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ABSTRACT

Nurer ous copi es of both the Medici and Capitoline
Aphrodite were produced i n the Roman peri od. Judgi ng only
fromthe nunber of copies, it is generally accepted that the
Capitoline was t he nost popul ar type fol |l owed by the Knidi a
and finally the Medici. First an exam nati on of the copi es,
variants and quotati ons of each type is given to provide
sone background on the Medi ci and Capitoline.

Next is a discussion of the dating of the pieces which
has typically ranged fromthe fourth to the first centuries
BC. An overview of a second century trend is presented to
pl ace both pieces in the second century, followed by a
conparison of the Medici to the Tel ephos Frieze on the G eat
Al tar of Perganon and ot her known second century pieces such
as the work of Dampbphon. This theory points to a second
century date for the Medici and contradicts the recent
schol arshi p of Christine Havel ock who woul d assi gn t he
pi eces to the first century and Julie Sal at hé who woul d
pl ace the pi eces nore broadly in the fourth to second
centuries.

Lastly, a discussion of the statue types found on Roman
coins will shed I'ight on where the original Medici type
st ood. These coins were i ssued at Ni kopolis ad Istrumin
Lower Moesia, Deultumin Thrace, Amasia in Galatia, Saitta
and Phi | adel phia in Lydia and Megal opolis in the

Pel oponesse.

Xiii



CHAPTER ONE
NUDI TY AND THE KNI DI A

Bef ore an exam nati on of the Medici Aphrodite or the
Capi tol i ne Aphrodite can commence, it is crucial to understand
what preceded it, both historically and artistically. Since it
is an accepted fact that the Aphrodite of Knidos by Praxiteles
was the inspiration for both the Medici and Capitoline
Aphrodite, that woul d be the | ogi cal starting point. In
addi tion, nost schol ars have no probl emaccepting Pliny’'s stated
floruit of 364-361 (HN 35.49-52) for Praxitel es as a date for
the Knidia, sothe fourth century would be the rational placeto
start.?

G eece of the fourth century continued to be pl agued by
war f are, al t hough what t he nodern worl d cal | s t he Pel oponnesi an
War officially ended in 404. By 386 The King’' s Peace, as the
treaty was call ed, neant that the | oni an col oni es were under
Persi an control once agai n. The At heni an artist, Kephi sodot os,
created Eirene and Pl out os sonetine after 374. Wile
Kephi sodot os’ pi ece was nore i n keeping with the traditional
pepl ophorus of the fifth century, other artists continued the

expl oration of wet drapery, prevalent inthe late fifth century.



Exanpl es of this wet drapery can be seen in the akroteria
and pedi nent scul pture fromthe Tenpl e of Askl epios at
Epi daurus, ca. 370. There are also simlar figures from
At hens. 2
In the md-fourth century, the Athenian naval
al liance was di ssol ved, shattering any hope At hens had of
reviving her fifth century maritinme enpire. Then Athens,
allied with Thebes, was defeated by Phillip Il of Macedon
in 338. When Philip died two years later, his son
Al exander assuned the throne and set out to conquer the
Persians. The artist Al exander chose to do his official
portraits was Lysi ppos, who produced at |east five. This
brings us past the tine of the Knidian Aphrodite.?
Because Greek art is so well known through Roman
copi es and al so because the Greek and Roman worl ds
intermngle in the Hellenistic period, a know edge of
Roman history will also be helpful in this exam nation.
Rome spent nost of the fifth century fighting the
Et ruscans, who had ruled during the seventh and sixth
centuries. In the fourth century, Rone was defeated and
sacked by the Gauls, but by the beginning of the third
century Ronme had secured the | and surrounding the city of
Rome and controlled nmost of Italy. They al so dissol ved

2



the Latin League at this tinme. Contact with G eece
increased so that early in the third century, the worship
of Askl epius was introduced. However, by the second
century, under the | eadership of conservative | eaders
such as Cato, Rome was reacting against the Hell enization
of its populace. Bacchic Rites were suppressed early in

t he second century and, by 150, Greek phil osophers were
expell ed from Rome not once but twice. Amdst all this
war, the Romans failed to produce the nonunmental works of
art that Greece had under simlar circunstances. It may
be that none of the work survives (as nmuch of Rome was
destroyed when the Gauls sacked the city in 390)

al t hough, unlike the G eeks, the Romans did not have a

|l ong history as either artists or, at this point,

connoi sseurs of art.*

By the second century, the Roman Republic had noved
beyond the Italian peninsula and was conquering different
areas of the Mediterranean, carrying away |ocal art work
as spoils of war. It was during this period that Rome
acquired its love of Greek art. Art that is typically
cal l ed Republican art or even Etruscan art was produced,
not in the early Republic, but as late as the third to
first centuries. An Etruscan piece |ike the Mars of Todi

3



is usually dated to the fourth century while the
Capitoline Brutus is dated fromthe fourth to the first
centuries.® Although Ronme had contact with Western G eek
colonies (in addition to Etrucans and ot her native people
inltaly) since its early kings (Syracuse was founded 20
years after the traditional date of Rome’s founding), it
was during the Hellenistic creative period that whatever
m ght be called a “Roman style” finally coal esced. Ronme
al so shared Greece’s preoccupation, however overly
romantic, with the glorious past of G eece.

Havi ng a general idea of what was taking place in
the Greek and Roman world in the fourth and fifth
centuries, this discussion can now turn to nore specific
consi deration of what would have led up to the Knidian
Aphrodite. The piece is often referred to as the first
monunent al nude of a female O ynpian deity, but the full
inplication of that is rarely understood. Wile the nude
mal e was the preferred alternative to deities in the
fifth century the femal e nude never conpletely
di sappeared from Greek art. While nore typically linmted
to erotic scenes in classical vase painting there are
al so sone femal e nudes found in scul pture. Fenal e nudes
had their beginning in the archaic period with pieces

4



l'i ke the ones that Blinkenberg recognized as the earliest
versions of the Knidia motif (Fig. 1.01 and 1.02). In
actuality, the figures are in the pose of the Medici and
Capitoline.s®

Anot her rel evant nude female fromthe Archaic period
is the Canicella Goddess from Orvieto. Although found on

Italian soil, the piece was nost |ikely made by a G eek

Figure 1.01 Fi gure 1.02
Archai ¢ bronze fi g- Archai c bronze figure in pudi ca pose,
ure in pudi ca pose, fromCrete, Ashnol ean Museum
fromQOete, (I'nv. 1886-1908: (400).
Ashnol ean Miseum Phot o courtesy of
(I'nv 1894: &B92). Ashnol ean Museum Oxf ord.

Phot o courtesy of
Ashnol ean Museum
Oxf ord.



artist, as nearly all later Roman I nperial art woul d be. The
pieceis certainly an anomaly in the anci ent world, and al one
anmong al | the nude females in either scul pture or the mnor arts
of vase painting or gemengravi ng she has a groove to divi de her
| abi a, although the area still |acks any pubic hair. The remnai ns
of the proper right hand and position of what remai ns of the arm
on the torso seemto i ndi cate that she was hol di ng an obj ect

agai nst her belly, above her genitalia. The reconstruction

of fered by A. Andren suggests that her proper | eft hand was

bet ween her breasts so she was not i n the pudi ca pose but was
very cl ose.’

Anot her figure with a notif that was very close to the
pudica notif is aclay plaque found in Corinth but of Syrian
origin.® Apiecelikethisindicates that anotif closetothe
pudi ca pose was i nported fromthe east. This | ong-standi ng
tradi ti on of Goddesses touchi ng thensel ves may i ndi cat e why
Kni dus and an Eastern G eek audi ence i n general were so
receptive to a nude figure of Aphrodite and to one that was in a
pose that had been transfornmed froma ritual one to a nore
nat ural one.

The presence of the nude fenal e i n scul pture al though
really used in public art only inthe archai c period was hardly
sonet hi ng sprung unpr ecedent ed upon an unsuspecti ng audi ence.

6



Al t hough never at the forefront of the art world, the femal e
nude was al ways present, first finding expression inreligious
notifs and finally becom ng an accept abl e node of artistic
expression. Thus, Bernoulli’s | ate nineteenth century theory

t hat hal f-draped nudes were created first to prepare the

audi ence can be di sm ssed as an outdat ed t heory, w t hout the
fem ni st | anguage enpl oyed by Havel ock.® Boardman cal | s t he

Kni dia a “cruci al innovation,” and “aesthetically a profound

i nnovation”. ¥ She is actual |y the begi nning of fenmale nudity as
an accept ed subj ect for public statuary, and as such is both a
prof ound i nnovati on and a cruci al i nnovation inthe history of
western art.

Lastly, it may seemthat a nude Aphrodite is a departure
fromnude nortal s seen in cl assi cal vase painting or an isol ated
pi ece |i ke the NN obid fromthe Gardens of Sallust, but the
Knidiais anerger of such fenmal e nudes with an Aphrodite figure
i ke the Venus CGenetrix, whose wet drapery and exposed br east
leave little tothe imagi nation. Additionally, while the Knidia
may be an i nnovation, it is also the | ogical evolution from
religious or ritual figures of the archaic period, erotic vase

pai nti ngs and t he sensuous Venus Cenetri x of the cl assi cal

peri od.



Next, we turn froma general history of femal e nudes to
literary references to the nude Aphrodite. Wth Pliny as our
primary source for information on Geek artists, an exam nati on
of his work m ght reveal sone information about nude Aphrodite
figures, although he was not contenporary with the pi eces
t hensel ves and was witing about scul pture al ready t hree hundred
years ol d. Inadditionto the fanous marbl e Kni di a t hat
Praxitel es created, Pliny nmentions that he nmade a bronze
Aphrodite. All we know of the pieceis that it was destroyed
when a tenpl e burned down i n the reign of d audius sone four
hundred years after its creation. Pliny calls it “the worthy
peer of his fanous marbl e Aphrodite.” (HN34.69) This is
probably the piece that early schol ars such as A Hauser, J.

Si eveki ng and W Anel ung wer e t hi nki ng of when either the

Medici or Capitloine were attributedto Praxitiles or the fourth
century. (Stewart notes that Praxitel es actual |y nmade five
Aphrodites, including the Knidia.) %

O her scholars |i ke A Furtwangl er attri buted t he Medi ci
or Capitolineto Kephi sodotos, son of Praxiteles, who al so made
an Aphrodite of stone. Pliny tells us this statue was in the
gallery of Asinius Pollio in Rome (HN 36.24). Beingin such a
prom nent pl ace and bei ng the product of an artist froma
prestigious famly of artists, one woul d i magi ne that the pi ece

8



was copied. It well may have been copi ed, but in chapter three
we shall elimnate at the very | east the possibility that the
Medi ci was created in the Late O assical period.

Anot her fourth-century scul ptor, Skopas, nade a narbl e
Aphrodite to go with Pothos ( HN 36. 25). However, we are not told
if this Aphrodite i s nude, draped or sem -draped. Sincethe
Pot hos has sone drapery and | eans i nward sonmewhat, we m ght
assune t hat the Aphrodite that acconpani ed hi mwoul d have had
sone type of drapery, whether her body was exposed or not. W
m ght al so assune that she woul d probably | ean i n the opposite
direction although all of this is uncertain. These conjectures
al so do not agree with Stewart’ s hypot heti cal reconstruction
whi ch has her fully clothed, seated and positioned as the
central figure. 2

I n addi tion, no num snati c evi dence has cone to |ight
suggesting that the Medici or Capitoline were grouped with the
Pot hos. The coi ns do suggest a wi nged Eros or Ares, but not a
figure, winged or unwi nged, in the pose of the Pothos. The coins
bearing the Medici, Capitoline and Knidia wll be examned in
detail in chapter four.

Skopas al so nade anot her mar bl e nude Aphrodite “which

sur passes even the Praxitiel es goddess” (HN 36.26). Wi ch



scul pture Pliny had in mnd i s unknown. Pliny may have al so j ust
been repeati ng what he read i n a now | ost source. The passage
about a pi ece surpassing the Knidiais problematic and out si de
t he scope of this paper. If we were to judge based on whi ch type
was copied nore often in the Roman enpire (Pliny wote inthe
Jul i o-d audi an period of the Roman enpire), the Capitoline would
seemto be the nost |ikely candidate. This is probably why in
1971, Brinkerhoff suggested a reexam nati on of the evidence of
Skopas as the arti st responsible for the Capitoline. Since ny
focus is the Medici, thisis not sonmething that I will address
fully, though | will briefly give sone reasoni ng for thinking
the Capitoline was created after the Medici whether it was a
decade after or centuries after.®

Lastly, Pliny mentions a marbl e Aphrodite by Philiskos of
Rhodes ( HN 36. 35,) an arti st of whomwe know not hi ng. Pliny
makes no nention of dates for the artist, and never says if the
Aphrodite i s nude or clothed. The only ot her evi dence of an
artist withthis nane is a signed base but the signature is not
definitely the sane Philiskos. This artist and any rel ati onship
tothe Medici and Capitoline will be nore fully addressed in
chapter three.

By | ooki ng at isol ated i nstances of the pudi ca pose, that
occurred in the Archai c period and then the Late d assi cal

10



Kni dia, we see that the Medici and Capitoline are a notif that

t ook roughly four centuries to cone to fruition. The pudi ca pose
did not sinply end with the Medi ci and Capi toline but conti nues
to bereused and reinterpreted upinto the twenty-first century.
The Kni di a was one step in the process and was certainly the
catal yst for the Medici and Capitoline, but the Medici and
Capitoline were the springboard for the pudi ca pose that renains
i rbedded i n t he psyche of westernart. Inreviewning Pliny' s
account, we see that the Knidia was certainly not the only nude
Aphrodi t e nade, al though she is nost likely theinitial

scul pture that Praxitel es’ contenporaries imtated. These
imtations surviveonly inthe words of Pliny, who was reporting
on themsone three hundred years after their creation. Any one
of these creations could have |l ed to the Medici. After exam ning
sone copi es, variations and quotes of the Knidia, Capitoline and
Medici, this thesis wll focus on placing the Medici inthe
second century and t hen consi der for what area of the G eek-

speaki ng wor | d she was created

ENDNOTES FOR CHAPTER ONE

1Al dates are BCunl ess otherwi se noted . Stewart dates the
activity of Praxiteles from380/70 to 330/25 and Boar dnan dat es
his period of activity from375 to 335. John Boar dman G eek

Scul pture: Late O assi cal Period (GSLCP) (London: Thanes and
Hudson, 1995), 53; Andrew Stewart, One Hundred G eek Scul ptors:
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Their Career and Extant Wrks (OHGS), 2.4.1. All references to
OHGS are from*®Perseus” currently avail abl e from<ww. per seus.
tufts. edu>.

2 For the exanpl es nenti oned see Boardnman, GSLCP, Fig 11.2, 11.3
and 12 and Boardman, G- eek Scul pture: d assical Peri od (GSCP)
(London: Thanmes and Hudson, 1995), fig. 116, 118. In addition
seetherelief figures fromthe Athena N ke tenpl e balustrade in
Boar dman, GSCP, 130.2 and 130. 4.

3 The works attributed to Lysi ppos are listedin Stewart,

CHGS, 2.4.4. The scul pture nmentioned can be found i n John

Boar dman, GSLCP, Figs. 24, 11, 12. Boardman dates Lysi ppos to
360- 310, GSLCP, 57 and Stewart gives his dates as 372/ 368- 316
OHGS, 2.5.4. Aportrait of Alexander attributed to Lyssi pos can
be found i n the Archeol ogi cal Museuml st anbul, Turkey and can be
seen in Marilyn Stokstad, Art H story, revised edition

(New York: Harry N. Abrams, 1999), Fig. 5.67. Sone basic G eek
H story can be found i n Bot sford and Robi nson’ s Hel | eni c

H sotry, fifth edition, revised by Donal d Kagan, ( New Yor k:

Macm | | an Publ i shing c.1969) or Martin Thonmas, Ancient G eece:
FromPrehistoric to Hellenistic Tinmes (New Haven, CN and London:
Yal e Uni versity Press, 1996).

“Bacchic rites were suppressed in 186 and G eek phi | osophers
were expelled in 173 and 161. Lesl ey Adki ns and Roy A Adki ns,
Handbook to Life i n Anci ent Ronme (New Yor k and Oxford, Oxford
Uni verstiy Press, 1994), 4; The limts placed on Bacchic Rites
are described in Livy (39.18); A so Cyril Edward Robi nson, A

H story of the Roman Republic, Apollo edition (New York: Thonas
Y Crowel |, 1965), 36-37, 225, and see 218-219 for reference to
Cat 0’ s reaction agai nst Hell eni smand the | ack of literature,
phi | osophy and hi story i n Rome before Roman contact with G eece.
For a general history of Ronme see H story of Rone

by M chael Grant (New York: Scribner, 1978).

SQto Brendel places the Capitoline Brutus as early as 300.
John Boardman, ed., The Oxford Hi story of O assical Art

(New York and Oxford: Oxford University Press, 1977), 242 and

O to Brendel, Etruscan Art (Harnondsworth, Engl and and.

New Yor k: Pengui n Books, 1978), 399; George M A. Hanf man Ronman
Art: A Modern Survey of the Art of Inperial Rone (G eenw ch, CN,
New Yor k Graphi ¢ Society, 1964) dates the Capitoline Brutus to
260- 220, 88. N gel Jonat han Spi vey, Etruscan Art (New YorKk:
Thanes and Hudson, 1997), 132 & 133, dates the Mars of Todi to *
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ca. 400 BC'and the “early fourth century” He dates the Brutus to
the “late fourth century”. 166 & 169.

6 Christine Havel ock, The Aphrodite of Kni dos and Her
Successors. A H storical Reviewof the Femal e Nude i n G eek Art
(AKS) (Ann Arbor, M: University of Mchigan Press, 1995), 29
and Christian Blinkenberg, Knidia: Beitrage Zur Kenntni s Der
Praxitelischen Aphrodite (Knidia) (Copenhagen: Levin &
Munksgaard, 1933), 205-208. Havel ock agrees with Bl i nkerberg,
who suggested t hat t he Aphrodite Eupl oi a goes back to archaic
nude fertility figures who rather than conceal i ng any part of
their bodies, hold their breasts and touch either their bellies
or genitals.

" For a nore detail ed anal ysis see Arvid Andr én, “Marnora
Eturiae”, Antike Plastik 7, (1967): 10-24.

8 Boar dnman, Greek Scul pture: Archaic Period( GSAP) ( New Yor k:
Thames and Hudson, 1991), Fig. 23 and a pi ece i n Copenhagen,
Nati onal Museum (I nv. No. 3719) can be found i n Havel ock, AKS,
Fig. 7, Blinkenburg, Knidia, Fig. 4, Fleischer, Robert.
“Aphrodi te” Lexi con | conographi cum M/t hol ogi ae A assi cae (LI M)
Muni ch & Zurich: Artem s (1981-1997) 2, Fig. 364.

° Havel ock, AKS, 20.
10 Boar dman, GSLCP, 53-54.

11 See Biance M Felletti-Mj, “Aphrodite Pudica,”

Archeol ogica Classica 3 (1951), 34 for the scholars who
attributed the Capitoline or Medici to the fourth
century. Stewart, OHGS, 2.4.1.

12 For the hypothetical reconstruction, see Andrew Stewart,
Skopas of Paros (Park Ridge, N. J.: Noyes Press, 1977), Fig. 7.
Stewart does not really di scuss the Aphrodite, because no
fragnments of the scul pture have beenidentified as of this date,
109.

13 Derickson MBrinkerhoff, “Figures of Aphrodite, Creative
and Derivative”(FACD), in Studies Presented toGeorge M A.
Hanf mann, eds.D. G Mtten, J. G Pedley, and J. A Scott
(Canbri dge, MA: Fogg Art Museum 1971), 15, points out that
Jex- Bl ake transl ates t he passage as “surpassing” while Pollitt
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translates it as “precedi ng. "Henry Stuart Jones, Sel ect Passages
fromAncient Witers Illustrative of the Hstory of G eek

Scul pt ure( SPAW, second edition (Chi cago: Argonaut, 1966), 167

al so transl ates the passage with the word “surpassi ng”. For

addi tional information on this argunent see Stewart, G eek

Scul pture: An Expl oration (New Haven and London: Yal e University
Press, 1990), 285. Brinkerhoff, FACD, 15-16 concludes with his
t heory of Skopas as the artist responsible for the Capitoline,
based on a conpari son to t he Dresden Bacchant e and sone copi es
of the Capitoline head. Andrew Stewart, “Attika: Studies in

At heni an Scul pture of the Hellenistic Age,” Journal of Hellenic
Studi es 14, suppl. 111, does not believe that either the

Capi toline or Medi ci are by Scopas, because neither of them
“...conformto Skopai ¢ doubl e contrapposto.”
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CHAPTER TWO

COPI ES, VARI ANTS AND QUOTES
(HYBRI DS, PASTI CHES AND MOTI FS)

Under t he Roman Enpire nmany copi es of Greek scul pture
were created. In some cases these copies are the only evidence
| eft of the original scul pture. Looking at these copies will not
only teach us about the anci ent copy i ndustry but about the
Kni di a, Medici and Capitoline types.

Atheory put forth by M Marvin about copies is that Roman
patrons only required that scul pture be appropriate for the
space t he patron was decorating. She conti nues by sayi ng t hat
the primary concern of nost Ronman patrons was | ocal e and
“...creating a special kind of atnosphere.”Marvin even quot es
Vitruvius, the Roman architect of the first century A D., who
tells us that athletic figures were appropriate for gymasi uns
and phi | osophers or orators were t he appropri ate subject matter
for forunms.®

According to Marvin, since Roman patrons were not
interested i n exact copies but only that the piece be
recogni zabl e as an athletic figure or sonething appropriate for
a gymnmasi umstyl ed after the Acadeny (herns of Herakles, a herm
of Athena or Muses but not Maenads as is inferred from

| etters), one consequence was varyi ng degrees of faithful ness
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to asculptural type. While it may be true that not every patron
want ed an exact copy, Marvin never of fers an expl anation for the
di f ferent demands of patrons and never differentiates between
the different types of copies. In addition, Marvin never
nment i ons t he exi st ence of poi nted copi es. The casts of Bai ae,

t he remai ni ng points on a piece |like thelLancellotti D scobol us,
and cl osel y mat chi ng measurenents on copi es prove that t here was
some sort of demand for exact replicas. |If we consider how many
exact copi es do exi st and that those copies are only a portion
of what survives, it isdifficult to believe Marvin's assertion
t hat a Roman patron was al ways only concerned about | ocati on and
nood r at her t han exact copi es. Wien Marvin tal ks about G cero’s
| ack of interest in exact copies she never entertains the i dea

t hat such an expense m ght have been beyond hi s resources or
nore likely he only wanted to spend a certai n anount of noney on
art, despite his insistence that price was no object. ¥ If
soneone was a connoi sseur of art and an Enperor, |ike Hadri an,
he woul d spend nore noney i n order to obtain an exact copy and
if soneone like Ccerowas only interested in decorating a
villaless el aborately than Tivoli, he may have only want ed

scul pture that was recogni zabl e (as with a | oose copy or
guot ati on) but not necessarily an exact copy. Hadrian s concern
was the art itself while Gcero’ s concern was art as interior
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decorati on whi ch are separate and di stinct demands. Wet her
consi deri ng t he demand of Ronan patrons or attenpting to
reconstruct the original type, it is the individual pieces
wWthina®“replicaseries” (by which | nean all the copies,
guot ati ons and variants of a particul ar type) that nust be
exam ned.

One nmeans of sorting through copies is by expense which
can be neasured i n man- hours of work and the qual ity of
material s used. First there are expensive copi es whi ch woul d be
poi nt ed copi es and very careful freehand copies. Next there are
copi es that m ght be expensive or md-priced but are nmade for
architectural niches and | astly there are the | east expensi ve,
garden scul pture and souvenir or small “votive” figures which
are all generally smaller in scale and as such qualify as
guot ati ons rather than copies. ® Sincethereisnoliterary
evi dence on t he anount spent on any of the copies we will be
examining | will only describe the pieces as very carefully
execut ed or very careful, painstaking or nmeticul ous copi es.

The next means of dividing copies is by copy, variant and
guot ati on. Before proceeding to sort through the various
versions of the Knidia, Medici and Capitoline, sone terns

shoul d be defined. “Type” referstothe original pieceas it
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woul d have been recogni zed by the ancients. Since oftenthe

pi ece no | onger exists we can only determ ne howthey recogni zed
t he pi ece by the copi es that remai n. The best definition of
“Copy” is provided by A. d aridge. Al though neither she nor B.
Ri dgway agree that the definition applies to the scul pture of
the “d assical world” for ny purposes the definitionis the

cl earest and nost conpl ete one found. So a copy thenis “... an
attenpt to reproduce in form style and execution the work of a
given artist, so that the reproduction may stand i n the pl ace of
t he ori gi nal work as an exact replica for the educati on and
instruction of the viewer ...”*Copies may not al ways be
accurate in the styl e and execution of the original but nost
inportantly a copy does not deliberately depart fromthe
original. Quite often reproductions were produced with a

poi nti ng process; however, this is only possible when the
original is made of bronze. There are al so very carefully

execut ed freehand copi es whi ch m ght invol ve usi ng neasur enent s
or agridsystemlike that which the Egypti ans used. The words
cl ose and | oose or carel ess are used to i ndi cate how accurately
t he copyi st has adhered to the type. Al oose copy will not match
the type in proportions or in the positioning of the body or
various angles. “Quotations” preserve the original type but are
not necessarily nmeant to be exact inthe details but sinply to
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have a pi ece that has enough el enents so the viewer wl |
recogni ze t he type bei ng quot ed. The nost rel evant exanpl e woul d
be the various portraits of Roman nmatrons as the Capitoline type
whi ch substitute a portrait face rather than the original type’'s
face. ? Smal | scal e reproducti ons of a type and i nages on coi ns
(or any two di nensi onal representati on of scul pture) are al so
consi dered quot es because they differ fromthe original in size
or nedi umbut are neant to be recogni zabl e as t he type.
“Variants”, though still recogni zable, differ fromthe type in
pose, an additional prop or sonme key el enent that in effect
creates a different type that may take onalife of its own.
Addi ng drapery to the Knidia wuld nake it a variant.

The Aphrodite of Knidus or “The Knidia”

The best way to begin sorting the Aphrodite typesisto
start with copies, variants and quotations of the Knidia. And
the place to start is wth copies that are the cl osest to the
original type. The nost phot ographed pi ece i s t he Col onna copy
inthe Vatican collection (Inv. 812) although t he Bel vedere copy
inthe Vatican (I nv 4260) is al so di scussed by scholars.# In
t he Col onna copy one can see the basic el ements of the type
whi ch i ncl ude the head turned slightly to the proper left, the
wei ght on the proper right leg, the right hand covering t he
genitals and the | eft hand hol di ng drapery that covers a vase.
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Al though typically usedtoillustrate the type, the Col onna copy
is not particularly sensitive and seens to conbi ne a hard edged
academ c approach with an attenpt at aromantic quality. The
Col onna copy is quite conpetent and i s markedly nore fem ni ne

t han t he Bel veder e copy. However when one conpares t he Col onna
copy to the Louvre torso (figure 2.01) one i nmedi ately sees the
di fference between a very cl ose copy and a conpet ent copy neant
for an architectural niche which is where the Col onna copy is
appropriately displayedinits hone at the Vati can. The Louvre
torso area has no strut onits hip or | eg which indicates that
the arti st was skill ed enough to conceal any supports and
probably used the drapery as the only neans of support.
Additional ly the area between t he upper thighs is carved nore
deeply on the Louvre copy and the | ower portion of the navel is
carved nore subtly.

Next are two heads that seemto be very close to the
original type. The first figure in the Nati onal Miseum At hens
(Figure 2.02) has a very crisp treatnment tothe surface, a
careful well studied treatnent of the hair and even t he presence
of a Venus ring, afoldor winkleinthe fl esh of the neck
found only on wonen. The hair that falls fromthe hair gathered
into abunis not present on all copies but was |ikely part of
the original type judging froma copy |ike this which |looks to
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Figure 2.01
Copy of the Knidia, Louvre Paris.
Phot o courtesy of Prof Patricia Law ence.
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be a neticul ous i f academ c copy. What is worrisone i s howfar
down t he hair seenms to growon t he neckline al though t his may
sinmply be a probl emthat arose fromcopying fromartwork rather
t han copyi ng fromnature and denonstrates that the arti st nay
have been a excel | ent copyi st rather than an arti st who has
wor ked directly fromnature.

The second cl ose copy i s one found in the Ny Carl sberg
A yptotek i n Copenhagen (Figure 2.03). Wthsolittle of the
facial features left it isthe treatnment of the hair that we are
left with to nake observations. There are extra w sps of hair

that come out fromthe hair lineright infront of the ears. The

Fi gure 2. 02
Copy of the Knidia National Miuiseum, Athens
Phot o courtesy of Prof. Patricia Law ence
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Fi gure 2.03
Copy of the Knidia, Ny Carlsberg A ypt ot ek,
(I'nv. 1459). Photos courtesy of Ny Carl sberg
A ypt ot ek, Copenhagen
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hai r on the back of the neck falls along the necklinein a nore
nat ural manner on t han the piece in the Nati onal MuseumAt hens
whi ch has hair that |ooks like it is growing fromthe neck. A
vi ew of the back of the piece shows that thereis | ess careful
carving in the back i ndicating that that piece was nost |ikely
designed to be put in a niche.?

Anot her cl ose copy i s the Borghese head i n the Louvre
(Figure 2.04) The hair al ong the neck seens to fall down the
neck rather than growfromthe neck as with the head in the

Nat i onal Museum At hens but does not have the extra hair that

Figure 2. 04
Copy of the Knidia, “Borghese Head” Louvre, Paris.
Phot o courtesy of Prof. Patricia Law ence
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T MEHcksoninMCTARMALL DCH, STATE MO
Subject: Peproduction Rights Addendurm

Legraduction kighoa Addosden

=it naz regusst for the

sy apls di  BE Llesls

T oy
Franne

eyl d oo T Lo sowvuinpi.ers, Toies waeg lnoazrect
taa thesis wi et Bl el Trem any o tolesrre

vaszllity. L zimply need o now iF thou
aacie Lr otnie emzil is aaffioient ta

Mo smmpel fByewnt 1o
Leulzizca fzote University

[ear Anpel Areslia

Famuzsion is granted far the pictures requestad. Mo forme with signatures are requirad.
Hesa s the accession aumber : Unknown Toeso of Aphrooils [G60.34.11.

Ihe hesad was stiaced 1o e bady of the Achaooite of Cpneme in March 1987,

For further nfor-watizo ar that, Mary Ellen Soles is your best soume

Meareehils, | wish yowell with yons fhasis

SInceral
fzrcia Ercksor

Assistent RegistrarRights and Pemissons
Crlobie 4, 2004

From: Mary Ellen Sokes

Sent! Mondsay, October 04, 2004 9142 AM
T Marcia Erickson

Subjact: Al Parmiscion o use phatographs

This fails in youw soudt, | bel eve
From: Angel Arvollo [mailloaarvetloimindspieg.com]
Sent: vwednesday, Seplanber 23, 2004 2215 AM

To: meolesanemamall.dor.statene.us
Subject: Feimission 1o use photographs

M Mars Dllen Ssles

Al 0 A Moeumen s and SettivpsAangeliLocal Settingsy lempa3UBEST- A1 18- 19000- 805, 11710526004
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[ North Carolina Museumof Art emmil page 2 of 2]

A= ocnrronlly o woiling my FA Lhesls Los Zoulslans dtate dniveraity oo the Hediod
aphrod aried [ Lt gratns 2l bha sany af the
Mesicl ‘n Telgas i .
v Lhe collecricns qamed

Magreopiecss da LU
¢ nuckier would alas ke
b= In wour cclleczlan

A pwaald or Ty b
saen fro— sanm Jimam,
porzion =f th

Perm_gslon LAY
o =f FLL S Lietind | RS St

g it
b S T | S

il =nd

e 1

Tureis

B tetiy]

zocmwe]l Todninsspr g com

T bmowe: Dogu@eL L2 approved providing proper oredit ds ogliTen
Smporonoed by

Lete:

Dreuments and SellingstAngel Locn] Setiings\ TemprG34PBE97-4 | 1E-4900-803,,, TL/I0200d

220




Bape 1 nf 7

Prom: Lowg Smith

IO, a.arvel olnindzpring, con

Datms: 11872024 9:06:52 M

Bubjwot: Be: Reproduction Rights Addendum

This is acceptable,
Ly Tk

fEE e ot
Py iy o o L TS

wikh & rCacen 300D

s A Al (R

cziamicrreak s '.J-\. .l-. =1 i

-—— Criginal Message —--

From: Angel Arvetlo

T, Daug Smith

Sent: Saturday, Novembear UG 20043 916 PR
Gubjoet: Poproduction Pighte Addandunm

Beocoduzstion Bighta Aqdendoar

ceproduction richiz to u3s
T oA oabed Lhall Ll Ulesis

Trr oy prenvinas

AT T ok

?:-U'._'.J_lj oney be o sriswable cwomococnpnes cvanpoib s Thirs wad roanpant
woed Ll “azela will be goocgailkls from avy oaompuarer w4 dintoenael

ilivy. I oeioply nsed to o bnew i this 1z acosptak’e ov nat.
A wnoponaa To ThUs mmail 12 surilolent to granl ol dealy ddsuission.

M3 Angel arvelin
Lolia_ana Ytate Lniversity

have filled out the form below as requeated and will BCC thia to P.O. Burbules 3o that he
may contact you if he wishas, 1attach a link to the imaga of my coin to confirm we are all
talking about the eame coin

hittpofdougsmith.ancients. info/diavendolph. g

Hoset wishes on the thesis.

Cooag Smdzh

oy Wl Dities

{1 s B 4

oo edsuasmt T e hom

—— Original Message -——

From: Sngal Arvellc

To: Doug Smith

Sent: Thursday. September 23, 2004 2758 P
Subject: Porisission Lo use photograph in s Thesis

recaiva] vour emzll adoaress Lrom Frot Fatrleds Lawrscos, She had
SenT BLo0 copy of o bronze caln rroem Nleopolds ad Zsloums wiil Rledoumsiiiac

=3 tThe csverse and bhe Modivai cyoe oo Loae sowerse,

file: O Decwments and SedingbAngel ' Tocal Rettingf Tempta03 1 3BES FIBA-1530-B4.,. 113052004
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. . Pupe 2 af 2
[Doug Smith emai |l page 2 of 2]

am Linlshing my MA taesiz on tae Eedici typs &nd ao Jaesting

il m5c 0t ta pse your ohoabograph ol your codin. Th lwads will ack oe gublla
bat won’d oo avai” BN b slen nnly Lo e&cpus oorpaiees
1ndesinitelv, of ocovrse, will Be oglwven.

=

Pzol Lawranoe aleo mentioned @, . Hurkbules baving the same ooin, So
3o leys e LAl Lol owne alm Towenll aporecisle iU 50 Exat Doecild resiesc

prermigsiog to e MTE coin g

Pernlzsion mey ke granted by filling oaf the Zoktom nortion of this erail
sl pwebiaraloig o 410 e dne

Trank v

aaTel Rrvallo

Cexties . iy coprover] proeicl og poopear ocroadi 0oLy gl
apt. Dounlasg DL 3mith

[oE']

fles A0 A Dovuents and SetlingsAngelLocal Setimgd Tempta0s LIBEG-FITA-45320-T4. 1102004
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From: PGEurbules

To: a.anvello@mindsping.com

Data: 95272004 84701 PM

Subject: Re: Permission to use photograph in MA Thesis

In a message dated F272004 9:39.48 P Eastern Daylight Time. a.sweilaii@wirdspring. corm wiitos:

Liiank Feu Laf The E:,:L'_-_r RoWasr oy Lm el d o mov e g Led Lo B I S L B
T
Tordieg 1 hie ar’ a4 teevm Létker I oarnsilad Coug smizx.

=impesy herwesy oo ool gear pacne aoe Jdabe ol Lie bobtom ans ThEn

r=InEn i< it =7

| arm finghing rry Ma thesis on the Meciz tyoe and am requesting

panleskn o use your phetograph of your coin. Tae thesis will nat b= published
but weakd o2 anvailable in PDF format viewable ondy fram campus camputares
indefinitely. Cradit of course, will be gaer.

Perrmissian may Be granted o flling cat the battom partion of this email
and reluming i to me.

Thank you
Angel Arvelio

Tra above request is approved providing propes cradit is givan
Approved by Pater. L5 Burbules
[Date: 27 Sepiember 2004

from: PGBurbules

To: aarvelloismindspring.com

[rake: V12004 3:45:353 PM

Sohject: Re: Reproduction Righe Addendum

i still have my permisgion.
oo fugk,

[eter O3, Burbules

Alropolis Anctent Coms
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VI TA

Angel Deni se Arvell o was born in Montgonery, Al abama, to
Dai sy Triche Arvell o, an RN, and Paul Arvello who served in
the Air Force for nost of his life. Most of her chil dhood
and t eenage years were spent in Hanmond, Loui si ana, and her
formal training in art started at the age of 10 when she
attended art cl asses at the Hanmond Recreation Center. Her
interest in art continued in H gh School and after
graduati ng she noved to New York to conti nue her studi es.
She recei ved an Associ ates Degree fromthe Fashion Institute
of Technology in fashionillustration in 1990. She returned
to Loui siana to receive her bachelor’s in visual arts in
1996. Inspired by art history professors at both FIT and SLU
she began her studies in art history at LSUin 1998. She
hopes to attend t he Ameri can School of C assical Studies at
At hens to continue her studies in the near future. She can
be contacted by enai|l at a.arvel |l o@n ndspri ng. comor

aarvel | o@ahoo. com
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