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2KLA and xpwua - The Importance
of Preliminary Drawing

Paolo Liverani

Abstract

An important issue in the research on ancient sculp-
tural polychromy is the initial layer applied to a
ground, which serves as a base for subsequent layers
of paint. It was identified in a number of cases and
labelled as «underpaint> (in German, Untermalung)
or «underdrawing> (in German, Unterzeichnung).
These definitions have not always been used in a con-
sistent way. In the field of conservation, the common
terminology contains a subtle but important differ-
ence: underpaint is necessary for giving a nuance or
shadow to the finallayer, while underdrawing is only
a preliminary drawing, a trace to follow in applying
the colours. In order to avoid misunderstandings, it is
useful to clarify our terminology. In this regard the

Introduction

During the studies which contributed to the prepara-
tion of the exhibition Bunte Gotter (2003), a series of
technical issues arose which were discussed in the
following years. One of the results concerned some
aspects of the painting technique. Our knowledge in
this field is still far from complete or even satisfying,
yet what is already clear is the need to study poly-
chromy by considering the painting as a stratified
process with several layers, each one of which has
different functions and aims to obtain specific ef-
fects, not considering restorations or repaintings.
The analysis of the Caligula head in the Ny Carls-
berg Glyptotek, Copenhagen identified several car-
bon black traces of a drawing outlining the eyes of
the emperor, while other similar details were recog-
nized in the fringe of the hair®. These traces were de-

1 Brinkmann etal. 2003.
2 Verrietal. 2010, 51; Verri etal. 2014, 161.
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ancient sources on painting on sculpture are not very
helpful, but we can consider the much richer infor-
mation concerning paintings on wooden panels. In
this field, the Greek technical term for «underdraw-
ing> is okLa or oxlaypagia. The most detailed sources
on this process date back to the period of late antiqui-
ty, although the earliest attestations are found in the
Epistles to the Hebrews and the Colossians from the
1stcent. A.D. Given the widespread diffusion of the
underdrawing technique in panel paintings, we are
also equipped to interpret the traces found on sculp-
tures according to the same principles.

Keywords: underdrawing, underpaint, panel
painting, preliminary drawing, sinopia

scribed as «underpaint> (in German, Untermalung).
Some years later, the study of the Treu Head in the
British Museum identified a carbon black «nder-
drawing> (in German, Unterzeichnung), which was
applied directly onto the stone surface followed by
the application of the flesh tones?. More precisely, this
underdrawing consists of outlines of the eyes, the
irises, the pupils, the eyelashes, and the eyebrows.
The authors proposed a comparison with the line
drawing on the eyes and eyebrows in red paint of the
head of the Wounded Amazon, recently discovered at
Herculaneum?, but it remains unclear whether the
traces on the Amazon correspond to the final paint
layer or to a preliminary drawing for other now-lost
paint layers. A few other Roman sculptures could be
added to the list, such as the Livia from the Villa of

3 Verrietal. 2014, 162 f.; Moesch 2008.
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1 Left eye of the Togatus at Formia with traces of under-
drawing

the Mysteries at Pompeii4, the head of a togate in the
Museum of Formia’ (Fig. 1), the Darting Apollo® of the
Villa Corsini at Florence (Fig. 2), and the 3¢-cent. por-
trait of a Serapis priestin Berlin’. C. Blume® took stock
of the situation by describing and discussing this
type of trace in Hellenistic sculpture as Untermalung
or Vorzeichnungen, that is canderpaint> or «(prelimi-
nary) sketches».

Terminology

Ithink that it is high time to clarify these issues, first
of all with regard to the modern terminology to avoid
misunderstandings, and then - if possible - regard-
ing the ancient terminology, to see whether the arch-
aeological evidence can find some correspondence in
the ancient sources.

In the field of conservation, the common terminol-
ogy is based upon a subtle but important distinction
between underdrawing and underpaint. Allowing
for a certain degree of simplification, by not consider-
ing the evolution of the technique in modern times,
underdrawing can be defined as the «preliminary
drawing made before the application of an overlying

4 Maiuri 1930, 13-17; Reutersward 1960, 189. 211; pl. XIII; Win-
kes 1995, 204 no. 189; Bartman 1999, 157 f. no. 27. Unfortunately,
the traces — which are still clearly visible in the early photo-
graphs —are now lost.

5 Aurigemma 1921, 324-331 figs. 22-24; Goette 1990, 126
Ba269; Cassieri 2001, 28-30 no. 7; fig. 18; Liverani 2014, fig. 25.
6 Paolucci 2010, 139-142. 272-274 no. 67. Cf. also a portrait of
the age of Philip the Arab in a private collection, where the un-
derdrawing is partially covered by traces of the skin colour:
Brinkmann etal. 2010, fig. 270.
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2 The head of the <Darting Apollo> at Villa Corsini

layer®». Conversely, underpaint is «a preliminary lay-
er of paint» which serves «as a base for subsequent
layers of paint and to define colour values for later
painting details®». For instance, an underpaint has
been recognized when the deepest part of a drapery
fold was painted with a dark tone in order to obtain
the effect of a shadow as the final layer of painting
was superimposed and acquired a darker nuance due
to the ground tone!.

An underdrawing, by contrast, in the case of a
portrait, helps the painter to fix the fundamental fea-
tures of the face in order to apply the nuances and
shadows of the colour of the skin or the hair. In other

7 S.Maigele, in: Scholl 2016, 219 f. no. 141.

8 Blume 2015, 27-29. 35-37.

9 Ward 2008, 721 f. German: Unterzeichnung, Italian: disegno
preparatorio, French: dessin préparatoire.

10 Weyer etal. 2016, 60. German: Untermalung, Italian: cam-
pitura preparatoria, French: sous-couche.

11 Blume 2015, 36. 191 f. (Muse from Delos no. 22, folder of the
nebris). 275 f. (child statuette no. 84). 287 (Alexander Sarcopha-
gus no. 87).
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words, the underpaint will influence the final tones,
as G.Treu already correctly pointed out!?, whereas
the underdrawing will be completely covered, so that
the outline of features such as the eyelashes and the

Sources

This clarification complete, we now may investigate
the ancient literary sources in search of equivalent
terms, if they ever existed. In the technical Greek
terminology, I was not able to find any specific word
corresponding to underpaint, but there are two
terms for underdrawing: ckid and — more common-
ly - oxiaypaopia, together with the cognate verb
OKLOYPUPEW.

According to J.]. Pollitt’3, okitaypagia has three
main meanings: firstly, the drawing of a silhouette or
outline; secondly, a sketch; and thirdly, what could be
translated as chiaroscuro or shading. I mention only
en passant that other authors have hypothesized fur-
ther interpretations for the third meaning, including
a combination of perspective and shadow-effect, a
trompe I’ceil, or, finally, even a Pointillist or Division-
ist technique®. The debate has primarily focused on
the first and third meanings, with special attention
being given to Plato’s work, while the second mean-
ing has been discounted as being rare and less signifi-
cant. However, this position is a consequence of the
exclusion of late antique sources, which indeed are
rich, explicit, and clear on the meaning of the term.
In the late antique authors, we find a technical mean-
ing of oxiaypagia which is not exactly «sketch>, but
rather «preliminary drawing» or «sinopia> when used
in the case of mosaics. For the latter meaning, we

12 Treu 1884, 35.

13 Pollitt 1974, 247-254, esp. 251.

14 Keuls 1975; Pemberton 1976; Bruno 1977, 14. 27. 34. 37.41. 43;
Keuls 1978, 38. 40. 55. 62. 89. 94. 110. 115. 129 f.; Moreno 1987, 33.
81; Rouveret 1989, 13-63; Moreno 1997; Barthelet 2012; Rouveret
2006; Stoichita 1997, 28 f.; De Rosa 2017.

15 Alex. Aphr. 827,2,9-17 (ed. Hayduck 1891); Diels 1951, 1, 420,
45 [33] Eurytos, fr. 3: «keloBw Adyov xdpv 6pog 100 avBpwmov 6
G V apopoc, 6 88T & ToD QUTOD T0DTO BelG EAGuBave Yneisag
Stakooiag mevTikovTa tag pev mpacivag tag 8¢ yeraivag, dAiag
<8&> ¢pubpag Kal BAWG TAVTOSATOTG XPWUACL KEXPWOUEVAS ElTA
mepLyplwv TOV TolYOV A0BETTW Kal oKlaypag®v dvBpwrmov kat
QUTOV 0UTWG EMAYVVL TAGSE PeV TAG Pneldag év Tfj 1o mpoowov
oklaypagiq, Tag 8¢ €v T TOV Xelp@dv, dAAAG 8¢ €v dAAoLg, Kal
anetéAel TV o0 ppovpévou avBpumov Sta Pneidwv toapiBuwv
Talg povaoLy, &g opicelv épaoke Tov dvBpwmov». «Assume that the

eyebrows need to be repainted over the skin with
final retouches. In the future it would be useful to dis-
tinguish more clearly between the two practices just
described.

have a clear attestation in Alexander of Aphrodisias,
the Aristotelian commentator of the late 2™ or early
3rdcent. A.D.5%. In aninteresting passage he is discuss-
ing Pythagorean numerology* and the procedure fol-
lowed by Eurytos, who took tesserae of various col-
ours to compose a wall mosaic:

elta mepypiowv 71OV TOIYOV dOBécTW Kal
oKLaypa@®v avlpwmov Kai euTov 00TWG EMRyvL
Taode pév tag Yneidag év tff T00 MPOOWTOUL
oklaypagia, Tag 8¢ év T TV xelp®dv, dAAag 8¢ év
dAAoLg.

Then, smearing the wall with lime and drawing
the sinopia (cklaypae®v) of a man or a plant, he
would divide up the tesserae so that some were
placed in the sinopia (¢v T} oxiaypaoia) of the
face, somein that of the hands, and others in other
parts.

On the former meaning of <preliminary drawing> our
sources are more abundant, but they have not always
been taken into full consideration. To begin with,
S. Settis?, in his examination of the various meanings
of the term oxu@, highlighted a passage by Pollux!, an

definition of man is 250 and that of a plant 360 [in Eurytos’s sys-
tem]. Having established that, he would take 250 tesserae, some
green, some black, others red — in other words, of a great variety
of colours. Then, smearing the wall with lime and drawing the
sinopia of a man (or a plant), he would divide up the tesserae so
that some were placed in the sketch of the face, some in the sketch
of the hands, and others in other parts, and thus he would com-
plete the representation of a man by employing, in units, just the
number of tesserae which he used to say defined man». Transla-
tion Pollitt 1974, 250 n. 12, with corrections. — For the abbrevia-
tions of the Greek patristic texts see A Patristic Greek Lexicon
(Lampe 1961); for the Latin sources the Thesaurus Linguae Lati-
nae.

16 Guthrie 1962, 274-276; Kirk — Raven 1983, 333; Stachowski
1992, 20.

17 Settis 2008, 601.

18 Poll. 7,129.
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author of the age of Commodus, which had previously
been neglected in the discussion. In his Onomasticon
he lists the various uses of the word:

oKLav vmotuvnwoacHal, oklav mepLrypadacBat
neplypavdal, okLav vmoPfaAécBal, oxLav
TIEPLEVEYKELY, OKLAV VTTEPEVEYKETV.

The oxud can thus be «sketched out, circumscribed or
outlined, underdrawn, delimited around, over-
drawn>. Of course, for our analysis «okiav
vnoPaArécBauw» is particularly relevant, as this is ex-
actly the definition of underdrawing.

In the same period, we can consider the Acts of
John, an apocryphal text of the 2 or early 3% cent.
A.D., which narrates the deeds of the apostle. While
John was in the house of Lycomedes, an influential
citizen of Ephesos, his host commissioned a painter to
secretly portray the evangelist':

‘0 00V {wypaeog TH TPOTN AUEPT OKLAYPAPHOAG
avTov annArayn tff 8¢ £Ei¢ xal tolg xpwpaow
a0TOV KATEKEPAOTE.

The painter, then, on the first day made a prelim-
inary drawing (okiaypagnoag) of him and went
away. And on the next day he painted him in with
his colours.

Another example is in the Life of Apollonius of Tyana,
aNeopythagorean philosopher from the early 3" cent.
A.D.20:

M\dtwv te Badioag &g Alyvntov kal ToOAAA TV EKel
npoeNT®OV Te Kail lepéwv eykatapui&ag tolg éavtod
Adyoig kal kabdmep {wWypdYog EoKlaypa@nuévolg
EMPBalwv xpwpata, oMW payevewy €80&e.

After Plato had visited Egypt, he inserted in his writ-
ings many quotations from the priests and seers of
that country, like a painter filling in with colours the
outlines he has sketched (¢oklaypagnuévolrg), but for
all that he was never accused of practicing magic.

19 Acta Ioannis 27 (ed. Bonnet 1898, 165. Translation James
1924). If not expressly stated, the translations are by the author.
20 Philostr. Ap. 1, 2. Translation Eells 1923.
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A final and more detailed description of the painting
process is of a rather later date; it comes from the
treatise The Adoration and Worship of God in Spirit
and Truth by Cyril of Alexandria and dates in the ear-
ly 5" cent. A.D.%:

Oitnvévniva&lkal ypaeaigevteyviav ¢EnoknkoTES,
oVK €00UG 00 ypagewv adpyopevolr, 10 Avevdeng
gxov, kai eig amav annpTiopévov Emeépouoty e180g
TalG ypaalg, v eidel mpoOTEPOV KAl AKAAAECTEPW
XPOUATL OKLAYPAPODVTEG €0 PAAQ, Kai Gvrep &v
gAOLVTO TULUXOV AuULSPOTEPWY £TL TOLG TUTOULG
TPOAVAPAivVOVTES, €lTa TAlg oKLalg EMaleipoVTES,
TO £€KAOTN MPEMOV TE Kal appodiwtatov oxfjua,
UETAQPEPOLGL TOVG TUTTOVG ¢E €(80¢ TO £upavig, Kal
aocvykpitwg éuewvov, i To €v apyaig.

Those who practice the art with panels and paint-
ings do notimmediately begin to paint what is im-
peccable and which gives the paintings the fully
accomplished appearance, but first they accurate-
ly sketch (oktaypagotvteg) its shape with a colour
of less beauty and show preliminarily the models
of the chosen subjects in little detail, then apply-
ing the most suitable and convenient appearance
on the preliminary drawings (taig oktaig), trans-
fer the models (toU¢ TOMOULE) in a clear form, in-
comparably better than they were initially.

Admittedly, all the sources I have just examined and
those which I will consider in a moment do not treat
the phenomenon of painting on sculpture, but rather
painting on wooden panels or tablets. In previous
studies the latter technique was considered the best
comparison to understand the characteristics of the
former??, so in what follows I will suggest that the
basic steps of the two practices were similar.

The work of another Christian Father, John
Chrysostom, in the late 4" cent. contains a wealth of
information of the various phases of painting on
wood. In one of his homilies on the Gospel of John,
there is a very precise reference?:

'Ev t01¢ TUmoLg Kai év taic eikoaL, kal 6 éni TV
XPWUATWY TV AEVK®V S1d TOD HEAAVOG XPWUATOG

21 Cyrill. adorationes 1, 5 (PG 68, 140 C).
22 E.g. Verrietal. 2014.
23 Ioh. Chrys. hom. 14 inJo.1 (PG 59, 93).
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¢yxapattopevog, GvBpwmog Afyetatr, kal o0
SeEauevog TRV TOV XpwHaTWV AARBELaV.

In models and portraits, both the shape of a man
scratched with black lines upon a white ground is
called a man as well as that which has received
the truth of the colours?.

Due to its brevity, the exact meaning of this passage is
clear only through comparison with other similar dis-
cussions by the same author. Here, Chrysostom con-
trasts the tomog (the model, the preliminary sketch)
with the eikwv, the final portrait. The former - the
underdrawing -is outlined in carbon black on a white
ground, while the latter was completed with all the
colours in order to obtain the best likeness. The tech-
nique of drawing black on white has its purpose: it
was the ordinary way for preparing a painting on a
wooden panel, whereas for imperial portraits the
technique was slightly different, and the underdraw-
ing was white on blue ground. Chrysostom describes
this second technique in several places. In a homily
delivered in 387, for instance, he says?:

¢ketvol [scil. ot (wypagol] Tag cavidag mpobévreg,
Kal AevKAg TeEPLEAYOVTEG YpAPUAG, KOl TAG
BaoAikag vmoypapovteg eikdvag, mplv | OV
XPWHATWV EMayayelv TV aAndelav, pet’ ¢€ovaiag
amdong ta pev €€aieipovat, Ta §&€ AvTEYYpAPOLAL,
Kal §lopBoDvTeG TA UAPTNUEVA KAl UETATIOEVTEG
Td Kak®G ExovTar émeldav 8¢ v Bagnv AoLmov
EMaydywotv, oVKETL elol KUpLOL TTAALY €Eaielat
Kal dvteyypapal, énei t® kdAAel Tiig eikovog
Avpaivovrat.

When they [the painters] prepare the panels and
draw white lines and sketch the royal portraits,

24 Cf. e.g. Ioh. Chrys. hom. in Phil. 10, 2 (Field 1855,V, 113; PG
62, 257): «Kal yap 6 t0mog, Ewg av péAAn €pxeabal  aanbela,
KaAeTtal To0to" émetdav 8¢ AN N aAnbela, oVKETL KakelTat. Olov
Enl oklaypagiag LTEYpaPé TIg PaciAéa oklaypap®v' Ewg &v ovK
gnayntat ta dven, ov Aéyetal BaclAevg emelSav 8¢ emitebp,
KpuTTETAL PEV TR AAnBela 6 TUTOG, Kal oL @aivetar ToTe ¢ Kal
Aé¢youev, I80v 0 BaciAevg». «For the type while the truth is yet to
come, is called this, but when the reality has come, it no longer
retains the title. As in preliminary drawing (cklaypagtag), a man
has drawn a king in outline (cklaypap®v); so long as the colours
are not put on we do not name it the king, but when they are ad-
ded, the type is covered by the truth, and ceases to show, then we
say: Lo, there is the king!».

25 Chrysostom considers oktd and tonog as equivalent and in-
terchangeable in the wider frame of his exegetical typological

before adding the truth of the colours they freely
scrape off some details and redesign others, cor-
recting the errors and modifying the bad parts.
After applying the colour, however, they are no
longer masters of making changes and redesign-
ing again, because they would damage the beauty
of the portrait.

There are other passages relating the same topic but I
will omit them for the sake of brevity?. In the first
homily On the betrayal by Judas, Chrysostom seems to
describe in more detail the process of underdrawing,
divided into two sub-phases?®:

ol Cwypagol &v avT® T® mivakl kal Tag ypayudg
TMePLAYOLOL Kal TV OKLAV ypA@ovol, Kal TdTe TNV
arnfelav TOV XpOUATWVY aOT® EmTiféaciy:

On the same panel the painters both trace the out-
lines and sketch the underdrawing (oxiav), then
finally they apply the truth of the colours.

To return to the technical term oxid, we can indeed
follow its usage to the Byzantine authors; however,
for our purposes, it is more interesting to document
its earliest attestations in order to understand
whether we can use it in relation to the aforemen-
tioned archaeological evidence, which dates to the
first centuries of the imperial age. The earliest attes-
tations we have examined so far date back to the late
2nd and early 3t cent. But there are some more sour-
ces from the 1stcent. A.D. that we can examine, be-
ginning from the Epistle to the Hebrews, written by
an author of the school of the apostle Paul. The cru-
cial passage comes at the end of the third section of
the letter?:

approach; cf. Simonetti 1985, 180-188. The same equivalence is
normal in Cyril of Alexandria: Guinot 2011, 226 and note 60.

26 Ioh. Chrys. cat. 1,8 (ed. Kaczynski 1992, 124; PG 49, 235).

27 Cf.e.g.:Ioh. Chrys. hom. in 1 Cor 10, 1: 4 (PG 51, 247): «Ei8¢eg
TOAAGKLG €lKOVA BACALKNY KUAVED KATAKEXPWOUEVNY XPWUATL,
elta 10V {wypa®ov AEVKAG TEPLAYOVTA YPAUUAG, Kal TolodvTa
BactAéa, kat Bpovov BaciAtkov, kal (mmovg mapeoT®TAg, Katl
§opuedpoug, kal morepiovg Sedepévoug Kal LTTOKELUEVOUG». «You
have often seen an imperial portrait which is prepared on a blue
ground; then the artist, by outlining white lines, makes an em-
peror, and an imperial throne, and horses standing nearby, and
bodyguards, and bound prisoners of war lying down». Mitchell
2002, 54 note 94; Liverani 2014, 14-20; Liverani 2018, 302. 319.
Translation Mitchell with modifications.

28 Joh. Chrys. hom. in prod. Jud. 1 (PG 49, 379).

29 Hebr. 10,1.
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ZKLav yap €xwv 0 vOopog TV HEAAOVTWY dyabdv,
oVK alTNV THV eikova TV Tpayuatwv, xat’
€VIaVToV Talg avTalg Buoialg &g mpooc@EépouaoLy eig
TO0 8nvekeg ovLSEmoTe SvvatalL TOLG TPOOC-
epxouévoug TeAeL®daal.

According to my suggestion we must translate:

Since the law has only a preliminary drawing
(oxiav) of the good things to come, and not the
very image of them, it can never make perfect
those who come to worship by the same sacrifices
that they offer continually each year.

The most common translations of these passages are
slightly different. For instance, the New American
Bible translates oxua as «<shadow», with consequences
that are not simply limited to a terminological
choice®. The majority of the commentators®!, with the
notable exception of A.Vanhoye®, are attracted by
the contraposition of «<shadow> and dmage> and have
oriented their interpretation in a Platonic way, which
is however not very likely in the context of Pauline
theology. The same issues crop up in two more pas-
sages. The first appears a couple of chapters earlier in
the same epistle (8, 5):

Oitwveg vmoSeiypatt xal okLd Aatpegvovoy THV
¢movpaviwy, kabwg xexpnudtiotat Mwioig
UEAAWV ETLTEAETV TAV oknvAv: Opa yap, pnaovy,
TOLOELG TAVTA KATd TOV TUTTOV TOV SeLyOévTa aot
&v 7@ dpeL.

They worship in an example (Omo8elyuyatt) and
preliminary drawing (oxi@) of the heavenly sanc-
tuary, as Moses was warned when he was about to
erect the tabernacle. For he says: «See that you
make everything according to the model (kata
TOV TUMOV) shown you on the mountain».

30 The translations I propose of the Pauline epistles, however,
are based on this version.

31 Spicq 1952, 75; Spicq 1953, 301 f.; Cantalamessa 1965.

32 Vanhoye 1995; Vanhoye 2010, 225 f. Cf. already Williamson
1970, 576-578.

202

The second is in the Pauline Epistle to the Colossians
(2,16-17):

Mn 00V TG DUAG KPWETW &V Bpwioel Kal &V mooeL |
&v uépel optiig fj veounviag i cappatwv: & éotv
OKLA TV HEAAOVTWYV, TO 8& o@pa ToD XpLoTod.

Let no one, then, pass judgment on you in matters
of food and drink or with regard to a festival or
new moon or sabbath. These are preliminary
drawings (oxid) of things to come; the reality be-
longs to Christ.

In support of my proposal, I can add that it was not my
own translation butis already clearly attested among
the Fathers in several of their comments. The earliest
evidence I can quote occurs in the homily of an an-
onymous writer from the late 2" or early 3 cent., the
so-called Pseudo-Hippolytus3®:

Alyumtog yév o0v To0¢ TOTTOUG TTPOAVAYYEAAETW
Katlvouog tag eikovag tiig dAnbelag mpoeppnvevéTw
[...]. M&avta Tadta TV HEAAOVTWY OKLA, €V UV §€
TV eikOVWY TA popPwUATA Kal TOUG TUTIOVG TA
TANPOUATA Kal avTi Thg oKLig adTn | akpifela kat
BeBaiwatg thig aAnOeiag.

Let Egypt announce the models (tovg TUTOULE) and
the law interpret in advance the images of the
truth [...]. All this (is) preliminary drawing (ckLd&)
of things to come, but for us (it is) the realized
shape (popowuata) of images and the fullness of
the models (tovg TOMOULG) and, instead of the un-
derdrawing (tfi¢ okldg), (it is) the accuracy itself
and consistency of the truth.

The reference to the Epistles to the Colossians and the
Hebrews is clear and there is no trace of Platonic phil-
osophy?®*: on the contrary, okia is considered as some-
thing preliminary and a potentiality, not a shadow or
pale copy of the prototype. Conversely, the term eixwv
denotes a poppwpa, that is a shape resulting at the

33 Inthe lastline the Epistle quotes the Book of Exodus 25, 40.
34 Ps. Hipp. In sanctum Pascha 2: Visona 1988, 234; for the da-
ting cf. Giulea 2009, 129 f.

35 Notwithstanding Cantalamessa 1965, 196 f.; more correctly
Vanhoye 1995, 271-273.



TKLA AND Xp@pa - THE IMPORTANCE OF PRELIMINARY DRAWING

end of a process®®. Even clearer, however, is the com-
ment that Chrysostom dedicates to the Epistle to the
Hebrews®”:

ZxLav yap é€xwv, enoiv, 6 vopog tdv UEAAOVTWV
ayabdv, ok adTNV THV eikova TOV TPAYUATWV
TOLTEOTLY, OVUK VTV TRV aAnBetav. "Ewg puev yap
av ¢ €v ypai mepLayn TIG TA XPWHATA, OKLA TiG
€oTv: 6Tav 8¢ 10 dvBog émaAeipn Tig, kal Enypion
TA XpwHATa, T0TE iKWV yiveTal.

Since - he says — the law has only a preliminary
drawing (okia) of the good things to come, and not
the very image of them: i. e. not the truth itself.
For as in painting, so long as one does not add the
colours, it is (only) a preliminary drawing (okid);
but when one has added the bright paints and laid
in the colours, then it becomes a portrait.

In another homily Chrysostom adds further details?:

O0p&V talta oklaypagovpeva, 00Te 0ldag To mav,
oUte ayvoelg t0 mav, AN 6Tl pév avlpwmog
ypaoetal kat innog, auudp®g éniotacal molog §¢
€0TLV 0 BaCLAEVC, Kal ToloG 0 MOAEULOG, OV 6POSpa
axpLBeg 0l8ag, £wg &v ¢ABoloa TOHV YPWUATOV N
ainbela tpavwon TRV OV xal capectEépav
TToLRoN.

As you see these things [the subject of the paint-
ing] being sketched (okiaypa@ovueva), you do not
know the whole, and yet you are not entirely igno-
rant of it, but you know faintly that a man and a
horse are being drawn. Who the emperor is, and
who the enemy, you do not know exactly until the
truth of the colours have been applied, making
the image clear and distinct®.

36 Onthe meaning of popgwpa cf. Hammerstaedt 2011.

37 Ioh. Chrys. hom. in Heb. 17,2 (PG 63, 130; ed. Field 1862, VII,
206).

38 Ioh. Chrys. hom. in 1 Cor. 10,1,4 (PG 51, 247). Translation
Mango 1972, 47 f. with corrections. Cf. James 2003, 225; Franck
2006, 39; Mitchell 2002, 54 note 94.

39 Cf. also Ioh. Chrys. hom. 7 in 1 Cor. 4 (PG 61, 59; ed. Field
1847,11, 75 D).

40 ElsewherelIhave published a wider treatment of the sources
related to this topic: Liverani 2020.

41 Cyrill. Ep. 41, 20 (Schwartz - Straub 1928, 47); Cyrill. Lc. 5, 14
(PG 72,561B).

There is no space here to follow this interpretation of
the Epistle to the Hebrews among the Fathers*, with all
their individual nuances. It will suffice to say that the
topic is well attested: we could mention Cyril of Alex-
andria*, Synesius of Cyrene*?, Diadochos of Photiki*?
or some more Platonising authors such as Theodoret of
Cyrrhus*, Methodius of Olympus*, Basil of Seleucia“,
or even some anonymous writers%’. The tradition also
goes down to Cosmas Indicopleustes*® and Photius®.

Regarding Latin terminology, the word in use to
translate oxid is umbra, but in general the context
and the comments of the Latin Fathers to the Letters to
the Hebrews or the Colossians — as far as I have been
able to verify — do not clearly reveal the technical
meaning of «preliminary drawing»*°. Such a meaning,
however, must have existed as can be deduced from
some clues that I hope to better explore in a future
study. The clearest text is a passage in Isidore of Se-
villest:

Pictores prius umbras quasdam et lineas futurae
imaginis ducent, deinde coloribus conplent

Painters first draw certain shadows and the out-
lines of the images to come, and then fill in the
colours.

A poem by Paulinus of Nola® is also quite explicit:

Propterea visum nobis opus utile totis
Felicis domibus pictura ludere sancta,

si forte adtonitas haec per spectacula mentes
agrestum caperet fucata coloribus umbra.

This was why we thought it useful to enliven all
the houses of Felix with paintings on sacred
themes, in the hope that they would excite the in-
terest of the rustics by their attractive appearance,
for the sketches are painted in various colours.

42 Synes. 1 (ed. Terzaghi 1944, 279).

43 Diad., perf. 89.

44 Theodor. Hebr. 10,1 (PG 82, 745 D, 748 A); Theodor. Isaias 19,
14-32 (Guinot 1984, 238-240).

45 Meth. Symp. 5,7-8; 9, 2 (GCS 27, 62; 115-116).

46 Bas. Sel. or. 10,1 (PG 85, 137).

47 Apud Ioh. Damasc. de imag. or. 1,53 (ed. Kotter 1975, 155).
48 Cosm. Ind. top. 5, 193 C-D (ed. Winstedt 1909, 136).

49 Photius frg. in Matth. 5,17 (PG 101, 1193 C).

50 E.g. Aug. gen.adlitt. 12,7, 17; in psalm. 67, 20; civ. 17, 8.
51 Isid. orig. 19, 16; transl. Barney et al. 2006, 380.

52 Paul. Nol. 27, 580-583; transl. Walsh 1975.
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Some indirect indication is perhaps in Pliny the Elder,
when he writes about the use of ochre and burnt ceruse
to delineate the shadows®, and possibly we could recog-
nize an allusion to the two phases of the process of

Conclusions

It is time to draw some conclusions. The presence of a
Greek technical term for underdrawing, but not for
underpaint, suggests that the former constitutes a
well-recognised and fundamental step, one which is
more clearly identified by a lay audience than under-
paint, which was perhaps considered only one of the
various devices at disposal of the painter. Secondly, we
can imagine that the practice of the underdrawing
dates back to a period earlier than the 15t cent. A.D. The
authors of the Epistle to the Hebrews and the Colossians
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