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FOREWORD (1993)

Anthony Grafton

Egypt—like the other countries of the ancient Near East—has played a paradoxical role in Western thought. Greek writers often represented Egyptians, like Ethiopians and other non-Greeks, as “barbarians,” swarthy, cunning, and prone to ungovernable anger.1 Even the Greek-speaking Egypt of the Hellenistic period seemed Oriental, a place of alluring scents, strong spices, and strange magical practices. The temptations of Cleopatra’s Egypt, according to Roman writers, explained the failures of Mark Antony and dramatized the incorrupt military virtues of Caesar and Augustus.

Stereotypes reigned, but they were very ambiguous. Many of Greece’s most original intellectuals respected Egypt as the source and repository of profound learning about gods, the universe, and humanity. The powers of traditional Egyptian culture fascinated Western historians, philosophers, and scientists, who admired what they saw as the millenial continuity of Egyptian life. In particular, Egyptian philosophy seemed to them older and deeper than their own. They liked to tell stories about the philosophical journeys to Egypt in the course of which Solon, Plato, Eudoxus, and even Julius Caesar had learned the mysteries of being, the stars, and the calendar. Greek historians and ethnographers informed their readers of the wonders of Egypt’s great buildings and strange customs. The rulers of imperial Rome imported the grandest and most mysterious of Egyptian relics, the obelisks, to Rome and Constantinople, where they gave dramatic emphasis to sections of the empire’s capital cities and provided tangible evidence of Rome’s dominance of the world.2 Meanwhile the cult of Isis, which spread throughout the Roman world, gave Egypt a final victory in the realm of the spirit. A vision of Egypt—as at once a captive and a powerful civilization— became solidly built into the fabric of Western culture.3

In the first centuries of the Christian era, Greek writers working with scraps of information and Egyptian thinkers scrambling to assemble the barely recognizable fragments of their shattered ancestral culture richly elaborated the myth of Egyptian wisdom. The process was complex and protracted. Many of those who took part in it were liminal figures, like Chaeremon—the strange Alexandrian scholar, a Stoic and anti-Semite, who rose to become Nero’s teacher in Rome. The surviving fragments of his work on the hieroglyphs emphasize the austere wisdom of the ancient Egyptian priests. He portrayed them as ideal barbarian sages, disciplined and self-denying. Unfortunately he drew his adjectives not from experience but from the stock of commonplace terms applied by Hellenistic writers to a gaggle of exotic clerisies, all of whom they imagined as leading the lives of Greek philosophers. Chaeremon’s Egyptian sages could as well have been Indian gymnosophists, Gallic Druids, or Zoroastrian priests as Egyptian hierogrammateis. But he also insisted on the uniqueness of Egypt’s traditions, and provided glimpses of real Egyptian rituals and explications of genuine Egyptian hieroglyphs. His work became a complex tapestry in which genuine and spurious threads, native traditions, and foreign stereotypes were inextricably interwoven.4 The authors of the Greek works ascribed to Hermes Trismegistus—those strange Greek dialogues that describe supposedly Egyptian doctrines on the creation of the universe and the human soul, and which circulated widely in the third and fourth centuries A.D.—similarly mixed real Egyptian traditions and unfounded Greek prejudices into one heady textual cocktail. Almost all readers accepted them as genuinely Egyptian until the end of the sixteenth century, and took them as proving the Egyptian origin of the Platonic doctrines that they state more baldly than Plato himself.5

No facet of traditional Egyptian culture occupied a more prominent place—or a less accurate one—in scholars’ mental panoramas of the ancient world than hieroglyphs. By early in the Christian era few scholars, even in Egypt, could still write or read a hieroglyphic text, much less explain the ideographic and phonetic nature of Egyptian script to foreigners. No Greek whose work is preserved ever learned to read hieroglyphs. But culture, like nature, hates a vacuum. Historians, philosophers, and fathers of the church wove a new tale about Egyptian writing, ably summarized by George Boas in the introduction that follows. The priests of Egypt, they decided, had created a written language perhaps older than, and certainly different from, any other: one in which each image expressed each concept with matchless clarity, because it was a natural, not a conventional, sign. “For not as nowadays,” said the Roman historian Ammianus Marcellinus, “did the ancient Egyptians write a set and easily learned number of letters to express whatever the human mind might conceive, but one character stood for a single name or word, and sometimes signified an entire thought. . . . By the picture of a bee making honey, they indicate a king, showing by this symbol that a ruler must have both sweetness and yet a sharp sting.”6 Egyptian inscriptions thus amounted to symbolic or allegorical messages that wise readers from any nation could decode simply by working out the meaning of each sign in order.7 The uniquely profound message of Egyptian philosophy had been cast in a uniquely profound medium.

This misleading, foreign viewpoint inspires not only scattered comments in Diodorus Siculus, Ammianus, and other texts but the entire text of Horapollo’s Hieroglyphica—the one surviving ancient work that concentrates on and explains a large number of Egyptian hieroglyphs. The book seems to have been written in Egypt by Horapollo, the son of Asclepiades. Asclepiades and his brother Heraiscus, the sons of an older Horapollo, were cultivated Hellenists who lived in Alexandria in the fifth century A.D. Both men studied the native traditions and gods of Egypt as well as Greek philosophy. Heraiscus wrote hymns to the gods of Egypt and tried to prove the basic concord of all theologies.8 The younger Horapollo’s work, as Boas shows, takes a Greek point of view and seems to have been written in Greek, but it also offers a number of glosses that the decipherment of hieroglyphics in modern times has confirmed, at least in part.9 In its combination of the fraudulent and the genuine, in its effort to reconstitute a lost tradition from fragile and partly spurious ingredients, the Hieroglyphica typifies the whole world of syncretistic late-antique philosophy and erudition that Garth Fowden has recently called back to life.10

Boas emphasizes the fraudulence of the text’s framework and outlook more strongly than the genuineness of bits of its content. More recent interpretations, like Fowden’s, would differ from Boas’s more in tone than in substance. They would compare Horapollo to those American intellectuals of mixed culture, like Garcilaso de la Vega, who tried to preserve and explain to Western readers the shattered native religious and cultural traditions of the New World, and who necessarily forced their materials to fit alien molds even as they saved them from oblivion. The fact that Horapollo lacked the philological equipment to carry out his task reveals not gross foolishness but the desperate pathos that his nostalgia for an irrecoverable past inspired in him. The text gives a sense of the way many late-antique intellectuals—including the great neo-Platonist Plotinus—read meanings into visual symbols and tried to combine Oriental wisdom with Greek philosophy. Horapollo’s personal fate is especially revealing; in the end, he became an apostate, converting to Christianity. Syncretism, evidently, could go no further. The work of Horapollo and his family marks “the fizzling out” of the “long interaction between Greek and Egyptian paganism.”11

The Hieroglyphica, then, opens a window into the intellectual life of late antiquity. But as Boas also shows, it sheds more light on a later period—the Renaissance, when the rediscovery of this text did much to fuel what became a widespread fascination, almost an outbreak of Egyptomania, among artists and intellectuals. In that age of obsessive interest in heraldry of all sorts, late-antique genealogies of wisdom flourished wildly. Most orations on the history of the arts and sciences, histories of philosophy, and reference books celebrated the half-imaginary achievements of ancient Egypt more volubly than the real ones of ancient Greece and Rome. Many philosophers and scientists believed that the preserved texts of Plato and Aristotle, Archimedes and Ptolemy contained no more than a shadow of the lost, ideal learning of the Egyptian temples.12

True, the craze for things Egyptian did not entirely depend on Horapollo. Egyptian relics in accessible places— such as Rome’s obelisks, one of which still stood at the end of the Middle Ages, as did others in Alexandria and Istanbul—fascinated the antiquaries of the early Renaissance. So did the pyramids of Memphis and other antiquities of Egypt itself, which the pioneer archaeologist Cyriac of Ancona visited and vividly described in 1435.13 The texts of the Hermetic works, translated by Ficino early in the 1460s, did much to revive the notion that ancient Egypt had been a center of profound theology and powerful natural magic.14 So did the text of Plotinus’s Enneads, as Boas explains. And notorious forged histories of ancient Babylon and Egypt, published in 1498 by the Dominican theologian Giovanni Nanni da Viterbo, provided the program for the Renaissance’s most stunning single example of artistic Egyptomania: Pinturicchio’s frescoes for the Appartamento Borgia in the Vatican.15

But the Hieroglyphica itself did more than any other single text to shape the Renaissance’s view of Egyptian symbols. The intrepid traveller and archaeologist Cristoforo Bundelmonti, who wrote a marvellous account of the Greek islands, acquired a copy on Andros in 1419. The text soon found copyists and translators. Cyriac of Ancona, for example, made extracts from book 1 as part of his preparation for his Egyptian voyage. The text matched and supplemented the information on hieroglyphs that appeared in Ammianus Marcellinus, a text discovered by Poggio Bracciolini. He learned from the two works that the figures of animals and birds that he saw on a broken obelisk on the Appian Way (later reerected by Bernini in the Piazza Navona) were the letters of the ancient Egyptians, though he could not read them. A reading of Horapollo probably inspired Leon Battista Alberti to analyze the hieroglyphs as a universal symbolic language—one that could not be lost, because all men could decode it—in his treatise on architecture. He used hieroglyphs himself, choosing the winged eye as his own emblem and inscribing a hieroglyphic message of his own about the power of fortune on the Rucellai loggia and the facade of S. Maria Novella. The curved sails that scud across both buildings were presumably intended to speak to all future generations about the compelling force of chance, in which Alberti’s patron Giovanni Rucellai believed. Hieroglyphs decorated Mantegna’s Triumph of Caesar, adorned the most eerily beautiful of early printed books, Francesco Colonna’s Hypnerotomachia Polifi, and ran in a frieze around the loveliest of high Renaissance buildings, Bramante’s Tempietto.

The fascination with hieroglyphs, like other humanist tastes, soon passed beyond Italy’s borders. In the circle of German humanists who advised the Holy Roman Emperor Maximilian in the years around 1500, Horapollo carried great authority. Maximilian was deeply impressed by the notion of ancient symbolic writing conveyed to him by the Nuremberg scholar Willibald Pirckheimer, who provided him with a manuscript translation of Horapollo illustrated by Dürer (some of his hieroglyphs are here reproduced by Boas). The magnificent Ehrenpforte or Triumphal Arch that Dürer created for Maximilian, the largest woodcut ever made and perhaps the most ambitious of the printed images through which the emperor tried to project his authority to a wide public, includes an elaborate hieroglyphic message about kingship, cobbled together, image by image, from Horapollo.16

As this case suggests, the Hieroglyphica served as a manual not only for the interpretation of symbols but for their creation. In the later fifteenth and early sixteenth centuries, European intellectuals were possessed by a taste for condensed, vivid statements and images of what they took as profound moral and metaphysical truths. Ancient precedents were eagerly sought, ranging from the Symbola ascribed to Pythagoras and the oracles ascribed to Zoroaster to the hieroglyphs. Horapollo’s translator, Filippo Fasanini, carefully assembled the ancient testimonies about hieroglyphs in his discourse on the sacred writing of the Egyptians. He made clear how meticulously the Egyptians had adapted their style of writing to a specific pedagogical program:

[The hieroglyphs] were enigmatic and symbolic engravings, which were much used in ancient times and preceding centuries, especially among Egyptian prophets and teachers of religion, who considered it unlawful to expose the mysteries of wisdom in ordinary writing to lay people, as we do. And if they judged something to be a worthy piece of knowledge, they represented it in plain drawings of animals and other things in such a way that it was not easy for anyone to guess. But if anyone had learned and studied thoroughly from Aristotle and others the properties of each thing, the particular nature and essence of each animal, he would at length, by putting together his conjectures about these symbols, grasp the enigma of the meaning and, because of this knowledge, be honored above the uninitiated crowd.”17

Erasmus’s Adagia and Alciato’s Emblemata were perhaps the most original and influential of the period’s efforts to crystallise great truths in lapidary form, inaccessible to the wicked and slothful but incomparably moving to those with eyes and spirits capable of receiving them. As Fasanini’s account, with its easy juxtaposition of Egyptian wisdom and Greek philosophy, suggests, they drew on Horapollo for both material and inspiration, in full confidence that Egyptian wisdom must basically match Greek—the very assumption that, as we have seen, the text’s original author had also made.

The scholars and artists of High Renaissance Rome loved to interpret hieroglyphs. One of the most erudite and creative of them, Pierio Valeriano, embedded Horapollo’s modest glosses in a magnificent commentary, assembling every parallel and supplement he could from Greek and Roman literature and imagery. Painters and poets freely used and adapted his material. Hieroglyphs became fashionable, even omnipresent, and Horapollo, both alone and as supplemented by Valeriano, remained for the next century and a half the most coherent and accessible—if also the most suspect—source for both the symbols and their meanings. Even the discovery that the text contained words and symbols from Greek and Latin sources did not fatally undermine its authority. Thirty editions, after the editio princeps of the Greek text in 1505, attest to its appeal.18 This austere and brittle little book, in other words, became the foundation on which ambitious works of poetry and philosophy, art and architecture rested. Boas’s translation, accordingly, is indispensable to the serious modern student of literally dozens of Renaissance and baroque texts and images.

Readers should bear in mind Boas’s own caution about the nature of his edition. He set out to provide a translation of the text as it circulated in Latin in the early modern period, showing “how Horapollo sounded to men of the sixteenth and seventeenth centuries.” His text, accordingly, does not always correspond to the critical edition of the original Greek by F. Sbordone (1940), which remains standard. Those in search of help with the detailed interpretation of the original will find the French translation by B. van de Walle and J. Vergote more helpful.19 But Boas’s version remains the only generally accessible one in English, and his introduction is erudite and perceptive. Anyone who seeks to understand why what now seem banal symbols and allegories once fascinated some of the West’s most original thinkers, artists, and writers will learn much from the material Boas assembled, as well as from Horapollo himself.
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PREFACE

Some word of explanation is needed to explain to the reading public why a work of so obscure an origin and so questionable an authenticity as the Hieroglyphics of Horapollo is translated into English. Egyptologists have long given up any idea of finding in this book any explanation of the hieroglyphs that they might wish to interpret, and furthermore there have appeared within the last decade a French translation for their use and a new edition of the Greek text by Sbordone with long and detailed commentaries attached to each. But neither of these works is adapted to the wants of the iconologist. Iconology, as a separate discipline, has won more and more adherents since the members of the Warburg Institute have taken up their residence in London and since Drs. Panofsky and Wind have begun publishing their studies in English. It is therefore with such students in mind that this translation and its notes have been prepared, not for the student of either Greek literature or Egyptian culture.

With that end in mind I used in the main the text which appeared in 1727 and the notes appended to it: Horapollinis Hieroglyphica/ Graece et latine/ cum integris observationibus et notis/ Jeann.Merceri et David. Hoeschelii/ et selectis/ Nicolai Caussini/ curante/ Joanne Cornelio de Pauw/ qui suas observationes addidit/ Trajecti ad Rhenum [Utrecht]. . . . For I was interested in how Horapollo sounded to men of the sixteenth and seventeenth centuries, rather than in how he would sound to modern ears. This may seem like stubborn pedantry, but the men who used the Hieroglyphics in those days had but this imperfect text to go on. When, however, this edition presented too many difficulties, because of its lacunae, its corruptions, and its downright nonsense, I turned to Sbordone’s edition (1940) and did not hesitate to compare my translation with the French of Van de Walle and Vergote, which is based on Sbordone. But it should always be remembered that these Belgian scholars, like the first English translator, Cory, were primarily interested in the book as a document in Egyptology.

I am neither a Hellenist nor an Egyptologist, but rather an historian of ideas and of taste. I have therefore avoided conjectures about the authorship, history, and date of the text, and other problems which might be of importance to my colleagues and to readers in the field of post-classical literature. Occasionally I have yielded to the temptation of straying into realms in which I am far from being an authority, but such temptation is next to impossible to resist, and usually I have consulted my colleagues before making a decision. I take this opportunity to make grateful acknowledgment of the help I have received from them: to Dr. John MacDiarmid, for help with difficult passages; to Dr. Don C. Allen, for the loan of rare books from his private library; to Dr. W. F. Albright, for information about the authenticity of certain Egyptian words. I am also thankful to Dr. Erwin Panofsky for encouraging me to make the translation at a time I felt it to be impossible. Unhappily my work was completed before the Journal of the Warburg and Courtauld Institutes published a brilliant article covering in part the subject matter of my introduction, the lcones Symbolicae by E. H. Gombrich, an article which confirms the interpretation of the influence of Ficino found below (p. 14).

GEORGE BOAS

The Johns Hopkins University

1946-1949


INTRODUCTION

Students of sixteenth-century thought and art have brought to light in both fields a surprising interest in emblems, symbols, and allegories. Paintings which up to a few years ago seemed simply like illustrations of myth or Biblical legend now appear to be heavily charged with a hidden meaning that only the iconologist can decipher. We now know that pictures and sculpture of this period must be read as well as seen, that the eye unversed in the allegorical techniques of their artists will perceive only a small part of what is there. This is also when literature becomes complicated with conceits, when the simple and literal statement of an idea seems poverty-stricken and vulgar. Manners become codified, and gesture becomes a ritual. It is the day of enigmas and devices, the day when even music and dancing lose whatever primitive naϊveté they may once have had and become a language of sophistication.

Whenever a period takes on a new colour, whenever a new climate of taste appears in human history, its causes will be found not to reside in one document, one idea, one author, but in a sheaf of tendencies which for some reason or other are bound together and act as a unit. Thus the pervasive love of allegory that we are dealing with here, which impels an artist to conceal his meaning from what he would have called the vulgar eye, cannot be attributed to any single cause. Throughout the Middle Ages every flower and stone, every beast and fish, every configuration of the planets, natural disasters and catastrophes, were all believed to conceal a message for humanity, a message which only those whose specialty was divination could decipher. As early as Philo Judaeus1 even historical events, as related in the Bible, were held to embody a multiple truth, at once literal and figurative. To interpret the Bible allegorically, even when its words seemed a simple narrative, became a major occupation of the medieval scholar. In fact, he did not cease with Holy Writ but used the same method to read his Virgil and his Ovid. For he was accustomed to the idea that the whole world, of nature as well as of art, was a sort of rebus the deciphering of which would produce not scientific laws as we use that term, but moral lessons.

This appears in Christian literature as early as the Hexaemeron of Saint Basil and its Latin parallel, the Hexaemeron of Saint Ambrose. These works, taking the story of Creation day by day, attempted to unfold the purpose of God in making not merely a decor for the drama of humanity, but birds, beasts, and fish to live in it alongside of man. The universe became very early in the history of Christianity literally a “natural Bible,” as it was for Raimond Sébond, the Spanish philosopher of the sixteenth century whose book Montaigne was to translate into French for the less pious readers of the French Renaissance. In this natural Bible every being, every event, meant something. It meant the goodness of God, the divine purpose, a moral code. One need not then read books; one had but to look at the world about one and read the same lessons. The very beasts spoke to one in their manner of living. They lived lives which were symbols of temperance or intemperance, of industry or of sloth, of fidelity or ruthless disloyalty, of courage or cowardice. Such lives had been described in the long series of bestiaries of which medieval literature was full. So thoroughly indoctrinated was Christendom with this belief that one had but to paint a turtle-dove and it was seen as a symbol of monogamy, a stork and it was seen as a symbol of filial devotion.

The origins of such beliefs are so obscure that they can no longer be brought to light. Biblical verses, such as, “Go to the ant, thou sluggard”; folk tales, such as the fables which were versified by Babrius and Phaedrus and which have come down to us through La Fontaine; the Physiologus, of which that of Pseudo-Epiphanius is one of the most famous: who, in spite of all the research done upon them, would dare say how such stories arose ? But that at a very early period in the history of Western man they were already crystallized and had become a part of the human heritage is undeniable. Men believed that they were both above the beasts in the possession of reason and below them in their morals, and the best explanation of this odd situation was that God had made His lower orders to be an example to the higher.

Of this tradition there is only one aspect which is of interest to the reader of these words. Man seemed to be surrounded by enigmas which, like all riddles, looked like one thing and really were another. The landscape was a parable which demanded interpretation. The interpretation which was demanded was a moral interpretation. To put ourselves back into this state of mind is well-nigh impossible, for we are so accustomed to seeing the primrose by the river’s brim as a yellow primrose and nothing more that it seems like the most childish nonsense to look at it as anything else. In that attitude we are justified by the success of natural science, and to turn our backs upon what one might call the descriptive point of view, as opposed to the poetic point of view, is neither desirable nor even feasible. But we must in imagination do so if we are to understand the history of the modern mind with sympathy. Our point of view is after all only about four hundred years old and there must remain in all of us, if only from our childhood, echoes of a less literal-minded era. Surely nothing is lost if we make the effort to see the world as our ancestors saw it, and a bit of humility may be gained.

If God, in making His great work of art, the universe, had concealed His true meaning, why should not man do as much in his? Might not the suspicion arise that the fundamental purpose of the artist, whether he dealt with words or paint or notes, was to “pipe to the spirit ditties of no tone” ? These inaudible songs, invisible pictures, lay behind the melodies and coloured shapes; they were the soul of which the sensory perception was but the body. To accept this mission was to make the poet the priest, and up to very recent times poets were only too happy to accept it. Justification for the task lay in the philosophy of Platonism, as it was understood in the Florence of the late fifteenth century, for that curious complex of doctrines, most of which is later than Plato in origin, held as its cardinal principle that behind the sensible world of things lay the intelligible world of ideas. The artist, it maintained, must penetrate behind the sensible screen of appearance to the intelligible meaning of what he sees, and he must then present to his reader, if he is a poet, or to the onlooker, if painter or sculptor, this Ideal Beauty. It was that program which probably had most to do with the spread of allegory, emblem, and conceit in the sixteenth century. But there were three other strains in the twisted rope of history which must also be mentioned. One is the ancient belief in the symbolism of dreams, one the invention of an emblem-literature by Alciati, and one the work which is here presented in translation, the Hieroglyphics of Horapollo. We shall now suggest their influence.

1. The consuming interest that members of the Florentine Academy had in Platonism no longer needs much comment. Nor does the modern reader ask for proof that the Enneads of Plotinus in their minds was the equivalent of Platonism. The Plotinian theory of intelligible beauty was one of the major contributions to aesthetic theory of the whole movement. According to Plotinus intelligible beauty was simply the presence of the Platonic Idea to the human intelligence, as sensible beauty was its presence to the senses. The intelligence deals with characters common to groups of objects: with The Circle rather than with circles, with Humanity rather than with men. But circles and men are also believed to be incorporations of The Circle and Humanity, incorporations which are faulty to the degree that matter is present in them. The artist must perfect the ability to forget the material defect for the ideal perfection, and presumably he does this through his imagination. But whether the program is feasible or not, men like Leonardo and Michelangelo seem to have thought it feasible, and when one speaks of their works as “idealizations,” one ought to mean that they had carried the program out. It will be noticed that they work in a cycle: first, they study the sensible object; next, they abstract its ideal nature from it; third, they reproduce the ideal nature again in sensible form.

Now the Platonist of this type had an aversion to what he called discursive thought. He did not wish merely to reach his conclusions through reasoning, as one does in geometry; he wanted to see the conclusions in the premises, as a brilliant mathematician might take a few axioms and see the theorems lying implicit within them. He was working on the analogy of the Mystic Vision of God in which the Seer is face to face with his Creator, an experience in which no thinking is necessitated and none is adequate to explain what he has seen. So the philosopher, in the presence of the Platonic ideas, sees them directly. He does not merely have knowledge about them. This kind of knowledge is contemplation; it is not reasoning. It is direct, immediate, nonverbal: connaissance not science, kennen not wissen. It is the kind of knowledge which we may be supposed to have of ourselves and which no one else is supposed to have of us. The simplest child may be said to know some things in this sense, though he have no knowledge whatsoever in the sense of discursive knowledge. Plotinus describes this experience as the life of the gods.2

“It must not be thought,” he says, “that in the Intelligible World the gods and the blessed see propositions; everything expressed there is a beautiful image, such as one imagines to be in the soul of a wise man, images not drawn, but real. And therefore the Ancients said that real being is ideas and substances.”

And there immediately follow a sentence or two which, if any small group of words can be thought of as the source of a great tradition, are the source of the idea in modern times that emblems contain a kind of knowledge which cannot be found in discourse.

“It seems to me that the Egyptian sages, either working by right reasoning or spontaneously, when they desired to represent things through wisdom [Sophia], did not use letters descriptive of words and sentences, imitating the sounds and pronunciation of propositions, but drew pictures, and carved one picture for each thing in their temples, thus making manifest the description of that thing. Thus each picture was a kind of understanding and wisdom and substance and given all at once, and not discursive reasoning and deliberation.” Discursive reasoning and deliberation, he continues, are subsequent to this vision. So Ernest Fenellosa was to describe Chinese characters in the twentieth century.3

That the Egyptian hieroglyphics were nothing of the sort has been known to us since the time of Champollion, but there had been a long tradition to convince lovers of the ancient wisdom that Plotinus was right. To begin with, he was himself an Egyptian and therefore might be expected to know. In the second place, Plutarch, Clement of Alexandria—another Egyptian—and Diodorus Siculus had all handed down interpretations and explanations of hieroglyphs which lent themselves to the Plotinian thesis. In the third place, Pico della Mirandola—and many others—had pointed out that it was customary for certain religious doctrines and philosophic esoterica to be expressed in enigmas, for, to quote a favorite Biblical verse, one must not cast pearls before swine.4 Thus Plato used myths, Dionysius the Areopagite used numerical symbols, the Hebrew sages used the figures and symbols of the Cabala, and even Christ spoke in parables. (That the parables were spoken to the very swine who were, they thought, not fit to understand them, was not discussed either by Pico or by others of his turn of mind.) This was also the practice of the Pythagoreans, and, as an epigrammatist of the Greek Anthology has said, Plato “mingled the high-mindedness of Pythagoras with the sarcasm of Socrates.”5 Finally, the Egyptians put sphinxes before their temples to warn the priests against revealing the mystica dogmata to the profane.

Two points were thus established: (1) that true knowledge was a contemplation of Platonic ideas in visual form; (2) that this had been made possible in Egyptian hieroglyphs.

The passage from intellectual to visual contemplation is perhaps made easier to understand by certain passages from Pico della Mirandola and Leone Ebreo. For most Neoplatonists sensible beauty was primarily visual and the eye was to sensible beauty what the intellect was to intelligible beauty. “What the eye is in corporeal things,” says Pico, “that very thing is the mind in the realm of the spirit.”6 So in Leone we find an eloquent passage in which the eye is to the microcosm what the sun is to the macrocosm. Vision, he maintains,7 has as its object the entire corporeal world, whereas the other senses perceive but parts of it. The medium of the other senses is one of the grosser elements, but vision has its medium in “the luminous spiritual transparency, that is the air illuminated by the light of heaven, which exceeds in beauty all other parts of the world, as the eye exceeds all other parts of the animal body.” The eye thus perceives sensible forms, the intellect intelligible; just as the eye is to the body, so is the sun to the body of the universe, the vero simulacro de l’intelletto divino e sopra tutto gli assimiglia ne la bellezza. But sensible beauty is the perception of the Platonic Idea.

Not only had vision taken on in the thought of the Florentine Academy an almost mystical importance, but the habit of seeing symbols in what most people thought of as literality had also become second nature to its members. One of the most influential factors in bringing this about was the technique of allegorizing the classic myths, in the manner of Proclus and the Orphicists. Not only were moral lessons to be learned from these stories, as had been shown by such works as Ovide moralisé, but also metaphysical and cosmological ones. Pico, to take but one example, sees in the far from edifying story of the love of Mars and Venus a symbol of the Empedoclean doctrine of Love and Strife, according to which the world passes through successive cycles of order and disorder, harmony and discord.8 Leone interprets the story of Perseus and the Gorgon as the triumph of virtue over vice, of the human mind over the “terrestriality of the gorgonic nature,” of the angelic over the material, in which the latter is raised to heaven, “as intelligence, separated from matter and the body, is what perpetually moves the celestial orbs.” The late fifteenth century in Italy was full of such interpretations; they were commonplaces that everyone who participated in the new learning must have known. But is it not equally clear that such a person, seeing a picture of Mars and Venus, of which there were scores, if he knew of the symbolism which had been read into the myth, must have seen it made concrete, vivid, and stirring in the picture? Similarly, Perseus holding Medusa’s head on high could not but have been seen by the educated man as a symbol of the triumph of mind over matter, or of heaven and earth, in the manner of Leone.

2. The standard work on the interpretation of dreams was the Oneirocriticon of Artemidorus.9 The first edition of this work would appear to be that of 1518. It was frequently reprinted throughout the sixteenth century, an epitome of the first three books being issued no less than eight times between 1546 and 1595. It was translated into Italian in 1547 and into English in 1563. Its use may very well have been merely that of the vulgar “dream-book,” but nevertheless it contained material which was by its very nature emblematic, for it dwelt specially upon the gods, goddesses, animals, and plants seen in dreams rather than upon experiences that the dreamer himself might be having. It emphasized the hidden meaning in everyday scenes, and the very fact that these meanings occur in dreams gives them a kind of authenticity which, oddly enough, removes them from the field of speculation. For the truth, it was believed, was revealed clearly in a dream, if only one knew how to read it. Thus if one dream of a baboon, one is likely to fall sick of the “sacred disease” (II, 12), because the baboon is sacred to Selene, the moon, and it is the moon which causes this illness. Or again, if a woman dream of an elephant, it is always a bad sign. “I knew a woman in Italy who was very rich and in good health, who dreamed that she was riding an elephant; shortly afterward she died”(lb.). Surely no one without this guide would think that baboons and elephants could “mean” such catastrophes. It is only because one’s mind is free in dreams to contemplate the arcana, as if somehow or other it were hampered in waking life by the corrupting force of matter and practical needs.

Artemidorus distinguishes between two kinds of dream, the oneiron and the enhypnion, of which the former foretells the future and the latter reproduces “the things that are” (I, b). The latter are simply reflections of waking experiences and have no special significance. It is the former which are of interest. “Now of the dreams [oneiron], some are representative and some are allegorical. And the representative resemble the things themselves. So someone while sailing thought that he was shipwrecked and so it turned out. For when the dream came upon him, the ship was destroyed, and he himself barely saved out of all the passengers. . . . But the allegorical dreams mean one thing through another, when the soul speaks darkly of things according to the laws of nature” (I, 2). Now it is clear that the soul’s dark soliloquies can occur only when it is liberated from the body and if there exists a realm of discourse of which the ingredients are not anchored in the material world. One such realm was Plato’s intelligible world, into which neither the body nor even the sense-organs could penetrate. Another was Artemidorus’s world of dreams. But whereas the Platonic ideas were the archetypal patterns of material things, the inhabitants of the world of dreams were the archetypes of events which had not as yet taken place.10 They were, so to speak, like the ideas in the mind of Saint Augustine’s God before creation. To believe in them, one must of course believe that one’s whole life is fated to follow a certain course and that chance—other than Fortuna—has no place in it. But such a belief presented few difficulties to men of the third century A.D. when Artemidorus probably lived. Divination had been practised for centuries. Everyone knew that one thing rather than another was to happen to him. He might not be very rational about it. He might try to avoid the inevitable consequences of certain acts, as his ancestors before him had done when they tried to avoid the lessons taught by the Oracle of Delphi. But all the teachings of the Stoics urged men to adjust themselves to this, as if they had the power to do so, a power which must have been itself as determined as the things which it was directed towards avoiding or accepting. In Christian doctrine too the belief in determinism was prevalent, in spite of the dogma of free-will, and we see Saint Augustine as well as Boethius, though the latter may not have been a Christian, attempting to reconcile the two.

Artemidorus must then be thought of not as a writer from whom the devisers of emblems lifted ideas bodily, but rather as one who helped to establish an intellectual climate. People reading his book would find in it further encouragement to think of animals, plants, parts of the body, as symbols of ideas. The world as a whole, the “Bible of Nature,” was primarily evidence of the goodness and rationality of its Unseen Maker. Men were to contemplate Creation as evidence of its Creator and they were to see in it characteristics of a mind which was not merely rational, for rationality was not enough, but also good. As Diogenes the Cynic had maintained that he had learned how to live from observing ants and mice, so Renaissance man felt that the stork, the bee, and the elephant exemplified moral behaviour, a kind of behaviour which in their case needed no taking thought and travelling the hard road of philosophy, but simply being themselves, an exhibit of the noble design of a supernatural power. They needed no reason, for God’s reason operated through them. That was the serious argument behind much of the satire written in paradoxical form during the sixteenth and seventeenth centuries.

3. We have so far indicated two sources of the interest that men took in symbols, the Neoplatonism of Plotinus and the dream-book of Artemidorus. The transition to Horapollo and emblem-literature can be found in a gloss that Marsilio Ficino, the translator of Plotinus, wrote on the passage in which hieroglyphs were said to be Platonic ideas made visible. The gloss runs:

The Egyptian priests, when they wished to signify divine things, did not use letters, but whole figures of plants, trees, and animals; for God doubtless has a knowledge of things which is not complex discursive thought about its subject, but is, as it were, the simple and steadfast form of it. Your thought of time, for instance, is manifold and mobile, maintaining that time is speedy and by a sort of revolution joins the beginning to the end. It teaches prudence, produces much, and destroys it again. The Egyptians comprehend this whole discourse in one stable image, painting a winged serpent, holding its tail in its mouth. Other things are represented in similar images, as Horus describes.

The “Horus” referred to by Ficino is our author, Horapollo. The serpent with his tail in his mouth occurs in the Hieroglyphica (1,2), but it does not symbolize time. Nor does Ficino accurately describe the hieroglyph as it does appear. But in earlier authors, it did symbolize time. It is thus interpreted in Cyril of Alexandria, in his attack on Julian, a work which was contemporary with the date usually given for the Hieroglyphica. But even earlier, in Artemidorus (II, 13), the serpent, not biting its tail, but shedding its skin and rejuvenating itself, was, among other things, a symbol for time.11 What manuscript of Horapollo Ficino read we have no way of discovering now, though there were four in Florence in 1940 which may have been there since the fifteenth century, the oldest of which is inscribed as having been bought on the island of Andros in 1419. We shall not speculate on the reasons for Ficino’s misapprehension of the text, but shall merely point out that at any rate he knew something of its contents and that they demonstrated the thesis of Plotinus.

The first edition of the Hieroglyphica dates from 1505, when it was printed with Aesop’s fables. Within the next hundred years there had appeared no less than thirty editions, translations, and reprints of this work, to say nothing of the elaborations and commentaries, such as that of Valeriano, which appeared in 1556. The catalogue of the Bibliothèque Nationale lists five seventeenth-century editions, and in 1835, in Amsterdam, Conrad Leemans printed his critical edition of the text, which was followed four years later by Cory’s translation of it into English. By that time a new interest in Egyptology had been aroused by Champollion, and it is always possible that the French scholar’s recognition that at least thirteen of Horapollo’s hieroglyphs were correct made people return to our author with new interest.12

Whatever may have been the mistakes of Horapollo, the sixteenth century was not aware of them. He was considered at that time an authority, and it was not until the seventeenth century that doubts began to arise. The most recent editor of the text, the Italian scholar Sbordone, quotes from three seventeenth-century authors who questioned both his knowledge of hieroglyphs and even his historicity.13 The reasons for such doubts are clear enough. The text of the Hieroglyphica, as noticed by Nicolas Caussin in 1618, contains words taken over from the Latin. Moreover, it is odd that no manuscript of the Hieroglyphica earlier than the fifteenth century has ever been found. Furthermore, there appears to be no mention of Horapollo in any of the Greek authors now in print whose dates lie between the fifth and the fifteenth centuries, with the possible exception of Suidas.14 There are also certain interpretations of hieroglyphs based on puns which would have their full force only in Greek, such as (I, 17) that the Sun is called Horus because he has power over the Hours; or (II, 100) where the name “camel” [image: ] is derived from [image: ] i.e., [image: ] (to bend) and [image: ] (the thigh);15 or (1, 2) a pun on [image: ], meaning both “old age” and “the cast-off skin of a snake”; or (II, 108) the explanation of the word “pinnophylax” by its Greek meaning. Some of these curiosities had been pointed out by the eighteenth-century scholar De Pauw in his edition of the Hieroglyphica (1727), an edition which incorporated the notes of earlier students—Mercer, Hoeschel, and Caussin. A reader of the translation that we give below will observe for himself the mention of at least three non-Egyptian animals: the beaver (II, 65), the elephant (II, 84, 85, 86, 88), the she-bear (II, 83). These might to be sure have become known to the later Egyptians, as they were to the Greeks and Romans, but they would hardly have been made part of the Egyptian sacred symbolism. Finally, there are a few references to what look like purely Greek or Graeco-Roman traditions, as in II, 46, a reference to the laurel leaf and the oracle; II, 117, Pan’s pipes; II, 116, the lyre. But it will also be noticed that these apparent oddities all occur in Book II.

While such comments would seem to indicate a Greek authorship for the work, it should not be overlooked that there are a number of things which might argue for an author who at least knew something about Egypt. We have already referred to Champollion’s recognition of thirteen correct symbols; there are also ten Egyptian words used, of which, we are informed, at least eight are correct.16 In Book I, moreover, there is an interesting group of hieroglyphs which ostensibly represent various officials of Egyptian religious and judicial function, the Sacred Scribe, the Magistrate, the Pastorphorus, the Horoscopist, which group corresponds to a description given in Clement of Alexandria of a religious procession and which is usually believed to be accurate.17 It must also be admitted that the most recent students of Horapollo, Sbordone and the Belgian scholars, Vergote and Van de Walle, give more evidence of the correctness of many of the hieroglyphs than it was possible to produce in the sixteenth century, though this evidence does not cover Book II. If then Horapollo did not live before the fifteenth century, it would be difficult, if indeed possible, to show how he had acquired this information, for whatever knowledge of the hieroglyphs Western Europe had before the nineteenth century was mainly taken from this very book.

Our own conclusion, given for what it is worth—and we disclaim any substantial authority in the matter—is that the work is of composite authorship, Book I and Book II being by at least two different men. Book I contains all the Egyptian words and correct symbols. It follows in general the arrangement of the Placita, beginning with Eternity, the Universe, the Year, the Month, the Seasons, the Gods—that is, roughly, with cosmological terms, meteorology, and psychology. Book II deals almost exclusively with various conditions of human life, sickness and health, good and bad fortune, and the like. This is, however, by no means conclusive, for it may have been intentional to cover the larger questions first and then to go on to more detailed human matters. More serious are the repetitions in Book II of material contained in Book I; thus II, 58, is largely repetition of I, 55; II, 78, in which the bull is given as a symbol of temperance, adds nothing to I, 46, which deals with the same subject. To this might be added certain apparent contradictions. Thus in 1,7, the soul is symbolized by a hawk; in II, 1, it is symbolized by a star. In I, 13, fate is symbolized by a star; in II, 29, by seven letters surrounded by two fingers. The meaning of the basilisk in II, 61, is in sharp contradiction with I, 1. In II, 91, the deer is described as captured by the music of the flute; in II, 54, the turtle-dove is given this same weakness. Such contradictions are not serious, for we all are subject to them; but when a symbol is ambiguous, its ambiguities are more often given under the same heading. Only one such contradiction, it is worth noting, occurs in a single book; the other contradictions are between passages in the two books. Perhaps the best evidence for double authorship is given in the introduction by the supposed translator, Philip, to the second book: “And what has been written before by others . . . I have felt the need of adding.” This looks like pretty good proof that he had inserted material which was not written by Horapollo. One might therefore hazard the guess that each book had its own author or editor, and that the compiler of the second book was certainly a Greek or an Alexandrian whose thought and language were Greek.

If one is not an Egyptologist, one of the main points of interest in the Hieroglyphica is the symbolic meaning of certain animals. This material had for the most part been commonplace in both the West and the East. It had appeared in such works as Aelian’s On the Nature of Animals (third century), as well as in the various bestiaries and the Hexaemera. The Peripatetic Physiognomonica, especially in its fifth chapter, had maintained that the psychological character of the beasts was indicated in their physical appearance; the De mirabilibus auscultationibus had related marvellous stories of animals which in all probability had sources in folk-lore centuries older. The pseudo-Philonic De animalibus had related the legend of the filial piety of storks and the monarchical constitution of the beehive,18 and, in fact, discussions about the superiority of animals to men go back at least to Alcmaeon.19 These early discussions did not necessarily dwell upon the beasts as symbols, but they did provide a basis for animal symbolism. Then there was such a work as Plutarch’s Gryllus, which was imitated in the fifteenth century in the Circe of Gelli; its literary influence in the Renaissance was to make men think that not only were beasts better than men but that they were also happier.20 Nor must the fabulists be forgotten, for though there is nothing in Babrius or Phaedrus, for instance, which would appear to be the original of any of the hieroglyphs, yet the moral traits symbolized by certain animals were certainly popularized by the fables.

Perhaps the most important parallel to the stories in the Hieroglyphica is to be found in the bestiaries21 and the Hexaemera. Both the Hexaemeron of Saint Basil and that of Saint Ambrose contributed greatly to the prestige of the tradition which made certain beasts symbols of virtue and vice. (Exact parallels will be indicated below in relevant places in our translation.) A fifth-century Physiologus, attributed to Saint Ambrose, dwells on the traits of the Lion, the Pelican, the Phoenix, the Beaver, the Hyena, and the Crow, most of which had already been recounted three hundred years earlier by Aelian.22 Finally, the Physiologus of Pseudo-Epiphanius, which is certainly no older than the fifth century, shows that most of the material had been crystallized by that time. The bulk of that part of Horapollo which has Greek roots comes from Aelian and the “physiological” tradition. Very little of it is found in the authentic zoological writings of Aristotle, and—curiously enough—only a small part comes from Pliny.

But the Hieroglyphica is not simply a collection of stories or fables in which the animals play the major role. It is really an emblem-book, like that of Alciati. As Ficino said, each hieroglyph contains an abstract thought in visual form. The picture of a vulture, according to Horapollo (1,11), signifies, among other things, “marriage”; the picture of a lion (1,17) signifies “spiritedness.” The emblematic nature of these pictures was seen very early in the sixteenth century by no less a person than the great printer, Geofroy Tory, whose Champ Fleury appeared in 1529 and treated of the “art and science of the proportion of letters.” This beautiful book is on the surface merely a treatise on typography, but it is built upon what the author believes to be the “mystical” meaning of certain shapes. Tory had not only read but translated Horapollo, and it was from him that Rabelais derived his ideas of hieroglyphs.23

The combination of verses and pictures which are the feature of Alciati’s emblem-books was thus nothing new. As a matter of fact, allegorical pictures were commonplace in the Renaissance, and the verses that Alciati appended to his were frequently borrowed from the Greek Anthology. Such a drawing as Leonardo’s Concordat between François I and Leo X is clearly a forerunner of Alciati’s emblems,24 though whether Leonardo owed anything to Horapollo is very doubtful. What is important is that his bestiaries, as preserved in his note-books, playing upon the gratitude of the hoopoe, the prudence of the ant, the fidelity of the crane, the constancy of the phoenix, the chastity of the turtle-dove, show that even so great a man thought it worth while to indulge in such exercises.25

But the significance of emblems lay not merely in their allegorical power. They contained a set of meanings in layers.26 These layers had been distinguished early in Christian literature, one of the first discussions of which had been given by Clement of Alexandria. According to this Father, a hieroglyph might have a literal meaning, which is imitative, a figurative meaning (called by him “tropological”), and the allegorical meaning, which is “enigmatical.” These distinctions were preserved throughout medieval and Renaissance discussions and in fact sometimes a fourth meaning was added, the anagogical. Thus the hieroglyphs of Horapollo were literally pictures of birds, beasts, and fish; allegorically, they meant certain gods and goddesses, certain times and seasons; tropologically, they might mean man’s good and evil traits; anagogically, they conveyed such hidden messages as were expounded in the bestiaries.

Thus in Alciati we find the serpent with his tail in his mouth surrounding Triton, who is blowing on a conch shell. The motto above the picture reads “From the study of literature one acquires immortality.” These verses under the engraving run as follows:

Neptune’s trumpeter, whose body is a sea-beast and whose appearance shows that he is a sea-god, Triton, is enclosed in a circle made by a serpent which holds its tail in its mouth. Fame follows men outstanding in mental powers and glorious deeds, and demands that their name be spread throughout the world.

Here the picture is literally a sea-beast blowing a trumpet as he rises from the waves. Allegorically, the beast is the god Triton, blowing a conch. Tropologically, the trumpet is fame and the serpent eternity. Anagogically, it conveys the message contained in the motto heading the picture, that immortality is acquired through literary studies.

That this was perceived in so many words, and that Horapollo was used to interpret Alciati, may be seen in the famous commentary of Mignault, whose popularity is too well known to require any proof here.27 By a reference to the Saturnalia of Macrobius (I, 8), he shows that Tritons were put on the temples of Saturn to indicate that history before the Age of Saturn, the golden age, is unknowable. The trumpet means fame and the serpent with his tail in his mouth, ut docet Orus Niliacus in ipso Hieroglyph. principio, designates eternity. “This signifies,” he continues, “that history from the time of Saturn to our own time stands forth as known and, as it were, vocal, whereas other things have been forgotten. For what took place before Saturn has slipped into the shadows, obscure and unknown. This is shown by Triton’s tails, bent towards the soil, which avoid the gaze.” This is of course little more than the Horatian comment on the brave men before Agamemnon. But it is that comment made visual and concrete; it is clear only to the learned eye; the various meanings are all contained in it at once.

That men were occupied in developing a theoretical justification for their love of emblems appears in Mignault’s preface to Alciati. He attributes the invention of hieroglyphs to the Egyptians and Chaldeans. They invented them to prevent the multitude from knowing anything about the mysteria et arcana sapientiae, which it was proper only for pure minds and hands to touch, the minds and hands of the multitude being presumably impure.28 Those hieroglyphs, he maintains, were probably crude pictures which later were refined by the Greeks. The Greek word “symbol,” he continues, meant first, the marks that were put on letters and vases; second, passwords; third, meetings; fourth, wedding-rings; fifth, textual emendations; sixth, coins; seventh, a sign which has a hidden meaning. It is this last sense which applies to emblems. Proceeding to Egyptian symbols and basing his exposition on Clement of Alexandria, he distinguishes the various types of Egyptian symbols, pointing out that in ancient times it was the custom to conceal the truth from the vulgar by means of enigmas, signs, symbols, and allegories. There was also a hieroglyphic tradition which was passed on by the Pythagoreans. This tradition, he says, according to Iamblichus, came to the Pythagoreans from the Egyptians. They represented God as the pilot of a ship, “thus showing that all things were administered through the providential care of God.” It is this sort of symbol of which Horapollo treats, and the tradition has been explained in the commentary of Pierio Valeriano, magno labore ac industria, imo vero admirabili paeneque divino ingenio.

At this point Mignault introduces a section on military devices, such as appear on shields. He has little trouble in tracing their use back to the Iliad and in showing their almost universal appearance in military life. This naturally leads him to introduce the devices and arms of the various kings and queens of France. The variety of these symbols is so great and their use so general that he feels that no one would deny their importance.

Symbols, he then proceeds to point out, following a tradition which we have already noted, are of three kinds, the historical, the physical, the ethical or allegorical. The historical are actual pictures of real things, such as a lioness or a stork; the physical would be pictures or statues of gods, such as the statues of Minerva or Bacchus on an altar, to represent prudence or wine, the whole symbolizing the motto Vino prudentiam augeri (Alciati, xxiii); and all emblems are in some sense ethical, “although not always so obviously.” The great beauty of an emblem is precisely this fusion of what are called, in twentieth-century discussions of poetry, “levels” of meaning.

The peculiarity of symbols, he continues, is that they cover a meaning (sententiam) with curves and meanders in such a way that, though one level of meaning is open to any eye, nothing of the doctrine is seen. Like proverbs, he says, they each mean several things. Therefore, should one wish to invent a symbol, one should first establish a certain congruence between the thought and the object depicted, the soul and the body. Next it should be so contrived as not to be too vague (tenebricosum) and obscure. Third, it must be easily grasped by the mind. Fourth, the human form must only rarely appear in it. Finally, its interpretation must require a certain erudition. Mignault then distinguishes symbols, properly so called, from emblems. The force of the emblem is located in the symbol, but the two differ as Man from animal. An emblem is not an enigma, although it resembles an enigma. The enigma is couched in obscure and ambiguous words; the emblem in clear and definite. Riddles, proverbs, opinions, apothegms, may all be expressed in emblems; the converse is not true. With this as introduction, Mignault proceeds to comment on each of Alciati’s emblems, taking up details which appeared in ancient history and art and using Horapollo as his final source, supported of course by “the wonderful and almost divine genius” of Valeriano.

The emphasis upon the clear and unambiguous language of the emblems is important. It is also important that the human figure must not appear too frequently in them, though few devisers of emblems paid much attention to that restriction. The reading of emblems, one observes, is an intellectual matter; they gratify the feelings, let us suggest, as a literary allusion does. For one does not have to ponder over them, if one is sufficiently erudite. To such a person their meaning will immediately appear. Their beauty is an intellectual beauty, like that mentioned by Plotinus. Were the human form to be present, the observer would linger over its material beauty, and the ladder towards Absolute Beauty, as described by Socrates in the Symposium, might never be scaled. By combining the hieroglyphs of Horapollo and the emblems of Alciati, Mignault succeeds in tying together the two strands of doctrine and practice which had remained separate until his time.

It remains to say a word on Mignault’s most important source, the Hieroglyphica of Valeriano.29 Valeriano did not limit himself to Horapollo, but, as he explained on his very title-page, his volume would contain both an explanation of the Egyptian and other pagan mysteries, and also evidence that Christ Himself and the Apostles and Prophets used hieroglyphic mode of expression; that Pythagoras, Plato, “and other very great men” were in debt to the Egyptians, “since to speak in hieroglyphs is nothing else than to lay open the nature of divine and human affairs.”

Taking up the animal and other symbols one by one, he gave his work the appearance of a bestiary. But his main interest was much wider than that. He was engaged in collating all relevant passages from profane and sacred authors on symbolism of the visual type, whether animals or other things were used in it. He does not follow any one source, but does phrase his thought in the words of Horapollo when to do so is appropriate. Though he believed in his author’s accuracy as an Egyptologist, nevertheless he speaks—and correctly—of the Hieroglyphica as a codicem . . . quamvis ab Aldo nostro publicatum, plurimis locis mutilum et imperfectum. His book was an improvement, he thought, on this mutilated and imperfect work. It filled in the gaps and repaired the mutilations. And besides that, it brought together a host of classical sources for the symbolism, together with an explanation of it. His great weakness, which was a weakness of all the Neoplatonists also, lay in the assumption that the ancient myths had an allegorical meaning which could be made consistent, that the names of the gods were univalent, and that Orphic and Neoplatonic interpretations of their meanings were correct. The identification of Saturn with Kronos, for instance, was fairly early, but the bad pun on the name Kronos which led men to identify that god with Time (Chronos) was probably Stoic and in any event no part of popular mythology. Yet is was that pun which made his devouring his children seem to be the symbol of a profound insight into the poetic “meaning” of Time. That a serpent eating his tail—or himself—was a symbol of time devouring temporal events and that time was in turn symbolized by Kronos’ devouring his children could only by a tremendous stretch of the imagination be attributed to the Egyptians. In spite of these weaknesses, however, the extraordinary erudition of Valeriano, to say nothing of the Neoplatonic temper of Renaissance classical scholarship, made it seem likely that the emblems had an occult meaning such as he expounded.

It is perhaps unnecessary to add more than a word on the fortunes of emblem-literature, for it is well known. Alciati’s influence on the sixteenth and seventeenth centuries, especially on literature, both secular and religious, has been expounded in detail by Mario Praz in his Studies in Seventeenth Century Imagery (London, 1939). Mr. Praz has shown how the imagination of the time was affected by this new method of elaborating conceits and how the method spread all over western Europe. It must not be forgotten that the period that we are used to calling the Renaissance was one in which new metaphors were being elaborated, figures of speech which reoriented philosophy as well as science, or, if one prefer, science because they had reoriented philosophy. That Nature is mysterious and contains hidden meanings is a doctrine which was the backbone of Wordsworth’s philosophy, in so far as he had a conscious philosophy, and it was a doctrine that we find reappearing in America both in the Transcendental movement as well as in Poe. But after the eighteenth century that way of thinking became submerged, and the predominant method of understanding the world was that of mathematical science. It could no longer be believed that the life-cycle of the caterpillar, for instance, was so arranged by God that man might learn the lesson of immortality, that comets predicted disasters or the birth of kings, or even that flowers in the crannied wall were documents in theology and anthropology. The rise of natural science killed the moral interpretation of Nature; the spread of secular education killed the theory that wisdom had to be reserved for the Happy Few. Thus emblem-literature became a curiosity in the history of taste rather than the leading mode of presenting truth.

Though this translation of Horapollo is primarily addressed to historians of art, it is hoped that its philosophical importance will also be seen. The Hieroglyphica seemed to furnish additional proof of the theory that Plotinus had stated so flatly and that Ficino had tied to its author. When Bellori later, as the spokesman of the “Idealists,” criticized a man like Caravaggio, it was because he felt that the Naturalist had lost sight of this great aesthetic truth. A picture, in order to be beautiful to the Idealists, must incorporate an Idea, must make it visible, must lead the observer’s mind to see the Platonic form. That he overlooked the psychological fact, of which everyone nowadays ought to be aware, that one cannot avoid seeing things with one’s whole mind, was only natural. Caravaggio was one of the first painters in Italy to break the Neoplatonic spell. We know next to nothing of his life, but we may guess that if he painted the Virgin as an Italian peasant, instead of as the Regina Coeli, it was either because he did not feel the historical distance which lay between him and the Golden Legend or because he thought of the Virgin as an actual historical person and not as a symbol. To Bellori the latter alternative seemed more probable and therefore he condemned Caravaggio. I do not know whether he had ever seen any paintings by Breughel the Elder, but, if he had, he would have been presented with pictures which were outwardly the same in type, if not in technique, that is, Biblical scenes in modern dress. But as a child thinks that there is a “way-to-draw-a-man,” so the Idealist thought that there was a way to draw the Virgin, as well as everything else. That way amounted to little more than hieroglyphs on a grand scale. Most of the Italian and French painters of the sixteenth and seventeenth centuries would have agreed with him. The observance of what are sometimes called “eternal standards” in art always eventuates in the fixation of types, and when the types are fixed, they become hieroglyphs. Since the Romantic movement we have become impatient with such an aesthetics; we demand greater fluidity of motif and theme, to use Mr. Panofsky’s distinction. We cannot appreciate the sixteenth and seventeenth centuries, however, whether in painting or in literature, unless we rid ourselves of this prejudice.

Ironically enough, a new set of hieroglyphs has replaced those of Horapollo and his followers. They are the symbols that the school of Freud has made popular. We have learned that these symbols, however, are not univalent; that they must be interpreted according to their place in the total life of the person who uses them. In the early days of psychoanalysis, however, as we see from Freud’s book on Leonardo, it was possible to read a man’s inner life in the visual symbols that he employed in his art. So in the early days of Surrealism, a set of symbols became fixed, and the pictures of Dali, for instance, could be read as surely as Mignault could read an emblem. The meaning of Surrealist symbols was hardly in the same domain as those of the emblem-writers, but what is of interest to us is that their meaning emerged entirely through visual shock, not through discursive thought. In our return to intuitive methods of apprehending works of art, in our insistance upon the supposed fact that the intellect is impotent to grasp everything that is in a picture or a poem, and that only aesthetic insight can seize it, we are not very far from the position of Bellori, however different the objects of that vision may be and however extensively the gift of insight may be held to be.


NOTES TO INTRODUCTION

The illustrations. The illustrations are all by Dürer. They were drawn on the back of a Latin translation made by the artist’s friend Pirkheimer. See Karl Giehlow, “Die Hieroglyphenkunde des Humanismus in der Allegorie der Renaissance,” an invaluable source of information on the subject, published in the Jahrbuch der Kunsthistorischen Sammlungen der allerhöchsten Kaiserhauses, Bd. XXXII, Heft 1, Vienna, 1915. Unfortunately I was unable to find a copy of it until my translation and introduction were completed. I cannot agree with Giehlow, however, that the Hieroglyphica had any intimate connection with the hieroglyphs in the Hypnerotomachia of Francesco Colonna. Colonna was undoubtedly led to insert hieroglyphs of his own invention in his book because of the vogue for Horapollo, but a comparison of them with those in the Greek text will show how different they are in content.

The frontispiece. This represents the Emperor Maximilian surrounded by hieroglyphic animals and other symbols. It comes from the Emperor’s triumphal arch as designed by Dürer. For a detailed description and interpretation, see Erwin Panofsky’s Dürer, I, 177.

1. Philo Judaeus and the allegorical method. For a full discussion of this topic, see H. A. Wolfson’s Philo, I, 115-138. The most convenient text of Philo is that of the Loeb Library. See especially Legum allegoria, which will be found in the first volume of the set.

2. Plotinian theory of beauty. This will be found in Enneads, I, 6, and V, 8. Unfortunately no satisfactory translation of Plotinus into English exists, but there is happily an excellent French translation by E. Bréhier in the Budé series. The section quoted is in Enneads, V, 8, at the end of the fifth and beginning of the sixth chapters. Fenollosa’s opinion on Chinese characters will be found in his essay, The Chinese Written Character as a Medium for Poetry, N. Y., 1936. The essay was written before 1908, according to its editor.

3. Ancient testimony on hieroglyphs. Most of the relevant material will be found in Greek in Hopfner’s Fontes historiae religionis Aegyptiacae, Bonn, 1922, 1924. Some of the more important documents will be found translated in the Appendix.

4. Pico on enigmas in religion. See, for instance, his De hominis dignitate, p. 329 of the edition of Bale, 1557. This work has been partly translated by Elizabeth L. Forbes in the Journal of the History of Ideas, III, 3 (June, 1942), pp. 347-354.

5. Plato, Pythagoras, and Socrates. The epigram referred to will be found in the Greek Anthology, IX, 188. It is anonymous, and I do not know its date. The Greek runs, [image: ][image: ] I have translated [image: ] “sarcasm” instead of the more polite “irony” [image: ] purposely.

6. Pico on visual beauty. Quod enim est oculus in rebus corporeis, idipsum est mens in genere spirituali. See Heptaplus, ed. cit., p. 34.

7. Leone Ebreo on vision. See Dialoghi d’amore, III (ed. Santino Caramella, Bari, 1929, p. 184). On the myth of Perseus, see the same work, p. 98.

8. Pico on Mars and Venus. See his commentary on the Canzona de Amore of Girolamo Benivieni, Bk. II, Ch. vi, ed. cit., p. 904. Cf. his interpretation of the story of Saturn, Bk. II, Ch. xvii, p. 907, as well as that of the myth of Tiresias, Bk. II, Ch. xxv, p. 910.

9. Artemidorus. The distinction between the two kinds of dream will be found in Hercher’s edition of the Oneirocriticon, p. 3. The distinction exists only in technical literature, not in the usual literary texts. For its origin and history, see Claes Blum, Studies in the Dream-Book of Artemidorus, Uppsala, 1936, Ch. 3. The possible relationship between this work and the Hieroglyphica is a tantalizing question, but the similarities are not great, occurring only between the dream-book and Book II of the Hieroglyphica, See Leemans’s edition of the Hieroglyphica, Amsterdam, 1835, pp. iii and iv. Moreover, they are found only in the case of certain animals of which one may dream. Horapollo was read, however, by at least one earlier editor of Artemidorus, N. Rigault (1603), as appears in his notes. There is an interesting reference to one Aigyptios in Artemidorus (IV, 47; ed. Hercher, p. 229, line 3) who in one manuscript is called “the Egyptian,” but who is otherwise unidentified. Since he is brought in merely as an authority for the story of the Phoenix, one can conclude nothing.

10. Dreams and Platonic ideas. The reader is invited to consider the following quotation from Priscian’s Solutiones ad Chosroem, iii (ed. By water) in Suppl, Aristotel., p. 63, lines 11 ff.: Si igitur segregatur corpore in somnis, digna [anima] fieri potest deo missis uisionibus . . .et a deo missas operationes et uirtutes accipit, quas pulchre habet et facile commixta intellectualibus, unde et sine somnis anima corporalibus purgata intellectuales habet receptiones et cum diuina quadam operatione praeuidet futurum. This work was probably not known to the sixteenth century, however, and is introduced here simply to show the congruence between our text and Neoplatonic thought.

11. The serpent and time. The passage from Cyril may be found in Hopfner, op. cit., p. 657; for Artemidorus, see his op. cit., II, 13 (ed. Hercher, p. 106). For sculpture and painting representing the serpent associated with time, see Panofsky’s Studies in Iconology, “Father Time,” especially Plates XXII and XXXIV.

12. Champollion and Horapollo, See Précis du Système hiéroglyphique, etc., 2nd ed., Paris, 1828, I, 348.

13. Historicity of Horapollo, See Fr. Sbordone, Hori Apollinis Hieroglyphica, Naples, 1940, pp. viii f.

14. Suidas. I say with “the possible exception” of Suidas, because he does not attribute any book on hieroglyphs to the Horapollo he mentions, and because he further says that his Horapollo wrote in Greek, not in Egyptian, whereas the Hieroglyphica was ostensibly written in Egyptian and translated into Greek by one Philip.

15. Etymology of “camel” Van de Walle and Vergote point out that the same etymology exists in Artemidorus, I, 4, though of course he is not attempting to read the pun back into Egyptian. Other puns will be found in I, 34; II, 55; II, 108.

16. Egyptian words. Sbordone brings up to eleven the list of words which in his estimation are correct, including the word [image: ] which, in keeping with the sixteenth-century usage, we have translated “stork.” See his edition, p. 224.

17. Clement of Alexandria and the religious procession. See Stromata, VI, 4, 35, 3-37, 3.

18. Pseudo-Philo, storks and beehives. De animalibus, par. 61 and 65. This work is no earlier than the first century A.D., since par. 27 mentions Germanicus Caesar.

19. Alcmaeon and the superiority of animals to men. See Lovejoy and Boas, Primitivism in Antiquity, Ch. xiii.

20. Influence of Gelli’s Circe. See G. Boas, The Happy Beast.

21. Horapollo and the bestiaries. Lynn Thorndike, History of Magic and Experimental Science, I, 331, says that the Hieroglyphica “is really principally concerned with the same marvelous habits and properties of the animals of which Aelian treated.” This is not quite accurate, since only twenty-eight animals are mentioned in the seventy symbols described in Book I of the Hieroglyphica. This may also be the place to point out that there is little if any relation between the Hieroglyphica and the animal symbolism of Melito’s Clavis as given in Pitra’s Spicilegium, II, 85 ff., 90 ff.

22. The Physiologus of Pseudo-Ambrose. See Fr. Lauchert, Geschichte des Physiologus, Strasbourg, 1889.

23. Geofroy Tory. The Champ Fleury may be consulted in Gustave Cohen’s reproduction phototypique, Paris, 1921. Its author tells us in the following passage that he had read and translated Horapollo:

Telle facon de Resuerie, Cest a dire descripture faicte par Images, fut premierement inuentee des Egyptiens qui en avoient toutes leurs Cerimonies escriptes, afin que le vulgaire, et les ignares ne peussent entendre ne facilement scauoir leurs secrets et mysteres. Celles scriptures estoient appellees en Grec Hieroglyphica. Cest a dire, Sacra escriptures, que nul ne pouuoit entendre sans estre grant Philosophe, et peult cognoistre la raison et vertus des choses naturelles. Quant ilz vouloient signifier Lan, ilz deseignoient et faisoient en pourtraict ou painture, ung Dragon se mordant la queue. Pour signifier Liberalite, ilz faisoient la main dextre ouuerte. Et pour Chichette, la main close. Ilz faisoient mille aultres bonnes choses semblables par Images, que vous porrez lire et cognoistre au XXV Chapistre des lecons antiques de Caelius Rhodiginus, et plus aplain en Orus Apollo, qui les a redigees par escriptes en ung volume que porrez trouuer en Grec, si le y volez, et en latin aussi, et le quel iay translate en Francois, et faict ung present a ung seigneur et bon amy. [Bk. III, xlii, verso.]

On p. lxxiii, recto, he translates a bit of Horapollo into Latin. The meaning of the right and left hands as given here does not come from the Hieroglyphica, but may be traced back to Diodorus Siculus, Bibl., III, 4. Caelius Rhodiginus’s Antiquarum lectionum commentarii (Venice, 1516) is the famous forgery of Ricchieri, but it does contain hundreds of odd bits of superstition from ancient literature, having almost as much evidence as a genuine work because of its copious quotations. Its author clearly knew Horapollo, as a reading of p. 830 will show.

Nock and Wilson, in their notes to their edition of the Urquhart-Le Motteux translation of Rabelais, point out that Rabelais owned a copy of Horapollo which is still in existence, bearing his ex libris. (See Vol. I, p. vii, n. 2, to Gargantua, I, ix.) If he had read it, it is doubtful whether he would have thought the hieroglyphs of the Hypnerotomachia, which are as macaronesque as its text, were in any sense genuine. He might be thought to have brought in Colonna’s book for satirical reasons,. since he is ridiculing the passion for devices, were it not that he actually contrasts the reasonable practice of the “sages of Egypt” and of Polyphilus with the absurd practices of his fellow Frenchmen. In speaking of the hieroglyphs, he says,

Lesquelles nul n’entendist qui n’entendist, et un chascun entendoit qui entendist la vertu, proprieté et nature des choses par icelles figures. Desquelles Orus Apollon a en Grec composé deux livres.

This passage from Gargantua, I, ix (ed. Marty-Lareaux, I, 38) may be compared with the Brieve Declaration (ed. cit., III, 201). That Rabelais knew Tory’s book is proved by the sixth chapter of Book II of Pantagruel, which contains almost verbatim the criticism of the escumeurs de latin from Tory’s avis au lecteur.

24. Leonardo's Concordat. This may be found conveniently reproduced in MacCurdy’s Notebooks of Leonardo da Vinci, II, opposite p. 492.

25. Leonardo and the bestiaries. Leonardo’s own bestiary is in MacCurdy, op. cit., II, 469 ff. Though I see no reason to look for a particular source of his ideas on this subject, it has been asserted that he was inspired by the Fiore di Virtù of Cecco d’Ascoli. See Gerolamo Calvi, “Il MS H di Leonardo da Vinci, il Fiore di Virtù e l’Acerba di Cecco d’Ascoli,” in Archivio Storico Lombardo, Anno XXV, fasc. xix, 1898, p. 75. This article does indeed show resemblances between these works, but after all the material was to a large degree commonplace.

26. Layers of meaning. How wide-spread this idea was may be seen in the following verses of an obscure sixteenth-century author, Antoine de Saix. Writing in 1532 his Esperon de Discipline, he says,


Le premier sens qu’on dict hystorial. . .

Si vous venez au secret et mystique,

L’allegoricq vous y pouvez comprendre.

Quant est du tiers, c'est le tropologicq

Ou sens moral. . .

Finablement l'anagogicq est pris

Quant l'on entend haultement l'escripture,

Le referant à divine nature . . .



This may be found in Cohen, op. cit., p. x.

27. Mignault. This is Claude Mignault, 1536-1606, better known perhaps as Minos. The first edition of his commentary would appear to be that published in Antwerp in 1574. I use the edition of 1580. See also Henry Green, Shakespeare and the Emblem Writers, 1870, especially pp. 24 ff. and 184.

28. Truth and the vulgar. One cannot help speculating on the wide-felt desire on the part of the learned to keep “wisdom” from the vulgar. Was it attributable to the growth of Protestant sects, some of which had had their origin in popular movements? Yet emblem-literature had a tremendous vogue in the Low Countries. Was it simply the pride of learned men in their monopoly of “wisdom,” a pride which made them hesitate about encouraging popular education? Was it merely part of the tradition, going back to the Poetics of Aristotle, that great and tragic roles must be played by princes and comic roles by artisans? There was, it should be noted, a counter-movement going on in the sixteenth century in such anti-intellectualistic doctrines as that of Agrippa von Nettesheim, according to whom one needed none of the apparatus of learning to acquire “wisdom”; on the contrary, all that one needed was the pure and simple heart of a child. Why he thought that children had pure and simple hearts need not concern us here.

29. The commentary of Valeriano. Hieroglyphica, sive de sacris Aegyptiorum literis commentarii . . . Bale, 1556. As an example of his method we cite his treatment of the serpent (Bk. XIV, p. 102, verso). He introduces the symbol in words which are almost literally a reproduction of the text of Horapollo (I, 2) : Mundum universum Aegyptii sacerdotes scribere volentes, anguem qui caudam propriam depasceretur, eumque variis insignem maculis pingebant. The reasons which he gives for the serpent’s having been chosen to represent the cosmos are as follows: “If now you think of its body, this animal is the heaviest of all, just like earth, which balanced by its weight has fallen to the centre of the universe because of its natural heaviness. Moreover, stretched out the length of its body on the ground, it crawls on the earth, wherefore its kind has received its name, being called a serpent [a creeper] or a reptile [a crawler]. . . . And besides this it is very smooth, like water, as well as imitating waves as it undulates up and down while creeping along. . . . Now the air we understand to be its breath, of which more is said below when we consider the meaning of the Basilisk, because of its hissing, which usually stimulates the horror of those who hear it. As for its scales, they signify hieroglyphically in their variety the world of the encircling stars, and whatsoever fires twinkle in the heavenly spheres.” Readers of our translation will see to what extent Valeriano has filled out the incomplete text, and correctly too, in our opinion. He then proceeds to point out the reason for other interpretations of the serpent: why, by casting its skin, he may be likened to youth; why it might mean time, why calamities—here a reference to Saturn, the evil planet; why the year, the world, Aeolus. The lengths to which Valeriano will go in his interpretations, however, are indicated by his reference, when stating that the undulations of the creeping serpent mean water, to Plato’s Phaedo (90 C), where the currents in Euripus are spoken of as “going up and down in never-ceasing ebb and flow” (Jowett).
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2.The Basilisk.
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3.The Universe.
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4.Lion and Water-Jars.
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5.The Frog.
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6. The Dog.
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7.Dog with Stole, House-Guard, Man Eating Hour-Glass, Fire and Water.
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8.The Goat.
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9.The Vulpanser.
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10.The King as Guardian, a Cosmic Ruler.




THE HIEROGLYPHICS

OF HORAPOLLO NILIACUS

WRITTEN BY HIM IN THE EGYPTIAN TONGUE

AND PUT INTO GREEK BY PHILIP

THE HIEROGLYPHICS

BOOK ONE

1.ETERNITY

When they wish to symbolize Eternity, they draw the sun and the moon, because they are eternal elements. But when they wish to represent Eternity differently, they draw a serpent with its tail concealed by the rest of its body. This the Egyptians call Ouraion, but the Greeks a Basilisk. They make this of gold and put it on the [heads of the] gods. [It symbolizes Eternity] because, of the three kinds of serpents, this alone is immortal, the others being mortal. Should it blow upon any other animal, even without biting it, its victim dies. Wherefore, since it seems to have power over life and death, they put it on the heads of the gods.

2.THE UNIVERSE

When they wish to depict the Universe, they draw a serpent devouring its own tail, marked with variegated scales. By the scales they suggest the stars in the heavens. This beast is the heaviest of animals, as the earth is heaviest [of elements]. It is the smoothest, like water. And, as each year it sheds its skin, it [represents] old age. But as each season of the year returns successively, it grows young again. But the fact that it uses its own body for food signifies that whatever things are generated in the world by Divine Providence are received back into it by [a gradual process of] diminution.

1. Few of the explanations of Horapollo exemplify better than this the fragmentary character of the Hieroglyphics. It is clear that he is trying to show that the serpent stands for the Universe because it resembles the four elements, but succeeds in showing only its similarity to earth and water. The last sentence is an echo of the doctrine of cycles and thus may, by stretching the imagination to explain the diminution through the ekpyrosis, suggest that the serpent also resembles fire.

2. That it represents old age is brought out by a pun on the word [image: ], which means both “old age” and “the castoff skin of a snake.”

3. Though the serpent with its tail in its mouth also appears in Alciati, it is used for a quite different purpose. It appears in the emblem labelled Ex literarum studiis immortalitatem acquiri.

4. Sbordone refers to Lanzone’s Dizionario di mitilogia egizia, Turin, 1881, tav. CLIX, 8, for an Egyptian example of this hieroglyph. The earliest reference which I have been able to find in Latin literature is in Servius, Ad Virg. Aen. V, 85: “Annus . . . secundus Aegyptios indicabatur ante inventas litteras picto dracone caudam suam mordente, quia in se recurrit.” This would be earlier than Horapollo, if he was of the fifth century. Cf. Claudian, Stilichon, II, 424-430, presumably contemporary with Horapollo.

3.THE YEAR

When they wish to represent the year, they draw Isis, that is, a woman. And they signify the goddess in the same way. And among them Isis is a star, called Sothis by the Egyptians, by the Greeks the Dog-Star, which appears to rule over the other stars. Now greater, now less, as it rises, and now brighter, now dimmer. And according to the rising of this star, we note how everything during the year is going to happen. Wherefore it is not unreasonable to call the year Isis. At other times they represent the year by a date-palm, because this tree alone at each new moon sends forth a branch, so that it unfolds twelve branches a year.

4.THE MONTH

To depict the month, they draw a branch, or the moon with its horns turned downward. A branch, for the reason that we have given in regard to the date-palm. The moon with its horns turned downward, because they say that as the moon waxes it grows by fifteen portions until its horns are upwards. But in its waning, it fills out the number of fifteen days until its horns turn upward again.

5.A SEASON

When they wish to represent a season, they draw the fourth part of an aroura. The aroura is a measure of land, each a hundred cubits square. And wishing to express a year, they say a “quarter,” since they say that from the rising of the star Sothis until another rising, there is an [increase of] a quarter day, as the year of God is three hundred and sixty-five days. Whence every four years, the Egyptians intercalate an extra day. And the four years are filled out by the fourth day.

[image: ]

1. Sbordone, in his commentary on this hieroglyph, explains that the author has confused the word for a fourth of an aroura with the word for a “year.”

6.WHAT THEY MEAN BY A HAWK

When they wish to symbolize a god, or something sublime, or something lowly, or superiority, or victory, or Ares, or Aphrodite, they draw a hawk. A god, because the hawk is fecund or long-lived. And again, since it seems to exist as a symbol of the sun, beyond all other birds in the sharpness of its sight, because of the rays of its eyes. And for this reason the physicians use hawkweed for eye-trouble. And since the sun is the lord of sight, they draw him sometimes in the shape of a hawk. And sublime things, since the other birds, when they wish to fly upwards, proceed on a slant, it being impossible for them to rise directly. Only the hawk flies straight upwards. And lowliness, because the other birds cannot fly directly downwards, but always on a slant. But the hawk is borne directly downwards. And superiority, because they seem to be superior to all the other birds. And blood, because it is said that this bird drinks not water, but blood. And victory, because this bird seems to conquer every other. For when it is oppressed by a stronger beast, it betakes itself to the air and, turning on its back, prepares for battle with its talons extended. It is impossible for any other animal fighting against it to do this, and thus [its opponents] are driven to defeat.

[image: ]

1. In Plutarch’s Isis and Osiris, 363 F, the hawk is also given as a symbol for a god. Cf. Diogenes Laertius, I, 10, where the Egyptians are said to “speak in riddles of the gods through the beetle, the serpent, the hawk, and other animals,” citing Manetho and Hecataeus as his authorities.

7.THE SOUL

That the hawk is a symbol for the soul is clear from the interpretation of its name. For the hawk is called by the Egyptians Baieth. If this name is divided, it means “soul” and “heart.” For Bai is the soul and Eth the heart. And the heart, according to the Egyptians, contains the soul. Hence the interpretation of the combined name is the “soul-in-the-heart.” Wherefore the hawk, since it has the same character as the soul, never drinks water, but blood, on which the soul is nourished.

[image: ]

1. In Book II, 1, the soul is symbolized by a star.

8.ARES AND APHRODITE

When they mean Ares and Aphrodite, they draw two hawks. One of which, the male, represents Ares; the female, Aphrodite. For the other female animals do not submit to union with the male as the hawk does. For though she is served by the male thirty times in a day, if called by the male, after being withdrawn, she submits again. And therefore the Egyptians call every female who obeys the male Aphrodite. But she who does not so obey, they do not so call. Because of this, they have consecrated the hawk to the sun, for similarly they ascribe to the sun thirty sexual unions with a female.

Denoting Ares and Aphrodite in another way, they draw two crows, male and female. For this bird lays two eggs, from which a male and a female are born. And when it happens—which occurs rarely—that two males or two females are hatched, the males joined to females in marriage do not unite with another crow, nor does the female unite with another crow until death, but they finish their lives in solitude. Wherefore when men meet with one female crow, they interpret the augury as meaning that they will lead a celibate life. And the Greeks, because they share this notion, to this very day call out in their ignorance during a marriage, “Ekkori, kori, koronen, Boy, drive away the crow!”

1. The fidelity of the crow appears in the Physiologus (Lauchert, 27) and Aelian, III, 9.

9.MARRIAGE

And for the same reason, when they wish to symbolize marriage, they again draw two crows.

10.THE ONLY BEGOTTEN

To signify the only begotten, or birth, or a father, or the world, or man, they draw a scarab. The only begotten, because this animal is self-begotten, unborn of the female. For its birth takes place only in the following way. When the male wishes to have offspring, it takes some cow-dung and makes a round ball of it, very much in the shape of the world. Rolling it with its hind legs from east to west, it faces the east, so as to give it the shape of the world, for the world is borne from the east to the west. Then, burying this ball, it leaves it in the ground for twenty-eight days, during which time the moon traverses the twelve signs of the zodiac. Remaining here, the beetle is brought to birth. And on the twenty-ninth day, when it breaks the ball open, it rolls it into the water. For it considers this day to be the conjunction of the moon and the sun, as well as the birth of the world. When it is opened in the water, animals emerge which are beetles. It symbolizes birth for this very reason. And a father, because the beetle takes its birth from a father only. And the world, since its birth takes place in the shape of the world. And a man, since females do not exist among them. And there are three forms of beetle. The first, catlike, with rays coming from it, which they use as a symbol of the sun. For they say the male cat changes its pupils with the course of the sun. For they widen out towards morning at the rising of the god. And they become round like a ball at noon, and they appear somewhat faint as the sun is about to set. Wherefore in Heliopolis the statue of the god is in the form of a cat. And every beetle has thirty claws, because of the thirty days in the month, in which the sun, as it rises, runs its course. And the second kind of beetle is the two-horned and bull-shaped, which is sacred to the moon, wherefore the Egyptian children say that Taurus in heaven is the elevation of this goddess. The third, single-horned and sui generis, which they consider to be sacred to Hermes, is like the ibis.
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1. In Plutarch’s Isis and Osiris, 355 A, we find a description of the habits of the beetle which is not dissimilar to that given above, though it is said to be used as a military emblem. “The military had the beetle as a device on their seals, for the beetle is never female, but all are male. And they breed by discharging their seed in dung, which they roll into a ball, preparing this material not for food but rather as a place of birth.” Later in the same work, 381 B, Plutarch says, “The beetle . . . rolls its ball of dung backwards as the sun goes from west to east.”

2. I have kept “only begotten” as the translation of [image: ] in spite of Van de Walle and Vergote, who translate it as ce qui naît seul. My reason for this is that in the edition of 1727, referred to in the Introduction, it was translated unigenitus, and its religious connotations might have influenced the men of the Renaissance. The Vulgate, however, translates it, in John 3:16, as unicus.

11.WHAT THEY MEAN BY A VULTURE

When they mean a mother, or sight, or boundaries, or foreknowledge, or the year, or the heavens, or pity, or Athene, or Hera, or two drachmas,' they draw a vulture. A mother, since there is no male in this species of animal. And they are born in this way: when the vulture hungers after conception, she opens her sexual organ to the North Wind and is covered by him for five days. During this period she takes neither food nor drink, yearning for child-bearing. But there is another species of vulture which conceives by the wind, the eggs of which serve only for food and are not fit for hatching. But when the vultures are impregnated by the wind, their eggs are fertile. The vulture stands for sight since of all other animals the vulture has the keenest vision. When the sun is rising until it sets, it looks at it, and from the setting to the rising of the god, in that interval of time it provides food for its own use. It means boundaries, because when a war is about to break out, it limits the place in which the battle will occur, hovering over it for seven days. Foreknowledge, because of what has been said above and because it looks forward to the amount of corpses which the slaughter will provide it for food. For this reason the ancient kings sent out scouts to see what part of the battle-field the vultures were looking towards, whence they calculated who would be worsted. And the year, because in this animal’s life there are divided the 365 days of the year during which the time of a year is fulfilled. For it gestates for 120 days, and feeds its young for the same number. And during the remaining 120, it takes care of itself, not in pregnancy nor in eating, but in preparing itself for another conception. And the remaining five days of the year, as I have already said, it consumes in intercourse with the wind. And pity, because it seems to some to be the very opposite of pity, since this animal destroys all things. But they were forced to say this, since in the 120 days in which it feeds its young, it does not fly, but busies itself about its nest and with food for its young. When it is at a loss to find food to prepare for its young, it cuts open its own thighs and allows its young to drink its blood, so that it may not lack food to give them. Athene and Hera, since it seems to the Egyptians that Athene rules over the upper hemisphere of heaven and Hera over the lower. Wherefore they hold it absurd that the heavens be male; female are the heavens. For the generation of the sun and the moon and the rest of the stars is accomplished in such a way that it is the work of the female. And the race of vultures, as was said above, is female only. Because of this, the Egyptians place the vulture as a crown on all female figures, wherefore the Egyptians extend the word to all goddesses—I abbreviate in order not to write about each in turn. Wishing to symbolize a mother, they draw a vulture, for the mother is a female animal. And the heavens, for they do not like to write the word “heaven” in the masculine, as I have said above, since their genesis is from Heaven. And two drachmas, because among the Egyptians, the monad is two lines, and the monad is the source of all number. It is logical therefore that when they wish to symbolize two drachmas they draw a vulture, since it seems to be a mother and a source, like the monad.
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1. That the monad is the source of all number is of course a commonplace of Greek thought, but there is a passage in the Hermetica which dwells upon it and which may be worth referring to here as a Greco-Egyptian source of the notion. See Stobaeus, I, 10 (306), ed. Meineke, p. 81, where the monad is described as the arche and root of all things, containing all numbers and contained by none, generating all other numbers and generated by itself alone.

2. In Christian literature the story of the vulture is given in St. Basil’s Hexaemeron, VIII, 6.

12.HEPHAISTUS

To symbolize Hephaistus, they draw a beetle [scarab] and a vulture. And Athene, a vulture and a beetle. For the universe seems to them to be made up of the male and the female. And they draw a vulture in place of Athene, for only these gods among them are hermaphroditic.
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1. One of the few similarities between Horapollo and Alciati is found in this emblem. Substituting an eagle for a vulture, Alciati labels his emblem “A minimis quique timendum,” which of course has no resemblance to the meaning of the emblem here.

13.WHAT THE STARS SIGNIFY

To symbolize the cosmic God, or fate, or the number 5, they draw a star. God, since the forethought of God preordains victory, by which the movement of the stars and the whole universe is accomplished. For if seems to them that apart from God nothing at all exists. Fate, because fate is determined by the arrangement of the stars. And the number 5, because in spite of the host of heavenly bodies, the movement of only five determines the economy of the cosmos.
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1. Though in Book II, 1, God is also symbolized by a star, in Book II, 29, fate is symbolized by seven letters surrounded by two fingers.

14.WHAT A BABOON SIGNIFIES

When they mean the moon, or the inhabited earth, or letters, or a priest, or anger, or a diver, they draw a baboon. The moon, because this animal has a certain sympathy with the conjunction of this goddess. For when the moon, moving into conjunction with the sun, is darkened, then the male baboon does not look nor does he eat; but he is bowed down to the earth in grief, as if lamenting for the rape of the moon. And the female does not look either and suffers the same things as the male, and bleeds from her genitals. For this reason up to now baboons have been fed in the temples, in order that from them can be known the time of the conjunction of the sun and moon. And the inhabited earth, since they say that there were seventy-two ancient countries of the earth. And the fact that these happen to be fed in the temples and taken care of [is explained because] these are not like other beasts who die in one day. But a part of them dies on each day and is honoured with funeral rites in the temples, while the rest of the body remains in its natural condition. And when the seventy-second day is completed, then the whole animal dies. And letters, because here in Egypt a race of baboons exists who know their letters, in accordance with which, when a baboon was first cared for in a temple, the priest handed him a tablet and pen and ink. This was to attempt to find out whether he was of the race which knew its letters and whether he could write. Moreover, the animal is sacred to Hermes, the god of letters. And a priest, because by nature the baboon does not eat fish, nor even “fish-bread.” And it is born circumcised, which operation the priests are accustomed to perform. And anger, because this animal beyond all others is the most irascible and irritable. And a diver, because the other animals which swim appear dirty, but this one alone walks to the place which it has chosen, dives, and does not carry off any mud.
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1. On the literate baboon, see Aelian, VI, 10.

15.MOONRISE

When they wish to signify the rising of the moon, they draw a baboon again, but in this way: standing, with its hands raised to heaven and a crown on its head. This figure they mean to indicate moonrise, for the baboon is represented, so to speak, as if praying to the goddess. For both share in light.
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1. This will be recognized as an old story from Pliny, VIII, 54 (215).

2. The interest in the almost human traits of baboons and other monkeys and apes probably never died out. Apparently the question of their possible humanity was raised in the ninth century, for there exists a letter, purportedly by Ratramnus, the famous Benedictine author of the De corpore et sanguine Dei, in which this question is debated. Ratramnus’s correspondent had asked whether they were of the seed of Adam and had advanced evidence that they observed social laws, practised agriculture, covered their genitals, thus exhibiting shame, and used clothes, though nothing is quoted to show that he believed they were literate and worshipped the moon. The letter is reprinted in Migne, Patr. Lat.., vol. 121.

3. That the baboon is sacred to the moon appears also in Artemidorus, II, 12.

4. This is one of the hieroglyphs which was actually used to decipher an Egyptian inscription. See Lorenzo Pignoria’s Mensae Isiacae Expositio, Frankfort, 1608, with illustrations by the brothers De Bry. The Mensa Isiaca was a bronze table-top—or at any rate a bronze tablet set upon legs— which had belonged once to Cardinal Bembo and then to the king of Sardinia. Pignoria, thinking Horapollo a good guide to the meaning of the inscription on it, translated the cucupha as filial devotion (p. 14 v), the baboon with upraised hands as the rising moon (p. 23 r), the scarab as the sun (p. 31 r).

16.THE TWO EQUINOXES

Again, when they symbolize the two equinoxes, they draw the baboon, but seated. For in the two equinoxes of the year, it voids urine twelve times a day, once an hour. And it does the same thing during the two nights. Wherefore it is not illogical that on their water-clocks the Egyptians carve a seated baboon. And they make water drip from its penis, since, as has been said above, it indicates the twelve hours of the equinox. In order that the water may not be too copious . . . a contrivance exists [to regulate it]. Through this the water is let into the clock, not too fine a stream, for there is need of both [fine and broad]. The broader makes the water flow swiftly and does not measure off the hours properly. And the thinner stream gives a flow which is too small and slow. [Hence] they arrange to loosen the duct by a hair’s breadth and they prepare an iron plug for this use, according to the thickness of the stream [required]. It is not without reason that they are pleased to do this, as they do other things, but also during the equinoxes the baboon, alone of all beasts, cries out each hour, twelve times a day.
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1. The state of the text of this passage makes translation largely a matter of conjecture. This is particularly true of the sentences describing the device used to regulate the flow of water. Readers curious about Egyptian clepsydras will find a number of references to them in Van de Walle and Vergote.

2. Mercier in a note on this passage says, quoting Victorinus, “Quodam enim tempore Trismegistus, cum esset in Aegypto, sacrum quoddam animal Serapi dedicatum, quod in toto die duodecies urinam fecisset, pari semper interposito tempore, per duodecim horas diem dimensum esset nojecit, et exinde his horarum numerus custoditur.” Apparently the baboon did not do this merely during the equinoxes.

For a fuller discussion and comment on this passage, see W. C. McDermott, The Ape in Antiquity, Baltimore, 1938, pp. 40-48.

17.SPIRITEDNESS

When they wish to symbolize spiritedness, they draw a lion. For this animal has a large head. And it has fiery eyes, and its forehead is spherical, and its mane radiates from about it, in imitation of the sun. Wherefore they place lions under the throne of Horus, showing the symbol of the beast beside the god. And the sun is Horus because he rules over the hours.

18.STRENGTH

To indicate strength, they draw the forequarters of a lion, because these parts of his body are the strongest.

19.ON GUARD

To indicate that one is wide awake and on guard, they draw the head of a lion. For the lion while on guard closes his eyes, but when sleeping keeps them open. This is the symbol of being on guard. Wherefore they place lions as guards in the court-yards of the temples, as symbols.

1. That the lion sleeps with his eyes open is also stated in the Physiologus (Lauchert, 1), and Aelian, IX, 30.

20.FEAR

To symbolize fear they use the same sign, since this beast is the strongest of all and brings fear to all who see him.

21.THE RISING OF THE NILE

To symbolize the rising of the Nile, which the Egyptians call Noun, which being interpreted means “new,” sometimes they draw a lion, sometimes three great water-jars, sometimes water gushing forth over heaven and earth. The lion, since when the sun enters Leo, it produces a great rise in the Nile. As the sun remains in this sign, the water is frequently at twice its normal height at flood-tide. Wherefore the ancient engineers of the sacred works made the pipes and inlets of the sacred fountains in the shape of lions. From that time on an overabundance of water . . . And three water-jars, or water gushing over heaven and earth . . . they compare the water-jar to a heart which has a tongue. To a heart, since this is the principal part of the body, just as the Nile is the principal part of Egypt. And to the tongue, because this is always moist, and they call it their mother. And the three water-jars, no more nor less, since the rise of the Nile, according to them, takes place in three ways. One they attribute to the land of Egypt, for it produces water. And another to the ocean, for water is borne into Egypt by the ocean at the time of the rise. The third is rain-storms, which are produced in the southern parts of Ethiopia, at the time of the rising of the Nile. And that water is produced in Egypt can be learned from this: in other climes of the world, freshets occur in winter because of the rains falling at that time; only the land of Egypt, since it is in the middle of the earth, just as the so-called pupil is in the eye, causes the rise of the Nile in summer.
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1. In the passage above we have left the lacunae as we have found them. Van de Walle and Vergote, however, by slight emendations of the text, translate, “C’est aussi la raison pour laquelle, jusqu’à ce jour, ils [font passer] le vin à travers les lions en accomplissement du voeu (qu’ils font) lorsqu'il y a surabondance de liquide et qu'elle reste stagnante dans [les canaux d’irrigation] des champs.”

2. That Egypt is in the middle of the earth is an old idea, which may also be found in the Hermetica. See especially Stobaeus, I, 45 (992): “Since in the middle of the earth lies the most holy land of our forefathers and the middle of the human body is the shrine of the heart alone,” etc., etc. (ed. Meineke, I, p. 303).

22.EGYPT

To symbolize Egypt they draw a burning censer and a heart above it. Thus they show that as the heart of the jealous man is always on fire, so that of Egypt, because of the heat, gives life in all things in itself and by itself.
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1. In Plutarch, Isis and Osiris, 355 A, this symbol is interpreted as meaning Osiris. In Cyril of Alexandria, Contra Julianum, ix, the same symbol means “anger.”

23.A MAN WHO HAS NEVER TRAVELLED

To symbolize a man who has never travelled abroad, they draw a man with an ass’s head. Because he does not listen to any story nor know what is happening in foreign lands.

24.A PHYLACTERY

When they wish to denote a phylactery, they draw two human heads, one a male, looking in, the other a female, looking out. For thus, they say, no demon will touch one. And even without an inscription, they protect themselves with the two heads.

25.AN UNFORMED MAN

When they wish to symbolize an unformed man, they draw a frog. For frogs are born from the mud of rivers. Whence it is that he seems in some parts like a frog; in others like something earthy. And so, when the river is low, he is unfinished.
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1. In Book II, 83, an unformed man is symbolized by a she-bear. Just what an unformed man is may be doubtful. It might be simply a man born deformed.

26.AN OPENING

When they wish to show an opening, they draw a hare. For this animal always keeps its eyes open.

27.SPEECH

To symbolize speech, they draw a tongue and a bloodshot eye. For the primary element of speech is the voice, the secondary the eyes. For words do not arise in the soul perfectly formed and changing with its changes, especially since other words are used for the soul among the Egyptians. And when they wish to symbolize speech differently, they draw a tongue placed above a hand: thus giving the primacy of speech-making to the tongue, and to the hand, which carries out the desires of the tongue, second place.

28.SILENCE

When they wish to denote silence, they draw the number 1095, which is the number of a triennium, since the year is composed of 365 days. For if during this time a child does not speak, there is indicated a failure of the tongue.

29.A DISTANT VOICE

When they wish to represent a distant voice, which is called ouaie among the Egyptians, they draw the sound of air, that is, thunder, than which nothing speaks more loudly nor more forcefully.

30.ANCIENT DESCENT

To indicate ancient descent, they draw a bundle of papyri. For in this way they show the first food. For no one has found the beginnings of food or of birth.

31.TASTE

To show taste, they draw the beginning of the mouth. For all taste is retained to this point. I am speaking of complete taste. But to show incomplete taste, they draw a tongue between teeth, for all taste is accomplished by these.

32.PLEASURE

When they wish to show pleasure, they write the number 16. For after this number of years, men begin to experience the stirrings of pleasure in women and are able to beget children.

33.COPULATION

To show copulation, they write two 16’s. For we say that children are born of pleasure. And copulation consists in the pleasure of the two, of that of the man and that of the woman. Wherefore they add the 16’s together.

34.THE SOUL DELAYING HERE A LONG TIME

When they wish to depict the soul delaying here a long time, or a flood, they draw the phoenix. The soul, since of all things in the universe, this beast is the longest-lived. And a flood, since the phoenix is the symbol of the sun, than which nothing in the universe is greater. For the sun is above all things and looks down upon all things. And therefore it is named polus.
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1. The longevity of the phoenix appears in the Physiologus (Lauchert, 7) with additional details of its rebirth. Cf. also Aelian, VI, 58.

2. Sbordone proposed an emendation at the end of the passage which would change polus to “many-eyed.”

35.THE RETURN OF THE LONG-ABSENT TRAVELLER

To indicate a traveller returned from a long journey, again do they draw a phoenix. For this bird in Egypt, when the time of its death is about to overtake it, is 500 years old. After its debt is paid, if it does as fate decrees in Egypt, its funeral rites are conducted in accordance with the mysteries. And whatever the Egyptians do in the case of the other sacred animals, the same do they feel obliged to do for the phoenix. For it is said by the Egyptians beyond all other birds to cherish the sun, wherefore the Nile overflows for them because of the warmth of this god, concerning which we have spoken a little above.

1. Stories of the phoenix are, as everyone knows, almost innumerable. The earliest account which I have been able to find in Greek literature is that of Herodotus, II, 73. But it is also in the Physiologus.

36.THE HEART

When they wish to denote the heart, they draw an ibis. For this animal is sacred to Hermes, lord of every heart and reason, since the ibis also is like the heart in itself. Concerning this the talk is great among the Egyptians.

37.EDUCATION

To denote education, they draw the heavens dropping dew. Thus they show that like the falling dew which is spread on all the plants and softens them, in so far as it is in their nature to be softened, though some remain hard from their inner nature, it is impossible to accomplish the same thing with all. So among men, education is common to all; but the well-endowed man drinks it up like dew, but the poorly endowed cannot absorb it.

38.EGYPTIAN LETTERS

To denote Egyptian letters, or a sieve, or a scribe, or a limit, ink and a reed are drawn. Egyptian letters, for all writing is done with these among the Egyptians. For they write with a reed and not with anything else. And a sieve, since the sieve first was used for making bread, being made from reeds. Accordingly, they show that everyone who eats should know his letters. But he who does not, should use another art. Wherefore education among them is called Sbo. Which being interpreted means “full nourishment.” And a scribe, since he distinguishes between life and death. And a book among the scribes is called the Holy Amber, by means of which they decide the fate of a sick man lying down, whether he will live or not. This they judge from the position of the sick man. And a limit, since he who knows letters has come into a calm harbour of life, no longer wandering among life’s evils.

39.THE SACRED SCRIBE

Again, when they wish to indicate a sacred scribe, or a prophet, or an embalmer, or the spleen, or odour, or laughter, or sneezing, or rule, or a judge, they draw a dog. A scribe, since he who wishes to become an accomplished scribe must study many things and must bark continually and be fierce and show favours to none, just like dogs. And a prophet, because the dog looks intently beyond all other beasts upon the images of the gods, like a prophet. And an embalmer, since he looks upon the bodies which he has taken care of naked and dissected. And the spleen, since this animal alone among others has a very light spleen. If death or madness overcomes him, it happens because of his spleen. And those in charge of the funerals of these animals become for the most part splenetic, when they are about to die. For having smelled the effluvia of the dog as he is dissected, they are affected by them. And odour and laughter and sneezing, since the completely splenetic are unable to either smell or laugh or sneeze.

40.A MAGISTRATE OR JUDGE

When they denote a magistrate or judge, they place the royal stole beside the dog, who is naked. Since just as the dog, as said above, gazes intently upon the images of the gods, so the archon-judge of ancient times contemplated the king in his nakedness. Wherefore they add the royal stole to this figure.

41.THE SHRINE-BEARER

When they wish to indicate a shrine-bearer, they draw a house-guard, because by him is the temple guarded.

42.THE HOROSCOPIST

To denote an horoscopist, they draw a man eating the hours. Not that a man actually eats the hours, for that is impossible, but because food is prepared for man according to the hour.

43.PURITY

To depict purity, they draw fire and water. For through these elements are all things purified.

44.THE LAWLESS OR ABOMINABLE

To show the lawless or the abominable, they draw a fish, because its flesh is hated and an object of disgust in the temples. For every fish is a purgative, and they eat each other.
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1. For the fish as an object as disgust, see also Plutarch’s Isis and Osiris, 363 A. Cf. 1, 14, above.

45.THE MOUTH

To depict the mouth, they draw a serpent. For the serpent has no strength in any of its parts except the mouth.

46.COURAGE WITH TEMPERANCE

To show courage with temperance, they draw a bull with his member erect. For this animal is the hottest of all in his genital organ. So that inserting his member once into the female, with scarcely any motion does he emit his seed. And if by chance there is some trouble and he thrusts his organ into some other part of the cow’s body, then he wounds the female with overpowering force. But he is temperate because he never goes into the female after she has conceived.

47.HEARING

To denote hearing, they draw the ear of a bull. For when the female is in heat, and her ardour never lasts for more than three hours, then she lows loudly. If the bull does not appear during this time, she closes her genital organ until another meeting. This, however, rarely happens. For the bull hears her from a great distance. Understanding that she is in heat, he comes running to unite with her, being the only animal to do this.

48.THE MEMBER OF A FECUND MAN

To show the member of a fecund man, they draw a goat, not a bull. For the bull cannot serve a cow before he is a year old, but the goat covers the female seven days after birth, discharging a sterile and empty sperm. But nevertheless, it matures before all other animals.

49.IMPURITY

To depict impurity, they draw an oryx. Because at the rising of the waxing moon, gazing earnestly at the goddess, it begins to howl, not addressing her properly or auspiciously. There is the most palpable proof of this. For with its hooves it tears up the earth and fixes its eyes upon it, as if it were in violent anger and did not wish to see the goddess rise. It does the same thing at the rising of the divine star, the sun. Wherefore, the ancient kings, when the astrologers foretold the rise to them, placed themselves near this beast and determined by it as by means of a sort of gnomon the exact moment of the rise. For this reason the priests eat this animal alone unmarked by the seal, since it seems to have some sort of contention with the goddess. In the desert, if it should find a spot bearing water, it would stir up the rich earth with its paws and mix the soil with the water and trample it with its feet into dust, so that no other animal could drink it. So base and hateful is the nature of the oryx considered to be. For in no way whatsoever does it render to the goddess what is her due, for the goddess brings about the birth and growth of all things that are in the universe.

50.DISAPPEARANCE

To denote disappearance, they draw a mouse, since it eats all things, defiles them, and renders them useless. And they use the same sign when they wish to indicate discrimination. For if many pieces of bread are lying about, the mouse selects and eats the purest of them. Wherefore the judgement of the baker lies in the mouse.

51.IMPUDENCE

To indicate impudence, they draw a fly, which, when suddenly driven off, none the less comes right back.

52.KNOWLEDGE

To represent knowledge, they draw an ant. For if a man should hide something safely, this animal would know it. And not only this, but also beyond all other animals, it provides food for itself against the winter. It does not stray from its home but unhesitatingly returns to it.

53.A SON

If they wish to represent a son, they draw a vulpanser [Chenopolex]. For this bird is very philoprogenitive. If it should ever be pursued in order to be taken with its young, the father and mother give themselves voluntarily to the dogs, so that their young may be saved. For this reason it has seemed fitting to the Egyptians to revere this animal.

54.A FOOL

When they draw a pelican, they indicate foolishness or imprudence. Though, like other birds, it can lay its eggs in the highest places, it does not. But rather it hollows out a place in the ground, and there places its young. When men observe this, they surround the spot with dry cow-dung to which they set fire. When the pelican sees the smoke, it wishes to put out the fire with its wings, but on the contrary only fans the flames with its motion. When its wings are burned, it is very easily caught by the hunters. For this reason priests are not supposed to eat of it, since it died solely to save its children. But the other Egyptians eat it, saying that the pelican does not do this because of intelligence, as the vulpanser, but from heedlessness.
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1. This emblem is one of the few which contradicts what we have of the Physiologus. For there (Lauchert, 4) the pelican, as it later appeared frequently in Christian iconography, was a symbol of self-sacrifice with no hint of imprudence. In fact, in the Physiologus it feeds its children on its own blood, as in Horapollo the vulture opens its thighs and lets its young drink its blood. But Artemidorus agrees with Horapollo. See Oneirocriticon, II, 20 (Hercher, p. 114).

55.GRATITUDE

To express gratitude, they draw a stork. Because alone of the irrational animals, when it has been reared by its progenitors, it returns thanks to them in their old age. For in the place where they have been reared by them, they make them a nest and plume them and seek food for them, until their parents have grown feathers again and are able to fend for themselves. Whence, too, the sceptre of the gods has a stork for its chief adornment.

[image: ]

1. I have translated the name of this bird, which is really the hoopoe, by the word “stork,” because the Renaissance translators so interpreted it and because the stork was in the sixteenth-century emblem-literature a symbol of filial piety. In fact, this is the only hieroglyph of Horapollo which is strictly identical with one of Alciati. See the latter’s Aerio insignis pietate Ciconia nido. The gratitude of the hoopoe and the stork is also reported by the Physiologus and by Aelian, III, 23, and X, 16, which show pretty clearly that little distinction was made between the two birds. Cf. Artemidorus, Oneirocriticon, II, 20 (Hercher, p. 114).

56.THE UNJUST AND THE UNGRATEFUL

They represent the unjust and the ungrateful by two hippopotamus claws, turned down. For when they reach maturity, they try their sire to see whether they can worst him in a trial of strength. And if the sire gives way and is worsted, they attempt to mate with their own dam and allow their sire to live. But if they are not permitted to mate with their dam, they destroy him, being mightier and stronger. And the two hippopotamus claws are turned downwards so that men seeing this may recognize the reason for it and may become more inclined to good deeds.

1. The shamelessness and incestuousness of the hippopotamus are also given in Plutarch, Isis and Osiris, 364 A.

57.INGRATITUDE FOR KINDNESS TO ONESELF

To signify the ungrateful man who is hostile to kindness done to him, they draw a dove. For when the male grows somewhat strong, he drives away his father from his mother and then mates with her. Yet this animal seems to be pure. When there is a pestilential condition, and all living and non-living things are sick, those alone who eat of [the dove] do not share in the evil. Therefore at such times nothing is set before the king in the way of food except doves. The same is true of those engaged in purification, because they are serving the gods. And it is related that this bird does not have any gall.

58.THE IMPOSSIBLE

To symbolize what cannot happen, they draw men walking on water. Or if they wish to show this otherwise, they draw a headless man walking about. Since both are impossible, they may be logically used for that.
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1. Though “The Impossible” is also the subject of one of Alciatis emblems, it is represented by a man trying to wash an Ethiopian white.

59.A VERY POWERFUL KING

To show a very powerful king, they draw a serpent represented as the cosmos, with its tail in its mouth and the name of the king written in the middle of the coils, thus intimating that the king rules over the cosmos. And the name of the serpent among the Egyptians is Meisi.

60.THE KING AS GUARDIAN

To show the king as guardian in another way, they draw the serpent in a state of watchfulness. And instead of the name of the king, they draw a guard. For he is the guardian of the whole world. And in both ways is the king watchful.

61.A COSMIC RULER

Again, when they consider the king to be a cosmic ruler and wish to intimate this, they draw the serpent and in the middle they represent a great palace. And reasonably, for the place of the king’s palace is the cosmos.

62.THE PEOPLE OBEDIENT TO THE KING

To show the people obedient to the king, they draw a bee. For alone of the animals, the bees have a king, whom the rest of the bees follow in a body, just as men obey their king. And they suggest from the honey. . . from the center of vital power . . . that it is a good thing to be vigorous towards . . . and administration.
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1. Cf. the selection from Ammianus Marcellinus in the Appendix, below.

63.THE KING RULING PART OF THE COSMOS

When they wish to symbolize the king ruling not the whole world but a part of it, they draw a serpent cut in half. They show the king by the animal, and by the half that he is not the king of the whole world.

64.THE ALMIGHTY (Pantocrator)

They symbolize the Almighty by the perfect animal, again drawing a complete serpent. Thus among them that which pervades the whole cosmos is Spirit.
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1. The notion of the all-pervading pneuma was of course a commonplace by the fifth century, but there is an interesting fragment of Poseidonios quoted by Stobaeus in a long list of definitions of God (I, 2, 29, ed. Meineke, I, 14) which should be compared with this passage.

65.A FULLER

To indicate a fuller, they draw two human feet in water. And this they do because of its likeness to the work a fuller does.1

66.A MONTH

To represent a month, they draw the figure of a moon, as we have expounded above, having twenty-eight equal days and nights, with days of twenty-four hours, as has also been set forth. As for the two remaining [days and nights], they are for the waning moon.

67.A PLUNDERER, A FECUND MAN, A MADMAN

When they wish to represent a plunderer, a fecund man, a madman, they draw a crocodile, because it is fecund and has many offspring and raves. For should he, wishing to plunder, fail, he grows excited and raves against himself.
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1. In Book II, 115, the fecund man is symbolized by a sparrow on fire.

68.THE RISING [SUN]

To indicate a sunrise, they draw two crocodile’s eyes. Since the eyes of the crocodile emerge from the depths first of the animal’s whole body.

69.A SUNSET

To represent a sunset, they draw a crocodile hunched up. For it is a self-producing and lewd animal.
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1. This translation is questionable. Van de Walle and Vergote translate, “Car cet animal [a tendance] à baisser la tête et à la pencher.”

70.SHADOWS

To express shadows, they draw the tail of a crocodile, since the crocodile does not produce disappearance and destruction except by striking its victim and reducing it to immobility with its tail. For in this part of it lie the crocodile’s strength and courage. Though there are plenty of other meanings of the nature of the crocodile, the things which we have said will suffice for the first book.



1 Reading [image: ] instead of [image: ]with De Pauw.





THE HIEROGLYPHICS

BOOK TWO

The Second Book of Horapollo Niliacus on the Interpretation of the

EGYPTIAN LETTERS

Now in the Second Book I shall set forth to you a sound account of what remains. And I have felt the need of adding what has also been written before by others, though there is no explaining it.

1.WHAT DO THEY MEAN BY A STAR?

When a star is painted by the Egyptians, they mean a god, twilight, night, and time, as well as a man’s soul.

2.BY AN EAGLE’S CHICK?

And by an eagle’s chick they mean the bearing of male children and a circle or a man’s sperm.

3.BY TWO FEET TOGETHER AND STANDING ?

Two feet together and standing mean the course of the sun at the winter solstice.

4.BY A MAN’S HEART HANGING FROM HIS GULLET?

A man’s heart hanging from his gullet means the mouth of a good man.

5.HOW DO THEY REPRESENT THE JAWS OF BATTLE?

The jaws of battle are represented by a man’s hands, one of them holding a shield and the other a bow.

6.WHAT DO THEY MEAN BY A FINGER?

A finger means a man’s stomach.

7.BY A PENIS PRESSED BY A HAND?

A penis pressed by a hand means temperance in a man.

8.HOW DO THEY INDICATE DISEASE?

An anemone flower means human disease.

9.THE LOINS

When they wish to represent the loins, or masculinity, they draw a spine. For some say that the sperm is carried therein.

10.THE PERMANENT AND STEADFAST

The picture of a quail’s bone represents the permanent and steadfast, for the bone of this bird is insensitive.

11.UNANIMITY

Two men in an attitude of greeting mean unanimity.

12.THE MOB

A man in armour or shooting an arrow means a mob.

13.MEASUREMENT

A man’s finger means measurement.

1. But see no. 6, above.

14.A PREGNANT WOMAN

When they wish to signify a pregnant woman, they draw a solar disk with stars, and the disk is cut in two.

15.WIND

A hawk rising towards the gods means the wind. And in another sense, the hawk spreading his wings in the air means the wind, as if the wind had wings.

16.FIRE

Smoke mounting towards heaven means fire.

17.WORK

A bull’s horn means work.

18.PUNISHMENT

A cow’s horn means punishment.

19.IMPIETY

The bust with a sword means impiety.
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1. It is possible that this should read “the face of an animal” instead of “the bust.”

20.THE HOUR

A hippopotamus means an hour.

21.A LONG SPACE OF TIME

A stag’s horns grow out each year. A picture of them means a long space of time.

22.ESCAPE

A wolf or a dog turning back means escape.

23.FUTURE WORK

An ear means future work.
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1. Artemidorus, I, 24 (Hercher, p. 25), says it is good for a workman to dream of ears, because it means that he will hear of many orders for his work.

24.MURDER

A wasp in flight or the poisonous blood of a crocodile means murder.

25.DEATH

The night-owl means death. For suddenly it descends upon the young of the crow in the night, as death comes upon one suddenly.

26.LOVE

A snare signifies love as a wild beast. . . [lacuna]

27.THE VERY OLD

Words and leaves or a signed book mean the very old.

28.A SIEGE

A ladder anomalously means a siege.
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1. I take it that the anomaly lies in the fact that if ladders have already been placed against the walls of a besieged city, the siege may soon be lifted. But the translation is doubtful.

29.THE INFINITE, A MUSE, OR FATE

Seven letters surrounded by two fingers mean a muse, the infinite, or fate.
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1. In I, 13, fate is signified by a star.

30.WHAT DOES A LINE SUPERIMPOSED ON ANOTHER MEAN?

One straight line superimposed on another means ten straight lines.

31.WHAT DO SWALLOWS MEAN?

When they wish to indicate the entire wealth of parents left to children, they draw a swallow. For the swallow rolls itself in mud and prepares a nest for its chicks even though about to die.

[image: ]

1. According to Van de Walle and Vergote, the symbols in this series, from Nos. 31 to 117 inclusive, have no Egyptian source and are purely Greek.

32.WHAT IS MEANT BY A BLACK DOVE?

When they wish to represent a widow remaining faithful to death, they draw a black dove. For this bird, though widowed, will not mate with another bird.
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1. The fidelity of the dove (see Aristotle, Hist. animalium, IX, 7, 613a 14) is an old Greek legend. It is in strong contrast with I, 57, above. Cf. St. Basil, Hexaemeron, VIII, 6.

33.BY A WEASEL [ICHNEUMON] ?

A man who is weak and unable to take care of himself, but is dependent on others, they represent as a weasel. For the weasel, when it sees a serpent, does not leap upon it, but calling others to its aid, then fights it.

34.BY ORIGANUM

When they wish to represent the absence of ants, they make a hieroglyph of origanum. For this herb makes the ants leave the place where it has been put.

35.BY A SCORPION AND A CROCODILE

When they wish to represent a man at war with another, they draw a scorpion and a crocodile. For each destroys the other. But if they wish to show that one has destroyed his opponent, they draw either a crocodile or a scorpion. But if it has been quickly destroyed, they draw a crocodile. If slowly destroyed, a scorpion, because it is slow to move.

36.BY THE MARTEN

When they wish to show a woman who has acted like a man, they draw a marten. For the female of this animal has sexual organs like a little bone.

37.BY A PIG

When they wish to represent a pernicious man, they draw a pig, because the nature of a pig is of this sort.

38.UNMEASURABLE ANGER

If they wish to show unmeasurable anger, as if the spirits were in a fever from it, they draw a lion tearing its cubs to pieces. The lion, because of anger. And tearing its cubs to pieces, since their bones when struck emit fire.

39.A MUSICAL OLD MAN

When they wish to indicate a musical old man, they draw a swan. For this bird sings most sweetly when old.

40.A MAN MATING WITH HIS WIFE

When they wish to depict a man mating with his wife, they draw two crows. For crows mate with each other as a man does, according to nature.

41.WHAT DOES A BLIND BEETLE MEAN?

When they wish to show a man dead from a sunstroke, they draw a blind beetle. For this dies when blinded by the sun.

42.WHAT DOES A MULE MEAN?

When they wish to indicate a barren woman, they draw a mule. For this animal is barren, because its uterus is not straight.

43.HOW DO THEY SHOW A WOMAN WHO HAS BORNE FEMALE INFANTS?

When they wish to show a woman who has borne female children first, they draw a bull facing the left. But if she has borne male children, they draw a bull again, but facing the right. For if that animal, after mating, walks off to the left, its offspring will be female. But if it moves to the right, it will have begotten males.

44.A WASP

When they wish to show wasps, they draw a dead horse. For from a dead horse, many wasps are born.

1. This naturally recalls Virgil’s Georgics, IV, 285, in which bees are born of dead heifers. See also Aelian, I, 28.

45.A WOMAN WHO HAS ABORTED

When they wish to indicate a woman who has aborted, they draw a mare kicking a wolf. For not only does a mare which has touched a wolf abort, but also, if she touches the spoor of a wolf, does she abort.

46.A MAN WHO HAS BEEN CURED BY AN ORACLE

When they wish to show a man who has been cured by the answer of an oracle, they draw a pigeon holding a laurel-leaf. For that bird, when sick, puts a laurel-leaf in her nest and is cured.
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1. This is one of the passages which would suggest a Greek author. For it is unlikely that an Egyptian would have seen the connexion between a laurel-leaf and an oracle.

47.A SWARM OF GNATS

When they wish to draw many gnats swarming, they draw worms [maggots]. For gnats are born of these.

48.A MAN WITHOUT BILE RECEIVING IT FROM ANOTHER

To depict a man who by his own nature has no bile but receives it from another, they draw a pigeon with its hind parts erect. For it has its bile in them.
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1. But see I, 57, where the pigeon is said to have no bile. 

49.A MAN WHO LIVES SAFELY IN A CITY

When they wish to indicate a man living safely in a city, they draw an eagle carrying off a stone. For the eagle picks up a stone from land or sea and places it in its nest to anchor it more firmly.
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1. See also Aelian, I, 35.

50.A WEAK MAN PURSUED BY ANOTHER

When they wish to indicate a weak man pursued by a stronger, they draw a horse and a bustard. For the bustard flies away when it sees a horse.

51.A MAN FLEEING TO HIS PATRON AND NOT BEING AIDED BY HIM

When they wish to show a man fleeing to his own patron and not being aided by him, they draw a sparrow and a dog-fish. For when the sparrow is hunted, it turns to the dog-fish and when near it, is captured by it.
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1. The use of [image: ] is good proof that this emblem belongs to a date when Latin terms were in current use.

52.A WEAK MAN WHO IS RASH

When they wish to indicate a weak and rash man, they draw a bat. For the bat, though it has no feathers, flies.

53.A WOMAN GIVING SUCK AND NURSING HER CHILDREN WELL

When they wish to depict a woman giving suck and nursing her children well, they again draw a bat with teeth and breasts. For this alone of winged things has teeth and breasts.

54.A MAN WHO LOVES DANCING

When they wish to indicate a man who loves dancing or flute playing, they draw a turtle-dove. For this bird is trapped by the flute and dancing.
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1. See Aelian, I, 39.

55.A MAN OF THE MYSTERIES

When they wish to indicate a man of the mysteries and initiated, they draw a cicada. For this insect does not chirp through its mouth, but is resonant in the lower part of its back and sings a sweet song.
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1. It is questionable whether an Egyptian who was not familiar with Greek would catch the verbal play on the word “mystery” and its suggestion of “silence”—reappearing in our Latin derivative “mute.”

2. The mouthless cicada appears also in Artemidorus, III, 49 (Hercher, p. 187).

56.A KING LIVING IN RETIREMENT AND GIVING NO PITY TO THOSE IN FAULT

When they wish to indicate a king living in retirement and giving no pity to those in fault, they draw an eagle. For the eagle has its nest in desert places and flies higher than all other birds.

57.A LONG-ENDURING RESTORATION

When they wish to indicate a long-enduring restoration, they draw the phoenix. For when this bird is born, there is a renewal of things. And it is born in this way. When the phoenix is about to die, it casts itself upon the ground and is crushed. And from the ichor pouring out of the wound, another is born. And this one immediately sprouts wings and flies off with its sire to Heliopolis in Egypt and once there, at the rising of the sun, the sire dies. And with the death of the sire, the young one returns to its own country. And the Egyptian priests bury the dead phoenix.

58.FILIAL AFFECTION

When they wish to indicate a man who has filial affection, they draw a stork. For nourished by its parents, it never leaves them, but remaining by them until their extreme old age, it takes care of them.
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1. Since this is largely a repetition of I, 55, it suggests that at least two authors had a hand in the composition of the Hieroglyphs.

59.A WIFE WHO HATES HER HUSBAND

When they wish to signify a wife who hates her husband, and plots his death, and mates with him only through flattery, they draw a viper. For when the viper mates with the male, she puts his head in her mouth, and after mating bites off his head and kills him.
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1. This story, which goes back to Herodotus (III, 109) is also in the Physiologus (Lauchert, 10). As evidence of its wide popularity, see Le Premier Livre des emblemes, composé par Guillaume Guéroult, first published at Lyons in 1550 and edited by De Vaux de Lancey (Rouen, 1937), where out of thirty emblems this is the only one derived from Horapollo. The emblem, p. 29, is headed by a picture of the viper biting off the head of her mate, with her young emerging from her body; the moral, however, which Guéroult draws is


Le mal qu’on pourchasse

A tort à autruy,

Souuent sur celuy

Reuient qui le brasse.



60.CHILDREN WHO HATE THEIR MOTHER

When they wish to indicate children who hate their mother, they draw a viper. For the viper is not born . . . but devours the belly of its mother and emerges.
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1. The birth of the viper is also thus used by G. P. Valeriano in one of his poems, Odae et Epigrammata (Venice, 1550), p. 119. See note to No. 59 above.

61.A MAN REVILED BY DENUNCIATION AND GROWN SICK FROM IT

When they wish to indicate a man who has been reviled and denounced and has fallen sick because of it, they draw a basilisk. For by his breath the basilisk kills those who approach him.
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1. Cf. I, 1, where the symbolism of the basilisk is quite different.

62.A MAN BURNED BY FIRE

When they wish to indicate a man burned by fire, they draw a salamander. For the salamander destroys with each of its heads.

63.A BLIND MAN

When they wish to indicate a blind man, they draw a mole. For this animal neither has eyes nor sees.

64.A MAN STAYING INDOORS

When they wish to indicate a man who stays indoors, they draw an ant and bat’s wings. Because when [a bat’s] wings are placed on the nest of ants, none of them ever comes out.
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1. This device is also found in Alciati, but is headed Aere quandoque salutem redimendam.

65.A MAN PREVENTED FROM COMMITTING SUICIDE

When they wish to depict a man prevented from committing suicide, they draw a beaver. For that animal when hunted, bites off his testicles and throws them at the hunter.
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1. This peculiarity of the beaver, which has a long and famous history, also occurs in the Physiologus (Lauchert, 23). It is repeated in many authors.

66.A MAN WHOSE HEIR IS A SON WHOM HE HATES

When they wish to indicate a man whose heir is a son whom he hates, they draw a monkey with a little monkey behind him. For when the monkey has two children, he loves one of them overmuch, and hates the other. And the one he loves, he puts before him and slays [with too much affection?]. And the one he hates, he keeps behind him and rears.

1. Several sources and possible explanations of this story are given in Van de Walle and Vergote. One from Vincent de Beauvais, Speculum naturale, XIX, 108, cited by Sbordone, has the mother monkey exposing her favorite to the hunters by carrying it in front of her, while the one she dislikes is carried on her back.

67.A MAN CONCEALING HIS INFERIORITY

When they wish to indicate a man concealing his inferiority, they draw a monkey urinating. For when a monkey urinates, he conceals his urine.
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1. See Aelian, VI, 27.

68.A MAN OF SHARP HEARING

When they desire to represent a man of sharp hearing, they draw a goat. For the goat breathes through its nostrils and ears.

69.THE UNSTABLE MAN

When they wish to represent someone unstable and not remaining in the same state, either because of strength or weakness, they draw a hyena. For the hyena is sometimes male and sometimes female.
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1. This occurs also in the Physiologus (Lauchert, 24); Aelian, I, 25.

2. The age of this story about the hyena is shown by Aristotle’s denial of it in Historia animalium, 579 B.

3. The hyena symbolizes an androgynous woman in Artemidorus, II, 12 (Hercher, p. 104).

70.A MAN CONQUERED BY WEAKER MEN

When they wish to indicate a man who is worsted by weaker men, they draw two skins, of which one is a hyenaskin, the other a leopard-skin. For if these two skins are put in the same place, the leopard-skin loses its hairs, the other does not.

71.A MAN SUPERIOR TO HIS ENEMIES

To indicate a man superior to his enemies, they draw a hyena facing the right. But if he is conquered, they draw it facing the left. For if this animal is attacked and turns to the right, it destroys its adversary. But if it turns to the left, it is destroyed.

72.A MAN CONFRONTING FEARLESSLY MISFORTUNES WHICH HAVE COME UPON HIM

When they wish to show a man who bears fearlessly the misfortunes which have come upon him, even to the point of death, they draw a hyena-skin. For if anyone wears this skin, and meets an enemy, he will not be harmed by anyone but will proceed fearlessly.

73.A MAN ASSAILED BY HIS ENEMIES

When they wish to indicate a man assailed by his enemies, and delivered after small harm, they draw a wolf who has lost the tip of his tail. For when this animal is about to be hunted, he loses hairs from the tip of his tail.
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1. Sbordone notes that according to Solinus, II, 36, the hairs at the tip of a wolf’s tail are an aphrodisiac and that its behaviour as related here is paralleled by that of the beaver in II, 65.

74.A MAN AFRAID OF WHAT MAY HAPPEN TO HIM FROM INVISIBLE CAUSES

When they wish to indicate a man afraid of what may happen to him from invisible causes, they draw a wolf and a stone. For the wolf fears neither iron nor sticks, but only a stone. Regardless of whether anyone throws the stone at him or not, he is found to be frightened. And if the wolf is wounded by the stone, worms are produced from the wound.

75.A MAN WHOSE ANGER IS CHASTENED BY FIRE

When they desire to show a man chastened by fire and that because of his anger, they draw lions and torches. For the lion fears nothing so much as burning torches and is tamed by nothing except them.

76.A MAN IN FEVER CURED BY HIMSELF

When they wish to show a man in fever cured by himself, they draw a lion devouring a monkey. For if a lion has a fever, he cures himself by eating a monkey.

77.A MAN MADE TEMPERATE BY RECENT MISFORTUNES

When they wish to show a man made temperate by recent misfortunes, they draw a bull girt with wild figs. For when the bull is in rut, he puts wild figs about him and calms down.
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1. In Plutarch’s Isis and Osiris, 365 B, the fig-leaf—or possibly the rush—is a symbol of the genitals.

78.A TEMPERATE MAN EASILY SWAYED

When they wish to indicate a temperate man who is easily swayed and not stable, they draw a bull with his right knee bound. For if you bind this animal’s right knee with shackles, you will find that he will follow you. And the bull is always a symbol of temperance, because he will not mate with the female after she has conceived.
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1. See I, 46, which agrees that the bull is a symbol of temperance and gives the same reason.

79.A MAN WHO KILLS SHEEP AND GOATS

When they wish to indicate a man who slays sheep and goats, they draw these animals grazing on flea-bane. For when they eat flea-bane, they die, bound by thirst.

80.A MAN EATING

When they wish to indicate a man eating, they draw a crocodile with its mouth open. For this . . . [lacuna]

81.THE RAPACIOUS AND IDLE MAN

When they wish to indicate a rapacious and idle man, they draw a crocodile with an ibis feather on his head. For if you should touch a crocodile with the feather of an ibis, you would stun him into immobility.

82.A WOMAN WHO HAS CONCEIVED ONCE

When they wish to indicate a woman who has conceived once, they draw a lioness. For the lioness is never pregnant twice.
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1. In Aristophanes, Lysistrata, 231, the lioness is a symbol of the sexual instinct.

83.A MAN BORN DEFORMED

When they wish to indicate a man born deformed, but later taking on a normal shape, they draw a she-bear, big with cubs. For the she-bear gives birth to blood coagulated and thick, and this she later warms in her limbs and thus releases the cubs and brings them into proper shape by licking them.

84.A STRONG MAN SENSITIVE TO WHAT IS EXPEDIENT

When they wish to indicate a strong man sensitive to what is expedient, they draw an elephant with his trunk. For the elephant smells with his trunk and is master of his fate.

85.A KING FLEEING FROM FOLLY AND INTEMPERANCE

When they wish to indicate a king fleeing from folly and intemperance, they draw an elephant and a ram. For the elephant flees when he sees a ram.
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1. That the elephant would flee from intemperance is made plausible by the notion that this beast was peculiarly chaste. See Physiologus (Lauchert, 43) and Aelian, III, 9. Cf. Pseudo-Epiphanius, iv (Migne, Patr. Graec., XLIII, cap.xl., col. 521).

86.A KING FLEEING FROM A FOOL

When they wish to depict a king fleeing from a fool, they draw an elephant with a pig. For the elephant, when he hears a pig squeal, flees.

87.A MAN SWIFT IN MOTION BUT MOVED HEEDLESSLY AND THOUGHTLESSLY

When they wish to indicate a man swift in motion but moved heedlessly and thoughtlessly, they draw a deer and a viper. For the deer, when it sees a viper, flees.

88.A MAN WHO HAS PREPARED HIS OWN TOMB

When they wish to indicate a man who has prepared his own tomb, they draw an elephant burying his tusks. For when the elephant sees that his tusks have fallen, he takes them up and buries them.

89.A MAN WHO HAS LIVED A COMPLETED LIFE

When they desire to show a man who has come to the end of his days, they draw a dead crow. For the crow lives a hundred years among the Egyptians. And the Egyptian year is four years long.

90.A MAN WHO HAS CONCEALED HIS EVIL DEEDS

When they wish to indicate a man who has dwelt in evil and has concealed his own evil, so that it is not known to his intimates, they draw a leopard. For the leopard hunts his prey in secrecy, moving away without leaving a scent, being the greatest pursuer of the other beasts.

91.A MAN DECEIVED BY FLATTERY

When they wish to indicate a man deceived by flattery, they draw a deer and a flute-player. For the deer, when she has heard the sweet pipings of music, is captured as if weakened by pleasure.

1. In II, 54, the turtle-dove is thus captured.

2. Van de Walle and Vergote note the existence of a relief showing a masked flutist in a hunting party.

92.FOREKNOWLEDGE OF AN ABUNDANT VINTAGE

When they wish to indicate foreknowledge of an abundant vintage, they draw an owl. For if the owl hoots before the time of the vintage, it means good wine.

93.A MAN INJURED BY THE GRAPE

When they wish to indicate a man injured by the grape and curing himself, they draw an owl and some maidenhair. For when the owl has partaken too freely of the grape, he puts some maiden-hair in his mouth and cures himself.

94.A MAN GUARDING HIMSELF AGAINST THE PLOTS OF HIS ENEMIES

When they wish to indicate a man guarding himself against the plots of his enemies, they draw a crane on watch. For the cranes guard themselves by standing watch in turn throughout the night.

[image: ]

1. The watchfulness of the crane appears in early Christian literature in St. Basil, Hexaemeron, VIII, 5. Cf. St. Ambrose, Hexaemeron, V, 15.

95.PEDERASTY

When they wish to indicate pederasty, they draw two partridges. For when these birds lose their mates, they abuse each other.

96.AN OLD MAN DYING OF HUNGER

When they desire to show an old man dying of hunger, they draw an eagle with twisted beak. For when the eagle grows old, he twists his beak and dies of hunger.

[image: ]

1. This trait of the eagle is also reported in the Physiologus. Cf. Pseudo-Epiphanius, vi (Migne, Patr. Graec., XLIII, col. 523).

97.A MAN PASSING HIS TIME IN CONSTANT MOTION AND IRASCIBILITY

When they wish to indicate a man passing his time in constant motion and irascibility and not even resting to eat, they draw some young crows. For the crow feeds her young on the wing.

98.A MAN WHO KNOWS THE HIGHER THINGS

When they desire to indicate a man who knows the higher things, they draw a crane in flight. For the crane flies extremely high that it may see the clouds in order not to be storm-tossed, and to remain in the calm.

99.A MAN GETTING RID OF HIS OWN CHILDREN BECAUSE OF POVERTY

When they wish to indicate a man who has abandoned his own children because of poverty, they draw a hawk big with young. For the hawk lays three eggs, but keeps only one, which she hatches, discarding the other two. And she does this because at that time she loses her claws and hence cannot rear three chicks.

100.A MAN WHO HESITATES TO MOVE HIS FEET

When they wish to indicate a man who hesitates to move his feet, they draw a camel. For the camel alone of the beasts bends [kamptei] its thigh, wherefore it is called “camel.”
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1. The same etymology is given in Artemidorus, I, 4 (Hercher, p. 11, lines 25 ff.).

101.A SHAMELESS MAN OF KEEN SIGHT

When they desire to show a shameless man of keen vision, they draw a frog. For the frog has no blood except in the eyes. Since they that have blood there are called shameless, the Poet says, “Drunken beasts with the eyes of a dog and the heart of a deer.”

[image: ]

1. The quotation is from the Iliad, A, 225.

102.A MAN INCAPABLE OF MOVEMENT

When they wish to indicate a man who has been incapable of movement for some time but later recovers the use of his feet, they draw a frog with hind legs. For this animal is born legless, and, as it grows, it develops hind legs.

103.A MAN HOSTILE TO EVERYONE

When they wish to indicate a man hostile to everyone and living in isolation, they draw an eel. For the eel is never found in the company of other fishes.

104.A MAN SAVING OTHERS FROM DROWNING

When they wish to indicate a man saving many others from drowning, they draw an electric ray. For when the ray sees many fish unable to swim, it attracts them to itself and saves them.

105.A MAN WHO HAS SQUANDERED NECESSITIES AND SUPERFLUITIES

When they wish to indicate a man who has squandered necessities and superfluities badly, they draw an octopus. For the octopus eats many things wastefully and sets aside food in caves and when it has squandered the useful, then it casts out the useless.

106.A MAN RULING HIS FELLOW CITIZENS

When they wish to indicate a man ruling over his fellow citizens, they draw a spiny lobster and an octopus. For the spiny lobster rules over the octopuses and holds first place among them.

107.A MAN YOKED TO A WOMAN

When they wish to indicate a man yoked from an early age to the woman who bore him, they draw oysters big with young. For when the oysters are born in their shells, they cling for a while to one another.

108.A MAN CARELESS OF HIS WELFARE

When they wish to indicate a father or a man careless of his welfare, but who is provided for by his household, they draw an oyster and a crab. For the crab remains stuck to the shell of the oyster and is called an oyster-guard for this reason. Accordingly, the oyster opens wide in its shell when it is hungry. When it has opened up to let in a tiny fish, the oyster crab pinches the oyster with its claws, feeling which the oyster closes its shell and thus catches the little fish.

1. It need hardly be pointed out that the name “oyster-guard” (pinnophylax) is Greek, not Egyptian.

109.A GLUTTON

When they wish to indicate a glutton, they draw a scarus [a fish]. For the scarus alone of fishes chews the cud and devours all other fishes in its path.

110.A MAN VOMITING

When they wish to indicate a man vomiting his food and again eating his fill, they draw a shark. For the shark bears its young through the mouth and, as it swims, it gulps them down.

111.A MAN WHO MATES WITH FOREIGNERS

When they wish to indicate a man who mates with foreigners, they draw a lamprey. For the lamprey goes up from the sea, mates with the vipers, and immediately returns to the sea.
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1. Cf. St. Basil, Hexaemeron, VII (Migne, Patr. Graec., CLX).

112.A MAN PUNISHED FOR MURDER

When they wish to indicate a man punished for murder who has repented, they draw a roach caught in a hook. For when the roach is caught, it ejects a spine from its tail.

113.A MAN WHO HAS FED LAVISHLY ON ANOTHER’S FOOD

When they wish to indicate a man who has fed lavishly on another’s food, and later devours his own, they draw an octopus. For the octopus, if it should lack food from an outside source, eats its own arms.

114.A MAN WHO HAS A YEARNING FOR THE RIGHT

When they wish to indicate a man who has a yearning for the right but has fallen in with evil, they draw a squid. For if the squid sees anyone wishing to hunt it, it projects into the water some ink from its belly so that it cannot be seen at all. And thus it takes flight.

115.A FECUND MAN

When they wish to indicate a fecund man, they draw a sparrow on fire. For when the sparrow is troubled beyond measure by lust and an excess of sperm, it mates with the female seven times in an hour, ejecting its sperm all at once.

116.A MAN WHO BINDS TOGETHER AND UNITES HIS FELLOWS

When they wish to indicate a man who binds together and unites his fellows, they draw a lyre. For the lyre preserves the unity of its sounds.
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1. A. D. Nock, in “Sarcophagi and Symbolism” (Amer. Journal of Archaeol., L, 1946, p. 157), points out that the lyre as a symbol of the harmony of the universe, though not necessarily of society, occurs in Quintillian, I, 10, 12. Mr. Nock attributes this to Pythagorean influence.

117.A MAN WHO ONCE LOST HIS MIND BUT LATER RECOVERED HIS SENSES

When they wish to indicate a man who once lost his mind but later recovered his senses and led an orderly life, they draw the pipes of Pan. For this instrument is likely to turn and remind a man of the things which hang heavy on his heart, and it has an especially well-ordered sound.

118.A MAN WHO DISTRIBUTES JUSTICE EQUALLY TO ALL

When they wish to indicate a man who distributes justice equally to all, they draw an ostrich-wing. For the ostrich has its wings more equally balanced than any other bird.

119.THE MAN FOND OF BUILDING

When they wish to indicate a man fond of building, they draw a man’s hand. For the hand does all building.


APPENDIX

[Excerpts from ancient authors concerning Egyptian hieroglyphs. Plutarch’s Isis and Osiris has been omitted, since it is easily available in English.]

I. Herodotus, II, 36

The Greeks write and calculate from left to right, but the Egyptians from right to left. . . . And they make use of two kinds of letters, one of which is called “sacred” and the other “popular” [demotic].

II. Diodorus Siculus, Bibl., 1, 74

And the priests teach the boys two kinds of letters, those called sacred by the Egyptians and those containing the more common sort of learning. . . . Of the two kinds of Egyptian letters, the demotic are taught to all, but those called sacred by the Egyptians are known to the priests alone.

lb., III, 4

We must now speak of the Ethiopian letters which are called hieroglyphs among the Egyptians, so as to omit nothing of archaeological interest. Now it happens that the characters they use are in the forms of all sorts of beasts and human limbs, and even of tools and especially of builder’s tools. For their writing is not built up from syllables to express the underlying meaning, but from the appearance of the things drawn and by their metaphorical meaning, learned by heart. For they draw a hawk and a crocodile, or again a snake, or among the human organs, an eye and a hand and the face and other such things. The hawk means to them all things that occur swiftly, because this bird is by far the swiftest of all winged things. And the meaning is carried over by metaphor to all swift things and to things associated with swiftness, as if they had been spoken of. The crocodile is the symbol of all evil, and the eye is the keeper of justice and guardian of the whole body. And of human limbs, the right hand with extended fingers means livelihood and the left closed means the keeper and guardian of property. The same explanation may be given of the other characters, both those derived from the body and tools and all other things. For by concentrating on the inner meaning of each, exercising their souls with great care, and memorizing them, they recognize by habit each of the letters.

III. Philo Judaeus, Vit. Mos., I, v, 23

The Egyptian men of learning taught Moses the philosophy which is expressed in symbols, which is exemplified in the so-called sacred letters, and the respect for animals that they honour with divine rites.

IV. Clement of Alexandria, Stromata, V, 4, 20

The men of learning among the Egyptians first of all learned that method of writing called the epistolographic, and second the hieratic, which the sacred scribes use, and then, last of all, the hieroglyphic, of which one sort, the literal, is expressed in letters, and the other is symbolic. And of the symbolic, one kind proceeds by literal imitation, but another is figurative, and a third is allegorical, speaking in enigmas. When they wish to write the word “sun,” they draw a circle, and for “moon” they draw a figure that looks like the moon. This is literal. Figuratively, transposing and transferring according to the properties of the things denoted, changing some things, and altering the forms in many ways, they draw figures. To express the praises of the kings in theological myths, they draw things in anaglyphs. As an example of the third form, the enigmatic, let this suffice: for the stars in general, because of their slanting course, they draw the bodies of serpents, but the sun they draw as a beetle, since the beetle makes a ball of cow-dung and rolls it before its face. And they say that it lives six months under ground and passes the rest of the year above ground, and it discharges its sperm into the ball and brings its young to birth in this way. And no female beetle is ever born.

V. Ammianus Marcellinus, XVII, iv, 8-11

We see engraved everywhere [in Egypt] innumerable shapes and forms called hieroglyphs, expressing the ancient records of primordial wisdom. Carving many kinds of birds and beasts of a strange world, so that the memory of tradition may be published to succeeding ages, they herald the wishes of kings, fulfilled or simply promised. For not as nowadays did the ancient Egyptians write a set and easily learned number of letters to express whatever the human mind might conceive, but one character stood for a single name or word, and sometimes signified an entire thought. Let me give two examples of this art. . . . By a vulture they denote the word Natura,1 because no males can be found in this race of birds, according to the records of the natural scientists. And by the picture of a bee making honey, they indicate a king, showing by this symbol that a ruler must have both sweetness and yet a sharp sting.



1 Meaning in this context the female genitals.





INDEX OF SYMBOLS

Anemone, II, 8

Ant, I, 52; and bat’s wings, II, 64

Aroura, I, 5

Ass’s head, I, 23

Baboon (Cynocephalus), I, 14, 15, 16

Basilisk, II, 61

Bat, II, 52; with teeth and breasts, II, 53; wings and ant, II, 64

Bear, female, II, 83

Beaver, II, 65

Bee, I, 62

Beetle, blind, II, 41 (see also Scarab); and vulture, I, 12

Black dove, II, 32

Blind beetle, II, 41

Bone, quail’s, II, 10

Book, II, 27

Branch, I, 4

Bull, I, 46; II, 43; ear of, I, 47; girt with wild figs, II, 77; with knee bound, II, 78; bull’s horn, II, 17

Bust, with sword, II, 19

Bustard, and horse, II, 50

Camel, II, 100

Censer, I, 22

Cicada, II, 55

Cow’s horn, II, 18

Crabs, and oysters, II, 108

Crane, II, 94; in flight, II, 98

Crocodile, I, 67; II, 35; II, 80; his eyes, I, 68; hunched up, I, 69; and ibis feather, II, 81; tail of, I, 70

Crows, I, 8, 9; two, II, 40; dead, II, 89; young, II, 97

Date-palm, I, 3

Dead crow, II, 89; dead horse, II, 44

Deer, and viper, II, 87; and flute-player, II, 91

Dew, I, 37

Dog, I, 39; I, 40; II, 22; with stole, I, 40

Dog-fish, and sparrow, II, 51

Dove, I, 57; black, II, 32

Eagle, II, 56; chick of, II, 2; carrying off stone, II, 49; with crooked beak, II, 96

Ear, II, 23; of bull, I, 47

Eel, II, 103

Electric ray, II, 104

Elephant, II, 84; digging with tusks, II, 88; and pig, II, 86; and ram, II, 85

Eye, I, 27; crocodile’s, I, 68

Feather, ibis, II, 81

Feet, two standing, II, 3; in water, I, 65

Fig, bull girt with wild, II, 77

Finger, II, 6, 13; two, II, 29

Fire, and water, I, 43; sparrow on fire, II, 115

Fish, I, 44; grey with sparrow, II, 51; scarus, II, 109

Flea-bane, II, 79

Flute-player, and deer, II, 91

Fly, I, 51

Frog, I, 25; II, 101, 102

Goat, I, 48; II, 68; grazing on flea-bane, II, 79

Greeting, two men, II, 11

Hands, II, 5

Hare, I, 26

Hawk, I, 6, 7; II, 15; big with young, II, 99; two hawks, I, 8

Head, ass’s, I, 23; human, I, 24

Heart, II, 4; over censer, I, 22

Heavens, dropping dew, I, 37

Hippopotamus, II, 20; claws of, I, 56

Horn, bull’s, II, 17; cow’s, II, 18; stag’s, II, 21

Horse, and bustard, II, 50; dead, II, 44; touching wolf, II, 45

House-guard, I, 41

Hyena, II, 69; facing right, II, 71; skin of, II, 70, 72

Ibis, I, 36; feather of, and crocodile, II, 81

Ichneumon, II, 33

Ink, I, 38

Isis, I, 3

Knee, bull’s, II, 78

Ladder, II, 28

Lamprey, II, 111

Laurel-leaf, and pigeon, II, 46

Leopard, II, 90; skin of, II, 70

Letters, seven, II, 29

Lines, straight, II, 30

Lion, I, 17; II, 75; forequarters of, I, 18; head of, I, 19, 20, 21; eating monkey, II, 76; killing its cubs, II, 38; lioness, II, 82

Lips, I, 31

Lobster, spiny, II, 106

Lyre, II, 116

Maiden-hair, and owl, II, 93

Man, in armour, II, 12; eating hours, I, 42; hands of, II, 5; heart of, II, 4; penis of, II, 7; men walking on water, I, 58

Marten, II, 36

Mole, II, 63

Monkey, II, 66; eaten by lion, II, 76; urinating, II, 67

Moon, I, 4, 66

Mouse, I, 50

Mule, II, 42

Night-owl, II, 25

Numbers, see 16 and 1095

Octopus, II, 105, 113

Origanum, II, 34

Oryx, I, 49

Ostrich-wing, II, 118

Owl, 11, 92; and maiden-hair, II, 93

Oysters, II, 107; and crabs, II, 108

Pan’s pipes, II, 117

Papyri, I, 30

Partridges, two, II, 95

Pelican, I, 54

Pen, I, 38

Penis, II, 7

Phoenix, I, 34, 35; II, 57

Pig, II, 37; and elephant, II, 86

Pigeon, II, 48; holding laurel-leaf, II, 46; see also Dove

Pipes of Pan, II, 117

Quail’s bone, II, 10

Ram, and elephant, II, 85

Ray, electric, II, 104

Roach, II, 12

Salamander, II, 62

Scarab, I, 10

Scarus, II, 109

Scorpion, II, 35

Serpent, I, 45, 64; awake, I, 60; cut in half, I, 63; devouring its tail, I, 2; with name of king in folds, I, 59; with tail concealed, I, 1; with palace in folds, I, 61

Shark, II, 110

She-bear, II, 83

Sheep, grazing on flea-bane, II, 79

Sieve, I, 38

Signed book, II, 27

16 (number), I, 32; two 16’s, I, 33

Skin, hyena, II, 72; leopard and hyena, II, 70

Smoke, II, 16

Snare, II, 26

Solar disk, II, 14

Sparrow, on fire, II, 115; and dog-fish, II, 51

Spine, II, 9

Spiny lobster, and octopus, II, 106

Squid, II, 114

Stag’s horns, II, 21

Star, I, 13; II, 1

Stone, carried off by eagle, II, 49; and wolf, II, 74

Stork, I, 55; II, 58

Sun, and moon, I, 1

Swallows, II, 31

Swan, II, 39

Sword, with bust, II, 19

Tail, of crocodile, I, 70

1095 (number), I, 28

Thunder, I, 29

Tongue, I, 27; between teeth, I, 31

Torches, and lion, II, 75

Turtle-dove, II, 54

Two feet, standing, II, 3; in water, I, 65

Two men, greeting each other, II, 11

Viper, II 59; II, 60; and deer, II, 87

Vulpanser, I, 53

Vulture, I, 11

Wasp, II, 24

Water, and fire, I, 43; men walking on, I, 58; two feet in, I, 65

Water-jars, I, 21

Weasel, II, 33

Wild figs, bull girt with, II, 77

Wings, bat’s, with ant, II, 64; of ostrich, II, 118

Wolf, II, 22; and stone, II, 74; touched by horse, II, 45; without tail, II, 73

Words, II, 27

Worms, II, 47


INDEX OF SUBJECTS SYMBOLIZED

Abandonment of children because of poverty, II, 99

Abominable, the, I, 44

Abortion, woman who has performed, II, 45

Absence of ants, II, 34

Abundant vintage, foreknowledge of, II, 92

Affection, filial, II, 58

Aid, man fleeing to patron for and not receiving, II, 51

Almighty, I, 64

Ancient descent, I, 30

Anger, I, 14; unmeasurable, II, 38; chastened by fire, II, 75

Ants, absence of, II, 34

Aphrodite, I, 6, 8

Ares, I, 6; I, 8

Athene, I, 11

Battle, jaws of, II, 5

Bile, man without, receiving it from another, II, 48

Birth, deformed, II, 83

Blind man, II, 63

Blood, I, 6; crocodile’s, II, 24

Boundaries, I, 11

Building, man fond of, II, 119

Care, parental, II, 31

Carelessness, man’s, of his welfare, II, 108

Children, abandonment of through poverty, II, 99; who hate their mother, II, 60; woman suckling, II, 53

Circle, II, 2

City, man who lives safely in, II, 49

Completed life, II, 89

Concealment, of evil deeds, II, 90; of inferiority, II, 67

Conception, woman who has conceived twice, II, 82

Copulation, I, 33

Cosmos, I, 2; cosmic ruler, I, 61; king ruling part of, I, 63

Courage with temperance, I, 46

Crocodile’s blood, II, 24

Cure, of drinking, II, 93; by an oracle, II, 46; man self-cured of fever, II, 76

Dancing, man who loves, II, 54

Death, II, 25; of old man from hunger, II, 96; from sunstroke, II, 41

Deception by flattery, II, 91

Deformity, man born in, II, 83

Denunciation, man reviled by, II, 61

Descent, ancient, I, 30

Disappearance, I, 50

Discrimination, I, 50

Disease, II, 8

Distant voice, I, 29

Distribution of justice, II, 118

Diver, I, 14

Drachmas, two, I, 11

Drinking, man cured of, II, 93

Drowning, man saving others from, II, 104

Earth, I, 14

Eating, II, 80

Education, I, 37

Egypt, I, 22; Egyptian letters, I, 38

Enchantment, by dancing, II, 54

Enemies, man assailed by, II, 73; man guarding himself against their plots, II, 94; man superior to, II, 71

Equinoxes, I, 16

Escape, II, 22

Eternity, I, 1

Evil, concealment of, II, 90

Expedient, man sensitive to the, II, 84

Fate, I, 13; II, 29

Fear, I, 20

Fearlessness, of man confronting misfortunes, II, 72

Fecund man, I, 67; II, 115; member of, I, 48

Fever, man self-cured of, II, 76

Filial affection, II, 58

Fire, II, 16; man burned by, II, 62; as chastisement for anger, II, 75

5 (number), I, 13

Flattery, deception by, II, 91

Flight, from king, II, 85; of king from fool, II, 86

Food, man who has fed lavishly on another’s, II, 113

Fool, I, 54; king fleeing from, II, 86

Foolishness, man fleeing from king in, II, 85

Foreigners, man who mates with, II, 111

Foreknowledge, I, 11; of an abundant vintage, II, 92

Fortress, I, 24

Fuller, I, 65

Future work, II, 23

Gluttony, II, 109

Gnats, swarm of, II, 47

Goats, man who kills, II, 79

God, I, 6, 13; II, 1

Good man, mouth of, II, 4

Gratitude, I, 55

Guardian, king as, I, 60

Hated son, man whose heir is, II, 66

Hatred, children’s for mother, II, 60; man’s for everyone, II, 103; wife for husband, II, 59

Hearing, I, 47; sharp, II, 68

Heart, I, 36

Heavens, I, 11

Heedlessness, of speedy man, II, 87

Heir, man whose hated son is, II, 66

Hephaistus, I, 12

Hera, I, 11

Hesitation to move, II, 100

High things, man who knows, II, 98

Horoscopist, I, 42

Hostility, man hostile to everyone, II, 103

Hour, II, 20

Hunger, old man dying of, II, 96

Husband, wife who hates, II, 59

Idle, and rapacious man, II, 81

Impiety, II, 19

Impossible, I, 58

Impudence, man fleeing from king through, I, 51; II, 85

Impurity, I, 49

Indoors, man staying, II, 64

Inferiority, man concealing his, II, 67

Infinity, II, 29

Ingratitude, for kindness, I, 57

Insanity, temporary, II, 117

Invisible causes, man afraid of their effects, II, 74

Irascibility, man passing his time in, II, 97

Judge, I, 40

Justice, equal distribution of, II, 118

Keen sight, shameless man of, II, 101

Kindness, ingratitude for, I, 57

King, fleeing from folly and intemperance, II, 85; fleeing from fool, II, 86; as guardian, I, 60; living in retirement and giving no pity to those in error, II, 56; man fleeing from, II, 85; people obedient to, I, 62; ruling part of cosmos, I, 63; very bad, I, 59

Knowledge, I, 52; of the higher things, II, 98

Lawlessness, I, 44

Letters, I, 44; Egyptian, I, 38

Life, completed, II, 89; saving, II, 104

Limit, I, 38

Lines, ten straight, II, 30

Loins, II, 9

Long enduring restoration, II, 57; long space of time, II, 21

Love, II, 28

Lowly, I, 6

Madman, I, 67

Magistrate, I, 40

Man, abandoning his children because of poverty, II, 99; afraid of what may happen to him from invisible sources, II, 74; whose anger is chastened by fire, II, 75; assailed by enemies, II, 73; without bile, receiving it from another, II, 48; blind, II, 63; born deformed, II, 83; burned by fire, II, 62; careless of his welfare, II, 108; who has concealed his evil deeds, II, 90; concealing his inferiority, II, 67; confronting misfortunes fearlessly, II, 72; conquered by weaker men, II, 70; cured of drinking, II, 93; cured by an oracle, II, 46; dead from sunstroke, II, 41; deceived by flattery, II, 91; who distributes justice equally to all, II, 118; eating, II, 80; fecund, I, 67; II, 114; who has fed lavishly on another’s food, II, 113; in fever, cured by himself, II, 76; fleeing to his patron and not receiving aid, II, 51; fond of building, II, 119; guarding himself against enemy plots, II, 94; whose heir is hated son, II, 66; hesitating to move his feet, II, 100; hostile to everyone, II, 103; incapable of movement, II, 102; who kills sheep and goats, II, 79; who knows the higher things, II, 98; living safely in a city, II, 49; who has lived a complete life, II, 89; who has lost his mind and later recovers it, II, 117; who loves dancing, II, 54; made temperate by recent misfortunes, II, 77; mating with his wife, II, 40; who mates with foreigners, II, 111; member of a fecund, I, 48; musical old man, II, 39; of the mysteries, II, 55; mouth of a good man, II, 4; old man dying of hunger, II, 96; passing his time in constant motion and irascibility, II, 97; pernicious, II, 37; who has prepared his own tomb, II, 88; prevented from committing suicide, II, 65; punished for murder, II, 112; rapacious and idle, II, 81; reviled by denunciation and grown sick from it, II, 61; ruling his fellow citizens, II, 106; saving others from drowning, II, 104; shameless with keen sight, II, 101; of sharp hearing, II, 68; who has squandered property, II, 105; staying indoors, II, 64; strong, sensitive to the expedient, II, 84; superior to his enemies, II, 71; swift in motion, but moved heedlessly and thoughtlessly, II, 87; temperate, easily swayed, II, 78; who has never travelled, I, 23; unformed, I, 25; II, 83; who unites his fellows, II, 116; unstable, II, 69; vomiting, II, 110; at war, II, 35; weak, II, 33; weak, pursued by another, II, 50; weak, who is rash, II, 52; who has a yearning for the right, II, 114; yoked to a woman, II, 107

Marriage, I, 9

Masculinity, II, 9

Mating, II, 40; with foreigners, II, 111

Measurement, II, 13

Member, of a fecund man, I, 48

Misfortunes, as cause of temperance, II, 77; man confronting fearlessly, II, 72

Mob, II, 12

Month, I, 4, 66

Moon, I, 14; moonrise, I, 15

Mother, I, 11; children who hate, II, 60; man dependent on, II, 107

Motion, man passing his time in, II, 97

Mouth, I, 45; of good man, II, 4

Movement, man incapable of, II, 102

Murder, II, 24; punishment for, II, 112

Muse, II, 29

Musical old man, II, 39

Mysteries, II, 55

Night, II, 1

Nile, rising of, I, 21

Obedience, people obedient to a king, I, 62

Old, II, 27; old man dying of hunger, II, 96; musical old man, II, 39

Only begotten, I, 10

Opening, I, 26

Oracle, man who has been cured by, II, 46

Paralysis, temporary, II, 102

Parental care, II, 31

Pastorphorus, I, 41

Patron, man fleeing to and not being aided, II, 51

Pederasty, II, 95

People obedient to the king, I, 62

Permanent, II, 10

Pernicious man, II, 37

Pity, I, 11; retired king receiving none, II, 56

Pleasure, I, 32

Plots, man guarding himself against enemies, 11, 94

Plunderer, I, 67

Poverty, children abandoned because of, II, 99

Preparation, man’s, of tomb, II, 88

Prevention of suicide, II, 65

Property, man who has squandered his, II, 105

Punishment, II, 18; for murder, II, 112

Purity, I, 43

Pursuit, weak man pursued by another, II, 50

Rapacious and idle man, II, 81

Rash, weak man who is, II, 52

Recklessness, I, 51

Restoration, long-enduring, II, 57

Retirement, king living in, II, 56

Right, yearning for, II, 114

Rising, of the Nile, I, 21; of sun, I, 68

Rule, cosmic, I, 61; of fellow citizens, II, 106; king ruling part of cosmos, I, 63

Sacred scribe, I, 39

Sacrifices, I, 14

Safety, man who lives safely in a city, II, 49

Sanity, recovery of, II, 117

Scribe, I, 38; sacred scribe, I, 39

Season, I, 5

Sensitivity to expedient, II, 84

Shadows, I, 70

Shameless man of keen sight, II, 101

Sharp hearing, II, 68

Sheep, man who kills, II, 79

Shrine-bearer, I, 41

Siege, II, 28

Sight, I, 11; shameless man of keen, II, 101

Silence, I, 28

Sluggishness, II, 100

Son, I, 53; II, 2; hated heir, II, 66

Soul, I, 7; II, 1; delaying here a long time, I, 34

Speech, I, 27

Speed, man of speed moved heedlessly, etc., II, 87

Spendthrift, II, 105

Sperm, II, 2

Spiritedness, I, 17

Steadfast, II, 10

Sterile woman, II, 42

Stomach, II, 6

Straight lines, ten, II, 30

Strength, I, 18; strong man sensitive to what is expedient, II, 84

Sublime, I, 6

Suckling, woman giving suck, II, 53

Suicide, II, 65

Sun, course of, II, 3; rising, I, 68; sunstroke, man dead of, II, 41

Sunrise, I, 68; sunset, I, 69

Superiority, I, 6; to enemies, II, 71

Swarm of gnats, II, 47

Sword, point of, II, 5

Taste, I, 31

Temperance, II, 7; with courage, I, 46; produced by recent misfortunes, II, 77; temperate man easily swayed, II, 78

Ten straight lines, II, 30

Thoughtlessness, of speedy man, II, 87

Time, II, 1; long space of, II, 21

Tomb, man who has prepared his own, II, 88

Travel, man who has never travelled, I, 23; return of long-absent traveller, I, 35

Twilight, II, 1

Unanimity, II, 11

Unformed man, I, 25; II, 83

Unity, man who unites his fellows, II, 116

Unjust and ungrateful, I, 56

Unmeasurable anger, II, 38

Unstable man, II, 69

Very bad king, I, 59; very old, II, 27

Victory, I, 6

Vigilance, I, 19

Vintage, foreknowledge of abundant, II, 92

Voice, distant, I, 29

Vomiting, II, 110

War, II, 35

Wasp, II, 44

Weak man, II, 33; pursued by another, II, 50; who is rash, II, 52

Welfare, man careless of, II, 108

Widow, II, 32

Wife who hates her husband, II, 59

Wind, II, 15

Woman, who has acted like a man, II, 36; who has aborted, II, 45; betrothed, II, 14; who has borne female children, II, 43; who has conceived twice, II, 82; giving suck, II, 53; man yoked to, II, 107; sterile, II, 42

Work, II, 17, 23

Year, I, 3, 11

Yearning for the right, II, 114
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