid-
en: shadow-pictures, skiagraphia, were invented by Saurias of Samos, who
traced the outline of his horse in the sun: and painting (graphiké) by Craton,
who smeared in (enaleipsantos) the shadow of a man and woman on a whit-
ened slab (en pinaki leleukdmenéi) The legend of the Corinthian maiden is
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referred to by him (i4id.) as the origin of the koroplastic art; and Pliny (/.
N. xxxv. § 151) refers to the same story: the legend related how the daughter
of a certain Butades, a Sicyonian potter at Corinth, struck by the shadow of
her lover’s face cast by her lamp upon the wall, drew its outline (umbram ex
facie lineis circumscripsit) with such force and fidelity that her father cut away
the plaster within the outline and took an impression from the wall in clay,

which he baked with the rest of his pottery.

'The main difficulty which confronts us in these various descriptions is that
of distinguishing between linear (i. e. outline) drawing and silhouette. It will
be best to take the statements as to the inventions first, and afterwards to
examine in detail the artists’ names. We may for the present disregard the
reference to Egypt: the name Philocles being a Greek and not an Egyptian
name, it is suggested that the author of this statement had seen the work of
an [p. 401] Egyptising Greek, possibly that of an inhabitant of Naucratis, a
Greek colony founded in Egypt in the seventh century; or that some such
work, originally painted by Philocles in Greece, had been exported to Nau-
cratis, and, being still on view there, had caused the mistake of describing
the artist as an Egyptian. We may also disregard the name of Polygnotus in
this connexion, wrongly introduced here by Pliny: Theophrastus only meant
that Polygnotus was the first who developed monumental painting. The re-
maining list of inventors points almost exclusively to Corinth and Sicyon:
this is in keeping with the intimate connexion which we know existed bet-
ween these two cities, and the importance of their art, in the sixth century
B.C; they lay close together, and used almost identical alphabets; and the
rule of a powerful dynasty of tyranni in each place gave scope for the arti-
stic activity of the Daedalidae to flourish there. The extensive spread of this
Corinthian-Sicyonian art may well account for such legendary wanderings
of artists as that of Eucheir, Eugrammus, Diopus, and Ecphantus (Pliny, /7.
N. xxxv. § 152) into Italy: on the other hand, there is no reason why the-
se artists should belong wholly to legend: we know of the actual existence
of a Eucheir in antiquity; and the other names present no further difficulty.
There is no reason to suppose the priority of either city; in fact the Butades
legend suggests an attempt to compromise this question, by making him a
potter of Sicyon working at Corinth.

Pliny says, All agree that the first step consisted in tracing the shadow of
a man with lines : it is evident that in the various accounts no distinction
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is intended as to the priority of drawing over painting or wice versd; on the
other hand, the expression umbra lineis circumducta certainly seems to imply
outline drawing; and all the accounts except that of Craton seem to refer to
the priority of linear drawing, a fact which is not borne out by the evidence
of the monuments. The best suggestion for the explanation of this difficul-
ty is that of Klein, who points out that the real distinction between these
various inventions lies, not in the method, but in the subject adopted by the
legendary artists; and shows that each legend may be respectively traced to
one of the different terms applied in Greek to painting. Thus, the existence
of a term skiagraphia would suggest a general basis for the various shadow-
theories: zographia, as distinguished from graphiké, might mean the dra-
wing of animals, zba, as opposed to the drawing of the human figure, and
hence the legends of the horse of Saurias, and the man and woman of Cra-
ton. The story of the Corinthian maiden is really more connected with fic-
tile art than with painting, though drawing is doubtless equally at the basis
of such works in terra-cotta as are here referred to: the elements of this le-
gend are all supplied in the term for terra-cotta modelling, koroplastiké. As
to this Corinthian maiden, we have two conflicting accounts: Athenagoras
says that the lover was asleep, and that the terra-cotta was in his time still
preserved in Corinth: whereas Pliny describes the lover as departing, says
that the face only was outlined, and that it fell a victim in the sacking of Co-
rinth in B.C. 146: it has been thought, therefore, that the source of Athena-
goras’ information must have been earlier, that of Pliny later, than B.C. 146:
but probably there is no need for supposing the work to have existed except
in legend: the circumstantial character of the narrative, as is demonstrable in
other similar cases, proves nothing.

With the names of Cleanthes, Aridices, and Telephanes, we come to more
definite ground, apparently of the seventh and sixth centuries before howe-
ver we approach this period, wherein literary and monumental evidence are
both available, we must first go back to the far earlier period which we know
only from the actual monuments.

As to the actual origin of painting in Greece, various theories have equal-
ly been advanced in modern times. One critic argues that the idea was ori-
ginally suggested by polychrome embroidery or textile work, and points to
the fact that in Homer no mention of painting occurs, while on the other
hand mention is more than once made of scenes woven on garments, such
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as the robe of Helen and of Odysseus, and the veil of Hera; and that two of
the earliest recorded names of artists are those of Acesas and Helicon, wea-
vers of Salamis in Cyprus. In this connexion we shall see that the influence
of Oriental tapestries is largely felt in the Greek paintings, especially of the
coast and islands of Asia Minor, but this probably did not take effect until
the end of the seventh century B.C. [see VAS].

Another theory is that of Klein and Milch-hoéfer, who suggest that both
sculpture and painting are jointly preceded by coloured relief. Klein says,
Sculpture and painting are in the earliest period united in a coloured and
flat style of relief, which Greece received from Asia Minor and developed (e.
g. the Cypselus chest and the throne at Amyclae). Painting is at first inten-
ded to do no more than replace the actual colour of the metal or wood stuff,
in the character of a surrogate. The technical process of engraving (where
this is unnecessary) of the painted figure and its surroundings, points still
more clearly to an imitation of the hammered, beaten out, and inlaid work:
and this explains the striving after gaudiness; herein referring to the class of
Protocorinthian paintings in which these characteristics occur, and which
he suggests are the result of imitation of inlaid metal. The suggestion may
be perfectly true of this particular class of paintings: but these by no means
represent the first beginnings of the art in Greece.

Strictly speaking, the subject of Painting embraces every material, even to
the humblest, to which it is applied; and for the earliest beginnings of the
art, we may accept the evidence of vases where other evidence fails. The ear-
liest painted vases in Greece are a class which come at the end of the His-
sarlik and at the commencement of the Mycenae period [ VAS]. These show
the first introduction of painted ornament, at the point where it takes the
place of the primitive engraved patterns with which the decoration of Greek
pottery begins. First it occupies itself with decorative devices borrowed from
marine fauna and flora; afterwards, in the bloom of Mycenaean art, a won-
derful dexterity is attained, which leaves little in the range of nature unat-
tempted. In Mycenaean art we see for the first time the elements of that
artistic [p. 402] selection and dramatic force which it was the mission of the
Greeks first to introduce; we see these qualities strongly marked in the sce-
nes inlaid and engraved on the famous bronze swords found at Mycenae:
especially on one which represents a scene of panther-like animals chasing
birds by a river-side; although executed in metals, this is a complete picture
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of animal life, of which even the requisite colours are indicated by the va-
rious metals employed. But the more recent excavations at Tiryns and My-
cenae have given us still clearer evidence of the pictorial art of this period.
In both these sites fragments have been discovered of wall-paintings which
seem to have formed parts of extensive compositions in fresco. The largest
fragment represents a bull charging, coloured white with red spots on a blue
background: above the bull’s back is the figure of a man, whose peculiar po-
sition has been explained as that of an acrobat, but is more probably due to
a defect of perspective. Besides this are on other fragments part of a frie-
ze of figures with animals’ heads, warriors, female figures, &c. The range of
subjects is that which we are accustomed to meet with on the so-called is-
land gems which begin in this period [SCALPTURA], and which perhaps
more than anything show us the connexion between Mycenaean art and the
art of later Greece. These subjects are marked by a strong native originality,
tinged with the influence partly of Egypt, partly of Asia Minor: in the bron-
ze swords and the wall-paintings the influence of Egypt is especially noti-
ceable, both in point of technique and in the treatment of subject; so that
perhaps Pliny’s authority was unconsciously correct when he asserted that
the art of painting had crossed from Egypt into Greece; though it is certain
that his information could never have extended so far back as the times of

Mycenae and Tiryns.

With the downfall of the Mycenaean power, the progress of art in Greece
doubtless received a check. We see this especially in the vases: the brilliant
ware of Mycenae gives place to the rude Geometric system of the conquer-
ors, and survives only in a degraded ware which represents the decadence
of the earlier art. In Greece proper the heritage of Argos and Mycenae was
doubtless passed on to the neighbouring towns of Corinth and Sicyon; a
process which is reflected in the legends narrated by Pliny and others re-
ferred to above. On the other hand, the traditions of Mycenae had passed
to Asia Minor and the islands: the early pottery of Rhodes shows that la-
te down into the seventh century B.C. vase-painters were still employing a
floral system which was a direct survival from Mycenae; and the Euphor-
bus pinax found at Camirus in Rhodes shows, in the Argive inscriptions
which it bears, a direct connexion of this style with Argolis. Unfortunately,
we know as yet very little of the early painting in the Greek cities of Asia
Minor; but the little evidence which we do possess seems to show that in
the seventh century B.C. this style of painting was practised throughout an
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extensive area of Eastern Hellas. Probably, as the early Greek sites of Asia
Minor become more thoroughly explored, we shall see that the painting of
this period, like the sculpture and the poetry, centred in some one or more
of these cities of the border. Recent excavations at Naucratis, a city in Egypt
colonised principally from this district, have shown us what the conditions
of this art were in the end of the seventh century; and we have still further
important evidence from the locality in question. From Clazomenae has co-
me a series of terra-cotta sarcophagi painted with figured decorations in the
style of these schools. These sarcophagi are of various dates, which cover a
considerable period; the earliest was probably not made before the first half
of the sixth century B.C.; but it seems to represent a tradition which traces
its origin back to a period considerably earlier. In these paintings the reddish
clay is first covered with a yellowish white pigment, upon which the design
is first outlined, and afterwards filled in, in a brownish black. The subjects
are for the most part friezes of animals, combats of warriors, and hunting

scenes.

The technique of the sarcophagi corresponds with that of the earliest class
of the so-called Protocorinthian and Corinthian vases, in which, if their at-
tributions to Corinth are correct, we may trace an unbroken line of conne-
xion between the art of Corinth and that of Mycenae. The most important
evidence of this art is afforded by the painted pinakes found at Penteskuphia
[FICTILE]. Here we have a series of actual pictures, painted as pictures
and not as mere decoration, which throw an interesting light on the various
branches of art in the seventh century, and illustrate the close connexion
then existing among them. These, dedicated principally to Poseidon, are the
combined product of the painter and the potter; one of them is signed by an
artist already otherwise known to us as a vase-painter; some of the plaques
have moulded decoration; and the scenes represent episodes in the arts of
the potter, the painter, the sculptor, and possibly also the bronze worker. This
close connexion is very much what is reflected in the versatility imputed to
the Daedalidae in the early traditions respecting the first art-workers, wher-
ein the members of one family furnish the representatives of all the various
branches of art. The range of myths here depicted is as yet small, as in the
Hesiodic shield; the time is not yet come for that fulness of mythological

material which is set forth in the famous description of the Chest of Cypse-
lus [STATUARIA], equally a work of Corinthian origin.
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With the end of the seventh century we reach a more definite standpoint,
and it is here that we seem for the first time to find a historical background
for the early artists of literary record. Again, in the absence of other evi-
dence, we are obliged to turn to vase-paintings but inasmuch as vase-pain-
ting in its later history certainly reflects the influence and the progress, of
the major art, we may take this analogy as true of the earlier periods also.

After the invention of linear drawing, Pliny mentions APIDICES of Co-
rinth and TELEPHANES of Sicyon, spargentes lineas intra, and who also
attached the names to their figures; the term /ineas has usually been misun-
derstood as an allusion to the inner markings of the figure, giving the dra-
wing of the eyes, nostrils, all in short which goes beyond mere silhouette.
We cannot, however, suppose that all previous artists drew their figures as
blind; and it is obvious [p. 403] moreover from vases, that inner markings
must have been adopted long before the practice of writing in the names.
Klein therefore suggests that this expression in Pliny refers to the linear or-
naments, borrowed probably from the imitation of textile fabrics, which fill
in the background in the designs of the end of the seventh and beginning of
the sixth centuries B.C. And though this explanation upsets the chronologi-
cal sequence of Pliny’s statements, we need not reject it on that ground, for
in this, as well as many other points, Pliny is demonstrably incorrect.

Next comes ECPHANTUS of Corinth, with whose name are associated
the pictures of the colour of pounded potsherd: probably this expression
merely refers to the deep purple colour which is added in the earliest vase-
paintings of Corinthian style, and which to Pliny’s authority may have see-
med their most striking characteristic: that writer may have seen some early
painting signed by Ecphantus, and was thus led to connect this improve-
ment with his name. Like Eucheir and Eugrammus, he is said to have come
out of Corinth with Demaratus. Pliny tries to explain away this difficulty
by the stock method of imagining two Ecphanti; but while the journey is of
course legendary, there is no reason why we should not accept Ecphantus as
a real personality; it is even possible that we possess a monumental record of
this very artist in the Columna Naniana (Lowy, Inschr. Gr. Bildh. No. 5), of
which the inscription runs thus:--

Pai Dios, Ekphant6i dexai tod’ amemphes agalma
soi gar epeuchomenos tout’ etelesse graphon.
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It seems likely that this column, which was found at Melos, and which, from
its inscription, dates from the seventh century, supported a painting; possib-
ly this was a Melian vase-painting, by the artist Ecphantus, who thus dedi-
cates his own handiwork.”

CLEANTHES of Corinth is by Pliny ranked among the inventors of line-
ar drawing; but Pliny’s order cannot be accepted here, for it seems clear that
the place of Cleanthes is at least posterior to that of Ecphantus. In this ca-
se we are not left to Pliny’s information alone. Strabo (viii. 343) notes two
works by this master in the temple of Artemis Alpheia: an Iliupersis, and a
Birth of Athene. Of the first of these pictures we know nothing more: the
Birth of Athene, however, is further mentioned by Athenaeus (viii. 346 ¢),
who describes in this picture the figure of Poseidon offering a tunny fish to
Zeus in travail. This is of course an error; the tunny is merely the attribute
of Poseidon, whose type is thus distinguished on the Penteskuphia pinakes;
and the whole description seems to point to a votive pinax of this kind, da-
ting probably from the seventh century. In all probability it was one among
many in this temple. Strabo couples with this picture another from the same
temple by AREGON, representing Artemis on a Gryphon; this type, ho-
wever, seems inconsistent with what we know of the methods of this period,
and it is likely that either Aregon was of a much later date, or that Strabo’s
information was incorrect.

CRATON of Sicyon painted a man and woman on a whitened pinax; we
are naturally led to think of the vase-paintings in black figures on a white
ground: the term leleukomenos, however, need not imply more than the
practice common to all the paintings of this period, which obtains equally
in the Penteskuphia tablets and in the Clazomenae sarcophagi, of preparing
the ground of the design with a yellowish-white pigment. The man and wo-
man of Pliny’s statement suggests the symmetrical pairs of figures which are
commonly mentioned in the descriptions of works of this period, such as
the Chest of Cypselus and the Spartan basis.

Of HYGIAINON, DINIAS, and CHARMADAS, Pliny tells us that his
information supplies no date; they are painters in monochrome, a technique
which is mentioned nowhere except in Pliny, and which he himself does not
seem to understand: if it means anything, it may mean that the colouring
of their pictures had faded, or else that they worked in one colour with the
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natural background, as in the vases with black or red figures. In the latter ca-
se, these artists must necessarily range much later in date.

Among the painters of this period we may now include those whose names
we know from monuments which they have signed, and who are apparently
Corinthian artists of the first half of the sixth century,--BIAS, CHARES
the son of Bias, and TIMONIDAS, who signed one of the Penteskuphia

pinakes.

EUMARUS of Athens was the first who distinguished male from female,
and who dared to imitate every sort of figure. On the vases with black figu-
res we can trace the epoch at which a white colour is gradually introduced
to indicate the flesh of female figures. It is not necessary that this should be
precisely the change initiated by Eumarus, but it must evidently have be-
en something analogous to this. *'° The two facts we are told of Eumarus
thus lead us naturally to think of the early Athenian vases with black figu-
res. While the Corinthian and Chalcidian painters probably went on using
their creamy white background, the Athenians used for background the na-
tural brilliant red of their clay, and laid the white in their design on a sur-
face of black paint. The white on these vases is a feature sufficiently striking
to have attracted Pliny’s informant; and the wealth of mythological mate-
rial lavished on the Francois vase by CLITIAS and ERGOTIMUS, and
their boldness in attempting difficult motives, may well have justified his
expression frguras omnis. Like these two artists, Eumarus was also an Athe-
nian; and in the recent excavations on the Acropolis an inscription has been
found which seems to mention his name, and fixes his date, if this identi-
fication be correct, at the Solonic period in which Athenian art is beginning
to take a foremost place. The vases and pinakes show us the influence of Co-
rinthian painting on Athens at this period.

Pliny’s description of CIMON of Cleonae presents grave difficulties. Most
critics agree to the general conclusion that the inventions ascribed to him
are represented broadly by what we see in the red-figured vases of the [p.
404] school of EPICTETUS, the date of which is now assigned to the age
of the Peisistratidae. With the growing popularity of the athletic exercises
of the palaestra, comes in the preference for representation of the nude fi-
gure, in attitudes and movements hitherto untried; the innovations in the

831 3 See, however, Murray in Hellenic Journal, x. p. 243.
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drawing of dress, the improved treatment of the eye, the fine inner markings
indicating veins and muscles, are all to be traced to these vases.

Catagrapha in this connexion is difficult to explain. Pliny’s interpretation,
which represents Cimon as the inventor of profile drawing, seems altog-
ether untenable; in early sculptures in relief, figures which would naturally
be in profile are frequently represented in full face; but there is no evidence
of any such priority of full-face treatment in Painting. On the other hand, it
is probable that the great paintings of this time must have consisted of out-
line drawings with washes of colour, as on the alabastos of Pasiades in the
British Museum. One explanation refers it to linear perspective, or what we
should term projection! The most generally accepted interpretation refers it
to the practice, common in the vase-paintings of this period, of indicating
the outline of the body underneath the dress, which adapts itself to the mo-
vements of the figure.

A notable monument of this period is the Stele of Lyseas, an inscribed
marble shaft of about 550-525 B.C., with an inscription stating that it is the
tombstone and portrait of Lyseas; on the front is painted the full-length fi-
gure of the deceased, holding in one hand a cantharus, in the other the twigs
of lustration; the chiton is purple, the himation white with a coloured edge,
the twigs green, the cantharus black. The outline was first drawn in a dark
colour, and the background is red. Below is a minute figure of a galloping
horseman. The similarity of this figure to the carved stele of Aristion shows
the close connexion that then existed between marble painting and marble
relief. Probably such paintings were much in vogue, though naturally very
little beyond mere fragments of them have come down to us. The technique
corresponds most nearly to that of the black-figured vases. Loeschcke has
tried to show that the change from black to red figures in vase-painting was
brought about by the influence of marble paintings, such as the Stele of Ly-
seas; but this suggestion has been generally opposed (see Klein, Euphronios,’
p- 30, and Arch.-Epig. Mitth. 1887, p. 209). We referred above to the state-
ment of Pausanias (vii. 22, 6) that the great artist Nicias painted a sepulchral
stele at Triteia: this is important as showing that, even if the Stele of Lyseas
is not by a great master, it belongs to a class of work which was not beneath
the dignity, and probably reflects the methods, of the great masters.

Another interesting monument, which may probably be referred to this
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period, has recently been discovered in or near Athens; it is a disk of white
marble pierced with two bronze nails for attachment to a wall; on it is pain-
ted®”* a bearded man seated in a chair, and around the picture is an archaic
inscription recording that this is the monument of the excellent physician
Aineos or Aineios. The name is an uncommon one, and has been identified
with that of the great uncle of the famous Hippocrates; assuming this to be
a contemporary portrait, the date would thus fall at about 520 B.C.

The decoration of walls by designs painted on them had probably a direct
descent in Greece from the time of Mycenae; unfortunately we have no
Greek Pompeii to tell us in what this decoration in early times consisted.
There have recently been found at Athens two fragments of a marble pain-
ting intended for insertion into the wall, probably of a tomb, which give us,
perhaps better than anything else, an idea of the methods employed in de-
corative painting previously to Polygnotos; it also offers strong confirmation
of the close connexion between those methods and the methods of vase-
painters The groundwork is a creamy yellow, on which is painted a warrior
charging; his figure is drawn in outline, and filled in with different-coloured
washes for the various parts and for the drapery. The drawing is strong and
spirited, though still retaining traces of archaism; in the field is an inscrip-
tion which seems to connect it with the vase-painters of the last quarter of
the sixth century (Eph. Arch. 1887, pl. 6).

But if wall-paintings are thus seldom found in Greece, this lack of materi-
al is in some degree compensated for when we turn to Italy. It is true that,
here again, the actual houses and temples of early times have not survived;
but the Etruscans were accustomed to decorate the chamber of their dead
as much as possible to resemble that of the living; and the tombs of Veii,
Caere, and Tarquinii have given us valuable series of early wall-paintings.
These paintings, if not always the work of Greeks, are the living reflection
of Greek art. All internal evidence goes to show this, and it further enables
us to control the statement of Pliny. In order to show that the Ecphantus
of Cornelius Nepos cannot be the same as that early painter of Corinth, he
says that already (in the time of Demaratus) painting had attained an inde-
pendent footing in Italy, and mentions a series of fully-coloured paintings at
Ardea, Lanuvium, and Caere, which existed before the foundation of Rome.

832 4 In the Arch. Deltion, 1889, p. 151, this portrait is said to be painted in encaustic, but this is
certainly an error; it is probably painted in tempera, like the Stele of Lyseas.

226



Pliny’s statement is here aftfected by his sense of patriotism; the vases found
in Italy show us beyond a doubt that the earliest Italian paintings were exe-
cuted under foreign influence. The wall-paintings of Italy are the only class
of remains beside vases which enable us to trace the development of the art
continuously through all phases; allowance being of course made for the ti-
me which must elapse before each innovation of the Greeks could make way
among the tomb decorators of Italy.

It is generally accepted that the earliest examples of the art in Italy are the
wall-paintings from tombs at Veii; these consist principally of friezes of ani-
mals, conventionally or fantastically drawn with long bodies and long slen-
der legs,--a style of art which we know to be essentially Oriental, and which
is doubtless connected with the tapestry work of Mesopotamia. In keeping
with this textile idea, the groundwork is filled in with conventional designs,
which at Veii take the [p. 405] form of floral devices: these floral devices are
drawn in many respects identical with the flora of Mycenaean art; it seems
therefore that the art of Veii represents the same stage as that which we saw
in the vase-paintings of Eastern Hellas at the end of the seventh century
B.C.,in which the traditions of Mycenae were being combined with the les-
sons derived from Oriental tapestry. The presence of Mycenaean elements
may imply that this form of art traced its origin to a much earlier date, as
it certainly also lasted down to a much later period in Etruria. In the Pol-
ledrara tomb at Vulci were found a series of imported objects of Egyptian
character, including a scarab of Psammetichus I., which probably fixes the
date to B.C. 656-611. Among these objects was a large amphora painted in
a developed form of the Veii style, and a hydria of a ware which is apparently
Graeco-Egyptian, painted in red and blue with a Graeco-Egyptian rende-
ring of the Minotaur legend; a connexion with the Egyptian town of Nau-
cratis, which this same Psammetichus gave to the Greek traders, seems an
obvious deduction. The Naucratian traders came principally from the coasts
of Asia Minor so that we have, at the end of the seventh century, evidence
of a combined Egypto-Asiatic influence on Italian art. It is this influence
which we may suppose reflected in Pliny’s statement about Philocles quo-
ted above, p. 400.

'The same influence was also communicated through another channel, that
of Phoenician trade. The site of Caere in Etruria marked a Phoenician
settlement, and had been known in earlier times by the Phoenician name
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Agylla; and the general character of Phoenician importations would be very
much what is found in the Polledrara tomb. At present the earliest paintings
which we have from Caere are certain terra-cotta slabs, of which a series of
five is in the British Museum; another series, somewhat later in date, is in
the Louvre. These slabs served as the wall-decorations of a tomb, so that
they may be considered in reality as wall-paintings. The surface is covered
with a white slip, on which the design is laid in outline, with washes in reds
and blacks the white ground is left to stand for the flesh of women, while
that of the men is coloured red. The technique is thus very much the same
as that which we have on the Corinthian vases of the seventh century. The
subject consists of a frieze of figures who seem to represent mourners, and
carry various offerings to the dead. On each side of the doorway stood a slab
painted with a large Sphinx, the drawing of which bears an analogy to that
of the animals of Veii, while that of the human figures seems to show the
artist’s want of familiarity with this class of subject. It would seem then that
these slabs must be very little, if at all, later than the Polledrara hydria, and
in publishing them Mr. Murray suggests B.C. 600 as an approximate date
for them (Hellenic Journal, x. p. 247). This date brings us to the period when
Etruscan art may have been stimulated by the advent of the artists escaping
from the rule of the Cypselidae at Corinth, always supposing that this jour-
ney had any ground in fact. In any case, these artists probably chose Etruria
as being a district already advanced in art; and this would be some ground
for crediting Pliny’s statement (xxxv. § 17) as to the antiquity of the art at
Caere. In the details of these paintings Mr. Murray finds traces of a marked
Asiatic influence, which, coming primarily from Assyria and Chaldaea, was
communicated either by the Asiatic Greeks settled in Egypt, or, more di-
rectly, from the Greeks of Asia Minor. The Etruscans themselves claimed a
Lydian origin, and some such influence is at least apparent in their early art.
Diimmler has tried to establish a connexion with Aeolis in the early pottery
of Caere. From this site has come a series of vases which are closely related
to certain fragments from Cyme, and which seem to have been imported,
possibly from Phocaea; in Etruria they gave rise to a local fabric [VAS],
which represents the decadence of this imported style.

Though Etruscan art is everywhere characterised by a certain sturdy realism
which is unmistakable, it is always based upon the conceptions and techni-
que which it borrowed principally from the Greeks; it has justly been com-
pared with the art of the Tuscan School of the Renaissance, which sought
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to bring its own realistic feeling for form into harmony with the results of
a renewed study of classical antiquity. The transition from native realism to
Greek idealism is especially marked in the comparison between the earlier
and later paintings of Corneto (Tarquinii), the best of which seem to point
to a period corresponding to, though not necessarily contemporary with, the
art of Polygnotus. Of this painter, and of the school of Greek painters who
followed him, an account will be found below on pages 407 and 408.

From the dawn of the fifth century we begin to hear the names of painters
in Italy, but at first, at any rate, these are exclusively Greeks. In the time of
the kings at Rome, painting seems to have been principally in use for the de-
coration of works in terra-cotta, an example of which has been already men-
tioned, the vermilion-coloured Jupiter of the Capitol. The earliest painters
named in connexion with Rome are DAMOPHILUS and GORGASUS
(Plin. H. N. xxxv. § 154): these were both painters and modellers, and deco-
rated in both branches of their art the temple of Ceres at the Circus Maxi-
mus; this temple was dedicated in 493 B.C., and this date has consequently
been assigned to them; Urlichs, however, thinks that Damophilus is to be
identified with the teacher of Zeuxis (mentioned ib. § 61), and in this case
his date would be about 460 B.C., or contemporary with Polygnotus. Pliny’s
description leaves us uncertain as to the nature of the paintings of Damo-
philus and Gorgasus: he says that when the temple was restored crustas pa-
rietum excisas tabulis marginatis inclusas esse, an expression which certainly
seems to imply that they were wall-paintings which were at a later date cut
out and framed. That this plan of preserving the works of old masters was
not unusual in antiquity we know from examples at Pompeii and elsewhe-
re. From this time forward we hear little of painting in Rome: there were no
local artists of any importance, and communication with the outside world
was cut off on the one hand by the wars with Veii, on the other by the Vols-
ci. Nothing further is heard of [p. 406] Roman painting until the middle of
the third century B.C.

Returning now to the history of the art among the Greeks themselves, we
have seen that in the sixth century B.C. the most important centres were in,
or bordering upon, Asia Minor, and that it was only towards the end of this
century that Athens began to take a foremost part. This is borne out in the
little that we know from literary sources of the painters of the sixth centu-

ry. Candaules, king of Lydia (died B.C. 708), is said to have purchased at a
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high price a painting of BULARCHUS, which represented a Battle of the
Magnetes (xxxv. § 55) It would appear from the expression of Pliny (vii. §
126) that Candaules paid the painter as much gold as would cover the pic-
ture (repensam auro). The tradition, however, is very doubtful: it was probab-
ly borrowed without understanding from a book by Cornelius Nepos, and is
mentioned by Pliny on account of the correspondence between the dates of
the death of Candaules and that of Romulus.

The old Ionic or Asiatic painting, the genus picturae Asiaticum, as Pliny
terms it, most probably flourished at the same time with the Ionian archi-
tecture, and continued as an independent school until the middle of the
sixth century B.C., when the Ionians lost their liberty. Herodotus (i. 164)
mentions that when Harpagus besieged the town of Phocaea (B.C. 548) the
inhabitants collected into their ships all their valuables, their statues and vo-
tive offerings from the temples, leaving only their paintings, and such works
in metal or of stone as could not easily be removed, and fled with them to
the island of Chios; from which we may conclude that paintings (probab-
ly wall-paintings) were not only valued by the Phocaeans, but were also
common among them. Long, however, before the conquest of Ionia, Samos
seems to have become a prominent seat of the arts (Herod. iii. 60, iv. 152).
We know that a school of sculpture was early in existence there; and alt-
hough the so-called invention of Saurias of Samos is legendary, he may well
have had a real existence as a painter. Painting and sculpture went hand in
hand in those early times, and the island that boasted the sculptor Theodo-
rus would probably have made its mark in painting as well. Pausanias inde-
ed twice mentions cursorily a celebrated Samiote painter CALLIPHON,
who painted the Homeric battle of the ships in the Artemision at Ephesus:
the terms used by Pausanias clearly point to the art of the first half of the
sixth century B.C. In the temple of Hera at Samos was the celebrated pic-
ture dedicated by Mandrocles, a native of the place; we are not told the na-
me of the (doubtless local) artist; it was painted for Mandrocles, who had
constructed for Darius Hystaspes the bridge of boats across the Bosporus,
and represented the passage of Darius’ army, with the king seated on a thro-
ne reviewing the troops as they passed. Such a dedication would be quite in
keeping with what we know of Samian art tradition, and there is nothing
in the epic character of the subject which would make it impracticable. The
date of the bridging of the Bosporus must fall between 516-514 B.C., and

the picture must have been nearly contemporary with this date. Another
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painter, possibly also a Samian,*”’ is mentioned by Athenaeus (v. p. 210 4)-
-SILLAX"OF RHEGIUM, whose pictures in the Stoa at Phlius had been
described by Polemo; his importance is marked by the fact that his name
is recorded in the poetry both of Epicharmos and Simonides; and this fact
would mark his date at about B.C. 470. The contemporary porary sculptor
Pythagoras of Samos (Rhegium) is stated to have begun life as a painter (aé
initio pictor); another instance of the close connexion then existing between
the arts. We may conclude the list of Samian painters in the fifth century
with the name of AGATHARCHUS, SON OF EUDEMUS: unfortuna-
tely of this painter not a single work is described in literature, and we know
no more of him than what can be inferred from the three anecdotes which
different writers associate with his name. The first is given in Vitruvius (vii.
praef. 10), who says that Agatharchus primum Athenis, Aeschylo docente
tragoediam, scaenam fecit et de ea commentarium reliquit. From this it has
been supposed that this artist invented scene-painting, and that from him,
therefore, dates the feeling for landscape in art and the Striving after pic-
torial illusion. On the other hand, this statement does not coincide with
that of Aristotle (Poez. 4), that Sophocles invented scene-painting; nor with
what we know of the later painter Apollodorus. Klein proposes, in the light
of recent discoveries as to the history of the Greek theatre, to refer scaenam
fecit to the innovation brought about by the addition of the skéné (the stage
proper) to the old dancing ring: this expression might well have been mi-
sunderstood by Vitruvius, whose references to treatises left by artists and ar-
chitects are rarely to be trusted. The second anecdote represents him as set
down by a reply of the celebrated younger master Zeuxis, to whom he had
boasted of his rapid rate of work (Plut. Peric/. 13).The third anecdote relates
how Agatharchus, refusing on the score of overwork to decorate the house
of Alcibiades, was locked up by him until the decoration was completed; or,
according to another version, until the artist escaped. We thus see, at any
rate, that Agatharchus was a contemporary of Aeschylus, of Zeuxis, and of
Alcibiades; Aeschylus died in B.C. 456, and the speech of Andocides recor-
ding the Alcibiades story was probably delivered in B.C. 416. It has there-
fore been supposed that there must have been two Agatharchi (see Dicz.
Biogr. s.v.), but this supposition is not generally accepted.

833 5 Klein (Areh.-Epig. Mitth. xii. p. 87) Claims Sillax as a Samian, but on no very strong
grounds. He is contemporary with Pythagoras and Clearchus, both of whom are called of Rhegium,
but are in reality of Samos.
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Here for the present ends our information about the Samian School: bet-
ween this time and the period of the Diadochi, when Theon comes forward,
Samos is only represented by one or two insignificant names. But that Sa-
mos preserved always the tradition of a great school of painting, we see from
the act that the famous contest between Parrhasius and Timanthes took
place there; moreover, the temple of the Samian Hera was a perfect store-
house of pictures, which lasted even down to the time of Strabo (xiv. p. 637
C), who says, The ancient shrine and [p. 407] large temple of Hera is now
a picture gallery [PINACOTHECA]; and besides the quantity of pictures
here exhibited, there are also other galleries and little shrines which are full
of specimens of ancient art. We saw that Agatharchus’ sphere of activity lay
in Athens, and it is to Athens on the one hand, to Colophon and Ephesus
on the other, that the heritage of Samian painting is now passed.

The art of the sixth century at Athens has unfortunately offered hitherto but
little direct monumental evidence either to the ancients or ourselves. The
recent excavations on the Acropolis have brought to light, however, monu-
ments which, fragmentary as they are, yet throw a brilliant light upon a pe-
riod of which the ancients knew but little. The sack of the Acropolis by the
Persians in B.C. 480 must have destroyed most of what would otherwise
have served for the art history of pre-Persian times. Possibly some scatte-
red pieces were saved from the wreck, and may have been set up at the time
of Cimon’s administration in the pinacotheca of the Propylaea; and on the-
se chance survivals the knowledge of the ancients was principally based. If
therefore such a painter as Clitias is not named by Pliny as well as Eumarus,
this is merely owing to the chance that the father of art history found no
picture by this artist on the Acropolis. Art and handicraft are originally, as
we have seen at Corinth, not separated; and probably the early red-figured
vases, made at Athens and exported thence to various: sites, reflect the art of
the painters of Peisistratid times; a developed drama did not yet exist; and
it would appear that these artists, both great and small, drew their inspirati-
on from the Cyclic and the Lyric poets. As time went on, the gulf between
art and handicraft gradually widened; and the genius of POLYGNOTUS,
in the middle of the fifth century, finally raised painting to a level far above
that of the handicraftsmen.

With Polygnotus the history of Greek painting as an independent art
may be said to begin, and in this sense we may accept the statement of
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Theophrastus (ante) that this artist was the inventor of painting. It is the
period of the great reaction at Athens succeeding to the Persian wars, and
for the first time we hear of great historical compositions, and of painters
recognised as public characters. The limited space of this article necessari-
ly precludes anything like a general notice of all the various productions of
Greek painters incidentally mentioned in ancient writers. With the excep-
tion, therefore, of occasionally mentioning works of extraordinary celebrity,
the notices of the various Greek painters of whom we have any satisfactory
knowledge will be restricted to those who, by the quality or peculiar charac-
ter of their works, have contributed towards the establishment of any of the
various styles of painting practised by the ancients. A fuller account of each
artist will be found under their respective names in the Dictionary of Greek

and Roman Biography.

The fame of Polygnotus is chiefly associated with Athens; he was born at
‘Thasos, and came of a family of Thasiote artists; his father Aglophon, and
his brother Aristophon, being both recorded as painters of note. Of the de-
tails of his life we know very little; just as his great contemporary Pheidias
started life as a painter, so Polygnotus is spoken of as having had some expe-
rience in sculpture: an association between the two arts which is clearly re-
flected in the sculpture of the time. His period of activity seems to have lain
between B.C. 475 and 430. Attracted to Athens among the artists whom
Cimon was employing for the reconstruction and adornment of the city,
he won for himself the freedom of that city, and a special honour from the
Amphictyons, by his gratuitous work at Athens and at Delphi. He became
the leader of a school of painters who worked on the same monuments, and
probably much in the same manner, as himself; principal. among these we-
re Panaenus, a relation of Pheidias, and Micon, like his leader both sculptor
and painter, and, like him too, of ITonic origin.

Unfortunately, in many cases where these artists were employed conjointly,
we cannot always decide which subjects to assign to each of the respective
masters. In all probability, the earliest works which can with certainty be at-
tributed to Polygnotus were the large compositions with which he decora-
ted the Lesche or assembly hall of the Cnidians at Delphi, representing the
Sack of Troy and the Vision of Hades. These paintings are celebrated in an
epigram of Simonides: now we know that in B.C. 477 the poet went to Sici-
ly,and that in B.C. 467 he died; so that the paintings were probably executed

233



at least before B.C. 470. Pausanias devotes seven chapters (x. 25-31) to their
description, and from this we can gather a very fair idea of the general cha-
racter of the compositions. The figures were arranged in an extended form
of frieze, but grouped on different levels, and lacking that pictorial uni-
ty which a definitive background supplies in modern painting. Each figure
had the name written over it, and the wall was covered with distinct groups,
each telling its own story, but all contributing together to relate the tale of
the general composition. They were in fact painted histories, and each group
was no further connected with the contiguous groups, than that they all ten-
ded to illustrate different facts of the same story. Intended as they were for
the decoration of architecture, they were subservient to tectonic laws; as in
sculpture in relief, what was not absolutely necessary to illustrate the princi-
pal object was indicated merely by symbolism: thus, in default of more ela-
borate scenery, locality was suggested rather than expressed,--a tree, a house,
or a piece of water representing what the knowledge of each spectator would

easily supply for himself.

If we consider the narrow limits thus imposed on Polygnotos by his ob-
edience to ancient laws and canons not yet broken through, we shall expect
to find his real claims to the advancement of art more set forth in the details
of his style and treatment of his subject; and this is precisely what is most
noted of him by ancient writers. While he inherits the strength and firm-
ness of his more archaic predecessors, he adds a breadth of style and an zs-
thetic beauty which is less external than inherent within the character of his
subject. This is what Aristotle means when he (Poez. c. 6) speaks of him as
an agathos éthographos,, an excellent delineator of [p. 408] moral character,
and assigns to him in this respect a complete superiority over Zeuxis; and
again (ibid. c. 2), speaking of imitation, when he remarks that it must be eit-
her superior, inferior, or equal to its model, illustrating his point by the cases
of three painters: Polygnotus, he says, paints men better than they are, Pau-
son worse than they are, and Dionysius as they are.

Pliny says (xxxv. § 58) that he was the first to paint women with translu-
cent drapery, and to decorate their heads with various coloured head-dres-
ses; but that his greatest contributions to painting were those of opening the
mouth, showing the teeth, and that he gave expression to the countenance
by altering its archaic stiffness. It is in these last characteristics that we see
the revolution brought about by Polygnotus; he endeavours, in the whole
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treatment of the body, to impart an individual character; especially in the
face, so that a poet of the Anthology (Anzh. Gr. iii. 147 B) might say of his
Polyxena that in her eyelids lay the whole of the Trojan war. It is probably
more than a coincidence that in his works we have the first glimpse of por-
trait painting in the modern sense. The artist loved Elpinice, the sister of the
great Cimon; and her portrait, as Laodice, figured among the Trojan women
represented by him in the Stoa.

With Polygnotus the art of Painting was in point of conception and spiri-
tual beauty at its zenith; but, unlike sculpture, it was as yet lacking in tech-
nical power; as Woermann (p. 43) says, It truly entered into possession of
its full technical means in a later generation, when the arts of Greece were
no longer bent upon their ideal mission in the same high earnest as of old.

8346
‘The range of colours was scanty;

and though we hear of special local tints
being applied (e. g. the Eurynomus in the Nekyia coloured blue-black, like
a carrion fly, as Pausanias says), there is no suggestion of a transition of to-
nes or of local light and shade. Indeed, this is the more natural when we re-
member that no determinate background was used, but probably the figures

stood out on the white ground of the wall.

If we wish to realise the spirit of Polygnotus’ paintings, it is principally to the
sculptures of the time that we must look; and specially to the series of reliefs
upon the marble lekythi and sepulchral stelae, which breathe the same qua-
lities of pathos that underlay the paintings of this master, and the bloom of
which art falls just in his time. Possibly even the motives of these sculptures
may suggest the types which Polygnotus had created for his great picture of
Hades. The influence which his art exercised upon sculpture is best shown in
the frieze of the Graeco-Lycian monument of Gjélbaschi, where more than
one motive (e. g. the Slaying of the Suitors by Odysseus) is directly inspi-
red by the painting of the same subject. But as far as mere types are concer-
ned, much is probably still to be obtained from the study of vases. The gulf
between art and handicraft is widening, and the polychrome vase-paintings
(on a white ground) are a last attempt to keep pace with the greater art, but
for the most part are not worthy of the simple colouring of Polygnotus. On

8357

some red-figured vases, however, of the time of Meidias, ™’ it is now shown

834 6 Cicero says he used only four colours; Plutarch names 6chra, sin6pis, melas, mélias.
835 7 Itis worth noting that one vase-painter of this period is named Polygnotus: a vase signed by
him is in the British Museum.
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that the scenes depicted have a close relationship with the painter,--a fact
borne out by the inscriptions which they bear, and which are written in the
Parian-Thasian, and not the Attic, alphabet. Dimmler has collected as many
as six such instances, and more will doubtless be now identified.

For a list of the various works of Polygnotus and his contemporaries, we
must refer the reader to OverbecK’s Schriftquellen. 1t is sufficient to say he-
re that their principal sphere seems to have been Athens, and the wealth
of Athenian local myths supplied them with the most varied and extensi-
ve themes. It was a time when the luxuriance of Ionic art was taking a hold
upon Athens, not in painting alone, but in the whole range of Attic culture;
and this movement is continued in the greatest of the colleagues of Polyg-
notus, Micon and Panaenus.

Both had, like their leader, strong instincts in the direction of sculpture. Pa-
naenus was of the family of Pheidias; MICON was himself a sculptor. He
is the only great painter of whom we have as yet a direct monumental re-
cord; and, curiously enough, this record is concerned, not with a picture, but
with a statue. At Olympia a square base was found (Lowy, Inschr. Gr. Bildh.
No. 41) which had supported a bronze statue; the inscription showed that
this statue had recorded the victory in the pancration of Callias, son of Di-
dymion, an Athenian; and added Mikon epoiésen Athénaios. This very sta-
tue is described by Pausanias (vi. 6, 1), who gives further in another passage
(v. 9, 3) the date of Callias’ victory as the 77th Olympiad (B.C. 472-469);
the statue must have been set up soon after this date. Another inscribed ba-
se (Lowy, No. 42), found at Athens, records a statue made by Micon, son of
Phanomachus, thus correcting the form of the name (Phanochus) given in
the Scholiast to Aristoph. Lysisz. 679.These statues of Athletes remind us of
Pliny’s statement that Micon was specially esteemed for this class of work
(Micon athletis spectatur).

Of Micon’s birth and life we know otherwise very little. In spite of the evi-
dence afforded by the Olympia base, he has usually been considered as of
un-Attic origin, on account of the Ionic character of his writing. But the
evidence of his work all points to his being an Athenian; the subjects both
of his sculpture and of his painting are Attic, and it is here that his activi-
ty was chiefly displayed. Six of his works are known to us, viz. (1) Battle
of Amazons, and (2) Battle of Marathon, both in the Stoa Poikile; (3) an
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Argonautic scene, possibly the funeral games of Pelias, in the Anakeion; (4)
Battle of Amazons, (5) Battle of Centaurs, and (6) The Recognition of The-
seus, all in the Theseion. In describing this last, Pausanias goes on to relate
the end of Theseus; and this has generally been considered as the descripti-
on of a seventh picture: Klein, however, shows good reason for the opinion
that this is merely an excursus of the garrulous topographer, and must not
be included among Micon’s paintings. The [p. 409] close connexion existing
between the great artists of this period, and the probable similarity of their
style, is shown in the fact that the Marathon ascribed to Micon. (No. 2) was
probably painted by Panaenus, and that some of the works in the Theseion
are in one author attributed to Polygnotus.

PANAENUS, if, as is nearly certain, he was the brother™® ® of Pheidias,
probably in that case began his training under their father Charmides, who
must have been also a painter. His personality is overshadowed somewhat
by the superior claims of his greater brother; but the fact of his being cho-
sen to paint the Battle of Marathon, and to decorate the throne rails and
walls of the great temple of Olympian Zeus, show the high esteem in which
his art was held. From the description which Pausanias gives (v. 11, 5) of his
Olympian paintings, it is evident that his method corresponded to that of
his contemporaries already described. With him we hear for the first time
of those contests of painters which seem to have attracted the great masters
in subsequent times to exhibit competitive works usually at the great games
or religious festivals. Panaenus is recorded by Pliny (xxxv. § 58) as having
been defeated in such a competition at the Pythia by Timagoras of Chalkis,
an Jonic master who is otherwise unknown. Probably Pliny had derived this
story from a copy that he may have seen of a metrical inscription of Tima-
goras, and this would explain the Timagorae vetusto carmine in the passa-

ge of Pliny.

Of ARISTOPHON the brother of Polygnotus, and by Plato reckoned as
his equal, some well-known pictures are quoted in Pliny and Plutarch: of
these a numerosa tabula is probably to be identified as the principal scene of
an Iliupersis, in which Priamus, Helena and Peitho, Ulixes and Apaté, and
Deiphobus appear, possibly (as numerosa would seem to imply) as an excerpt

836 8 Strabo calls him the adelphidous, which would seem to mean nephew, of Pheidias. Pau-
sanias, Pliny, and Plutarch, on the other hand, call him the brother; and this would seem better to
suit the chronology, seeing that he painted in the Stoa Poikile contemporaneously with Polygnotus
and Micon.
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from a large composition. Besides this, we have an Astypalaea grieving for
her son Ancaeus, wounded by a boar (suggestive of Adonis and Aphrodi-
te); a Philoctetes (probably the same which Pliny saw in the Pinacotheca of
the Propylaea at Athens); and a picture commemorating the agonistic vic-
tories of Alcibiades. This last subject has given rise to much discussion; one
author (Satyrus) makes of it two pictures, the one representing Olympias
and Pythias crowning Alcibiades, the other Nemea sitting with Alcibiades
in her lap. The other authority (Plutarch) names simply Nemea seated with
Alcibiades in her arms, and adds that it caused quite a fizrore in Athens; but
the elders took it ill, as savouring of tyrannia and lawlessness (paranomois).
Klein explains the paranomois as referring to a psephisma of the Athenians
forbidding any one from attaching to a female slave or hetaira the name of a
Penteteris. The terms of the description make it clear that it was one pictu-
re. Satyrus says that the painting was Aglaophontos graphén; if this is so, we
must imagine an Aglophon the second, for it is not possible that the father
of Polygnotus could have lived so long. Probably either Satyrus or his quo-
ter (Athenaeus) must have omitted the name of the son, and the quotation
should run Aristophontos tou] Aglaophontos.

Two more painters must be named here, the tragedian EURIPIDES (B.C.
480-406), who began life in this profession, and whose pictures were to be
seen at Megara and PAUSON, whose name is thrice mentioned by Aristo-
phanes in plays which give for him a margin of date between B.C. 426-389;
only one work of Pauson is recorded, a horse painted to order, which from
one aspect appeared to be galloping, and when, inverted seemed to be rol-
ling in the dust; but he is brought by Aristotle into comparison with Polyg-
notus in the passage already quoted (Poez. 2), where he says that Polygnotus
painted men as better, Pauson as worse than reality, while DIONYSIUS (of
Colophon) represented them as, they are. Of this last painter, we learn from
Aeclian (Var. Hist. iv 3) that he imitated the technique and style of Polygno-
tus in everything except its grandeur (megethous); while from Plutarch (77-
mol. 36) it would seem that his method was lacking in ease.

With APOLLODORUS of Athens a new epoch is commenced, of such
importance that Pliny says of him that he was the first to give the appearan-
ce of reality to his pictures (exprimere species), and to bring the brush in-
to just repute. The great discovery here alluded to is the invention of aérial
perspective, the treatment of different planes, the right management of
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chiaroscuro and the fusion of colours (Plut. de gloria Ath. 2, exeurdn phtho-
ran kai apochrésin skias), so that he earned the title of skiagraphos, and Pli-
ny can say that before him no easel picture (zabula) had existed fit to charm
the eyes of the spectator. Doubtless the school of Polygnotus had paved the
way for this change: such a detail as that in the Vision of Hades by Polygno-
tus, representing the river of Acheron with fish and pebbly bed seen through
the water his practice of placing his figures on different, levels; and the fi-
gures on upper levels half hidden by a line of hill,--these seem to bespeak a
step immediately preceding that of true perspective; and it was Apollodorus
who took this step. The scarcity of actual records of his works prevents our
knowing whether his great fame (ho kleinos an’ Hellada pasan, says Nico-
machus the painter-historian) is due to their individual excellence as much
as to the value of his new discovery. Two of his works are recorded; a priest
in prayer, and an Ajax struck by lightning, at Pergamon. This last picture
has been quoted as an example of the pictorial treatment of Apollodorus;
as if it had shown Ajax in his ship, with startling effects of light and shade.
Furtwingler, however, is probably right in suggesting that it was not Ajax,
but the picture itself, that had suffered disaster; the same thing had happe-
ned to a painting of Parrhasius: Pliny records (xxxv. § 69) that a painting of
this artist at Rhodes had been thrice struck by lightning and not consumed
(miraculo). Possibly the Ajax picture also contained the picture of Odysseus,
of which the Scholiast to IZ x. 265 says that this artist was the first to repre-
sent him wearing a seaman’s cap, pilos (protos egrapse pilon [p. 410] Odus-
sei). His date is specially given by Pliny (xxxv. § 60) as the 93rd Olympiad
(B.C. 408-405); but if we may judge from his relations with Zeuxis, it must
go back considerably before that time. It is from this age that the establish-
ment of easel-painting may be supposed to date; for although paintings on
slabs of marble and terra-cotta were naturally in vogue from early times, it is
only now that they begin to occupy the front place, hitherto held by the mo-
numental paintings of Polygnotus; and this is the meaning of Pliny’s state-
ment, neque ante eum tabula ullius, &c.; apart from which, Pliny’s sources of
information seem to deal with easel pictures alone, and to practically ignore
the great epoch of monumental painting.

During the period which now terminates, Athens takes the lead in pain-
ting, under Polygnotus and Apollodorus, as she had done under Pheidias in
sculpture. Though the artists who brought this about were not all Athenians
by birth, Athens was the chief seat of their industry; and even afterwards,
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when by the Peloponnesian wars Athens had lost her supremacy, she still
continued an important centre, although the art of painting now branches
off into other directions, and is no longer so centralised. It has been custo-
mary to consider the sequence of the new schools as (1) Ionian, (2) Sicyoni-
an, and (3) Theban-Attic. But since Athens continues to have an important
share, it is better to accept two main branches only, viz. (1) the Helladic, of
which Athens is the centre, as opposed to (2) the Asiatic.

Chief of the successors of Apollodorus was ZEUXIS of Heraclea. Of the
many towns of this name, we cannot be sure which one is meant. Most cri-
tics have explained it as the town in Lucania, on account of the subsequent
connexion of Zeuxis with that region, the pictures he painted for Agrigen-
tum and Kroton, and because his teacher is named Damophilus of Hime-
ra. Klein, however, points out that this Heraclea was not founded until B.C.
432, whereas Aristophanes already in the Acharnians (1. 991) names a pic-
ture by Zeuxis; the date of this play is B.C. 426, so that the picture mentio-
ned must have been painted in the seventh year of his age. Klein thinks that
the Heraclea in Pontus is referred to, the Heraclea par excellence, and that
would account for his being taught by a Thasian, Neseas. At any rate, he ca-
me early to Athens, and Xenophon tells us of the warm interest which So-
crates felt in the young artist. In the Prozagoras of Plato he is spoken of as
a neaniskos, just arrived at Athens from Heraclea; this would give us a date
for the youth of Zeuxis as between Ol. 89-90 (B.C. 424-417). Pliny, follo-
wing some chronological authority, says that Zeuxis entered the doors of
art which had been opened by Apollodorus in OL 95. 4; . . . others assert
falsely OL. 89.*" ° It is evident at any rate that he belongs to the last years
of the fifth and beginning of the fourth century. That he adopted and ex-
tended the improved methods of Apollodorus is evident; and that he won
for his art a social standing far above what had hitherto been attained, is
shown by the anecdotes recorded of him: how that he gave away his works
as being beyond all price (usually, it is true, to the most influential patrons);
how he composed an epigram moémésetai tis mallon é mimésetai,, easier to
carp than to copy; and how he acquired so much wealth ut in ostentatione

837 9 'The same idea in a poetic form is expressed in a verse of Babrius (see Rbein. Mus. 1850, p.
479). Klein suggests that the Apollodorus mentioned in the second part of Pliny’s passage, in eum
Apollodorus supra scriptus versum fecit, was not the painter, but the chronologist of that name; this
does away with the necessity of supposing personal relations to have existed between the painter
Apollodorus and Zeuxis, and disposes of the grave difficulties which remain in the passage even if
we accept the emendation ipsi for ipsis.
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earum (opum) Olympiae aureis litteris in palliorum tesseris intextum no-
men suum ostentaret. This has usually been explained as implying that Zeu-
xis wore at Olympia a robe in which his name was woven in gold letters.
Such an interpretation involves a difficulty, both in the ablative ostenzatione
of the MSS. (which must then be altered to the accusative), and also in the
plural palliorum. Klein‘s explanation gets rid of this difficulty: Zeuxis really
exhibited his treasures at Olympia, and the pa//ia allude to the curtains hung
in front of his pictures there. That curtains were thus used is shown by the
well-known story of the curtain painted by Parrhasius, and by the passage
in Lucian where Zeuxis, indignant at the dull comprehension of his pictu-
re by the public, tells Miccion his pupil to draw the curtain over it (peribale
édé tén eikona).

Of the style of Zeuxis we have one excellent criterion in the detailed de-
scription of one of his paintings by Lucian, a Centauress nursing her young
upon a meadow: the Centaur, half seen upon an elevation overlooking the
scene, looks smilingly down, holding in his right hand, up-lifted above his
head, a lion cub to frighten the children. Two monuments have come down
to us, which, though they do not bear out the actual words of this passage,
yet seem undoubtedly inspired by the style of Zeuxis, and possibly by some
such picture. The one, a Centauress suckling her young, is known only from
the description of Philostratus, ii. 3; the other is a fine mosaic of the Alex-
andrine time from the villa of Hadrian (Mon. iv. 50). This also represents a
scene from Centaur life, but in this case we have, as it were, the antithesis of
Zeuxis’ picture: a lion and tiger have overthrown and killed the Centauress;
the Centaur, rushing up, has killed the lion, and swings over his head with
both hands a mass of rock to strike the tiger which growls over its victim.
On a rocky ledge above the scene on the left is a second tiger couched ready
to spring. The mixture of idyllic and heroic motive combined in these pic-
tures, in a strikingly novel situation, corresponds perfectly with what we can
otherwise gather of the method of Zeuxis.

The most famous perhaps of his paintings was the Helena, executed for the
temple of Hera Lakinia at Croton; in Cicero’s time this picture was in Ro-
me. Urlichs thinks that Pyrrhus must have removed it from Croton to Am-
bracia, that Fulvius Nobilior brought it thence to Rome (cf. Pliny, xxxv. §
66), and that it was removed from the temple of Hercules there by Philip-
pus, and placed in the colonnade (porticus) built by him, where in Pliny’s

241



time it still was standing. In Cicero (de Invent. ii. 1, 1) we have the story in
full Zeuxis wished to paint a consummate picture, [p. 411] and asked the
Crotoniates for the five most beautiful of their maidens, in order that he
might combine the fairest qualities of each in his picture. Like Rosalind, his
Helena

of many parts

By heavenly synod was devised;
Of many faces, eyes and hearts,

To have the touches dearest prized.

He was therefore allowed to choose out of all the maidens the five whose
names, Cicero says, many poets have handed down to memory. In Cicero’s
account there are apparently two versions combined; in the one case Zeu-
xis inspects all the maidens, in the other he only sees their brothers in the
palaestra. Probably both stories are legendary. Klein suggests that they may
have arisen in. this way. We cannot, he says, suppose that the. Helena pictu-
re was a solitary figure; no one. woman, however composed, could represent
her adequately to the Greek mind; iii the Iliupersis of Polygnotus Helena
is accompanied by five women (Paus. x. 25, 4); and on a vase-painting from
Kertch, which is certainly influenced by the style of Zeuxis (Compte Rendu,
1861, pl. v. 1), we have a representation of her among her women, who are
drawn in various stages of nudity. If we imagine some such picture painted
for the people of Croton, if we think of names written over the figures of
the maidens, if we conceive them clothed as in the Kertch vase, we have the
elements together of which the Crotoniate legend might be, I might almost

83810
say, must be, composed.

It seems certain that there existed a second Helena by Zeuxis, which stood
in the Corn Exchange (stoa alphiton) at Athens (Eustath. ad I/. p. 868, 37);
and it is difficult to say to which of the two some of the references in litera-
ture, which are not distinctly specified, apply. It was doubtless the Athenian
picture which was exhibited for gate-money, and which therefore received
the nickname Hetaira: such an exhibition would certainly be better suited
to a szoa than to a temple; and it was this to which Plutarch and Aelian must
allude in the anecdote of the carping critic who did not admire the picture,

838 10 A vase in the British Museum (E 241) of this period shows ELENE at her toilet assisted
by a small Eros and seven maidens.
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and was set down by the reply of Nicomachus, Take my eyes, and the god-
head will be manifested to you. Brunn suggests that the Athenian picture
was a copy, or else a replica by Zeuxis of the original at Croton; at any ra-
te we have no means of deciding whether it was different in any particular.

In Pliny, xxxv. §162, an Alcmene is mentioned which the artist gave to the
people of Agrigentum; and an Infant Heracles strangling the Snakes. Most
critics had been led to make two distinct pictures out of this sentence, es-
pecially on the strength of a Pompeian painting of the latter subject (Arch.
Zeit. 1868, Taf. 4). The question seems to be finally settled, however, by a
vase-painting recently acquired by the British Museum (see Murray in the
Classical Review, 1888, p. 327), which represents the infants and snakes, the
Zeus (magnificus Juppiter), the assembly of gods (adstantibus dis), and the
Alcmene who throws one arm around the neck of Zeus and with the other
points vigorously down to the scene below, an action which may well corre-
spond with the matre pavente of Pliny. The magnificus Juppiter in throno at,
first sounds out of keeping with the homely natural touch of Zeuxis; but in
the vase-painting the Olympus is treated with just this absence of stiffness
which we may well imagine is inspired by the painting of Zeuxis.

From other pictures mentioned as of Zeuxis, the Pan, Marsyas, and Eros
crowned with roses, Brunn seeks to show that his easel pictures seem to have
been confined to a few figures and isolated situations. But there is nothing
to prove that these figures are not merely extracts from larger subjects; and
this would suit better the method of the artist as we know it from the few
pictures already identified, and also the vase-paintings of the time, in which
as a rule preference is shown for elaborate compositions. When Zeuxis first
reached Athens, the traditions of Polygnotus were giving place to the mo-
re purely pictorial technique of Apollodorus; to an imaginative genius such
as his, a new world of art was disclosing itself; it was natural that he should
open up new paths, new ways of looking at the real and at the unreal. Lucian
says that he did not paint ta démo6dé kai ta koina panta, such as his prede-
cessors had done, heroes, or gods, or wars, but was always trying some new
creation, aei de kainopoiein epeirato. Aristotle sets him up as an instance of
the pithanon adunaton: the old fantastic creations of mythology, which had
existed as little more than abstract ideas either in poetry or in art, have hen-
ceforward imparted to them a new life of their own; the same idyllic treat-
ment will soon be applied to the world of gods as of men; and in Zeuxis we
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see already the germ of the ideas which are later; to blossom out into the art
of the Alexandrine age.

Beside the other painted works of Zeuxis, Pliny mentions specimens of his
work in two other classes of art: his monochromata ex albo, which probab-
ly simply means pictures from which the colours had perished, leaving only
the outlines sketched in; the same mistake had been made in modern times.
At Herculaneum were found a series of drawings in red upon stone, the fi-
nest of which is signed by Alexander, an Athenian. It was always supposed
that these represented a special technique, but in 1872 a similar slab was
found at Pompeii, which showed within red outlines the perfectly distinct
remains of a complete painting in colours: these colours have since almost
entirely vanished. Besides these monochromata, Pliny also mentions certain
plastic works of Zeuxis (fig/ina opera), which were alone left behind in Am-
bracia when Fulvius transferred the other art treasures thence to Rome (cf.
Liv. xxxviii. 9, and xxxix. 5). Klein: thinks, that these were probably paintings
on terra-cotta slabs, let into the wall, and therefore difficult to remove. Th-
ey may have been, like the picture of Pan, painted for the decoration of the
palace of Archelaus at Pella, and taken by Pyrrhus to Ambracia when he be-

came master of Macedonia.

The greatest rival of Zeuxis was PARRHASIUS of Ephesus. It is true that
some late authors represent him as an Athenian, but there seems no ground
for supposing that, like Polygnotus, he obtained the freedom of Athens. He
began [p. 412] life at Ephesus under his father’s (Euenor’s) tuition, and went
early to Athens, which was the principal sphere of his activity. It was dou-
btless here that he came into contact with Zeuxis; their rivalry, which is by
some authors declared to have been in favour of Parrhasius, appears to ha-
ve been based principally on the difference in their methods of art. After
the Peloponnesian wars, he seems to have left Athens, for we hear of him
at Rhodes and Samos. About twenty pictures in all are attributed to him,
among which some appear to have been of the character of genre, others
mythological; in the latter class he seems to have come under the influence
of Euripidean tragedy (Robert, Bi/d und Lied, 35); as, for instance, in the
pictures representing the Healing of Telephus, the Madness of Odysseus,
and Philoctetes on Lemnos.

In the personal traits recorded of Parrhasius, his Ionian character is strongly

244



marked. His genial self-consciousness comes out in his love of luxury, in his
purple mantle and gold crown; his wit, and his gift of poetry In his own ver-
se he calls himself habrodiaitos anér; which is turned by a contemporary in-
to rhabdodiaitos, living by his pencil : and he says that he is Apollinis radice
ortum, that is, through Ion, founder of the Ionian race, sprung from the god.
As to his artistic style, Brunn thinks that he can trace a radical contrast to
that of Zeuxis: in Zeuxis the pictorial element had predominated; Parrhasi-
us displayed a treatment of form highly finished in the drawing and model-
ling, Milchhéfer draws attention to his partiality for subjects depicting the
emotion of pain, and points out the peculiar power which such a picture as
his Demos of Athens must have demanded, of representing in one and the
same figure the most contrary psychological effects.

In Pliny, xxxv § 68, it is stated that Parrhasius left behind et alia multa gra-
phidis vestigia in tabulis ac membranis eius ex quibus proficere dicuntur ar-
tifices. *” ' The passage has given rise to much discussion; that traces of the
graphis should remain in the easel pictures does not surprise us, but what are
the membrana? Klein proposes to refer them to the sketches which Parrha-
sius is known to have made for works of toreutic art; from Pausanias and
Athenaeus we learn that more than one metal-worker were occupied in re-
producing in his craft the designs of this artist. Athenaeus further gives
(xi, p. 782 b) the epigram on a skyphos of Heraclea, which represented the

Iliupersis;

Gramma Parrhasioio, techna Muos, emmi de eikdn

Iliou aipeinas han helon Aiakidai

Moreover Pausanias (i. 28, 2), in describing the work on the shield of Athe-
ne Promachos, says that it was executed by Mys (toreusai Mun): the de-
signs of Mys for this and all other of his works were drawn by Parrhasius
son of Euenor. It is clear, then, that there was a close connexion between the
great painter and the toreutic art, and it is probable that the emphatic stress
laid on the excellence of Parrhasius’ drawing is mainly due to the existence
of these graphidis vestigia. Pliny especially praises his skill in terms which
would suit drawings of this nature, and quotes as his authority two writers

839 11 Brunn thinks that this was the reason why Pliny includes Parrhasius in the list of authors
which he gives in the 35th Book, since no writing by him is otherwise alluded to. Klein supposes
that Pliny must have had in mind the verses which Parrhasius wrote about himself and his works,
and for this reason considered him as an author.
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who are known to have published books on the toreutic art. It is therefore
highly probable that the eulogia bestowed upon Parrhasius for his drawing
refer specially to this branch, and are not to be taken as detracting from his
merit in the other branches of his profession. The evidence indeed is rather
to the contrary. Of his colouring we learn from Diodorus (xxvl. 1) that Apel-
les and Parrhasius in the skilful mixing of colours brought Painting to its
highest point; Parrhasius is in fact the immediate predecessor of the perfec-
ted colouring of Apelles; not yet indeed absolutely perfect himself, so that
he is not included among those in quibus iam perfecta sunt omnia; but, on the
other hand, not to be classed in this respect with Zeuxis, Polygnotus, and
Timanthes, who did not use more than four colours (Cicero, Bruzus, 18,70).

Quintilian, in a comparison between Zeuxis and Parrhasius, says of the lat-
ter that he so circumscribed everything that they call him the Lawgiver, be-
cause the types which he has handed down of gods and heroes are followed,
as of necessity, by all other artists. Klein seeks to show that gods and heroes
were in fact his principal theme; his heroes, in the mentions of them that
have come down to us, appear to have been mainly single portrait figures; of
his gods, only two are named, a Dionysus with Arete (the artist’s favourite
patroness) and a Hermes. Whether or no this Hermes was painted by the
artist from his own portrait, it shows us at any rate the close relation which
obtains now between the portrait and the ideal type.

The main difficulties of technique are now overcome, and the period of
struggling with material is well-nigh past; with the new facilities opening
out, it is natural that we should now hear of a number of new claimants
to fame: principal among these stand the representatives of the Sicyoni-
an school. We saw already that Sicyon had been one of the earliest afoot in
the field of Painting; and there seems no doubt that the tradition had be-
en carried on there uninterruptedly: but it is in the age following Zeuxis
and Parrhasius that its sphere of activity is most strongly marked. The great
sculptor Polycleitus had been a Sicyonian, and doubtless had left his mark
on the character of the training which was imparted, for high prices, at the
Sicyonian school.

In this school we may include the name of TIMANTHES, who is indeed
expressly called the Sicyonian painter by Eustathius (ad IZ p. 1343, 60).%*

840 12 Quintilian (Inst. Orat. ii. 13, 12) speaks of him as Cy#hnius, which Brunn and others have

246



2 Pliny tells us that he successfully competed at Samos (doubtless at one
of the annual art exhibitions already mentioned) with Parrhasius. [p. 413]
Parrhasius’ picture on this occasion represented the contest between Ajax
and Odysseus for the arms of Achilles; and when beaten, he complained
that Ajax had again been defeated by an unworthy opponent (i. e. in Homer,
by Odysseus, and at Samos, by Timanthes). We are not told what was the
subject of Timanthes’ picture on this occasion; but it is clear that it could not
have been, as Brunn supposes, the same as that of Parrhasius. Of the four
other pictures ascribed to him, the Palamedes is uncertain, the hero in the
temple of Pax at Rome tells us nothing, and the Sleeping Cyclops is pro-
bably not by him: Pliny (xxxv. § 74) describes it as a Cyclops sleeping, a tiny
picture; to bring out the colossal size of the monster, the artist inserted fi-
gures of Satyrs, measuring his thumb with a thyrsos. The whole idea of this
picture seems out of keeping with the age of our artist, and to belong rather
to that idyllic time which treats the Cyclops from the idyllic point of view
as the lover of Galatea. The Timanthes therefore who painted this may have
been some much later artist of the same name.

We are thus left, for our estimate of Timanthes, to the most famous of his
pictures, the Sacrifice of Iphigeneia, and the one with which he overcame
in competition Colotes of Teos. The maiden was represented standing be-
fore the altar on which she was about to be offered up, and grief is exhibi-
ted in the faces of the by-standers. The intensity of emotion is graduated in
the different faces, culminating in the climax with the father Agamemnon,
whose head is veiled from view. More than one monument has come down
to us which seems to have been inspired by this picture (see Wiener Vorlegeb!.
v. 8-10; the mosaic in Arch. Zeit. 1869, pl. 14; and Overbeck, Her. Bildw. p.
314 fol.): the most important of these is the Pompeian wall-painting (Over-
beck, ib. pl. xiv. 10), which agrees in most of the important details with the
description. The detail which appears constant throughout, the veiled grief
of Agamemnon, is what seems most to have caught the fancy of the anci-
ents; and it is possibly this fact which has inspired Pliny’s estimate of his
ingenium, so that he says of Timanthes that in his works the spectator sees
more than is actually there (intelligitur plus semper quam pingitur). Apart,
however, from oratorical gush, we may obtain a real idea of the grandeur of

taken to mean that he originally hailed from Cythnos; Klein suggests that this writer misread his au-
thority, taking SEKUONIOS for KWTHNIOS. It is possible that the painter Timanthes of Sikyon
recorded in Plut. Araz. 32,3, and who must have lived towards the end of the third century B.C., was
a descendant of this artist.
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Timanthes’ conception, which would seem to place him on a level higher
than that of his contemporaries.

EUPOMPUS of Sicyon is named by Pliny as belonging to this period (bac
aetate), but that he was later than Timanthes we see from the fact that his
pupils belong to a considerably later date. Of his pictures we know scarce-
ly anything; but his importance is emphasised by the statement of Pliny,
who says that on his account the schools of painting were now reckoned as
three--viz. Ionic, Sicyonic, and Attic. It is evident from what has gone be-
fore that this cannot mean that Eupompus founded the Sicyonic school; it
had existed from time immemorial; it merely means that from this time the
Sicyonic painters begin to raise themselves as a separate class above the level
of the rest of the Helladic school. The fame of the Sicyonic training spread
so much that under PAMPHILUS the fee was raised to a talent for twel-
ve years’ instruction, and even the great Apelles was among his pupils. It is
difficult to say wherein this great local superiority consisted, which temp-
ted, moreover, wealthy amateurs like Ptolemy II. and Attalus to purchase at
enormous prices galleries of specially Sicyonian old masters. Plutarch uses a
special term for it, chréstographia, which is usually explained as indicating
the reaction in art against the methods of Zeuxis and his contemporaries.
Klein thinks that the special revolution effected by the Sicyonic masters was
their development of the encaustic method. It is certain, at any rate, that it
was only from the time of Pamphilus that encaustic took its place on equal
terms beside the ordinary methods. We have seen that under the Ptolemies
the method found favour in Egypt; and that it took a lasting hold there we
saw on p. 392 in the large series of such pictures which have been found
in the Fayoum. It is thus that we shall understand the tirade of Petronius
against the audacia of the Egyptians, which invented a shortened method
(compendiariam) of obtaining the effects belonging to the great art of pain-
ting. This shortened method Klein understands as the abandonment of the
use of the cestrum, and therewith of the zarda picturae ratio which encaustic
had hitherto involved. If this is so, it is natural that the fame of these first
reformers should rest more upon their method and their teaching powers
than on their actual paintings. Of Pamphilus we only know four works, and
these only by the barest mention of their subjects.

The same estimate is true also of his pupil MELANTHIUS, whose superio-

rity in composition is said to have been conceded by his fellowpupil Apelles:
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of him, again, we only know one picture, which represented Aristratus, the
Tyrant of Sicyon in Philip’s time, standing beside the chariot of Nike: when
under Aratus all effigies of Tyrants were subsequently destroyed, the figure
of Aristratus was scraped out, and a palm-tree inserted in its place.

Another of the pupils of Pamphilus, PAUSIAS, may be considered to have
done most to develop the capabilities of the new method (Pliny, xxxv. § 123,
primum in hoc genere nobilem). Striking effects of transparency, such as the
face of his Methe visible through the glass out of which she drank; of grada-
tions of single colours, so that in his famous Sacrifice picture the entire body
of a bull seen in foreshortening was coloured black: such were the features of
his work; which, moreover, seems to have been limited in other directions by
the tediousness of the encaustic method; so that his pictures were almost all
on a small scale, and occupied with subjects appropriate to the size, such as
scenes of child life (pueri) and even (for the first time) flower subjects. Pliny
tells a story of his restoring the mural paintings of Polygnotus at Thespiae,
and adds that he was not very successful, quoniam non suo genere certasset.
We have, however, seen that Pliny neither knew nor cared anything about
the great mural paintings; the Thespiae here is a mistake for Delphi, so that
we can place no reliance on this evidence of Pausias’ practice with the brush.

From this point the history of Painting seems [p. 414] to branch off. Brunn,
and most critics following him, have thought to be able to trace a new school
existing side by side with the Sicyonian, of which the name of Aristeides
stands at the head, and which includes Nicomachus, Euphranor, and Ni-
cias. This school was termed the Theban Attic, for this reason; Aristeides is
frequently termed Thebanus, and we hear of a picture by him in Thebes; af-
ter the decline of Theban power the, school is supposed to have taken root
at Athens; and a contrast is drawn between the severe academic exactness
and thoroughness chréstographia) of the Sicyonian school, and the greater
ease and versatility, and invention more intent upon the expression of hu-
man emotion of the Theban-Attic. This conclusion, which, has been gener-
ally accepted, certainly, appears to rest on very insufficient grounds, and it
leaves us with, an impression of the narrowness and one-sidedness of the Si-
cyonic school which is hardly warrantable in fact. Klein, who has subjected
each of the artists of the period now succeeding to a searching examination,
advances a theory which seems to do away with the difficulty. He, traces
the whole of these artists, back in two pedigrees to the tutelage of the two

249



artists, Aristeides and Pausias; he finds that Aristeides the Theban belongs
no less to the Sicyonic school than Pausias or than Pamphilus of Amphi-
polis; that most of these artists can be more or less directly associated with
Sicyon. The powerful reaction which tradition, intelligibly enough, connects
with Sicyon, .. .is only comprehensible by the knowledge that it was preced-
ed by a freshening and permeation of the ancestral parent stock with North-
ern Greek blood. From North Greece it acquired the technique of encaustic,
which it developed, to the highest perfection; and thence arose the idea that
Aristides and Pamphilus were the first artists in encaustic. From what we
know of these artists it would appear that all spheres of art, from the highest
to the lowest, were handled by them; but there is no reason to suppose that
the traditions of technique and style which marked the Sicyonic school were
not preserved in painting as they were in sculpture.

The most important figure is now ARISTEIDES, 7hebanus. The facts which
Pliny gives point to two masters of this name, of whom the one is the fa-
ther (formerly read as Aristiaeus), the other the son, of Nicomachus. The
statements in Pliny concerning these two Aristeidae are so hopelessly con-
fused that it is impossible to distinguish between them with any certainty.
If the grandfather can be identified with the pupil of Polycleitus, we may
take about B.C. 330 as a convenient date for him, and about B.C. 280 for
that of his grandson. It is possible that the epithet 7hebanus is intended to
distinguish the older Aristeides; but, even here Pliny is confused, for he
sometimes calls one and the same person 7hebanus and contemporary with
Apelles. The same confusion is probably traceable in his estimate of style:
is omnium primus animum pinxit et sensus hominis expressit, quae vocant
Graeci ethe, item perturbationis (pathé). Perhaps we should assign to the
elder the quality of ethos, to the younger that of pathos and of being duri-
or paulo in coloribus; and according to these qualities we may assign some of
the pictures. The Dionysus was probably painted by the older and more fa-
mous of the two; its great estimation is shown by the fact that Attalus is said
to have paid 100 talents for it, and Mummius afterwards sent it to Rome:
also the picture of a sacked town, which Alexander acquired at the looting
of Thebes, and of which one episode represented a dying mother, with her
infant still suckling her breast. To the younger may be assigned the Bat-
tle with Persians, the Leontion Epicuri and the anapauomene (see Arch. Zeit.

1883, p. 41).
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Of NICOMACHUS, the son of the elder Aristeides, we know very little.
He painted, like Melanthius and his pupils, for the Tyrant Aristratus of Si-
cyon, who was a contemporary of Philip of Macedon; also a portrait of An-
tipatros, probably about Ol. 115. Among his other works we read of a Rape
of Persephone; a Sleeping Maenad surprised by Satyrs (Arch. Zeiz. 1880, p.
149); a Victory driving a quadriga heavenwards; and other pictures of gods
and mythological scenes.

EUPHRANOR, the Isthmian, is mentioned as a pupil of Aristeides (prob-
ably about B.C. 360), and, like others of his predecessors, worked both in
sculpture and painting; according to Pliny (xxxv. § 128), he was docilis ac la-
boriosus ante omnis, and in both branches of art excelled all his contempo-
raries. Of his pictures we hear specially of three great compositions for a
stoa in the Ceramicus, representing the charge of the Athenians against the
Thebans before the battle of Mantineia, pictures of the twelve gods, and a
Theseus. Of this last, Pliny says in guo dixit that the Theseus of Parrhasius
looked as though fed on roses, while that of Euphranor seemed fed on beef.
'The dixit is usually taken as alluding to Euphranor Klein suggests that it
was a remark more appropriate to Parrhasius; the same confusion of Pliny
comes out in his attribution of a madness of Odysseus to Euphranor in the
same passage. After describing the three works in the Stoa, he adds, nobi-
lis eius tabula Ephesi est, Ulixes . . . Now we know from Plutarch that Par-
rhasius painted a picture of this subject, and it seems absurd to suppose that
Euphranor would have painted the same idea for the home of Parrhasius,
Ephesus. The eius should properly refer to Parrhasius, who alone painted
this subject, and the whole passage has been inserted here by Pliny in er-
ror. Of Euphranor’s style we cannot judge; we only know that he devoted
his attention to the canon of proportions, and is said to have written on this
subject; but it remains uncertain whether or no he is to be considered as the

predecessor of Lysippus in this study.

With NICIAS of Athens we are brought fully into the Alexandrine age.
Plutarch narrates a story of his having refused to sell one of his pictures (the
Nekyia) at sixty talents to king Ptolemy; on the other hand, we hear of him
as a contemporary of Praxiteles: so that his sphere of activity must have lain
between about B.C. 340-300. From a statement in Demetr. Phaler. (de Elo-
cut. 76) we gather that he tried to bring about a reaction in style against the
follies of contemporary artists, who frittered away their art in painting birds
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and flower pieces; and laid down the principle of the importance of choos-
ing a fine subject, such as a [p. 415] battle-piece. Following this principle
himself, we find him occupied with more than one subject of the Polygno-
tan school: the Nemea, probably a personification of the Nemean games,
whom he represented bearing a palm and seated on a lion; and a Vision of
Hades (Pliny, xxxv. § 132, necyomantea Homeri), the picture which he refused
to Ptolemy and presented to Athens. It is interesting in connexion with this
last to note that an ancient treatment of this subject has come down to us
in the famous Odyssey landscapes excavated on the Esquiline in 1848-50
(Woermann, Antiken Odysseelandschaften): these six pictures are almost exact
illustrations of the Homeric text (Od. x. 80 to xi. 600), and though decora-
tive in idea are examples of complete landscape painting, showing due ob-
servance of aérial perspective. Their execution dates, as the masonry of the
walls on which they were found shows, from the last years of the Republic;
but from their style the designs may probably be referred to the Hellenistic
period. Among the grandis tabulas of Nicias, Pliny mentions an Io, a sub-
ject of which several replicas exist at Pompeii; it is probable that the largest
and finest of these, found on the Palatine, reproduces the general form of
the composition of Nicias (see Woltmann, p. 56). Besides his large pictures,
principally of heroines (diligentissime mulieres pinxit), he seems to have
worked in encaustic the Nemea was a specimen of this technique, on which
the artist inscribed the statement that he had burned it in (inzussisse); and to
this style we may perhaps refer his pictures of animals and dogs, as well as
the chiaroscuro and quality of relief for which he is praised. Connected also
with his encaustic work was doubtless the circumlitio of the statues of Prax-
iteles which has already been dealt with on p. 395; and the painted scene on
the sepulchral monument at Triteia which Pausanias describes (vii. 22, 6).

We now enter definitely upon the new phase of Hellenistic life in Greece,
and among the many painters of this epoch one stands unquestionably at
the head, APELLES, son of Pytheas of Colophon. His father was apparent-
ly not a painter, for he was sent to receive his first instruction from Ephorus
of Ephesus; at a later age, when he was already beginning to be famous, he
went to Sicyon, attracted there by the fame of the teaching of Pamphilus.
Under Philip of Macedon he took up his residence at Pella, and continued
as court painter under Alexander; when Alexander started on his Asiatic
campaigns, he returned again to Ephesus. After this we hear of him at vari-
ous times in Rhodes, where he is brought into contact with Protogenes; at
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Alexandria, at the court of Ptolemy Soter; and possibly at Cos. The numer-
ous anecdotes and sayings attributed to him, such as manum de tabula, nulla
dies sine linea, ne sutor ultra crepidam, must be considered merely as indica-
tions of his extensive popularity rather than as detailed evidence of his style.
We cannot with certainty connect any picture by him with the material that
has come down to us, so that we are left to the scraps of art criticism in an-
cient authors for an estimate of his style. As might be expected, by far the
majority of his works seem to have been in the sphere of portraiture. Pliny
says that it is useless to try and enumerate the many portraits by him of Al-
exander and Philip: besides these we hear of a Cleitos putting on his helmet;
an Archelaus in a family group; an Antigonus arranged in profile, so that
his defective eye was not seen; besides many others, principally of people
connected with the Macedonian court. Perhaps most characteristic of him
were the series of personifications of abstract ideas of the mind, represent-
ed generally as female figures in action. Such a picture was the Calumnia,
which he painted at the court of Ptolemy in Alexandria, in punishment of
his detractors there, and of which we have a detailed description in Lucian.
To the same category may be referred the pictures of Charis and of Tyche;
and the allegorical personifications of the phenomena of nature, as Bron-
te (thunder), Astrape (lightning), and the thunderbolt, Keraunobolia. His
mythological pieces are comparatively few; by far the most important was
doubtless the Aphrodite Anadyomene painted for the people of Cos: she
was seen rising from the water, a type which may be compared with numer-
ous marbles which have come down to us. Augustus carried the picture to
Rome, remitting to the Coans a hundred talents of the tribute due, as com-
pensation; by the time of Nero it had suffered so much that it had to be re-
stored, a work which was carried out by a certain Dorotheus. As we should
expect from an artist whose bent lay in portraiture, his talent lay less in large
or elaborate compositions than in refinement and the complete study of na-
ture. The stories that we are told of him seem to point to a great dexterity
and lightness of touch, with the charm and grace of manner which was the
natural outcome of his period.

His greatest contemporary was PROTOGENES of Caunus, an insignif-
icant town on the Carian coast, subject to Rhodes, where the artist took
up his abode (see supra, p. 395). Mr. Torr (Classical Review, 1890, p. 231)
suggests that the artist had been accustomed to paint pictures of ships, as
thank-offerings for escapes at sea. At any rate, it was probably mainly due to
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Apelles that his work came to be known and appreciated: on the other hand,
this seems inconsistent with the fact that Pliny places him among those who
practised sculpture as well as painting. Besides a few portraits, of Philiscus,
Antigonus, and the mother of Aristotle, and one work in Athens, his chief
themes seem to have been drawn from the local traditions of Rhodes; an
often repeated anecdote records his presence at the sacking of Rhodes by
Demetrius in B.C. 304, which we may take as a central point of his chronol-
ogy. Demetrius spared the town from burning in order to save the picture
by Protogenes of the Rhodian hero Ialysus. In this picture occurred the dog,
the effect of whose foaming mouth was said to have been attained by Pro-
togenes throwing his sponge in desperation at the picture; and the partridge,
which though a mere detail attracted so much attention that the artist, in
annoyance, erased it. To attain this high degree of realism, he is said to have
worked very slowly, and it was against this impression of laboriousness that
the criticisms of Apelles were directed.

ANTIPHILUS was by birth an Hellenistic Egyptian, who was already es-
tablished at Alexandria [p. 416] when Apelles went there. Quintilian calls
him facilitate praestantissimus, and his versatility is shown in the subjects of
his works: these included large pictures in tempera, genre pictures, such as
a boy blowing the fire (probably encaustic), and even caricature. The type of
one of his works, a Satyr probably dancing, with a panther-skin, and snap-
ping his fingers (quem aposcopeuonta appellant), is probably reflected in statu-
ary, for example in the bronze Dancing Faun found in the Casa del Fauno at

Pompeii (Overbeck, Pompez'i,4 p-550).

The principle of illusion was now becoming an end in itself, and the high-
er aims of art were neglected in the reproduction of ignoble and unwor-
thy themes: a representative of the age was THEON of Samos, of whose
phantasies the most famous is described by Aelian; it represented a warrior
fully armed, charging out of the panel; when exhibiting this picture, the art-
ist would have a flourish of trumpets sounded, and then draw the curtain.
Other painters of this time are: AETION, who painted a marriage of Al-

84113

which has been fully described by Lucian; in this

exander and Roxane,
picture little Erotes are introduced, playing with the king’s armour, a mo-

841 13 Itis natural to think of the so-called Aldobrandini marriage, one of the most famous of the
ancient paintings which have come down to us; but the conception and style of this picture seem to
reflect an original type belonging to a time far earlier than the period of Aétion,
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tive thoroughly characteristic of the Hellenistic age;--HELENA, daughter
of Timon the Egyptian, said to have painted the Battle of Issos which has
inspired the famous Pompeian mosaic; and the school of painters in little,
which, like the Dutch school of the same kind, occupied itself with genre
and still life. Chief of these was PEIRAICUS, whose speciality was bar-
bers’ shops, cobblers’ booths, asses, eatables, and the like, from which he re-
ceived the nickname rhyparographos (i.e. rag and tatter painter, a parody on
rhopographos, a painter of small and trivial objects): in spite of the contempt
telt for such art, it seems to have commanded high prices, probably on the
score of technical finish.

In the centuries following B.C. 300 few artists stand out with any individu-
ality: to study the ideas of this time, we must look at the Hellenistic reliefs,
and at the wall-paintings, as they are reflected in Roman imitations. The on-
ly artist of the period who won considerable fame is TIMOMACHUS of
Byzantium, of whom Pliny says that Julius Caesar paid a large sum for two
of his pictures; but we cannot follow Pliny in making Timomachus contem-
porary with Caesar: he probably belongs to an earlier century. The most fa-
mous of his pictures were: the Madness of Ajax, a Medea about to kill her
children, and his Orestes and Iphigeneia in Tauris. Of the Medea picture,
celebrated in antiquity no less than the Aphrodite of Apelles, we have sev-
eral suggestions in wall-paintings, sarcophagi, and elsewhere; perhaps the
finest is the picture of Medea herself in Mus. Bord. x. 21, in which the con-
flict of emotions in the mother’s mind is admirably represented. It is this
power of expressing the emotions and character with delicacy and depth
that seems to characterise the works of Timomachus, and probably earned
him his fame.

With Timomachus the history of Greek painting proper may be said to have
come to an end. Under the successors of Alexander, the art had become cos-
mopolitan, and under the Romans the chief interest was finally transferred
to Italian soil. During the last years of the Republic, and under the Emper-
ors, the art treasures of ransacked Greece poured with a steady flow into
Italy, and it is here that we must study its latest developments. But through-
out antiquity, painting continued to be an essentially Hellenic art. It is true
that we hear occasionally the names of Roman artists:--FABIUS PICTOR
(B.C. 304), a member of the illustrious Fabia gens whose wall-paintings in
the temple of Salus are praised, but whose profession was considered to
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have degraded his caste; PACUVIUS, the tragedian (B.C. 219-129); JAIA
or LALA, whose work in encaustic has been already mentioned (about B.C.
100); TURPILIUS, who painted with his left hand; TITIDIUS LABEO, a
former praetor and proconsul, who made himself ridiculous with his parvis
tabellis; Q. PEDIUS, a boy of good family, who, being born dumb, was put
to learn painting--he became proficient, but died young; and, lastly, FAB-
ULLUS (Amulius), who lived in the time of Nero, and whom Pliny de-
scribes as gravis ac severus idemque floridus pictor. But even in Roman times
the majority of the names are Greek in form, and it is quite certain that the
majority of the subjects painted are referable to pictorial originals of Greek
and Hellenistic art. It is true that in only a very few instances we are able to
trace these Italian paintings back to an original described in literature; but
Helbig’s researches have proved beyond a doubt that such an origin is to be
sought for them. The Greek creations were everywhere circulated and repro-
duced, in the form of cheap frescoes, and occasionally as the leading motive
in works of sculpture.

The large number of scenes from daily life which occur in Italian paint-
ings are divided by Helbig into two main classes, the Hellenistic genre pic-
tures and the Romano-Campanian realistic scenes. The Hellenistic group,
the most charming of all these pictures, are probably the nearest reflections
we have of the genre spirit of the painters of the Alexandrine period. The
subjects are ideal treatments of daily life, principally of women, youths, and
children; girls with Erotes, or with Pan; toilet scenes and love scenes; much
the same range of subjects in fact as those which we have in the idyllic po-
etry of the time, and in the terra-cotta statuettes; and filled with the same
fresh and simple beauty.

'The other class, which represent more directly the art of the time to which
they belong, were subjects apparently inspired by the fancy of the handi-
craftsman; mechanics at their occupations, incidents of the market, bakers,
fishmongers, gladiatorial scenes, usually appropriate to the locality in which
they stand, and painted with a certain rough realistic dexterity. In these two
classes we see reflected the two main styles of the Alexandrine painters, the

ideal sensual style of Aétion and the rhyparography of Peiraéus.

Of mythological scenes in Italian painting we have not many examples. The
most important of these have been already noted in connexion [p. 417] with
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the Greek artists whom they illustrate; we may specially mention here the
series of four paintings on marble slabs from Herculaneum (Helbig, Wandg-
em. Nos. 170 b, 1241, 1405, 1464), of which the colours have faded, but the
fine drawing in red outlines still survives (see ante, p. 411). On the finest
of these, which represents five maidens inscribed with mythical names, of
whom two are kneeling at the game of asfragal/i, the artist has inscribed his

A . 842 14
name, Alexandros Athénaios egraphen.

Marble paintings such as these
(and possibly also paintings on wood) were at one period of Italian art used
in the decoration of walls, being let into the surface of the wall amidst the
other purely decorative designs; sometimes, as in the Roman house on the
Palatine, with the object of imitating real views seen through open windows

in the wall.

The majority of the mythological scenes now in use are chosen principal-
ly from the point of view of their affording scope for the insertion of /and-
scape: such as Mount Ida, with the Judgment of Paris; the Caucasos, with
the Freeing of Prometheus; Ariadne on Naxos; the Icarian Sea, with Dae-
dalus and Icarus; and the Odyssey landscapes already quoted. The gradual
growth of a feeling for landscape has been traceable through the history of
the Greek painters. The tectonic, semi-sculptural painting of Polygnotus,
with its anthropomorphic ideas and formulae of suggesting locality, had
given way to the introduction of a definitive background, until finally, in the
Hellenistic time of the Diadochi, landscape had become an end in itself. We
see how strong this growing influence was, in the effect it had upon sculp-
ture: from the pictorial scenes on the Gjolbaschi frieze to the Hellenistic
reliefs, and such wall-decorations in sculpture as the Destruction of the Ni-
obides, or the Apotheosis of Homer, both in the British Museum: in both
these cases the side of a mountain is represented, with the figures, of dimin-
utive size, placed at various levels. The art of landscape painting, first made
possible by Apollodorus, was brought into repute by Antiphilus. Commenc-
ing with such mythological subjects which easily lent themselves to it, it
soon came to the idyllic scenes of mere decoration; shrines in the open air,
from the simple tree hung with dedications, to great temples and elaborate
buildings, vistas of city architecture thronged with people, village landscapes
with goatherds and sheep, and coast scenes; among which, as a reminiscence

842 14 Helbig points out that this signature may possibly refer to the original painter
who designed the composition; it is clear, at any rate, that all four of these paintings are
copies of earlier pictures, possibly by the same hand.
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doubtless of the originals by the Greek painters of Alexandria, Egyptian
landscapes also occur. As an instance of this last, we may quote the cele-
brated Palestrina mosaic; here, in a bird’s-eye view, is a town flooded by the
Nile, with a background of desert; negroes hunting fabulous monsters, is-
lands with palms and cypresses, and covered with buildings of all kinds, hip-
popotami and crocodiles. In this connexion we have the name of a Roman
painter, contemporary of Augustus, in an interesting passage of Pliny (xxxv.
§ 116); he says that LUDIUS (or Sextus Tadius?) was the first®® " to bring
in a singularly delightful fashion of wall-painting; villas, colonnades, exam-
ples of landscape gardening, woods and sacred groves, reservoirs, straits, riv-
ers, coasts, all according to the heart’s desire; and amidst them passengers of
all kinds on foot, in boats, driving in carriages or riding on asses to visit their
country properties; furthermore, fishermen, bird-catchers, hunters, vintag-
ers; or again, he exhibits stately villas, to which the approach is through a
swamp, with men staggering under the weight of the frightened women
whom they have bargained to carry on their shoulders; and many another
excellent and entertaining device of the same kind. The same artist also set
the fashion of painting views, and that wonderfully cheap, of seaside towns
in broad daylight. The name of Ludius has a special interest in the fact that
he is the only artist mentioned in antiquity of whose painting a specimen
has probably come down to us. In the Villa of Livia at Rome were found in
1863 the four walls of a room on which taken together the entire plan of a
garden is painted (one of the walls is given in colours in Antike Denkmdler,
i. Taf. 11; another in outline, ib. Taf. 24). As this kind of garden piece is em-
phatically attributed to Ludius by Pliny, and as the villa belonged to the Im-
perial family in his time, and would doubtless therefore have been put into
the hands of the decorator most in repute; and lastly, as the technical finish
of the work surpasses that of all other existing antique wall-paintings, the
opinion advanced by Brunn, that it is from the hand of Ludius himself, must
not be hastily set aside (Woltmann).

If we examine ancient landscapes in the light of our modern knowledge, the
great difference that strikes us is the ancient lack of feeling for the charm of

843 15 Pliny’s zeal for the honour of his countrymen has led him into an exaggeration
here: Ludius was certainly not the first; he may have revived the art in Rome, and perhaps
have invented some of the motives which Pliny mentions and which Vitruvius (vii. 5) does
not allude to as belonging to the ancient style of decoration. The translation of the Pliny
passage is taken from Woltmann and Woermann.
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atmosphere. As a rule the horizon was placed abnormally high, and the va-
rious parts of the subject were distributed over the space in clear and equab-
le light: this is generally toned off towards the sky-line, but special effects
of light are rare. In an Endymion subject we have rays of moonlight; in the
Odyssey underworld a special ray of light is introduced through an apertu-
re in the rock; and in one case we have a sunset effect: but these are isolated
instances. Moreover, the perspective, both aérial and linear, is seldom per-
fect. But in all these cases we must remember that the specimens before us
are merely the work of decorators and handicraftsmen, usually executed in
fresco, and that possibly in the works of the great Greek masters these cri-
ticisms would not apply.

It will be seen that almost all the paintings by which we can test the Hel-
lenic art were executed in Italy. Very few have as yet been found there of the
Republican period. In Rome the pictures found mostly belong to one style.
In Pompeii the majority belong to the last ten years before the destruc-
tion of the city in A.D. 79, [p. 418] but within this limit of date there is
great variety of style. Vitruvius (vii. 5), writing at about the time of Augus-
tus, gives a sketch of the history of mural decoration from the Alexandrian
age. Formerly, he says, the ancients used to imitate marble incrustations**
'® in combination sometimes with architectural members. Later, it had been
customary to paint upon the walls imitation buildings, columns and pedi-
ments, landscapes and mythological subjects: such as harbours, promonto-
ries, shores, rivers, fountains, aqueducts, temples, groves, mountains, herds
and herdsmen; or in some places specimens of Megalographia, such as myth-
ological scenes, Trojan battles, or wanderings of Odysseus arranged in panels
(see the Odyssey landscapes above quoted). All these subjects were suitable,
because Painting is the representation of what exists or might exist. But now
subjects taken from reality are despised. We see upon our walls nowadays
not so much copies of actual things, as fantastic monstrosities: thus reeds
take the place of columns in a design; ribboned and streamered ornaments,
with curling leaves and spiral tendrils, take the place of pediments; diminu-
tive temples are supported upon candelabra; vegetable shapes spring from
the top of pediments and send forth multitudes of delicate stems, with twin-
ing tendrils and figures seated meaninglessly among them; nay, from the
very flowers which the stalks sustain are made to issue demi-figures having
the heads sometimes of human beings and sometimes of brutes.

844 16 Crustas parietum; the marble slabs with paintings, which were let into walls.
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Assisted by this criticism of Vitruvius, we are able to trace differences of
style in the development of wall decoration, corresponding to the different
epochs. (1) The regular and stable painted semi-columns and pilasters, the
topia of Vitruvius, like the Odyssey scenes. (2) Reed-like supports, which
are gradually developed until (3) a network of these constructions covers the
whole intermediate space, the structural idea being lost sight of.

Taken all in all, our direct monumental evidence of Greek painting is very
small; for our literary evidence, we have mainly to rely on Pliny, who, as we
have seen, is as a recorder of bare facts often untrustworthy, and as an inde-
pendent art critic deplorable. The true art critic of antiquity, Lucian, who in
matters of taste and understanding shows excellent judgment, has left a few
precious descriptions which give a real insight as far as they go. If Pliny had
been gifted with the critical faculty and insight of Lucian, we should now
be better able to decide the question as to how far the standard of painting
of the ancients was worthy to compare with that of their sculptures. If in
technical correctness they were imperfect, we may be sure that their artistic
instinct would have served in a great measure to cover this defect, and that
in drawing and composition, at least, they did not fall short of the greatest
masterpieces of modern times.

skeskek

17. Authorities.

The principal literary sources of information upon the history, methods, and
achievements of ancient painting are Pliny the elder, in his Naruralis Histo-
ria, Pausanias, and Quintilian; the writings also of Lucian, Plutarch, Ath-
enaeus, Aristotle, Aelian, Cicero, the elder and younger Philostratus, and
Vitruvius, contain many incidental remarks which are of great value in the
history of a subject like Painting, in which so little has survived to us from
antiquity.

The whole of the ANCIENT PASSAGES relating to Painting are cata-
logued under the names of the artists or of the period to which they refer, in

OverbecK's Die antiken Schriftquellen, Leipzig, 1868.

Of the numerous tracts which have been devoted to the elucidation and
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emendation of these texts, we may select the following:--Urlichs, Chres-
tomathia Pliniana, 1857, and the same author in Rbein. Mus. xxv. p. 507,
&ec.; Oehmichen, Plinianische Studien, Erlangen, 1880; Furtwingler in
Fleckeisen's Jeahrbiicher fiir cl. Ph. Spbd. 9; Kroker, Gleichnamige Kiinst-
ler, Leipzig, 1883; Robert, Archiologische Mdrchen, Berlin, 1887; Holwer-
da in Mnemosyne, De Pictorum historia apud Plinium, 1888; and especially
Klein‘s two articles in Arch.-Epig. Mittheilungen aus Oesterreich-Ungarn, xi.
pp- 193-233, Die Sikyonische Schule, and xii. pp. 85-127, Die Helladische
und Asiatische Schule.

In the following works a more or less GENERAL TREATMENT of the
subject has been attempted:--Raoul-Rochette, Peintures antiques Inédites,
Paris, 1836 (somewhat out of date); Brunn, Geschichte der Griechischen Kiin-
stler, 2nd edit., vol. ii., 1889; Wolttmann and Woermann, History of Painting
(English edition, edited by Sidney Colvin), 1880; and the article Malerei in

Baumeister’s Denakmdler.
For the study of individual details, see the following:--

TECHNIQUE.--Blimner, 7echnologie und Terminologie der Gewerbe und
Kiinste bei Griechen und Romern, 1874-87, esp. iv. p. 414 fol.; the article in
Baumeister, already quoted; and Helbig und Donner, Untersuchungen iiber
die Campanische Wandmalerei, 1873.

ENCAUSTIC.--Helbig und Donner, /oc. cit.; Blimner, /oc. ciz. iii. p. 200
fol.; Cros et Henry, L ‘Encaustique, 1884; Donner in Beilage zur Allgemeine
Zeitung (Munich), 1888, pp. 2641-3; Petrie, Hawara, Biahmu, and Arsinoe,
1889, pp. 17-21, 37-46.

POLYCHROMY OF SCULPTURE AND ARCHITECTURE.--

Baumeister's Denkmidler, s. v. Polychromie; Boeckler, Die Polychromie in der
antiken Sculptur, 1882; Treu, Sollen wir unsere Statuen bemalen? Berlin, 1884,
and in Arch. Jahrbuch, 1889, p. 18.

MOSAIC.--Raoul-Rochette, /oc. cit. pp. 345-6; Engelmann in Rhein. Mus.

xxix. pp. 561-89; Blimner, /oc. ciz. iii. p. 323; and Baumeister’s Denlkmdler,
s. v. Mosaik.
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HISTORY.--Studniczka in Arch. Jahrd. 1887, pp. 135-168; Diimmler in the
same, 1887, pp. 168-178 (on Polygnotus); Wiener Vorlegeblitter tor 1888, pll.
x.-xii. (for restorations of the Iliupersis of Polygnotus); Schreiber, Die Hel-
lenistischen Reliefbilder, 1890; Wustmann, Apelles‘ Leben und Werke, Leipzig,
1870; Woermann, Die Landschaft in der Kunst der antiken Volker, 1876; Hel-
big und Donner, Wandgemdlde der vom Vesuv wverschiitteten Stidte, 1868; Ur-
lichs, Die Malerei in Rom wor Cdsar's Dictatur, Wiirzburg, 1876; Woermann,
Die antiken Odysselandschaften (six plates in colour), Munich, 1875; Mau,
Geschichte der decorativen Wandmalerei [p. 419] in Pompeii, 1882; Niccolini,
Le Case ed i Monumenti di Pomepii, 1854, fol.; Overbeck, Pompei, 4th edi-
tion. For the Galleries of the Philostrati, see Fleckeisen'‘s Jahrbiicher, Spbd.
4, pp- 179-306, and Spbd. 5, pp. 135-181; Philologus, xxxi. p. 585; Bougot,
Philostrate I'ancien; and Magazine of Art, v. p. 371. For reproductions of Mu-
ral Paintings, see Monumenti dell’ Inst. Arch. throughout; Bartoli and Bello-
ri, Le Pitture antiche della Grotta di Roma, 1706; Bartoli, G/i antichi Sepoleri,
1727; Barré et Roux, Pompei et Herculaneum, 1840, &c. (7 vols.).

For a fuller bibliography of the subject, see Brunet’s Manuel du Libraire,
tom. vi. pp. 1688-9, and especially E. Hubner’s Bibliographie der klassischen
Alterthumswissenschaft, Berlin, 1889.

[C.S] (= Cecil Smith. Assistant in the Department of Greek and Roman
Antiquities in the British Museum)

262



Anhang 3

Auszug zu Apelles aus:

A Dictionary of Greek and Roman Biography and Mythology (London 1872)

(ed. William Smith)
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APELLES

(Apellés), the most celebrated of Grecian painters, was born, most probably,
at Colophon in Ionia (Suidas, s. ©.), though Pliny (xxxv. 36. § 10) and Ovid
(Art. Am. iii. 401; Pont. iv. 1. 29) call him a Coan. The account of Strabo (xiv.
p. 642) and Lucian (De Calumn. lix. §§ 2, 6), that he was an Ephesian, may
be explained from the statements of Suidas, that he was made a citizen at
Ephesus, and that he studied painting there under Ephorus. He afterwards
studied under Pamphilus of Amphipolis, to whom he paid the fee of a tal-
ent for a ten-years’ course of instruction. (Suidas, 5. v.; Plin. xxxv. 36. § 8.)
At a later period, when he had already gained a high reputation, he went to
Sicyon, and again paid a talent for admission into the school of Melanthius,
whom he assisted in his portrait of the tyrant Aristratus. (Plut. Araz. 13.)
By this course of study he acquired the scientific accuracy of the Sicyonian
school, as well as the elegance of the Ionic.

The best part of the life of Apelles was probably spent at the court of Philip
and Alexander the Great; for Pliny speaks of the great number of his por-
traits of both those princes (xxxv. 36. § 16), and states that he was the only
person whom Alexander would permit to take his portrait. (vii. 38; see also
Cic. ad Fam. v.12. § 13; Hor. Ep. ii. 1. 239; Valer. Max. viii. 11. § 2, ext.; Ar-
rian, Anab. 1.16.§ 7.) Apelles enjoyed the friendship of Alexander, who used
to visit him in his studio. In one of these visits, when the king’s conversa-
tion was exposing his ignorance of art, Apelles politely advised him to be si-
lent, as the boys who were grinding the colours were laughing at him. (Plin.
xxxv. 36. § 12.) Plutarch relates this speech as having been made to Mega-
byzus. (De Trang. Anim. 12, p. 471, £.) Aelian tells the anecdote of Zeuxis
and Megabyzus. (Var. Hisz. ii. 2.) Pliny (1. ¢.) also tells us that Apelles, having
been commissioned by Alexander to paint his favourite concubine, Cam-
paspe (Pankaoté Aelian, Var. Hist. xii. 34), naked, fell in love with her, upon
which Alexander gave her to him as a present; and according to some she
was the model of the painter’s best picture, the Venus Anadyomene. From
all the information we have of the connexion of Apelles with Alexander, we
may safely conclude that the former accompanied the latter into Asia. After
Alexander’s death he appears to have travelled through the western parts of
Asia.To this period we may probably refer his visit to Rhodes and his inter-
course with Protogenes. (See below.) Being driven by a storm to Alexandria,
after the assumption of the regal title by Ptolemy, whose favour he had not
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gained while he was with Alexander, his rivals laid a plot to ruin him, which
he defeated by an ingenious use of his skill in drawing. (Plin. xxxv. 36. § 13.)
Lucian relates that Apelles was accused by his rival Antiphilus of having had
a share in the conspiracy of Theodotus at Tyre, and that when Ptolemy dis-
covered the falsehood of the charge, he presented Apelles with a hundred
talents, and gave Antiphilus to him as a slave: Apelles commemorated the
event in an allegorical picture. (De Calumn. lix. §§ 2-6, vol. iii. pp. 127-132.)
Lucian’s words imply that he had seen this picture, but he may have been
mistaken in ascribing it to Apelles. He seems also to speak of Apelles as if he
had been living at Ptolemy’s court before this event occurred. If, therefore,
Pliny and Lucian are both to be believed, we may conclude, from compar-
ing their tales, that Apelles, having been accidentally driven to Alexandria,
overcame the dislike which Ptolemy bore to him, and remained in Egypt
during the latter part of his life, enjoying the favour of that king, in spite of
the schemes of his rivals to disgrace him. The account of his life cannot be
carried further; we are not told when or where he died; but from the above
facts his date can be fixed, since he practised his art before the death of Phil-
ip (B. C. 336), and after the assumption of the regal title by Ptolemy. (B. C.
306.) As the result of a minute examination of all the facts, Tolken (Amalth.
iii. pp. 117-119) places him between 352 and 308 B. C. According to Pliny,
he flourished about the 112th Olympiad, B. C. 332.

Many anecdotes are preserved of Apelles and his contemporaries, which
throw an interesting light both on his personal and his professional char-
acter. He was ready to acknowledge that in some points he was excelled by
other artists, as by Amphion in grouping and by Asclepiadorus in perspec-
tive. (Plin. xxxv. 36. § 10.) He first caused the merits of Protogenes to be
understood. Coming to Rhodes, and finding that the works of Protogenes
were scarcely valued at all by his country-men, he offered him fifty talents
for a single picture, and spread the report that he meant to sell the picture
again as his own. (Plin. 76. § 13.) In speaking of the great artists who were
his contemporaries, he ascribed to them every possible excellence except
one, namely, grace, which he claimed for himself alone. (4. § 10.)

Throughout his whole life, Apelles laboured to improve himself, especially
in drawing, which he never spent a day without practising. (Plin. 5. § 12;
hence the proverb Nulla dies sine linea.) The tale of his contest with Pro-
togenes affords an example both of the skill to which Apelles attained in

265



this portion of his art, and of the importance attached to it in all the great
schools of Greece.

Apelles had sailed to Rhodes, eager to meet Protogenes. Upon landing, he
went straight to that artist’s studio. Protogenes was absent, but a large pan-
el ready to be painted on hung in the studio. Apelles seized the pencil, and
drew an [p. 222] excessively thin coloured line on the panel, by which Pro-
togenes, on his return, at once guessed who had been his visitor, and in his
turn drew a still thinner line of a different colour upon or within the former
(according to the reading of the recent editions of Pliny, in i/ia ipsa). When
Apelles returnend and saw the lines, ashamed to be defeated, says Pliny,
“tertio colore lineas secuit, nullum relinquens amplius subtilitati locum.” (1.
§ 11.) The most natural explanation of this difficult passage seems to be,
that down the middle of the first line of Apelles, Protogenes drew another
so as to divide it into two parallel halves, and that Apelles again divided the
line of Protogenes in the same manner. Pliny speaks of the three lines as vi-
sum effugientes." The panel was preserved, and carried to Rome, where it re-
mained, exciting more wonder than all the other works of art in the palace
of the Caesars, till it was destroyed by fire with that building.

Of the means which Apelles took to ensure accuracy, the following example
is given. He used to expose his finished pictures to view in a public place,
while he hid himself behind the picture to hear the criticisms of the pas-
sers-by. A cobbler detected a fault in the shoes of a figure: the next day he
found that the fault was corrected, and was proceeding to criticise the leg,
when Apelles rushed from behind the picture, and commanded the cob-
bler to keep to the shoes. (Plin. I5. § 12: hence the proverb, Ne supra crepi-
dam sutor: see also Val. Max. viii. 12, ext. § 3; Lucian tells the tale of Phidias,
pro Imag. 14, vol. ii. p. 492.) Marvellous tales are told of the extreme accu-
racy of his likenesses of men and horses. (Plin. xxxv. 36. §§ 14, 17; Lucian,
de Calumn. 1. c.; Aelian, V. H. ii. 3.) With all his diligence, however, Apelles
knew when to cease correcting. He said that he excelled Protogenes in this
one point, that the latter did not know when to leave a picture alone, and he
laid down the maxim, Nocere saepe nimiam diligentiam. (Plin. /. c. § 10; Cic.

Orat. 22; Quintil. x. 4.)

Apelles is stated to have made great improvements in the mechanical part
of his art. The assertion of Pliny, that he used only four colours, is incorrect.
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(Dict. of Ant. 5. v. Colores.) He painted with the pencil, but we are not told
whether he used the cestrum. His principal discovery was that of covering
the picture with a very thin black varnish (azramentum), which, besides pre-
serving the picture, made the tints clearer and subdued the more brilliant
colours. (Plin. Z ¢. § 18.) The process was, in all probability, the same as that
now called glazing or toning, the object of which is to attain the excellence of
colouring “which does not proceed from fine colours, but true colours; from
breaking down these fine colours, which would appear too raw, to a deep-
toned brightness.” (Sir. . Reynolds, Nozes on Du Fresnoy, note 37.) From the
fact mentioned by Pliny, that this varnishing could be discovered only on
close inspection, Sir J. Reynolds thought that it was like that of Correggio.
That he painted on moveable panels is evident from the frequent mention
of tabulae with reference to his pictures. Pliny expressly says, that he did not
paint on walls. (xxxv. 37.)

A list of the works of Apelles is given by Pliny. (xxxv. 36.) They are for the
most part single figures, or groups of a very few figures. Of his portraits the
most celebrated was that of Alexander wielding a thunderbolt, which was
known as ho keraunophoros, and which gave occasion to the saying, that of
two Alexanders, the one, the son of Philip, was invincible, the other, he of
Apelles, inimitable. (Plut. Fort. Alex. 2, 3.) In this picture, the thunderbolt
and the hand which held it appeared to stand out of the panel; and, to aid
this effect, the artist did not scruple to represent Alexander’s complexion as
dark, though it was really light. (Plut. A/ex. 4.) The price of this picture was
twenty talents. Another of his portraits, that of Antigonus, has been cele-
brated for its concealment of the loss of the king’s eye, by representing his
face in profile. He also painted a portrait of himself. Among his allegorical
pictures was one representing Castor and Pollux, with Victory and Alexan-
der the Great, how grouped we are not told; and another in which the figure
of War, with his hands tied behind his back, followed the triumphal car of
Alexander. “He also painted,” says Pliny, “things which cannot be painted,
thunders and lightnings, which they call Bronte, Astrape, and Ceramobo-
lia.” These were clearly allegorical figures. Several of his subjects were taken
from the heroic mythology. But of all his pictures the most admired was the
“Venus Anadyomene,” (hé anaduomené Aphrodité), or Venus rising out of
the sea. The goddess was wringing her hair, and the falling drops of water
formed a transparent silver veil around her form. This picture, which is said
to have cost 100 talents, was painted for the temple of Aesculapius at Cos,
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and afterwards placed by Augustus in the temple which he dedicated to Ju-
lius Caesar. The lower part being injured, no one could be found to repair it.
As it continued to decay, Nero had a copy of it made by Dorotheus. (Plin. /.
c.; Strab. xiv. p. 657.) Apelles commenced another picture of Venus for the
Coans, which he intended should surpass the Venus Anadyomene. At his
death, he had finished only the head, the upper part of the breast, and the
outline of the figure; but Pliny says, that it was more admired than his for-
mer finished picture. No one could be found to complete the work. (Plin.

xxxv. /. c., and 40. § 41; Cic. ad Fam. 1.9. § 4, de Off iii. 2.)

By the general consent of ancient authors, Apelles stands first among Greek
painters. To the undiscriminating admiration of Pliny, who seems to have
regarded a portrait of a horse, so true that other horses neighed at it, as an
achievement of art as admirable as the Venus Anadyomene itself, we may
add the unmeasured praise which Cicero, Varro, Columella, Ovid, and oth-
er writers give to the works of Apelles, and especially to the Venus Anady-
omene. (Cic. Brut. 18, de Orat. iii. 7; Varro, L. L. ix. 12, ed. Muller; Colum.
R. R. Praef. § 31, Schn.; Ovid. 4rz. Am. iii. 401; Pont. iv. 1. 29; Propert. iii.
7.11; Auson. Ep. 106; Anthol. Planud. iv. 178-182.) Statius (Si/v. i. 1. 100)
and Martial (xi. 9) call painting by the name of «Ars Apellea.» Sir Joshua
Reynolds says of the Greek painters, and evidently with an especial refer-
ence to Apelles, «if we had the good fortune to possess what the ancients
themselves esteemed their masterpieces, I have no doubt but we should find
their figures as correctly drawn as the Laocoon, [p. 223] and probably col-
oured like Titian» (Nozes on Du Fresnoy, note 37); and, though the point has
been disputed, such is the general judgment of the best modern authorities.
It need scarcely be said, that not one of the pictures of Apelles remains to
decide the question by.

In order to understand what was the excellence which was peculiar to
Apelles, we must refer to the state of the art of painting in his time. (Dicz.
of Ant. s. v. Painting.) After the essential forms of Polygnotus had been el-
evated to dramatic effect and ideal expression by Apollodorus and Zeux-
is, and enlivened with the varied character and feeling which the school of
Eupompus drew forth from direct observation of nature, Apelles perceived
that something still was wanting, something which the refinements attained
by his contemporaries in grouping, perspective, accuracy, and finish, did not
supply--something which he boasted, and succeeding ages confirmed the
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boast, that he alone achieved--namely, the quality called charis, venustas,
grace (Plin. xxxv. 36. § 10; Quintil. xii. 10; Plut. Demez. 22; Aelian, V. H. xii.
41); that is, not only beauty, sublimity, and pathos, but beauty, sublimity, and
pathos, each in its proper measure; the expending of power enough to pro-
duce the desired effect, and no more; the absence of all exaggeration, as well
as of any sensible deficiency; the most natural and pleasing mode of im-
pressing the subject on the spectator’s mind, without displaying the means
by which the impression is produced. In fact, the meaning which Fuseli at-
taches to the word seems to be that in which it was used by Apelles: “By
grace I mean that artless balance of motion and repose sprung from charac-
ter, founded on propriety, which neither falls short of the demands nor over-
leaps the modesty of nature. Applied to execution, it means that dexterous
power which hides the means by which it was attained, the difficulties it has
conquered.” (Lecz. 1.) In the same Lecture Fuseli gives the following esti-
mate of the character of Apelles as an artist: “The name of Apelles in Pliny
is the synonyme of unrivalled and unattainable excellence, but the enumer-
ation of his works points out the modification which we ought to apply to
that superiority; it neither comprises exclusive sublimity of invention, the
most acute discrimination of character, the widest sphere of comprehension,
the most judicious and best balanced composition, nor the deepest pathos
of expression: his great prerogative consisted more in the unison than in the
extent of his powers; he knew better what he could do, what ought to be
done, at what point he could arrive, and what lay beyond his reach, than any
other artist. Grace of conception and refinement of taste were his elements,
and went hand in hand with grace of execution and taste in finish; powerful
and seldom possessed singly, irresistible when united: that he built both on
the firm basis of the former system, not on its subversion, his well-known
contest of lines with Protogenes, not a legendary tale, but a well attested
fact, irrefragably proves: .... the corollaries we may adduce from the contest
are obviously these, that the schools of Greece recognized all one elemen-
tal principle: that acuteness and fidelity of eye and obedience of hand form
precision; precision, proportion; proportion, beauty: that it is the "little more
or less,”imperceptible to vulgar eyes, which constitutes grace, and establishes
the superiority of one artist above another: that the knowledge ledge of the
degrees of things, or taste, presupposes a perfect knowledge of the things
themselves: that colour, grace, and taste, are ornaments, not substitutes, of
form, expression, and character; and, when they usurp that title, degenerate
into splendid faults. Such were the principles on which Apelles formed his
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Venus, or rather the personification of Female Grace,--the wonder of art,
the despair of artists.” That this view of the Venus is right, is proved, if proof
were needed, by the words of Pliny (xxxv. 36. § 10), “Deesse iis unam Vener-
em dicebat, quam Graeci Charita vocant,” except that there is no reason for
calling the Venus “the personification of Female Grace;” it was rather Grace

personified in a female form.
Apelles wrote on painting, but his works are entirely lost.
[P.S]

(= PHILIP SMITH, B.A. Of University College, London.)
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