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7. INTRODUCTION 

The problem of the attitude of the ancient writers towards Classical 
art is complicated, as the relative information is scanty and its interpretation 
faces philological, archaeological, and historical problems. The ancient passa
ges about art were first collected by J.A. Overbeck (1868), who classified 
them according to artists; however, he did not provide any commentary or 
interpretation of the available information. On the other hand, the recent 
works on the subject (cf. Ventury 1964; Pollitt 1974) focus on aspects of 
ancient art criticism and do not deal with art historical or archaeological mat
ters. In the present article I attempt to use the information provided in the sour
ces in order to study certain aspects of the art of a specific period. The syste
matic presentation and evaluation of the ancient testimonies about fifth century 
sculpture will contribute to a better understanding of the period considered 
by many as the highpoint of Greek sculpture. 

In the Introduction I propose a new classification of the sources accor
ding to their attitude towards art in general; this is only done to provide an 
insight of the philoshopical and theoretical problems the ancient writers faced 
when dealing with art. There follows a brief review of the information about 
the sculptors and a classification of the sculptors according to the importance 
attributed to them by the sources. Extensive archaeological and literary 
documentation for the works, style, and art of each sculptor of the fifth 
century will be found in the Catalogue. 

A. Classification of Sources 

Three main categories of sources can be distinguished (Table 1): sources 
that deal with the Theory of Art, sources concerned with the History of 
Art, and Descriptive sources, which provide only descriptions of or literary 
information about works of art, without a critical or systematic evaluation. 

1. Art Theory Sources 
The sources dealing with Art Theory reflect two different theories. 

The first emphasises the significance of the art object as the primary factor 
in the artistic process, and evaluates art according to philosophical criteria; 
it encompasses three more specific approaches: the rationalistic, the mora
listic, and the aesthetic one. The second theory focuses on the personality 
and the talent of the artist. 

The Significance of the Art Object. 

In the case of Fifth century sculpture, the rationalistic or intellectual 
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approach originated in the Pythagoraean doctrine of symmetry and uni
versal harmony and seems to have been developed by the sculptors themselves: 
Pythagoras of Samos1, Polykleitos2, and Myron3 directed their art towards 
the ideal of a symmetrical balance of the parts of the statues (symmetry= 
commensurability). The fact that Polykleitos expressed his ideas and pra
ctical experience in writing shows the desire to create a theoretical basis for 
sculptural principles. He considered the artistic problems as scientific-mathe
matical and not as inspirational-empirical ones. Γη his treatise, the Canon*, 
written in the third quarter of the 5th century and preserved only in fragments, 
he proposed a system of mathematically calculated proportions and forms, 
that aimed at a coherent and closely articulated composition reflecting the 
order of the Universe5. Beyond this theoretical value, the Canon probably 
introduced new terms in art, like symmetry or rythm. We could perhaps see in 
this approach the essence of the Classical mentality, the prevalence of λό^ος. 

The second approach, called moralistic, was represented by Plato, 
whose views were also adopted by Aristotle, This theory prescribed that art 
could be justified only when it had a beneficial, didactic purpose. Poetry 
and the visual arts, sculpture included, were considered by Plato as dece
ptions since, according to his theory, they imitated objects of the sence world 
which, in turn, were only fake imitation of the Ideas6. On the other band, 
Plato connected certain artistic values to moral qualities, for example sym
metry and beauty to modesty and virtue7. 

Aristotle inherited the moralistic theory but appeared more flexible: 
he accepted that there was a τέλος, a beneficial aim, in every artistic process, 
partly dependent on the personality and the style of the artist8. This view 
was related to the phantasia theory (see below). 

The third approach, called aesthetic, was mainly represented by the 
sophist Gorgias. Gorgias, in contrast to Plato, accepted that the «deception» 
of the senses could be justified if it produced aesthetic pleasure: «delight of 
the vision and a divine sweetness to the eyes»9. This aesthetic pleasure did 
not depend on moral principles (since the «deception» was justified) or logic 
(Gorgias stated that even though aesthetic pleasure might result to misfor-
ture, logic should not intervene to prevent it). 

The Significance of the Artisfs Personality 

This theory was rooted in Aristotle who was willing to accept the signi
ficance of the artist's personality. A further step was taken by the sophists, 
who showed that τέχνη, art, and αρετή, virtue, were interrelated and that 
craftsmen could have artistic talents10. The theory was further developed by 
the Stoics, who believed in the value of intuition and inspiration, and by 
Poseidonios11 and Panaetios12, who formed the so-called phantasia («intuitive 
insight») theory13. This theory focused on the importance of the inspiration 
of the artist and considered that fifth century sculpture developed because 
of the phantasia of the artist. Pheidias was thought of as the sculptor 
par excellence, whose phantasia enabled him to create masterpieces close to 
perfection. This approach removed the focus from the art object and, 
consequently, detached itself from terms previously used, like rythm and 
symmetry. Eventually, Plotino s emphasised the significance of the artist's 
intuition and accepted that metaphysical standards could justify the artistic 
process14. 
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2. Art History S ourses 

The writers concerned with the History of Art and, in our case, with the 
history of 5th century sculpture, can be divided into two groups: the histo
rians and the rhetoricians15. The most important historian seems to have 
been Xenocrates (first half of the 3rd century B.C.)· His History of Sculpture 
reflected an evolutionary perspective, but because of his relations with the 
Sicyonian school, he believed that the highest point of Classical scupturewas 
reached only by Lysippos. According to Xenocrates, real sculpture was first 
created by Pheidias and refined by Polykleitos. Myron was more versatile and 
diligent in symmetry, while Pythagoras reached naturalism by convincingly 
representing anatomical features like sinus, veins, and hair. Xenocrates's 
history also dealt with formal artistic problems (proportions, dimensions, 
compositions) and seems to have influenced other historians, like Antigo-
nos of Karystos16, Douris17, Pasiteles18, and Varrò19, who were sculptors 
themselves. 

Besides these, there were also other historians whose works are lost, 
but about whom we know from sporadic references in other sources; they are 
listed in parentheses in table 1. 

The rhetoricians compared sculpture to rhetoric. Already in the Hel
lenistic Age there was probably a comparative list (a Canon) that included the 
ten best orators and the ten best sculptors. Poseidonios might have been 
the author of this Canon and apparenlty believed that Classical rhetoric was 
paralleled in Classical sculpture. He thought that sculpture started from 
a simple imitation of nature and reached a stage of perfection, in which the 
phantasia of the artist enabled .him to conceive and give earthly appearance 
to the majesty of the gods. Poseidonios's ideas were shared by other rheto
ricians (Dionysios, Demetrios) and also by his pupil, Cicero. Cicero, in his 
history of 5th century sculpture20 tried to show that perfection could only 
be achieved after a long evolution. He saw several stages in this evolution, 
starting with the rigid statues of the first sculptors; then came Kanachos, 
whose statues were considered less rigid, but still harsh. Kalamis's statues 
were softer, Myron's closer to nature and, finally, Polykleitos's reached beauty 
and Pheidias's perfection. A somewhat similar view was adopted by Quin-
tilian21 who, in his History of Sculpture, also saw an evolution from harshness 
to softness: the statues of Kallon and Hegesias were harsh: of Kalamis less 
rigid; of Myron softer, while Polykleitos and especially Pheidias represented 
the stage of perfection, after which sculpture declined. This view was inhe
rited by other writers (Seneca, Dio Chrysostom, Philostratos)22. 

3. Descriptive sources 
The third category of sources, the Descriptive sources, was me inly re

presented by three writers: Pausanias, Strabo, and Pliny the Elder. Pausa-
nias provided a wealth of information, but not in a systematic, theoretical 
or historical way. Strabo, a geographer of the 1st century A.D., made only 
passing references to 5th century sculpture. Pliny the Elder included a great deal 
of references in his Natural History (books XXXIV-XXXVI). He also provi
ded an index of sources which gives us an idea of the ancient bibliography. 
Other descriptive sources in this category (Lucian, Vitruvius) did not deal 
systematically with 5th century sculpture. A long list of other writers gave 
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only passing information about famous sculptures, while the books of some 
of them are only preserved in fragments. These writers are listed in paren
theses in Table 1. 

B. The Sculptors 
In the ancient sources we find references to 24 sculptors of the 5th 

century (Table 2). Most of the information about their works ccmes frcm the 
Descriptive sources (mainly Pausanias), while the Art History and some 
Descriptive sources (especially Pliny) make comments on their style and art. 
The importance attributed to each sculptor by the ancient sources can be 
decided on the basis of three criteria: how many works by each sculptor 
aie mentioned in the sources, the kind of commissions the sculptors undertook, 
and the comments on their style and art. 

The number of mentioned works can be taken as an indication of the 
productivity of thß sculptors and their workshops, but is not to be taken at 
face value. The total of 165 works attributed to the 23 sculptors of the 5th 
century is only a very small fraction of the tremendously rich production of 
the 5th century. Probably only the works considered as most important are 
mentioned by the writers, while by the time of Pausanias and Pliny a large 
number of sculptures had been destroyed or taken to Rome. For these rea
sons quantitative data should be used with caution. 

The commissions undertaken by the sculptors and their workshops were 
either public, ordered by a political or religious authority, or private. Impor
tant public commissions included cult statues or dedications in religious 
centers, or honorary statues in the cities, sometimes with political signi
ficance. Such commissions certainly contributed to the fame of the sculptors: 
those who executed them also present high productivity (Table 2) and their 
art is praised by the sources. Some of those artists were in charge of «schools», 
but no information is given about the operation of workshops. 

The comments on the style and art of the sculptors are usually brief 
and refer to their ability to represent lifelike images or to special characte
ristics of their art (stylistic features, work on a certain material, etc.). 

Eventually, the sculptors of the 5th century can be classified into six 
groups, according to the importance attributed to them by the ancient sour
ces (Table 3); group 1 includes those considered as less important, and group 
6 the most famous ones. As can be seen in Table 3, the general opinion of the 
ancient writers about the sculptors reflects the evolutionary perspective of 
the Art History Sources: the sculptors of groups 5 and 6 are dated in the lat
ter part of the century. They mark the highpoint of 5th century sculpture, 
being preceded by the sculptors of the formative stages and followed by the 
sculptors of the «decline». 

TABLE 1. 
Classification of Sources. 

Art Theory. 
I. Emphasis on the Art Object 

a. Intellectual approach: 
b. Moralistic: 
c. Aesthetic: 

Polykleitos. 
Plato, Aristotle. 
Goigias. 
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II. Emphasis on the personality of the artist. 
a. Phantasia theory: Stoics,Poseidonios,Panaetios, Plotinos 

Art History. 
I. Historians : Xenocrates, Antigonos, Douris, Pasiteles. Varrò, 

(Heliodoros, Metrodoros, Juba). 

II. Rhetoricians: Poseidonios, Cicero, Quintilian, Dionysios, 
(Demetrios, Seneca the Elder, Dio Chrysostom, 
Philostratos). 

Descriptive Sources. Pausanias, Pliny the Elder; Strabo, Lucian, Vitruvius, 
(Tzetzes, Suidas, Tatianus, Diogenes Laertios, Appia
no s, Clemens, Dionysios Halikarnasseus, Propertios, 
Catullus, Aelianus, Procopios, Petrcnios, Photios, Pom-
ponios, Hesychios, Maximus Tyr., Martial., Tertulus, 
Philostratos, Galena, Collumela, Athenaeus). 

TABLE 2: 5th century sculptors and their works 

Sculptor 

1. Anaxagoras 
2. Ascaros 
3. Glaukias 
4. Kritios and 

Nesiotes 
5. Hageladas 
6. Hegesias 
7. Kallon 
8. Kanachos 
9. Onatas 
10. Pythagoras 
11. Kalamis 
12. Myron 
13. Lykios 
14. Agorakritos 
15. Kresilas 
16. Kolotes 
17. Polykleitos 
18. Paionios 
19. Pheidias 
20. Alkamenes 
21. Kallon of Elis 
22. Kallimachos 
23. Strongylion 

Total 

Gods 

1 
1 

2 
1 
1 
3 
4 
1 
7 
7 

4 
1 
2 
5 
1 

14 
7 
J 
1 
1 

Persons 

1 

4 

2 
4 
2 

1 
2 
9 
1 
c 
4 

3 
13 

4 
1 
1 
1 
1 

Heroes 

2 
1 

1 
2 
5 
3 
5 
2 

1 

3 

1 

2 

Others 

1 

1 
6 

1 

1 
2 

Total 

2 
1 
4 

2 
8 
4 
2 
5 
8 

15 
12 
24 
6 
4 
5 
3 

21 
1 

19 
8 
2 
3 
6 

165. 
(Groups counted as single works) 
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TABLE 3: Classification of 5th century Sculptor.«. 

B.C. 

500 

475 

450 

425 

400 

1 

Ascaros 
Glaukias 
Anaxagoras 

Paionios 
Lykios 

2 

Kallon 
of Aigina 

Kritios 
Nesiotes 

Kallon 
of Elis 

3 

Hege sia s 
Hageladas 
Kanachos 

Strongylion 
Kallimachos 

4 5 

Onatas 
Pythagoras 

Kalamis 

Kolotes Agorakrito 
450-400 
Kresilas 

Alkamenes 

6 

Myron 
Pheidias 

s 

Polykleitos 

/ / . THE SCULPTORS 

1. Anaxagoras of Aegina 

Date: c. 480. 
Sources: Our knowledge about Anaxagoras and his work is extremely 

limited. He was simply mentioned by Antigonos (Diog. Laert. 11.15), without 
any information about his style. Two of his works are known; Pausanias 
(5.23.1) saw a bronze statue of Zeus, dedicated in Olympia after the battle of 
Plataiai, that stood near the entrance of the Bouleuterion (Council House). 
On the right part of the base were inscribed the cities that participated in 
the battle. A second work is attributed to Anaxagoras in an epigram by Ana-
kreon (Anthol. Gr. 1.55.6=Palat. VI.139): it is a statue of Praxagoras, son of 
a certain Lykios. 

Archaeological Data: A square base in Olympia may belong to the sta
tue of Zeus (Künstlerlexikon 1,427). It was found southwest of the temple 
of Zeus but its inscription was not preserved. 

Bibliography: Brunn 1,84. EAA 1,351, s.v. Künstler J exikon 1,427. 
Lippold, 97-98. Overbeck 433-436. RE I, 2077,6. Picard 11,71,220. 

2. Ascaros of Thebes 
Date: Early fifth century. 
Sources: Only one work of Ascaros is known: a bronze statue of Zeus, 

dedicated by the Thessalians after their victory against the Phokeans 
(Pausanias,'5.24.1, dates this work before the Persian Wars, therefore Ascaros 
should have been active in that period). The god was crowned with flowers 
and held the lighting-bolt in his right hand. Ascaros was a pupil of a Sicyo-
nian master (Kanachos?) 
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Bibliography: Brunn 1,64. Künstlerlexikon II: 182. EAA 1:717, s.v. 
Overbeck, 477. Picard 11,400,491,511. RE II, 1614. 

3. Glaukias of Aegina. 
Date: First quarter of the 5th century. 

Sources: Pausanias (6.9.4.-6.11.2-9) is our main source of information. 
He attributed to him four works, all in Olympia: the statues and the chariot 
of Gelon, victor in the 73rd Olympiad, in 488-4 (6.9.4-5); three statues of 
Olympic victors: of Glaukos, in the pose of «shadowfighting» (488 B.C.), of Philon 
(488 B.C.; Pausanias quoted also an epigram for this athlete by Simonides) 
and of Theagenes (480, 476), whose statue stood in Altis (Paus. 6.11.2-9: cf. 
Oxyr. Pap. 11.222.13). Pliny (NH.XXXIV.91) mentioned a sculptor named 
Glaukides, who made athletes and armed men, and who might bave been 
the same as Glaukias. 

Archaeological Data: It is possible that the bronze statuette (fig. 1), in 
the British Museum can be identified as Glaukos's statue (EAA, fig. 1193; 
Künstlerlexikon, 245). Three blocks have been preserved from the base of the 
statue of Gelon (Loewy, Inscriften griechischer Bildhauer, 28. Künstlerlexikon 
244.). 

Bibliography: Brunn 1,294. Künstlerlexikon, XIV, 244-245. Overbeck, 
429-432. Lippold, 97-98. EAA III, 95, s.v. RE VII, 1400. 

4. Kritios and Nesiotes. 
Date: Before 460. 
Sources: Pliny (NH.XXXIV.49) gives the approximate date of the acti

vity of the two sculptors as the 83rd Olympiad. Their period and sty]e are com
pared to those of Hegias; their statues were «closely knit and sinewy and stiff 
and severe in outline» (Lucian, Rhetor, praecept. 9)23. They created the second 
group of the Tyrannicides in Athens, dedicated in 477 /76 (Lucian. Philopseud. 
18; the date is given in the Parian Marble, Epoch 11.70)24, and a statue of 
the warrior-race winner Epicharinos (Paus. 1.23.9). Pausanias tells us about 
the sculptors who belonged to Kritios's school (6.3.5), but to us they are 
known only as names: Demokritos of Sicyon, Ptolichos of Cercyra, Amphion, 
Pison of Kalaureia. 

Archaeological Data: We learn from inscriptions (Overbeck 461-462) 
about two votive statues dedicated to Athena Parthenos, made by Kritios 
and Nesiotes: one dedicated by Hegelocbos and Ekhantos and one by Kallias 
and Opsios. From the Acropolis we know a total of six bases with Kritios's 
and Nesiotes's signatures (Raubitschek, n. 120-123, 160-161; Richter 1970, 
154), one of which probably belonged to the statue of Epicharinos (Overbeck, 
460). The Tyrannicides group25 has been recognised in coins and gems· (Lippold 
lC7n 3 and 4) and in Roman copies (fig. 2; Richter 1970, 154-155; Fucru 337; 
Lippold 106; EAA 412-414). The statue of Epicharinos has been identified 
with a bronze statuette in Tübingen (Künstlerlexikon XXI, 546; EAA, fig. 
485), while a statue of a youth on the Acropolis has been related to Kritios 
(the so-called Kritios's youth), on the baJs of its resemblances to the Tyran
nicides (however the attribution is hypothetical: Richter 1970, 256). 

As seen in the Tyrannicides group, Kritios's and Nesiotes's style was 
innovative; it maintained of course some Archaic features (cf. above, Lucian's 
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statement), but the group seems tc have displayed vigor and energy. 
Bibliography. Brunn I,101ff. EAA IV 410-415. Fuchs 47-48. Künstler

lexikon XXI, 545-547. Lippold 106-108. Richter 1970, 154-156. RE XI, 
1915-1916. Overbeck, 452-453 and 457-462. 

5. Hageladas 
Date: First half of the fifth century. 
Sources: It was again Pau sa nias who provided most of the information 

about the sculptor. He attributed to Hageladas (also spelled Ageladas or Ge-
ladas) three statues of Olympic victors: Anochos (victorious 520 B.C.:6.14.11), 
Kleosthenes (516 B.C.:6.10.6) and Timasitheos (507 B.G.:6.8.6). He also made the 
statue of Zeus Ithomatasin Naupactos (460-455?; 6.33.32), of Zeus and Heracles 
respesented as children (in Aigion; 7.24.4) and a group of horses and captured 
Messapian women in Delphi, dedicated by the Tarantines (before 474;10.10.6). 
Other sources tell us about a statue of Heracles Alexicakos in Melite (Schol. 
Aristoph. Ran. 504; Tzetzes Chil 7.325) and of a Muse with a lyre (Anthol. 
Gr. 2.15.35=Planud. 4.220). Hageladas was said to have been the teacher of 
Pheidias, Myron, and Polykleitos (Schol. Aristoph. Ran. I.e.; Tzetz. Chil. 
1. c ; Plin. XXX. IV,55, 57; Suidas, s.v. Geladas). Pliny dates him in the 87th 
Olympiad (432 B.C.)26. 

Art and Style: Hageladas belonged to the so-callad Severe style. His sta
tues were probably frontal, geometrically organised. Nevertheless, he was 
considered as one of the prominent sculptors of the Argive School. 

Archaeological Data: The type of the statue, of Zeus Ithomatas is pro
bably recognised in coins (fig, 3; see Frickenhaus, 30; Lippold, 88 pi. 136,6; 
EAA, fig. 1383) and in bronze statuettes (Frickenhaus, 30). On the other 
hand, the type of the statue of Heracles Alexicakos27 is identified with great 
probability in bronze statuettes (Frickenhaus, 32, 33). 

Bibliography: Brunn 1,46. EAA III, 1085 86, s.v. Frickenhaus, «Hage-
ladas», Jdl 26(1911), 24-34. Künstlerlexikon XV, 454-457. Lippold, 88-89. 
Overbeck 389-399. RE VII, 3189-2199. 

6. Hegesias (or Hegias) 
Date: Before 480. 
Sources: Pliny (NH XXXIV. 49) dates Hegesias to the same per'od as 

Pheidias and speaks of a certain Hegias, considered to be the same person as 
Hegesias (cf. EAA, 1129). He attributes to him (NH XXXIV. 78) statues of 
Athena, of Pyrros, of boys riding racehorces and of the Dioskouioi, later 
in Rome. Dio (Orat. 55.1) considers Hegesias as Pheidias's teacher. 

Quintilian considers his style «rough» and close to the «etruscan» mode 
(Inst. Orat. XII.10.7); Lucian (Rhet. praec. 9) states that Hegesias's statues 
were tought, sinew,harsh and very accurately woiked. From these statements 
we may conclude that his style belonged to the transitional period. 

Archaeological Data: A base found on the Acropolis bears Hegesias's 
signature (IG I2 526; Raubitschek, n.94) and is our only archaeological clue. 
For attributions see EAA, 1129. 

Bibliography: Brunn I, 101-102, 122. EAA III, 1129. Künstlerlexikon 
XVI, 248-249. Lippold, 108. Overbeck, 452-456. Picard II, 43,110. RE VII 
2, 2615-2621. Richter 1970, 156. 
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7. Kallon of Aegina. 
Date: Early fifth century. 
Sources: Pausanias (2.32.5) mentions a cult statue of Athena Sthenias; 

in her temple on the acropolis of Troizen, made by Kallon, the pupil of Te-
ktaios and Angelion (Overbeck 334-337); also a bronze tripod in Amyklai 
(2.18.7-8). His date is determined by Pausanias (7.18.Î0) and also by Pliny 
(NH XXXIV. 49), who considered him as a contemporary of Kanachos and 
Ageladas. He is also mentioned by Quintilian (Inrt. Orat. XII. 10.7), who 
states that Kallon's and Hegesias's statues were rigid and close to the Etrus
can style. 

Archaeological Data: A base from a statue of a musician on the Athenian 
Acropolis has the signature of Kallon (S. Lauf er, Zu den altattischen Weih
inschriften AM 62 (1937), 82-110, esp. 98 & fig. 5; IG Ρ 501; Raubitschek, n. 
85 and cf. ns. 86,87). The type of the lettering is dated around 500, which 
should be the approximate date of Kallon. 

Bibliography: Brunn I, 85ff. EAA IV, 304, s.v. Kunstieriexikon XIX, 
481-2. Lippold, 97. Overbeck, 417-420 (and 358). RE X, 1757-1758. 

8. Kanachos of Sicyon. 
Date: Early fifth century. 
Sources: Pautanias (1.16.3) mentions the bronze statue of Apollo Phi-

lesios in Miletos, made by Kanachos (2.10.4). This statue was taken to Ekba-
tana by the Persians and returned to Miletos by Seleukos. Kanachos also made 
the wooden cult image of Apollo Ismenios in Thebes, of the same size and posture 
as the Philesios, and the image of a seated Aphrodite in Sicyon, in gold and 
ivory: the goddess wore a polos and held a poppy and an apple (2.10.4). From 
an epigram by Antipatros (Anthol. Gr. 11.15.35) we learn about the statue 
of a Muse. Pliny (NH XXXIV.75) mentions statues of boys riding race-' 
horces (κελετίζοναες)28. 

Statement?-about Kanachos's style were made by Pliny (NH XXXVI. 
41), who praised the sculptor for his work on marble, and Cicero (Brut. 
48.70), who thought that Kanachos' statues were rigid. 

Archaeological Data: Coins from Miletos (fig. 4; Lippold, 87, pi. 136.4) and 
a relief found in the theater of the city (fig. 5; EAA, fig. 362) show the god in 
the type of an Archaic Kouros, holding a stag (cf. Pliny, NH XXXIV. 75) 
in his right hand. A relief fragment from the Milesian Serapeion probably 
reconstructs the head (EAA, fig. 361). On the other hand, we may have Ka
nachos' s types in latei copies (Apollo Piombino: Lippold 92; Payneknight 
statuette: Lippold 87n4; roman torso: Bielefeld. Statue des Apollon..., AntPl. 
VIII, 1968,13-17, esp. 15-16, pi. 5-6.) 

Bibliography: Brunn I, 776ff. EAA IV, 1961, 308-309, s.v. Künstler
lexikon XIX, 512-513. Kekule, Über den Apoll des Kanachos. Sitzungberichte 
d. Preus. Akad. d. Wiss. 1904. 786ff, Lippold, 86-87. Overbeck, 403-409. 
RE X, 1486-1848. E. Simon, Beobachtungen zum Apollo Philesios des Ka
nachos. Charités, Bonn, 1957. 38ff. Richter 1970,165n66. 

9. Onatas of Aegina 
Date: 500-470/460. 
Sources: Pausanias is our main source about Onatas. In Olympia he made 
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the statues of nine Achaean heroes of the Trojan War (5.25.8-10). These were 
the heroes who volunteered to duel Hector and among them were Odysseus 
(later taken to Rome by Nero), Nestor placing the lots in the helmet, Agame
mnon, and Idomeneus, on whose shield Onatas had signed his work. Another 
statue was a 15-foot high (10 ells) Herakles in Olympia (5.25.12 j3), standing 
on a bronze base and holding the club and a bow. In cooperation with Kalli-
teles (his son or pupil: Overbeck 426-7), Onatas made a statue of Hermes, 
dedicated by the Arcadians in Olympia. Under his armpit the god held a stag 
and wore his mantle and chiton (Paus. 5.27.8). Pausanias tells us the story 
of the commission for a statue of Demeter in Phigaleia (8.42.1-7). The image, 
made one generation after the Persian Wars, imitated an older, black, cult 
statue, which had been destroyed in a fire. A bronze statue of Apollo, found 
later in Pergamon, «remarkable for its size and art» (Paus. 8.42.7), as well 
as the bronze statue of Hieron riding his chariot (the horses and the boys who 
rode them were made by Kalamio), dedicated m Olympia by his son Deino-
menes (Paus. 6.12.1 and 8.42.8) were also attributed to Onatas. A major com
mission must have been a battlegroup dedicated in Delphi by the Taranlians. 
This work was executed by Onatas and Kalynthos (or KallHeles) and re
presented riders and pedestrians, among whom were the heroes Taras and 
Phalanthos (Paus. 10.13.10). Another work of Onatas is testified only in 
an epigram by Antipatros (Anthol. Gr. 11.14.30=Palat. IX. 238), which men
tions a bronze statue of Apollo. Onatas is dated in the same period as He-
gesias and Hegeladas (Paus. 8.42.8). 

Archaeological Data: The battle group could possibly be related to the 
sculptures of the temple of Aphaia (Furtwängler, Aegina, das Heiligtum der 
Aphaia 1906; Künstrlerlexikon, 17). The bronze Hermes has been identified 
in Arcadian statuettes and terracottas (Perdrizet, BCH XXVII ^1903), 3C0ff., 
pi. VII; Künstlerlexikon, 18) and some Roman copies have been related to 
the work of Onatas (EAA, 692; see also Lippold. 98n8 for the Apollo in Perga
mon, 98nl3 for Demeter Melaina, 98nl2 for the statues of the Trojan heroes, 
98n7 for the statue of Herakles, etc.). A base found on the Acropolis bears 
Onatas's signature (Raubitschek 236; IG Ρ 503; Lippold, 98); it is dated before 
480 B.C. and has been related to a smal1 rider on a stele and to a bronze 
head (AE 1887, 43, pi. 3). 

Bibliography: Brunn I, 89-95. EAA, V, 691-692, s/v. J. Dorig, Onatas 
of Aegina, Leiden 1980. Künstlerlexikon XXVI, 17-18. Lippold, 97-98. Over-
beck, 421-428, 524. RE XVIII, 1939, 408. Richter 1970,165-16o. 

10. Pythagoras of Rhegion 

Date: First half of the fifth century (c. 480-448). 
Sources: Pythagoras made statues of several Olympic victors; we know 

of the statues of Leontiskos, victor in 456 and 452 (Paus. 6.4.3 and Suid. s.v. 
Sostratos), Protolacs (Paus 6.6.1), whose date is unknown, Euthymos, victor in 
484,476 and 472 B.C. (Paus. 6.6.4 and Pliny NH VII, 152), Dromeus, of unknown 
date (Paus. 6.7.10), Mnaseas-Libys, victor in 456 (Paus. 6.13.7), Astylos (victor 
in 488,484 and 480 B.C. (Paus. 6.13.1), Kratisthenes, (victor in 448,represented 
on his bronze chariot and accompanied by a Victory :Paus. 6.18.1) and, 
finally, of a pancratiast, mentioned by Pliny (XXXIV. 59). Pythagoras also 
made statues of heroes: of Philoktetes, in Syracuse (Plin. NH XXXIV.59; 
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Anthol. Gr. IV. 180.294=Planud. IV. 112), Perseus (Dio Chrysostom, Orat. 
37.10), the Seven against Thebes (later outside the temple of Fortuna, in Rome 
(Plin. NH XXXIV. 59), Eteocles and Polyneikes (Tatian.c.Graec' 5^), and 
Europa (Tatian. I.e. 53; Varrò de ling. Lat. V. 31; Cic in Verr. IV. 60.135). 
Only one image of a god made by Pythagoras is testified, the statue of Apollo 
killing a serpent with his arrow (Plin. NH XXXIV. 59). Fina^y, Pliny mentions 
a statue of the musician Kleon in Thebes (NH XXXIV. 59; Athen. I 19; 
in Pliny see the anecdote related to this statue). Diogenes Laertios (VIII. 
47) states that Pythagoras was the first to conceive «rhythm and symmetry» 
and Pliny (NH XXXIV. 59) says that the sculptor was the first to render 
satisfactorily sinews and veins and hair. The problem of Pythagoras's ori
gin is complicated by the information given by Pliny (NH XXXIV. 59) and 
Diogenes (VIII. 46), that there were two sculptors by the same name, one 
from Rhegion and the other from Samos. Most scholars accept that it is the 
same person, who was born in Samos but migrated to South Italy with other 
Samians in 496 (cf. Herod. 6. 22ff). 

Archaeological Data: Pythagoras worked mostly in the Péloponnèse and 
South Italy. He carved many images of athletes and specialised in repre
sentations of the male nude. Among the works attributed to Pythagoras 
are the Omphalos Apollo (fig. 6; Richter 1970, 157, figs. 40, 41), the disco-
bolos Loudovisi, a torso from Delos (Lippold 125 n. 15) and the torso Valentini 
(EAA, 574), as well as bronzes of the Discobolos type (EAA, fig. 664). Finally, 
certain coins bear representations of his works, f. i. Philoktetes (Lippold, 
pi. 136, 10) and Apollo and Python (fig. 7). Several other types are attribu
ted also to Pythagoras (see Richter 1970, 157-158; Künstlerlexikon 482-483; 
Fuchs 55,182,343-4,349, Lippold, 125-126). 

Bibliography: Brunn I, 116 132ff. EAA VI, 573-575, s.v. Lechat, 
Pythagoras de Rhegion, Annal. Univ. Lyon N.S. 11,1905. Lippold, 124-126· 
Künstlerlexikon XXVII, 481-484. Overbeck, 489-507. Richter 1970, 156-158· 
Waldhauer, Pythagoras von Rhegion, 1915. (Futher references see in EAA and 
Lippold). 

11. Kalamis 
Date: 490-450/45. 
Sources: Kalamis was a prolific artist, and we have information about 

many of his works. He made many images of gods; in Kerameikos, he carved 
the statue of Apollo Alexikakos (Paus. 1.3.4), in Apollonia a colossal statue 
of Apollo Iatros, which was found later in Rome (Strab. VII.319; Plin. 
NH XXXIV. 39; Appian, Illyr. 30), in Thebes he made an image of Zeus 
Ammon (Paus. 9.16.1), and in Tanagra a statue of Dionysos (made of marble: 
Paus. 9.20.4). Other statues of Kalamis were of: Asklepios in Sikyon (in gold 
and ivory: Paus. 2.10.3), Nike in Olympia (of the Apteros type: Paus. 5.26.6), 
Aphrodite (Sosandra?: Paus. 1.23.2; Lucian Imagg. 4.6 and Dial, meretr. III.2), 
and possibly, an Erinys (Clem. Alexandr. Protrept. 47). Kalamis sculpted also 
statues of heroines, like Alkmene (Plin. NH XXXIV. 71) and Hermione 
(Paus. 10.16.4). In Olympia he had carved a group of praying boys, dedica
ted by the city of Akragas (Paus. 5.25.5) and the horses in the chariot 
group of Hieron (the chariot was made by Onatas: Paus 6.12.1). 

Cicero (Brut. 18. 70), refers to his style and states that his statues were 
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rigid, but softer than those of Kanachos. Quintilian (Inst. Orat. VII. 10.7) 
thinks that Kalamis's statues were Jess rigid than those of his predecessors,. 
Kallon and Hegesias. Other sources speak of his delicacy ar?d grace (Dionys. 
Halicarn. de Isocrate c3.222), of his sence of balance (ευρυθμία) and correct 
proportion and elegance (κεχορηγημένον: Lucian. Dial, meretr. III.2). Finally, 
Propertius (III.9.10), Ovid(ex Ponto IV. 1.33) and Pliny (NH XXXIV. 71) 
speak of his ability to represent horses. 

Archaeological Data. The statue of Apollo in Apollonia has been iden
tified in coins of that city (Lippold, pi. 136, 9: Richter 1970,159, fig. 597). 
Among the later copies, the Apollo Omphalos (fig. 6) and the Apollo Tiber-
Cherchel are identified as Apollo Alexicakos (EAA, 293; Richter 1970, 160 
and Lippold 111, n 17 respectively), the Vatican Penelope is thought to be re
lated to his style (Richter 1970, 160n99); the Hermes Focioni in the Vatican 
can possibly be identified as the Hermes Kriophoros (EAA, 293)29, the so-
called Aspasia at Baia as the Sosandra (fig. 8.-EAA 293, fig. 345), while other 
identifications seem to be less likely (Künstlerlexikon, 453-455; Karouzos 
relates Kalamis to the Poseidon of Artemision: AD 13 (1930-31), 41-104, 
esp. 94). 

Bibliography: Brunn 1, 89ff., 125ff. EAA IV 219-294, s.v. J. Dörig. 
«Kalamis-Studien». Jdl 80 (1965), 138-265. Künstlerlexikon XIX, 453-
455. Lippold, 110-112. Orlandini, Calamide, Bologna 1950. Overebeck, 508-
532. RE X, 1522-36. E. Reisch, «Kalamis». ÖJh. IX, 1906,199ff. 

Further references see in Dörig. 

12. Myron of Eleutherai 
Date: c. 480-445. 

Sources: Myron was considered in antiquity as one of the three most pro
minent sculptors of the fifth century, the other two being Pheidias and Po-
lykleitos (Cic. de Orat. III.7.26; Herenn. IV. 6; Lucian. Somm. 8) and nume
rous statues of gods, heroes, athletes and animals are attributed to him by an
cient authors. One of his most famous works was the group of Athena and 
Marsyas, on the Athenian Acropolis (Plin. NH XXXIV. 57; cf. Paus. 
1.24.1). He also made the colossal statues of Zeus and Hera in the Heraion 
of Samos (Strab. XIV. 637b.), a statue of Hekate in Aigina (Paus. 2.30.2), 
a statue in Ephesos (Plin. XXXIV 58) and another in Akragas (Cic. in Verr. 
IV. 43.93), a statue of Dionysos (Paus. IX. 30.1; Anthol. Gr. IV. 173.270) 
and, possibly, a chryselefantine statue of Poseidon (Lucian, Gall. 24; cf. Over-
beck, 539, note). His images of heroes include a statue of Erehtheus in Athens 
(Paus. 9.30.1), three statues of Herakles, one in Messene (Cic. in Verr. IV.35), 
another in Samos (Strab. XIV. 637b) and another which was later carried to 
Rome (Plin. NH XXXIV. 57); finally a statue of Perseus, on the Athenian 
Acropolis (Paus. 1.23.7; Gatull. 55.25). 

Myron seems to have been interested in the rendering of the male body, 
for he carved statues of many athletes, like Ladas (Anthol. Gr. VI. 185. 
318; Gatull., I.e.), Lykinos (two statues: Paus. 6.2.2), Timanthes (Paus. 
6.8.4), Philippos (Paus. 6.8.5), Chionis (Paus. 6.13.2) and the most famous 
of all, the Discobolos, or discos-thrower, made ca. 460 B.C. (Lucian. Philopseud. 
18; Quintil. Inst. Orat. 11.13.8). This statue, perhaps an image of Hyakinthos, 
represented the athlete in the moment of springing and throwing the discos, 
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bending, with the head turned towards the hand that held the discos (Lu-
cian. 1 c. 45-46). A great deal of Myron's fame resulted from statues of animals. 
He is said to have made a bronze cow so lively that a calf tried to suckle her; 
this was later taken to Rome (Gic. in Verr. IV. 60.135; Procop. de bello gothico. 
IV. 21; Tzetz. Ghil. VIII. 370; Aelian. de nat. anim. epilog.); see the various 
epigrams in Anthologia Graeca in Overbeck 533-588); Myron also made four 
bronze bulls (Propert. II.31.7) and a dog (Plin. NH XXXIV. 57). 

Art and style: Myron respesents, in the eyes of the ancient writers, 
the first step of really life-like representations. Pliny states that Myron was 
the first to create life-like images (NH. XXXIV. 58). «He was more versati
le than Polykleitos and more diligent in symmetry. Yet he, too, expended 
his care on the bobily frame and did not represent the notions of the mind. 
His treatments of the hair of the head and body showed no advance on the 
rude attempts of early art» (Richter 1970, 164-165). Cicero (Brut. 18.70) 
considers his works as not yet realistic but beautiful and Quintilian (Inst. 
Orat. XII. 10.7) thinks of them as suppler and more advanced than those 
of Kalamis. Petronius (Satyr. 88) writes that Myrcn «was the one who could 
almost catch the soul of men and beasts and enchain them in bronze». Myron 
used the delian composition of bronze, while Pclykleitos the Aeginetan (Plin. 
NH. XXXIV. 9); 

From this evidence, we get an idea of Myron's style. It had perhaps 
some archaistic features, but it was innovating in trying to capture life; 
Myron was interested in the human anatomy and the symmetry of the 
human body and tried to capture its proportion and vigor in different mo
vements and postures. 

Archaeological Data: The type of the Discobolos is identified in seve
ral Roman copies (Furtwängler, 168-170; Richter 1970, 161; Lippold, 137-
38;EAA, 111), among which are the Lancellotti Discobolos (fig. 9, the only copy 
with an original head) and the Naples copy. The Athena-Marsyas group (Fig. 
10) has been recognised on Roman coins (Richter 1970, 162n24, Lippold, pi. 
136, 13; Furtwängler, 171 η. 1), in vase representations (Richter 1970, 162), 
and in Roman replicas -the best copy of Marsyas is in the Lateran and of 
Athena in Frankfurt (EAA 112, fig. 144). Perseus is recognised in replicas in 
London and Rome (Furtwängler, 197; EAA, 113). Beyond the attributions 
and identifications mentioned above, many others have also been suggested 
(see Jenkins I-IV; EAA, 113-114; Richter 1970, 165; Fuchs, 558; Künstler
lexikon, 311-314). 

Bibliography: Brunn I, 142ff. EAA, V, 111-115. Fuchs, 73-76, 349-350, 
358. Κ. Jenkins, «The Reinstatement of Myron». Burl. Magaz. I: 49 (1926), 
182-192; 11:50(1927), 189-196; Ill: 53 (1928), 36-43; IV: 56 (1930), 147-154. 
Künstlerlexikon XXV, 310-314. Lippold, 136-141. Overbeck, 533-610. RE 
XVI, 1124-1130. Richter 1970, 160-165. Schröder, Zum Discobol des Myron. 
Further bibliography see in EAA, 115. 

13. Lykios 
Date: 450-420. 
Sources: Lykios was Myron's son (Atheneus XI 486; cf. Harpork. and 

Suid. s.v. Λυκιουργεΐς; Paus. 1.23.7 and 5.22.2) and/or pupil (Plin. NH 
XXXIV. 79). He made a group that represented the duel of Achilleus and 
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Memnon, placed in Olympia (Paus. 5.22.2), a bronze statue of a boy with a 
perirhanterion (Paus. 1.23.7), a ctatue of a boy in flames (Plin. NH XXXIV. 
79), statues of the Argonauts (ibid.) and a statue of the Olympic victor Auto
lykos, placed neai the Prytaneion in Athens (Autolykos was victorious in 
422; Paus. 1.18.3 and 9.32.8; Plin. I.e.) He also carved statues of riders (er
roneously identified by Pausanias as the sons of Xenophon (Paus 1.22.4). 

Archaeological Data: Autolykos can be recognised in a statue in Rome 
(«Fanciullo del Palatino»: E A A, 746), while a statue of an athlete in Munich 
(Furtwängler, 259: Künstlerlexikon, 492) has been related to Lykios. Frag
ments of vases in Athens (near the Propylaea, presumably belonging to the 
riders group: Raubitschek. nrs. 135, 138) and Olympia (the duel group: 
Olympia V, 711, nr. 692) bear Lykios's signature. The latter group included 13 
over-life-size figures with an epigram writen in archaistic lettering. 

Bibliography: Brunn Γ, 258ff. Künstlerlexikon, XXIII, 492. Overbeck, 
861-867, Lippold, 183-184. RE XIII, 2993-2994. EAA IV, 746-747. 

14. Agorakritos of Paros 
Date: Second half of the fifth century. 
Sources: Agorakritos was a favorite pupil of Pheidias (Plin. XXXVI. 

17; Paus. 9.34.1). Two of his works were later attributed to his famous tea
cher, the statue of the Mother of Gods, in the Athenian Agora (Plin. I.e.; 
Paus. 1.3.5; Arrian* Peripl. Pont. Euxin. 9) and the marble statue of Nemesis 
in Rhamnous30. He also made the statues of Athena Itonia and Zeus (Paus. 
9.34.1; Strab. IX. 411). Reference to the quality of Agorakritos's art is made 
only by Strabo (IX. 396), who states that the statue of Nemesis equaled 
Pheidias's works in terms of size and beauty. The statue was originally an 
Aphrodite, presented in a contest with Alkamenes; Agorakritos lost in the 
contest and, in return, named his statue «Nemesis» and placed it outside 
Athens, in the attic demos of Rhamnous. It was made of Parian marble and 
wore a crown decorated with stags and victories; the goddess held in her left 
hand an apple branch and in her right a phiale. The base of the statue was 
decorated with a representation of Leda presenting Helen to Nemesis. 

Archaeological Data: The head of the statue was found during the exca
vations at Rhamnous (Rossbach, 64). Numerous fragments of the base have 
been preserved in the National Museum of Athens (S. Karouzou, Catalogue 
of the Collection of Sculpture, National Archaeological Museum of Athens, 1968. 
English Transi, by H. Wace, p. 54). A neoattic relief in Stockholm repro
duces the base relief (EAA, 147). A general view of the statue may be seen in 
Despinis's reconstruction (fig. 11) and it seems that Nemesis showed affinities 
to the Athena Parthenos. Another work of Agorakritos, the Athena Itonia, 
is perhaps related to the Villa Albani Athena or the Athena in the Capitoline 
(EAA, 147); Zeus is identifiable in the so-called Dresden Zeus (ibid.), while 
other attributions ha\e also been proposed (Künstlerlexikon, Γ, 125; EAA, 
148). From the archaeological and testimonial information we could con
clude that Agorakritos's style was more or less similar to Pheidias's manner, 
having the same idealistic standards. 

Bibliography: Brunn I, 239. EAA I, 1958, 146-148. Richter 1970, 
184-185. Lippold, 187-189. Overbeck, 829-843. Ridgway 1981, 171-174. 
Künstleriexikon I, 124-126. RE I, 882-883. 0 . Rossbach, «Zur Nemesis des 
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Agorakritos»^il/XV (1890), 64-71. G. Despinis, Συμβολή στή μελέτη του 
έογου του Άγορακρίΰου. Athens, 1971. Further references see in EAA, 148 
and Despinis. 

15. Kresilas of Kydonia 

Date: c. 450-425. 

Sources: Kresilas was from Kydonia in Crete (Plin. NH XXXIV. 53) 
but was active in Athens. Pliny (NH XXXIV. 74) attributed to him the sta
tue of a wounded man (Vulneralus), «in whom might be seen how much life 
remained», on the Athenian Acropolis. This may have been the statue of a 
man shot with arrows (the socalled Dieitrefes), seen by Pausanias (1,23.3). 
He also made a wounded Amazon (Plin. NH XXXIV. 53 and 75) for the 
Artemision in Ephesos, a statue of Doryphoros (ibid.), a votive statue of 
Pallas Tritogeneia (Anthol. Gr. IV. 142.119=Palat. XIII.13) and, finally, 
a well-known portrait of Pericles on the Athenian Acropolis (Plin. NH. 
XXXIV. 74; cf. Paus. 1.25.1). About Kresilas's portraits, Pliny (I.e.) com
mented that «Kresilas could make renowned men even more remowned». 

Archaeological Data: Five bases, bearing the signature of Kresilas, 
have been found on the Acropolis, in Hermione, and in Delphi (Richter 1970, 
178; Raubitschek, nr. 131-133). One of them, with the name of Dieitrefes, 
has been related to the Vulneratus, but the attribution is not certain (Furt-
wängler, 122-123). The type is identified in later copies (Protesilaos: Ridgway 
181, 191; Gladiatoie Farnese in Naples: Furtwänf 1er, 127). The statue of 
the wounded Amazon has been recognised in a Capitoline copy (Furtwän-
gler, 128; Ridgway, 181; see also Weber, «Die Amazonen von Ephesos» Jdl 
91, 1976, 94, who ascribes to Kresilas the Matter Amazon), while the 
portait of Pericles has been identified in two inscribed Roman Herms and in 
some replicas (fig. 12; Furtwängler, 117-122; Ridgway, 180-181). Finally, 
the inscription from Hermione (PAE 109, 174; Overbeck, 875) attributes a 
votive statue of Demeter Chthonia to Kresilas. Other attributions to the 
sculpter include the Athena Velletri (Furtwängler, 141-156), the so-called 
Diomedes in Munich (ibid. 146-156) and the Medusa Rondanini (ibid. 156-
161; Richter 1970, 181). 

Bibliography: Brunn I, 260 ff. EAA IV, 405-408. Künstlerlexikon, 
XXI, 500-502. Lippold, 172-174. Furtwärgier, 115-161. Richter 1970, 178-181. 
Ridgway 1981, 180-181. Overbeck, 870-876, 946. RE XI, 1714. Other refe
rences in EAA, 408. 

16. Kolotes of Herakleia 

Date: Second half of the fifth century. 

Sources: Kolotes was a pupil either of Pasiteles (Paus. V. 20.2) or of 
Pheidias (Plin. NH. XXXV. 54), with whom he worked in the creation of 
the statue of Zeus in Olympia (Plin. NH. XXXIV. 87). Also attributed to 
him are the statues of Athena in Elis, made of gold and ivory (Plin. NH. 
XXXV. 54; the statue is, erroneously, attributed to Pheidias by Pausanias 
(6.26.3), probably a case similar to the attribution to Pheidias of Agoratiitos's 
Nemesis), the Asklepios at Kyllene, made of ivory (Strab. VIII. 334), the 
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Philosophers (Plin. NH XXX. 87) and a chryselefantine table in Olympia, 
on which the crowns of the victors were placed, with relief representations 
of gods (Hera, Zeus, the Mother of Gods, Plouton, Dionysos e.a.: Paus. 5.20.1). 

Archaeological Data: Our information about Kolotes is very scanty, 
and none of his works are preserved. A tentative identification is the Athe
na Medici as the Athena of Elis (Künstlerlexikon, 253). Kolotes's style was 
close to the style of Pheidias and he must have been a specialist in gold and 
ivory work. 

Bibliography: Brunn I, 242ff. Künstlerlexikon, XXI, 252-253. RE 
XI, 1122-1123. Overbeck, 844-850. Lippold, 189. Ridgway, 169. EAA IV, 
380-1. 

17. Polykleitos 
Date : Second half of the fifth century. 
Sources: Polykleitos was from Argos (Plat. Prot. 311c) and a pupil 

of Hageladas (Plin. NH XXXIV. 55; but see Lippold, 162). Pliny (NH 
XXXIV. 55) dates him to the 90th Olympiad (c. 420), but his activity must 
have started around the middle of the century, since Pythokles, an Olympic 
victor whose statue had been made by Polykleitos, was victorious in 452. Besi
des his sculptural works, Polykleitos was famous in antiquity for his book on 
proportion and symmetry, the so-called Canon (fragments of his book are 
preserved in Galen, de temper. I. 9 and de plac. Hipp.; *ee also Plat. V. 425). 
His major commission seems to have been the colossal chryselefantine statue 
of Hera in the Argive Heraion, dedicated in 432. The goddess was represented 
seated, crowned, and holding in one hand a pomegranate and in the other a 
scepter (Paus. 2.17. 4-5 and 6.6.2; Maxim. Tyr. DIPS. 14.6; Strab. VIII. 372: 
Anthol. Gr. II.185.5=Planud. IV. 216; Martial. X. 89; Teitull. de Corona, 
7; Plut. Perici. 2; Lucian. Somn. 8; Philostrat. Vita Apoll. Tyan. VI. 19). 
Polykleitos also made statues of Hermes in Lysimacheia (Plin. NH XXXIV. 
56), of Zeus Meilichios in Argos (Paus. 2.20.1), of Aphrodite in Amyclai (Paus. 
3.18.7) and probably, the marble statues of Apollo, Leto and Artemis in the 
sanctuary of Artemis Orthia on Mt. Lykon (Paus. 2.24.5). 

Among his statues of heroes we know of Herakles Hageter (Plin. NH 
XXXIV. 56), Herakles killing the Lern aia Hydra (Gic. de Orat. 2.16.70) and 
an Amazon in the Ephesian Artemision, made for a contest with other scul
ptors (Plin. NH. XXXIV. 53). Polykleitos seems to have specialised in the 
statues of athletes. Besides the images of various olympic victors (Thersilo-
chos and Aristion: Paus. 6.13.6; Kyniskos: 6.4.11; Pythokles: 6./.10; Xeno-
kles: 6.9.2; Antipatros: 3.2.6), he made statues of athletes that became famous 
in antiquity: the Diadoumenos (c. 430 B.C.: Plin. NH XXXIV. 55; Lu
cian. Philopseud. 18), the Apoxyomenos, and the Apopternizon (ibid.). Most 
famous was the Doryphoros, known to us from many Roman copies (c. 450 / 
40: Lucian de Saltai. 75 and de morte Peregr. 9; Plin. NH XXXIV. 55; Cic. 
Brut. 86.296 and Orat. 2.5; Quintil. Inst. Orat. V.12.21; Galen, de Temperam. 
1.9 and de plac. Hipp, et Plat. 5; Tzetz. Chil. VIII. 319 ff.; Galen de Semine 
ILI.606). This statue was called by the ancients «Canon», because Polykleitos 
made it according to the principles of his book. The youth had an athletic 
body, his weight on his right leg, his left placed sideways and backward; 
with his left hand he grasped a spear, and his right arm was lowered. He had a 
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flat, long skull with hair arranged in superimposed, flat ringlets, following 
closely the contour of the skull (description b j Richter 1970, 190). The sym
metry and the proportions were harmonious and exactly rendered, and the 
members of the body balanced with each other. It served as a model to later 
sculptors (Quintil. Inst. Orat. V.12.21), even to Lysippos (Gic. Brut. 86.296). 

Polykleitos made also statues of a group of boys playing astragaloi 
(Plin. NH. XXXIV. 55), a Kanephore (Gic. in Verr. IV.3.5; Symmach. Epist. 
1.23) and possibly a portrait of Artemon(«Periphoretos»:Plin. NH.XXXIV. 56). 

Art and Style: Pliny (NH XXXIV. 56) observes that Polykleitos's 
statues always stepped forward with one leg and were, more or less, square 
and uniform, and that Polykleitos was very skilful in bronze casting («aeris 
fundendi») and the toreutic technique. Quintilian (Inst. Orat XII. 10.7) 
feels that Polykleitos's statues had beauty and grace and that «he added to 
the human figure more beauty than in reality, but he did not aeem to achieve 
the majesty of gods»; this statement coincides with Strabo's opinion (VIII. 
372). that Polykleitos's Hera, although beautiful, was second in size and gran
deur to Pheidias's Zeus. The fact that Polykleitos's images were beautifully 
shaped is testified also by Gicero (Brut. 18.70), while Plurarch (de Piotectib. 
in virt. 17; Quaest. conviv. II. 3.2) speaks of the very detailed working that 
Polykleitos thought as necessary: he said once that woik on a statue beco
mes difficult, when the clay gets to the point of being worked with the nail. 
It was this extremely careful elaboration that gave Polykleitos his fame. 
The ancient sources consider him ae one of the most prominent sculptors of 
antiquity and he "is always mentioned among the most renowned artists 
(Xenoph. Memorab. 1.4.3; Stat. S-lv. 11.267; Iuvenal. Sat. III . 217; Cic. 
de Orat. III . 7.26; Vitruv. I. 1.13 and III. praef. 2; Aristot. Eth. Nicom. 
VI. 7; Dionys. Halicarn. de Dinaicho 7 and de Isocrate 3 p. 541ff.; Columella 
de re rust. I praef. 21; Lucian. Somm. 8; see also Overbeck 606, note). 

Archaeological Data: Polykleitos's Hera is represented in Argive coins 
(Richter 1970, 192; Künstlerlexikon, 228), while a head in the British Mu
seum may be related to the statue (EAA, fig 284). Doryphoros has been 
identified with certainty in a series of Roman copies, the best preserved one 
being in Naples (Fig. 13; Richter 1970,190; Lippold, 164, n. 14; Furtwängler, 
228-229). Other identifications include Diadoumenos (in a number of re
plicas now in Louvre, the Pallazzo Giustiniani and, the best replica, from 
Delos, in Athens: fig. 14, see Richter 1970, 191; Furtwängler, 238-239; 
Lippold, 166n6), the statue of Kyniskos (as the Westmascott athlete: Richter 
1970, 193: Lippold, 164n5; Furtwängler, 258), of Hermes (Künstlerlexikon, 
226-227) and others (Furtwängler, 270ff.) 

Bibliography: Brunn I, 210ff. Overbeck, 929-977. Furtwaengler. 224-
292. Richter 1970, 189-195. Lippold, 162-169. EAA VI, 266-275, s.v. Poli-
cleto. Künstlerlexikon XXVIII, 224-229. Ridgway, 201-206. Lorenz, Po-
lyklet. Wiesbaden, 1972 Vermeule, Polykleitos. Boston, 1969. Bandinelli, 
Policleto. Florence, 1938. 

18. Paionios of Mende 
Date : Second half of the fifth century. 
Sources: Pausanias is our only literary source about Paionios. The only 

certain work of his is a marble Nike placed on the top of a pillar in Olympia 

5 
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(5.26.1). It was dedicated by the Messenians, either after a war against the Aca-
rnanians and the Oiniadai (452 B.C.) or, more likely, after the Spartan defeat 
in Sphakteria (425 B.C.; a simliar dedication was made by the Messenians 
in Delphi: Hölsher, 76). The Nike was repiesented flying, and was accompanied 
by an eagle, Paionios is also said by Pausanias to have executed the scul
ptures of the east pediment of the lempleofZeus (5.10.6); but this is not 
certain (Richter 1970, 187-188; Künstlerlexikon, 150). It seems that Pausa
nias was misled by the inscription on the base of the Nike, which read that 
Paionios made the akroteria of the temple. These consisted of two gilt kettles 
at each end of the roof and of a similarly gilt Victory at the middle cf the 
gable (Paus. 5.10.4). 

Archaeological Data: Fragments of the actual statue of the Nike (Fig. 
15) have been found during the excavations of 1875 (Curtius-Adler-Hirsch
feld, Die Ausgrabungen zu Olympia, I, 13, pi. 9-12), as well as blocks of the 
pillar (Hermann, «Die Pfeiler der Paionios Nike in Olympia», Jdl 87, 1972, 
232-257). Roman copies of the head have been identified in a head in Palazzo 
Venezia and a head in the Vatican (fig. 15, Richter 1970,187).Stylistic affini
ties of other copies with the Nike led to other possible attributions to the scul
ptor (EAA, 845-846), among which is the Apollo in Liverpool (Sauer, Arch. 
Jahib. 1906, 10). Finally, a three-sided base from Delphi, bearing honorary 
decrees for the Messenians has been identified as a dedication similar to the 
one in Olympia (Künstlerlexikon, 150). 

Bibliography: Richter 1970, 186-188. Lippold. 205. EAA V, 844-848, 
s.v. RE XVIir, 2412-13. Overbeck. 851-852. Brunn 1/ 244 ff. Künstler
lexikon, XXVI, 149-150. Hölscher, «Die Nike der Messenier und Naupaktier 
in Olympia». Jdl 89 (1974), 70-111. 

19. Pheidias 
Date: c. 450-430. 
Sources: Pheidias was considered as the most prominent sculptor in 

antiquity and we have abundant information about his works. 

The date given by Pliny (NH XXXIV. 49) is the 83rd Olympiad 
(448-445 B.C.), exactly corresponding with his main period of activity. He was 
probably a pupil of Hegesias (Dio Ghrysost. Orat. 55.1.282) or Hageladas 
(Tzetz. Ghil. VII. 929). Among his early works, we know of a bronze group 
representing Athena, Apollo, Erechtheus, Kekrops and Miltiades, dedicated 
in Delphi c.465, as a tithe offering for the victory in the battle of Marathon 
(Paus. 10.101-2). He also made a gold-and-ivory statue of Athena in Pellene 
(Paus. 7.27.2), a gilt wooden acrolithic statue of Athena Areia in Plataiai 
(Paus. 9.4.1; Plut. Aristid. 20) and a colossal statue of Athena Promachos 
on the Acropolis, made of bronze and dedicated c. 465-456 (Paus. 1.28.2, 9. 
4.1; Demosth. de Falsa Legat. 428; Aristid. Orat. 50T HI , 701; Schol. Ari
stid. Panathen. vol. III. 320; Pliny NH XXXIV. 54; Schol. Demosth. c. 
Androt. 13.597; Ovid, ex Ponto IV.1.31; Anthol. Gr. III. 201). But Pheidias's 
most famous works were created in the time of Pericles. The Athena Partbenos, 
(c. 447 B.C.), made of gold and ivory, was placed in the Parthenon (Strab. IX. 
396.; Schol. Demosth. c. Androt. 13.597; Schoi. Aristoph. Pax. vs. 605; Pliny 
NH.XXXIV. 54). It had a torso made of gold, the face of ivory, hands, feet and 
eyes of stone (Plat. Hipp. mai. 290b). The goddess wore the aigis (Aristid. 
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Orat. 24.T.I.528) with the gorgoneion (Eustath. ad. Od. 1704.37), and she held 
a spear. The shield was placed by her left side (Mas im. Tyr. diss. 14.6); on the 
exterior surface of the shield there was a presentation in îelief of amazono-
maohy (Paus 1.17.2; Pliny NHXXXIV. 18) and on the interior a Giganto-
machy (Plin. 1. c ) . Her right hand was stretched and a Nike stood in her open 
palm (Arrian. diss. Epict. II. 8. 20). The soles of her sandals were decorated 
with relief showing the battle between the Lapiths and the Centaurs, and on the 
base of the statue Pheidias had carved the creation of Pandora in the pre
sence of twenty gods (Plin. I.e.). Othei attributes were a serpent (Plin. 1. c. 
Plut, de Isid. et Osir. 75), a sphinx (Plin. 1. c.) and an owl (Dio Gbrysost. 
Orat. 12.6.373; Hesych. s. v. Glaux; Auson. Mosella 308). The whole statue 
carried forty (Thucyd. II. 13; Plut, de vitando aere al. 2) or fifty (Diod. 
Sicul. XII. 40) talents of gold, that could be removed in case of public 
emergency or just for inspection (Plut. 1. c. and Perici. 31; Diod. Sicul. I.e.; 
Thucyd. 1. c ) . The gold was gradually removed (Isocr. c. Gallin. 57: Suid. s. 
v. Philourgos and Phileas; Eustath. ad. Od. 1704. 37; Paus. 1.25.6) and even
tually the goddess remained «naked» (Athen. XI. 405f.; Plut, de Isid. et Osir. 
71). The ultimate fate of the statue is not known although it might have been 
carried to Constantinople in later times (Schol. Aristid. Oiat. 50). 

Of uncertain date (perhaps around 451-448 B.C.) is the statue of Athena 
Lemnia on the Athenian Acropolis (Paus. 1.28.2), whose facial beauty was 
famous in antiquitv (Plin. NH XXXIV. 54; Lucian. Imagg. 4; Himer. Orat. 
21.4; Anthol. Gr. ÌV. 168.248 and 1.193). During the same period Pheidias 
made a bronze Athena, later in Reme (Plin. NH XXXIV. 54), the statue 
of Hermes Pronaos in Thebes (Paus. 9.10.2), the statue of Aphrodite la .ej in 
Rome (Plin. NH XXXVI. 15) and the statue of an Amazon (Lucian. Imagg 4.6; 
Plin. NH XXXIV. 53). Three bronze statues are mentioned by Pliny, one of 

them being a colossal statue of a male nude, later in Rome (NH XXXIV. 54). 
The chryselephantine statue of Zeus in Olympia31 was of colossal di

mensions (Strab. VIII. 353, Dio Chrysost.Orat.; 12.25) and of extreme beauty, 
grace, and majesty (Dio, 1. c. 12.51; Cic. Orat. 2. 8; Plut. Sull. 17; Quintil. 
Inst. Orat. XII. 10.9). Pheidias's masterpiece earned him most of his fame 
(Lucian. de Sacrif. II; Anthol. Gr. II. 208.48) and it was later considered as 
one of the seven wonders of the world (Hygin. fab. 223; Philon Byzant. de 7 
orbis spectaculis; Vibius Sequester Append, e cod. Revii, 37. ed. Oberlin; 
Cassiod. Variar. VII.15). The source of Pheidias's inspiration is said tc have 
been a homeric passage (Iliad. I. 527: Strab. VIII. 353; Eustath. ad. II. 
145, 1.13; Valer. Maxim. III. 7ext. 4; Macrob. Saturn. V. 13.23) and the ma
jesty of the epic verses was transferred to the image of the God: it was gran
diose, though noble (Pompon. Mela. II.3) and peaceful and benevolent (Dio 
Chrysost. Orat. 74-75, 412 and 85, 417: Philostr. Vita Apoll. Tyan. IV. 38). 
Pausanias (5.11.1-10) provides us with an extensive description of the statue. 
Zeus was seated, holding in his right hand a Nike and in his left a scepter; he 
wore a gold himation and gold sandals. His throne was decorated with gold 
and precious stones, paintings and sculptures. The base was decorated with 
gold images of gods. In front of the statue there was a pool for the oil used to 
provide moisture for the ivory. As is the case with the Athena Parthenos, 
we are not certain about what finally happened to the statue. We know that 
the temple of Zeus was burned down in the fifth century A.D., but it is not 
known whether the statue was then destroyed (Schol. Lucian. 221, ed. Ja-
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cobitz). since it may have been lai er in Constantinople (Gedrenus Comp, 
higtcr/322B). 

Pheidias made also two chryselephantine statues in Elis: one of the 
Aphrodite Ourania (Paus 6.25.5; Plut. Conjug. piaecept. 32). and one of 
a boy binding a fillet around his head (Anadoumenos, Paus. 6.4.5). Finally, 
there are some works altributed to Pheidias, but not with certainty: a bronze 
Apollc Parnopios on the Acropolis (Paus. 1.24.8), whose head was possibly 
later in Constantinople (Tzetz. Chil. VIII. 333), a stetue of Athena made in a 
contest with Alleamene s (ibid. 353.3), a Hera/Herakles group (ibid. 353) and 
a marble Zeus (Cedren., Histcr. 32). 

About the architectural sculptures of the Pathenon there is no lite
rary evidence. We know that Pheidias was in charge of the sculptural 
decoration (Plut. Perici. XIII. 4) and, probably, ran a huge workshop. But 
still, even if it were not his own hand, his personal mark was left on the mo
nument's «sublimity and precision» (Demetr. de Eloct. 14). 

Art and Style: The literary sources tell us that Pheidias worked in 
engraving and microtechnique (Martial III. 35; Iulian. Imperat. Epist. 8; 
Niceph. Greg. Hist. VIII. 7; Martial. IV. 39.1.4 and X. 87.15), as well as in 
embossed metalwork (τορευτική : Plin. NH XXXIV. 54). He was skilful in 
working in ivory, metal or stone (Seneca, Epist. 85; Philon. lud. Peri Methis -
370). 

His style was majestic and precise (Demetr. 1. c. Dionys. Halicarn. de 
Isoer. 3.541 ff.), severe and gracious (ibid.). He was believed to have reached 
the very essence of art, thus creating a uniform style,clcse both to reality and 
idealism (Philon. lud., 1. c ) . His extremely creative imagination (Lucian. 
Hermot. 54; Philostr. Vita Apoll. Tyan. VI. 19) allowed him to create tran-
scedential images (cf. Anthol. Gr. II. 208.48) and his skill and ability allowed 
him to give form and shape to his inspiration (Tzetz. Chil. VIII. 347, where 
Pheidias is said to have had a«sharp eye» and ability for geometric calculations). 
Hence, he combined «ara cum scientia» (Cic. Acad, prior. II. 47.146). The 
beauty and majesty of his works made him famous and earned him the place 
of the most prominent sculptor in antiquity (general admiration expressed 
in Ariistot. Eth. Nicom. VI. 7; Theodor. Hyrtac. b. Boissonade Anecd. Gr. 
I. 246; Origenes c. Celsum VIII. 17; Suid s v. Agalmatopoioi ; Collumella de 
Re rust. I praef. 21). 

Archaeological Data: The Athena Promachos type has been identified 
in Roman coins and in a Roman torso (the so-called Medici torso: Fuitwän-
gler 29-32) (fig. 16). The Athena Parthenos has been recognised in a series 
of replicas, like the Varvakeion statuette (fig. 17; Papaspyridi, Guide, 46ff.; 
Richter 1970, 170), the Athena Lenormant (Richter, 1. c; Papaspyridi, 
47ff.), and others (Richter 1970, 170). The reliefs of her shield are identified 
in the Strangford shield (Richter 1970, 1. c) . and in relief plaques found in 
the sea of Piraeus (Lippold, 147; Richter 1970, 1. c ; Stephanidou-Tiberiou, 
Νεοαττικά, Athens 1981). The other renowned masterpiece, the Olympian Zeus 
is identified in coins (Richter 1970,172) but there does not exist a single copy 
of it (for the reliefs of the base and the throne see Furtwängler, 43ff). The 
Athena Lemnia (fig. 18) has been recognised in several copies (like the Dresden 
statue: Furtwängler, 5-8). Other works by Pheidias" have also been identi
fied (Richter 1970, 174-176), while several Roman copies are attributed to 
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him (Richter 1970, 1. c : the Tiber Apollo and the Demetei Cherchel; also 
the Athena Medici32, the Diadoumenos Farnese: Lippold, 164 n. 4 and 6, etc). 
Other attributions (EAA, 653-658; Furtwängler, 39, 71, 95, 136, 244, 298 
e.a.) have also been suggested. 

Bibliography: Richter 1970, 167-178. Lippold, 141-157. EAA III, 1960. 
649-660, s.v. Fidia. Ridgway, 161-171. Künsllerlexikon XXXVI, 541-546. 
Oveibeck, 618-807 and 808-856 (for his school). Picard 1,308-521 (Phidias et V 
art du Parthenon) and II, 524-531 (Le style Phidias). Fuchs, 79-80, 189, 191-
194, 196-197, 263-265, 313, 351-352, 392-394, 415-422, 433-330, 558-560. 
Langlotz, Phidiasprobleme, 1948. Buschor, Phidias der Mensch. 1948. Be-
catti, Problemi fidiaci, 1951. 

Extensive references see in EAA, 658-660. 

20. Alkamenes. 

Date : Second half of the fifth century. 
Sources: Alkamenes was probably an Athenian (Plin. NH XXXVI. 

16), despite the information that makes him an islander (Suid. s.v. Alkamenes) 
or a Lemnian (Tzetz. Chil. Vi l i . 340)33. He was a contemporary of Pheidias 
and his pupil (Paus. 5.10*8; Plin. NH XXXIV. 49. 72 and XXXVI. 16) and/ 
or rival (Tzetz. 1. c ) . 

His most famous work was the statue of Aphrodite in the Gardens 
(Paus. 1.19.2; Plin. Ν H XXXVI. 16), admired for her facial beauty, and the de
licacy and symmetry of her hands (Lucian. Imagg. 4-6). He had also made a 
statue of Hera, in her temple at Aliartos (Paus. 1. 15), a triple figure of He-
kate Epipyrgidia in Athens, near the temple of Apteros Nike (Paus. 2.30.2), 
statues of Ares (Paus. 1.8.4), Hephaistos and Athena in the Agora of 
Athens (Cic. de nat. deor. I. 30; Valer. Maxim. VIII, II. ext. 3). 

Alkamenes created also the colossal statues of Athena and Herakles 
in Thebes, dedicated after 403 (Paus. 9.11.6), a statue of seated Dionysos in 
Athens (Paua. 1.20.3), a statue of Asklepios in Mantineia (8.9.1), a bronze image 
of a victor in pentathlon (the so-called Encrinomenos: ΝΉ XXXIV. 72), and 
another statue of Aphrodite (Tzetz. Chil. VIII. 353, in a contest with Phei
dias). Pausanias erroneously attributes to him the sculptures of the west 
Pediment of the temple of Zeus in Olympia (5.10.8; but the dates of the Olym-
pieion are too high foi Alkamenes). 

Art and style: Alkamenes was able to create images with gravity and 
majesty («pondus»: Quintil. Inst. Orat. XII.10.8) but, if the story narrated 
by Tzetzes is true (Chil. VIII. 340), he was exceeded by Pheidias. However, 
he was considered as one of the most prominent sculptors of the century 
(Dionys. Halicarn. de admir. dicendi in Demosth. 50). 

Archaeological Data: Roman archaistic herms of bearded men, from 
Pergamon and Ephesos are considered copies of Alcamenes's Hermes Pro-
pylaeos, evidenced by their inscriptions (fig. 19; Richter 1970, 182, η. 47-
49; Ridgway, 174), which Pausanias saw on the Acropolis, without mentio
ning the sculptor (Paus.1.22.8). Copies of this statue are also preserved in other 
museums (Richter 1970, 182). The colospal seated Dionysos may be identi
fied in Roman coins (Künstlerlexikon, 294), while the triple statue of Hekate 
can be identified in a fourth centuiy relief from Aegina (ibid.). The statue of 
Aphrodite in the Gardens has been recognised in copies (Aphrodite of Na-
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pies and Freius: Ridway, 175; in Louvre: Furtwängler, 19). Other statues 
attributed to Alkamenes are the so-called Prokne and Itys (Ridgway, 195-6), 
the Ares Borghese (related to the Ares of the Agora: Ridgway, 178, Lippold, 
186n8; Furtwängler, 89-90), the Kore Albani (EAA, 259), the Capitoline 
Hera {Römisch. Mitt. 1889, 65 ff.), the Farnese Athena (Furtwängler, 84) 
and others (Künstlerlexikon, 295-296). 

Bibliography: Brunn I, 234. Richter 1970, 181-184. Lippold. 184-187. 
EAA I, 255-260, s.v. Overbeck, 808-828. Ridgway, 174-178. Künstlerlexikon, 
I, 293-296. RE Γ, 1507-1508. Walston, Alkamenes and the establishment of the 
Classicaltype in Greek Art. 1926. Schrader, Alkamenes-Studien, 1981. Picard ΙΓ, 
551-586. L. Gapuis, Alkamenes. Fonti starice e archaeologike. Firenre 1968. 

21. Kallon of Elis. 
Date: Last quarter of the fifth century. 
Sources: Pausanias (5.25.2-4) mentions the group of achoros of 35 boys 

from Messene, with their chorodidascalos and fluteplayer, dedicated at O-
lympia, and the reason for the dedication (they were drowned and the Mes-
senians dedicated the statues). The other known statue of Kallon wai an image 
of Hermes, also dedicated at Olympia (ibid,; the base of the statue with part 
of the inscription is found in Olympia and the letters are dated in the last 
decades of the century: Künstlerlexikon XIX, 482: see also Lippold, 203). 

Bibliography: Brunn Γ, 113ff. Künstlerlexikon XIX, 482. Overbeck, 
475-476. RE X 1758. Lippold, 203. 

22. Kallimachos. 
Date: 425-400 (?). 
Sources: We only know three works of Kallimachos. Pausanias (1.26.6 

describes the golden lamp, placed in the Erechtheion, tha t needed to be fil
led with oil only once a year. He also mentions a seated figure of Hera in 
Plataiai (9.2.7). Finally, Pliny (NH XXXIV. 92) mentions the third scul
pture, the dancing maidens from Sparta. 

In what his art and style are concerned, Pausanias (1,26.6), Vitruvius 
(IV. 1. 10) and Pliny (1. c.) call Kallimachos «katatexitechnos» (very skil
ful), a term that shews the accurary, elaborateness, and detailed working 
tha t he was able to achieve Pliny (I.e.) also says that the Spartan maidens 
are of «flawless precision», but deprived of all their grace and elegance, men
tioned otherwise by Dionys. Halicarn. (de Isocrate e. 3.522). An important 
observation is, finally, made by Pausanias, tha t Kallimachos was the first 
to «bore marble», perhaps meaning that he was the first to use the drill. Also 
he was said to have invented the Corinthian capital (Vitruvius, 1. c ) . 

Archaeological Data: A relief in the Capitoline museum, representing 
Pan and the three Graces may be attributed to Kallimachos, on the basis of 
the inscription (Richter 1970, 186). Pliny 's Spartan maidens can be identi
fied in Roman reliefs (Furtwängler, 438). Among the attributions we may 
note the Aphrodite Freius (EAA, 299), the Charis del Palatino (ibid.), while 
others are made by Furtwängler (p. 441). 

Bibliography: Brunn I, 251. Richter 1970, 185-86. Lippold, 222-223. 
EAA IV, 298, s.v. Overbeck, 893-896. Künstlerlexikon XIX, 475. RE X, 
1645-6. 
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23. Strongylion. 
Date: c. 425-400. (Richter 1970, 188). 
Sources : From Pausanias we learn about several works by Strongylion. 

There was a bronze statue of a horse, dedicated by Chairedemos on the Acro
polis, representing the Trojan Horse (1.23.8; cf. Hesych. s.v. Doureios Hip
pos ; Aristoph. Av. 1128 and the scholium in this line; Schol. Plat. Com. 
frg. 201). Also on the Acropolis there was a bronze oxen, probably made by 
Strongylion, dedicated by the Assembly (Paus. 1.24.2; Hesych. s.v. Bous en 
Polei; Diogen. III. 67; Athen. IX p. 396D). Other works of Strongulion 
were: the statue of a boy, that was later admired by Brutus (Plin NH XXXIV. 
32; Martial. II. 77.3 and IX. 51. ff. and XIV. 171), the statue of an Amazon, 
admired for her beautiful legs and carried by Nero (Plin. NH XXXIV. 82), 
the statue of muses on Mt. Helikon (Paus. 9.30.1) and, finally, of Artemis 
SoteirainMegara(Paus. 1.40.2). Of his style we know practically nothing. From 
the sources and from Pausanias's statement, that Strongylion made succesfully 
horses and oxens, we may assume that he specialised in animal figures. 

Archaeological Data: There is evidence about the statue of Artemis 
Soteira, whose image is probably represented on Roman coins of Megara and 
Pegai (Richter 1970, 188). Also the Amazon is identified in a copy of a rider 
Amazon, in Naples (EAA, 519; Furtwängler, 140) and the «Bruti puerv in a 
terracotta copy (ibid.). 

Bibliography: Brunn I, 267. Richter 1970, 188-9. Lippold. 189. EAA 
VII, 518-519, s.v. Overbeck, 877-892. F. W. Hamdorf, in Stele Kontoleon-
tos, Athens 1980, 231-23. RE IV A 372-374. 

ΠΕΡΙΛΗΨΙΣ 

Οί μετά τής κλασσικής τέχνης καί είδικώτερον τής γλυπτικής του 5ου αί-
ώνος ενασχολούμενοι αρχαίοι συγγραφείς δύνανται να καταταχθούν είς τρείς 
κατηγορίας: τους γράφοντας περί της Θεωρίας τής Τέχνης, οί όποιοι τονίζουν 
είτε το έργον τής Τέχνης είτε την προσωπικότητα τού καλλιτέχνου, περί τής 
Τστορίας της Τέχνης, οί όποιοι περιλαμβάνουν τους καθαυτό ίστορικούς και τους 
ρήτορας και τέλος είς εκείνους οί όποιοι παρέχουν περιστασιακός περιγραφάς 
έργων τέχνης, άνευ συστηματικής προσεγγίσεως τού θέματος (Πίναξ 1). 

Είς τάς πηγάς παρέχονται στοιχεία δια 24 γλύπτας τού 5ου αίώνος, είς τους 
οποίους αποδίδονται έν συνόλω 165 γλυπτά έργα (Πίναξ 2). "Αν καί ό αριθμός αυ
τός αντιστοιχεί μόνον προς ελάχιστον τμήμα τής πλούσιας παραγωγής τού αίώ
νος, δύναται νά χρησιμοποιηθή ως ένδειξις τής παραγωγικότητος κάθε γλύπτου 
καί τού εργαστηρίου του. 

Οί γλύπται δύνανται νά καταταχθούν είς έξ ομάδας, έπί τή βάσει τής σημασίας 
την οποίαν οί αρχαίοι συγγραφείς τους προσδίδουν (Πίναξ 3). Τρία κριτήρια λαμ
βάνονται ύπ' όψιν δια τον καθορισμόν τής σημασίας: ή παραγωγικότης, τό είδος 
τών παραγγελιών καί τα σχόλια τών πηγών δια την ποιότητα τής τέχνης των. 

Γενικώς υπό τών πηγών υιοθετείται μία εξελικτική θεωρησις, δεχόμενη 
δτι ή γλυπτική τού 5ου αΐώνος προήχθη άπό έν πρώιμο ν στάδιον είς τό στάδιον 
τής τελειότητος, τό άντιπροσωπευόμενον υπό τού Φειδίου, τού Μύρωνος καί του 
Πολυκλείτου. Ή θεώρησις τούτη προετάθη πρώτον ύπό τών αρχαίων Ιστορι
κών τής Τέχνης καί είδικώτερον ύπό τών ρητόρων. 
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NOTES 

1. Diogenes Laert. VIII. 47. For possible connection of Pythagoras with the 
Pythagoreans see Pollitt, 20-21. 

2. Pollitt, 14-20 & bibliography n. 4. 
3. Plin. NH XXXIV. 58. Another sculptor who was said to have written on his art 

was Menaichmos, but we know almost nothing of him. 

4. 0 . Benndorf, «Der Kanon des Polyklet». Zeits. Oest. Gynn. XX (1869), 260-268. 
F. Hiller, «Zum Kanon des Polyklets». Marburg. Winckelmanspr., 1965, 1-15. H. von 
Steuben, Der Kanon des Polyklets, 1973. P. Tobin, «The Canon of Polykleitos» AJA 79 
(1975), 307-322. H. Philipp, «Zum Kanon des Polykleitos». Wandlungen E. Homan-Wede-
king, 1975, 132-140. A. Stewart, «The Canon of Polykleitos: A Question of Evidence», 
JHS 98 (1978), 122-131. 

5. The connection of the Pythagoreans with Polykleitos was first suggested by Diels 
(AA 1889,10; Ant Technik 1914, 15). See also Stewart, I.e., 127 & n. 34. 

6. Plat. Rep. 596b; 603b. Pollitt, 43. 
7. Phileb. 64e. cf. Rep. 401a. Pollitt, 16-17. 
8. Politics 1340a33. Generally, the moralistic approach does not seem to have 

influenced or reflected artistic tendecies of the fifth century. 
9. Encomion to Helen, sec. 18. Pollitt, 51. For Gorgias's τέρινις (pleasure) in Rhe

torics and poetry see W. J. Verdenius, «Gorgias' Doctrine of Deception», Hermes, Einzel
schritten Hft. 44, Wiesbaden 1981, 118 & n. 16. 

10. Pollitt, 34. 
11. RE XXII, 1, 558 ff. 
12. RE XVIII, 3, 418ff. 
13. Pollitt, 53 ff. 
14. Enneads 5.8.1. Pollitt, 56-57. 
15. Pollitt, 74-77. Venturi, 37 ff. 
16. RE I, 2421, EAA I, 416. Venturi, 37. Pollitt, 77. 
17. His history contained popular biographical anecdotes. Pollitt, 77. 
18. His work, De mirabilibus operibus, included probably personal appreciation of 

famous statues. Pollitt, 78 
19. See Pollitt, 80-81 
20. Pollitt, 83-84. 
21. Ibid., 82-83. 
22. Seneca relates beauty to ornament (Venturi, 53). For Dio see Pollitt, 57. For 

Philostratos see Politt, 103 n. 50. 
23. Richter 1970, 155. 
24. The first group had been abducted by the Persians. 
25. Part of the base has been found in the Agora; see T. L. Shear, AJA 40 (1936), 190· 
26. The problem of the date of Hageladas is discussed in Brunn and esp. Fricken-

haus, 24-28. The latter thinks that there were two sculptors with the same name. 
27. Frickenhaus (p. 33) finds, justifiably I think, stylistic differences between the 

two statues of Hageladas and attributes each one to different sculptors. 
28. G. Oikonomos («Κερετίζοντες», AD 1920-21, 56-59) thinks that «Κελετίζοντες» 

stands for «Κερατίζοντες» and relates to this work a relief of young boys in the Nat. Mus. 
of Athens (3477). 

29. But see Lippold 111 and n. 15. 
30. For a description see Paus. 1.33.2-8; Plin. 1. c ; Strab. IX 396; Zenob. 5.82; 

Suid. and Phot. s. v. Rhamnousia Nemesis; Tzetz. Chil. VII. 931 & AEpi-t. 21 ex cod. 
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Paris 2565; Hesych. s. v. Rhamnousia Nemesis; Pompon. Mela I I . 3; Coll. rer. memorab. 
7. 26. 

31. Dated propably after 438 (see discussion of the date in Richter 1970, 173; cf. 
also RE XVIII, 85 and Ridgway, 167-168). For general information see Pausanias 5.10.2 
and 5.15.1; Dio Chrysost. Orat. 12.52.401; Strab. VIII. 353). 

32. But see Ridgway, 169. 
33. See Richter 1970, 181. Actually, he could have been an Athenian cleruch from 

Lemnos. 
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ΠΟΙΑ ΕΙΝΑΙ Η ΕΝΝΟΙΑ ΤΗΣ ΑΝΘΡΩΠΙΣΤΙΚΗΣ ΜΟΡΦΩΣΕΩΣ 

Οί "Ελληνες έδωσαν δια πρώτην φοράν έν τώ κύκλω τής ευρωπαϊκής 
πνευματικής αναπτύξεως την διατύπωσιν των δύο δρων « π ο λ ι τ ι σ μ ό ς » 
και « μ ό ρ φ ω σ ι ς»· δηλαδή σύνολον τών πνευματικών αντικειμενικών 
διαμορφώσεων και ένότης τής πνευματικότητος τής προσωπικότητος. 
"Οπου κατόπιν είς την Δυτικήν έξέλιξιν δημιουργείται πολιτισμός και 
παιδεία, αυτά διαμορφώνονται αμέσως ή εμμέσως κατά σχέσιν μέ τους 
"Ελληνας συγγραφείς. 'Εδώ έγκειται ή ουσία τής συνδεδεμένης μέ τους 
"Ελληνας ανθρωπιστικής μορφωτικής ενεργείας... "Ετσι, ό Ελληνικός πο
λιτισμός δεν είναι δι' ήμας πρότυπον ή παράλληλον διαφωτιστικόν δεί
γμα, αλλ' αύτη αυτή ή πηγαία εικών τοΟ πολιτισμού" και συνεπώς ή μο
ναδική καθοδήγησις δια τήν κατανόησίν του. 

Άπο το έν σελ. 103 άρθρον τοΟ Dr. Ο. Vicenzi W. Jäger 


