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Abbreviated references or “ideal 
herms”: An abbreviated account 

Julia Habetzeder 

It truly is a pleasure for me to celebrate Anne-Marie and her contribution to Classical 
Archaeology. Without her encouragement I would probably not have had the courage 
to attempt an academic career. Anne-Marie has supervised two of my student essays, 
and my PhD-thesis. So it has been a strange, and somewhat frightening, experience to 
embark on my first major post-doc project without her as a constant advisor. 
Therefore, I will take this opportunity to present my current research, keeping Anne-
Marie somewhat up to date. Just as during the good old days.1 

An invitation to the study of playfully interrelated 
shapes 

My current research project is entitled “Intertextuality and Roman visual culture”.2 
Since the 1970’s, the concept of intertextuality has had a large impact on Literary 
Studies, also including studies of ancient Greek and Latin texts.3 Furthermore, the 
concept has had its part to play within many other branches of the Humanities.4 

                                                      
1 … and just as so many times before, the text here presented to Anne-Marie is still a work in progress. 
2 The project is financed by Riksbankens Jubileumsfond. The Swedish Foundation for Humanities and 
Social Sciences, P13-0122:1. 
3 Edmunds 1995; Fowler 1997; Hunter 1999; Edmunds 2001; Baraz & van den Berg 2013; Sciarrino 
2015. 
4 Allen 2011, 169–175; Isekenmeier 2013. 
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Indeed, the present study is not even the first attempt to apply intertextual theory to 
the study of ancient Greek and Roman visual culture.5 

The basic principle of intertextuality is the notion that texts (literary and non-
literary) lack independent meaning; they are intertextual. In the words of Graham 
Allen: 

The act of reading, theorists claim, plunges us into a network of textual relations. To 
interpret a text, to discover its meaning, or meanings, is to trace those relations. 
Reading thus becomes a process of moving between texts. Meaning becomes 
something which exists between a text and all the other texts to which it refers and 
relates, moving out from the independent text into a network of textual relations.6 

Within this line of reasoning, therefore, the meaning of a text is not dependent on the 
intentions of the author.7 

In my research project, I apply these basic notions of intertextuality to the study of 
Hellenistic and Roman ideal sculpture. This is done in two steps. As a first objective, I 
set out to develop a manner of describing ideal sculpture-types which does not 
emphasize their originals. It does, however, not deny the existence and importance of 
the often renowned originals and the sculptors that created them. The aim is rather to 
describe sculpture-types in a new manner, a manner that highlights different aspects 
than the established practice of copy criticism does. In this way, four sculpture-types 
are discussed in depth in the forthcoming publication: the female and satyr of the 
Invitation to the Dance (treated separately), the Pan and Daphnis Group, and the 
Ludovisi Symplegma.8 

The present paper does, however, focus on the second part of the intertextuality-
project. This part studies the ways established sculpture-types refer to other sculpture-
types or motifs. Here the focus is placed on references which are not believed to have 
been present in the original. In short, it maps the more playful modes of formalistic 
interrelations among sculpture-types and motifs. The female figure-type ascribed to 
the Invitation to the Dance is of particular interest to this study because it exemplifies 
several of the more playful ways of referring to other sculpture-types and motifs. 
Looking at the replicas of this type, four such kinds of references can be discerned. 
Each of these will be discussed at length in the forthcoming publication. Here I will 

                                                      
5 Roller 2013; Dorka Moreno 2016. 
6 Allen 2011, 1. 
7 Fowler 1997, 15. 
8 The Invitation to the Dance: http://arachne.uni-koeln.de/item/typus/123 (female) & http:// 
arachne.uni-koeln.de/item/typus/720 (satyr). The Pan and Daphnis Group: http://arachne.uni-koeln.de/ 
item/typus/393 (Pan) & http://arachne.uni-koeln.de/item/typus/389 (Daphnis). The Ludovisi 
Symplegma: http://arachne.uni-koeln.de/item/typus/762 (female) & http://arachne.uni-
koeln.de/item/typus/763 (satyr). 
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merely give examples illustrating the four kinds of references, ending with a more 
detailed presentation of the fourth category. The kinds of references are: 
 

1. Eclectic sculpture-groups which refer to two different established sculpture-
types 

 
This kind of reference is exemplified in a sculpture-group in the Vatican, which 
combines the seated female type from the Invitation to the Dance with a rendering of 
Pan which is clearly indebted to the so-called Pan and Daphnis Group.9 The sculpture 
group in the Vatican does obviously refer both to the Invitation to the Dance and to 
the Pan and Daphnis Group. 

There are, of course, further examples of eclectic sculpture-groups that refer to two 
established sculpture-types in this manner. One of the most well-known examples is 
the combination of the Ares Borghese- and the Venus Capua-types, which is known 
from several sculpture-groups. This group has played a significant part in general 
discussions of eclecticism in Roman sculpture.10 
 

2. A manner of depicting a head which repeats a general schema (i.e. not a 
sculpture-type) that refers to a specific kind of motif and is used for several 
sculpture-types 

 
Adrian Stähli has noted that the head-type of the female from the Invitation to the 
Dance corresponds almost completely to that used for the female figure depicted in 
the Ludovisi Symplegma. Only the hairdo differs between the two sculpture-types: 
while the “Invitation-female” wears her hair collected in a simple overhand knot at 
the back of her head, the “Ludovisi-female” wears hers collected in a pony-tail.11 

What these formalistically interrelated heads represent is, I will argue, a general 
schema that was used to depict females of the Dionysian sphere.12 Such a coherent 
mode of depiction facilitated the interpretation of the sculptures. It can also explain 
the existence of several sculpted female heads that are very similar to the female from 

                                                      
9 Kaschnitz-Weinberg 1936, cat. no. 180; Marquardt 1995, cat. no. V.7.2; Stähli 1999, cat. no. 13. See 
also: http://arachne.uni-koeln.de/item/gruppen/401428. 
10 Perry 2005, 122–148; Kousser 2008, 47–54. 
11 Stähli 1999, 354–358. 
12 As briefly noted by Stähli: “Der in zahlreichen Kopien weit verbreitete Kopftypus wurde offenbar als 
der Nymphen- oder Mänadenkopf schlechthin in unterschiedlichsten Zusammenhängen und Formaten 
(auch ohne den zugehörigen Statuentypus oder in Umbildungen) reproduziert, oft auch in qualitativ sehr 
schlechter Ausführung [...]. Die Repliken differieren erheblich voneinander und sind meist nur aufgrund 
ganz allgemeiner Züge, weniger durch präzise Übereinstimmungen im Haarsystem miteinander 
verbunden. Das Lockenschema der Nymphe ist so nur unter Schwierigkeiten, in den Einzelheiten wohl 
überhaupt nicht mehr wiederzugewinnen.” Stähli 1999, 357. 
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the Invitation to the Dance, but which display a different hairdo. Until now these 
heads have often, I believe falsely, been ascribed to the Invitation to the Dance.13 
 

3. A sculpture that is displayed on its own, but which refers to an established 
sculpture-group including another figure 

 
Studies regarding the Invitation to the Dance have duly noted that the two figures, 
female and satyr, have only rarely been found together.14 It therefore seems certain 
that both the female figure and the satyr were at times, perhaps even predominately, 
displayed on their own. Nevertheless, when displayed on its own, a replica of this 
female type would refer both to the group-constellation including the satyr, and to 
other renderings where the female type was displayed on its own. In a sense, an 
established sculpture-group has here been abbreviated to one of its constituent parts. 

The practice of letting a part signify a whole in this manner is well attested within 
Roman ideal sculpture. The Flaying of Marsyas-Group, also known from depictions 
in relief and other media, is the most obvious example: while the figure of Marsyas is 
known from about 60 sculptures in the round, there is but one copy of the knife-
grinder.15 
 

4. A part of an established sculpture-type (for instance a sculpted head) refers to 
the type rendered in full 

 
The fourth kind of reference is, in a sense, a variant of the third: the rendering of a 
head-type is here used to refer to a sculpture-type generally known from full-figure 
replicas. This seems to be the case for two colossal heads, female and satyr, kept in the 
Museo Archeologico di Venezia (Figs. 1 & 2). Carved with the same proportions, the 
preserved height of the female is 0.46 m, and that of the satyr – from whom a section 
of the neck is preserved – is 0.67 m.16 These two heads do not appear ever to have 
                                                      
13 See, for instance: Vatican, Museo Chiaramonti, 2117: Amelung 1903, cat. no. 331; Andreae 1995, pl. 
323; http://arachne.uni-koeln.de/item/objekt/33542. 
14 Ridgway 1990, 322; Stähli 1999, 416–419. Besides the coins from Cyzikos and Pautalia that display 
the two protagonists together (Mosch 2007, 95–104) there are, I would say, two instances where we have 
evidence that the female and satyr were displayed together during antiquity: the pair in the Museo 
Torlonia were found during the same early 19th century excavations in the area of the Villa dei Quintilii 
near Rome, even if information regarding this excavation is – to say the least – sparse (Gerhard 1830, 
75–76). The colossal scale of the two heads in the Museo Archeologico di Venezia does suggest that the 
two sculptures were created as a pair – especially as this is the only instance where the types are 
represented on a monumental scale (Figs. 1 & 2). Though there is no information regarding the 
provenance of these two heads, they both stem from the collection of Cardinal Girolamo Zulian, a 
collection assembled in 18th century Rome (Traversari 1986, cat. nos. 22 & 23). 
15 Richter 2007, 235. 
16 Traversari 1986, cat. nos. 22 & 23. 
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rendered the two figures in full.17 As far as we can tell, this appears to be an instance 
where the heads of the female and the satyr were, on their own, intended to refer to 
the full rendering of the Invitation to the Dance. 

Herms depicting head-types known from full-
figure ideal sculptures 

This kind of reference is not uncommon within Roman ideal sculpture. It is most 
commonly represented in the shape of shoulder-herms, where the head rendered can 
be ascribed to a full-figure sculpture-type.18 There are also tondi that display ideal 
heads known from full-figure sculpture-types, even if these are not as common as 
their herm-shaped equivalents.19 Ideal sculpture-types do, however, only very rarely 
appear to have been “abbreviated” to busts in this manner.20 

Both portraits herms that refer to original full-figure sculptures, and the “ideal 
herms” discussed here, do often change the figure’s pose, so that the head placed on 
the herm shaft is held upright, in a straight vertical fashion.21 This corresponds to the 
manner in which the poses of the female and satyr in Venice have been altered, in 
relation to their respective established full-figure types (Figs. 1 & 2). Furthermore, 
there are parallels for the flattened rendering of the back of the female’s head.22 Thus, 
                                                      
17 The manner in which the two colossal heads have been altered, in relation to their small-scale, full-
figure replicas, speak in favour of such an interpretation. The female head ends in a flat surface at the 
back, which could hint that the figure was never depicted in full, and that the head was intended to be 
placed against a wall. The satyr’s neck is preserved and shows that the head was held in a straight vertical 
fashion, unlike its small-scale, full-figure replicas. These hold their head bent forward, facing the ground. 
Such an alteration of the type would be expected if adapted to render only the figure’s head. Also, if the 
full figure of the satyr in Venice was depicted, the sculpture would be nearly 3 m high, an estimate given 
by the following simple calculations: measurements of the small-scale satyr in the Palazzo Corsini, a full-
figure replica of the satyr from the Invitation to the Dance (Luca 1975, 75): height of the face, chin to 
hairline = 0.16 m, height of the full figure, without plinth = 1.35 m, ratio (height of full-figure) 
1.35/(height of face) 0.16 = c. 8.44. Height of the face, chin to hairline, for the colossal satyr head in 
Venice = 0.33 m. Estimated (hypothetical) full height of the satyr in Venice: 8.44 x 0.33 = c. 2.78 m. 
Though there are full-figure ideal sculptures of such a scale (for instance the Herakles Farnese. Italy, 
Naples, Museo Archeologico Nazionale: http://arachne.uni-koeln.de/item/objekt/23288), they are rare. 
It has already been suggested that the two heads never comprised the full figures, though no motivation 
for the interpretation is given: Lippold, Arndt et al. 1920, nos. 2599–2600 & 2641–2642. 
18 Lippold 1923, 156–162. 
19 Lippold 1923, 163; Prittwitz und Gaffron 1994, 320–324. 
20 Lippold 1923, 162–163; Raeder 2000, 67–68. 
21 Lippold 1923, 161, 166; Fuchs 1992, 239–240; Stähli 1992, 162. 
22 Nielsen 2002, cat. no. 62. 
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it does seem likely that the colossal heads in Venice were originally displayed as herms 
(Figs. 1 & 2).23 

The practice of rendering only the heads of sculpture-types otherwise depicted as 
full-figures is well documented for the Roman period. Turning full-figure portraits of 
renowned Greeks into shoulder-herms is perhaps the most well-known example. 
Klaus Fittschen has suggested that this compositional type was developed in Athens 
during the last century BC. The shape as such facilitated the transportation of the 
sculptures, generally from Athens to the Italian peninsula. The use of the herm-form 
for established portrait-types was very successful, and was by the time of Augustus’ 
reign also widely used for contemporary portraits within the Roman cultural sphere.24 

As Fittschen notes, Athenian workshops set out to copy full-figure portraits of 
renowned Greeks, much in the same way they copied renowned sculptural 
masterpieces.25 Also ideal sculptures originally displaying full-figures were 
“abbreviated”, rendering only the established head-types placed on a herm pillar.26 
The fact that works by several highly appreciated Greek sculptors were represented 
also in this abbreviated form signals that these herms were partly interpreted as 
abbreviated versions of nobilia opera. Of works attributed to Polykleitos the 
Diskophoros,27 the Doryphoros,28 the Herakles,29 and the Sosikles Amazon30 are all 

                                                      
23 They do, however, not display ribbons, or locks of hair falling down over the figures’ shoulders. Such 
ribbons, or locks of hair, are often added to this kind of “ideal herm” (Figs. 4 & 5). Lippold 1923, 161.  
24 Fittschen 2008, 330–331. 
25 Fittschen 2008, 330. 
26 Lippold 1923, 156–162; Wrede 1985, 58–62. 
27 Germany, Berlin, Antikensammlung, Sk 477 (a double-herm depicting the Diskophoros twice): Conze 
& Kekulé von Stradonitz 1891, cat. no. 477; http://arachne.uni-koeln.de/item/gruppen/402447. 
Germany, Dresden, Staatliche Kunstsammlungen, Hm 96: Richter 2011, cat. no. 146 (only the head is 
preserved, but the piece is interpreted as originally belonging to a herm due to the ribbons falling down 
over the athlete’s shoulders). Great Britain, Hampshire, Broadlands, no. 13: Grassinger 1994, cat. no. 
16; http://arachne.uni-koeln.de/item/objekt/3043. Regarding the type, see http://arachne.uni-
koeln.de/item/typus/185.  
28 Italy, Naples, Museo Archeologico Nazionale, 4885: Pandermalis 1971, cat. no. 51; Wojcik 1986, cat. 
no. G 1; http://arachne.uni-koeln.de/item/objekt/13621. Regarding the type, see http://arachne.uni-
koeln.de/item/typus/191.  
29 Germany, Berlin, Antikensammlung, Sk 476 (a double-herm depicting the Herakles twice): Conze & 
Kekulé von Stradonitz 1891, cat. no 476; Hüneke 2009, cat. no. 221; http://arachne.uni-
koeln.de/item/gruppen/402448. Germany, Berlin, Antikensammlung, Sk 478 (only the head is 
preserved, but the addition of a wreath and ribbons make it very likely the sculpture was originally a 
shoulder-herm): Conze & Kekulé von Stradonitz 1891, cat. no. 478; http://arachne.uni-
koeln.de/item/objekt/2228. Italy, Naples, Museo Archeologico Nazionale, 6164: Pandermalis 1971, cat. 
no. 59; Wojcik 1986, cat. no. B 15; http://arachne.uni-koeln.de/item/objekt/13620. Italy, Naples, 
Museo Archeologico Nazionale, 5610: Pandermalis 1971, cat. no. 24; Wojcik 1986, cat. no. C 3; 
http://arachne.uni-koeln.de/item/objekt/13627. Vatican, Musei Vaticani, Museo Gregoriano Profano, 
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known from shoulder-herms. A bronze herm from the Villa dei Papiri is believed to 
refer to either the Sciarra Amazon attributed to Kresilas, or the Mattei Amazon 
attributed to Phidias.31 From Skopas’ oeuvre the Herakles Lansdowne can be noted 
(Figs. 3 & 4),32 and from that of Praxiteles the Pouring Satyr.33 

In a sense, the herm-shape may have constituted a less costly alternative to 
acquiring full-figure copies of renowned masterpieces. As already noted, the shape as 
such made the sculptures easier to transport than their full-scale equivalents.34 Also, 
for herms the heads are at times worked separately, even for unclothed figures. 
Otherwise this kind of piecing was generally only used when the depicted figure’s 
dress hid the joint between head and body.35 This is the case for one of the sculptures 

                                                                                                                                      
10067: Helbig, Speier et al. 1963, cat. no. 1083, http://arachne.uni-koeln.de/item/objekt/21467. 
Regarding the type, see http://arachne.uni-koeln.de/item/typus/263.  
30 Italy, Rome, Villa Albani, 76: Bol 1990, cat. no. 209; http://arachne.uni-koeln.de/item/objekt/27780. 
There is another head of this type which is assumed to have belonged to a herm because the back of the 
head is left flat: Denmark, Copenhagen, Ny Carlsberg Glyptotek, I.N. 543: Nielsen 2002, cat. no. 62. 
Regarding the type, see http://arachne.uni-koeln.de/item/typus/15.  
31 Italy, Naples, Museo Archeologico Nazionale, 4889: Pandermalis 1971, cat. no. 52; Wojcik 1986, cat. 
no. G 2; http://arachne.uni-koeln.de/item/objekt/13644. Regarding the types, see http://arachne.uni-
koeln.de/item/typus/14 (Sciarra Amazon) & http://arachne.uni-koeln.de/item/typus/13 (Mattei 
Amazon). 
32 Great Britain, Brocklesby Park, Yarborough Collection: Lippold 1943, cat. no. 4862; 
http://arachne.uni-koeln.de/item/objekt/3099. Great Britain, London, British Museum, 1805,0703.76 
(Fig. 4): Smith 1904, cat. no. 1731; http://arachne.uni-koeln.de/item/objekt/10712. Italy, Capena, 
Museo Archeologico Lucus Feroniae: Neudecker 1988, cat. no. 15.2; http://arachne.uni-
koeln.de/item/objekt/53749. Italy, Naples, Museo Archeologico Nazionale, 5594: Pandermalis 1971, 
cat. no. 25; Wojcik 1986, cat. no. C 4; http://arachne.uni-koeln.de/item/objekt/13542. Italy, Rome, 
Museo Capitolino, 934: Stuart Jones 1926, cat. no. 28; Helbig, Speier et al. 1966, cat. no. 1731; 
http://arachne.uni-koeln.de/item/objekt/26405. Vatican, Musei Vaticani, Galleria degli Carte 
Geografiche, 2842: Helbig, Speier et al. 1963, cat. no. 581; Raeder 1985, cat. no. I.130; 
http://arachne.uni-koeln.de/item/objekt/20449. Vatican, Musei Vaticani, Museo Gregoriano Profano, 
10118: Helbig, Speier et al. 1963, cat. no. 1081; http://arachne.uni-koeln.de/item/objekt/21464. 
Regarding the type, see http://arachne.uni-koeln.de/item/typus/269.  
33 Vatican, Musei Vaticani, Galleria delle Carte Geografiche, 2868: Lippold 1956, 474–475, cat. no. 40; 
http://arachne.uni-koeln.de/item/objekt/20460. A head in the Museo Chiaramonti is believed to have 
belonged to a shoulder-herm due to the satyr’s frontal stance and the ribbons that once fell down over his 
shoulders: Vatican, Musei Vaticani, Galleria Chiaramonti: Amelung 1903, cat. no. 367; 
http://arachne.uni-koeln.de/item/objekt/33424. The same type may also be represented in the shape of a 
shoulder-herm in the following, poorly published, sculpture: Italy, Rome, Museo Torlonia, 260: 
Gasparri 1980, 186, no. 260; http://arachne.uni-koeln.de/item/objekt/27032. Regarding the type, see 
http://arachne.uni-koeln.de/item/typus/421.  
34 Lippold 1923, 160–161; Fittschen 2008, 330. 
35 http://arachne.uni-koeln.de/item/objekt/2228.  
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mentioned above.36 Thus, these “ideal herms” could be interpreted as abbreviated, and 
less expensive, versions of nobilia opera. 

But not only the allure of nobilia opera motivated the production of “ideal herms”. 
The sculptural shape as such was, naturally, inextricably intertwined with the god 
Hermes himself. Hermes’ connection to rhetoric, science and sports made him the 
patron deity of the gymnasia and palaestrae already in Early Classical Athens. The god 
was, already at that time, often depicted in the shape of a shoulder-herm in such 
training facilities.37 Hence, the sculptural form as such was tied to the gymnasion and 
the palaestra. From the Hellenistic period and on, herms depicting Herakles were also 
common in this context, where Hermes symbolized the education of the mind, and 
Herakles that of the body.38 

Turning to the Roman context, we know from Cicero’s letters to Atticus that 
Cicero was, in 67 BC, eagerly awaiting his Herakles-herms, which he wanted to place 
in the gymnasion and palaestra of his villa in Tusculum. He specifically stresses that 
Herakles-herms were particularly well suited for such locations.39 We do not know 
whether Cicero’s Herakles-herms referred to established full-figure sculpture-types, 
but it should be noted that shoulder-herms displaying heads from well-known 
sculpture-types representing Herakles are quite frequent in the material record. The 
head-type of the Herakles Lansdowne, already mentioned above, is known from no 
less than seven shoulder-herms (Figs. 3 & 4).40 Also Polykleitos’ Herakles is known 
from five shoulder-herms.41  

Further underlining the connection to the palaestra, there are several shoulder-
herms rendering head-types of renowned sculpture-types representing athletes. 
Polykleitos’ Diskophoros is known from three shoulder-herms,42 and his Doryphoros 
                                                      
36 Germany, Berlin, Antikensammlung, Sk 478 (Polykleitos’ Herakles, depicted with a wreath, and with 
ribbons that fell down over the figure’s shoulders): Conze & Kekulé von Stradonitz 1891, cat. no. 478; 
http://arachne.uni-koeln.de/item/objekt/2228. If accepted as a general fact, many more sculptures 
should be interpreted as originally belonging to shoulder-herms, for instance the following replica of 
Polykleitos’ Diskophoros: Denmark, Copenhagen, Ny Carlsberg Glyptotek, 1468: Nielsen 2002, cat. 
no. 103; http://arachne.uni-koeln.de/item/objekt/9037.  
37 Wrede 1985, 34–35. 
38 Wrede 1985, 35. 
39 Cic. Att. 1.10.3: “Signa nostra et Hermeraclas, ut scribis, cum commodissime poteris, velim imponas, 
et si quid aliud οἰκεῖον eius loci quem non ignoras reperies, et maxime quae tibi palaestrae gymnasique 
videbuntur esse. etenim ibi sedens haec ad te scribebam, ut me locus ipse admoneret.” (Yes, I should be 
grateful if you would ship when you most conveniently can my statues and Heracles herms and anything 
else you may discover that would be convenable you know where, especially things you think suitable to 
a palaestra and lecture hall. In fact I am sitting there now as I write, so that the place itself is a reminder. 
Transl. Shackleton Bailey 1999, 40–41.) 
40 See above, note 32, and Lippold 1923, 158. 
41 See above, note 29. 
42 See above, note 27. 
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from the well-known bronze herm from the Villa dei Papiri.43 Then there is the hip-
herm representing a discobolos in the Ludovisi collection.44 Also the occurrence of 
herms repeating the head-type of the Hermes Richelieu – a type believed originally to 
have represented a hero – should probably be interpreted as an athletic type deemed 
suitable for the palaestra.45 

It does therefore seem clear that the herm-shape’s connection to the palaestra held a 
special appeal among the Late Republican and Early Imperial elite. And it also seems 
safe to assume that the combination of herm-shape and a suitable established 
sculpture-type (i.e. one depicting Herakles or athletes) would have been appreciated 
because such a combination entails multiple references – to the palaestra and to a 
masterpiece – that were discernible for the connoisseur of Greek culture and art. 

Returning to Cicero, he also expresses his delight at a herm depicting Athena for 
his palaestra in Tusculum, partly because of the herm-form and its general connection 
to palaestrae, but also because he, as a learned man, personally relates to 
Athena/Minerva.46 Again, we cannot know whether the sculpture he speaks of repeats 
a head-type known from full-figure replicas. But there is a head-type representing 
Athena, which is known from three shoulder-herms and two heads (Fig. 5).47 It is 

                                                      
43 See above, note 28. 
44 Italy, Rome, Museo Nazionale Romano, 8689: Helbig, Speier et al. 1969, cat. no. 2325; 
http://arachne.uni-koeln.de/item/objekt/16760. Regarding the type, see http://arachne.uni-
koeln.de/item/typus/184.  
45 Italy, Rome, Villa Albani, 57: Bol 1990, cat. no. 204; http://arachne.uni-koeln.de/item/objekt/27688. 
Two busts repeating this type are also believed originally to have belonged to herms: Raeder 2000, 67–
68. The two busts are: Great Britain, Petworth, North Gallery, 141: Raeder 2000, cat. no. 12; 
http://arachne.uni-koeln.de/item/objekt/25170. Italy, Rome, Museo Barracco, 160: Helbig, Speier et al. 
1966, cat. no. 1899; http://arachne.uni-koeln.de/item/objekt/15601. Regarding the type, see 
http://arachne.uni-koeln.de/item/typus/287.  
46 Cic. Att. 1.4.3: “Quod ad me de Hermathena scribis per mihi gratum est. est ornamentum Academiae 
proprium meae, quod et Hermes commune est omnium et Minerva singulare est insigne eius gymnasi.” 
(I am very grateful for what you say about the Hermathena. It’s an appropriate ornament for my 
Academy, since Hermes is the common emblem of all such places and Minerva special to that one. 
Transl. Shackleton Bailey 1999, 46–49.) 
47 Germany, Munich, Glyptothek, Gl. 521 (only the head preserved, but it is assumed to have belonged 
to a shoulder-herm): Fuchs 1992, cat. no. 35; http://arachne.uni-koeln.de/item/objekt/12780. Great 
Britain, Petworth, North Gallery, no. 74 (only the head preserved, but it is assumed to have belonged to 
a shoulder-herm): Raeder 2000, cat. no. 31; http://arachne.uni-koeln.de/item/objekt/25220. Italy, 
Naples, Museo Archeologico Nazionale, 6322 (Fig. 5): Ruesch 1908, cat. no. 116; Pandermalis 1971, 
cat. no. 5; Wojcik 1986, cat. no. B 11; Pozzi, Cantilena et al. 1989, cat. no. 140; http://arachne.uni-
koeln.de/item/objekt/13638. Italy, Naples, Museo Archeologico Nazionale, 6282: Ruesch 1908, cat. no. 
117; http://arachne.uni-koeln.de/item/objekt/215052. Italy, Rome, Musei Kapitolini, Stanza dei 
Filosofi, 567: Arndt, Amelung 1895, no. 433–434; http://arachne.uni-koeln.de/item/objekt/16284.  
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generally assumed that this head-type stems from an established full-figure type, even 
though no full-figure replica is known.48 

Herm galleries depicting deities are attested from the 2nd century BC and on.49 
We have already come across the Ludovisi Discobolos, which belongs to the 
spectacular group of six hip-herms that must have constituted such a gallery (the 
Discobolos being the only athlete depicted together with deities and mythological 
figures).50 Of these, only the Discobolos is known to refer to an established full-figure 
type.51 But there are several shoulder-herms that portray various deities as known 
from full-figure types, such as the Omphalos Apollo,52 and the Apollo Ostia-Leptis 
Magna.53 

There is also a head-type interpreted as Eros, which is known from three double-
herms, but not from full-figure replicas.54 In one instance, this Eros is combined with 
the head-type of the so-called Aphrodite Olympias. This Aphrodite-type is also 
known from a second shoulder-herm.55 There is another female head-type tentatively 
interpreted as Aphrodite, or perhaps Artemis, which is known from two herms and 
three heads, but not from full-figure replicas.56 

Turning again to sculpture-types known from both full-figure sculptures and 
shoulder-herms, there is a shoulder-herm in London which displays the head-type of 

                                                      
48 Fuchs 1992, 240–241; Raeder 2000, 111–112. 
49 Wrede 1985, 78. 
50 Helbig, Speier et al. 1969, 244 & cat. nos. 2325, 2327, 2329, 2331, 2333 & 2335. 
51 İnan 1975, cat no. 1. 
52 Germany, Berlin, Antikensammlung, Sk 542: Conze & Kekulé von Stradonitz 1891, cat. no. 542; 
Hüneke 2009, cat. no. 76; http://arachne.uni-koeln.de/item/objekt/105725. Vatican, Musei Vaticani, 
Galleria delle Carte Geografiche: Lippold 1956, 478, cat. no. 45; http://arachne.uni-
koeln.de/item/objekt/20447. Regarding the type, see http://arachne.uni-koeln.de/item/typus/68. 
53 Italy, Rome, Museo Barracco: Helbig, Speier et al. 1966, cat. no. 1896; http://arachne.uni-
koeln.de/item/gruppen/400108. Regarding the type, see http://arachne.uni-koeln.de/item/typus/70. 
54 Italy, Rimini, Museo Civico (a double-herm depicting the head-type discussed once): Arndt, Amelung 
1913, nos. 1961–1962; http://arachne.uni-koeln.de/item/gruppen/402354. Italy, Rome, Villa Doria 
Pamphilj, Casino Belrespiro (a double-herm depicting the discussed head-type twice): Calza, Bonanno et 
al. 1977, cat. no. 14; http://arachne.uni-koeln.de/item/gruppen/407163. Spain, Madrid, Museo 
Nacional del Prado, 26-E (a double-herm depicting the discussed head-type once): http://arachne.uni-
koeln.de/item/gruppen/402174.  
55 Italy, Naples, Museo Archeologico Nazionale, 6369: Pozzi, Cantilena et al. 1989, cat. no. 224; 
http://arachne.uni-koeln.de/item/objekt/13634. Spain, Madrid, Museo Nacional del Prado, 26-E 
(combined with the head of Eros): http://arachne.uni-koeln.de/item/gruppen/402174. 
56 Denmark, Copenhagen, Ny Carlsberg Glyptotek, I.N. 1929: Nielsen 2005, cat. no. 218; 
http://arachne.uni-koeln.de/item/objekt/9134. Libya, El-Beida, Archaeological Museum: 
http://arachne.uni-koeln.de/item/objekt/19082. For a list of replicas, see Landwehr 1985, 114, n. 572.  
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the Peplophore Candia. The type probably depicts a female deity.57 Also the head-
type of the Hygieia Hope is repeated in a double-herm.58 Not a deity, but an 
“Opferdiener”, the so-called Monosandalos is known from both a full-figure replica 
and a shoulder-herm.59 

I would suggest that there was an appeal in using established full-figure sculpture-
types for shoulder-herms representing deities and mythological beings, because such 
“ideal herms” allowed for several modes of interpretation. As already mentioned for 
herms representing motifs deemed suitable for palaestrae, there was – as always in the 
Late Republican and Early Imperial context – the allure of the nobilia opera. But 
turning to a well-known full-figure sculpture-type was also a means of facilitating the 
interpretation of the motif in this abbreviated form. 

Also sculpture-types representing figures from the Dionysian sphere are represented 
in this kind of abbreviated form. As for Dionysos himself, the Dionysos Sardanapal is 
known from two, perhaps three, shoulder-herms.60 There are also three shoulder-
herms depicting Dionysos Tauros, but this sculpture-type is not known from full-
figure replicas.61 As noted above, Praxiteles’ Pouring Satyr is known from at least two, 
perhaps three, shoulder-herms.62 Furthermore, there is a colossal satyr-type known 

                                                      
57 Great Britain, London, British Museum, 1793: Smith 1904, cat. no. 1793; http://arachne.uni-
koeln.de/item/objekt/10753. Regarding the type, see http://arachne.uni-koeln.de/item/typus/143.  
58 Italy, Rome, Villa Albani, 71: Bol 1990, cat. no. 201; http://arachne.uni-
koeln.de/item/gruppen/402185. Regarding the type, see http://arachne.uni-koeln.de/item/typus/295.  
59 Italy, Rome, Museo Nazionale Romano delle Terme, 65194: http://arachne.uni-
koeln.de/item/objekt/17052. Regarding the type, see http://arachne.uni-koeln.de/item/typus/347 & 
http://arachne.uni-koeln.de/item/objekt/16473.  
60 Italy, Naples, Museo Archeologico Nazionale, 6306: Pozzi, Cantilena et al. 1989, cat. no. 1.127; 
http://arachne.uni-koeln.de/item/objekt/13472. Italy, Palermo, Museo Archeologico Regionale "Antonio 
Salinas": Arndt, Amelung 1895, no. 557; http://arachne.uni-koeln.de/item/objekt/14437. Spain, 
Madrid, Museo Nacional del Prado, 55-E: Arndt, Amelung 1912, 1656–1657; http://arachne.uni-
koeln.de/item/objekt/11669. The last mentioned sculpture is not well preserved and it is unclear whether 
it can be identified as a shoulder-herm. Regarding the type, see http://arachne.uni-
koeln.de/item/typus/177.  
61 Italy, Rome, Villa Albani, 119: Bol 1990, cat. no. 248; http://arachne.uni-
koeln.de/item/objekt/27675. Vatican, Musei Vaticani, Galleria delle Carte Geografiche, 2841: Helbig, 
Speier et al. 1963, cat. no. 580; http://arachne.uni-koeln.de/item/objekt/20448. Vatican, Musei 
Vaticani, Museo Gregoriano Profano, 10121: Helbig, Speier et al. 1963, cat. no. 1078; Vorster 1993, 
cat. no. 24; http://arachne.uni-koeln.de/item/objekt/21466. Regarding the type, see: http://arachne.uni-
koeln.de/item/typus/578. There are further replicas that only preserve the head of the sculpture – several 
of these were, most likely, originally shoulder-herms. Lists of replicas are included in the catalogue entries 
by Bol and Vorster, mentioned above.  
62 See above, note 33. 
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from one shoulder-herm and two heads (probably originally herms). But again, even 
though repeated, this sculpture-type is not known from full-figure replicas.63 

Collections of small-scale herms with generic Dionysian motifs are known from 
Pompeian peristyle gardens.64 Perhaps their larger counterparts, repeating established 
sculpture-types, were once intended for display in the peristyles and gardens of 
grander Roman villas. 

But the colossal scale of the two heads in Venice is remarkable (Figs. 1 & 2).65 If 
they were originally displayed as shoulder-herms, these must have been significantly 
larger than the well-known colossal herms depicting “Tragedy” and “Comedy” from 
the Villa Adriana, both about 70 cm high.66 The colossal satyr herm mentioned above 
is “only” about 50 cm high.67 As far as size is concerned, our female and satyr would, 
rather, have had a closer parallel in the 90 cm high herm of an ocean deity from 
Pozzuoli.68 With this in mind, one should perhaps rather suggest that the female and 
satyr now in Venice originally embellished a grand public building or garden in 
Rome. 

The pair is also – so far as I know – unique in the sense that this is the only time 
the heads of two full-figure ideal sculptures belonging to a sculpture-group are 
depicted together in this abbreviated manner. 

“Ideal tondi” 

Within the discussion of this kind of abbreviated references one should also take into 
consideration tondi, as these do at times depict head-types known from full-figure 
ideal sculptures.69 Due to their truly colossal scale, and their straight vertical stance, it 
does, however, not seem likely that the heads in Venice stem from tondi (Figs. 1 & 2). 
But the tondi are still just as relevant to the larger intertextuality project because there 

                                                      
63 Denmark, Copenhagen, Ny Carlsberg Glyptotek, I.N. 1827: Poulsen 1951, cat. no. 285; Nielsen 
2005, cat. no. 222. The two heads are: Austria, Vienna, Kunsthistorisches Museum, I 701: 
http://arachne.uni-koeln.de/item/objekt/22778. Vatican, Musei Vaticani, Museo Pio Clementino, 779: 
Helbig, Speier et al. 1963; http://arachne.uni-koeln.de/item/objekt/19757.  
64 Dwyer 1982, 117–118; Wrede 1985, 79. 
65 See above, note 17. 
66 Vatican, Musei Vaticani, Museo Pio Clementino, Sala delle Muse, 285 (“Tragedy”) & 262 
(“Comedy”): Helbig, Speier et al. 1963, cat. no. 53; Raeder 1985, cat. nos. I 110, I 111; 
http://arachne.uni-koeln.de/item/objekt/20982 & http://arachne.uni-koeln.de/item/objekt/130008. 
67 See above, note 63. 
68 Vatican, Musei Vaticani, Museo Pio Clementino, Sala Rotonda, 248: Helbig, Speier et al. 1963, cat. 
no. 41; http://arachne.uni-koeln.de/item/objekt/21091. 
69 Prittwitz und Gaffron 1994, 320–324. 
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is a tondo from the Mahdia ship-wreck which is believed to depict the satyr from the 
Invitation to the Dance.70 But that is a different story, which I hope to present to 
Anne-Marie at another time. 

Bibliography 

Allen, G. 2011. Intertextuality, London. 
Amelung, W. 1903. Braccio Nuovo. Galleria Lapidaria. Museo Chiaramonti. Giardino della 

Pigna (Die Sculpturen des vaticanischen Museums, 1.1), Berlin.  
Andreae, B. 1995. Museo Chiaramonti, 3 (Bildkatalog der Skulpturen des vatikanischen 

Museums, 1), Berlin.  
Arndt, P. & W. Amelung, eds. 1895. EA. Serie 2 (nos. 279–578), Munich.  
Arndt, P. & W. Amelung, eds. 1912. EA. Serie 6 (nos. 1501–1800), Munich.  
Arndt, P. & W. Amelung, eds. 1913. EA. Serie 7 (nos. 1801–2100), Munich.  
Baraz, Y. & C. van den Berg 2013. ‘Intertextuality. Introduction’, AJP 134, 1–8.  
Bol, P.C., ed. 1990. Bildwerke in den Portiken, dem Vestibül und der Kapelle des Casino 

(Forschungen zur Villa Albani. Katalog der antiken Bildwerke, 2), Berlin.  
Calza, R., M. Bonanno, et al. eds. 1977. Antichità di Villa Doria Pamphilj, Rome.  
Conze, A. & R. Kekulé von Stradonitz 1891. Königliche Museen zu Berlin. Beschreibung der 

antiken Skulpturen mit Ausschluss der Pergamenischen Fundstücke, Berlin.  
Dorka Moreno, M. 2016. Studien zu den Ähnlichkeitsrelationen zwischen Götter- und 

Heroenbildern und Bildnissen Alexanders des Großen im Hellenismus und der römischen 
Kaiserzeit, Ph.D.-thesis, Albert-Ludwigs-Universität, Freiburg.  

Dwyer, E.J. 1982. Pompeian domestic sculpture. A study of five Pompeian houses and their 
contents (Archaeologica, 28), Rome.  

Edmunds, L. 1995. ‘Intertextuality today’, Lexis. Poetica, retorica e comunicazione nella 
tradizione classica 13, 3–22. 

Edmunds, L. 2001. Intertextuality and the reading of Roman poetry, Baltimore, Maryland. 
Fittschen, K. 2008. ‘Über den Beitrag der Bildhauer in Athen zur Kunstproduktion im 

Römischen Reich’, in Athens during the Roman period. Recent discoveries, new evidence, 
ed. S. Vlizos, Athens, 325–336.  

Fowler, D. 1997. ‘On the shoulders of giants. Intertextuality and Classical Studies’, Materiali e 
discussioni per l’analisi dei testi classici 39, 13–34.  

Fuchs, M. 1992. Römische Idealplastik (Glyptothek München. Katalog der Skulpturen, 6), 
Munich.  

Gasparri, C. 1980. Materiali per servire allo studio del Museo Torlonia di scultura antica 
(MemLinc, 8.24.2), Rome.  

Gerhard, E. 1830. ‘Scavi Romani’, BdI, 75–77.  

                                                      
70 Prittwitz und Gaffron 1994, 321–323. 



98 

Grassinger, D. 1994. Antike Marmorskulpturen auf Schloß Broadlands (Hampshire) 
(Monumenta Artis Romanae, 21), Mainz am Rhein.  

Helbig, W., H. Speier, et al., eds. 1963. Die Päpstlichen Sammlungen im Vatikan und Lateran 
(Führer durch die öffentlichen Sammlungen klassischer Altertümer in Rom, 1), 
Tübingen.  

Helbig, W., H. Speier, et al., eds. 1966. Die Städtischen Sammlungen. Kapitolinische Museen 
und Museo Barracco. Die Staatlichen Sammlungen. Ara Pacis. Galleria Borghese. Galleria 
Spada. Museo Pigorini. Antiquarien auf Forum und Palatin (Führer durch die 
öffentlichen Sammlungen klassischer Altertümer in Rom, 2), Tübingen. 

Helbig, W., H. Speier, et al., eds. 1969. Die Staatlichen Sammlungen. Museo nazionale romano 
(Thermenmuseum). Museo nazionale di Villa Giulia (Führer durch die öffentlichen 
Sammlungen klassischer Altertümer in Rom, 3), Tübingen. 

Hüneke, S., ed. 2009. Antiken I. Kurfürstliche und königliche Erwerbungen für die Schlösser und 
Gärten Brandenburg-Preussens vom 17. bis zum 19. Jahrhundert, Berlin.  

Hunter, R. 1999. ‘Review of T.K. Hubbard, The pipes of Pan, Ann Arbor 1998’, BMCR 
1999.09.09.  

İnan, J. 1975. Roman sculpture in Side (Research in the region of Antalya, 8), Ankara.  
Isekenmeier, G. 2013. Interpiktorialität. Theorie und Geschichte der Bild-Bild-Bezüge (Image, 

42), Bielefeld.  
Kaschnitz-Weinberg, G. 1936. Sculture del Magazzino del Museo Vaticano (Monumenti 

Vaticani di Archeologia e d’Arte, 4), Vatican.  
Kousser, R.M. 2008. Hellenistic and Roman ideal sculpture. The allure of the Classical, 

Cambridge.  
Landwehr, C. 1985. Die antiken Gipsabgüsse aus Baiae. Griechische Bronzestatuen in Abgüssen 

römischer Zeit (AF, 14), Berlin. 
Lippold, G., P. Arndt, et al. eds. 1920. EA. Serie 9 (nos. 2401–2700), Munich.  
Lippold, G. 1923. Kopien und Umbildungen griechischer Statuen, Munich.  
Lippold, G. ed. 1943. EA. Serie 17A (nos. 4801–4950), Munich.  
Lippold, G. 1956. Ingresso. Ambulacro. Ingresso Superiore. Atrio dei Quattro Cancelli. Scala. 

Sala della Biga. Galleria dei Candelabri. Galleria Geografica. Nachträge (Die Skulpturen 
des vaticanischen Museums, 3.2), Berlin.  

Luca, G.d. 1975. ‘Der Satyr im Palazzo Corsini/Rom. Eine Replik der Gruppe “Aufforderung 
zum Tanz”’, AntP 15, 73–81.  

Marquardt, N. 1995. Pan in der hellenistischen und kaiserzeitlichen Plastik (Antiquitas. Reihe 3. 
Abhandlungen zur Vor- und Frühgeschichte, zur klassischen und provinzialrömischen 
Archäologie und zur Geschichte des Altertums, 33), Bonn.  

Mosch, H.v. 2007. ‘Eine “Aufforderung zum Tanz” in Kyzikos und Pautalia. Der Beitrag der 
Münzen zum Verständnis eines hellenistischen Meisterwerks’, JNG 53, 91–125.  

Neudecker, R. 1988. Die Skulpturenausstattung römischer Villen in Italien (Beiträge zur 
Erschlieβung hellenistischer und kaiserzeitlicher Skulptur und Architektur, 9), Mainz 
am Rhein.  

Nielsen, A.M. ed. 2002. Ny Carlsberg Glyptotek. Imperial Rome 2, Copenhagen.  
Nielsen, A.M. ed. 2005. Ny Carlsberg Glyptotek. Imperial Rome 3, Copenhagen.  



99 

Pandermalis, D. 1971. ‘Zum Programm der Statuenausstattung in der Villa dei Papiri’, AM 
86, 173–209.  

Perry, E.E. 2005. The aesthetics of emulation in the visual arts of ancient Rome, Cambridge.  
Poulsen, F. ed. 1951. Catalogue of ancient sculpture in the Ny Carlsberg Glyptotek, Copenhagen.  
Pozzi, E., R. Cantilena, et al. 1989. La scultura greco-romana, le sculture antiche della collezione 

Farnese, le collezioni monetali, le oreficerie, la collezione glittica (Le collezioni del Museo 
Nazionale di Napoli, 1.2), Rome.  

Prittwitz und Gaffron, H.-H.v. 1994. ‘Die Marmortondi’, in Das Wrack. Der antike 
Schiffsfund von Mahdia 1, eds. G. Hellenkemper Salies, H.-H.v. Prittwitz und Gaffron 
& G. Bauchhenß, Cologne, 303–328.  

Raeder, J. 1985. Die statuarische Ausstattung der Villa Hadriana bei Tivoli (Europäische 
Hochschulschriften. Reihe 38. Archäologie, 4), Frankfurt am Main.  

Raeder, J. 2000. Die antiken Skulpturen in Petworth House (West Sussex) (Monumenta Artis 
Romanae, 28), Mainz am Rhein.  

Richter, H. ed. 2007. Hellenistische Plastik (Die Geschichte der antiken Bildhauerkunst, 3), 
Mainz am Rhein.  

Richter, H. ed. 2011. Idealskulptur der römischen Kaiserzeit 2 (Staatliche Kunstsammlungen 
Dresden. Skulpturensammlung. Katalog der antiken Bildwerke, 2), Munich.  

Ridgway, B.S. 1990. The Styles of 331–200 B.C. (Hellenistic Sculpture, 1), Madison, 
Wisconsin.  

Roller, M.B. 2013. ‘On the intersignification of monuments in Augustan Rome’, AJP 134, 
119–131. 

Ruesch, A. 1908. Guida illustrata del Museo Nazionale di Napoli, Naples.  
Sciarrino, E. 2015. ‘Hyperreality, intertextuality, and the study of Latin poetry’, Arethusa 48, 

369–390. 
Shackleton Bailey, D.R. 1999. Cicero. Letters to Atticus, 1 (The Loeb Classical Library, 7), 

Cambridge, Massachusetts.  
Smith, A.H. 1904. A catalogue of sculptures in the Department of Greek and Roman Antiquities. 

British Museum 3, London.  
Stähli, A. 1992. ‘Ornamentum academiae. Kopien griechischer Bildnisse in Hermenform’, in 

Ancient Portraiture. Image and message, ed. T. Fischer-Hansen, Copenhagen, 147–172. 
Stähli, A. 1999. Die Verweigerung der Lüste. Erotische Gruppen in der antiken Plastik, Berlin.  
Stuart Jones, H. ed. 1926. The sculptures of the Palazzo dei Conservatori, Rome.  
Traversari, G. 1986. La statuaria ellenistica del Museo Archeologico di Venezia, Rome.  
Vorster, C. 1993. Museo Gregoriano Profano ex Lateranense. Katalog der Skulpturen, 2.1 

(Monumenta Artis Romanae, 22), Mainz am Rhein.  
Wojcik, M.R. 1986. La Villa dei Papiri ad Ercolano (Ministero per i beni culturali ed 

ambientali. Soprintendenza archeologica di Pompei. Monografie, 1), Rome.  
Wrede, H. 1985. Die antike Herme (Trierer Beiträge zur Altertumskunde, 1), Mainz am 

Rhein.  



100 

 

Fig. 1. The colossal head of a female in the Museo Archeologico Nazionale di Venezia, inv. 63. 
Photograph by Mongolo 1984 (CC BY-SA 3.0). 
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Fig. 2. The colossal head of a satyr in the Museo Archeologico Nazionale di Venezia, inv. 39. 
Photograph by Mongolo 1984 (CC BY-SA 3.0). 
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Fig. 3. The full-figure sculpture of the Lansdowne Herakles in the J. Paul Getty Museum, inv. 
70.AA.109. Gift of J. Paul Getty. Digital image courtesy of the Getty’s Open Content Program. 
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Fig. 4. Shoulder-herm of the Herakles Lansdowne in the British Museum, inv. 1805,0703.76.  
© Trustees of the British Museum (CC BY-NC-SA 4.0). 
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Fig. 5. Shoulder-herm representing Athena. From the Villa dei Papiri. The herm is now in the Museo 
Archeologico Nazionale di Napoli, inv. 6322. Photograph by Miguel Hermoso Cuesta (CC BY-SA 3.0). 
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