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PREFACE 

J. Paul Ge t ty l i k e d " F a y u m por t ra i t s . " T h e y presented h i m w i t h a d i rec t c o n n e c t i o n b e t w e e n Greek and R o m a n 
por t r a i t s a n d later p o r t r a i t art, especial ly o f the Renaissance. Thus , carefu l ly a v o i d i n g the w o r d " m u m m y " 
because o f his a v o w e d i n t e n t i o n n o t to b u y E g y p t i a n art, s ix pieces w e r e assembled d u r i n g his l i f e t i m e , one 
o f w h i c h is a u n i q u e l y i m p o r t a n t d o c u m e n t (catalogue n o . 8). T h e n , thanks to the farsightedness o f the trustees, 
f irst f ive m o r e w e r e added a n d t hen , last year, t w o m o r e that are masterpieces (catalogue nos. 1 a n d 9). 

A l r e a d y i n 1975 the G e t t y M u s e u m ca l led o n D a v i d L. T h o m p s o n , w h o s e P h . D . w o r k was d i r e c t e d at the 
artists o f the po r t r a i t s a n d w h o h a d l e c t u r e d v e r y successfully abou t o u r F a y u m por t ra i t s a n d later also abou t 
associated m o n u m e n t s , t o prepare the f irst e d i t i o n o f this b o o k , ca l led The Artists of the Mummy Portraits. 
I t s o l d e x t r e m e l y w e l l a n d s o o n w e n t o u t o f p r i n t . A second e d i t i o n was a clear necessity, a n d i t was d e c i d e d 
to i n c l u d e i n i t a catalogue o f a l l t h i r t e e n pieces. T h e resul t is the t h i r d v o l u m e o f a series o f studies o n 
anc ien t p o r t r a i t u r e based o n the w o r k s i n the G e t t y M u s e u m co l l ec t ions . I t was p a r t i c u l a r l y d i f f i c u l t fo r the 
au tho r t o a d d al l the necessary detai l abou t the newes t pieces; thus, Sandra K n u d s e n M o r g a n revised his basic 
t ex t for the catalogue a n d a d d e d a f o u r t e e n t h e n t r y abou t a r ecen t ly a c q u i r e d f ine s tucco R o m a n m u m m y 
mask. W e w e r e also v e r y fo r tuna te that Andreas Rothe , w h o s e c o n s e r v a t i o n enhanced the spectacular latest 
a cqu i s i t i on , m o s t gene rous ly rev i sed the c o n d i t i o n a n d t echn ica l repor t s fo r a l l the pane l por t r a i t s . 

J.F. 
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Fig. A. 

Figure A. Map of Egypt with find 
spots of portraits outside the Fayum 
indicated in black. After K. Parlasca, 
Mumienportrats und verwandte 
Denkmaler (Wiesbaden 1966) 
38 Karte B. Courtesy Franz Steiner 
Verlag. 

1. During the Roman period in 
Egypt, portraits on wood panels 
regularly were wrapped in mummies 
over the head of the deceased, with 
the part of the painting showing the 
subject's head and neck left exposed 
to view. This complete mummy, 
recovered at Hawara by Sir W.M. 
Flinders Petrie, dates from the late 
second century A. D. Boston, Museum 
of Fine Arts, inv. 11.2891. 

I n B o o k 35 o f his Naturalis Historia, w
sian, the elder P l i ny laments the decad
o f por t ra i t s , b y w h i c h the closest pos
age, has d i e d o u t c o m p l e t e l y . " 1 T h e e x
o u t the i r b e d r o o m s , a n d car ry a r o u n d 
n o one cares any longer abou t h o n o r 
i n p a i n t e d por t r a i t s . 

P l i n y speaks m a i n l y abou t the art ist
be taken v e r y seriously, o r as a c o m p
been especial ly p o p u l a r i n ear ly I m p e
art o f the E m p i r e o b v i o u s l y was m o r e 
mi les o f the Med i t e r r anean and t h e n 
F a y u m — p a i n t e d p o r t r a i t u r e was f l o u r
three centur ies (f ig . A) . 

Less t han a c e n t u r y after Egyp t had 
there appeared the first examples o f 
the w r a p p i n g s o f m u m m i e s ove r the h
enc los ing the m u m m i e s i n w o o d o r p
T h e ancient E g y p t i a n a i m was t o crea
forces o f b o d i l y decay, and therefore 
essential ly a l ien to the Graeco-Roman 
cept o f the funerary po r t r a i t , t hey m a
basis. S c u l p t u r e d p o r t r a i t masks c o n t i
i n t o the C o p t i c era (f ig . 2), b u t panel 
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fig .1

IINTRODUCTION
r i t t e n i n the first c e n t u r y A . D . d u r i n g the r e ign o f the e m p e r o r Vespa
ence o f w a l l p a i n t i n g at Rome and goes o n t o say: " E v e n the p a i n t i n g 

s ible likenesses o f deceased persons w e r e h a n d e d d o w n f r o m age to 
p l a n a t i o n for this , he con t inues , is v e r y s imple : " T h e y d isp lay t h r o u g h 
w i t h t h e m , por t ra i t s o f Ep icu rus . " 2 I n o the r w o r d s , P l i n y is saying that 

o r fame, or , therefore , abou t b e i n g r e m e m b e r e d b y fu ture generat ions 

ic s i tua t ion at Rome itself. W h i l e his s ta tement is far t o o s impl i s t i c to 
l e t e exp l ana t i on , i t does seem that p a i n t e d p o r t r a i t u r e m a y n o t have 
r i a l Rome, at least i n c o m p a r i s o n w i t h s c u l p t u r e d p o r t r a i t u r e . Bu t the 

t han that o f the capi tal c i t y alone, and elsewhere—across some 1200 
some 200 mi les up the Ni l e , i n the oasis r e g i o n o f Egyp t ca l led the 

i s h i n g , b e g i n n i n g i n P l iny ' s o w n l i f e t ime and c o n t i n u i n g for m o r e t han 

fa l len i n t o R o m a n hands as a result o f the Batt le o f A c t i u m i n 31 B.C. , 
w h a t was to be a l o n g series o f panel por t ra i t s that w e r e inse r ted i n 
ead (f ig. 1). T h e na t ive Egypt ians p r e v i o u s l y had p rese rved the i r dead, 
laster coff ins that genera l ly t e r m i n a t e d i n s c u l p t u r e d p o r t r a i t masks. 

te a phys ica l dup l i ca te o f the deceased, one n o t subject t o the n o r m a l 
a sui table abode in perpetuum for the sou l . Th i s idea, h o w e v e r , was 
metaphys ic ; and w h i l e the Graeco-Romans i n Egyp t a d o p t e d the c o n 

y have h a d at first o n l y a l i m i t e d u n d e r s t a n d i n g o f its na t ive re l ig ious 
n u e d to be p r o d u c e d i n some areas t h r o u g h o u t the R o m a n p e r i o d and 

por t ra i t s came to be p re fe r red , especial ly i n the F a y u m . 



Museums and co l l ec to r s t h r o u g h o u t the w o r l d t oday possess m o r e than 700 " F a y u m por t r a i t s . " The re are 
some 130 examples i n N o r t h Amer i ca , i n c l u d i n g large a n d n o t e w o r t h y co l l ec t ions at Berkeley , N e w Y o r k , 
T o r o n t o , and B o s t o n , as w e l l as a g r o u p o f i m p o r t a n t por t ra i t s a cqu i r ed i n recent years b y the J. Paul Ge t t y 
M u s e u m . 

Less than t w o d o z e n por t ra i t s had been r e c o v e r e d before 1887, 3 and these few h a d a t t rac ted l i t t l e at ten
t i o n , b e i n g d e e m e d m o r e n o t e w o r t h y as archaeologica l cur ios i t ies than as s ignif icant w o r k s o f art. T h e first 
k n o w n g r o u p had been c o l l e c t e d i n 1615 at Sakkara b y Pie t ro della Valle, w h o b r o u g h t several c o m p l e t e 
m u m m i e s back to Eu rope i n that year. A large g r o u p was ga thered i n the early 1800's b y H e n r y Salt, the 
Br i t i sh v ice-consu l i n Egypt ; these por t ra i t s are today m o s t l y i n the L o u v r e (fig. 3). Various o the r pieces f o u n d 
the i r w a y i n t o European museums ove r the years, usual ly as souveni rs or cur ios i t ies purchased b y travelers 
to Egypt ; one such po r t r a i t , for example , n o w at F lorence (f ig. 4), h a d been b o u g h t i n Egyp t b y an I ta l ian 
tour i s t i n 1829. Bu t these early recover ies t o t a l ed o n l y a hand fu l o f " F a y u m por t r a i t s . " 

2. Also during the Roman period, 
but less commonly, sculptured stucco 
masks covered the heads of mummies 
(see also catalogue no. 14). Although 
as an art form the mummy mask 
originated in native Egyptian art of 
very ancient times and continued to 
he produced through the Ptolemaic 
period, examples from the Roman 
era were the first to approximate 
naturalistic representation. Late 
first century A.D. New York, The 
Metropolitan Museum of Art, inv. 
19-2.6, Rogers Fund, 1919. 

3. One of the earliest "Fayum por
traits" to have been recovered, this 
painting was bought in Egypt by a 
British diplomat in the early nine
teenth century. Encaustic on wood. 
Third century A.D. Paris, Musee du 
Louvre, Departement des Antiquites 
Grecques et Romaines, inv. P 209. 
Phot. Chuzeville. 
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Fig. B. 

Figure B. Map of the Fayum with 
find spots of portraits indicated in 
black. After K. Parlasca, Mumien-
portrats und verwandte Denkmaler 
(Wiesbaden 1966) 35 Karte A. 
Courtesy Franz Steiner Verlag. 

4. In 1829 an Italian traveler 
brought back from Egypt this fine 
portrait of a lady painted around 
A.D. 300. Until Theodor Grafs 
spectacular acquisition of hundreds 
of these paintings many years later, 
'Fayumportraits" attracted little 
scholarly attention. Tempera on 
wood. Florence, Museo Archeologico, 
inv. 2411. Phot. Alinari/Editorial 
Photocolor Archives. 

T h e n i n 1887 the Viennese ant iquit ies dealer T h e o d o r Graf purchased t h r o u g h an agent at Cairo and b r o u g h t 
back to Europe a v e r y large n u m b e r o f pane l por t ra i t s that had been r e c o v e r e d b y B e d o u i n salt mine r s 
w o r k i n g at Er-Rubayat i n the nor theas te rn Fayum, a site that seems to have served as a b u r i a l g r o u n d for 
the inhabi tan ts o f the ancient c i t y o f Phi lade lpheia (f ig . B). A year o r t w o later abou t n i n e t y o f these panels 
w e r e p u t o n t r ave l ing e x h i b i t i o n , fo r sale, i n b o t h Europe and Amer i ca , w h e n c e a n u m b e r o f por t r a i t s passed 
i n t o N o r t h A m e r i c a n co l l ec t ions ( f ig . 5). T h e r ema inde r o f T h e o d o r Graf's c o l l e c t i o n , i n c l u d i n g at least 200 
m o r e por t ra i t s , was s o l d at a u c t i o n d u r i n g the 1930's after his death . O n e o f this lat ter g r o u p is i n the G e t t y 
c o l l e c t i o n (catalogue n o . 12). 

T h e sudden appearance i n 1887 o f h u n d r e d s o f these p a i n t e d panels aroused some susp ic ion . Were the 
por t ra i t s authentic? O r was Gra f perhaps a clever swind le r , a master o f fakery? But early i n 1888, a f ew m o n t h s 
after Graf's a cqu i s i t i on , the great B r i t i sh Egyp to log i s t Sir W . M . Fl inders Petrie began excavat ions at the site 
o f Hawara , also i n the Fayum, w h i c h seems to have been the cemete ry used b y the i m p o r t a n t anc ient t o w n 
o f Ars inoe . Th i s e x c a v a t i o n y i e l d e d about n i n e t y c o m p l e t e m u m m i e s , w i t h por t ra i t s , t he reby s u p p o r t i n g the 
a u t h e n t i c i t y o f the Gra f c o l l e c t i o n . I n a second season, d u r i n g 1910 a n d 1911, Petrie r e c o v e r e d some s ix ty-
f ive m o r e . T o d a y these are m o s t l y i n Br i t i sh museums, a l t h o u g h there are several Petrie por t ra i t s i n A m e r i c a n 
co l l ec t ions , i n c l u d i n g the one at B o s t o n o f a m a n s t i l l w r a p p e d i n its m u m m y (f ig. 1). 
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That the t e r m " F a y u m p o r t r a i t s " is n o t c o m p l e t e l y accurate, howeve r , is i n d i c a t e d b y the d i s c o v e r y o f 
m u m m y por t ra i t s ou ts ide the F a y u m r e g i o n , at several o the r sites i n Egypt as far u p the Ni l e as Thebes . By 
far the mos t r e w a r d i n g f i n d spot ou ts ide the F a y u m has been A n t i n o o p o l i s , w h e r e F rench excavators be
t w e e n 1896 a n d 1912 d i s c o v e r e d at least t h i r t y m u m m y por t ra i t s , perhaps i n c l u d i n g a m o n g others a magn i f i 
cent piece n o w i n the Fogg A r t M u s e u m o f H a r v a r d U n i v e r s i t y (f ig . 6 ) . 4 

T h e n u m b e r o f por t ra i t s o f k n o w n p r o v e n i e n c e , h o w e v e r — t h a t is, those w h o s e precise o r ig ins are d o c u 
m e n t e d i n a rchaeologica l repor ts—fal ls far shor t o f the ex tan t to ta l . Th i s fact emphasizes the p r i m a r y dif
f i c u l t y c o n f r o n t e d b y a n y o n e w h o studies these por t ra i t s : a general lack o f excava t i on data. A Br i t i sh scholar 
has s u m m a r i z e d the p r o b l e m ap t ly : "Neglec t and negl igence permeate the h i s t o r y o f e x c a v a t i o n o f R o m a n 
Egyp t i an sites." 5 Graf's por t ra i t s , for example , w e r e s i m p l y r i p p e d f r o m the i r m u m m i e s a n d co l l ec t ed , n o t ex
cavated, w h i l e the w o r k o f the French at A n t i n o o p o l i s has been cal led g rave - robb ing m o r e o f ten than archae
o logy . T h e e x c e p t i o n to this un fo r tuna t e rule was the w o r k o f Petrie at Hawara and e lsewhere , w h i c h was 
v e r y w e l l - d o c u m e n t e d , bu t w h i c h , as m e n t i o n e d , y i e l d e d o n l y a small percentage o f the ex tan t por t ra i t s . 

5. Hundreds of painted portraits 
from the Roman, cemetery at the 
Fayum site of Er-Rub ay at were ac
quired by the Viennese antiquities 
dealer Theodor Graf in 1887. This 
painting, datingfrom the late second 
century A.D., was among the many 
examples sold by Graf to museums 
and collectors during the years that 
followed. Encaustic on wood. Boston, 
Museum of Fine Arts, inv. 93-1450. 

6. Antinoopolis, in Middle Egypt, 
is a site outside the Fayum where 
many 'kFayum portraits" were dis
covered. This magnificent painting, 
probably datingfrom A.D. 130-150, 
shows the panel shape peculiar to 
many portraits known to originate 
at that site. Encaustic on wood. 
Cambridge, Fogg Art Museum, 
Harvard University, inv. 1923-60, 
gift of Dr. Den man W. Ross. 

5 

fig. 5
ffig. 6



Fig. C. 
fig. 7 

Figure C. Line drawing of varieties 
of tools possibly used by encaustic 
painters. After E. Berger, Die Wachs-
malerei des Apelles und seiner Zeit 
fSammlung maltechnischer Schriften 5; 
Munich 1917) 134-35figs. 10 and 11. 

7. The bright highlights in the face 
and neck of the subject of this por
trait dating from the early third 
century A.D. were enhanced by a 
white undercoat applied to the 
panel as a primer. Tempera on wood. 
Toledo Museum of Art, inv. 71.130. 

TECHNICAL ASPECTS 

W h e n one t h inks o f a " F a y u m p o r t r a i t , " an a p p r o x i m a t e l y rectangular w o o d pane l usual ly comes to m i n d , 
a n d this is i n fact the t y p i c a l f o r m . T h e artist s tar ted w i t h a quadrangular p l ank o f cypress, cedar, l i n d e n , 
l ime , o r f i g — h a r d w o o d s be ing better than soft, to p reven t abso rp t ion o f the p r i m e r and p igments . T h e surface 
was first p r i m e d , usual ly w i t h gesso, a m i x t u r e o f g y p s u m and glue. T h e m a i n purpose o f this was to seal 
the pores o f the w o o d a n d t he reby to keep the pa in t f r o m b e i n g absorbed . I t seems l ike ly , h o w e v e r , that 
somet imes there was also an aesthetic purpose : the p r i m e r o f t en was w h i t e , a n d this can g ive co lo r s s k i l l f u l l y 
a p p l i e d ove r i t a marve lous l u m i n o s i t y (f ig . 7 ) , w h i c h mus t have been sought consc ious ly b y the be t ter ar t 
ists. O n c e the p r i m e r h a d set, the pa in t was app l i ed . Paint, o f course, is a t w o f o l d p r o p o s i t i o n . O n the one 
h a n d there are the p igmen t s—the actual co lors themselves, usually i n p o w d e r f o r m . R o m a n Egyp t i an painters 
o b t a i n e d the i r basic co lo r s f r o m na tura l sources—animal , vegetable, a n d minera l—sources that somet imes 
are exp l a ined b y P l i ny i n the Naturalis Historia6 Bu t to make the actual pa in t used b y the artist, the p igmen t s 
w e r e m i x e d i n a l i q u i d , the na ture o f w h i c h d e t e r m i n e d the precise p a i n t i n g t e c h n i q u e a n d too l s used. 

T h e earliest a n d best m u m m y por t ra i t s w e r e d o n e i n the encaustic t echn ique . Tha t is, the pa in t was a m i x 
ture o f p i g m e n t a n d w a x — b e e s w a x , s p e c i f i c a l l y — w h i c h was kep t g e n t l y heated (as was the panel) for ease 
o f a p p l i c a t i o n . T h e basic too ls w e r e at least t w o : a b rush , perhaps o f camel hair b u t poss ib ly o f cat o r squ i r r e l 
fur ( h u m a n hair also is v e r y g o o d for brushes o f this sort) , and the cestrum t o w h i c h P l i n y refers, a me ta l 
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i n s t rumen t p r o b a b l y o n the o rde r o f a m o d e r n palette kn i fe (fig. C). 7 I n mos t cases, e x a m i n a t i o n o f an encaus
t ic p o r t r a i t reveals w h i c h areas w e r e w o r k e d w i t h w h i c h i n s t r u m e n t . T h e b a c k g r o u n d a n d b r o a d areas o f 
c o l o r general ly w e r e b ru shed in—traces o f i n d i v i d u a l b rush strands f requen t ly are v i s i b l e — w h i l e the cestrum 
was regu la r ly used for greater deta i l w i t h i n the face a n d especial ly the hair. A panel p a i n t e d i n encaustic, 
thanks to the w a x m e d i u m , c o u l d be heated and r e w o r k e d over a p e r i o d o f t ime , p e r m i t t i n g the subtle touches 
seen i n the best ear ly por t ra i t s and e x p l a i n i n g the remarkab le thickness o f the pa in t . Some o f these examples 
m a y have been w o r k e d o n i n t e r m i t t e n t l y for several days. 

W h e n the general e c o n o m i c disaster o f the late R o m a n E m p i r e u l t i m a t e l y reached the Fayum, h o w e v e r , 
a dec l ine i n art is t ic p r o d u c t i o n is ev iden t i n less s k i l l e d p o r t r a i t p a i n t i n g and i n a w i d e s p r e a d and near ly to ta l 
shif t to the faster, cheaper m e d i u m o f t empera ( f ig . 8). For t empera por t ra i t s , the same p i g m e n t s w e r e used 
b u t w e r e ins tead m i x e d i n an egg base, and the b r u s h was used exc lus ive ly . I n contras t to encaustic pa in t , 
t empera dries q u i c k l y a n d p e r m a n e n t l y . Tempera strokes once a p p l i e d canno t be a l tered, o n l y p a i n t e d over , 
a n d this expla ins the ca r toon - l i ke appearance o f the general r u n o f late " F a y u m p o r t r a i t s " a n d also accounts 
for at least one visual m o n s t r o s i t y : a t empera p o r t r a i t last k n o w n i n a p r iva te c o l l e c t i o n (f ig . 9). T h e artist, 
h a v i n g b e g u n his w o r k and c o n s i d e r i n g i t unsat isfactory, c o u l d n o t take back his b r u s h strokes n o r even 
change t h e m , so ra ther than waste a pe r fec t ly g o o d c h u n k o f w o o d , he execu ted his s econd a t t empt d i r e c t l y 
ove r the a b o r t i v e first t ry . W i t h t i m e the o r i g i n a l ske tch has s h o w n t h r o u g h , p r o d u c i n g a gro tesque four-
e y e d mons te r . 

8. Beginning in the third century 
A.D., tempera came to replace en
caustic as the medium favored by 
the painters of mummy portraits. 
'This portrait of a boy, datingfrom 
the early fourth century A.D., illus
trates the strikingly different visual 
effects obtained in the quick-drying 
tempera medium. Saint Louis Art 
Museum, inv. 63:1959, gift of 
Mr. and Mrs. John Simon. 

9. The paint of this tempera por
trait from the fourth century A. D. 
has worn away, revealing that the 
artist had been dissatisfied with a 
previous effort. Unlike the flexible 
wax-based encaustic medium of the 
earliest mummy portraits, strokes 
in tempera paint cannot be changed; 
thus the artist of this portrait simply 
painted over his first attempt. 
Formerly in a private collection; 
present whereabouts unknown. 
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Figure D. Line drawing of framed 
"Fayum portrait. " London, British 
Museum, Department of Greek and 
Roman Antiquities, inv. 85. After 
W.M. Flinders Petrie, Hawara, 
Biahmu, and Arsinoe (London 1889) 
pi. 12. 

10. "Fayumportraits" may have 
been commissioned during the sub
ject's lifetime and hung in the house 
until death. This elegant depiction 
of a lady, painted in encaustic and 
dating from the early second century 
A.D., comes from Hawara. It is 
shown in a type of gilt stucco frame 
that often was wrapped in the 
mummy with the portrait. Although 
the frame was not discovered with 
this painting, it is displayed with it 
to illustrate the typical appearance 
of a framed "Fayum portrait. " 
Philadelphia, University Museum, 
University of Pennsylvania, inv. E 
16214 (formerly E 462). Shown with 

frame (not belonging), inv. E 16215. 

USE OF THE PORTRAITS 

T h e p o r t r a i t panels seem of ten , at least i n the early Empi r e , to have been c o m m i s s i o n e d d u r i n g one's l i f e t i m e 
a n d to have h u n g , f ramed, i n the house u n t i l death . T h e frame regula r ly was o f the so-called " O x f o r d " 
var ie ty , as i l lus t ra ted b y Petrie (f ig . D ) . Th i s par t i cu la r po r t r a i t , n o w i n the B r i t i s h M u s e u m , was f o u n d s t i l l 
i n its frame, w h i c h even had a beve l ed g r o o v e for i n s e r t i o n o f a glass plate o r s l i d i n g shut ter and a c o r d 
for h a n g i n g s t i l l a t tached. A n o t h e r t ype o f frame, less c o m m o n , was o f g i l t s tucco (f ig . E), an e x a m p l e o f 
w h i c h is d i sp layed h o l d i n g a p o r t r a i t i n the U n i v e r s i t y M u s e u m , Ph i lade lph ia ( f ig . 10). 

After death, the f r amed p o r t r a i t was taken d o w n f r o m the w a l l and , i n the case o f an " O x f o r d " frame, 
the panel was r e m o v e d a n d cu t d o w n at the upper corners for a bet ter f i t w i t h i n the m u m m y w r a p p i n g s . 
I n the case o f a g i l t s tucco frame, i t n o r m a l l y was w r a p p e d i n the m u m m y a long w i t h the p o r t r a i t . T h e n , 
i t seems, the c o m p l e t e d m u m m y m a y have been k e p t a r o u n d the house for a w h i l e as par t o f a f a m i l y m u m 
m y c o l l e c t i o n , e i ther u n t i l Unc l e Claudius became to t a l l y i g n o r e d o r u n t i l his m u m m y became t o o ba t t e red 
to be respectable. I n e i ther case, o b l i v i o n o r damage, the m u m m y u l t i m a t e l y w o u l d be a c c o r d e d b u r i a l . Th i s 
represents the v i e w o f Petrie, w h o d i s cove red several m u m m i e s that h a d been beaten u p a n d defaced a r o u n d 
the feet, appa ren t ly b y R o m a n Egyp t i an c h i l d r e n c r a w l i n g a r o u n d the house. As bizarre as the w h o l e t h e o r y 
sounds, there is poss ib ly at least some t r u t h i n i t . 8 
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Fig. E. fig- 11 f i 8- 1 2 

Occas iona l ly a p o r t r a i t was e n r i c h e d before b e i n g inser ted i n the m u m m y . T h e gold- leaf pec to ra l decora
t i o n o f a w e l l - k n o w n p o r t r a i t i n the L o u v r e (f ig . 26) has been f o u n d t h r o u g h X-ray analysis to have been 
a later a d d i t i o n to an o t h e r w i s e fa i r ly p l a i n p o r t r a i t w i t h o u t the g i l d i n g 9 Similar las t -minute add i t i ons are the 
g i l t col lars f o u n d o n m a n y por t ra i t s , such as one i n D e t r o i t (f ig. 11), and miscel laneous details such as the 
g i l d e d l ips o n a r ecen t ly a c q u i r e d example i n C leve l and ( f ig . 12). Even m o r e n o t e w o r t h y is the newes t Ge t t y 
M u s e u m p o r t r a i t (catalogue n o . 1) w h e r e al l the j e w e l r y was f reshly g i l d e d and a gold- leaf funerary w r e a t h 
added o n i n se r t i on i n t o the w r a p p i n g s . 

Figure E. Line drawing of stucco 
frame. After W.M. Flinders Petrie, 
Hawara, Biahmu, and Arsinoe 
(London 1889) pi. 12. 

11. The thick necklace of gilded 
stucco worn by the subject of this 
painting is an example of jewelry 
that was added to a portrait at the 
time of its insertion in the mummy 
just prior to burial. The pendant 
encloses a coin. Encaustic on wood. 
From Antinoopolis; A.D. 130-160. 
'The Detroit Institute of Arts, inv. 25.2. 

12. Not only was painted gold 
jewelry added to this portrait when 
it was wrapped in the mummy, but 
the subject's lips also were gilded. 
Encaustic on wood. Late first or early 
second century A.D. The Cleveland 
M useu m of Art, in v. 71.137, John L . 
Severance Fund. 
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fig- 13 fig. 14 

13- Some Roman-Egyptian mum
mies had as their final wrapping a 
linen shroud on which was painted 
a portrait of the deceased. Often the 
subject was shown to bust-length, 
as here—seemingly in imitation of 
contemporary (and more common) 
portraits on wood panels—but the 
subject sometimes was shown at full 
length. This shroud, recovered at 
Antinoopolis, dates from the mid-
third century A.D. and shows the 
typical combination of a Graeco-
Roman-style portrait flanked by 
pictorial vignettes painted in native 
Egyptian style. Encaustic on linen. 
Paris, Musee du Louvre, Departe-
ment des Antiquites Egyptiennes, 
inv. AF 6490. 

14. Cloth fragments clinging to this 
portrait of a man have been dated 
by radiocarbon analysis to A.D. 
175 ± 60, providing a firm index of 
its date. Few such points of absolute 
chronology have been obtained for 
mummy portraits. Encaustic on 
ivood. Pretoria, National Cultural 
History and Open-Air Museum, inv. 
68/68. 

I t s h o u l d be n o t e d , f irst , that n o t al l m u m m y por t ra i t s w e r e f r amed and, second, that the c r ea t ion o f a 
funerary p o r t r a i t d u r i n g one's l i f e t ime does n o t a lways seem to have been the case. T h e latter especial ly 
c a n n o t have o c c u r r e d i n the cases o f the por t ra i t s o f infants o r c h i l d r e n , w h o c o u l d n o t usual ly have l i v e d 
l o n g e n o u g h to have a c q u i r e d a p o r t r a i t d u r i n g l i fe . I n these instances at least, the por t ra i t s mus t have been 
p a i n t e d post mortem. 

A n alternate t y p e o f b u r i a l po r t r a i t , w h i c h was c o n t e m p o r a r y w i t h , bu t m u c h less p o p u l a r than , the w o o d 
pane l was the l i n e n s h r o u d . Th i s c o u l d be p a i n t e d i n e i ther encaustic o r tempera and , especial ly at A n t i n o o 
pol is (fig. 13), was w r a p p e d a r o u n d the m u m m y for bu r i a l . 1 0 The m i x e d origins o f funerary por t ra i tu re i n Roman 
Egypt are mos t ev iden t o n the m a n y shrouds that s h o w a s t r ik ing c o m b i n a t i o n o f Egypt ian decora t ive elements 
w i t h a natural is t ic Graeco-Roman por t r a i t . Occasional ly , t oo , as a c o m b i n a t i o n o f types, por t ra i t s w e r e pa in t ed 
o n canvas that t h e n was a f f ixed to w o o d . 

CHRONOLOGY 

W h e n first d i scove red , the por t ra i t s w e r e t h o u g h t b y some to be p re -Roman, that is, P to lemaic , i n date; b u t 
i t is n o w b e l i e v e d that the i r c h r o n o l o g i c a l range extends f r o m Ju l io -Claud ian days, perhaps the 30's A . D . , 
t h r o u g h the t i m e o f Cons tan t ine . Local spurts o f ac t iv i ty , at least i n the F a y u m proper , e x t e n d e d i n t o the 
m i d - f o u r t h c e n t u r y b u t n o t m u c h b e y o n d . Theodos ius seems to have p r o h i b i t e d the e m b a l m i n g o f bodies 
i n A . D . 392, thus also e n d i n g the c u s t o m o f p a i n t e d m u m m y por t ra i t s . 

10 



fig- 15 

W i t h i n the m o r e than three centur ies thus de f ined , sharper c h r o n o l o g i c a l d i s t i nc t i ons are possible o n t w o 
bases. Abso lu te c h r o n o l o g y is the weaker m e t h o d , a l t h o u g h some exact po in t s i n t i m e can be d e t e r m i n e d . 
First a n d fo remos t a m o n g these dates is the f o u n d a t i o n o f A n t i n o o p o l i s i n A . D . 130. O b v i o u s l y , n o por t ra i t s 
w e r e pa in t ed there before that year. Moreove r , i n those f ew cases o f por t ra i t s w h o s e c i rcumstances o f recov
ery are d o c u m e n t e d , prec ise ly datable i tems such as p a p y r i occas iona l ly have t u r n e d u p i n the same archae
o log i ca l c o n t e x t . Final ly , and mos t recent ly , r a d i o c a r b o n analysis has da ted to A . D . 175 ± 60 c l o t h samples 
f r o m the m u m m y o f a p o o r l y p rese rved p o r t r a i t i n Sou th Afr ica ( f ig . 14). 1 1 

The second m e t h o d o f da t ing m u m m y portra i ts , however , is the m o r e i m p o r t a n t o f the t w o . This is a relat ive 
scheme based o n t w o general assumpt ions: 

1. Tha t the j e w e l r y a n d pa r t i cu l a r l y the hairstyles o f the var ious I m p e r i a l families at Rome w e r e c o p i e d 
b y Romans i n the h i n t e r l a n d s — E g y p t , Asia M i n o r , o r whe reve r ; and 

2. Tha t the p a i n t i n g arts as a w h o l e , at least i n the F a y u m , e v o l v e d general ly t h r o u g h o u t the p e r i o d c o n 
ce rned , f r o m the subt le na tu ra l i sm o f the best ear ly por t r a i t s to the l inear and ca r toon- l i ke abstract ions seen 
i n m a n y o f the latest p r o d u c t i o n s . 

Th i s re la t ive m e t h o d o f da t i ng has f laws that w a r r a n t c a u t i o n i n its use. For example , the p o r t r a y e d w e r e 
i n m a n y cases Egyp t i an Greeks, as w e surmise f r o m in sc r ip t i ons that occas iona l ly appear o n the por t ra i t s 
(f ig. 15). ' 2 The enthusiasm o f these Egyp t i an Greeks for m i m i c k i n g the fashion trends o f R o m a n I ta ly may have 
been smal l . At A n t i n o o p o l i s , for example , at some 500 miles up the Ni le the mos t dis tant site at w h i c h a 
s ignif icant n u m b e r o f por t r a i t s has been r e c o v e r e d and one o f the mos t H e l l e n i z e d o f set t lements i n Egypt 
t h r o u g h o u t the R o m a n p e r i o d , the mos t p o p u l a r w o m e n ' s ha i rs ty le has n o exact paral le l i n of f ic ia l p o r t r a i t 
scu lp tu re at Rome. 

S t i l l , the re la t ive or c o m p a r a t i v e m e t h o d o f da t i ng is e x t r e m e l y valuable . After e x a m i n i n g h u n d r e d s o f 
o f f i c ia l po r t r a i t busts f r o m Rome and h u n d r e d s o f pa in t ed por t ra i t s f r o m R o m a n Egypt , one can w i t h some 
con f idence place v i r t u a l l y any m u m m y p o r t r a i t w i t h i n a half- o r even quar te r -cen tury . 

15. The boy in this portrait is 
identified by the inscription as 
Eutycbes. freedman of Cassianus 
Heracleides. Eutycbes may have 
taken this Greek name on manu
mission and so was himself not 
necessarily of Greek heritage. His 
former master certainly was Greek, 
however, as were—to judge from 
their names—nearly all subjects of 
mummy portraits who are idoitified 
in accompanying inscriptions. 
Although Egypt was owned by Rome, 
its aristocracy seems to hai >e remained 
mainly Greek, thanks to nearly three 
centuries of rule by the Ptolemies 
just before the Roma)} period. En
caustic on wood. Probably from 
Antinoopolis; A.D. 150-200. New 
York, The Metropolitan Museum of 
Art, inv. 18.9-2, gift of Edward S. 
Harkness, 1918. 
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fig. 16 

16. Modern forgeries of-Fayum THE ART MARKET 
portraits'' are not often so blatant 
as this bizarre example, which ap
pears to have been painted very I n terms o f the an t iqu i t i es trade, these panel p o r t r a i t s — l i k e R o m a n s c u l p t u r e d po r t r a i t s—always seem to be 
recently. Many fakes produced by available for acqu i s i t i on . A t any g i v e n m o m e n t , at least a ha l f -dozen usual ly are for sale. I f one is g o i n g to 
more sophisticated painters earlier co l l ec t m u m m y por t ra i t s , h o w e v e r , the ques t i on o f forgeries enters the p i c tu r e . W h i l e mos t avai lable pieces 
in this century are difficult of detec- are au thent ic , this has n o t been the case w i t h all the por t ra i t s o f fe red for sale. A p o p u l a r t r i c k is to get a 
Hon. Formerly offered in the Euro- 1900-year-old c h u n k o f w o o d , such as is s t i l l t o be had qu i t e easily i n Egypt , and pa in t a bogus " F a y u m por -
pean art market. t r a i t " o n i t . W h i l e I canno t agree w i t h alarmists w h o w o u l d have us be l ieve that a large percentage o f the 

examples n o w i n N o r t h A m e r i c a n museums are m o d e r n p r o d u c t i o n s , yet the p r o b l e m o f fakes ce r t a in ly 
exists. Some artists o f the m u m m y por t ra i t s are al ive a n d w e l l a n d w o r k i n g i n ma jo r ci t ies. 

Several years ago a pecul ia r piece was b e i n g of fe red b y a European dealer (f ig . 16). Th i s is one o f the m o s t 
b la tant " F a y u m p o r t r a i t " forgeries ever to appear o n the art marke t . I t does n o t take an expe r t t o fee l— 
even f r o m a p h o t o g r a p h — t h a t al l is n o t w e l l w i t h this p a i n t i n g , that its s tyle is m o r e t w e n t i e t h c e n t u r y than 
second or t h i r d . Bu t since " s t y l e " is so in tang ib le , one is o n f i r m e r g r o u n d c o n v i c t i n g the piece fo r t echn ica l 
reasons. O n e major deta i l missed b y its creator is the p r imer . A l m o s t w i t h o u t e x c e p t i o n anc ient pieces have 
i t , b u t this one does n o t . M o r e c o n d e m n i n g s t i l l is the apparen t ly m o d e r n w o o d ; w e r e i t ancient , the g ra in 
l ines w o u l d have faded a n d b e c o m e v i r t u a l l y i nv i s i b l e . T h e ga rment scheme is qu i t e w r o n g , and the list o f 
such details goes o n , o n l y a d d i n g to an impres s ion o f m o d e r n o r i g i n and ca l l ing to m i n d the exce l l en t advice 
caveat emptor. 
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fig. 17 fig- 18 f i 8 ' 1 9 

PRESERVATION AND CONSERVATION 

T h e d r y c l imate o f Egypt , o f course, is responsib le for the f ine state o f p rese rva t ion o f m a n y o f the m u m m y 
por t r a i t s . T h e co lors o f t en are b r i g h t a n d fresh a n d g ive the i m p r e s s i o n that they c o u l d have been p a i n t e d 
yesterday rather than centur ies ago. W h i l e a f ew o f t h e m may i n d e e d have been p a i n t e d yesterday, as m e n 
t i o n e d , the au then t ic por t ra i t s o w e the i r phys i ca l i n t e g r i t y to the ho t , d r y sands o f Egypt . W h i l e I d o n o t 
c l a i m any f i r s thand exper ience w i t h the r e s to ra t ion and c o n s e r v a t i o n o f " F a y u m por t r a i t s , " I m i g h t m e n t i o n 
one f requent p r o b l e m : the heavy coats o f va rn i sh o r a d d i t i o n a l w a x somet imes a p p l i e d b y w e l l - i n t e n t i o n e d 
excavators o r co l l ec to r s . T h e o r i g i n a l br ightness o f a f ine p o r t r a i t i n T o r o n t o (f ig . 17), for example , t oday 
is o b s c u r e d b y a t h i c k " p r o t e c t i v e " coat o f va rn i sh o r ( p r o b a b l y ) w a x , 1 3 that ove r the years has t u r n e d f r o m 
t ransparent to a c l o u d e d m u d - b r o w n . A n o t h e r p r o b l e m is that mos t por t ra i t s w h e n first r e c o v e r e d are en
crus ted w i t h the d i r t o f the ages, w h i c h s o m e h o w must be r e m o v e d . A p o r t r a i t o f a m a n (f ig . 18) h u n g for 
t h i r t y - f i v e years i n the Walters A r t Ga l le ry l o o k i n g v e r y h u m b l e indeed , u n t i l i n 1969 all f ive o f the gal lery 's 
por t ra i t s w e r e s k i l l f u l l y c leaned. T h e same p o r t r a i t n o w is s i m p l y dazz l ing (f ig . 19). T h e agent? T h e k e y t o 
this r emarkab le c lean ing process? N o t any elaborate chemica l p repa ra t ion , n o r a set o f special brushes. T h e 
c lean ing was d o n e v e r y g e n t l y w i t h " Q - T i p s " and o r d i n a r y h u m a n sal iva. 1 4 T h e p o r t r a i t has been spi t -sh ined, 
so to speak. 

17. This elegant portrait of a lady, 
dating from the early second century 
A.D., was recovered by Sir W.M. 
Flinders Petrie at Hawara. A modern 
coat of wax, probably applied by the 
excavator to protect the painted 
surface, has discolored and today 
obscures the portrait's original 
brightness. Encaustic on wood. 
Toronto, Royal Ontario Museum, 
inv. 918.20.1. 

18. An encaustic portrait of a 
man, dating from the mid-second 
century A.D., is shown heavily en
crusted with sand and dirt. Balti
more, Walters Art Gallery, inv. 32.6. 

19- The same portrait as in fig. 18, 
after careful cleaning by a conser
vator. The original appearance of 
this fine portrait has been skillfully 
restored. 
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20. Some portraits present convinc
ing evidence that they were painted 
from life. This depiction of a young 
man, found at Antinoopolis and 
dating from the late second century 
A.D., seems related to a sketch on 
the panel's reverse. 
Encaustic on wood. Paris, Musee du 
Louvre, Department des Antiquites 
Grecques et Romaines, inv. P 213'. 
Phot. Chuzeville. 

21. This sketch, on the reverse of 
the preceding panel, may have been 
made by the artist in the presence 
of the subject. Although the draw
ing shows the full figure, it may 
have been an aid to the painter in 
creating the bust-length depiction 
on the obverse. After W. de Grunei-
sen, Le portrait: Traditions hellenis-
tiques et influences orientales (Rome 
1911) pi. 1. 

PORTRAITS? 

A natura l q u e s t i o n at this p o i n t is: "Are these pa in t ings ac tual ly por t ra i t s?" T h e answer is m i x e d . The re are 
a n u m b e r o f examples that seem ce r t a in ly t o have been p a i n t e d f r o m l i fe . A p o r t r a i t o f a y o u n g m a n n o w 
i n the L o u v r e (f ig. 20) has o n its reverse a fu l l - l ength o u t l i n e d r a w i n g (fig. 21) that m a y be a p r e l i m i n a r y sketch 
made b y the artist i n the presence o f the sitter. A fascinat ing panel i n Berke ley has, o n one side, the faded 
remains o f w h a t mus t be an u n f i n i s h e d p o r t r a i t and , o n the reverse, a hasty ske tch ( f ig . 22) w i t h c o l o r notes 
s c r a w l e d i n . Gayet , the excava tor o f A n t i n o o p o l i s , said that w h e n e v e r he f o u n d a m u m m y p o r t r a i t he a lways 
t o o k care to u n w r a p the m u m m y and to compare the p a i n t e d l ikeness o n the outs ide w i t h the actual features 
o f the deceased w i t h i n , a n d he c o n c l u d e d that they w e r e i n d e e d t rue p o r t r a i t s . 1 5 Even i f one takes this over-
enthusiast ic s ta tement w i t h some reservat ions, the ev idence seems to ind ica te at least somet imes an a t t emp t 
to capture the actual l ikeness o f the subject . 

Bu t there is c o n f l i c t i n g ev idence as w e l l . For example , a l t h o u g h the p o r t r a i t i n Sou th Afr ica da ted b y rad io
c a r b o n (f ig . 14) p l a i n l y shows a bearded and m o u s t a c h i o e d man , its m u m m y has been s h o w n t h r o u g h X-ray 
to be that o f a w o m a n . 1 6 Rather than suggest that the deceased w o m a n had had major p rob lems o f sexual ident i ty , 
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or that her parents a lways h a d w i s h e d she w e r e a son, w e must instead admi t that this m a y be a clear-cut 
case w h e r e the p o r t r a i t and its m u m m y are unre la ted . A t the major F a y u m site o f Er-Rubayat, moreove r , the 
art f o r m seems to have e v o l v e d b y the late t h i r d c e n t u r y i n t o series p r o d u c t i o n . O n e artist, for example , 
p a i n t e d n o t o n l y a p o r t r a i t f o r m e r l y i n an Aus t r i an p r iva te c o l l e c t i o n (f ig. 23) bu t also a near-dupl ica te n o w 
i n the Ph i l ade lph ia M u s e u m o f A r t ( f ig . 24). The re na tu ra l ly are excep t ions to this prac t ice , bu t mos t " F a y u m 
p o r t r a i t s " da t i ng f r o m the late t h i r d c e n t u r y and a f t e rward seem to be var ia t ions o n a f ew s i m p l i f i e d types. 
Clear ly they bear l i t t l e r e l a t i o n to the t rue appearance o f the deceased and thus are n o t actual likenesses. 
Just as a s c u l p t o r o f m u m m y masks m i g h t have had o n h a n d o n l y four o r f ive m o u l d s o n w h i c h he w o u l d 
have based al l his m u m m y masks, it w o u l d seem that a late por t ra i t i s t w o r k i n g i n the F a y u m m i g h t have 
h a d o n h a n d several pa r t i a l ly p r e p a i n t e d panels to w h i c h he w o u l d have added o n l y specific details r e q u i r e d 
b y a cus tomer . O n e m i g h t even go one step fu r the r and suggest that at least some late por t r a i t s w e r e ready-
made , w h o l l y p r e p a i n t e d w h e n d i sp l ayed for sale. T h u s a cus tomer m i g h t s i m p l y have s t r o l l e d i n t o a p o r t r a i t 
s h o p a n d p i c k e d o u t a f in i shed piece for even tua l use i n his o w n m u m m y . I t m i g h t have l o o k e d vague ly 
l i ke h i m , o r as he w a n t e d to be r e m e m b e r e d . Perhaps the se lec t ion o f a po r t r a i t was made after death b y 
the su rv iv ing family . Whatever the case, the latest "Fayum por t ra i t s" were far different f r o m the actual likenesses 
o f earl ier centur ies . Mos t are por t r a i t s i n o n l y a s y m b o l i c sense. 

22. The reverse of an unfinished 
panel portrait from Tebtunis shows 
an artist's sketch, including notations 
of color, that plainly indicates 
depiction from life. Third century 
A.D. Berkeley, Lowie Museum of 
Anthropology. University of Califor
nia, inv. 6-21378A. 

23- In contrast to examples dating 
from the early Empire, which seem 
mainly to have been intended as 
literal likenesses reproducing the 
actual and detailed appearance of 
specific individuals, many late 
"Fayumportraits" were based on 
general facial types. Tempera on 
wood. From Er-Rubayat; A.D. 250-
275- Formerly in a private collec
tion; present whereabouts unknown. 

24. Nearly a duplicate of the pre
ceding example, this depiction was 
painted by the same artist in a series 
of "portraits" based on a general 
facial type. Tempera on wood. From 
Er-Rubayat; A.D. 250-275. Philadel
phia Museum of Art, inv. 63-181-263, 
Louis E. Stern Collection. 
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25. This likeness probably was 
among the first portraits painted at 
Antinoopolis after its foundation in 
A.D. 130. The depiction is idiosyn
cratic among portraits from that site 
for the placement of the subject's 
eyes at different levels and for the 
distinctive pattern of the lips. En
caustic on wood. Painter A. Musee 
des Beaux-Arts de Dijon, inv. GA 1. 

26. Representational pecularities, 
for example, in the eyes and lips of 
this portrait also from Antinoopolis, 
suggest that it was created by the 
same artist, Painter A. The elaborate 
gold pectoral has been shown to be 
decoration added to the portrait at 
a later date, presumably at the time 
of burial. Encaustic on wood. A.D. 
130-160. Paris, Musee du Louvre, 
Departement des Antiquites Grecques 
et Romaines, inv. P 217. Phot. 
Chuzeville. 

THE PAINTERS 

I n c o n s i d e r i n g the artists w h o p r o d u c e d these fascinat ing por t ra i t s , the p r o b l e m s are m u c h the same as fo r 
the w a l l painters o f Campania , as s u m m a r i z e d b y L. Richardson , j r : " T h e museums and s tandard b o o k s o n 
the subject bear n o a t t r i b u t i o n s . I t is a lmost as i f the q u e s t i o n o f w h o p a i n t e d these p ic tures w e r e n o t o f 
interest to scholars . " 1 7 

There is, i n fact, l i t t l e phys ica l ev idence f r o m w h i c h to w o r k . W h i l e i n Campania there is at least one 
artist 's s ignature, the m u m m y por t ra i t s all are a n o n y m o u s creat ions. W h i l e at P o m p e i i i t is poss ible t o p o i n t 
speci f ica l ly to a painter ' s trade, w i t h po ts o f p i g m e n t s t i l l l y i n g as they w e r e i n Augus t o f A . D . 79, n o such 
ev idence survives f r o m R o m a n Egypt . A n d w h i l e the elder P l i n y talks a l i t t l e abou t w a l l p a i n t i n g , i f m a i n l y 
to l amen t the gaudy decadence o f the P o m p e i a n F o u r t h Style, n o l i t e ra ry reference to m u m m y por t ra i t s o r 
to the i r artists has s u r v i v e d . P l iny h i m s e l f leads us o f f the scent w h e n he says that the p a i n t i n g o f por t ra i t s 
h a d d i e d o u t c o m p l e t e l y . 

Yet m u c h s t i l l can be o b s e r v e d abou t the artists, w o r k i n g so le ly f r o m the pa in t ings themselves . D u r i n g 
the past ha l f -cen tu ry o r so, the w o r k o f R ichardson a n d o thers at P o m p e i i , and o f Beazley w i t h Greek vases, 
has d e m o n s t r a t e d that the lack o f signatures need n o t be d i scourag ing . Us ing the same t echn ique , that is, 
b y s t u d y i n g representa t iona l id iosyncracy , i t is poss ible to g r o u p p a i n t e d por t r a i t s i n t o schools a n d even 
somet imes to specify i n d i v i d u a l hands. 
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I n seeking o u t the i d e n t i t y o f the painters as a g r o u p , w e are also l i m i t e d to conc lus ions d e r i v e d f r o m the 
w o r k s themselves, bu t b y e x a m i n i n g the techniques o f por t r a i t p r o d u c t i o n the answer may come m o r e clearly 
i n t o focus. T h e earliest m u m m y pain t ings are i n the wax-based encaustic m e d i u m , and the e lder P l i ny talks 
at some l e n g t h abou t this t e c h n i q u e . 1 8 Augustus , w e are t o l d , inser ted i n t o a w a l l o f the Cur ia at Rome an 
encaustic panel b y Nicias, a Greek master o f the 330's B.C. P l iny also considers the unce r t a in o r i g i n o f encaus
t ic : perhaps i n the f o u r t h c e n t u r y B.C., he says, a l t h o u g h Po lygno tus seems to have used i t before then . He 
goes o n to talk about several p r o m i n e n t masters o f the encaustic m e d i u m , all Greeks, all w o r k i n g i n the f o u r t h 
cen tu ry B.C. B e y o n d Pl iny 's discussion, the preserved f i f th-century B.C. b u i l d i n g accounts for the Erech theum 
at Athens list several expend i tu res for the painters i n w a x . 1 9 I n shor t , w e f i n d ev idence o f an extensive t h o u g h 
r a n d o m l y r e c o r d e d t r a d i t i o n o f encaustic p a i n t i n g a m o n g the Greek artists o f earlier centur ies . Because o f 
th is , a n d because Egypt r e m a i n e d v e r y t h o r o u g h l y He l l en i zed i n t o the R o m a n p e r i o d , the first painters o f 
encaust ic m u m m y por t ra i t s must have been Greeks. A l t h o u g h the details escape us, p e r m i t t i n g o n l y conjec
ture , i t m i g h t be supposed that these painters w e r e c a r r y i n g o n an establ ished t r a d i t i o n o f encaustic p a i n t i n g 
b r o u g h t f r o m m a i n l a n d Greece to Egypt i n Pto lemaic t imes. As R o m a n i z a t i o n o f the p r o v i n c e progressed, 
h o w e v e r , a n d as the na t iona l d i s t i nc t i ons a m o n g Greek, Roman a n d Egyp t i an became less clear, p o r t r a i t 
p r o d u c t i o n m a y gradua l ly have changed hands. T h e w i d e s p r e a d shift to t empera p a i n t i n g i n the Fayum, for 
example , recalls ancient Egyp t i an t echn ique , w h i l e the gradual t r ans fo rma t ion o f the art i n t o a craft may repre
sent the u l t i m a t e R o m a n i z a t i o n o f the genre. But o n to personal i t ies . 

27. The subject of this portrait 
from Antinoopolis, painted i)i en
caustic on linen, holds a bouquet 
and chalice evidently of funerary 
coiuiotaiion. Although the portrait 
has been restored extensively (cf. 
fig. 28), several distinctive features 
of the artist ys style can be identified. 
The subject \s lips are large and fleshy, 
his ears are especially prominent, 
and a heavy shadow underlies the 
right eye. His big fingers, moreover, 
seem to bold unnaturally at the 
joifits. The artist's keen sense for 
framing is apparent in the architec
tonic treatment of the background. 
Painter L; A.D. 225-2.50. Paris, 
Musee du Louvre, Depart ement des 
Antiquites Grecques et Romaines, 
inv. P 215. Phot. Chuzeville. 

28. The same portrait, before 
restoration. While some original 
details were altered by repainting, 
most features of the artist's style 
were reproduced accurately. Phot. 
Chuzeville. 
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29. Details within the face, the 
peculiar thick and curving fingers, 
and the strongly architectonic fram
ing of the subject combine to identify 
this portrait as another work by the 
artist of the preceding depiction, 
Painter L . Encaustic on linen. From 
Antinoopolis; A.D. 225-250. Paris, 
Musee du Louvre, Departement des 
Antiquites Egyptiennes, inv. AF6482. 

30. The hands of the subject shown 
in this fragmentary portrait are 
missing. Because of details in the 

facial representation, however, and 
a similar emphasis on framing, the 
portrait can be attributed to the 
artist of the preceding two examples, 
Painter L . Encaustic on linen. From 
Antinoopolis; A.D. 225-250. Athens, 
Benaki Museum, inv. 6878. 

A n t i n o o p o l i s affords a g o o d o p p o r t u n i t y to examine the e v o l u t i o n o f a d i s t inc t loca l p o r t r a i t t r a d i t i o n . 
T h e c i t y was f o u n d e d late i n A . D . 130 b y H a d r i a n o n his s econd great tour , near the spot w h e r e A n t i n o u s , 
the emperor ' s c o m p a n i o n , d r o w n e d i n the Nile . The ruins o f A n t i n o o p o l i s were admirab ly described, measured, 
a n d m a p p e d b y a F r e n c h m a n , J o m a r d , at the t u r n o f the n i n e t e e n t h c e n t u r y , 2 0 b u t w i t h i n f i f t y years the locals 
had car r ied o f f the remains comple te ly . B y the t ime o f Gayet's first vis i t i n 1895, all that was left o f this elaborate 
m e m o r i a l to the b o y f r o m B i t h y n i a was b e l o w g r o u n d : cemeteries to the n o r t h a n d east o f the c i ty , r ang ing 
i n date t h r o u g h Byzan t ine t imes. 

Near ly f i f ty m u m m y por t ra i t s can be t raced to A n t i n o o p o l i s . O f this number , t h i r t y are k n o w n to have 
been recove red b y Gayet b e t w e e n 1896 and 1912; the add i t iona l examples can be assigned to the site because 
o f o the r ev idence . First , p o r t r a i t panels f r o m A n t i n o o p o l i s usual ly e x h i b i t a character is t ic la tera l ly s t epped 
shape (f ig . 25), h a v i n g been cut away at the tops o f the sides for the closest possible f i t w i t h i n the m u m m y 
w r a p p i n g s . Second, the earliest p o r t r a i t shrouds f r o m the site ( f ig . 13) perpetuate the unusual panel shape 
i n the s t r o n g l y a rch i t ec ton ic f r a m i n g o f the p o r t r a i t segment. Final ly , o n b o t h panels a n d shrouds there is 
a p r e d i l e c t i o n for a d d e d o r n a m e n t i n g i l t s tucco, f r equen t ly as a t h i c k necklace (f ig . 11). 

T h e del ibera te f o u n d a t i o n o f A n t i n o o p o l i s i n 130 gives us a l o w e r l i m i t for art is t ic p r o d u c t i o n , w h i l e po r 
traits d o n o t seem to have been pa in t ed there m u c h i f at all b e y o n d the year 300. W i t h i n the i n t e r v a l thus 
de f ined , three general phases m a y be d i s t ingu i shed . First is a p e r i o d o f panel por t ra i t s s h o w i n g o n l y head 
a n d shoulders , e x t e n d i n g f r o m the date o f f o u n d a t i o n o r s h o r t l y thereafter u n t i l abou t the e n d o f the s econd 
cen tu ry . N e x t is a t r ans i t iona l p e r i o d o f e i ther panels o r shrouds , w i t h the figures p a i n t e d to bus t - l eng th a n d 
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usual ly w i t h hands s h o w n , encompass ing a p p r o x i m a t e l y the first ha l f o f the t h i r d cen tu ry . A t h i r d and f inal 
phase, w h e n fu l l - f igure s h r o u d por t raya l s w e r e the ru le , e x t e n d e d near ly to that cen tu ry ' s end . 

A m o n g the A n t i n o o p o l i t a n por t ra i t s it has been possible thus far to d i s t ingu i sh at least four t een separate 
hands. A t t r i b u t i o n has been based o n s tyl is t ic c o m p a r i s o n o f the examples , that is, o f the c o n c e p t i o n and 
t rea tment o f ana tomica l features that are i d io sync ra t i c and, i n that sense, an u n i n t e n t i o n a l artist 's s ignature. 
W h i l e i t is n o t possible to present all the painters here, three m a y be cons ide red—one f r o m each c h r o n o 
log ica l phase. 

A m o n g the earliest po r t r a i t s f r o m A n t i n o o p o l i s are the t w o ex tan t p r o d u c t i o n s o f Painter A: a p o r t r a i t o f 
a m a n i n D i j o n (f ig . 25) and that o f a w o m a n i n the L o u v r e (f ig . 26) already m e n t i o n e d . B e y o n d the ove ra l l 
phys i ca l resemblance o f the subjects, the artist 's t r ea tment o f t w o areas—the eyes and m o u t h — i s precise ly 
the same i n each p o r t r a i t . T h e p lacement o f the eyes at d i f fe rent levels, ev iden t i n b o t h examples , is un 
para l le led i n o the r por t ra i t s f r o m the site. Also iden t i ca l is the ca r toon- l ike pa t t e rn o f the l ips , w h e r e i n each 
case the l ine o f the m o u t h is n o t i c e a b l y longer at the ends than e i ther l i p . Placement i n t i m e o f Painter A 
is a c o m p l e x mat ter . T h e c r e w - c u t o f the m a n is the uno f f i c i a l s tyle w o r n b y v e r y y o u n g m e n at all stages 
o f the R o m a n E m p i r e and therefore is n o t specif ical ly datable. N o r can the coi f fure o f the w o m a n be paral le led 
exac t ly i n of f ic ia l p o r t r a i t scu lp tu re . Bu t the s i m p l i c i t y o f her ha i rs ty le recalls i n sp i r i t the styles p re fe r r ed 
b y the empress Sabina, w h i l e the bare ly v i s ib le second tier, apparen t ly a c o i l e d b r a id , has A n t o n i n e parallels. 
I t therefore is suggested that this ha i rs ty le falls i n an area encompass ing the late Hadr ian ic a n d early A n t o n i n e 
pe r iods and that the floruit o f Painter A s h o u l d be p laced i n the 130's o r 140's. 

31. /// this painting, one of the 
latest examples from Antinoopolis. 
the portrait area has been expanded 
to waist-length. The peculiar hawk s-
beak index finger of the subject's left 
hand is a stylistic idiosyncracy of 
the artist. Painter P, as are the very 
heavy lines of shading between the 
eyes and brows. Encaustic on linen. 
A.D. 250-300. Paris, Musee du 
Louvre, Departement des Autiquites 
Egyptienues, inv. AE 6484. 

32. This shroud, here shown still 
wrapped as a final covering around 
the mummy, is painted with a por
trait that reveals precisely the stylis
tic characteristics seen in the preced
ing example and is thus another 
work by Painter P. Encaustic on 
linen. From Antinoopolis; A.D. 
250-300. Paris, Musee du Louvre, 
Departement des Antiquites Egypti-
ennes, inv. AE 6489. 
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fig- 33 

3 3 • The Malihu Pa in ter 's t rea t-
ment of certain anatomical details, 
especially in the nose and mouth, is 
distinctive. According to the evi
dence of the hairstyle, he must have 
been active at Hawara around A.D. 
100. Encaustic on wood. Malibu, f. 
Paul Getty Museum, inv. 73-AP.91. 
(see catalogue no. 3) 

34. According to an accompanying 
inscription, this lady was named 
Demos and she died at age 34. The 
portrait was found at Hawara by 
Petrie. According to representational 
details, it was created by the artist 
of the preceding example, the Malibu 
Painter. Encaustic on wood. Cairo, 
Egyptian Museum, inv. C. G. 33237. 

35- This expressive tempera por
trait by the St. Louis Painter is 
distinctive especially for the artist's 
unusual handling of facial shading, 
for the cartoon-like pattern of the 
lips, and for the subject's extremely 
long and slightly askew nose. From 
Er-Rubayat; ca. A.D. 300. Saint 
Louis Art Museum, inv. 128:1951, 
gift of Mrs. Max A. Goldstein. 

T h e best-represented artist o f the t rans i t iona l phase is a s h r o u d por t ra i t i s t , Painter L, at least three o f w h o s e 
w o r k s su rv ive . T h e f ragmenta ry p o r t r a i t o f A m m o n i u s , so-called, i n the L o u v r e (f ig . 27) o r i g i n a l l y was par t 
o f a larger p a i n t e d scheme such as is bet ter p rese rved o n o the r A n t i n o o p o l i t a n shrouds also i n the L o u v r e 
(e.g. figs. 13 and 29). W h i l e " A m m o n i u s " has been m u c h res to red a n d r epa in t ed (cf. his o r i g i n a l c o n d i t i o n 
i n f ig . 28), and i n spite o f the misp lacemen t o f the r i gh t h a n d that o r i g i n a l l y grasped the b o w l o f the c u p 
ra ther t han the base, one notes the t h i c k , unna tu ra l f ingers, c o r r e c t l y res tored , that seem to c u r v e rather 
t h a n to b e n d at the jo in t s . A d d i t i o n a l l y , the face has large f leshy l ips , sharp ly p r o t r u d i n g ears, a n d a p r o 
n o u n c e d bag u n d e r the r i gh t eye. A n e x c e p t i o n a l l y w e l l - d e f i n e d frame su r rounds the p o r t r a i t area. These 
same features—the l ips , the fingers, the ears, the bag under the r igh t eye, and the frame—appear o n the better-
p rese rved s h r o u d i n the L o u v r e ( f ig . 29) already m e n t i o n e d . A f ragmentary p o r t r a i t i n Athens ( f ig . 30) lacks 
o n l y the hands that w o u l d c l i n c h a t t r i b u t i o n t o this artist . W h e t h e r they f o r m e r l y w e r e present o n a p o r t i o n 
o f the s h r o u d n o longer p rese rved or w h e t h e r Painter L s i m p l y h a d g i v e n u p even t r y i n g to pa in t hands, 
w e d o n o t k n o w . Bu t the same fleshy l ips are present , as is the famil iar s h a d o w u n d e r the r i gh t eye, and 
the s t rong ly a rch i t ec ton ic f r aming . Painter L p r o b a b l y w o r k e d d u r i n g the second quar ter o f the t h i r d cen
tury , since the shor t hairstyles o f al l three subjects fall w i t h i n the c r e w - c u t era o f o f f i c ia l p o r t r a i t u r e first 
e v i d e n t a m o n g s c u l p t u r e d por t ra i t s o f adults d u r i n g the t i m e o f Severus Alexander . 
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T h e b e g i n n i n g o f the f inal p e r i o d o f m u m m y p o r t r a i t u r e at A n t i n o o p o l i s seems to have c o i n c i d e d w i t h 
an i n f l u x o f ga rment styles, materials , and decora t ive mo t i f s emana t ing f r o m the east, w h i c h has been da ted 
c o n v i n c i n g l y t o a r o u n d A . D . 250 . 2 1 T h e p o r t r a i t n o w has been e x p a n d e d f r o m the reserved zone at the t o p 
o f the t r ans i t iona l s h r o u d to fu l l - l eng th . 

O n a p o r t r a i t o f a w o m a n i n the L o u v r e (f ig . 31) one notes especial ly the p r o m i n e n t dark l ines i n d i c a t i n g 
the j u n c t u r e o f the uppe r eyel ids w i t h the areas b e l o w the b r o w s , these lines v i r t u a l l y pa ra l l e l ing the b r o w s 
a n d p laced w e l l b e l o w t h e m , and the th ick - f inge red hands w i t h a strange hawk's-beak i n d e x finger. T h e same 
cu r ious f inger also appears o n a L o u v r e s h r o u d that carries the p o r t r a i t o f a m a n (f ig . 32), as d o the dark 
l ines b e l o w the b r o w s . Toge ther these s h r o u d por t ra i t s def ine Painter P, w h o p r o b a b l y w o r k e d d u r i n g the 
last ha l f o f the t h i r d cen tu ry . 

I n contras t to A n t i n o o p o l i s , w h e r e q u a l i t y p r o d u c t i o n appears to have been m a i n t a i n e d t h r o u g h the e n d 
o f the t h i r d c e n t u r y and w h e r e the encaustic m e d i u m was used t h r o u g h o u t , series p r o d u c t i o n and tempera 
paint were to become the rule i n the Fayum. T h o u g h the painters w o r k i n g at Fayum sites are far m o r e numerous 
a n d s ty l i s t i ca l ly diverse than at A n t i n o o p o l i s and have been l i t t l e s tud ied , several o f t h e m m a y be cons ide r ed 
i n passing. 

36. Both in general style and indi
vidual detail, this painting corre
sponds exactly to the preceding 
example and was executed by the 
same artist. The lines of hatching 
that emphasize the cheekbones and 
the structure of the iieck particularly 
distinguish the graphic, almost dia
grammatic style of the St. Louis 
Painter. Tempera on wood. Ca. 
A.D. 300. Moscow, Pushkin Fine 
Arts Museum, in v. 5783. 

37. While shou'ing a number of 
obvious similarities to the preced
ing portraits, this depiction differs 
somewhat in the more restrained 
shading that conveys a softer feel 
for the flesh. The eyes, too, are not 
so starkly emphasized. A number of 
other portraits are related to those 
by the St. Louis Painter and some 
to each other by these differences, 
suggesting a school of portrait artists 
active at Fr-Rubayat around A.D. 
300. Tempera on wood. Cambridge, 
Fogg Art Museum, Harvard Univer
sity, inv. 1939.111, gift of Mrs. John 
D. Rockefeller Jr. 
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fig- 38 

38. Another school of portrait 
painters working at Er-Rubayat, 
though slightly later, included the 
Brooklyn Painter, whose namepiece 
is illustrated here. His subjects usu
ally have somewhat round, smiling 
faces and often hold a wreath and 
chalice evidently of funerary con
notation. A certain naivete of ana
tomical structure in the non-facial 
areas actually seems to heighten the 
exuberant freshness of the Brooklyn 
Painter's productions. Tempera on 
wood. From Er-Rubayat; A.D. 325-
375. Brooklyn Museum, inv. 41.848, 
Charles Edwin Wilbour Fund. 

A t Hawara (or at Ars inoe , the t o w n w h i c h Hawara seems to have served as a cemete ry) , there was an ex ten
sive s c h o o l o f p o r t r a i t painters d u r i n g the first and second centur ies . O n e o f t h e m , the M a l i b u Painter, exe
c u t e d n o t o n l y his namepiece ( f ig . 33 and catalogue n o . 3) bu t also, a m o n g others , the v e r y s imi lar p o r t r a i t 
o f D e m o s i n the Egyp t i an M u s e u m , Cairo ( f ig . 34). T h e hairstyles o f these p u d g y ladies are near ly iden t i ca l , 
late Flavian i n character . T h e M a l i b u Painter mus t have l i v e d a n d w o r k e d a r o u n d A . D . 100. 

T h e mos t s t r i k i n g feature o f the style o f the St. Louis Painter ( f ig . 35), w h o w o r k e d at Er-Rubayat (or at 
Phi ladelpheia) p r o b a b l y w i t h i n a decade o f A . D . 300, is his d i s t i nc t i ve use o f l ines o f h a t c h i n g . These are 
a graphic shor thand to suggest shading and are app l i ed freely over an in i t ia l t reatment o f m o r e b road ly pa in ted 
strokes. T h e same h a l l m a r k is especial ly ev iden t o n ano ther late p o r t r a i t o f a w o m a n , i n M o s c o w (f ig. 36), 
a n d w h e n one adds a list o f ana tomica l s imilar i t ies (such as the i n o r d i n a t e l y l o n g nose that the artist real ly 
does n o t k n o w h o w to end) , the artist o f the St. Louis panel is p l a i n l y recognizable . A n o t h e r qua in t p o r t r a i t , 
i n the Fogg A r t M u s e u m (f ig. 37), was also execu t ed b y the St. Louis Painter, o r at least w i t h i n w h a t m a y 
have been an ex tens ive s c h o o l re la ted to h i m . 
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Sti l l i n the F a y u m , w e m i g h t m e n t i o n the naive bu t qu i t e c h a r m i n g por t ra i t s b y the B r o o k l y n Pain ter 2 2 

( f ig . 38), w h o seems to have w o r k e d at Er-Rubayat near the m i d d l e o f the f o u r t h c e n t u r y . His s tyle is par
t i c u l a r l y i d io sync ra t i c and can be i d e n t i f i e d i n several pa in t ings , i n c l u d i n g one i n the Ge t ty M u s e u m (f ig. 
39 a n d catalogue n o . 11). 

Perhaps a f i t t i n g c o n c l u s i o n for a survey o f the artists is the w o r k o f the A m p h o r a Painter, w h o was respon
sible for p a i n t i n g t w o gro tesque examples n o w i n T o r o n t o (f ig . 40). His w o r k , p r o b a b l y f r o m near the e n d 
o f the f o u r t h c e n t u r y , m o r e p r o p e r l y is desc r ibed as " f o l k art ," h o v e r i n g b e t w e e n the realms o f art and craft. 
P r o b a b l y m o r e na t ive Egyp t i an t han Greek o r Roman , a n d de f in i t e ly l a c k i n g m u c h f o r m a l t r a i n ing , the A m 
p h o r a Painter (whose subjects, i n c i d e n t a l l y , ac tual ly appear to be h o l d i n g canthari) h ad e v i d e n t l y seen a 
m u m m y p o r t r a i t o r t w o and h a d d e c i d e d that he, t o o , c o u l d successfully pa in t some. W e l l , i f the A m p h o r a 
Painter 's w o r k w e r e an accurate i n d e x o f the state o f the art at that t i m e , one m i g h t say i t was just as w e l l 
that Theodos iu s p r o h i b i t e d m u m m i f i c a t i o n , e f fec t ive ly e n d i n g the p r o d u c t i o n o f " F a y u m por t ra i t s . " Bu t i n 
fact the A m p h o r a Painter seems to have been an isola ted p h e n o m e n o n and, fo r tuna t e ly for the h i s t o r y o f 
art, he s p a w n e d n o s c h o o l and can be p laced i n a class b y h imsel f . 

39. Except for the difference in 
age, the man in this portrait might 
be a twin to the subject of the pre
ceding example. As was the case 
with the St. Louis Painter, a large 
number of extant portraits bear 
overall similarities to works by the 
Brooklyn Painter and suggest a 
school of portrait artists. This paint
ing, however, unquestionably was 
executed by the Brooklyn Painter 
himself. Tempera on wood. A.D. 
32 5-3^5. Malibu, The J . Paul Getty 
Museum, inv. 79.AP. 142 (see 
catalogue no. 11). 

40. The Amphora Painter created 
these hasty depictions late in the 
fourth century A.D. 'Though it is 
uncertain whether they actually were 
wrapped in mummies, in the manner 
of true "Fayum. portraits, " they 
evidently were imitations of such 
paintings. The subjects probably 
hold not amphorae but canthari/ 
drinking cups often are held by 
subjects of late "Fayum portraits." 
Tempera on wood. Toronto, Royal 
Ontario Museum, inv. 918.20.3 and 
918.20.4. 

23 

ig. 39 fig. 40a fig. 40b



fig. 41 

41-43. Together these three panels 
formed a triptych intended for dis
play in the home, evidently com
memorating a departed ancestor or 
family member. The subject of the 
central panel can be compared 
stylistically to mummy portraits 
executed in the early third century 
A.D. The depictions of Is is and 
Serapis on the side panels probably 
copy well-known paintings of the 
time, perhaps on display at an im
portant cult center of Roman Egypt. 
Tempera on wood. Malibu, The J. 
Paul Getty Museum, inv. 74.AP.21 
(Isis), 74.AP.20 (central panel), 
74.AP.22 (Serapis) (see catalogue 
no. 8). 

OTHER PAINTINGS 

W h i l e the vast m a j o r i t y o f panel pa in t ings that su rv ive f r o m R o m a n Egypt are t rue m u m m y por t ra i t s , a sur
p r i s i n g n u m b e r w e r e mean t for purposes n o t p r i m a r i l y c o n n e c t e d w i t h b u r i a l . M a n y o f these non- fune ra ry 
pa in t ings w e r e execu t ed b y artists w h o s e usual s tock- in- t rade was the s tandard " F a y u m p o r t r a i t . " Thus t hey 
p r o v i d e valuable ev idence for unde r s t and ing m o r e f u l l y the art ist ic a c t i v i t y o f these painters . 

Near ly al l such pa in t ings thus far r e c o v e r e d fall i n t w o categories: some w e r e f ramed a n d h u n g o n the 
wal ls o f p r iva te houses, w h i l e others u t i l i z ed an archi tec tura l f r a m e w o r k , of ten an aedicula a r rangement w i t h 
the p a i n t i n g i t se l f i n t o n d o shape, and mus t have been free-standing. D i v i n i t i e s appear i n pa in t ings meant 
for domes t i c w o r s h i p , mor ta l s i n those associated w i t h the c u s t o m o f ancestor vene ra t i on . A l t h o u g h some 
o f these panels w e r e excava ted i n p r iva te houses, the superb p re se rva t ion o f the m a n y others w h o s e p r o 
ven ience is n o t d o c u m e n t e d suggests that they w e r e r ecove red f r o m t o m b s a n d that they m a y have been 
c o n v e r t e d f r o m domes t i c to funerary purpose . 

A set o f three pa in t ings a c q u i r e d i n 1974 b y the G e t t y M u s e u m (figs. 41 -43 and catalogue n o . 8) reveals 
a u n i q u e and especial ly in te res t ing c o m b i n a t i o n o f the m o r t a l a n d d i v i n e e lements o f cu l t p rac t ice i n R o m a n 
Egypt . T h e cen t ra l panel l o o k s v e r y m u c h l ike a s tandard " F a y u m p o r t r a i t , " b u t i f i t ever h a d been inser ted 
i n m u m m y w r a p p i n g s the t o p corners p r o b a b l y w o u l d have been l o p p e d o f f o r o t h e r w i s e m o d i f i e d to insure 
a sat isfactory f i t w i t h i n the car tonnage. T h e p o r t r a i t seems to have been p a i n t e d d u r i n g the early t h i r d cen
t u r y A . D . T h e f l a n k i n g panels dep ic t n o t mor ta l s b u t the d iv in i t i e s Isis and Serapis. I n spite o f the i r idea l ized 

24 

fig. 42 fig. 43
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aspec ts—normal for represen ta t ion o f dei t ies—detai ls o f the facial por t raya ls make i t seem mos t l i k e l y that 
they w e r e p a i n t e d b y an artist w h o n o r m a l l y p r o d u c e d m u m m y panels. I n fact, t hey w e r e p a i n t e d b y the 
artist o f the t r i p t y c h ' s cent ra l panel , w h o m a y have been c o p y i n g w e l l - k n o w n masterpieces o f the t i m e . 

A n eques t r ian p a i n t i n g o f F a y u m p r o v e n i e n c e is i n the W a d s w o r t h A t h e n e u m , H a r t f o r d (f ig . 44 ) . 2 3 I t , t oo , 
l o o k s at first l i ke a k i n d o f m u m m y po r t r a i t , bu t for t w o reasons i t is no t . First, as w i t h the cent ra l panel 
o f the M a l i b u t r i p t y c h , the t o p corners are p reserved . Second, the fu l l - f igure equest r ian m o t i f is unpara l l e led 
a m o n g m u m m y pa in t ings . Funerary shrouds m a y s h o w the deceased at f u l l l e n g t h b u t a lways s i m p l y stand
ing , w h i l e the panels all are head-and-shoulders o r bus t - length representat ions. This p a i n t i n g never was meant 
for funerary use b u t ra ther was a f r amed v o t i v e panel . T h e p o r t r a y a l de f in i t e ly is that o f a d i v i n i t y . Specif
ical ly , w e see here the ama lgamat ion o f t w o gods w h o appear together f r equen t ly i n the art o f R o m a n Egypt : 
one is the Th rac i an cava l ie r -god H e r o n , w h i l e the o the r canno t be prec ise ly i d e n t i f i e d . Instead o f the v e r y 
general and idea l ized faces that one expects i n pa in t ings o f deities, h o w e v e r , a n d w h i c h i n fact appear o n 
the side panels o f the M a l i b u t r i p t y c h , the facial features o f the H a r t f o r d ho r seman (f ig. 45) reveal a h i g h l y 
personal ized d e p i c t i o n , that is, a po r t r a i t o f a specific i n d i v i d u a l . R o m a n emperors o f ten assumed d i v i n e iden
ti t ies i n s c u l p t u r e d por t ra i t s , and , one suspects, i n pa in t ings as w e l l , a n d i t is u n t h i n k a b l e that anyone o the r 
than an e m p e r o r w o u l d have been thus p o r t r a y e d . T h e naive style and exc lus ive use o f t empera pa in t p o i n t 
to the t h i r d cen tu ry , so that i f the subject is i n d e e d an emperor , he mus t have r u l e d d u r i n g the 200's. A c c o r d 
i n g to the v isual clues w i t h i n the p a i n t i n g , he mus t be Marcus Aure l ius A n t o n i n u s , n i c k n a m e d Caracalla, w h o 
r u l e d as e m p e r o r f r o m 211 to 217. A n e x a m i n a t i o n o f the s c u l p t u r e d por t ra i t s o f the emperor , m a n y o f w h i c h 
su rv ive , c o n f i r m s the i d e n t i f i c a t i o n . 

44. Also not a true "Fayumportrait" 
but instead an object of veneration or 
commemoration displayed in the 
home, this equestrian painting is 
unusual in showing the subject as a 
deity. He probably is the Roman 
emperor Caracalla. Tempera on 
wood. Ca. A.D. 215. Hartford, 
Wadsworth Atheneum, inv. 1934.6, 
Ella Gallup Sumner and Mary Catlin 
Sunnier Collection. 

4 5. The facial features of the man 
in the preceding panel, seen here in 
detail, compare closely to those in 
sculptured portraits of Caracalla. 
Since the emperor is shown with the 
attributes of a soldier-god, it seems 
possible that the painting was 
displayed in the home of one of the 
many veterans who were settled by 
Rome in the Fayum region upon 
their completion of military service. 
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fig. 46 

46. This roundel, or tondoportrait, 
also from Roman Egypt, shows the 
emperor Septimius Severus, his wife 
fulia Domna, his son Caracalla, 
and an erasure in place of his other 
son Geta. The painting, probably 
executed by an artist whose normal 
commissions were standard mummy 
portraits, may have commemorated 
the visit to Egypt by the Imperial 
family in A.D. 199- Tempera on 
wood. Ca. A.D. 200. Berlin, Staat-
liche Museen, Antikenmuseum, inv. 
31329. 

L o o k i n g m o r e c lose ly at this panel , one is s t ruck b y a strange gap i n a b i l i t y w i t h i n the artist 's e x e c u t i o n . 
His represen ta t ion o f the horse and r ider is c lumsy, i l l - p r o p o r t i o n e d , a n d naive ( i f q u a i n t l y cha rming ) , b u t 
the subject 's face is a serious a t t empt at a natural is t ic p o r t r a i t . Th i s leaves l i t t l e d o u b t that its pa in te r was 
an artist w h o s e o r d i n a r y s tock- in- t rade was the s tandard " F a y u m p o r t r a i t . " T h e first m u m m y por t ra i t s to i n 
c lude d e p i c t i o n o f a subject 's hands, p a i n t e d at abou t this t ime , s h o w that the t r a i n i n g o f a p o r t r a i t pa in te r 
c o n c e n t r a t e d a lmos t exc lus ive ly o n head-and-shoulders p o r t r a y a l . I t is a b u n d a n t l y clear that the pa in te r o f 
the H a r t f o r d panel was just such an artist . He was m o s t l y at a loss w h e n he had f in i shed the subject 's face, 
fo r this was the l i m i t o f his f o r m a l t r a in ing . 

T h e art is t ic s h o r t c o m i n g s o f the H a r t f o r d eques t r ian p a i n t i n g , h o w e v e r , are offset b y its great d o c u m e n 
tary value. N o t o n l y is i t a f i r m l y da ted p a i n t i n g to w h i c h m u m m y por t ra i t s can be c o m p a r e d , b u t also, l ike 
the side panels o f the M a l i b u t r i p t y c h , i t shows us w h a t some F a y u m por t ra i t i s t s w e r e d o i n g w h e n n o t 
p a i n t i n g m u m m y por t ra i t s . 

T h e H a r t f o r d panel is the second p a i n t e d p o r t r a i t o f an e m p e r o r to have s u r v i v e d . T h e first , co inc iden t a l l y , 
is also o f Severan date, also p a i n t e d i n tempera , also f r o m the Fayum, and inc ludes Caracalla, t h o u g h as a 
y o u t h . Th i s is the w e l l - k n o w n t o n d o p o r t r a i t i n B e r l i n ( f ig . 46) s h o w i n g the f a m i l y o f Sept imius Severus. 
U n l i k e the H a r t f o r d panel , the B e r l i n t o n d o is o f h i g h art is t ic q u a l i t y and was execu t ed b y a pa in ter o f c o n 
siderable s k i l l . I t can h a r d l y have been for funerary pu rpose o r i n t e n d e d for domes t i c display, bu t mus t have 
a d o r n e d a p u b l i c b u i l d i n g i n a F a y u m t o w n . T h e best guess is that the t o n d o was p a i n t e d to celebrate the 
E g y p t i a n v is i t b y the e m p e r o r and his f a m i l y i n A . D . 199. Because i t can be da ted so closely, i t is ano ther 
rare a n d valuable p o i n t o f c h r o n o l o g i c a l reference for " F a y u m por t ra i t s . " T h e sk i l l o f i n d i v i d u a l p o r t r a y a l 
ev iden t i n the p a i n t i n g leaves l i t t l e d o u b t that its artist, t o o , was also, o r perhaps p r i m a r i l y , a pa in te r o f 
m u m m y por t ra i t s . 
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CONCLUSION 

Possibly n o n e o f the p o r t r a i t painters o f the F a y u m w i l l c o m e to be c o u n t e d a m o n g the greatest artists o f 
a n t i q u i t y . Bu t the m a i n i m p o r t a n c e o f these por t ra i t i s t s does n o t l ie i n a cons i s t en t ly h i g h level o f art ist ic 
p r o d u c t i o n . Rather, w h i l e o n l y a f ew o f the s u r v i v i n g examples can lay c l a i m to great aesthetic mer i t , these 
cur ious and fascinating documen t s together compr i se almost our o n l y evidence for Roman pa in ted por t ra i tu re 
and , m o r e general ly, for ancient panel p a i n t i n g as a w h o l e . 

A n y s t udy o f the m u m m y por t ra i t s f r o m R o m a n Egyp t necessarily raises m o r e ques t ions than i t can answer 
and ends w h e r e one real ly w o u l d prefer to beg in . T h e examples cons ide red here are t y p i c a l o f this s i tua t ion . 
I n mos t cases al l w e have is the bare ob jec t , the p o r t r a i t itself, a n d i n every case this is all w e are l i k e l y ever 
to have. Bu t i n spite o f that , it o f t en is possible to g r o u p the p o r t r a i t s — b y date, b y type , even b y art is t ic 
h a n d — a n d to p o i n t to some rela ted objects , and the reby to start s o l v i n g the puzzle a n d c o m e to k n o w 
s o m e w h a t be t ter those a n o n y m o u s painters , the artists o f the m u m m y por t ra i t s . 
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NOTES 

1. N.H. 35.2.4: Imaginum quidempictura, qua maximesimiles in aevumpropagabanturfigurae, in totum 
exolevit. 

2. Ibid. 35.2 .5: Epicuri voltus per cubicula gestant ac circumferunt secum. 

3. For these, as w e l l as for the mos t comple te discussion o f the recovery o f por t ra i ts after 1887, see K. Parlasca, 
Mumienportrdts und verwandte Denkmdler (Wiesbaden 1966; hereafter, Mumienportrats) C h . 1, 18-58. 

4 . T h e por t ra i t s f r o m A n t i n o o p o l i s and the i r r e c o v e r y are cons ide red i n the w r i t e r ' s u n p u b l i s h e d disserta
t i o n , The Classes and Hands of Painted Funerary Portraits from Antinoopolis (Chapel H i l l 1972). 

5. A .F . Shore, R e v i e w o f Parlasca, Mumienportrats, JEA 56 (1970) 232. 

6. See, for example , N.H. 35 .12.30ff . 

7. Shore suggests p a l m f ibre for the b r u s h {Portrait Painting from Roman Egypt [Rev. ed. ; L o n d o n 1972; 
hereafter, Portrait Painting2 ] 23) and prefers cauterium (used b y later Lat in authors, e.g. Tertul l ian) to cestrum 
(q .v . N.H. 35 .40 .147) . 

8. Petrie suggests {Roman Portraits and Memphis (IV) [ L o n d o n 1911] 2) that the m u m m i e s w e r e k e p t i n 
the a t r i u m , w h e r e c h i l d r e n w o u l d have taken the i r w r i t i n g lessons. As Shore po in t s ou t , h o w e v e r {Portrait 
Painting2 27), there is " n o l i t e ra ry ev idence for the k e e p i n g o f m u m m i e s i n the house" ( w h i c h ev idence 
w e m i g h t expec t , g i v e n the unusual na ture o f this cus tom) n o r any archaeologica l ev idence for the I ta l ic 
s tyle a t r ium-house i n R o m a n Egypt . 

9. E. Coche de la Ferte, "La pe in ture de por t ra i ts romano-egypt iens au Musee d u Louvre , " Bulletin (trimestriel) 
de la Societe Francaise d'Egyptologie 13 (1953) 73-76. 

10. For a c o m p l e t e d iscuss ion o f the shrouds , see Parlasca, Mumienportrats C h . 5, 152-92. 
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11. J.C. Vogel and M . Marais, "Pre tor ia Rad ioca rbon Dates I , " Radiocarbon 13 (1971) 390-91 . 

12. Parlasca, Mumienportrdts 78-84. 

13- T h e p o r t r a i t was excava ted b y Petrie and one recalls his remarks , for example , i n Seventy Years in 
Archaeology ( L o n d o n n .d . ) 84: " . . . b y p u t t i n g a coat o f fresh beeswax ove r [ the po r t r a i t s ] , the o l d c o l o u r 
was r e v i v e d and safely f i x e d . . . . I n later years, paraff in w a x was used for this purpose . " 

14. T. D r a y m a n , "C lean ing Reveals Q u a l i t y : M u m m y Port ra i ts ," Bulletin of the Walters Art Gallery 22 N o . 
8 (May 1970) 3-4. 

15- "Les por t ra i t s d ' A n t i n o e , " GBA 3 r d ser. 39 (1908) 130. 

16. I t must be obse rved , h o w e v e r , that radio logis ts o f t en have been inaccurate i n d e t e r m i n i n g the gender 
o f an u n w r a p p e d m u m m y . For a recent example , see E. C o c k b u r n , " A u t o p s y Team Seeks a M u m m y ' s Medica l 
Secrets... ," Smithsonian 4 N o . 8 ( N o v e m b e r 1973) 82 . 

17. Pompeii: The Casa dei Dioscuri and its Painters (MAAR 23; Rome 1955) 111 . 
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CATALOGUE: MUMMY PORTRAITS IN THE J. PAUL GETTY MUSEUM 

A m o n g some 130 p a i n t e d m u m m y por t ra i t s f r o m R o m a n Egyp t n o w i n N o r t h A m e r i c a n co l l ec t ions , large 
and i m p o r t a n t g roups are to be f o u n d i n such long-es tabl ished major museums as the M e t r o p o l i t a n M u s e u m 
o f A r t , N e w Y o r k , the M u s e u m o f Fine Ar ts , B o s t o n , a n d the Royal O n t a r i o M u s e u m , T o r o n t o . Each o f these 
g roups was c o l l e c t e d p r i m a r i l y i n the decades that f o l l o w e d the first major f inds o f " F a y u m p o r t r a i t s " i n 
the late n i n e t e e n t h c e n t u r y — b y T h e o d o r Gra f at Er-Rubayat, a n d b y Sir W . M . F l inders Petrie at Hawara—at 
a t i m e w h e n such pieces w e r e read i ly avai lable for a cqu i s i t i on . Bu t m u m m y por t ra i t s w e r e n o t d i s c o v e r e d 
i n q u a n t i t y at any site after abou t 1911-1912, w h e n Petrie u n d e r t o o k his f inal c ampa ign at Hawara and w h e n 
A l b e r t Gayet c o n c l u d e d his excava t ions at A n t i n o o p o l i s . Since the 1930's, w h e n the r ema inde r o f Graf's vast 
c o l l e c t i o n was a u c t i o n e d f o l l o w i n g his death, q u a l i t y examples o f this art f o r m have b e c o m e available o n l y 
sporadica l ly . 

I t is thus al l the m o r e remarkab le that d u r i n g the past t en years the J. Paul G e t t y M u s e u m has succeeded 
i n ga the r ing a large c o l l e c t i o n o f pa in t ings that rank i n aesthetic m e r i t w i t h the finest m u m m y por t ra i t s n o w 
s u r v i v i n g . T h e ensemble at M a l i b u is t oday unpara l l e l ed i n N o r t h A m e r i c a for the var ie ty , the qua l i ty , and 
the archaeologica l interest o f its examples . 

A t the t i m e the o r i g i n a l v e r s i o n o f the p r e c e d i n g I n t r o d u c t i o n was p repared , i n 1976, f ive por t r a i t s p lus 
the t r i p t y c h already had en te red the Ge t ty c o l l e c t i o n . Since then , h o w e v e r , several v e r y in te res t ing por t ra i t s 
have been added . Some o f the observa t ions that f o l l o w appeared p rev ious ly , i n p r e l i m i n a r y studies o f the 
earlier accessions. I t n o w seems best to add to those observat ions some c o m m e n t s o n the ex t rao rd ina ry " n e w " 
por t ra i t s n o t p r e v i o u s l y e x a m i n e d i n de ta i l . 
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Fig. F. 

Figure F. Inscription on the side of 1. P o r t r a i t o f a l ady , encaustic on wood. Perhaps the earliest and ar t i s t ica l ly sure ly the best " F a y u m 
the car tonnage of 8 LAP. 42. p o r t r a i t " i n the G e t t y M u s e u m is also the mos t r ecen t ly acqu i red . F r o m a qua l i t a t ive s t andpo in t , th is is a 

magn i f i cen t p o r t r a i t , supe rb ly preserved , w h i c h compares f avorab ly w i t h any example that has s u r v i v e d . 
T h e p re se rva t ion o f a g o o d p o r t i o n o f the m u m m y case, o r car tonnage, heightens the po r t r a i t ' s v isua l i n 
terest, for i t shows p l a i n l y h o w a classic ear ly " F a y u m p o r t r a i t " o n w o o d actual ly l o o k e d w h e n w r a p p e d 
i n the m u m m y . A shor t i n s c r i p t i o n , apparen t ly o f one w o r d (f ig . F), appears o n the car tonnage to the sub
ject 's r igh t ; i t m a y i d e n t i f y the subject b y n a m e — I s i d o r a — a c c o r d i n g to Jean-Yves E m m a n u e l . 

T h e subject is a w o m a n o f m i d d l e age w h o s e r e f ined features suggest the Med i t e r r anean ar i s tocracy that 
came to c o n t r o l Egyp t i n Graeco-Roman t imes . Her elegant ha i rs ty le features a large c o i l e d b r a i d t o w a r d the 
back o f the head, h e l d i n place b y a large g o l d p i n , a n d c u r l e d locks h a n g i n g before the ears. Th i s precise 
t y p e o f co i f fu re ach ieved great c u r r e n c y i n the late first and , especially, early second cen tu ry . He r j e w e l r y 
inc ludes a set o f earrings o f a w e l l - k n o w n a n d e v i d e n t l y p o p u l a r t y p e — f o u r pearls suspended o n fou r g o l d 
bands f r o m a h o r i z o n t a l bar set i n the ear lobe w i t h a pear l fastener. She wears three necklaces that are, i n 
to ta l , an o r g y o f g o l d a n d emeralds, the l owes t one o f w h i c h also suppor t s a large g e m i n a heavy g o l d set
t ing . The or ig ina l g o l d was reg i lded w i t h g o l d leaf, a long w i t h the w r e a t h i n the hair and o r n a m e n t a t i o n a r o u n d 
the edge o f the car tonnage, at the t i m e o f i n s e r t i o n o r b u r i a l . Th i s w r e a t h features a cu r ious m o t i f that f inds 
precise paral le l o n an early p o r t r a i t f r o m Hawara , n o w i n B a l t i m o r e , b u t the precise mean ing , i f any, o f this 
s y m b o l remains mys te r ious . 

T h e flesh textures , as w e l l as the effects o f l igh t and shadow, are r endered w i t h all the c o n v i n c i n g na tura l i sm 
that is possible i n the v e r y f l ex ib l e encaustic m e d i u m . I t is ev iden t that the pa in te r was a s k i l l e d master o f 
the wax-based pa in t . 

Par t icular ly in te res t ing here is the deco ra t i on o n the s u r v i v i n g p o r t i o n o f the m u m m y case, pa in t ed a r o u n d 
the exposed sec t ion o f the p o r t r a i t panel . G i l t d e c o r a t i o n o f t en was added to the por t r a i t s themselves at the 
t i m e o f b u r i a l , as a w r e a t h o r d i a d e m or neck j e w e l r y . Here w e have an example w h e r e the car tonnage o f 
the m u m m y also was g i v e n r i c h d e c o r a t i o n . T h e exposed p o r t r a i t is f r amed b y g o l d p a i n t e d d i a m o n d s . Also , 
p r e s u m a b l y r e p r o d u c i n g the part o f the subject 's ga rmen t s h o w n o n sect ions o f the panel h i d d e n benea th 
the m u m m y w r a p p i n g s , the v i o l e t t un i c , w i t h g i l t -edged b lack clavi, is p a i n t e d o u t o n t o the car tonnage . Th i s 
prac t ice seems n o t to have been pa r t i cu l a r ly u n c o m m o n , b u t i t is mos t unusual to f i n d an e x a m p l e t o d a y 
that i l lustrates these decora t ive p rocedures so w e l l . 

Features i n the pose and garment scheme f i n d precise parallels w i t h those i n por t ra i t s r e cove red at Hawara , 
the cemete ry o f Ars inoe . J. Frel p l aus ib ly a t t r ibutes to the I s idora Master a f ragmenta ry p o r t r a i t o f a y o u n g 
m a n i n Cai ro ( i n v . C .G. 33232) that shares a n u m b e r o f s tyl is t ic fea tures—in the l ips , eyes, a n d nose—and 
a s imi lar palet te. 
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2. P o r t r a i t o f a m a n , encaustic on wood. Th is was the first " F a y u m p o r t r a i t " a c q u i r e d b y the G e t t y 
M u s e u m . 

T h e t ex tu re o f the pa in t reveals the t w o m e t h o d s o f a p p l i c a t i o n t y p i c a l o f " F a y u m po r t r a i t s " : the b r u s h 
was used for b r o a d areas o f c o l o r — i . e . b a c k g r o u n d and g a r m e n t — w h i l e the cestrum, o r cauterium, a meta l 
i n s t r u m e n t s imilar to a m o d e r n palet te kn i f e , was used fo r greater deta i l a n d t h i c k e r pa in t w i t h i n the face, 
neck , a n d hair . 

T h e c o l o r scheme is d o m i n a t e d b y the s w a r t h y sk in tones o f the subject . T h e b a c k g r o u n d is gray; the gar
m e n t is w h i t e w i t h shades o f b r o w n and gray and a m a r o o n claims, b u t the r ema inde r o f the palet te is based 
o n the man 's dark c o m p l e x i o n . His s k i n is dark b r o w n , w i t h b r i c k - r e d h igh l igh t s ; the eyes are b r o w n , the 
b r o w s , b lack . T h e p r o m i n e n t crease o f the uppe r e y e l i d is r i c h l y m o d e l e d i n dark b r o w n , and the lashes 
are a l i gh t choco la te tone . T h e l ips a n d inne r corners o f the eyes are r u b y - r e d ; flesh tones appear as h i g h l i g h t 
i n g o n the r idge o f the nose and w i t h i n the eyes. 

As is n o t e d i n the m u s e u m catalogue b y C.C. Vermeu le and N . Neue rbu rg , the p o r t r a i t is fa i r ly p l a in , c o n 
t a i n i n g n o s y m b o l s o f rank o r profess ion . T h e aqu i l ine nose, dark sk in , and l o n g , n a r r o w eyes o f the subject 
suggest a racial m i x t u r e . Intermarr iage o f nat ive Egyptians w i t h first their Greek and then their Roman masters, 
a n d b l o o d add i t ions f r o m Af r i can and Near Eastern ne ighbors , p r o d u c e d the rac ia l ly c o m p l i c a t e d types seen 
i n m a n y " F a y u m por t ra i t s . " 

A l t h o u g h the artist o f this p o r t r a i t canno t be i d e n t i f i e d w i t h c o m p l e t e ce r t a in ty i n o the r s u r v i v i n g pieces, 
i t is ev iden t that he w o r k e d at Hawara o r at Ars inoe , the t o w n Hawara seems to have served as a cemetery . 
T h e subject 's t u r n t o w a r d the v iewer , the manner i n w h i c h the ga rment is d r aped ove r the left shou lde r and 
ye t is pa r t i a l ly v i s ib le b e h i n d his r igh t , the w i d t h a n d p o s i t i o n o f the clavus—all these features f i n d precise 
parallels i n a large n u m b e r o f por t ra i t s o f d o c u m e n t e d H a w a r a n o r i g i n . A l t h o u g h i t is b y n o means a ce r ta in 
i n d e x o f p r o v e n i e n c e , m o r e o v e r , the near ly r o u n d e d t o p o f the pane l also suggests the shape o f m a n y pane l 
por t r a i t s r e c o v e r e d at Hawara . 

A l t h o u g h the mous tache first became an accepted e lement o f fashion u n d e r Hadr i an , the shor t cu t o f the 
subject 's hair suggests the styles made p o p u l a r b y Trajan. This , c o m b i n e d w i t h the in t ens i ty o f po r t r aya l , 
suggests a date ear ly i n the first quar ter o f the second c e n t u r y A . D . 
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3- P o r t r a i t o f a F l av ian m a t r o n , encaustic on wood. The p o r t r a i t o f a w o m a n acqu i r ed i n 1973 is one 
o f the mos t c o l o r f u l Ge t t y pa in t ings . 

T h e ove ra l l appearance o f the p o r t r a i t is v e r y b r i g h t , enhanced b y the artist 's l i v e l y sense o f co lo r . T h e 
flesh and sa lmon tones o f the subject 's face stand o u t sharply against the m e d i u m gray b a c k g r o u n d and against 
the r i c h purp les and reds o f the garments and the b lack o f the clavi. H i g h l i g h t and s h a d o w are ach ieved 
w i t h i n the face i n tones o f m a r o o n and beige, w i t h i n the garment i n gray and black. A t r ip le necklace is pa in ted 
w i t h an inner s t rand o f w h i t e beads to suggest pearls, a m i d d l e s t rand o f g o l d beads, and an ou te r s t rand 
o f g reen beads to represent the f avo red emeralds o r semiprec ious stones, the green l a id ove r w h i t e impas to 
for greater b r i l l i ance . Y e l l o w pa in t represents the settings for t w o h o o p earrings w i t h the same "emeralds ." 

T h e r o u n d e d shape o f the panel at the t o p h in ts at an H a w a r a n o r i g i n , w h i c h is c o n f i r m e d b y c o m p a r i s o n 
w i t h examples o f d o c u m e n t e d p r o v e n i e n c e . T h e artist can be i d e n t i f i e d fur ther as the pa in ter o f at least t w o 
o the r panels, a p o o r l y p rese rved p o r t r a i t o f a b o y and a pane l r e c o v e r e d w i t h i t d e p i c t i n g a y o u n g w o m a n 
(f ig . 34), b o t h excavated at Hawara b y Petrie and n o w i n Cai ro . T h e Ge t ty p o r t r a i t is the finest o f the three 
examples , a n d w e m i g h t therefore call this artist the M a l i b u Painter. Moreover , this precise pose and hairs tyle , 
as w e l l as an overa l l " f a m i l y resemblance" appear o n at least a d o z e n o r so o the r por t ra i t s o f s imi lar p r o 
ven ience b u t d i f fe rent art is t ic hands, suggesting a s c h o o l o r c i rc le o f artists to w h i c h the M a l i b u Painter 
be longed . T h e hairstyles o f all the w o m e n p o r t r a y e d are ex t r eme ly similar , late Flavian i n style, so this s choo l 
o f por t ra i t i s ts mus t have w o r k e d at Hawara (or at Ars inoe) late i n the first and early i n the second c e n t u r y A . D . 

Tha t this example seems to c o m e f r o m Hawara raises an in te res t ing p o i n t . T h o u g h mos t extant " F a y u m 
p o r t r a i t s " o f d o c u m e n t e d p r o v e n i e n c e or ig ina te at Er-Rubayat, m a n y o f those that have appeared o n the art 
m a r k e t i n recent years have been f r o m Hawara . T h e o d o r Gra f was a c lever businessman, a n d he seems to 
have e x p l o i t e d the n e c r o p o l i s at Er-Rubayat rather f u l l y and i n a r e la t ive ly shor t t i m e . He, his agents, a n d 
his w o r k m e n c leaned the site o f por t ra i t s q u i c k l y a n d e f f i c ien t ly (albeit w i t h n o regard for matters archaeo
logica l ) , a n d mos t Er-Rubayat por t ra i t s c o m e to us t h r o u g h the Gra f c o l l e c t i o n . Petrie, h o w e v e r , was d r i v e n 
b y scient i f ic rather than b y p r o f i t mo t ive s and excava ted Hawara w i t h some de l i be r a t i on . I n a d d i t i o n , his 
w o r k there was i n t e r r u p t e d b y excava t i on c o m m i t m e n t s at several o the r sites. D u r i n g Petrie 's absences, as 
he h i m s e l f relates, a large n u m b e r o f por t ra i t s s l i pped away f r o m Hawara i n the hands o f o thers . T h e exam
ples d o c u m e n t e d i n Petrie 's repor t s m a y represent o n l y a smal l percentage o f the ex tan t por t ra i t s f r o m the 
site. Thus i t is n o surprise to f i n d " n e w " (p r ev ious ly u n k n o w n ) H a w a r a n por t ra i t s i n some abundance . 
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4. P o r t r a i t o f a bea rded m a n , encaustic on wood. Th i s h i r su te gen t l eman was a c q u i r e d d u r i n g 1973. 
T h e c o l o r scheme is s imple , s t r a igh t fo rward , and ve ry s t r i k ing . T h e subject 's c o m p l e x i o n is s o m e w h a t pale 

a n d chalky , r e n d e r e d i n c o m b i n a t i o n s o f beige, flesh tones, and w h i t e ; the b a c k g r o u n d also is w h i t e . I n sharp 
contras t , the l ips are r i c h r e d w i t h s a lmon h igh l igh t s , w h i l e the hair , beard , and eyes are b lack, occas iona l ly 
e n r i c h e d w i t h beige and l i g h t b r o w n . T h o u g h subjects o f " F a y u m p o r t r a i t s " regu la r ly are s h o w n c l o t h e d , 
n o ga rmen t is v i s ib le here; i t appears l i k e l y that n o n e was pa in t ed . 

I n its ex t r eme s i m p l i c i t y , the p o r t r a y a l conta ins o n l y h in t s o f the artist 's i den t i t y , b u t i t is l i k e l y that he 
also p a i n t e d a w e l l - k n o w n p o r t r a i t o f a w o m a n f r o m Er-Rubayat, n o w i n West B e r l i n ( i nv . 31161/7). 

T h e subject 's l u x u r i a n t hair a n d beard and the express ion o f b r o o d i n g in t ens i t y are character is t ic o f 
A n t o n i n e s c u l p t u r e d por t ra i t s , so a date i n the m i d - s e c o n d c e n t u r y is mos t l i ke ly . 
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5. P o r t r a i t o f a boy , encaustic on wood. A " F a y u m p o r t r a i t " o n a w o o d panel , at least i n the first and 
second centuries A . D . , seems n o r m a l l y to have been pa in ted d u r i n g a person's l i fe t ime and adapted to funerary 
pu rpose after death . Early por t ra i t s o f c h i l d r e n mus t fall i n a d i f fe rent ca tegory f r o m those o f adults , for 
p r e s u m a b l y t hey w e r e n o t p a i n t e d i n advance bu t rather at the t ime o f p rema tu re death . T h e y are less c o m 
m o n than por t ra i t s o f adults , and so this example r ecen t ly added to the Ge t ty c o l l e c t i o n is o f special interest . 

As is usual, the area o f the p o r t r a i t that o r i g i n a l l y was left exposed to v i e w i n the car tonnage is o u t l i n e d 
b y traces o f b i t u m e n . M i n o r r e s to ra t ion o f the surface is apparent as i n p a i n t i n g w h e r e the panel d e v e l o p e d 
several l o n g i t u d i n a l c racks—none o f t h e m m a j o r — b u t the p a i n t i n g is m a i n l y o r i g i n a l and in tac t . 

T h e subject o f the p o r t r a i t is a y o u t h w h o s e head has been shaved excep t for t w o small locks above the 
fo rehead and a b r a i d , fastened w i t h a g o l d p i n , o n the r igh t side o f his head. This hai rs ty le , at least the b ra id , 
was cons ide r ed a g o o d - l u c k c h a r m for Egyp t i an youngsters . A s imi lar b r a i d appears i n several o the r paint 
ings that dep ic t y o u t h s , b u t the shaved head o f the G e t t y youngs te r makes h i m u n i q u e a m o n g subjects o f 
" F a y u m por t ra i t s . " 

T h e b o y wears a p l a i n b lack necklace, o f u n c e r t a i n mater ia l , f r o m w h i c h apparen t ly is suspended a g o l d 
o r g i l t con ta ine r for amulets . He wears a s tandard w h i t e tun ic w i t h n a r r o w p u r p l e clavi, o n l y one o f w h i c h 
is v i s ib le because a c loak, o r pallium, covers his left shoulder . A t the r i gh t edge o f the panel there appears 
a cu r ious f o r k e d m o t i f that is seen to bet ter advantage o n Ge t ty p o r t r a i t n o . 6 b e l o w , and w h i c h appears 
o n several o the r " F a y u m p o r t r a i t s " as w e l l . W h i l e this feature is d i f f i c u l t to exp l a in , i t poss ib ly represents 
d e c o r a t i o n o n the pallium that is d r aped over the subject a n d ca r r i ed o n his left a rm. 

T h e boy ' s y o u t h f u l features are w e l l - r e n d e r e d b y the p o r t r a i t painter : the u n f o r m e d nose and m o u t h , 
especially, are those o f a c h i l d , as is the smoo th , matte tone o f the flesh. The eyes contrast remarkably, however , 
fo r i n the i r heavy dark shading they appear m o r e l ike the eyes o f an adul t . Th is serves to recall that p o r t r a i t 
painters i n the F a y u m w e r e accus tomed , a n d n o d o u b t t r a ined , to pa in t adults . These eyes, moreove r , are 
g i v e n part icular emphasis i n an o the rwise s imple por t raya l , a feature that m i g h t be said above all t o characterize 
m u m m y por t ra i t s i n general . Eyes w e r e cons ide r ed n o t o n l y a c ruc ia l feature i n j udgmen t s u p o n beau ty i n 
the ancient Near East b u t also as w i n d o w s o n the soul . Thus i t is n o surprise to f i n d t h e m emphas ized , and 
even exaggerated, i n " F a y u m por t r a i t s , " since i n ancient Egyp t i an be l i e f the m u m m y was t h o u g h t t o be a 
p e r m a n e n t abode for the sou l . 

I n several art ist ic details this p o r t r a i t resembles n o . 6 b e l o w , bu t a n u m b e r o f e lements—the shape o f the 
head a n d its r e l a t i o n to the neck, the t ex tu re o f the ga rment and the nature o f its fo lds , e t c . — i d e n t i f y its 
artist as d i s t inc t f r o m , and s o m e w h a t less sophis t ica ted than , his nea r -con tempora ry , the so-cal led M o n t r e a l 
Painter. St i l l , there are e n o u g h close s imilar i t ies to suggest that b o t h painters shared a c o m m o n art ist ic t rad i 
t i o n . T h e p o r t r a i t mus t have been p a i n t e d d u r i n g the later second c e n t u r y A . D . 
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6. P o r t r a i t o f a bea rded m a n , encaustic on wood. Th is po r t r a i t , a cqu i r ed i n 1974, is perhaps the mos t 
v i v i d p o r t r a y a l o f an i n d i v i d u a l a m o n g the examples i n the Ge t ty M u s e u m . T h e p a i n t e d surface and the panel 
as a w h o l e are i n exce l len t c o n d i t i o n . 

T h e subject is racial ly s t r i k ing . His sharp and p i e r c i n g a lmond-shaped eyes, a lmost n e g r o i d l ips, w i r y c u r l e d 
hair, a n d da rk s k i n al l suggest a m i x e d heri tage. T h e b a c k g r o u n d is neu t ra l grayish w h i t e ove r a dark p r imer . 
B r o w n s d o m i n a t e t he - ruddy c o m p l e x i o n . T h e subject 's l ips are deep b r o w n - r e d , a n d his eyes are an unusua l 
o l i v e - b r o w n , de l ica te ly o u t l i n e d i n b lack . T h e ga rmen t is the usual w h i t e , w i t h an e x t r e m e l y n a r r o w clavus 
p a i n t e d i n raspber ry- red . T h e artist 's mastery o f the encaustic m e d i u m is ev iden t i n the v i g o r and care ac
c o r d e d the face, w h i l e the t h i c k b lack cur ls o f the hair also reveal especial ly s k i l l f u l use o f the cestrum. 

T h e n a r r o w clavus is a feature that c o m m o n l y appears o n por t ra i t s f r o m the Gra f c o l l e c t i o n , suggest ing 
an o r i g i n at Er-Rubayat for o u r example . Precisely i den t i ca l ga rment schemes, a n d the same shad ing at the 
neck l i ne , appear o n at least t w o o the r por t ra i t s : that o f a b o y n o w i n the N o r t o n S i m o n M u s e u m , Pasadena, 
a n d one o f a bea rded male, heav i ly res tored , i n M o n t r e a l . W h e n w e add a list o f ana tomica l s imi lar i t ies ( l ips, 
nose, eye shading and lashes, the mous tache and beard pat terns o f the t w o bearded subjects), i t becomes 
ev iden t that the three por t ra i t s are the w o r k o f the same hand . We m i g h t call h i m the Mont rea l Painter, a l though 
the Ge t ty p o r t r a i t is the finest and m o s t careful o f the three. Since the M o n t r e a l p o r t r a i t is k n o w n to have 
c o m e f r o m the Gra f c o l l e c t i o n , i t is clear that the M o n t r e a l Painter w o r k e d at Er-Rubayat (or at Phi ladelpheia) . 
W h i l e the bea rd a n d ha i rs ty le recal l A n t o n i n e c o u r t fashion, the style o f p a i n t i n g also c o u l d a l l o w for an 
ear ly Severan date. 
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7. P o r t r a i t o f a m a n , encaustic on wood. T h o u g h its state o f p rese rva t ion is n o t exce l len t , this p o r t r a i t 
is o f v e r y h i g h q u a l i t y and demonstra tes that ta len ted encaustic painters w e r e w o r k i n g w e l l i n t o the t h i r d 
c e n t u r y A . D . 

T h e p a i n t i n g e v i d e n t l y is p rese rved to its f u l l o r i g i n a l he igh t . Th i s is mos t unusual , since por t r a i t s o n w o o d 
that w e r e w r a p p e d i n m u m m i e s n o r m a l l y w e r e cu t d o w n , o f t en cons iderably , before i n se r t i on . A l t h o u g h 
the panel has been b r o k e n away r o u g h l y at the sides, its he igh t s t i l l gives a sense o f the o r i g i n a l size o f a 
" F a y u m p o r t r a i t " before r e d u c t i o n . 

T h e po r t r aya l is u n c o m p l i c a t e d . T h e subject is posed against a med ium-g ray b a c k g r o u n d , c l o t h e d i n a w h i t e 
t un i c . Thus there is l i t t l e d i s t r a c t i on f r o m the mos t ev iden t talent o f the painter , his h a n d l i n g o f s h a d o w and 
t ex tu re . T h e artist 's discreet b l e n d i n g o f w a r m p i n k a n d beige flesh tones i n the head and neck and his subt le 
feel for h i g h l i g h t i n g emphasize the man's sharp features. A s h a d o w o f c lose -c ropped bea rd a n d mous tache 
fu r ther enhance the s t rong b o n e s t ruc ture . T h e p o r t r a i t is a m i n o r masterpiece o f encaustic p a i n t i n g . 

T h e subject 's ha i rs ty le was fashionable i n later Severan t imes, and this p o r t r a i t mus t have been p a i n t e d 
i n the ear ly decades o f the 200's A . D . A t the base o f the p o r t r a i t a w r e a t h o f p i n k f l ower s a n d a sp r ig o f 
green leaves have been i n c l u d e d , perhaps added later as a funerary o r n a m e n t . 
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8. T r i p t y c h , tempera on wood. T h e three pa in t ings toge ther f o r m a f o l d i n g shr ine , Klappbild, o r t r i p 
t y c h . Each is p a i n t e d i n t empera and is r e m a r k a b l y w e l l p reserved . A l t h o u g h the exact p r o v e n i e n c e is n o t 
k n o w n , the f ine state o f p re se rva t ion ce r t a in ly means that they c o m e f r o m the F a y u m r e g i o n . T h e side panels 
dep i c t the deit ies Serapis a n d Isis, w h i l e the cen t ra l panel is a p o r t r a i t o f a bearded m a n . 

T h e cent ra l p a i n t i n g bears a s t r i k ing visual resemblance to " F a y u m por t ra i t s , " bu t because c o m p o s i t e panels 
w e r e e x t r e m e l y suscept ible to s p l i t t i n g at the jo ins , t hey w e r e n o t e m p l o y e d for pa in t ings i n t e n d e d to be 
w r a p p e d i n m u m m y cartonnages. The subject is s h o w n against a l igh t gray b a c k g r o u n d . His face is d o m i n a t e d 
b y a hea l thy abundance o f b lack ha i r—heavy b r o w s , the shor t b u t t h i c k cu t o n the head, a c lose ly c r o p p e d 
bea rd a n d mous tache . Th i s hair was qu i t e t h i c k l y a n d carefu l ly p a i n t e d b y the artist and thus reveals c o n 
siderable deta i l . T h e remainder o f the facial features reveals a va r i ed palet te, especial ly a r o u n d the eyes: the 
p u p i l s are f a w n , set o f f b y darker b r o w n shading at the l ids and beige lashes. Flashes o f the same beige h i g h 
l i g h t the cheeks, a n d the r e d l ips a d d a s t r i k i n g no te o f c o l o r to the facial d e p i c t i o n . He carries a sp r ig o f 
l i g h t green leaves i n his r i gh t h a n d and ho lds a m a r o o n w r e a t h i n his left . These e v i d e n t l y are funerary sym
bols , suggest ing that the subject is deceased and that this p a i n t i n g is a c o m m e m o r a t i v e po r t r a i t . 

Th i s cen t ra l panel can be da ted w i t h some p rec i s ion , based o n c o m p a r i s o n w i t h o the r pane l por t ra i t s . T h e 
m a n i n the G e t t y t r i p t y c h is v e r y s imi lar i n every respect (style o f hair a n d beard , l e n g t h t o w h i c h the subject 
is p o r t r a y e d , presence o f the funerary w r e a t h and laurel spr ig , m e d i u m , overa l l artistic style) t o a large n u m b e r 
o f m u m m y por t ra i t s f r o m the m i d d l e o f the t h i r d c e n t u r y A . D . 

T h e Serapis and Isis appear at first glance to be v e r y sk i l l fu l render ings , m o r e so than the cent ra l p o r t r a i t . 
T h e panel o n the r i gh t shows Isis i n three-quar ter v i e w . T h e goddess has a pale beige c o m p l e x i o n , m u c h 
l igh te r t han that o f Serapis o r o f the cent ra l po r t r a i t . Touches o f p i n k and m a r o o n m o d e l her cheeks, c h i n , 
a n d l ips . Her eyes are such a dark b r o w n that t hey a lmost appear b lack a n d are deep ly r i m m e d w i t h dark 
b r o w n a n d l o n g , t h i c k eyelashes. Her l o n g b lack hair f l o w s i n t i g h t l y c r i m p e d waves ove r her shoulders , 
a d o r n e d w i t h a w r e a t h o f dark and l i gh t gray-green leaves and p i n k f l ower s . O n t o p o f her head is a f l o w e r 
l i ke headdress d e p i c t e d i n rust and gray w i t h , i n the center , a cone- l ike uraeus (?). A t ransparent v e i l seems 
to be d e p i c t e d ove ra l l , f a l l ing to the sides. Isis wears a b lue tun ic w i t h a f r i nged b r o n z e - c o l o r e d man t l e t i e d 
w i t h the Isiac k n o t . A t h i c k w r e a t h o f p i n k f lower s trails ove r her left shoulder . She wears t w o necklaces, 
one o f b lack beads, the o the r o f r e d pendants o n a w i r e . G o l d d o l p h i n earrings hang f r o m her ears. A b lack 
w o o d staff w i t h g o l d i n l a i d designs leans against her r i g h t shoulder . 
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Serapis is s h o w n i n three-quarter v i e w w i t h a r u d d y c o m p l e x i o n enhanced b y touches o f beige a n d red . 
T h e eyes, l i ke those o f Isis, are m o d e l e d w i t h dark circles o f b r o w n , the upper l ids a n d e y e b r o w s d r a w n 
s t r o n g l y i n b lack . T h e l u x u r i a n t hair f a l l ing abou t his shoulders is b lack, t h o u g h his beard a n d mous tache 
are m e d i u m b r o w n . O n his head is a g o l d modius, m o d e l e d w i t h dark red , above a t w i s t e d c l o t h d i a d e m 
w i t h g o l d h igh l igh t s and a w r e a t h o f b r o w n leaves. T h e ga rment is r e d - b r o w n . 

Because o f the apparent d i sc repancy i n art ist ic qua l i ty , one m i g h t w o n d e r at first w h e t h e r the leaves and 
cen t ra l panel o f the Ge t t y t r i p t y c h w e r e pa in t ed n o t b y one artist bu t b y t w o o f v e r y disparate s k i l l . Closer 
i n s p e c t i o n , h o w e v e r , reveals that pa in t e r l y details such as the b r u s h w o r k and the palet te e m p l o y e d are i den 
t ical i n al l three panels. T h e d i s t i nc t i ve use o f a r i c h m a r o o n for facial shading is pa r t i cu l a r ly n o t e w o r t h y . 
M o r e o v e r , o n close e x a m i n a t i o n the apparent qua l i t y o f the side panels is n o m o r e t han superf ic ia l ; a degree 
o f t echn ica l c o m p e t e n c e is ach ieved , bu t the ove ra l l effect is lifeless a n d f o r m a l w h e n c o m p a r e d w i t h the 
exuberan t o r i g i n a l i t y o f the cent ra l po r t r a i t . 

A l t h o u g h the cen t ra l panel excels i n sp i r i t and the side leaves i n e x e c u t i o n , details thus c o n f i r m that al l 
three w e r e d o n e b y the same artist. T h e po r t r a i t mus t have been pa in t ed f r o m l i fe , the Serapis and Isis c o p i e d 
f r o m ex i s t ing sources. J i n Frel has suggested that the side leaves r e p r o d u c e w e l l - k n o w n masterpieces, w h i c h 
seems l ike ly . T h e or ig inals mus t have been v e r y s t r i k i n g , and i t is t e m p t i n g to see these copies as re f lec t ions 
o f one o r a pair o f i m p o r t a n t cu l t pa in t ings ins ta l led i n a major shr ine o f R o m a n Egypt , poss ib ly even at 
A lexandr i a . 

A l t h o u g h the superb c o n d i t i o n o f the panels suggests that they w e r e r e c o v e r e d f r o m a t o m b , i t is p r o b a b l e 
that the o r i g i n a l f u n c t i o n o f the t r i p t y c h was domes t ic . We k n o w that ancestor v e n e r a t i o n was c o m m o n i n 
R o m a n Egypt and that, at least somet imes, pa in ted ancestor por t ra i t s w e r e d isp layed i n pr iva te homes . Rather 
t han b e i n g h u n g o n the w a l l , h o w e v e r , the Ge t t y t r i p t y c h mus t have been freestanding, set u p o n o r near 
a domes t i c altar o r p laced i n a w a l l - n i c h e . Klappbilder o f s imi lar f o r m are k n o w n i n R o m a n a n d Campan ian 
w a l l p a i n t i n g , especial ly o f the Second Style. I t s h o u l d be n o t e d , h o w e v e r , that w h i l e mos t R o m a n and Cam
pan ian examples are d i sp layed o p e n , n o n e o f t h e m shows a n y t h i n g o n the leaves b e y o n d decora t ive m o t i f s , 
and the i r cent ra l pa in t ings a lmost i n v a r i a b l y are genre scenes d e v o i d o f re l ig ious o r c o m m e m o r a t i v e i m p l i 
cat ions . T h u s the t r i p t y c h seems to have been e m p l o y e d i n R o m a n I t a ly p u r e l y as an o r n a m e n t a l feature 
o f i n t e r i o r des ign rather than , as here, to have been associated w i t h the domes t i c cu l t . 
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Figure G. Typical arrangement of 
Roman Klappbilder. After W. Ehlich, 
Bild und Rahmen im Altertum: Die 
Geschichte des Bilderrahmens (Munich 
1954) 177fig. 49. 

T h e precise phys ica l p l acemen t o r use o f the G e t t y t r i p t y c h is unce r t a in because o f the absence o f the 
frame i n w h i c h the panels o r i g i n a l l y w e r e m o u n t e d . The re are several f r a m i n g poss ib i l i t ies for such Klapp
bilder, a c c o r d i n g to the examples i n the R o m a n a n d Campan ian w a l l pa in t ings (f ig . G) . T y p e B or t y p e C 
c o u l d equa l ly w e l l have been the f r a m e w o r k o f the G e t t y t r i p t y c h , for w h i l e the cent ra l panel is b o r d e r e d 
b y a n a r r o w u n p a i n t e d s t r ip o r i g i n a l l y c o v e r e d b y its frame, the side panels e v i d e n t l y w e r e u n f r a m e d a n d 
w e r e set w i t h p i n t l e hinges, one o f w h i c h survives o n each leaf, i n t o sockets i n the cen t ra l f rame. O n the 
basis o f the panels ' d imens ions , t ype C is mos t l ike ly . 

The re also c o u l d be some i n i t i a l u n c e r t a i n t y abou t just h o w the panels w e r e set u p . T h e p a i n t e d sides o f 
the leaves m i g h t have been v i s ib le w i t h the t r i p t y c h open—Serapis to the left o f the cent ra l po r t r a i t , Isis 
to the r i g h t — o r the d iv in i t i e s m i g h t have been v i s ib le o n l y w h e n the t r i p t y c h was closed—Isis o n the left 
d o o r , Serapis o n the r ight—as a por t ab le , f o l d i n g shr ine . Bu t the nature o f ancestor v e n e r a t i o n i n R o m a n 
Egyp t argues against t a k i n g the Ge t ty Klappbild as an ob jec t mean t to be ca r r i ed f r o m place to place. Mos t 
o f the t ime , at least, the t r i p t y c h mus t have been d i sp l ayed o p e n i n the h o m e . T o have h a d Serapis and Isis 
o n the f ronts o f the doors w o u l d have been point less , for under n o r m a l c i rcumstances they w o u l d have been 
h i d d e n f r o m v i e w . Also , i f these leaves are f o l d e d o u t perhaps t h i r t y degrees, as the doo r s o f R o m a n and 
Campan ian Klappbilder usual ly are dep ic t ed , Serapis and Isis appear to gaze d i r e c t l y at the observer . 
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9. P o r t r a i t o f a w o m a n , tempera on wood. A n o t h e r Ge t ty p o r t r a i t that can be t raced to the g r o u p o f 
examples r e c o v e r e d at Er-Rubayat b y T h e o d o r Gra f i n the 1880's is this magn i f i cen t d e p i c t i o n , one o f the 
finest " F a y u m p o r t r a i t s " p a i n t e d i n the s o m e w h a t in t rac table tempera m e d i u m . 

T h e subject is a b r i g h t - e y e d y o u n g lady s h o w n against a beige b a c k g r o u n d a n d c l o t h e d i n a h o t - p i n k t un i c 
w i t h b lack clavi. Her j e w e l r y consists o f a fa i r ly p l a i n sp i ra l -bra ided necklace, f r o m the center o f w h i c h is 
suspended a m i n i a t u r e lune t te , and a pair o f earrings, each cons i s t ing o f t w o pearls, one at the fastening, 
the o the r hang ing f r o m i t o n a s imple g o l d band . Her c u r l y hair is ar ranged qu i t e s i m p l y and is d r a w n i n t o 
a b u n at the back. 

T h e face shows the mos t subt le nuances that c o u l d be ach ieved i n the tempera m e d i u m . I t is ev iden t that 
the pa in te r was v e r y w e l l - t r a i n e d a n d that he was an e x t r e m e l y c o m p e t e n t artist, w i t h a special talent fo r 
d r a w i n g an as tounding three-dimensional i ty ou t o f the ungenerous tempera paint . The care lavished o n shading 
and h i g h l i g h t i n g — b y delicate, t ranslucent lines o f ha t ch ing—even recalls the fine early por t ra i t s i n encaustic. 
T h e n e w m e d i u m , h o w e v e r , c o m b i n e d w i t h the e x t r a o r d i n a r i l y expressive schemata o f eyes a n d m o u t h , 
p o i n t s to a later date. Th i s p a i n t i n g i s — l i k e o n l y a f ew o the r t empera por t r a i t s—a m i n o r masterpiece. 

I t is in te res t ing to no te the a lmost i n c r e d i b l e d i sc repancy b e t w e e n the p a i n t e r l y a t t e n t i o n d e v o t e d to the 
face a n d that to the ga rment . T h e lat ter is o n l y r o u g h l y daubed w i t h s w e e p i n g strokes o f r e d ove r the p i n k 
g r o u n d . I t c u r i o u s l y c o m b i n e s an ev iden t unde r s t and ing o f the na ture o f d rape ry folds w i t h a slapdash depic
t i o n o f these folds i n b r o a d unsophis t i ca ted swaths. T h e non-facial p o r t i o n o f this p a i n t i n g m a y poss ib ly have 
been c o m p l e t e d b y the master 's assistant, b u t the style seen here is mos t pecul iar and canno t be para l le led 
e l sewhere a m o n g s u r v i v i n g m u m m y por t ra i t s . 

A l t h o u g h the painter 's style is h i g h l y d i s t inc t ive , i t cannot be i den t i f i ed w i t h cer ta in ty o n any o ther " F a y u m 
p o r t r a i t " that survives . He mus t have w o r k e d at Er-Rubayat o r at Phi ladelpheia i n the late t h i r d o r early f o u r t h 
c e n t u r y A . D . 
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10. P o r t r a i t o f a y o u n g m a n , tempera on linen. T h e first " F a y u m p o r t r a i t " o n c l o t h to enter the G e t t y 
M u s e u m is p a i n t e d o n the f ragment o f a l i n e n b u r i a l s h r o u d that w o u l d have c o v e r e d the head a n d face o f 
the deceased. Full- length portrai ts sometimes were pa in ted o n shrouds used as the final w r a p p i n g o f the m u m m y 
before i t was i n t e r r e d . I n o the r instances, a bus t - l eng th p o r t r a i t was p a i n t e d o n a c l o t h that was w r a p p e d 
i n a regular car tonnage m u c h l ike the w o o d panels, w i t h face, o r head and neck, left exposed to v i e w . Th i s 
s h r o u d f ragment is an e x a m p l e o f the lat ter type , a n d the p o r t r a i t area is a p p r o x i m a t e l y the same size as c o n 
t e m p o r a r y , and m o r e c o m m o n , w o o d panels. 

U n l i k e w o o d panels, o n w h i c h the b a c k g r o u n d n o r m a l l y is neu t ra l gray, the subject o f this p o r t r a i t appears 
against a grayish b lack . Thus the b r i g h t co lo r s o f the p o r t r a y a l s tand o u t sharp ly a n d s t r ik ing ly . T h e subject 's 
flesh is a pecul ia r s a lmon c o l o r , w i t h features de l inea ted i n gray and shading r e n d e r e d i n r edd i sh b r o w n . 
T h e l ips are b r i c k - r e d . T h e hair is b lack, w i t h o l i v e - b r o w n h igh l igh t s , the same o l i v e - b r o w n as the subject 's 
eyes. T h e y o u n g m a n wears a w h i t e tun ic w i t h n a r r o w gray-blue clavi a n d is c r o w n e d b y a w r e a t h o f g reen 
leaves w i t h g o l d stems and berries . O n his shou lde r sits a salmon-and-beige c o l o r e d fa lcon , a feature that 
appears o n b o t h panels and shrouds o f late date, usual ly those f r o m the f o u r t h cen tury . T h e b i r d symbol i zes 
the ancient Egyp t i an g o d Horus , o r Harpocrates . 

As is mos t o f t en the case, there are n o visual clues i n this p o r t r a i t that p r o v i d e factual i n f o r m a t i o n abou t 
the subject . Tha t he m a y be represented at a fa i r ly y o u n g age is suggested b o t h b y the s m o o t h and y o u t h f u l 
s k i n and, especially, b y the s ideburns, moustache, and shor t beard w h i c h looks v e r y m u c h l ike a first g r o w t h . 
U n l i k e the panel por t ra i t s , the s h r o u d por t ra i t s mus t have been ad hoc creat ions at the t i m e o f death . Thus , 
i f this is a fa i th fu l d e p i c t i o n o f h i m , the m a n i n this p o r t r a i t m a y have d i e d qu i t e y o u n g . 

T h e artist c a n n o t be i d e n t i f i e d as the pa in te r o f o the r por t ra i t s that su rv ive . His s tyle is h i g h l y i d i o s y n 
crat ic , a cu r ious c o m b i n a t i o n o f sk i l l i n facial r e n d e r i n g w i t h naivete o f pose a n d o f ga rment scheme. T h e 
s tyle o f the p o r t r a i t a n d its absolute f r o n t a l i t y suggest that i t was p a i n t e d i n the early decades o f the f o u r t h 
c e n t u r y A . D . 
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11. P o r t r a i t o f a m a n , tempera on wood. Perhaps the mos t v isual ly arres t ing m u m m y po r t r a i t i n the 
Ge t ty M u s e u m is this s t r a i g h t f o r w a r d p o r t r a y a l i n tempera , p a i n t e d b y a d i s t i nc t i ve and perhaps ve ry p r o l i f i c 
artist o f the m i d - f o u r t h c e n t u r y A . D . 

T h e subject is s h o w n i n the f ron t a l pose that came to be the general ru le i n the f o u r t h c e n t u r y . H e l d 
objects , t o o , b e c o m e f requent i n por t ra i t s o f such late date. T h e Ge t ty m a n grasps i n his r igh t h a n d w h a t 
appears to be a cone-shaped glass w i t h a beaded r i m ha l f - f i l l ed w i t h a r ed l i q u i d (wine?) and, i n his left, a 
rose -co lo red w r e a t h . These objects e v i d e n t l y had funerary c o n n o t a t i o n s , for the same or s imi lar i tems ap
pear i n several o the r por t ra i t s . T h e subject wears a w h i t e tun ic w i t h b lue clavi and lavender d e c o r a t i o n o n 
the edge o f the neck o p e n i n g . 

Round-faced s m i l i n g subjects w e r e the s tock-in-trade o f an artist w h o s e style is readi ly ident i f iab le in several 
o the r por t ra i t s and w h o has c o m e to be cal led the B r o o k l y n Painter. A c o m p a r i s o n o f the Ge t ty panel t o 
the artist 's namepiece ( f ig . 38) leaves l i t t l e d o u b t that b o t h are b y the same painter . T h e s imi lar shape a n d 
r e l a t i o n o f head a n d neck , the same ga rment scheme, s m o o t h shading a r o u n d the eyes, nose, and m o u t h , 
p rec ise ly i den t i ca l ears, a n d c lose ly s imi lar hands al l f o r m o n l y the b e g i n n i n g o f a l o n g list o f features that 
c o r r e s p o n d i n these t w o por t ra i t s . 

A m o n g the m a n y o the r por t ra i t s that have been associated w i t h the B r o o k l y n Painter, there are a n u m b e r 
o f m i n o r var ia t ions that suggest w e m a y be dea l ing n o t so m u c h w i t h a single artist as w i t h a s choo l . Bu t 
there can be n o e q u i v o c a t i o n about the Ge t t y and B r o o k l y n por t ra i t s : they are the w o r k o f one and the same 
painter . 

T h e B r o o k l y n Painter w o r k e d at Er-Rubayat, or at Phi ladelpheia , i n the m i d d l e o f the f o u r t h c e n t u r y A . D . 
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12. P o r t r a i t o f a w o m a n , tempera on wood. Th is p a i n t i n g is a marve lous example i l l u s t r a t i ng general 
features o f the p o r t r a i t painter ' s art near the e n d o f m u m m y p o r t r a i t p r o d u c t i o n i n the late f o u r t h c e n t u r y 
A . D . I t is in te res t ing , t o o , for its o r i g i n , since i t is k n o w n to have been a m o n g the h u n d r e d s o f pa in t ings 
r e c o v e r e d b y T h e o d o r Gra f at Er-Rubayat, the cemete ry o f Phi ladelpheia , i n the 1880's. 

T h e bizarre visual aspect o f this po r t r a i t , w h e n c o m p a r e d to the panels cons ide red p rev ious ly , is due most
l y to the par t icu la r p roper t i es o f the tempera m e d i u m i n w h i c h i t was pa in t ed , as w e l l as to an ove ra l l change 
i n ar t is t ic taste observable i n m u m m y por t ra i t s that appears to have b e g u n d u r i n g the t h i r d cen tu ry . T h e 
t empera m e d i u m , i n w h i c h p o w d e r e d p igmen t s are m i x e d i n an egg base, dries q u i c k l y a n d thus demands 
r a p i d e x e c u t i o n . Faster a n d cheaper than encaustic pa in t , b u t ne i ther encourag ing n o r i n d e e d a l l o w i n g m u c h 
p a i n t e r l y subt le ty , t empera came to be used for near ly al l " F a y u m p o r t r a i t s " p a i n t e d late i n the t h i r d a n d 
all t h r o u g h the f o u r t h centur ies . W h a t pa in t ings l i ke that o f the Ge t ty lady lack i n aesthetic soph i s t i ca t ion , 
h o w e v e r , t hey make u p fo r i n directness and spontane i ty . T h e y are, to p u t i t s imp ly , qua in t and c h a r m i n g . 

T h e subject is s h o w n near ly f u l l - f r o n t — a regular feature o f the latest m u m m y por t ra i t s—dressed i n a r i c h 
p i n k t u n i c w i t h b lack clavi. She is n i ce ly co i f f ed , the severe r o w s o f hair sof tened b y tendr i l s w a v i n g a r o u n d 
the ha i r l i ne . T h e ha i rs ty le is h i g h l i g h t e d b y an o r n a m e n t w i t h t w o beads (?) a n d a single pear l suspended 
f r o m the cent ra l pa r t i ng . She wears large g o l d h o o p earrings and t w o necklaces, one o f w h i c h consists o f 
al ternat ing pearls and lozenge-shaped stones, the other o f a w o v e n blue (silver?) band w i t h central g o l d pendant . 

I n spite o f the l i m i t a t i o n s i m p o s e d b y the m e d i u m , the pa in te r had a g o o d ana tomica l sense a n d a d i s t inc t 
con f idence o f s t roke . T h o u g h i t w o u l d be easy to dismiss this example has t i ly as a s imp le c a r t o o n or the 
w o r k o f a hack painter , closer i n s p e c t i o n reveals that such is n o t at all the case. T h e p u r s e d p i n k l ips , w i d e 
o p e n b r o w n eyes, and s t r o n g l y a rched b lack e y e b r o w s all capture a fee l ing o f i m m e d i a c y and i n d i v i d u a l i t y . 
T h e pa in ter was a p r o d u c t o f his age and, w i t h i n the art ist ic c o n t e x t o f Late A n t i q u i t y , a qu i t e ta len ted artist 
at that . 

T h e pa in te r c anno t n o w be i d e n t i f i e d as the creator o f o the r " F a y u m po r t r a i t s " that su rv ive . He w i l l have 
w o r k e d at Er-Rubayat, o r Phi ladelpheia , near the e n d o f the f o u r t h c e n t u r y A . D . 
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13- P o r t r a i t o f a m a n , tempera on linen. T h e second Ge t ty m u m m y p o r t r a i t o n c l o t h is, l ike n o . 10 
above , n o t a fu l l - l eng th represen ta t ion o f the deceased b u t rather a par t ia l d e p i c t i o n r o u g h l y the same size 
as c o n t e m p o r a r y panel por t r a i t s . I n this example the subject is s h o w n a lmost to the wais t , h o l d i n g an ob jec t 
i n e i ther hand . A b u n c h o f grapes is s h o w n i n the r i gh t hand , a w r e a t h i n the left—as became f requent i n 
por t ra i t s p a i n t e d i n the f o u r t h cen tu ry . He is ga rbed i n a w h i t e t u n i c w i t h p i n k clavi, a n d appears against 
a gray b a c k g r o u n d . 

T h e s h r o u d is i n fa i r ly g o o d c o n d i t i o n , c o n s i d e r i n g the de l icacy o f the mater ia l , a l t h o u g h a n u m b e r o f 
details are p a r t l y o b s c u r e d b y some s ta in ing and loss o f pa in t . Th i s is pa r t i cu l a r l y t rue o f the b a c k g r o u n d , 
w h i c h apparen t ly was r i c h l y decora ted w i t h s y m b o l s f r o m ancient Egyp t i an r e l i g i o n . T w o such s y m b o l s s t i l l 
p l a i n l y v i s ib le t o the subject 's r i gh t are the f a l con that m a y represent H o r u s o r Harpocra tes a n d a m u m m i f i e d 
f igure w i t h ou t s t r e t ched w i n g s , one o f a pair o f such figures (Isis a n d Osiris?) a c c o r d i n g to traces o f a s imi la r 
d e p i c t i o n to the subject 's left . W e are r e m i n d e d here that to m a n y inhabi tan ts o f the F a y u m r e g i o n , even 
those w h o m a y have emigra ted f r o m I ta ly itself, the ancient na t ive beliefs w e r e e x t r e m e l y at t ract ive, far m o r e 
so t han the c o l d a n d i m p e r s o n a l R o m a n state r e l i g i o n . Especial ly o n late shrouds , such as this example , w e 
f i n d a w i d e r e p e r t o r y o f signs a n d s y m b o l s that de r ive f r o m Egyp t i an , ra ther than Graeco-Roman, r e l i g i o n . 

T h e pa in te r o f this p o r t r a i t e v i d e n t l y was m u c h r e m o v e d f r o m the art is t ic ma ins t r eam i n R o m a n Egypt . 
Ins tead, he w o r k e d i n a p u r e l y loca l s tyle that owes l i t t l e , b e y o n d the basic idea o f a p a i n t e d funerary image, 
t o the t r ad i t ions so e l o q u e n t l y re f lec ted i n the best early " F a y u m por t ra i t s . " T h e p a i n t i n g appears a lmos t 
w h o l l y t w o - d i m e n s i o n a l a n d reflects at mos t a m i n i m u m o f f o r m a l t r a i n i n g i n ana tomica l represen ta t ion . 

Ne i the r the artist n o r the p r o v e n i e n c e o f the p o r t r a i t can be i d e n t i f i e d . T h e p a i n t i n g is one o f m a n y u n 
p re t en t ious loca l p r o d u c t s that su rv ive f r o m the late f o u r t h c e n t u r y A . D . 
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14. Stucco m u m m y mask o f a w o m a n . A l l t h r o u g h the R o m a n p e r i o d i n Egypt , the c u s t o m o f p l ac ing 
s c u l p t u r e d plaster masks ove r the m u m m y w r a p p i n g s ex i s ted paral le l to the t r a d i t i o n o f p a i n t e d panel por 
traits. P to lemaic Greeks seem to have a d o p t e d the c u s t o m f r o m the Egypt ians , c o n t i n u i n g the loca l sys tem 
o f mass -p roduc ing types ( y o u n g m a n , o l d man , bea rded man , etc.) w i t h l i t t l e o r n o a t t empt at characteriza
t i o n . W i t h the adven t o f a sizable R o m a n c o m m u n i t y after the Batt le o f A c t i u m , the craft o f p o r t r a i t u r e seems 
to have i n f l u e n c e d s c u l p t u r e d as w e l l as pa in t ed m u m m y por t ra i t s . Elaborate hairstyles w e r e c o p i e d , perhaps 
as par t o f an a t t empt at actual l ikeness. Here the hair is d r a w n back f r o m a center par t i n t o a t igh t c h i g n o n , 
secured b y a c l i p against the back o f the head. A n a r r o w flat b r a i d extends abou t one i n c h ins ide the ha i r l ine 
a r o u n d the hair . A c o r k s c r e w c u r l dangles i n f ron t o f each ear. T h e eyes, made o f sheets o f mica set ove r 
b i t u m e n pupi l s , c o n t r i b u t e largely to the l i fe l ike effect; the o r ig ina l r i c h c o l o r i n g — p i n k cheeks, r e d l ips , b lack 
h a i r — m u s t have been s tar t l ing . T h e sharp c u r v e o f the e y e b r o w s , con t ra s t ing w i t h the f l u i d m o d e l i n g o f 
the l ips , the co i f fu re , and the ove ra l l s tyle place the p o r t r a i t i n the second ha l f o f the second c e n t u r y A . D . 

T h e G e t t y M u s e u m also o w n s a r u i n o f a p o l y c h r o m e d l imes tone head o f a y o u n g m a n (acc. n o . 71 .AA.275) 
a n d a p a i n t e d s tucco car tonnage mask o f a y o u t h i n the Egyp t i an t r a d i t i o n (acc. n o . 71 .AA.365) . 
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SUPPLEMENTARY INFORMATION 

1. Portrait of a lady 
81.AP.42 
Encaustic on wood 
H: 33.6 cm.; W: 17.2 cm. 
H (of car tonnage): 46.4 cm.; W (of 
cartonnage): On top: 21.6 cm., 
On bottom: 36.8 cm. 

A. Rothe , "Por t r a i t o f a Lady. C o n s e r v a t i o n Repor t , " Ge t t y MJ 10 (1982) f o r t h c o m i n g . 
T h e panel is i n exce l len t c o n d i t i o n , even t h o u g h the w o o d is e x t r e m e l y t h i n , due t o the fact that the o l d 

car tonnage is s t i l l p reserved . T h e car tonnage is c o m p o s e d o f seven layers o f c l o t h , t w o o f w h i c h have been 
soaked i n some resinous substance and are i n d i rect contact w i t h the back o f the panel . T h e b i t u m i n o u s substance 
that defaced a n d d i s c o l o r e d the p o r t r a i t was r e m o v e d , a n d a pe r fec t ly p rese rved pa in t layer was u n c o v e r e d . 

2. Portrait of a Man 
71. AP. 72 
From Hawara. 
Encaustic on wood 
H-. 47.5 cm.; W: 24.1 cm. 

Apollo 91 (n.s. n o . 96: February 1970) x x x v , p i . (col . ) ; Burlington Magazine 112 (no . 813: December 1970) supp l . 
p i . 4; R. Symes, Ancient Art (sale catalogue; L o n d o n 1971) n o . 25, p i . (col . ) ; Objets 3 ( n . d . = 1971) f i g . ; C.C. Ver-
meu le a n d N . Neue rbu rg , Catalogue of the Ancient Art in the J . Paul Getty Museum ( M a l i b u 1973) 41 n o . 9 1 , 
f ig . 91 ; H . L a t t i m o r e i n B . B . Freder icksen , The]. Paul Getty Museum (Ma l ibu 1975) 53, f ig . a (col . ) ; T h o m p s o n , 
"Four ' Fayum Portrai ts ' i n the Ge t ty M u s e u m , " Ge t ty A / / 2 (1975) 85-86, 88 n o . 1, f ig . 1 (hereafter, " F o u r ' F a y u m 
Portrai ts ' " ) ; i d . , The Artists of the Mummy Portraits (Ma l ibu 1976; hereafter, Artists) 8, f ig . 11; K. Parlasca, Reper-
torio d'arte dell 'egittogreco-romano, ser. B: Ritratti di mummie (3 vols , to date; Palermo 1969 and Rome 1977, 
1980; hereafter, Ritratti) I I , 34 n o . 267, p i . 64 .4 (Trajanic) . 

T h e p re se rva t ion is g o o d . T h e t h i n pane l shows the w a r p i n g that n o r m a l l y results f r o m f o r c e d c o n f o r m i t y 
to the phys ica l shape o f the m u m m y . Four cracks a long gra in lines o f the w o o d , one o f w h i c h extends the panel 's 
en t i re l eng th , d o n o t ser iously det ract f r o m the po r t r a i t ' s i n t eg r i ty . T h e panel was r o u g h l y cu t a w a y at the t o p 
before b e i n g inse r ted i n t o the m u m m y . T h e surface is in tac t a n d shows n o signs o f e i ther r e p a i n t i n g o r restora
t i o n . The re is some m i n o r enc rus t a t ion (sand o r d i r t ) ev iden t i n the hair, w h i l e fragments o f the m u m m y ca r ton
nage r e m a i n i n the area o f the subject 's left ear. The re is some d i s c o l o r a t i o n a n d d a r k e n i n g due to the b i t u m e n 
used to prepare the m u m m y . 

3. Portrait of a Flavian Matron 
73AP.91 
From Hawara. 
Encaustic on wood 
H; 40 cm - W: 20 cm. 

T h o m p s o n , " F o u r ' F a y u m Port ra i ts ' " 87-88 n o . 2, f ig . 2; id., Artists 15, f ig . 41 ; Parlasca, Ritratti I I , 30, n o . 251 , 
p i . 61.4 (Flavian). 

T h e panel is i n f ine c o n d i t i o n . T h e w o o d is e x t r e m e l y t h i n , so ex tens ive w a r p i n g has o c c u r r e d , r e su l t i ng 
i n a major l o n g i t u d i n a l crack. Three o the r less s ignif icant cracks are present . Some o l d f l ak ing o f pa in t is e v i d e n t 
i n the u p p e r r i gh t p o r t i o n o f the panel , a n d some r epa in t i ng seems to have been effected p r i o r to its acqu i s i t i on , 
especial ly a r o u n d the b r o w s a n d i n the hair . 

64 



4. Portrait of a bearded man 
73.AP.94 
Probably from Er-Rubayat. 
Encaustic on wood 
H: 43 cm.; W: 22.5 cm. 

Apollo93 (n.s. n o . 112: June 1971) 149, i l l . ; T h o m p s o n , " F o u r ' F a y u m Por t r a i t s ' " 88-90 n o . 3, f ig . 4; i d . , Artists 
10, f ig . 2 1 ; Parlasca, Ritratti I I , 64 n o . 387, p i . 94.2 ( A . D . 175-180) . 

T h e w o o d , w h i c h appears to be cedar, is par t ia l ly w a r p e d b u t unusua l ly sound ; n o n e o f six l o n g i t u d i n a l cracks 
ex tends the panel 's en t i re l eng th . Large fragments o f the m u m m y car tonnage, b o t h b lue a n d w h i t e l i n e n , 
r e m a i n o n the l o w e r p o r t i o n o f the pane l as w e l l as o n its reverse. Fa i r ly ex tens ive f l ak ing o f c o l o r i n the neck 
area appears t o have resu l ted w h e n the p o r t r a i t was r e m o v e d f r o m the m u m m y . T h e hair has been r e t o u c h e d 
s l igh t ly , b u t n o o the r r e s to ra t ion is apparent . 

5. Portrait of a boy 
78.AP.262 
Said to be from Oxyrhyncbus. 
Encaustic on wood 
H: 20.3 cm.; W: 13 cm. 

Weltkunst 47 n o . 21 ( N o v e m b e r 1977) 2004; Parlasca, Ritratti I I I , 67 n o . 674 , p i . F (col . ) ( A . D . 150-200) . 
T h e p a i n t i n g is unusua l ly smal l . T h e pane l pos s ib ly was cu t d o w n f r o m a m o r e s tandard size, as Parlasca 

suggests; b u t i n v i e w o f the c o r r e s p o n d i n g l y smal l scale o f the subject p o r t r a y a l , i t seems m o r e l i k e l y that the 
c u r r e n t d imens ions o f the panel are o r i g i n a l . E v i d e n t l y because o f this smal l size, i t was n o t d e e m e d necessary 
to cu t away the panel 's uppe r corners before i t was inse r ted i n the m u m m y car tonnage. 

T h e c o n d i t i o n is v e r y g o o d . O n e large crack t h r o u g h the center o f the pane l has been i n p a i n t e d and some 
f i l l i n g a n d p a i n t i n g are o n the r i g h t side o f the head. 

6. Portrait of a bearded man 
74.AP.11 
From Er-Rubayat. 
Encaustic on wood 
H: 37 cm.; W: 21 cm. 

Apollo 98 (n.s. n o . 142: D e c e m b e r 1973) 95 , p i . (col . ) ; J. Frel , Recent Acquisitions. Ancient Art. The J . Paul 
Getty Museum, ( e x h i b i t i o n catalogue; M a l i b u 1974; hereafter, Recent Acquisitions) no. 26, f ig . ; T h o m p s o n , "Four 
' F a y u m Por t r a i t s ' " 8 9 - 9 0 n o . 4, f ig . 5; i d . , Artists 4, cove r i l l . (col . ) ; Parlasca, Ritratti I I , 57 n o . 357 , p i . 86.2 
( m i d - A n t o n i n e ) ; J.-E. Berger, Voeil et Veternite: Portraits romains d'Egypte (Paudex 1977; hereafter, L'oeil et 
Veternite) 170 ( i l l . ) , 215. 

T h e p a i n t e d surface a n d the pane l as a w h o l e are i n exce l l en t c o n d i t i o n . T w o ha i r l i ne cracks, some d i sco lor 
a t i o n f r o m the m u m m i f i c a t i o n materials , a n d a smal l f ragment o f car tonnage c l i n g i n g at the t o p d o n o t de t rac t 
f r o m the po r t r a i t ' s superb state. T h e pane l was b r o k e n r o u g h l y b u t o n l y s l i gh t ly at the t o p corners before b e i n g 
inse r ted i n the car tonnage . 

7. Portrait of a man 
79.AP.141 
Provenience unknown. 
Encaustic on wood 
H: 47.5 cm.; W: 19 cm. 

Unpublished 

T h e p a i n t i n g e v i d e n t l y is p rese rved t o its f u l l o r i g i n a l he igh t . Th i s is mos t unusual , since por t r a i t s o n w o o d 
that w e r e w r a p p e d i n m u m m i e s n o r m a l l y w e r e cu t d o w n cons ide rab ly before i n se r t i on . A l t h o u g h the pane l 
has been b r o k e n away r o u g h l y at the sides, one s t i l l can gain f r o m the he igh t a sense o f the o r i g i n a l size o f a 
" F a y u m p o r t r a i t " before r e d u c t i o n . 

T h e pa in t has crazed a l o n g g ra in l ines o f the w o o d , p r e s u m a b l y because o f al ternate s h r i n k i n g and s w e l l i n g 
o f the pane l ove r the centur ies . Cons iderab le pa in t loss has o c c u r r e d , especial ly i n the b a c k g r o u n d a n d i n the 
subject's garment, expos ing a dark p r imer beneath, bu t the facial area is i n relat ively g o o d c o n d i t i o n . N o res torat ion 
appears to have been effected, excep t a smal l a m o u n t i n the r i g h t ear. 
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8. Triptych 
74. AP. 20 (portrait) 
74.AP.21 (Serapis) 
74. AP. 22 (Isis) 
Provenience unknown. 
Tempera on wood 
H(portrait): 36 cm.; W: 37.5 cm. 
H (Serapis): 39 cm.; W: 19 cm. 
H (Isis): 40 cm.; W: 19 cm. 

9. Portrait of a woman 
81.AP.29 
From Er-Rubayat; formerly in the 
collections of Theodor Graf and 
Otto Benesch, Vienna. 
Tempera on wood. 
H: 34.9 cm.; W: 21.3 cm. 

10. Portrait of a Young Man 
75. AP.87 
Presented by Lenore Barozzi 
Provenience unknown. 
Tempera on linen 
H: 37 cm.; W: 26.5 cm. (portrait 
area only) 
H: 58 cm.; W: 52.3 cm. (total) 

11. Portrait of a man 
79.AP.142 
Provenience unknown. 
Tempera on wood 
H: 34cm.; W: 25 cm. 

Frel, Recent Acquisitionsnos. 23-25, figs.; T h o m p s o n , Artists 16, figs. 50-52; i d . , "A Painted T r i p t y c h f r o m R o m a n 
E g y p t , " G e t t y M J 6 - 7 ( 1 9 7 8 - 1 9 7 9 ) 185-92, figs. 1-3; Parlasca, Ritrattilll, 6 9 n o . 405 , p i . 100.1-3 (late A n t o n i n e ) ; 
Berger, L 'oeil etVeternite 117 ( i l l . ) , 215. 

T h e c o n d i t i o n is g o o d . The re are fou r p r o m i n e n t cracks i n the center pane l and one each i n the side panels. 
Center: some i n p a i n t i n g i n the hair a long the crack o f the face; some d i s c o l o r a t i o n f r o m glue i n the crack. Isis: 
h e a v i l y i n p a i n t e d , especial ly the hair , cheek, c h i n , and th roa t . Serapis: heav i ly i n p a i n t e d . T h e t empera has been 
w a x e d to regain the t ransparency. 

D . Carr i t , L t d . , The Classical Ideal (sale catalogue; L o n d o n 1979) 10 n o . 4, f ig . a n d cove r i l l . (col . ) ; Parlasca, 
Ritratti I I I , 59-60 n o . 643 , p i . 152.2 ( A . D . 3 7 5 - 4 0 0 ) . 

B o t h the pane l a n d the p a i n t e d surface are i n an exce l l en t state o f p rese rva t ion , w i t h the e x c e p t i o n o f some 
s ta in ing . The re is some d i s c o l o r a t i o n a n d b l a n c h i n g due t o wa te r stains. A dark gray p r i m e r is v i s ib le at the 
u n p a i n t e d b o t t o m o f the panel . T h e p a i n t i n g bears, o n the reverse, the s tamp o f the Viennese c o l l e c t o r a n d 
an t iqua r i an T h e o d o r Graf. 

T h o m p s o n , Artists 4, f ron t i sp iece (col . ) ; Parlasca, Ritratti I I I , 46 n o . 592, p i . 141.5 ( A . D . 3 2 5 - 3 5 0 ) . 
Some loss o f pa in t has o c c u r r e d , b u t o n the w h o l e the p o r t r a i t is i n f ine c o n d i t i o n , c o n s i d e r i n g the f rag i l i ty 

o f the anc ient c l o t h . T h e b r i g h t r e d o n the th roa t a n d l o w e r par t o f the b a c k g r o u n d is m o d e r n i n p a i n t i n g . M i n o r 
res tora t ions are ev iden t . 

Unpublished 
T h e w o o d pane l is i n exce l len t shape; the pa in t is s l i gh t ly less so, h a v i n g fa l len a w a y a r o u n d the edges, especial
l y at t o p r i g h t . W h e r e this pa in t loss has o c c u r r e d , the w h i t e p r i m e r benea th is p l a i n l y v i s ib le . Po r t ions o f the 
hai r a n d a large pa t ch o f the center o f the forehead have been res to red o r r epa in t ed as w e l l as the mous tache , 
r i g h t ear l obe , a r o u n d b o t h l ips , a n d the l o w e r beard . T h e center o f the face, h o w e v e r , is we l l -p r e se rved a n d 
the po r t r a i t ' s ove ra l l c o n d i t i o n is v e r y f ine . T h e co lo r s are v e r y fresh. 
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12. Portrait of a woman 
79.AP.129 
From Er-Rubayat; formerly in the 
collections of Theodor Graf and ? 
Flinker, Vienna, and foseph and 
Ernest Brummer, New York. 
Tempera on wood 
H: 28.2 cm.; W: 14.5 cm. 

417. Kunstauktion, D o r o t h e u m , V i e n n a ( N o v e m b e r 24, 1932) n o . 33; H . D r e r u p , Die Datierung der Mumien
portrdts. (Studien zur Geschichte und Kultur des Altertums 19 :1 ; P a d e r b o r n 1933) 47-48, 66 n o . 34, p i . 20b ; 
Major M . K . L e e e t a l . sale, K e n d e Galleries, N e w Y o r k (September 26,1942) n o . 167; L . H a h l , Bonnfbb 160(1960) 
20 n o . 55; Parlasca, Mumienportrdts 75 n . 96; i d . , Ritratti III, 60 n o . 644 , p i . 152.3 ( A . D . 3 5 0 - 4 0 0 ) ; The Ernest 
Brummer Collection, I : Medieval, Renaissance and Baroque Art, Z u r i c h , Galer ie K o l l e r ( O c t o b e r 19, 1979) 
21 n o . 4, f ig . 

T h e t h i c k panel has one p r o m i n e n t transverse crack bu t is o t h e r w i s e i n g o o d c o n d i t i o n . T h e p r i m e r a n d pa in t 
w e r e b o t h a p p l i e d i n t h i n coats, and the h o r i z o n t a l g ra in l ines o f the w o o d thus s h o w t h r o u g h o v e r m u c h o f 
the panel . T w o d o w e l holes near the panel 's l o w e r edge are o f u n c e r t a i n f u n c t i o n , b u t i t m a y be that the p a i n t i n g 
once was ins ta l led i n some k i n d o f f r a m e w o r k . I n d e e d , w i d e u n p a i n t e d str ips at b o t h t o p a n d b o t t o m make 
this seem v e r y l ike ly . T h e p a i n t i n g is n o t a large one , and so, l i ke n o . 5 above , i t was n o t t h o u g h t necessary 
to cu t away its uppe r corners w h e n i t was w r a p p e d i n the m u m m y . 

13- Portrait of a man 
79.AP.219 
Presented by G.L. Richards 
Provenience unknown. 
Tempera on linen 
H: 49.5 cm.; W; 35.5 cm. 

Unpublished 
T h e s h r o u d is i n fa i r ly g o o d c o n d i t i o n , cons ide r ing the del icacy o f the mater ia l , t h o u g h a n u m b e r o f b a c k g r o u n d 
details are p a r t l y o b s c u r e d b y some s ta in ing a n d loss o f pa in t . 

14. Portrait mask of a woman 
81.AI.51 
Anonymous donation 
Provenience unknown. 
Stucco 
H: 23.7 cm. (max.) 

Unpublished 
W o r n bu t u n b r o k e n . Prac t ica l ly al l the r i c h p o l y c h r o m y has disappeared. T h e left side is s l i gh t ly m o r e w o r n 
t han the r igh t . 
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