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Part One 
Investigation of Art with 
Regard to Its Essence 



[no. 6] CHAPTER ONE 

Origin of Art and Reasons for 
Its Diversity among Peoples 

Section one 
I. General conception of 

this history 

II. Beginning of art with 
sculpture 

III. Its similar origin 
among different peoples 

The arts deriving from drawing commenced, like all inventions, with 
necessity; next, beauty was sought; and, lastly, superfluity ensued. These 

are the three principal stages of art. 
The earliest sources tell us that the first figures represented what a man is, 

not how he appears to us —his outline, not his aspect. From this simplicity 
of form, artists proceeded to the investigation of proportions, which taught 
correctness, and this gave them the confidence to venture into a large scale, 
whereby art attained grandeur and, finally, under the Greeks, gradually 
achieved the highest beauty. Once all the parts of art were united and their 
embellishment was sought, superfluity took hold, whereby art lost its gran¬ 
deur, and finally its complete collapse occurred. 

This, in a few words, is the scheme of this treatise on the history of art. 
This chapter first discusses the original form of art in general terms, then the 
different materials of which sculpture was made, and third the influence of 
climate on art. 

Art began with the simplest form, and probably with a kind of sculpture, 
because even a child can give a distinct shape to a soft mass, though he cannot 
draw anything on a flat surface. For sculpture, the mere conception of a thing 
suffices, but drawing requires many other kinds of knowledge —though paint¬ 
ing later was used to adorn sculpture. 

Art seems to have arisen in a similar way among all peoples who have 
practiced it, and there are not adequate grounds to assign one particular 
homeland to it. Every people has found within itself the first seeds of neces¬ 
sity. The invention of art varies according to a people’s antiquity, however, 
and with regard to the earlier or later introduction of religious worship. Thus, 
the Chaldeans or the Egyptians probably gave material form earlier than the 
Greeks to the higher powers they imagined for worship. For here it is the same 
as with other arts and inventions, such as purple dye, that were first discov¬ 
ered or made known in the Eastern lands. The reports in the Holy Scriptures 
of wrought images are much older than anything we know about the Greeks.1 

The Hebrew language has one word specifically for images that were origi¬ 
nally made of wood and another for those that were cast;2 the former were 
eventually gilded or covered with gold leaf.3 But those who speak of the origin 
of a custom or an art and its dissemination among a people often err by lim¬ 
iting themselves to isolated pieces that resemble one another and drawing 
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general conclusions from them —just as Dionysius [of Halicarnassus] claimed 

that the Romans descended from the Greeks because of the band worn around 

the loins by both Greek and Roman wrestlers.4 
In Egypt, art flourished even in the earliest times. And if Sesostris lived 

about four centuries before the Trojan War,5 then the tallest obelisks of this 

kingdom —which are now found in Rome and are works of this king —as well 

as the largest buildings at Thebes were already built when darkness and obscu¬ 

rity still hovered over art in Greece. 

Among the Greeks, art began much later than in the Eastern lands but 

with the same simplicity, such that the Greeks appear, as they themselves 

report, not to have gathered the first seeds for their art from another people 

but rather to have been its original inventors. For they already visibly honored 

thirty deities before they gave them human form; they were content to repre¬ 

sent them by a rough block or a rectangular stone, as the Arabs6 and the 

Amazons7 did. The Juno at Thespiai and the Diana at Ikaria were formed in 

much the same way.8 Diana Patroa9 and the Jupiter Meilichios at Corinth 

were, like the oldest Venus at Paphos,10 nothing other than a kind of column. 

Bacchus was honored in the form of a column,11 and even Love12 and the 

Graces13 were represented merely by stones. Thus, the word klojv (column) 

still signified a statue in the Greeks’ best period.14 Among the Spartans, 

Castor and Pollux took the form of two parallel wooden blocks connected by 

crosspieces.15 This ancient conformation appears in the sign II by which these 

twins were represented in the zodiac.16 
Eventually heads were placed on these stone blocks. Among many others, 

the Neptune at Tricoloni17 and a Jupiter at Tegea,18 both in Arcadia, were of 

this type; for in this region, more so than in any other part of Greece, people 

adhered to the oldest form of art.19 The earliest images thus show that the 

most primitive kinds of figure were invented and fabricated by the Greeks. 

The Holy Scriptures also allude to heathen idols that have no aspect of the 

human form other than the head.20 As is well known, the Greeks called these 

rectangular stones with heads hermae,21 that is, pillars, and their artists con¬ 

tinued to produce them.22 
From written indications and old monuments, we can follow the gradual 

development from these first designs and conceptions of a figure. Only at the 

middle of these stones topped with a head was shown a distinction of sex, 

which an unformed face left in doubt. When it is said that Eumaros of Athens 

first distinguished between the sexes in painting,23 we should understand that 

he probably did so by the form of their youthful faces. This artist lived before 

Romulus, not long after Iphitos resumed the Olympian games. 

General opinion concedes that Daedalus finally began to carve individual 

legs in the lower half of these columns. Because no one yet knew how to cre¬ 

ate a complete human figure from stone, this artist worked in wood; and the 

first statues were given the name daedala after him. About the works of this 

artist, the sculptors of Socrates’ time were of one opinion, which he states as 

follows: should Daedalus, says Socrates, rise again and produce works like 

IV. Its antiquity in Egypt 

V. Greek art later, yet 
original. Stones and 
columns the first images 

VI. Gradual appearance 
of a figure, beginning with 
the head 

VII. Through indication 
of the sex 

VIII. Through shaping of 
the legs by Daedalus 
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Part One, Chapter 1 

IX. Similarity of the first 
Egyptian, Etruscan, 

and Greek figures 

X. Greater probability 
of the transmission of 

art to the Greeks by the 
Phoenicians than by 

the Egyptians 

XI. Similar practice by 
these three peoples of 

marking figures with letters 

XII. Explanation for the 
similarity of the earliest 

Egyptian and Greek figures 

those that pass under his name, he would —as the sculptors say —appear 

ridiculous [(Plato, Greater Hippias 281d9-282a3)]. 

The primary characteristics of these shapes among the Greeks were sim¬ 

ple lines that were for the most part straight, and there was probably no 

difference among the Egyptians, Etruscans, and Greeks in the beginnings of 

art for each people, as the ancient writers confirm.24 One can see this in the 

oldest Greek figure in bronze in the Nani museo in Venice,25 which has this 

inscription on its base: TofYfTA'JY/'4 AE£©£k£ [(Attributed to Polykrates)]. 

The flat manner of delineation also accounts for the similarity between the 

eyes of the heads on older Greek coins and those of Egyptian figures: the eyes 

of the former, like those of the latter, are flat and elongated.26 The first paint¬ 

ings are to be envisioned as monograms, as Epicurus called the gods [(see 

Cicero, De natura deorum 2.23.59)] — that is, as single-line outlines of a 

human shadow. 

The earliest lines and forms of art thus led to the formation of a kind of 

figure that one generally calls Egyptian. The Greeks, however, would have 

had little chance to learn anything from Egyptian art. Egypt was closed to all 

foreigners prior to the reign of Psammetichos [(Psamtik I)], and the Greeks 

already practiced art before that time. The intent of the [seven] Greek sages 

who traveled to Egypt was chiefly to assess that country’s form of govern¬ 

ment.27 Thus, those seeking to trace everything back to the Eastern lands 

would have better luck with the Phoenicians, with whom the Greeks traded 

at a very early date and from whom the Greeks are said to have received, 

through Kadmos, their first alphabet. Also allied with the Phoenicians in the 

earliest times, before Cyrus [the Great], were the Etruscans, who were a mari¬ 

time power.28 This can be proven, among other ways, by the common fleet the 

two nations launched against Phokaia.29 

Among the artists of these peoples, it was a common practice to mark their 

works with an inscription. The Egyptians placed it on the base and on the pil¬ 

lar supporting the figures, while the earliest Greeks, like the Etruscans, placed 

it on the figure itself. There were two Greek verses on the thigh of a statue 

of an Olympian victor at Elis [(Ilia)],30 and there was an inscription in the 

same spot on the side of a horse made by Dionysios of Argos.31 Even Myron 

[of Eleutherai] placed his name, inlaid with silver letters, on the thigh of an 

Apollo;32 and in the fifth chapter, I will discuss an existing bronze statue that 

has a Roman inscription on its thigh too. 

The very earliest forms of Greek statues were similar in both posture and 

action to those of the Egyptians. Strabo denotes the opposite with a word that 

actually means distorted but for him indicates figures that were no longer, as in 

the earliest times, entirely straight and without any indication of movement 

but rather were represented in various positions and actions.33 In this regard, 

the statue of a wrestler with the name of Arrachion from the 54th Olym¬ 

piad,34 as well as another of black marble on the Campidoglio,35 can be cited, 

because on both the arms hang straight down to the hips. On the first statue, 

however, this posture could have had its own special meaning, as does that of 
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the famous Milon of Kroton; in any case, it was made in Arcadia, where 

art did not flourish. The other statue seems to represent Isis, and it is one of 

the figures that the emperor Hadrian, in whose villa at Tivoli it was found, 

commissioned as an imitation of Egyptian works; it will be discussed in the 

next chapter. 

Science taught Etruscan and Greek artists to go beyond the straight lines of 

the first forms, to which the Egyptians adhered. However, as science precedes 

beauty in art and, being founded on valid and strict rules, must begin to 

inform by exacting and vigorous regulation, so drawing was regular but angu¬ 

lar, imposing but hard, and very much exaggerated; in just this way, sculpture 

was, in more recent times, changed for the better by Michelangelo. Works in 

this style have been preserved in marble reliefs and engraved gems, as will be 

noted in turn. This style, which the previously cited writers compared with 

that of the Etruscans,36 seems to have been unique to the Aeginetan school. 

The artists of that island, which was inhabited by Dorians,37 appear to have 

retained the oldest style the longest. 

The second section of this chapter —on the materials from which sculpture 

was made —will trace the different stages of this art with regard to both form 

and drawing. Art and sculpture began with clay; then artists carved in wood, 

later in ivory; and finally they progressed to stone and metal. 

Even ancient languages suggest that clay was the first artistic medium, for 

the work of the potter and the sculptor are denoted by the same word.38 In the 

time of Pausanias, there were still clay figures of deities in various temples. 

Just as at Triteia in Achaia, in the Temple of Ceres and Proserpina,39 the 

statue of Amphitryon, as he regaled Bacchus along with other deities, in a 

temple of Bacchus in Athens was of clay;40 and there, too, in the portico of 

Kerameikos, so named for its earthenware vessels or figures, stood two clay 

works: Theseus in the act of throwing Skiron into the sea, and Aurora carry¬ 

ing away Kephalos.41 Clay images were painted red,42 and sometimes com¬ 

pletely covered with red, as another old head of fired clay shows.43 This is 

said especially of statues of Jupiter,44 and there was one such figure in the 

Arcadian town of Phigalia,45 where Pan was also painted red.46 Indians still 

do the same thing.47 It seems that the epithet of Ceres, cjxuviKorreCa, “the red¬ 

footed,”48 derives from this practice. 

During as well as after the blossoming of art, clay remained in use, partly 

for reliefs and partly for painted vessels. The former were not just used in 

architectural friezes but also served as models for artists. To duplicate them, 

they were pressed in previously prepared molds; the numerous fragments of 

one and the same representation prove this. These impressions, it is clearly 

evident, were then reworked with a modeling tool; the author himself pos¬ 

sesses some such pieces. Occasionally the models were threaded on a cord 

and hung in the workshops of artists; some have a hole in the middle for 

this purpose. Among these models can be found some very fine images. 

The presumed Pythian priestess is one such work in fired clay.49 In the cere¬ 

monial festivals held in honor of Daedalus —in Boeotia as well as in the cities 

XIII. Characteristics of the 
earliest style of drawing 

Section two 

I. Clay, the artists' first 
medium 

Painted clay vessels 
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Part One, Chapter 1 

. Figures in wood, the 
second kind 

[IV]. Also in ivory 

around Athens, and especially in Plataea —artists put such models on public 

display.50 

Of the other kind of clay monuments, namely, the vases that the ancients 

painted, there are both Etruscan and Greek examples, which will be consid¬ 

ered in greater detail below. Earthenware vessels have remained in use in 

sacred and religious rituals since the earliest times,51 even after they became a 

luxury in domestic life. Such painted vessels, which the ancients preferred to 

porcelain, served a decorative rather than functional purpose, for some have 

been found without a bottom. 

Statues as well as buildings were made of wood before they were made of 

stone and marble.52 Even today ancient wooden figures carved from sycamore 

are discovered in Egypt; such things are found in many musei. Pausanias iden¬ 

tifies the kinds of wood out of which the ancients carved images.53 In his day, 

wooden statues were still to be found in the most famous places in Greece. 

Among others, there were in Megalopolis in Arcadia such images of Juno, 

Apollo, and the Muses,54 as well as a Venus and a Mercury by Damophon,55 

one of the earliest artists. Also of note is a statue made from a single piece of 

wood in the Temple of Apollo on Delos, which Pindar mentions.56 Especially 

remarkable are a Hilaira and Phoebe at Thebes and the ebony-and-ivory 

horses of Castor and Pollux, all made by Dipoinos and Skyllis,57 students of 

Daedalus; an ebony Diana at Tegea in Arcadia dating to the earliest period 

of art;58 and a similar statue of Ajax at Salamis.59 Pausanias believed that 

wooden statues were called daedali before the time of Daedalus.60 There were 

colossal wooden statues at Sai's [(Sa el-Hagar)] and at Thebes, in Egypt.61 We 

find that wooden statues of victors were still erected in the 61st Olympiad;62 

even the celebrated Myron [of Eleutherai], who lived in Pheidias’s time, made 

a wooden Hecate for Aegina.63 Diagoras [of Melos], who was conspicuous 

among the atheists of antiquity, cooked his food with a figure of Herakles 

because he had no other wood.64 Over time both the Egyptians and the Greeks 

began to gild their figures.65 Gori possessed two Egyptian figures that had 

been gilded.66 In Rome, a Fortuna Virilis dating to the time of Servius Tullius 

and probably made by an Etruscan artist was still worshipped under the first 

Roman emperors.67 

The Greeks already carved in ivory from the earliest times, and Homer 

speaks of sword hilts, sword sheaths, even beds, and many other things made 

of it.68 The thrones of the first Roman kings and consuls were likewise made 

from ivory,69 and every Roman who attained the rank that enjoyed this honor 

had his own ivory seat.70 The whole Senate sat on such seats when listening to 

a funeral oration from the Rostra in the Roman Forum.71 Even the lyres of the 

ancients were made of ivory.72 In Greece, there were hundreds of statues of 

ivory and gold, most from the earlier period and larger than life-size. Even in a 

negligible town in Arcadia, there was a beautiful Asklepios,73 and on the main 

road to Pellene, in Achaia, there was an image of Pallas in a temple to her; both 

images were of ivory and gold.74 In a temple at Kyzikos [(Belkis)], in which the 

stone joints were decorated with gold filaments, there stood an ivory Jupiter 
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being crowned by a marble Apollo;75 at Tivoli, there was a similar Herakles/6 

Herodes Atticus, the famed and wealthy orator from the time of Antoninus 

[Pius], commissioned for the Temple of Neptune in Corinth a chariot with 

four gilded horses whose hooves were of ivory.77 With the exception of a few 

very small figurines, none of the many finds has ever yielded the slightest trace 

of ivory from statues, because ivory decomposes in the earth like the teeth of 

other animals, except the wolf.78 At Tiryns in Arcadia, there was a Cybele 

made of gold but for the face, which was composed of hippopotamus teeth.79 

The first stone from which statues were made appears to have been a 

whitish tufa stone, the same stone out of which were constructed the earliest 

buildings in Greece, such as the Temple of Jupiter at Elis.80 Plutarch recalls a 

Silenus in this stone.81 In Rome, travertine was put to this use as well, and 

there are three statues made of this stone in the city: a consular statue in the 

villa of Cardinal Alessandro Albani; another, seated and holding a tablet on 

its knee, in the Palazzo Altieri in Campitelli; and a life-size female figure, with 

a ring on its index finger, in the villa of the marchese [Girolamo] Bellom. 

Figures made of such inferior stone customarily stood around tombs. 

Marble was initially used for the head, hands, and feet of wooden figures, 

as was the case with a Juno82 and a Venus by Damophon,83 one of the earliest 

artists of renown. This practice was still current in Pheidias’s time, for his 

Pallas in Plataea was made in this way.84 Such statues, of which only the 

extremities were of stone, were called acroliths.85 This is the meaning of the 

word that stumped [Claude] Saumaise86 and others.87 Pliny [the Elder] remarks 

that it was in the 50th Olympiad that artists first began working in marble,88 

which should probably be interpreted as referring to whole figures. Occa¬ 

sionally, marble statues were dressed in real fabrics, as was a Ceres at Bura in 

Achaia.89 A very ancient Asklepios at Sikyon likewise had a gown.90 Later this 

gave rise to painting clothing on marble figures, as can be seen from a Diana 

discovered in Herculaneum in 1760. This work is four palmi and two and 

one-half Zoll high, with a head that is not idealized but instead portrays a spe¬ 

cific person. The hair is blond, and the vest is white, as is the gown, which has 

three stripes running around its lower part: the lowest stripe is thin and gold- 

colored; the next, in a lacquer color, is wider, with white flowers and scrolls 

painted on it; the third stripe is of the same color. The statue that Virgil has 

Corydon promise to Diana was supposed to have been of marble but with red 

buskins.91 The earliest Greek sculptors were already working in black stone, 

either marble or basalt. A Diana at Ambrosos in the region of Phocis was 

made of such stone by an Aeginetan artist.92 The Greeks as well as the Egyp¬ 

tians worked in real basalt, about which more will be said below. 

If Pausanias is to be believed, bronze statues must have been made in Italy 

far earlier than in Greece, for he names Rhoikos and Theodoros of Samos as 

the first artists to practice in this branch of sculpture.93 The latter carved the 

famous gem of Polykrates, ruler of the island of Samos during the reign of 

Croesus, that is, sometime around the 60th Olympiad. Yet Roman historians 

report that prior to this Romulus had commissioned a statue of himself, being 

V. Then in stone, and 
at first in that native to 
each land 

VI. In marble, and initially 
for the extremities of 
figures. Painted statues 

VII. In bronze 

116 



Part One, Chapter 1 

VIII. The art of engraving 
gems 

Section three. Causes for 
the differences in art 

among peoples 
I. Influence of climate on 

appearance 

crowned by Victory, for a chariot with four horses —all of bronze;94 the char¬ 

iot with the horses were spoils taken from the town of Camerinum. This was 

supposed to have happened after his triumph over the people of Fidenae, in 

the seventh year of his reign, that is, in the 8th Olympiad. The inscription on 

this work, as Plutarch notes, was in Greek letters,95 but —as Dionysius [of 

Halicarnassus] remarks on another occasion —Roman writing was similar to 

the earliest Greek,96 and thus this work could have been by an Etruscan artist. 

In addition, mention is made of a bronze statue of Horatius Codes97 and of a 

bronze equestrian statue erected to the celebrated Cloelia at the start of the 

Roman Republic;98 and when Spurius Cassius [Viscellinus] was punished for 

his acts against freedom, a bronze statue of Ceres was funded from his confis¬ 

cated property.99 Nevertheless, we know from other accounts that before 

Croesus’s time, the Greeks in Lydia had created enormous works in every 

kind of metal. The large silver vase that Croesus presented to the temple at 

Delphi held six hundred amphorae and was made by the previously cited 

Theodoros.100 The Spartans commissioned, as a gift for Croesus, a metal vase 

that held three hundred amphorae and was decorated with all kinds of ani¬ 

mals.101 Made considerably earlier were the three colossal statues at Samos,102 

each six Ellen high and kneeling on one knee, who supported a great vase 

that, like the figures, was made of bronze: this work was made with one-tenth 

of the profits from the Samians’ voyage to Tartessus [(Cadiz)], on the other 

side of the Pillars of Herakles. The first bronze four-horse chariot recorded by 

the Greeks was commissioned by the Athenians after the death of Peisistratos, 

that is, after the 76th Olympiad, and set up before the Temple of Pallas.103 

Bronze statues often had bases made of metal as well.104 In antiquity, gold 

statues were dedicated to several deities, but more commonly they were dedi¬ 

cated to Roman emperors, as written sources and a few inscriptions show.105 

The art of engraving gems must be very ancient, and it was known even 

among very isolated peoples. It is said that the Greeks initially used a block of 

wood perforated with worm holes to impress a seal,106 and in Stosch’s museo 

there is a gem that is engraved to look like a perforated wooden block and 

that appears to have been used as a seal;107 we do not know how long this 

practice continued, however. In this branch of art, the Egyptians attained a 

high level of perfection, as can be seen in the Isis in Stosch’s museo that will be 

discussed in the next chapter. The Ethiopians also had seals worked out of 

gems, which they engraved using another hard stone.108 Again, this branch of 

art will be treated in detail in the following chapters. How prevalent work in 

precious gems was among the ancients can be grasped, without mentioning 

other such accounts, just from the two thousand drinking vessels that Pompey 

[the Great] found in the treasury of Mithradates [VI Eupator].109 

Having traced the origin of art and the materials used in its making, we 

now turn, in the third section of this chapter, to the influence of climate on 

art, specifically to the differences in their art among the peoples who culti¬ 

vated it. By “the influence of climate,” we mean the way in which countries’ 

differing localities, their particular weather patterns and foods, affected their 
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inhabitants’ appearance no less than their way of thinking. The climate, says 

Polybius, impresses a people’s mores, physical form, and complexion.110 

With regard to the first, namely, the human appearance, our eyes convince 

us that just as the soul is expressed in the face, so too in many cases is the 

character of the nation. And just as nature has separated great kingdoms and 

countries from one another by mountains and rivers, it has variously distin¬ 

guished the inhabitants of these lands by their particular traits. In especially 

remote lands, this difference can be seen in a person’s stature as well as in the 

other parts of the body. Animals do not vary according to the nature of the 

land more than humans do, and some have observed that the animals have 

the same character as the inhabitants of their lands. The appearance of the 

face is as diverse as languages, and even as their dialects; and the latter are an 

attribute of the organs of speech themselves, such that in cold countries the 

nerves of the tongue are necessarily stiffer and less rapid than they are in 

warmer lands. And if the Greenlanders and various peoples in [North] America 

lack certain letters,111 it must be attributed to this very reason. Thus it hap¬ 

pens that all northern languages are more monosyllabic and are more bur¬ 

dened with consonants whose inflection and pronunciation other nations find 

difficult, at times even impossible. One noted writer has even attributed the 

differences in the dialects of Italian to the different tissues and forms of the 

organs of speech.112 For the reasons cited, he argues, the Lombards, who are 

born in the colder parts of Italy, have a harsh and abrupt pronunciation, 

whereas the Tuscans and Romans speak in a more measured tone, and the 

Neapolitans, who enjoy a still warmer climate, better articulate their vowels 

and speak with a rounder tone. Those who are familiar with many nations 

differentiate peoples no less correctly and unerringly by their facial features 

than by their language. As the human form has always been the most distin¬ 

guished theme of art and artists, in every country artists have given their fig¬ 

ures the facial features peculiar to their nation. That the art of antiquity took 

its forms from the appearance of its people is shown by a similar relation of 

art to appearance in recent times. Germans, Dutchmen, and Frenchmen, if 

they have not left their countries and natural habitats, are —like the Chinese 

and the Tatars —identifiable from their paintings: after spending many years 

in Italy, [Peter Paul] Rubens still drew his figures as if he had never left his 

native land. 

The appearance of today’s Egyptians should still be discernible in the fig¬ 

ures of their earlier art, but the similarity between nature and its image is no 

longer what it was. For if most Egyptians once were as stout and fat as the 

residents of Cairo are now said to be,113 we could not draw any such conclu¬ 

sions from their ancient figures regarding the nature of their bodies in ancient 

times, for it appears to have been the opposite of what it is today. It should be 

noted, however, that the Egyptians were already described by the ancients as 

well as having stout and fat bodies.114 The climate is indeed always the same, 

but the country and its inhabitants can take a different form. For if we con¬ 

sider that the present-day inhabitants of Egypt are of a foreign stock, one that 
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also introduced its own language, and that their religion, form of government, 

and way of life are the complete opposite of what they were before, we will 

also understand the difference in physical build. The incredibly dense popula¬ 

tion made the ancient Egyptians frugal and industrious; their primary focus 

was on agriculture.115 Their diet consisted of more fruits than meat, and thus 

their bodies could not put on much flesh. Today’s inhabitants of Egypt, by 

contrast, are sunk in sloth and strive only to live, not to work, which strongly 

influences their physical form. 

The same observation can be made with regard to today’s Greeks. Even 

without taking into account the fact that their blood has for several centuries 

been mingled with the seeds of the many peoples who have settled among 

them, it is easy to see that their present government, upbringing, education, 

and way of thinking can also influence their appearance. Despite these many 

disadvantages, the present-day Greek race is still noted for its beauty; and the 

closer that nature draws to the Greek climate, the more beautiful, lofty, and 

powerful in appearance are her human creations. Thus, in the most beautiful 

parts of Italy we rarely find people with incomplete, ill-defined, or insignifi¬ 

cant facial features, as is often the case on the other side of the Alps. Rather, 

some appear sublime, some clever, and their facial form is generally large, full, 

and harmonious in its parts. This superior appearance is so evident that the 

head of the most negligible man among the common people could be used for 

the most sublime historical painting; and among the women of this class, it 

would not be difficult to find a model for Juno in the most negligible place. In 

Naples, which more than any other part of Italy enjoys a mild climate, and 

more constant and more moderate weather because it lies very close to the lati¬ 

tude of mainland Greece, one can frequently find forms and appearances that 

could serve as models for a beautiful ideal and which in terms of facial form, 

and particularly the strongly defined and harmonious parts of the same, 

appear to be created for sculpture, as it were. 

Even someone who has never visited this nation can infer, correctly and 

without help, its polished appearance on the basis of the increasing refinement 

of forms the warmer the climate is. The Neapolitans are more refined and art¬ 

ful than the Romans, the Sicilians more so than the Neapolitans. The Greeks 

surpass even the Sicilians, however. The purer and more rarified the air, says 

Cicero, the more refined the head.116 

Thus, the high beauty that resides not merely in soft skm, in a radiant 

complexion, in wanton or languishing eyes, but also in appearance and form 

is more readily found in countries that enjoy a temperate climate. Moreover, 

if only the Italians are able to paint and fashion beauty, as an English writer of 

rank says, then part of the explanation for this facility lies in the beautiful 

forms found in this land; for the facility can be more easily attained through 

daily visual experience. Nevertheless, perfect beauty was rare even among 

the Greeks, and in Cicero, [Gaius Aurelius] Cotta says that among the many 

young people in Athens only a few in his day were truly beautiful.117 How 

much a favorable climate contributes to the appearance of beauty is also 

119 



Winckelmann 

indicated by the partictdar beauty of Maltese women, for this island has 

no winter. 

The most beautiful race of Greeks, especially with regard to complexion, 

must have been that which lived in the Ionian climate of Asia Minor —the cli¬ 

mate that engendered and inspired Homer. Hippokrates118 and Lucian119 tes¬ 

tify to this, and one attentive traveler in the sixteenth century could not praise 

sufficiently the beauty of the women there: their soft and milky skin, their 

fresh and healthy glow.120 The climate is much milder in this land and on the 

islands of the Archipelago, because of their location; and the weather — 

poised between warm and cold —is more constant and uniform than even in 

Greece, especially in those areas of Greece lying along the coast, which are 

much exposed to the sultry winds of Africa, just like the whole southern coast 

of Italy and the other countries lying opposite the hot expanses of Africa. This 

wind called XXtp [(Lips, the southwest wind)) by the Greeks and Africus by the 

Romans and nowadays Scirocco obscures and darkens the air with burning 

heavy vapors, making it unhealthy and enfeebling the very nature of people, 

animals, and plants. Where it prevails it inhibits digestion and renders the mind 

as well as the body listless and unable to work. Thus, it is readily understand¬ 

able how much this wind affects the beauty of the skin and the complexion. It 

gives those living closest to the seacoast a dull and yellowish complexion, which 

is more prevalent among Neapolitans, especially those who live in the capital 

with its narrow streets and tall buildings, than it is among those who live 

inland. The same complexion is found among the inhabitants of other places 

along the Mediterranean coast, such as, in the Papal States, at Terracina, 

Nettuno, Ostia, and the like. Yet marshes, which in Italy create foul and 

deadly vapors, must not have had any harmful emissions in Greece. The very 

well built and famous city of Ambrakia [(Arta)], for example, was surrounded 

by marshes and had only a single entrance.121 

The most readily seen proof of the Greeks’ superior form, and that of all 

present-day Levantines, is that among them there are no flattened noses, 

which is the greatest disfigurement to the face. Scaliger has noted this about 

the Jews;122 indeed, the Jews of Portugal must generally have hawk noses, for 

there such a nose is known as a Jewish nose. [Andreas] Vesalius observes that 

the heads of Greeks and Turks have a more beautiful oval shape than the 

heads of the Germans and the Dutch.123 It should also be mentioned here that 

smallpox is less dangerous in warm countries than in cold ones, where it is an 

epidemic disease and as fierce as the plague. Thus, in Italy scarcely ten people 

in a thousand are marked with faint traces of this disease, while among the 

ancient Greeks this calamity was unknown. 

Just as visible and understandable as the influence of the climate on 

appearance is, secondly, its influence on ways of thinking, to which external 

circumstances also contribute, especially a people’s education, constitution, 

and government. The way of thinking of Eastern and southern peoples, as 

well as that of the Greeks, is evident in their works of art. Among the former 

peoples, figurative expressions are as warm and fiery as the climate in which 
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they live, and the flight of their thoughts often takes them well beyond the 

bounds of possibility. In such brains are formed the fantastic figures of the 

Egyptians and Persians, which combine creatures of very different natures and 

species; their artists strive more for the extraordinary than for beauty. 

By contrast the Greeks — who lived in a moderate climate and under a 

moderate government and inhabited a land that Pallas, it is said,124 allotted to 

them for habitation above all other lands because of its moderate seasons — 

had concepts and images as painterly as their language. Their poets, from 

Homer on, not only speak through images but also produce and paint images 

that often consist of a single word distinguished by its sound and sketched, as 

it were, in living color. Their imagination was not exaggerated, as with the 

Eastern and southern peoples, and their senses, which acted through quick 

and sensitive nerves on a fine-woven brain, discovered instantly the various 

characteristics of a subject and concerned themselves chiefly with reflecting 

on that subject’s beauty. 

Among the Greeks in Asia Minor —whose language became richer in vow¬ 

els, softer and more musical, after they migrated there from Greece, because 

they enjoyed there a still more favorable climate than the other Greeks —this 

same climate awakened and inspired the first poets. Greek philosophy was 

reared on this soil, and the first historians were from this land. Even Apelles, 

the painter of the Graces, was engendered in this voluptuous climate. But 

these Greeks, because they were unable to defend their freedom against the 

might of the nearby Persians, were unable to constitute themselves as power¬ 

ful free states, as the Athenians did, and for this reason the arts and sciences 

did not have their most distinguished seat in Ionic Asia. In Athens, however, 

where after the expulsion of the tyrants, a democratic form of government 

was adopted in which the whole people participated, the spirit of every citizen 

soared and the city rose above all the Greeks. As good taste was now wide¬ 

spread, and as wealthy citizens sought by means of splendid public buildings 

and works of art to inspire the respect and love of their fellow citizens and to 

pave the way to honor, everything flowed into this city, with its power and 

greatness, like rivers into the sea. Here the arts settled alongside the sciences; 

here they took their principal seat, and from here they spread to other lands. 

That the growth of the arts in Athens can be attributed to the reasons cited is 

attested by similar circumstances in Florence, where in modern times the arts 

and sciences started to shine, after a long period of darkness. 

In judging the natural talent of peoples, and especially that of the Greeks, 

we must therefore take into account not merely the influence of climate but 

also education and government. For external circumstances affect us no less 

than the air that surrounds us, and custom has so much power over us that it 

even shapes the body and senses instilled in us by nature in a particular way. 

This is shown by the fact that the ear accustomed to French music is unaf¬ 

fected by the most tender Italian song. 

Herein lie the distinctions among the Grecian peoples in Greece that Poly¬ 

bius noticed with regard to courage and conduct in ward125! The Thessalians 
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were good warriors when they could attack in small bands, but in formal 

battle array they soon gave away. With the Aetolians, it was the opposite. The 

Cretans were incomparable in ambushes or in attacks relying on cunning or in 

smashing the enemy in other ways, yet they were of no use where courage 

alone was decisive. The contrary was true of the Achaians and the Mace¬ 

donians. The Arcadians were bound by their oldest laws to learn music and to 

practice it continually until thirty years of age, in order to soften and render 

more pleasing temperaments and mores that, on account of the rough climate 

of their mountainous land, would otherwise have been intractable and wild; 

they were therefore the most honest and best mannered people in all Greece. 

The Cynaethans, who alone among these peoples departed from this rule and 

would not learn or practice music, fell back into their natural savagery and 

were loathed by all Greeks. 

In lands where, along with the influence of climate, some remnant of a for¬ 

mer freedom continues to have an effect, the present way of thinking is very 

similar to that of earlier times. This is seen today in Rome, where the common 

people enjoy unrestrained freedom under the church’s rule. Even now, from 

these people could be assembled a band of militant and truly intrepid warriors 

who, like their forefathers, would defy death, and the women of these people, 

whose morals are less spoiled, today exhibit the same spirit and courage as 

the women of ancient Rome —as we could show by citing their exceptional 

traits, if our plan allowed. 

The superior talent of the Greeks for art is still evident today in the great, 

almost universal talents of men in the warmest states of Italy. Imagination 

rules this gift, just as reason controls the imagination among the pensive 

British. Someone has said, with some justification, that the poets on that side 

of the mountains speak through images but produce few pictures; one must 

also admit that the astonishing, sometimes fearful images in which [John] 

Milton’s greatness resides cannot be the subject of a noble brush and are alto¬ 

gether unsuited to painting. Milton’s descriptions are, with the single excep¬ 

tion of love in Paradise, like beautifully painted Gorgons, all alike and equally 

frightful. Images of many other poets are great to the ear but negligible to the 

mind. In Homer, however, everything is painted, or conceived and imagined 

for painting. The warmer the region of Italy, the greater the talents that it fos¬ 

ters, and the more fiery the imagination: the Sicilian poets are full of rare, 

new, and unexpected images. Yet this fiery imagination is not angry and ebul¬ 

lient; rather, like the temperament of the people and the weather of this land, 

it is more uniform than in colder countries —for nature gives rise to an auspi¬ 

cious phlegm here [ in Italy] more often than there. 

When I speak of the natural capacity of this nation for art, I do not thereby 

deny that this capacity might be found among a few or many other peoples, 

for experience teaches otherwise. [Hans] Holbein [the Younger] and Albrecht 

Diirer, the fathers of art in Germany, displayed an astonishing talent for art, 

and if they could have studied the works of the ancients, as did Raphael, 

Correggio, and Titian, they could have become as great as these painters, or 
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perhaps even surpassed them. For even Correggio did not, as it is sometimes 

alleged, attain his greatness without a knowledge of antiquity. His master 

Andrea Mantegna was acquainted with it, and his drawings of ancient statues 

are to be found in the large collection of Cardinal Alessandro Albani. For this 

reason, [Felice] Feliciano dedicated an anthology of ancient inscriptions to 

Mantegna.126 Mantegna was completely unknown to the elder Burman by the 

latter’s own report.127 Whether the lack of painters among the English (who 

have not a single painter of note) and the French (who except for one or two 

are in almost the same situation, notwithstanding much expenditure) proceeds 

from the cited circumstances, I leave to the judgment of others. 

With these general insights into art and the reasons why it differs among 

the countries that practice it, I believe I have prepared the reader for the dis- 

[no. 7] cussion of art among particular peoples. 
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[no. 10] CHAPTER THREE 

Art of the Etruscans and 
Their Neighbors 

Contents of this chapter 

Section one. The Etruscans 

I. External circumstances 
of Etruscan art 

A. The freedom of this 
people, which was 

advantageous to art 

This discussion of Etruscan art is set forth in three sections. The first, pre¬ 
liminary section will deal with those matters that explain and facilitate 

understanding of the second, essential section, which will treat the art itself— 
its characteristics, its distinguishing features, and its different periods. The 
third section will review the art of the Etruscans’ neighbors. 

The first section comprehends three segments: the first contains a consid¬ 
eration of the external circumstances and reasons for the characteristics of 
Etruscan art; the second deals with the representation of their deities and 
heroes; and the third is an outline of the most important works of Etruscan art. 

The first segment begins with the circumstances favorable to art among 
this people and then seeks to give a probable cause for the nature of their art. 
Concerning the circumstances in which art found itself among the Etruscans, 
because the constitution and government exerted a great influence on art in 
every land, it is thus certain that in the freedom that the Etruscans enjoyed 
under their rulers, their art as well as their artists were able to gam eminence 
and make great advances. Among the Etruscans, royal dignity implied not 
an arbitrary ruler but rather a leader and commander, of which there were 
twelve, in accordance with the number of provinces of this people,1 and these 
twelve were communally elected by the twelve councils.2 These twelve chiefs 
recognized one ruler in particular, who, like them, was raised to the highest 
office only by vote. The Etruscans so jealously guarded their freedom and 
were such great enemies of royal authority that they found the latter detestable 
and unbearable even in those peoples merely allied with them. They were thus 
highly offended by the Veientes when the latter changed their government and 
elected themselves a king instead of leaders, which until then had been rotated 
every year.3 This happened in the 400th year of the city of Rome. At the time 
of the Marsic War, the Etruscans still had not forgotten their freedom, for 
they formed an alliance with other Italic peoples against the Romans, until 
they were satisfied that they would partake in the rights of Roman citizen¬ 
ship.4 This freedom, which is the nursemaid of the arts, and the Etruscans’ 
extensive trade by land and water, which preoccupied and nourished them, 
must have awakened in them the desire to emulate the artists of other peoples, 
especially as in every free state, the artist has more true honor to hope for 

and achieve. 
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But as art among this people did not attain the heights of Greek art and as 

exaggeration ruled their works in the best period, the reason for this must be 

sought in the aptitude of this people. One possibility is that the disposition of 

the Etruscans was more tinged with melancholy than was the case with the 

Greeks, as we can infer from their religion and their customs. Such a tempera¬ 

ment (of which the greatest individuals, as Aristotle [(Problems 953a 10-12)] 

said, had their share) is suited to profound investigations, but it gives rise to 

violent emotions, and the senses are not touched with that gentle agitation 

that renders the mind fully susceptible to beauty. This conjecture is based in 

the first place on their soothsaying, which was first practiced in the West by 

this people. Thus, Etruria is proclaimed the mother and parturient of supersti¬ 

tion,5 and their divinatory writings filled those seeking advice with fear and 

terror —so frightful were the images and words in which they were couched.6 

We can gain an idea of their priests from those who, in the 399th year of 

the city of Rome, armed with flaming torches and snakes, led the Tarquinii 

against the Romans.7 We can further infer such a temperament from the 

bloody fights held at funerals and in public arenas, which were first estab¬ 

lished among them and also later introduced by the Romans;8 such contests 

were a horror to the civilized Greeks.9 In recent times, self-flagellation was 

first practiced in Tuscany.10 On Etruscan funeral urns, we often see represen¬ 

tations of bloody fights over the deceased, which never happened among the 

Greeks. By contrast, Roman funeral urns, because they were for the most part 

made by the Greeks, have pleasant pictures: most depict fables alluding to 

human life; lovely images of death, such as the sleeping Endymion found on 

so many urns; naiads who are carrying off Hylas;11 dances of bacchantes; and 

nuptials, such as the beautiful wedding of Peleus and Thetis that is in the Villa 

Albani.12 Scipio Africanus insisted that people should drink at his grave;13 and 

among the Romans, people danced14 before the corpse.15 

The Etruscans, however, did not prosper long enough to overcome their 

nature and its influence on art: soon after the foundation of the Roman 

Republic, they became engaged in a series of bloody, and for them unfortu¬ 

nate, wars with the Romans, and the entire country was conquered by their 

enemies a few years after the death of Alexander the Great, and even the 

Etruscan language, after gradually taking on the guise of the Roman lan¬ 

guage, was lost. Etruria was transformed into a Roman province after the last 

king, Aelius Volterranus, was killed in battle near the sea of Lucumo in the 

474th year after the founding of the city of Rome, or in the 124th Olym¬ 

piad. Soon after, in the 489th year of the Roman calendar, or in the 129th 

Olympiad, Marcus F[ul]vius Flaccus conquered Volsinii [(Orvieto)], now 

Bolsena, „a city of artists," according to the meaning of its name, which some 

derive from Phoenician.16 The Romans carried away two thousand statues 

from this city alone,17 and it is likely that other cities were also emptied in 

this way. Art, meanwhile, continued to be practiced among the Etruscans 

after they became subject to Rome, just as it was among the Greeks who suf¬ 

fered a similar fate, as will be shown later. We have no account of Etruscan 

B. The Etruscan 
temperament, in which 
the characteristics of their 
artworks can be sought 

C. Their unfortunate wars 
with the Romans, and the 
decline of their state, 
which inhibited the course 
of their art 
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artists, with the single exception of Mnesarchus, the father of Pythagoras, 

who is reported to have been a stone engraver and to have come from Tuscia, 
or Etruria. 

II. Manner and way of 
representing their gods 

and heroes 

A. Some they had in 
common with the Greeks 

B. Their peculiar 
representations were 

sometimes odd, as with 
the earliest Greeks 

C. Appearance of the 
higher deities 
a. With wings 

b. With thunderbolts 

This section’s second segment, which deals with the representation of 

Etruscan gods and heroes, comprehends, rather than the whole range of all 

the accounts we have, only the useful ones and observations that are insuffi¬ 

ciently known and closer to my purposes. 

Among their images of deities are some representations that are unique to 

this people, though most are the same as the Greeks’. This shows that the 

Etruscans and Greeks had a common origin —namely, they both descended 

from the Pelasgians, as ancient writers report, and as modern ones confirm in 

learned investigations18 — and that there always existed a certain degree of 

commerce between these peoples. 

The picturing of various Etruscan gods may seem odd to us, but there were 

strange and extraordinary forms among the Greeks as well, as witnessed by 

the images on the chest of Kypselos, which Pausanias [(Description of Greece 

5.17.7-5.19.7)] describes. For just as the heated and unbridled imagination of 

the first poets sought —in part to evoke attention and admiration, in part to 

stimulate passions — strange images and images that would make a greater 

impression on those as yet uncivilized men than tender ones, art likewise and 

for the same reasons shaped such forms. The Jupiter enveloped in horse dung, 

which the poet Pamphos conceived before the time of Homer,19 is no stranger 

than the Jupiter Apomuios [(averter of flies)] or Muscarius [(fly swatter)] 

depicted in the art of the Greeks in the shape of a fly, with its wings forming 

his beard, its body his face, and on his head, instead of hair, is the head of a 

fly: he is found rendered thus on engraved gems.20 

The Etruscans represented and formed the higher deities in a worthy way, 

and I shall speak of their attributes first generally and later in detail. On an 

ancient paste and on a carnelian, both in the Stosch museo, Jupiter is depicted 

with wings, as he appears in his glory to Semele.21 Diana is shown winged by 

the earliest Greeks22 as well as by the Etruscans, and the wings that have been 

given to the nymphs of Diana on a funeral urn in the Campidoglio are pre¬ 

sumably taken from their earliest images. The Etruscan Minerva has wings 

not only at the shoulders23 but also on her feet,24 and a British writer errs 

badly when he alleges that there are no instances of a winged Minerva, not 

even a literary reference to one.25 Venus likewise is depicted with wings.26 The 

Etruscans attached wings at the heads of other deities, such as Love, Proser¬ 

pina, and the Furies. There are even chariots with wings;27 but this they had in 

common with the Greeks too, for on Eleusian coins, Ceres sits in one such 

chariot, which is drawn by two serpents.28 

The Etruscans also gave nine deities a thunderbolt, as Pliny [the Elder] 

informs us,29 though neither he nor anyone after him tells us which they were. 

But when we count the number of similarly armed Greek deities, we find the 
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same number. Among the gods (in addition to Jupiter), a thunderbolt was 

bestowed on the Apollo worshipped at Heliopolis in Assyria,30 as well as the 

Apollo on a coin from the [Akarnanian] city of Thyrrheion.31 On an antique 

paste, Mars battling against the Titans has a thunderbolt,32 as does a Bacchus 

on an engraved gem —both in the Stosch museo.33 A Bacchus on an Etruscan 

patera likewise has one.34 So also do a Vulcan,35 two small bronze figures of 

Pan in the College of Saint Ignatius in Rome, and a Herakles on a coin from 

Naxos. Among goddesses, Cybele had a thunderbolt.36 Pallas did too accord¬ 

ing to Servius,37 and she is depicted as such on coins by Pyrrhus [of Epirus]38 

and on other coins and in a small marble figure of her in the Villa Negroni. I 

can also think of a Love wielding a thunderbolt on the shield of Alcibiades.39 

Among particular depictions of individual male deities, we should note an 

Apollo with a hat tossed back from his head onto his shoulders,40 just as 

Zethos, the brother of Amphion, is depicted on two reliefs in Rome;41 pre¬ 

sumably, this is an allusion to his time as a shepherd for the king Admetos, 

because farmers or country people wore hats.42 Thus would the Greeks have 

represented Aristaios, the son of Apollo and Cyrene, who taught beekeep¬ 

ing;43 Hesiod calls him the “Field Apollo” [(Apollo pastoralis)].44 The hats 

were white.45 On a few Etruscan works, Mercury has a pointed and forward- 

curving beard, which is the oldest form of their beards. This is how this god 

appears in the engraving of an altar on the Campidoglio shown at the begin¬ 

ning of this chapter [(see no. 10)] and on the large triangular altar in the Villa 

Borghese. The earliest Greek statues of Mercury would have been depicted 

likewise; for such a beard, only wedge-shaped, that is, wide and pointed like 

a wedge, persists on their herms. On gems of undisputed Etruscan origin, 

Mercury is found wearing a helmet on his head, and among the other emblems 

associated with him is a short, sickle-shaped sword, similar to the one usually 

held by Saturn and with which the latter castrated his father, Uranus; of the 

same type was the sword with which the Lycians and Carians were armed in 

the armies of Xerxes.46 This sword of Mercury refers to the decapitation of 

Argus, for on a gem with Etruscan writing in the Stosch museo, Mercury 

holds the sword in his right hand and in the left, the head of Argus, dripping 

blood.47 In addition, on an Etruscan scarab in the same museo, we find 

Mercury with a whole tortoise instead of a hat.48 In the description of this 

work, I cited a marble head of this deity with the shell of a tortoise on his 

head, and later I found that a figure at Thebes in Egypt is also represented 

with such a head covering.49 

Among goddesses, a Juno on the previously mentioned Etruscan altar in 

the Villa Borghese is especially noteworthy; she holds a large pair of pincers 

with both hands, which is how she was represented by the Greeks as well.50 

This was a Juno Martialis, and the pincers probably allude to a special kind of 

battle formation for assaults, which is called a pincer («forceps»). One says, 

“to fight in the manner of a pincer” («forcipe et serra proeliari»)5X when an 

army divides itself during battle in such a way that it encloses the enemy in its 

midst and holds this formation while advancing into combat even if attacked 

D. Appearance of individua 
deities 
a. Of the male sex 

b. Of the female sex 

162 



Part One, Chapter 3 

E. The heroes on Etruscan 
monuments 

III. Outline of the principal 
works of Etruscan art 

from the rear. Venus was fashioned with a dove in her hand,52 and a clothed 

Venus was presented in this way on the previously mentioned altar. On the 

same work, there is a clothed goddess who has a flower in her hand, which 

could signify another Venus, for she holds a flower on a round work on the 

Campidoglio to be discussed below. Venus is also represented thus on one of 

the two beautiful triangular marble candelabras, each showing six deities, in 

the Palazzo Barberini: these are of Greek workmanship, however. But a statue 

with a dove that Spence claims to have seen in Rome not long before my time 

is now, at least, no longer there.53 He believed it to be a Genius from Naples, 

and he cited two passages of a poet with regard to it. Someone also refers to a 

small supposedly Etruscan Venus holding an apple in the gallery at Florence; 

with regard to the apple, it is perhaps the same as with the violin of a small 

bronze Apollo in the same collection, about the antiquity of which Addison 

should not have been in doubt, for it is obviously a modern addition. The 

three Graces are clothed, as with the earliest Greeks, on the Borghese altar 

that we have referred to several times already; they catch hold of one another 

and seem to be dancing. Gori supposes that he finds them nude on a patera.54 

I reiterate my earlier remark that I do not wish to present a history of 

Etruscan deities: but, to date, we have found few heroes represented by their 

artists, and these are taken not from their own people but from the Greeks. 

The well-known ones are five of the seven heroes who marched against 

Thebes. In addition, Tydeos, one of the seven, is represented independently, as 

is Peleus, the father of Achilles, and Achilles himself. These figures have their 

names inscribed in the Etruscan language, and the gems themselves are 

described in the following section. This depiction of heroes taken from 

another people gives us reason to surmise that, with regard to heroic legends, 

the Etruscans and Greeks comported themselves like the Italians and Pro¬ 

vencals. The first novels or heroic poems and love poetry were written in 

Provence in France during the Middle Ages, and from these other peoples, 

including the Italians, created their own. Similarly, it seems that the Etruscans 

were not especially skilled in this aspect of the poet’s art, and thus Greek 

heroes took precedence over their own heroes as subjects for Etruscan artists. 

Their deities have their own Etruscan names, but the heroes retain their Greek 

names, which were changed in some respects by the Etruscans’ pronunciation 

of these words. 

The third segment of this preliminary section offers an outline of the prin¬ 

cipal works of Etruscan art and their workmanship, and it is historical, that 

is, the works are described according to their type and figures. The particular 

investigation and evaluation of their artistic merit belongs to the next section, 

however. Yet I must bewail here our defective knowledge, due to which we 

cannot always venture to distinguish Etruscan works from the earliest Greek 

ones. On the one hand, we are made uncertain by the similarity of Etruscan 

and Greek works, which was discussed in the first chapter; on the other hand, 

there have been some works discovered in Tuscany that look like Greek works 

from a good period. 
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The works to be considered are figures and statues, reliefs, engraved gems, 

coins, and painted earthenware vessels; the latter will be discussed in the third 

and last section of this chapter. 

The word figure here encompasses smaller bronze works as well as repre¬ 

sentations of animals. The former are not rare in musei, and the author him¬ 

self possesses several. Among them are pieces whose shape and appearance 

indicate that they are from the earliest period of Etruscan art, as will be 

shown in the next section. Of the animals, the largest and most important is 

the bronze Chimera in the gallery at Florence, which joins together a full-size 

lion and a goat;55 the Etruscan script on it betokens an artist of this people. 

Of the statues, that is, figures under or at life-size, some are bronze and 

some are marble. Among the bronze works are two statues that are Etruscan 

and two that are reputed to be. The first two works have indisputable distin¬ 

guishing features. One, about four palmi high, is in the Palazzo Barberim; it is 

presumably a Genius, for he cradles a cornucopia in his left arm, and when a 

male nude, with or without a beard, has this and no other attribute, he is, 

even in Greek works, always a Genius. The other, which is in the gallery at 

Florence, is a putative haruspex dressed as a Roman senator;56 Etruscan script 

is engraved on the hem of the cloak. The first figure is undoubtedly from the 

earliest period; the latter, however, is from a later time, which I surmise from 

the smooth chin. Because this statue, as we see, was formed after a living fig¬ 

ure and represents a specific person, it would have had a beard in earlier peri¬ 

ods, for a beard was then universally worn by the Etruscans as well as by the 

first Romans.57 The other two bronze statues, which could be either Greek or 

Etruscan works, are a Minerva and a presumed Genius, both life-size. The 

lower half of the Minerva is badly damaged, but the head as well as the breast 

are perfectly preserved, and in form it is similar to a Greek work in every 

way.58 The place where this statue was found —namely, Arezzo in Tuscany — 

is the only basis for surmising that the work was made by an Etruscan artist. 

The Genius resembles a life-size young man and was found in Pesaro, on the 

Adriatic Sea, in f530.59 Yet one supposes this work to be Etruscan rather than 

Greek, notwithstanding the fact that this city was a colony of Greece. Gori 

thinks he can identify the work of an Etruscan artist in the fashioning of 

the hair, and he somewhat inappropriately compares the way it lies to fish 

scales. But the hair on some heads in hard stone or bronze in Rome and on 

some Herculanean busts is worked in precisely the same way. This statue, 

moreover, is one of the most beautiful bronze works that has come down to 

us from antiquity. 

The best Etruscan marble statues, in my view, are the so-called vestal in the 

Palazzo Giustiniani;60 a presumed priest in the Villa Albani; a statue that por¬ 

trays a woman in late pregnancy in the Villa Mattei; two statues of Apollo, 

one on the Campidoglio,61 the other in the Palazzo Conti; and an Etruscan 

Diana in the Elerculanean museo at Portici. 

With regard to the vestal, it is not credible that such a figure, on which not 

even the feet are visible, would have been transported from Greece to Rome, 

A. Small figures in bronze, 
and animals 

B. Statues in bronze and 
marble 
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because Pausanias’s reports make it clear that the oldest Greek works were 

left undisturbed. The folds of her robe fall in vertical lines. The second statue 

is ten palmi high and larger than life-size; the folds of the sleeveless robe run 

parallel and lie flattened over one another; the sleeves of the tunic are set into 

crimped, pressed folds, as I shall discuss at the end of the following section 

and in the next chapter in relation to female dress. The hair over the forehead 

lies in small curled locks, like snail shells, as is generally the case on the heads 

of herms, and in front, four long serpentine strips of hair hang down over the 

shoulders on each side; in the back, the hair, which is pulled completely 

straight and bound back at a distance from the head, hangs below the band in 

five long locks that lie together and to some extent take the form of a bag-wig 

one and one-half palmi long. The pose of this statue is perfectly straight, as 

with Egyptian figures. The third statue probably represents a patroness of 

pregnant women and women in labor, such as Juno was as well. She stands 

with her feet parallel and close together in a straight line, and she holds her 

belly with both her crossed hands. The folds of her dress are dead straight and 

are not hollowed out, as with the vestal, but indicated only by incisions. The 

two Apollos are somewhat larger than life-size, and each has a quiver hanging 

from the tree trunk against which he stands. Both are fashioned in the same 

style, with the only difference being that one seems earlier —at least the hair 

over the forehead, which on this one is in small curls, is worked more freely 

on the other. The Apollo in the Palazzo Conti was discovered about forty 

years ago, during the time of the pope of that house [(Innocent XIII)], on 

the promontory of Circeum, now called Monte Circeo, between Nettuno and 

Terracina.62 The Romans occupied this promontory already under their 

kings, for [Lucius] Tarquinius Superbus sent a colony there;63 and in the first 

treaty between Rome and Carthage, which was concluded under the first con¬ 

suls L[ucius] Junius Brutus and Marcus Horatius [Pulvillus], the inhabitants 

of Circeii [(San Felice Circeo)] are named among those of the four Roman 

cities on the sea that the Romans did not want disturbed by the Cartha¬ 

ginians.64 These same words were repeated in a later treaty between these two 

parties.65 [Philipp] Cluver, [Christoph] Cellarius, and others have not touched 

on this matter. The first treaty was concluded twenty-eight years before the 

campaign of Xerxes against the Greeks, and the statue in question, if it were 

Greek, must have been made before this time, judging from what I know 

of Greek art. Yet the promontory of Circeum, which was inhabited by the 

Volsci,66 had neither fellowship nor trade with the Greeks, particularly at this 

time, but it did with the Etruscans, their neighbors. Thus, given the period 

and place, this Apollo should be regarded as an Etruscan work. The sixth 

marble statue, Diana depicted running, is half life-size or five palmi high, 

clothed, and painted. The corners of her mouth are turned up, and the chin is 

small; we see very clearly, however, that this was not intended to be a portrait 

or any specific person but is instead an imperfect vision of beauty. Her hair 

hangs over the forehead in small locks, and on the sides it hangs in long strips 

down below the shoulders; in the back, it is bound back at a distance from the 
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head. Around the hair is a diadem, like a ring, on which eight red roses are set 

in relief. Her clothing is painted white. The shirt, or tunic, has wide sleeves, 

which are set into crimped or pinched folds, and the vest, or short cloak, has 

flattened, parallel folds, as does the robe. The outer edge of the robe’s hem 

is bordered with a small gold stripe, and directly above is a broad, lacquer- 

colored stripe with white flowers, indicating embroidery. Above this is a third 

stripe, also lacquer-colored; the hem of the robe is painted in the same color. 

The quiver strap over the shoulder is red, like the straps of the sandals. This 

statue was also mentioned in the first chapter. It once stood in a small temple, 

or chapel, that belonged to a villa in the ancient buried city of Pompeii. 

Of works executed in relief, I will content myself with selecting and 

describing [four]. The first is the oldest not only of the Etruscan reliefs but 

also of all the reliefs in Rome. It stands in the Villa Albani and likely repre¬ 

sents Juno Lucina, or the goddess Rumilia, a protectress of suckling children; 

the footstool for her feet indicates that this figure should be above the status 

of an ordinary human. She holds a small child who stands upright on her lap; 

before her stands the mother, who holds the child’s walking strap, and beside 

the mother are her two daughters, of different ages and sizes. The second 

relief is a round work on the Campidoglio, in the shape of an altar, with the 

figures of the twelve higher gods, which were also shown in relief on an altar 

in Athens.67 Among them is a youthful Vulcan, without a beard, who is lifting 

an axe and about to open the forehead of Jupiter, from which Minerva will 

spring forth. In the earliest times, Vulcan was represented, as were Jupiter and 

Asklepios,68 without a beard on Etruscan sacrificial bowls69 and gems,70 as 

well as on Greek coins from the city of Lipari (in the museo of [Giovanni] 

Carafa, duca di Noja, in Naples) and on Roman coins71 and lamps.72 The sup¬ 

position that this is an Etruscan artwork is based in part on the shape and for¬ 

mer use of the work, for it is hollow (which is not apparent now because of 

the marble vase placed on it) and cannot therefore be an altar. Rather, it must 

have served as a brim or mouth of a well («bocca di pozzo»), similar to sev¬ 

eral that have been found in Rome and in Herculaneum, especially as on its 

inner edge, as with these others, there are hollow grooves worn by the cord of 

a pail. Thus, this work could hardly have been made in Greece. I must note 

here, however, that Cicero had well brims with reliefs made for him in 

Athens, if we follow the accepted reading of a letter to his friend Atticus.73 

Other ancient well brims, of which two are in the Villa Albani, are decorated 

with delicately worked flower garlands with wandering ivy and vessels pour¬ 

ing out water. Pausanias speaks of a Ceres who was represented by Pamphos, 

one of the earliest artists, as she was sitting at a well after the rape of her 

daughter, Proserpina;74 apparently this was a relief on the brim of the well.75 

The third relief is a round altar on the Campidoglio, which is depicted at the 

start of this chapter [(see no. 10)]. Three deities are on it: Apollo with his bow 

and with an arrow in his right hand; a bearded Mercury with a caduceus; and 

Diana with a bow and quiver and with a torch in her hand. We note here in 

passing the shape of the bow, which is curved only at the tips and is otherwise 

C. Reliefs 
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almost completely straight. It is shaped in the same way on Greek works, and 

where Apollo and Herakles, each with a bow, are found together —that is, 

where the latter is carrying off from the former the tripod of Delphi76 —the 

distinction is evident, for Herakles had a Scythian bow, which was strongly 

curved or twisted,77 like the oldest Greek sigma.78 The fourth relief is a rec¬ 

tangular altar with the twelve labors of Herakles; it once stood in the market 

at Albano but now is on the Campidoglio. One could object that on this 

Herakles, the parts are probably not more emphatic and swollen than on 

the Farnese Herakles, and that for this reason we cannot conclude it is an 

Etruscan work. I will have to concede this, and I have no distinguishing fea¬ 

ture to go on other than the beard, which is pointed and whose locks are indi¬ 

cated by small ringlets, or rather by pellets set in rows. This was the oldest 

manner of shaping and working a beard, but it was no longer used after the 

Greek arts were introduced in Rome, and on the works of these artists, the 

beard was not pointed but freely curled, as it is on the Greek Herakles itself. 

From the engraved gems, I have chosen in part the oldest and in part the 

most beautiful, so the reader can form a more correct and well-founded judg¬ 

ment. When he views what are evidently works of the highest Etruscan art 

and realizes that they have imperfections despite all their beauty, then the 

remarks that I will make about them in the following sections will be all 

the more valid for the more negligible works. The three gems that I take as the 

basis for the following argument are, like most Etruscan engraved gems, 

scarabs, that is, gems on which a beetle is carved on the raised, curved side. 

They were drilled through, presumably because they were worn around the 

neck as an amulet. One of the oldest engraved gems, not only among the 

Etruscans’ but also among all that are known, is without doubt the carnelian 

in the Stosch museo that depicts five Greek heroes deliberating about the 

march against Thebes; an engraving of it appears on the title page of this first 

part [(see no. 1)]. The figures are identified as Polyneikes, Parthenopaios, 

Adrastos, Tydeos, and Amphiaraos, and both the drawing and the script indi¬ 

cate its high antiquity. Its figures, in which an infinite diligence and a great 

fineness of workmanship are combined with the elegant forms of some parts 

(such as the feet, which is proof of a skilled master), point to a time when the 

head was scarcely a sixth of the height; and its letters come nearer to their 

Pelasgian origins and to the earliest Greek alphabet than those on other 

Etruscan works. This gem, among others, contradicts the unfounded asser¬ 

tions of a writer who maintains that the Etruscan artistic monuments are 

from their later periods.79 The other two gems are the most beautiful of all 

Etruscan gems. One, a carnelian, is in the Stosch museo;80 the other, an agate, 

is in the possession of Christian Dehn in Rome. The former represents Tydeos, 

along with his name, as he pulls a javelin from his leg, having been wounded 

during an ambush set by fifty Thebans, all but one of whom he killed. This 

figure, with its precisely drawn bones and muscles, demonstrates the artist’s 

correct understanding of anatomy and, at the same time, the hardness of the 

Etruscan style. This gem is illustrated at the start of the second part of this 
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study [(actually at the end of the second section of this chapter; see no. 11 )].81 

The other gem depicts Peleus, the father of Achilles, with his name, as he 

washes his hair in a fountain that probably represents the river Spercheios in 

Thessaly [(see no. 15)].82 He had vowed that he would cut off the hair of his 

son Achilles and dedicate it to the river if Achilles returned safely from Troy. 

Likewise, the boys of Phigalia cut off their hair and dedicated it to the river at 

that place,83 and Leukippos allowed his hair to grow for the river Alpheus.84 

In view of the Greek heroes on Etruscan works, one remembers here what 

Pindar says of Peleus in particular— that there was no land so remote and so 

different in language that the fame of this hero, the son-in-law of the gods, 

had not reached it.85 

Among the coins are some of the most ancient monuments of Etruscan art, 

and I have two of these before me that belong to an artist in Rome who has a 

museo of sought-after and rare Greek coins. They are made of a composite 

whitish metal and are very well preserved. One has an animal that appears to 

be a stag on the one side, and on the other side are two forward-facing fig¬ 

ures that resemble each other and hold a staff. These must represent the first 

attempts of their art. The legs are two lines that end in a round dot, denoting 

feet. The left arm, which holds nothing, is a slightly bent line running straight 

down from the shoulder and extending almost to the feet. The genitals are a 

little shorter; on the oldest coins and gems, they are unusually long on ani¬ 

mals as well. The face is in the shape of a goat’s head. The other coin has a 

head on one side, a horse on the other. 

This outline of Etruscan works is presented according to type, which is the 

easiest index and one not tied to any system. Yet in terms of artistic intention 

and time of execution, according to which these works will be considered 

in the next section, they can be arranged in the following order. The just- 

mentioned coins, the relief and statue in the Villa Albani, the bronze Genius in 

the Palazzo Barberini, and the pregnant woman in the Villa Mattei belong to 

the earliest period and to the first style. The two Apollos at the Campidoglio 

and the Palazzo Conti, the well with the twelve deities on the Campidoglio, 

the round altar with three deities along with the rectangular altar with the 

labors of Herakles which are also there, and the large triangular altar in the 

Villa Borghese, likewise the engraved gems I described, belong to the next 

period. The bronze statues in the gallery at Florence appear to be from the last 

period of Etruscan art. The contrary of this ranking and this order is difficult 

to imagine, though I could be wrong. But it is at least certain that the works 

that I placed in the first class have distinguishing features of a style earlier and 

simpler than the works in the second class, and that works in the third class 

surpass those. 

As an addendum to this segment, I offer an analysis of a report on twelve 

porphyry urns, which are said to have been at Chiusi, in Tuscany, but which 

are now to be found neither at this location nor elsewhere in Tuscany or Italy. 

It would be especially remarkable if one could show that the Etruscans had 

worked in porphyry; it could have been a stone like it, as Leandro Alberti calls 

E. Coins 
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one such stone, which is found near Volterra, porphyry.86 Gori, who cites this 

report from a manuscript in the library of the Strozzi in Florence, also men¬ 

tions an inscription on one of these urns.8" Because this report seemed dubi¬ 

ous to me, I have had a complete transcription of it made from the original. 

The thing itself and the age of the manuscript both give rise to suspicion. For 

it is not credible that the grand dukes of Tuscany, who have all been very 

attentive to anything pertaining to art and to antiquity, would have let such 

rare pieces leave the country, especially as the urns would have been discov¬ 

ered around the middle of the last century. The letters of which the Strozzi 

manuscript consists were all written between 1653 and 1660, and the letter 

containing the report, written by one monk to another, dates to 1657. I there¬ 

fore believe the story to be a monks’ tale. Gori himself has made changes to it. 

First, he has not given accurately the cited dimensions of the urns: the letter 

speaks of their being two braccio in height and also in length (one Florentine 

braccia equals two and one-half Roman palmi), but the only dimension Gori 

furnishes is three palmi. Moreover, in the original, the inscription does not 

appear very Etruscan; the Etruscan form and shape was given to it in the 

printed version. 

Section Two: The Style of Etruscan Artists 
After the preliminary matter given in the first section of this chapter on the 

external circumstances and causes for Etruscan art and on the representation 

of their gods and heroes, and after the listing of their works of art, I now 

direct the reader’s attention to the characteristics and distinguishing features 

of the art of this people and their works, that is, to the style of the Etruscan 

artists, which is the subject of this second section. 

Here it should be recalled, in general, that the distinguishing features that 

differentiate the Etruscan style from the earliest Greek style —which, except 

for the drawing, may be derived from incidental things such as customs 

and dress —may be deceptive. The Athenians, said [Publius AeliusJ Aristides,88 

made the weapons of Pallas in exactly the form that the goddess herself speci¬ 

fied: nonetheless, we cannot infer that a work is Greek from a Greek helmet 

on Pallas or any other figure. For so-called Greek helmets also are to be found 

on undisputed Etruscan works, like the one worn by a Minerva on the oft- 

cited triangular altar in the Villa Borghese and on a bowl with Etruscan writ¬ 

ing in the museo of the College of Saint Ignatius in Rome.89 

The style of Etruscan artists did not always remain the same, but, like that 

of Egyptian and Greek artists, had different stages and periods, from the 

simple forms of their earliest period to the blossoming of their art, which at 

long last was improved, it is very likely, by the imitation of Greek works and 

assumed a form quite different from that of earlier periods. These different 

stages of Etruscan art should be well noted and precisely distinguished in 

order to arrive at a system comprehending them. Finally, after the Etruscans 

had been subjugated for a considerable time to the Romans, their art declined. 

This can be observed in the twenty-nine bronze bowls in the museo of the 
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College of Saint Ignatius in Rome: those on which the writing is closer to 

Roman writing and language are more badly designed and executed than are 

the earlier ones. From these small pieces, however, nothing much more defi¬ 

nite is to be adduced; and as the fall of art is in itself not a style, I abide by the 

previously established three periods. 

As with Egyptian art, we can fix three different styles of Etruscan art as 

well: the earlier style, the succeeding style, and, third, the style improved by 

the imitation of Greek art. For all three styles, we shall speak, first, of the 

drawing of the nude and, second, of clothed figures. Yet as their manner of 

dress was not very different from the Greeks’, the few remarks that are to be 

made specifically about it and its decoration can be gathered at the end of this 

second section. 

The characteristics of the first, earlier style of the Etruscan artists are, first, A. The earlier style and its 

the straight lines of their drawing, together with the stiff poses and strained c ard - ~ 

gestures of their figures; and, second, the imperfect concept of facial beauty. 

The first characteristic subsists in the fact that the contours of the figures 

barely rise and fall, and this causes the figures to appear thin and spindly 

(even though Catullus mentions “the plump Etruscan”90) because the muscles 

are scarcely indicated; the style thus lacks variety. The stiff poses are partly 

explained by the drawing but chiefly by the ignorance that prevailed in earli¬ 

est times, for variety in pose and action cannot be expressed and formed with¬ 

out a sufficient knowledge of the body or without freedom of drawing. Art 

begins, like wisdom, with self-knowledge. The second characteristic —that is, 

the imperfect concept of facial beauty —was found in the earliest art of the 

Greeks as well as that of the Etruscans. The form of the head is a prolate oval, 

which seems narrow due to the pointed chin. The eyes are either flat or drawn 

diagonally upward, and they lie level with the eye sockets. 

These characteristics are precisely the same as those we have ascribed to 

the earliest Egyptian figures, and thus the passages by ancient writers cited in 

the first chapter regarding the similarity of Egyptian and Etruscan figures 

become more intelligible. The figures of this style are like a simply cut robe of 

straight pieces to which those who made and wore it adhered for a while: 

those who made it were without airs, and those who wore it found it suffi¬ 

cient covering; the first artist drew a figure in this way, and others drew 

following him. A certain facial type was also adopted, from which artists 

deviated all the less because the first images were of deities, which had all to 

look alike. Art at that time was like a bad system of instruction, which pro¬ 

duces blind followers and allows neither doubt nor scrutiny. Drawing was like 

Anaxagoras’s sun, which both the master and the students took to be a stone, 

despite all sensory evidence. Nature should have instructed the artists, but 

custom had become nature to them and thus art was different from nature. 

This first style is to be found in many small bronze figures, and some are 

very similar to Egyptian figures, in that the arms hang down close to the sides 

and the feet stand parallel. The statue in the Villa Mattei as well as the relief 

in the Villa Albani have all the characteristics of this style. The drawing of the 
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Genius in the Palazzo Barberini is very flat and without any particular indica¬ 

tion of the parts. The feet are in a straight line, and the hollow eyes are flatly 

open and drawn somewhat upward. The gown on the statue in the Villa 

Mattei and on the figures of the relief could not have been more simply con¬ 

ceived, and the slightly incised folds are drawn as with a comb. An attentive 

observer of the essential in antiquities will find this first style also in some 

other works that do not stand in such famous and frequently visited places in 

Rome; see, for instance, the male figure sitting on a chair in a small relief in 

the courtyard of the Capponi residence. 

Yet Etruscan artists left this style behind as they achieved greater technical 

knowledge. Initially, they, like the earliest Greeks, seem to have made more 

clothed than nude figures, but later they began to represent the nude more. 

Still, it seems from some small bronze figures that are naked except for the 

genitals, which are concealed in a pouch that is tied with bands around the 

hips, that it was contrary to decorum to represent a figure completely nude. 

If we were to judge from the earliest Etruscan engraved gems, we would 

believe that the first style was not universal, at least among gem carvers, given 

that on the figures on gems, everything is bulbous and globular, which would 

be the opposite of the previously noted distinguishing features of the first 

style. But one does not contradict the other, for if Etruscan gems were cut, like 

now, with the wheel, as their appearance seems to indicate, then in turning 

the easiest way to work and finish a figure is to make the parts rounded, and 

presumably the earliest gem carvers did not know how to work with very 

sharply pointed tools: the globular forms were thus not an artistic tenet but 

the result of a technical process. Nonetheless, their carved gems initially were 

the opposite of their first and earliest figures in marble and bronze, and it 

is apparent from the former that the improvement of art commenced with 

strong expression and with the sensitive indication of the parts on their fig¬ 

ures, which also appears in some marble works; and this is the distinguishing 

feature of the best periods of their art. 

We cannot determine exactly when this later style became fully formed, 

but it is probable that it coincided with the improvement of Greek art. We 

may regard the period before and during the age of Pheidias as being like 

the revival of the arts and sciences in more recent times: it did not commence 

in a single country and spread to other lands; instead, the whole nature of 

humankind seemed to spring to life at that time in every land, and great 

inventions came forth all at once. During this period in Greece, this was true 

for every branch of knowledge, and it seems that at that time a universal 

spirit, one that inspired and animated the arts in particular, also flowed over 

other civilized peoples. 

Let us proceed, therefore, from the first and most ancient Etruscan style to 

the succeeding and second style. Its characteristics and distinguishing features 

are both a palpable indication of the figure and its parts and a forced pose and 

action, which in some figures was violent and exaggerated. With regard to the 

first characteristic, the muscles bulge and rise like hills; the bones are sharply 
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drawn and rendered much too prominently, in a way that makes the style 

hard and awkward. It should be noted, however, that the two properties of 

this characteristic —namely, the strong indication of both muscles and bones 

are not invariably found together in all works of this style. In marble works, 

because only divine figures have been preserved, the muscles are not always so 

conspicuous, although the sharp, hard cut of the calf muscles is seen on all. 

But, generally speaking, the Greeks called more attention to the expression 

and indication of muscles, while the Etruscans emphasized the bones. And if I 

were to evaluate a rare and beautifully engraved gem on this basis and see a 

few bones too sharply drawn, I would be inclined to regard it as an Etruscan 

work, even if in other respects it would do honor to a Greek artist. This is the 

case for the gem located at the beginning of the third section of the next chap¬ 

ter [(actually at the beginning of chapter 4; see no. 14)]; it depicts Theseus 

after he had slain Phaia, as is related by Plutarch.91 Twenty years ago, this car- 

nelian could have been found at the royal Farnese museo at Capodimonte in 

Naples, but it was stolen some time ago —as has happened with other beauti¬ 

ful gems there, before and since. In the Stosch museo, there is an engraved car- 

nelian with the same image.92 That gem can also serve as an example to the 

reader of the uncertainty involved in distinguishing between Etruscan and 

Greek works of the earlier style. The second stylistic characteristic cannot be 

subsumed under a single concept, for being forced and being violent are not 

one and the same. This relates not only to the pose, action, and expression but 

also to the movement of all parts. An action can be forced, but so also can 

the rudest pose. Being forced is the opposite of being natural; being violent is 

contrary to decency and to decorum. The first is also an attribute of the first 

style, but the latter characterizes this style in particular. Violence of pose 

derives from the first attribute, for to obtain the desired strong expression and 

palpable emphasis, artists place the figures in the positions and actions in 

which these qualities are most strikingly visible. They choose violence instead 

of calm and stillness, and feeling is, as it were, inflated and driven to its 

extreme limits. 

The comment that Pindar made with regard to Vulcan —that he was born 

without grace93 —could to a certain extent be applied to the figures of this 

style as well as the first. In general, this second style, compared with the 

Greek style of a good period, can be viewed as a young man who lacks the 

advantages of a careful education and whose desires and ebullient spirit, 

which impel him toward furious action, have been left unchecked, compared 

with a beautiful youth in whom, by virtue of a wise education and learned 

instruction, the fire has been controlled and who will impart, through his 

well-bred manner, a greater elevation to the excellent appearance provided by 

nature herself. This second style can also be called —as one says today — man¬ 

nered, which means nothing other than the use of a uniform character for all 

figures. Apollo, Mars, Herakles, and Vulcan, for instance, are not rendered 

differently in Etruscan works. Now, because a uniform character amounts to 

no character, one can apply to Etruscan artists Aristotle’s censure of Zeuxis, 
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namely, that they had no character94 —which explains, at the same time, the 

philosopher’s previously unintelligible evaluation of artists. 

To a certain extent, the previously mentioned characteristics of this style 

are today still characteristic of this nation, which tends toward trifles. This is 

evident in their style of writing, which is often very stilted and affected, and 

appears dry and barren against the pure clarity of the Romans; the same is 

especially apparent in art. The style of their ancient artists can still be seen in 

works of their descendants, and the impartial and discerning eye will find it in 

the drawing of Michelangelo, the greatest among them. Therefore, someone 

has said, not without reason, that once one has seen one figure by this artist, 

one has seen them all.95 This trait is also undoubtedly one of the imperfec¬ 

tions of Daniele da Volterra, Pietro da Cortona, and others. By contrast, the best 

Roman artists, Raphael and his school, who drew from the same source as the 

others, always come closer, in the lightness of their figures, to the Greeks. 

What I have said with regard to this style can be more clearly shown 

through their works —on a bearded Mercury on the Borghese altar, who is 

muscled like a powerful Herakles, but particularly on the Tydeos [(see no. 11)] 

and the Peleus [(see no. 15)]. Their collarbones and ribs, the cartilage of their 

elbows and knees, the joints of their hands and feet, are as prominently ren¬ 

dered as the curves of their arms and shinbones; on Tydeos, even the point of 

the breastbone is made visible. All the muscles are in violent motion on Peleus 

as well, where there is less justification for it than on Tydeos; on the latter, 

even the muscles under the arms are not forgotten. The forced pose is evident 

as well in the engraving published here of the round altar on the Campidoglio 

[(see no. 10)] and in several figures on the altar in the Villa Borghese. The feet 

of the front-facing deities are placed parallel and close together, and those of 

the deities in profile are in a straight line, one behind the other. The hands are 

generally unrefined and forced, and if a figure holds something with the two 

anterior fingers, the others stick out stiff and straight. The violent pose of 

Tydeos has more justification than that of Peleus, but in the latter it is done to 

achieve a strong expression of the parts. With such a great technical knowl¬ 

edge and skill of execution as that seen in these stones, the heads drawn by 

these artists should not have lacked the high concept of beauty, but the oppo¬ 

site is the case: the head of the Tydeos is taken from vulgar nature, and the 

eyes are unusually large; however, the head of the Peleus is more distorted 

than his body and does not have even a tolerable appearance. 

More would have to be said about the third style in a specialized treatise 

on Etruscan art, and that which is unique to Greek art, and which was imi¬ 

tated in this style, could be applied to enhance understanding of Etruscan fig¬ 

ures in this style. But in a general investigation of the art of all peoples, which 

this book comprehends, this would be superfluous. Some of the foremost 

Etruscan artworks that, I believe, date to the last period have been mentioned 

above, namely, the three bronze statues in the gallery at Florence. Among 

other funeral urns, the four made of alabaster that were found in Volterra in 

1761 and are now in the Villa Albani also appear to be from this period. They 
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are only three palmi long and one palmo wide, and therefore could have 

served only for keeping ashes. On their lids the deceased person is repre¬ 

sented, half life-size, with a raised body supported on one arm. Three of the 

deceased hold a bowl, and one a drinking horn. The feet of these figures 

appear as if sawed off, because there was not enough space on the lid. 

About Etruscan clothing, I have only the following to note. On marble fig¬ 

ures, the cloak is never thrown freely but always lies in parallel folds, which 

run either vertically or diagonally. Yet a freely thrown cloak is visible on two 

of the five Greek heroes [(see no. 1)]; thus we can draw no general conclu¬ 

sions from these works. The sleeves of the female tunic are often broken into 

very small, pinched folds, in the manner of the Italian surplices («rocchetti») 

worn by cardinals and the canons of some churches; those in Germany can 

understand what I mean by thinking of the round paper lanterns in which 

such folds are made so that they can be expanded or collapsed. The previously 

noted male statue in the Villa Albani also has the same sleeves. The hair of 

most male and female figures is divided so that the portion that falls from 

the crown of the head is bound in the back, while the other portions fall in 

strips over the shoulders in front —a style found in earlier times among other 

peoples as well. This was indicated in the previous chapter on the Egyptians 

and will also be noted in the following one on the Greeks. 

Section Three: The Art of the Peoples Bordering on the Etruscans 

The third section of this chapter brings together reflections on the art of the 

peoples bordering on the Etruscans —namely, the Sammtes, the Volsci, and, in 

particular, the Campanians, for among the latter art flourished no less than 

among the Etruscans. The conclusion of this section discusses some figures 

from the island of Sardinia. 

Of the artworks of the Samnites and the Volsci, nothing has been pre¬ 

served, as far as we can tell, except for a few coins; from the Campanians, 

however, there exist coins and painted earthenware vessels. I can therefore 

make only some general remarks regarding the constitution and way of life of 

the first two, from which something about their art could be inferred. I shall 

do this first, and then treat the artworks of the Campanians. 

The art of these first two peoples probably followed the example of their 

language, which was Oscan:96 when it is not regarded as a dialect of Etruscan, 

at the very least it would not have been very different. But just as we do not 

know the difference between the vernaculars of these peoples, so we also are 

deficient in the learning needed, if perchance something of their coins and 

engraved gems had been preserved, to recognize their distinguishing features. 

The Samnites loved splendor and —though a warlike people —were very 

devoted to the sensual pleasures of life.97 In war, some of their shields were 

inlaid with gold, others with silver.98 And at a time when the Romans seem 

not to have known much about linen, select Samnite men wore linen robes, 

even in the field,99 like the Spanish in Hannibal’s army, who decked them¬ 

selves in purple.100 Livy reports that in their war with the Romans under the 
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consul Lucius Papirius Cursor, the entire encampment of the Samnites, which 

spread over a square measuring two hundred paces on each side, was covered 

with linen cloth.101 Capua, which had been built by the Etruscans102 but was, 

according to Livy, a Samnite city103 (that is, it was taken from the former by 

the latter, as he states elsewhere104), was famed for its voluptuousness and 

effeminacy. 

The Volsci, like the Etruscans and other neighboring peoples, had an aris¬ 

tocratic government.105 They therefore elected a king, or army leader, only at 

the onset of a war,106 and the Samnites’ organization was similar to Sparta’s 

and Crete’s. The large population of this nation is evidenced even now by the 

numerous ruins of destroyed cities on the hills in the area, and their power by 

the history of their many bloody wars with the Romans, who could not sub¬ 

due them until after twenty-four triumphs. Their large population and their 

splendor awakened their brains and their industriousness, and their freedom 

elevated their minds —circumstances that are all very favorable to art. 

In the earliest times, the Romans employed artists from both peoples. 

[Lucius] Tarquinius Priscus summoned from Fregellae, in the land of the 

Volsci, an artist named Turrianus, who made a terra-cotta statue of Jupiter; 

and from the similarity of a coin of the Servilian dynasty in Rome to a Samnite 

one, we can surmise that the former were minted by artists of this nation.107 A 

very ancient coin from the Volscian town of Anxur, now Terracina, has a 

beautiful head of Pallas.108 

The Campanians were a people in whom the mild climate that they enjoyed 

and the fertile soil that they cultivated instilled voluptuousness. This land, as 

well as that of the Samnites, was in the earliest times considered a part of 

Etruria; however, the people did not belong to the body of the Etruscan state 

but instead existed independently. The Greeks came later and settled in the 

region and introduced their arts. This can be shown even now by the coins of 

Cumae,109 which are more ancient than the Greek coins of Neapolis. 

As for Campanian works of art, the best known are their coins from 

Capua and Teano, which have inscriptions in the Campanian language.110 The 

head of a young Herakles on coins from both cities, and the head of a Jupiter 

on those from Capua, are beautifully conceived. A Victory in a quadriga on 

coins from this city is stamped most beautifully. 

Among the Campanian painted vessels, I also include here all the so-called 

Etruscan ones, because most were excavated in Campania, and at Nola in par¬ 

ticular. The Etruscans certainly were the masters of Italy from the Alps to the 

straits of Sicily in the earliest times, as Livy reports; but we cannot for this rea¬ 

son call these vessels Etruscan, for the best ones must be from later and better 

periods of art. The Etruscan vessels from Arezzo were famous,111 however, just 

as those from Perugia are now. It also cannot be denied that on many vessels, 

especially on small bowls, the drawing is very similar to that of the Etruscans: 

some ideas, such as the fauns with long horses’ tails, found in Etruscan bronze 

figures as well as on these vessels could also have been peculiar to the Cam¬ 

panians, however. It is certain that all large collections of such vessels come 
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from and were assembled in the kingdom of Naples, such as that of the 

marchese [Felice Maria] Mastrilli in Naples, which consists of some one hun¬ 

dred pieces. Another member of this house who lives in Nola has put together 

an excellent collection in the same place, and on one of his vessels, which 

depicts two figures about to hit each other, one reads KA<<IK<,E^ K A < 0 * , 

„the beautiful Kallikles." The collection that is in the library of the Theatines at 

Santi Apostoli in Nola was owned by a well-known Neapolitan jurist, 

Giuseppe Valletta, who was also the owner of the large and beautiful collection 

of such vessels in the Vatican library. Cardinal [Filippo Antonio] Gualterio 

purchased the latter collection from Valletta’s heir and bequeathed it to the 

place where it is now. Among the collections that also deserve mention is that 

which Anton Raphael Mengs has selected and assembled in Naples, consisting 

of some three hundred pieces. 

There are three vessels in the Mastrilli collection and one bowl in the royal 

museo at Naples bearing Greek writing, something that will be discussed in 

the next chapter. From this is illuminated as well with what little foundation 

we use the general name of Etruscan vessels, by which they have been known 

until now. It has been asserted nonetheless that even in more recent times, 

there were to be found pieces of painted earthenware vessels with the name 

AFA0OKAEOTZ [(Agathokles)] that should be attributed to this famous 

king, who was the son of a potter. 

Among these vessels are to be found every kind and shape, from the small¬ 

est, which must have served as playthings for children, to vessels of three to 

four palmi high. The sundry forms of the larger ones appear in books, where 

they have been engraved. The uses of these vessels were varied. Sacrificial 

clay vessels, especially those of Vesta, have been preserved:112 some served as 

receptacles for the ashes of the dead, like most of those found in underground 

tombs, in particular those found near the town of Nola, not far from Naples. 

This is also illustrated on a beautiful vessel in Mengs’s museo that had been 

preserved, set inside another vessel, in ancient Capua: the vessel painted on it 

has the same form as the vessel itself and stands on a small hill that presum¬ 

ably represents a grave, like the graves of the oldest times.1131 take the oppor¬ 

tunity to note here that a vessel filled with oil was placed beside the deceased 

and that such vessels were also painted on tombs.114 On each side of the 

painted vessel stands a young man who is naked except for a garment hanging 

from one shoulder and a sword tucked up under one arm, in the manner of 

heroic figures (which was then called umoXeuios [(under the arm or elbow)].115 

The faces are not idealized but seem to represent specific persons; they con¬ 

verse with one another with great sadness. We also know that in the earliest 

times of the Greeks, a simple vessel was the prize for victory in their games,116 

as a vessel on coins from the city of Tralles11 and on many engraved gems 

indicates.118 The prizes in the Panathenaic games in Athens were painted ves¬ 

sels of fired clay, filled with oil, and the vessels at the top of a temple in 

Athens allude to them.119 But many vessels in antiquity probably were merely 

decorative, as is our porcelain today, which can be inferred in particular front 
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the fact that some that have no base still exist. Given the many figures who 

hold a scraper (strigilis), it seems that many of these vessels were made to be 

placed in baths. 

On most vessels, the figures are painted in only a single color —more pre¬ 

cisely, the color of the figure is the actual ground of the vessel, or the natural 

color of the fired, very fine clay itself, while the field of the painting, or the 

color between the figures, is a glossy black, which was also used to paint the 

outlines of the figures on the actual ground. Of vessels painted with more col¬ 

ors, there are, in addition to those in the Vatican library,120 two in the gallery 

at Florence and two others in Mengs’s museo. One of them, said to be the 

most erudite of all vessels, is a parody of the love of Jupiter and Alkmene, 

which is turned into ridicule and represented in a comic way, or it might be 

that painted here is the principal scene of a comedy, such as the Amphitruo of 

Plautus. Alkmene is looking out a window, as did those who sold their favors 

or were being coy and seeking to raise their price.121 The window is placed 

high up, in the manner of the ancients. Jupiter is disguised with a bearded 

white mask and wears on his head, like Serapis, a bushel («modius»), which is 

of a piece with the mask. He is carrying a ladder, between whose rungs he 

sticks his head, as if about to climb to the chamber of his beloved. On the 

other side is Mercury with a big belly, figured as a servant and disguised like 

Sosia in Plautus. In his left hand, he holds his staff upside down, as if he were 

concealing it in order not to be recognized. In the other hand, he carries a 

lamp, which he raises toward the window either to light Jupiter’s way or to 

do what Delphis says to Simaitha in Theocritus, that is, to employ force with 

ax and lamp, and fire as well, if his beloved would deny him entrance.122 

Mercury wears a large phallus, which also has its relevance here, and in 

ancient comedies the actors had tied in front a large sexual organ of red 

leather.123 Both figures have white trousers and stockings that are all of a 

piece and extend down to the ankles, like the seated comic actor with a mask 

on his face in the Villa Mattei. In ancient comedies, people could not appear 

without trousers.124 The bare skin of the figures [on the vessel] is flesh-colored 

save for the phallus, which is dark red, like the clothing of the figures and 

Alkmene’s dress, which is decorated with little white stars. Garments embroi¬ 

dered with stars were already known to the Greeks of the earliest times: the 

hero Sosipolis was shown in one in a very ancient painting,125 and Demetrios 

[I] Poliorketes wore a similar one.126 An engraving of this vessel is illustrated 

at the beginning of the third section [(see nos. 12, 13)]. 

The drawing on most vessels is such that the figures might deservedly find 

a place in a drawing by Raphael, and it is remarkable that no two with identi¬ 

cal images are to be found. Among the several hundred that I have seen, each 

vessel has its own particular representation. Whoever views and appreciates 

the masterly and delicate drawing on these vessels, and whoever understands 

the process for applying colors to such fired work, will find in this sort of 

painting the greatest proof of the general correctness as well as the facility of 

these artists in drawing. For their vessels are painted no differently than is our 
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pottery, that is, like common porcelain when, after it is baked, as one says, 

blue color is applied. Such painting must be done with skill and speed, for all 

burnt clay instantly draws the moisture from the colors and the brush, just as 

parched and thirsty soil absorbs the dew, such that if the contours are not 

drawn quickly with a single stroke, nothing but earthy matter is left in the 

brush. As one generally can detect no breaks or added and redrawn lines, it 

follows that each line of the contours of a figure must have been drawn with¬ 

out lifting the brush, which, in view of the quality of these figures, must seem 

almost miraculous. We must also consider that in this work no changes or 

improvements can occur; the contours must remain as they are drawn. Just as 

the smallest, most negligible insects are a wonder of nature, these vessels are 

the wonder of ancient art. And just as Raphael’s first sketch of his ideas —the 

contour of a head or a whole figure drawn with a single unbroken sweep of 

a pen —reveals the master to the connoisseur no less than his finished draw¬ 

ings, so the great dexterity and assurance of ancient artists are seen in these 

vessels more than in any other works. A collection of them is a treasure trove 

of drawing.127 

The conclusion of this chapter seems to me the most convenient place to IV. Remarks on some 

offer a few words about some bronze figures discovered on the island of ^lgures from the ,sland of 

Sardinia, which deserve some attention because of their appearance and high 

antiquity. A short time ago, two other similar figures were found on this 

island,128 but those of which I speak are in the museo of the College of Saint 

Ignatius, a gift of Cardinal Alessandro Albani. There are four of them of dif¬ 

ferent sizes, from one-half to two palmi high. Their form and appearance is 

completely barbaric, but they have at the same time the clearest signs of the 

highest antiquity in a country in which the arts never flourished. Their heads 

are elongated, with unusually large eyes and misshapen parts, and with long 

storklike necks, just as some of the ugliest small Etruscan figures in bronze are 

represented. 

Two of the three smaller figures appear to be soldiers, though without hel¬ 

mets. Both have a short sword hanging on a strap slung over the head and 

across the chest itself, that is, from right to left. From the left shoulder hangs a 

short, narrow cloak, which consists of a narrow strip of fabric that extends to 

the middle of the thigh. It seems to be a rectangular cloth that can be folded; 

on its inner side, it is edged with a narrow raised border. This particular kind 

of garment is perhaps that peculiar to the ancient Sardinians alone and 

known as a mastruca.129 The one figure holds in his hand a plate with what 
seems to be fruit. 

The most remarkable of these figures is a soldier, almost two palmi high, 

with a short vest, like the former, with trousers and greaves covering the 

calves, which is the reverse of other greaves: whereas the Greeks protected 

their shins, these lie over the calves and are open in front. The legs of Castor 

and Pollux appear to be protected in the same way on a gem in the Stosch 

museo, where I have cited this figure for clarification.130 With his left hand, 

this soldier holds a round shield in front of his body, but at some remove, and 
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Conclusion to this chapter 

[no. 13] 

on his back are three arrows, the feathers of which stick out above the shield. 

In his [right] hand, he holds the bow. The chest is protected with a short 

cuirass, as are the shoulders with epaulets, a shoulder armor that one also sees 

on a vessel in the Mastrilli collection at Nola; these epaulets are shaped like 

those on the uniforms of our drummers. The head is covered with a flat cap, 

from the sides of which two long horns, like tusks, project forward and 

upward. Above the head, a basket hangs by two stretcher rods that rest on the 

horns and can be removed. He carries on his back the chassis of a wagon, 

with two small wheels, whose tongue is racked in a ring on his back, so that 

the wheels extend up over his head. 

This tells us something we did not know about the practices of ancient 

peoples in waging war. The Sardinian soldier must have brought his own 

rations with him; however, he did not carry them on his shoulders, as Roman 

soldiers did, but rather pulled them behind him on a chassis, which supported 

the basket. After completing the campaign, when it was no longer needed, the 

soldier slipped the light chassis into the ring attached to his back and placed 

the basket on his head across the two horns. Presumably he went to battle as 

well with all the gear that we see, and the soldier was invariably depicted with 

all his appurtenances. 

To conclude this chapter, I invite the reader who might desire more light to 

have been shed in some places to consider that in comparing these ancient 

peoples of Italy with the Egyptians, we are like persons who are less learned in 

their mother tongue than in a foreign language. About Egyptian art we can 

speak with greater certainty than we can about the art of those peoples whose 

lands we traverse and excavate. We have a number of small Etruscan figures 

but not enough statues to arrive at a fully correct system of their art, and after 

a shipwreck, no safe vessel can be built from a few planks. The greatest part 

consists of engraved gems, which are like the low undergrowth of a cleared 

forest, in which a few trees still stand to attest to the destruction. Unfor¬ 

tunately, there is little hope for the discovery of works from the flourishing 

periods of these peoples. In their territory, the Etruscans had marble quarries 

near Luni (now Carrara), which was one of their twelve capital cities; but the 

Samnites, Volsci, and Campanians discovered no white marble where they 

lived, and thus their works would for the most part have been made of fired 

clay or bronze. The former have been broken into pieces, and the latter melted 

down, which explains the rarity of artworks by these peoples. In any case, 

because the Etruscan style was similar to the earlier Greek style, this discus¬ 

sion can be regarded as a preparation for the next chapter, to which the reader 

is now referred. 
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