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APPENDIX 1 

FIGURES 
 

Ap1.1: Figures for the Introduction  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 0:1: 

The portrait statue of Augustus from Prima 

Porta.  

Originating from Livia’s villa at Prima 

Porta. 

Parian marble with paint. 

H.: 203 cm. 

Dating to the second quarter of the first 

century CE 

Rome, the Vatican museums, inv. No. 2290. 

(Photo: "Statue-Augustus" by Till Niermann. 

Own work. Licensed under CC BY-SA 3.0 

via Commons 

https://commons.wikimedia.org/wiki/File:St

Augustus.jpg).  

Fig. 0:2: 

 

Drawing of the statue of Augustus showing 

traces of colour from its original painted finish.  

 

First published in Ludvig Fengers “Dorische 

Polychromie” in 1886. 

 

(Photo: Østergaard 2004D, fig. 1.) 

https://commons.wikimedia.org/wiki/File:Statue-Augustus.jpg#/media/File:Statue-Augustus.jpg
https://commons.wikimedia.org/wiki/File:Statue-Augustus.jpg#/media/File:Statue-Augustus.jpg
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Fig. 0:4: 

 

Reconstruction of the statue of Augustus 

by Paolo Liverani.  

 

Performed based on results from 

scientific examinations.  

Made from plaster using historic 

pigments. 

 

(Photo: Liverani 2003, fig. 338). 

Fig. 0:3: 

 

The portrait statue of Augustus from Prima 

Porta.  

 

VIL image showing the presence of 

Egyptian blue on the cuirass of the statue. 

The bright white luminescent parts indicate 

the presence of Egyptian blue. 

 

(Photo: Giovanni Verri and Paolo Liverani) 
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Fig. 0:5 (right): 

 

Portrait head of Caligula. Originates 

from Istanbul. Made from Parian marble 

with visible traces of original paint in 

areas of the eyes, skin and hair. 

H.: 28 cm. Dating to the reign of 

Caligula (37-41 CE). 

Copenhagen, NCG, inv. No. 2687.  

(Photo: NCG). 

 

Fig. 0:6 (below): 

 

Newton’s colour-wheel. 

(Photo: "Disque newton" by Cyrille 

BERNIZET - Own work. Licensed under 

CC BY-SA 3.0 via Commons - 

https://commons.wikimedia.org/wiki/File

:Disque_newton.png#/media/File:Disque

_newton.png).  

Fig. 0:7 (left): 

 

“Mask II” made by Ron Mueck 

in 2001/2002.  

Fiberglass, silicone, rubber and 

nylon. 

 

(Photo: "Ron Mueck head" by 

Jack1956 - Photographed by me 

at the British Museum August 

2010. Licensed under Fair use 

via Wikipedia - 

https://en.wikipedia.org/wiki/Fil

e:Ron_Mueck_head.jpg#/media/

File:Ron_Mueck_head.jpg)  

 

 

https://commons.wikimedia.org/wiki/File:Disque_newton.png#/media/File:Disque_newton.png
https://commons.wikimedia.org/wiki/File:Disque_newton.png#/media/File:Disque_newton.png
https://commons.wikimedia.org/wiki/File:Disque_newton.png#/media/File:Disque_newton.png
https://en.wikipedia.org/wiki/File:Ron_Mueck_head.jpg#/media/File:Ron_Mueck_head.jpg
https://en.wikipedia.org/wiki/File:Ron_Mueck_head.jpg#/media/File:Ron_Mueck_head.jpg
https://en.wikipedia.org/wiki/File:Ron_Mueck_head.jpg#/media/File:Ron_Mueck_head.jpg
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Fig. 0:8: 

 

Figure illustrating the network of theoretical applications used throughout the dissertation, and 

how the individual theoretical tools are interrelated and connected. This network is an attempt 

at developing an archaeological, theoretical approach to explore and unravel the many layers of 

meaning of colour on portrait sculptures. It should preferably be developed towards a more 

simple approach in the future. 

In the middle, indicated by the saturated blue hued circle, is the nexus where all of the 

theoretical approaches meet. This is the center to which the majority of the discussions of 

Section C (chapters 7-9) are gravitating towards. This is where the strength of the painted 

portraits as social agents can be explored and where the Abduction of agency (see below, fig. 

10) may be placed. 

(Photo: the author). 
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Fig. 0:9: 

 

The Art Nexus by Alfred Gell. The table illustrates how the different agencies affecting an object 

(the portrait sculpture) relate to eachother and coexist. The table acts as a device for classifying the 

empirical material (the painted portraits from Case Studies 1 and 2). Each term, Artist, Index, 

Prototype and Recipient, may stand as the Agent or the Patient, meaning the social relationships 

between the agents may shift from active to passive. Agency is thus relational and context-

dependent; for any agent there is a patient, and for any patient there is an agent. 

In the context of this dissertation the different terms are assimilated as follows: 

Artist: the originator of the portraits (sculptor, painter; but also to certain extends the 

commissioner and the sitter). 

Index: the material properties of the portrait at hand (typically marble, pigments, binders, etc.). 

Prototype: the ‘representational content’ of the portrait. E.g. the portrait type: a togatus, or a 

portrait of a freedman/freedwoman/matron/young man, etc. 

Recipient: the ‘destination’ of the sculpture. Includes the commissioner of the sculpture as well as 

the intended viewer. 

(Photo: Gell 1998, Table 1, p. 29). 
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Fig. 0:10: 

 

Table showing Abduction of Agency using the statue of Gaius Fundilius Doctus (cat. No. 1) as an 

example. The statue and results from examinations of its remaining paint are presented in chapter 

2 and discussed in chapter 3. 

 

The Table illustrates how the art nexus revolving around the statue of Fundilius relates the 

different agencies to eachother. The Artist/Originator infers intentionality as active Agent onto the 

statue, shaping its Index and Prototype. Thus, the Artist/Originator also infers intentionality onto 

the Recipient (the Roman viewer, and to a certain extend the commissioner as well).  

But as passive Patient, the Artist/Originator is affected by the inferred intentionalities of the Index 

and Prototype of the sculpture: the Prototype (a togatus/portrait of a Roman freedman) 

presupposes the choice of materials and the overall artistic execution of its Index, while the 

material limitations and possibilities of the Index shapes the overall Prototype. Also, the Artist/ 

Originator is affected by the intentionalitites of the Recipient: the commissioner acts as the patron 

of the overall execution, while the viewer exercises his/her agency by mere expectations of a 

certain visual result. 

 

(Illustration: the author). 
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Fig. 0:11: 

 

Figure showing the graph made by Massahiro Mori illustrating the Uncanny Valley. The 

graph shows how the Uncanny Valley positions itself according to the balances between 

levels of familiarity and human likeness.  

 

 

(Photo: "Mori Uncanny Valley" by Smurrayinchester - self-made, based on image by 

Masahiro Mori and Karl MacDorman at 

http://www.androidscience.com/theuncannyvalley/proceedings2005/uncannyvalley.html. 

Licensed under CC BY-SA 3.0 via Commons - 

https://commons.wikimedia.org/wiki/File:Mori_Uncanny_Valley.svg#/media/File:Mori_Unc

anny_Valley.svg).  

 

 

https://commons.wikimedia.org/wiki/File:Mori_Uncanny_Valley.svg#/media/File:Mori_Uncanny_Valley.svg
https://commons.wikimedia.org/wiki/File:Mori_Uncanny_Valley.svg#/media/File:Mori_Uncanny_Valley.svg
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Ap1.2: Figures for Section A 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. A:1: 

Map showing the quarries of white marble stones (A,B,C,D) and coloured stones (1-10) relevant to 

the discussion of this dissertation. For more detailed maps see Lazzarini 2002, 264; Attanasio 2003, 

fig. 1.1, p. 16.  

(Photo: the author) 

WHITE STONES:  COLOURED STONES: 

A: Parian marble. 1: Africano:   6: Giallo Antico: 

 

B: Carrara marble. 2: Dark granites.  7: Serpentine: 

 

C: Göktepe marble. 3: Portasanta:  8: Basalt. 

 

D: Afyon marble. 4: Rosso Antico:  9: Greywacke. 

 

5: Red granites:  10: Porphyry: 
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Fig. A:2: 

 

Percussion tools.  

 

 

(Photo: by S. Rosenfeld, from 

Rockwell, Rosenfeld and Hanley 

2004, 25). 
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Fig. A:3 (left): 

 

Point chisels. The point chisel is 

composed by a shaft and a pointed end. 

 

(photo: art of making: 

http://www.artofmaking.ac.uk/explore/to

ols/8/Point) 

  

Fig. A:4: 

 

Flat chisels. The flat chisel is composed 

by a shaft with a flat and sharpened end. 

 

 

(photo: art of making: 

http://www.artofmaking.ac.uk/explore/t

ools/4/Flat-Chisel) 
8 

Fig. A:5: 

 

Tooth chisels. The tooth chisel is 

composed by a shaft and a wide, 

flattened and toothed end. 

 

 

(photo: art of making: 

http://www.artofmaking.ac.uk/explore/

tools/9/Tooth-Chisel) 
g

r

a

n

i

t

e

s 

6

http://www.artofmaking.ac.uk/explore/tools/8/Point
http://www.artofmaking.ac.uk/explore/tools/8/Point
http://www.artofmaking.ac.uk/explore/tools/4/Flat-Chisel
http://www.artofmaking.ac.uk/explore/tools/4/Flat-Chisel
http://www.artofmaking.ac.uk/explore/tools/9/Tooth-Chisel
http://www.artofmaking.ac.uk/explore/tools/9/Tooth-Chisel
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Fig. A:6: 

 

Roundel or bull-nosed chisel. The roundel is 

composed by a shaft with a wide, rounded end. It 

is similar to the flat chisel, but is rounded in the 

end, which makes it better suited for more delicate 

chisel work.  

(photo: art of making: 

http://www.artofmaking.ac.uk/explore/tools/6/Ro

undel)  

 
Fig. A:7: 

 

Drill. This is a modern version of the drill. But the 

basic form is similar to what was used in antiquity 

(fig. A:9): the drill is composed by a chisel-like 

tool connected to a wooden handle within which it 

can rotate freely. 

(photo: art of making: 

http://www.artofmaking.ac.uk/explore/tools/5/Dril

l) 

 

Fig. A:8: 

 

Illustrations of how to work the 

drill (fig. A:7). 

 

 

A: Drawing of gemme depicting a 

Roman craftsman working with a 

bow-drill.  

 

 (Photo: from Pfanner 1988, Abb. 

3.) 

 

 

B: Reconstruction of bow-drill  

 

(Photo: Pfanner 1988, Abb. 2a-b).  

 

 

C: Reconstruction of strap-drill  

 

(Photo: Pfanner 1988, Abb. 6). 
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http://www.artofmaking.ac.uk/explore/tools/6/Roundel
http://www.artofmaking.ac.uk/explore/tools/6/Roundel
http://www.artofmaking.ac.uk/explore/tools/5/Drill
http://www.artofmaking.ac.uk/explore/tools/5/Drill
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Fig. A:9 (left): 

 

Rasps. The rasp consists of a shaft with two 

flattened ends, which can be pointed, square, 

rounded and curved in numerous ways.  

 

(photo: art of making: 

http://www.artofmaking.ac.uk/explore/tools/

3/Rasp) 
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Fig. A:10 (above): 

Detail of a sarcophagus from Ephesus. The iconographic representation depicts workmen 

engaged with different stages of labor related to marble sculpting. From left to right: A seated 

male figure writing on a tablet; a taller, seated male figure clad in chiton and engaged with 

chiseling a toga statue; a male figure clad in loin cloth bent over a table and engaged with 

polishing a table leg (beneath the table is a bowl with water); a standing male figure clad in 

chiton and engaged with chiseling a bust portrait placed on a small table; a small male figure 

clad in tunica and holding tools. 

(Photo: Smith 2008B, 108.) 

 

 
Fig. A:11 (right): 

 

Figure illustrating the work 

protocol followed by the 

Tracking Colour project.  

For more on the approach 

see Appendix 2. 

(Photo: Maria Louise 

Sargent) 

 

 

http://www.artofmaking.ac.uk/explore/tools/3/Rasp
http://www.artofmaking.ac.uk/explore/tools/3/Rasp
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Fig. A:12 (right): 

 

Ochre in raw format (A-C) 

and pigment form (D). 

 

A: Yellow ochre (limonite).  

(Photo: LimoniteUSGOV". 

Licensed under Public 

Domain via Commons -

https://commons.wikimedia.o

rg/wiki/File:LimoniteUSGOV

.jpg#/media/File:LimoniteUS

GOV.jpg). 

B: Red ochre (haematite).  

(Photo: "Hematite". Licensed 

under CC BY-SA 3.0 via 

Commons - 

https://commons.wikimedia.o

rg/wiki/File:Hematite.jpg#/m

edia/File:Hematite.jpg). 

C: Brown ochre (goethite).  

(Photo: "Goethite-190288" by 

Rob Lavinsky, iRocks.com – 

CC-BY-SA-3.0. Licensed 

under CC BY-SA 3.0 via 

Commons - 

https://commons.wikimedia.o

rg/wiki/File:Goethite-

190288.jpg#/media/File:Goet

hite-190288.jpg). 

D: Yellow, red and brown 

ochre  in pigment form.  

 

 Fig. A:13 (right): 

 

Egyptian blue in raw format (A, B) and 

pigment form. 

 

A. Block of Egyptian blue frit. Recovered 

during Petrie’s excavations at Memphis in 

1910. NCG, inv. no. ÆIN 1185.  

(photo: NCG). 

 

B. Piece of ceramic painted with Egyptian 

blue pigment, identifiable by its characteristic     

saturated blue hue. NCG, inv. no. ÆIN 1262. 

(photo: NCG). 

 

C. Balls of Egyptian blue frit. Recovered in a 

villa in Nemi dating to first/ second  century 

CE. (Photo: NCG, Ole Haupt). 

 

 

https://commons.wikimedia.org/wiki/File:LimoniteUSGOV.jpg#/media/File:LimoniteUSGOV.jpg
https://commons.wikimedia.org/wiki/File:LimoniteUSGOV.jpg#/media/File:LimoniteUSGOV.jpg
https://commons.wikimedia.org/wiki/File:LimoniteUSGOV.jpg#/media/File:LimoniteUSGOV.jpg
https://commons.wikimedia.org/wiki/File:LimoniteUSGOV.jpg#/media/File:LimoniteUSGOV.jpg
https://commons.wikimedia.org/wiki/File:Hematite.jpg#/media/File:Hematite.jpg
https://commons.wikimedia.org/wiki/File:Hematite.jpg#/media/File:Hematite.jpg
https://commons.wikimedia.org/wiki/File:Hematite.jpg#/media/File:Hematite.jpg
https://commons.wikimedia.org/wiki/File:Goethite-190288.jpg#/media/File:Goethite-190288.jpg
https://commons.wikimedia.org/wiki/File:Goethite-190288.jpg#/media/File:Goethite-190288.jpg
https://commons.wikimedia.org/wiki/File:Goethite-190288.jpg#/media/File:Goethite-190288.jpg
https://commons.wikimedia.org/wiki/File:Goethite-190288.jpg#/media/File:Goethite-190288.jpg
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Fig. A:14: 

 

St. Margaret by Ortolano Farrarese (also known as Giovanni Battista Benvenuto). Oil on panel, 

1524. Copenhagen, National Gallery of Denmark, inv. no. KMSsp7.  

 

A: Tungsten light. (Photo: National Gallery of Denmark) 

B: VIL imaging. (Photo: NCG, Maria Louise Sargent and Rikke Hoberg Therkildsen.) 

 

 

Fig. A:15: 

 

Carbon black in pigment form.  

(Photo: "Carbon black" by FK1954 - Own 

work. Licensed under Public Domain via 

Commons - 

https://commons.wikimedia.org/wiki/File:

Carbon_black.jpg#/media/File:Carbon_bla

ck.jpg). 

 

Fig. A:16: 

 

Madder lake: raw material and pigment form.  

 

(Photo: NCG. Ana Cecilia Gonzales). 

 

https://commons.wikimedia.org/wiki/File:Carbon_black.jpg#/media/File:Carbon_black.jpg
https://commons.wikimedia.org/wiki/File:Carbon_black.jpg#/media/File:Carbon_black.jpg
https://commons.wikimedia.org/wiki/File:Carbon_black.jpg#/media/File:Carbon_black.jpg
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Fig. A:17: 

 

Mummy portrait of woman wearing a pink dress. Originates from er-Rubayat in Fayum, Egypt. 

Tree with pigments and egg mixed with wax. H.: 25 cm. Dating to 140-160 CE. 

 

A: Tungsten.  B: UV.-Fl.  C: VIL. 

 

Copenhagen, NCG, inv. No. ÆIN 682. (Photo: A-C: NCG, Maria Louise Sargent). 

 

 Fig. A:18 (right):  

 

Cinnabar in raw format.  

 

(Photo: "Cinnabarit 01" by H. 

Zell - Own work. Licensed 

under CC BY-SA 3.0 via 

Wikimedia Commons - 

https://commons.wikimedia.org/

wiki/File:Cinnabarit_01.jpg#/m

edia/File:Cinnabarit_01.jpg)  

 

 

Fig. A:19 (left): 

 

Azurite and malachite in 

raw format.  

 

(Photo: NCG, Ana 

Cecilia Gonzales.)  

 

 

https://commons.wikimedia.org/wiki/File:Cinnabarit_01.jpg#/media/File:Cinnabarit_01.jpg
https://commons.wikimedia.org/wiki/File:Cinnabarit_01.jpg#/media/File:Cinnabarit_01.jpg
https://commons.wikimedia.org/wiki/File:Cinnabarit_01.jpg#/media/File:Cinnabarit_01.jpg
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Fig. A:20: 

 

Formation of verdigris in the Praque Underground. 

 (Photo: "Verdigris". Licensed under Public 

Domain via Commons - 

https://commons.wikimedia.org/wiki/File:Verdigris.

JPG#/media/File:Verdigris.JPG).  

 
Fig. A:21: 

 

Purpura. 

 

A: Three species of Muricidae rock 

snails from which purpura dye was 

processed in antiquity. From left to 

right: Hexaplex Trunculus, Bolinus 

Brandaris and Stramonito 

Haemastoma.  

(Photo: McGovern and Michel 

1985, fig. 1). 

 

B: Purpurissum pigment.  

(Photo: (Photo: 

http://shop.kremerpigments.com/en/

pigments/purpurissum-

36015:.html).  

 

 

Fig. A:22: 

 

Reconstruction Variant A of the 

portrait of Caligula (see fig. 0:5). 

Carrara marble painted with historic 

pigments and egg by Ulrike Koch-

Brinkmann.  

Copenhagen, NCG, IN 2687a.  

(Photo: NCG). 

 

https://commons.wikimedia.org/wiki/File:Verdigris.JPG#/media/File:Verdigris.JPG
https://commons.wikimedia.org/wiki/File:Verdigris.JPG#/media/File:Verdigris.JPG
http://shop.kremerpigments.com/en/pigments/purpurissum-36015:.html
http://shop.kremerpigments.com/en/pigments/purpurissum-36015:.html
http://shop.kremerpigments.com/en/pigments/purpurissum-36015:.html
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Fig. A:23 (left): 

 

Berenike I, Mariemont. Originating from 

Hermoupolis Magna in Egypt. Unknown 

white marble with paint. H.: 33 cm. Dating to 

late third c. BCE.  

Morlanwelz, Musée Royal de Mariemont, inv. 

No. B264.  

(Photo: Musee royal de Mariemont. From 

Bourgeoise 2014C, fig. 1). 

 

Fig. A:24 (above): 

 

Berenike I, Mariemont (fig. 

A:29): Micrograph of layer of 

wax  

(Photo: C2RMF/ Bourgeoise, 

Dominique Robcis. From 

Bourgeoise 2014C, fig. 14.). 

 

Fig. A:25: 

 

Column krater depicting a painter 

working on a sculpture of 

Hercules. Originating from 

southern Italy. 

H.: 51,5 cm. 

Dating to the middle of the fourth 

century BCE.  

 

New York, The Metropolitan 

Museum of Art, inv. No. 50.11.4.  

 

(Photo: The Metropolitan 

Museum). 
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Fig. A:26 (left): 

 

Beauty from Palmyra. originating from the 

city Palmyra in central Syria. Limestone with 

pigments and wax. H.: 55 cm. 

Dating to ca. 190-210 CE.  

Copenhagen, NCG, inv. No. 2795.  

(Photo: Maria Louise Sargent, NCG). 

 
Fig. A:27 (below): 

Beauty from Palmyra (fig. A:26): Micrograph 

of beeswax covering a gilded layer on top of 

pink paint layer. (Photo: Maria Louise 

Sargent, NCG) 

 

 

 

Fig. A:28: 

 

Wall painting 

depicting a 

satyr. 

Originating 

from Rome. 

Fresco.  

H.: 65 cm. 

Dating to the 

late first century 

CE. 

A: tungsten.  

B: VIL.  

 

Copenhagen, 

NCG, inv. No. 

888a.  

 

(Photo: Maria 

Louise Sargent, 

NCG). 
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Fig. A:29: 

Roman wall painting depicting a woman wearing a blue dress. Originating from Rome. Fresco 

with paint. H.: 65 cm. Dating to the late first century CE. 

 A: tungsten. B: VIL.  

NCG, inv. No. 888b. (Photo: Maria Louise Sargent, NCG). 

 

 
Fig. A:30: 

 

The Treu Head.  

 

Originating from the 

Esquiline Hill in 

Rome.  

White unknown 

marble with paint.  

H.: 38 cm.  

Dating to the middle 

of the second century 

CE. 

 

 London, British 

Museum, inv. No. 

1884,0617.1.  

 

(Photo: British 

Museum).  
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Fig. A:31 (left): 

 

The Treu Head (fig. A:30). 

Micrographgraph and cross-section of 

skin paint.  

A:  Micrograph of layer of skin paint 

showing the paint layers beneath 

encrusted layer.  

B: cross section of skin paint showing 

white calcite highlights applied on top of 

the mixture of calcite, hematite, goethite, 

carbon black and Egyptian blue used for 

the flesh tones.  

(Photo: Verri, Opper and Deviese 2010, 

fig. 6). 

 
Fig. A:32 (below): 

 

The Treu Head (fig. A:30). Micrographs 

of paint layers in the hair.  

a: yellow layer below the central parting 

of the hair. b: red and yellow pigment on 

a curl. c: lock on proper right cheek 

where the yellow hair colours partly 

overlap the flesh tone. d: detail of lock 

showing yellow and red pigments.  

(Photo: Verri, Opper and Deviese 2010, 

fig. 12) 
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Fig. A:33 (left): 

 

Female head. Originating from 

Aphrodisias.  

Unknown white marble with paint.  

Dating: 160 CE. 

H.: 53 cm. 

 

Copenhagen, NCG, Inv. No. 2815.  

(Photo: Rikke H. Therkildsen, NCG). 

 

Fig. A:34 (above): 

Female head from Aphrodisias (fig. 

A:33). Cross section of skin paint 

showing two paint layers placed directly 

upon the marble surface.  

(Photo: Rikke H. Therkildsen, NCG) 

 

Fig. A:35 (left): 

Female head from Aphrodisias (fig. 

A:33). Micrograph of marble surface 

with remaining skin paint.  

(Photo: Rikke H. Therkildsen, NCG) 

 

Fig. A:36 (right): 

 

Funerary kline from tomb 1 in Amphipolis.   

Archaeological Museum of Kavala.  

(Photo: Brecoulaki et al 2006, fig. 1a). 
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Fig. A:37: 

 

Illustration showing the procedure of casting a bronze portrait using the ‘lost-wax’ method. 

1) A model is made from wax or terracotta. 2) From this model a mould is made. The mould is 

then parted from the model and the mould is pieced back together. 3) Within the hollow mould 

a thin layer of wax is swished around. 4) Once hardened the hollow wax copy is removed from 

the mould –and the mould can now be reused. 5) The hollow wax copy is then smoothened and 

sprued with a tree-like structure of wax funnels. 6) The entire wax assembly is covered in a 

thick clay shell and burned in the oven. 7) During this process the clay will harden, but the wax 

will melt away running down the paths provided by the funnels. 8) What remains is a negative 

cast in terracotta, and by using the funnels, a melted bronze compound can be poured into. 9) 

Once cooled and hardened the terracotta shell is removed leaving the bronze cast. 

(Photo: Langland 1999, with added numbers by the author.) 
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Fig. A:38: 

Portrait of Amenemhet III. Findspot unknown. 

H.: 46 cm.Dating to1842-1795 BCE. 

Greywacke. 

Copenhagen, NCG, inv. No. ÆIN 924.  

(Photo: NCG). 

Fig. A:39: 

Agrippina Minor. Originating from Rome. 

Greywacke. H.: 30 cm. Dating to the latter 

half of the first c. CE. 

NCG, inv. No. 753.  

(Photo: NCG). 

 
Fig. A:40: 

 

Sculpture of kneeling oriental.  

Originating from Rome and may have been 

part of a monument celebrating Augustus’ 

victory over the Parthians in 20 BCE. The 

body is made from pavonazetto marble and is 

antique, while hands and face are made from 

black stone in the 1560’s in Naples.  

H.: 172 cm. 

Copenhagen, NCG, inv. No. 1177.  

 

(Photo: NCG).  
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Fig. A:42 (right): 

Terracotta plague with well-preserved 

paint remains. The plague depicts a 

theatrical scene. Found in a tomb at the 

Via Salaria. Clay and pigments. 

Dimensions: 39x42x7,5 cm. Dating to 

the first century CE. 

Rome, Museo Nazionale di Palazzo 

Massimo.  

 

(Photo: Zink 2014, fig. 2).  

 
Fig. A:43: 

 

Portrait in bust format. Originating from 

Cumae. Terracotta. Dating to the Late 

Republican period.  

(Photo: From Fejfer 2008, fig. 103).  

 

Fig. A:41 (left): 

 

Portrait of Trajan.  

Originating from Guggenheim in Venice in 1896. 

The portrait bust dates to the 17th century, but 

origins is unknown. The head is recarved from 

ancient sculptural material. 

Head: Porphyry. Upper chest: Alabaster. Foot: 

Unidentified dark marble with white/yellowish 

veins. H.: 65 cm. 

(Photo: NCG; Ana Cecilia Gonzales) 

 

(Photo: the author).  
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Fig. A:44: 

 

Exedra in the Casa del Menandro in 

Pompeii. Inside the exedra are casts 

of sculptures and busts made from 

the cavities inside the lava. The 

original sculptures and busts are 

gone, suggesting that they were 

once made from either wax or 

wood which was consumed by the 

lava.  

 

(Photo: from Fejfer 2008, fig. 104). 

Fig. A:45: 

Marble sarcophagus of Titus Paconius Caledus. On the chest is depicted a scene were male 

figures are working with apiculture.  

Rome, Musei Vaticani, inv. No. 808. (Photo: from Schäfer 1989, taf. 26:3). 

Fig. A:46: 

 

Mosaic from the 

atrium in the house 

of P. Paquius 

Proculus in Pompeii. 

Depicts what may be 

interpret as a 

blackened ancestral 

mask in wax, dating 

to the first century 

CE.  

 

(Photo: from Dasen 

2010, fig. 5.3). 
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Fig. A:47 (left): 

Wax portrait with inlaid glass eyes. 

Originating from a tomb in Cumae.Dating to 

the second century CE.  

Napoli, Museo Nazionale di Napoli. 

(Photo: Hägele 2014, fig. 1, p. 27).  

 

Fig. A:49 (below): 

Grave relief of A. Aemilius Aristomachus and Aemilia 

Hilara showing ancestral masks in wooden cupboards. 

Unknown white marble. 

H.: 10cm. L.: 34 cm.  

Dating to the first century CE.  

Copenhagen, National Museum, inv. No. 1187.  

(Photo: National Museum Denmark) 

(Photo: National Museum of Denmark). 

 

Fig. A:48 (right): 

Doll recovered from the sarcophagus of Creperia 

Tryphena at the via Trionfale in Rome. Wood/ ivory.H.: 

23 cm. 

Dated to the second century CE.  

Rome, Musei Capitolini. 

(Photo: The J. Paul Getty Museum, Dea/ V. Pirozzi). 
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Fig. A:51 (right): 

 

Image showing the presumed size and 

appearance of the Colossus of Nero.  

 

 

 

 

(Photo: "The Colossus Neronis". Licensed 

under CC BY-SA 4.0 via Wikipedia - 

https://en.wikipedia.org/wiki/File:The_Coloss

us_Neronis.jpg#/media/File:The_Colossus_N

eronis.jpg).  

 

Fig. A:50 (above): 

 

Ordnance Survey of London from 1893-1896: 

detail showing Trafalgar Square.  

 

 

 

(Photo: Google Maps Engine). 

 

 

https://en.wikipedia.org/wiki/File:The_Colossus_Neronis.jpg#/media/File:The_Colossus_Neronis.jpg
https://en.wikipedia.org/wiki/File:The_Colossus_Neronis.jpg#/media/File:The_Colossus_Neronis.jpg
https://en.wikipedia.org/wiki/File:The_Colossus_Neronis.jpg#/media/File:The_Colossus_Neronis.jpg
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Fig. A:52: 

 

Statue of Sir Henry Havelock. Trafalgar 

Square, London.  

(Photo: "Sir Henry Havelock Statue 

Trafalgar Square 2006-04-17" by Richard 

George - Own work. Licensed under CC BY-

SA 2.5 via Commons - 

https://commons.wikimedia.org/wiki/File:Sir

_Henry_Havelock_Statue_Trafalgar_Square

_2006-04-

17.jpg#/media/File:Sir_Henry_Havelock_Sta

tue_Trafalgar_Square_2006-04-17.jpg).  

 

Fig. A:53: 

 

Rachel Whiteread, “Monument”, from 2001. 

Trafalger Square, London.  

(Photo: 

http://theredlist.com/media/database/fine_arts/

artistes-

contemporains/uk/rachel_whiteread/08_rachel

-whiteread-theredlist.png)  

 

 
Fig. A:54: 

Hans Haacke, “Gift Horse” 

from 2015. Trafalger Square, 

London.  

(Photo: "Gift Horse - Hans 

Haacke - close-up" by 

Prioryman - Own work. 

Licensed under CC BY-SA 

4.0 via Commons - 

https://commons.wikimedia.o

rg/wiki/File:Gift_Horse_-

_Hans_Haacke_-_close-

up.jpg#/media/File:Gift_Hors

e_-_Hans_Haacke_-_close-

up.jpg).  

 

https://commons.wikimedia.org/wiki/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg#/media/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg
https://commons.wikimedia.org/wiki/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg#/media/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg
https://commons.wikimedia.org/wiki/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg#/media/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg
https://commons.wikimedia.org/wiki/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg#/media/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg
https://commons.wikimedia.org/wiki/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg#/media/File:Sir_Henry_Havelock_Statue_Trafalgar_Square_2006-04-17.jpg
http://theredlist.com/media/database/fine_arts/artistes-contemporains/uk/rachel_whiteread/08_rachel-whiteread-theredlist.png
http://theredlist.com/media/database/fine_arts/artistes-contemporains/uk/rachel_whiteread/08_rachel-whiteread-theredlist.png
http://theredlist.com/media/database/fine_arts/artistes-contemporains/uk/rachel_whiteread/08_rachel-whiteread-theredlist.png
http://theredlist.com/media/database/fine_arts/artistes-contemporains/uk/rachel_whiteread/08_rachel-whiteread-theredlist.png
https://commons.wikimedia.org/wiki/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg#/media/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg
https://commons.wikimedia.org/wiki/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg#/media/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg
https://commons.wikimedia.org/wiki/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg#/media/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg
https://commons.wikimedia.org/wiki/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg#/media/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg
https://commons.wikimedia.org/wiki/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg#/media/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg
https://commons.wikimedia.org/wiki/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg#/media/File:Gift_Horse_-_Hans_Haacke_-_close-up.jpg
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Fig. B:1: 

 

Portrait statue of Gaius Fundilius Doctus 

(Fundilius, cat.no 1). Stulpture: afyon marble 

and pigments, plinth: travertine and pigments. 

H.: 183 cm.  

Originating from the Room of Fundilia in 

Nemi. Dating to mid first century CE. 

 

Copenhagen, NCG, inv. No. 707. 

 

(Photo: NCG, Maria Louise Sargent). 

Fig. B:2: 

 

Portrait statue of Fundilia Rufa (Fundilia, 

cat.no. 2). Head: afyon marble and pigments, 

body: carrara marble and pigments, plinth: 

travertine and pigments. H.: 178 cm.  

Originating from the Room of Fundilia in 

Nemi. Dating to mid first century CE. 

 

Copenhagen, NCG, inv. No. 708. 

 

(Photo: NCG, Maria Louise Sargent). 
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Fig. B:3 (left): 

 

Portrait herm of Fundilia Rufa (Fundilia, 

cat.no. 3).  

Head, bun, upper body, lower body, feet and 

plinth: unknown white marble with pigments. 

H.: 155 cm.  

Originating from the Room of Fundilia in 

Nemi. Dating to mid first century CE. 

 

Nottingham, Castle Museum, inv. No. 827. 

 

(Photo: Castle Museum Nottingham, Maria 

Louise Sargent). 

Fig. B:4 (right): 

 

Portrait bust with herm shaft of Staia 

Quinta (Quinta, cat.no. 4). Bust: Parian 

marble and pigments, shaft: unknown. 

H.: Bust: 44 cm., shaft: 100 cm. 

Originating from the Room of Fundilia 

in Nemi. Dating to mid first century CE. 

 

Copenhagen, NCG, inv. No. 1435. 

(Photo: NCG, Ana Cecilia Gonzales). 
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Fig. B:5: 

 

Portrait herm of Quintus 

Hostius Capito (Capito, 

cat.no. 5).  

Bust: Parian marble with 

pigments, shaft: unkown. 

H: bust: 32 cm, shaft: 112 

cm. 

Originating from the Room 

of Fundilia in Nemi. Dating 

to mid first century CE. 

Copenhagen, NCG, inv. No. 

1436. 

(Photo: NCG; Ana Cecilia 

Gonzales). 

Fig. B:6: 

 

Portrait herm of Lucius 

Anninius Rufus (Rufus, 

cat.no. 6).  

Bust: Parian marble with 

pigments, shaft: unkown. 

H: bust: 40 cm, shaft: 110 

cm. 

Originating from the Room 

of Fundilia in Nemi. Dating 

to mid first century CE. 

Copenhagen, NCG, inv. No. 

1437. 

(Photo: NCG, Ana Cecilia 

Gonzales). 

Fig. B:7: 

 

Portrait herm of Licinia 

Chrysarion (Chrysarion, cat.no. 

7).  

Bust: Parian marble with 

pigments, shaft: unkown. 

H: bust: 31 cm, shaft: 135,5 

cm. Originating from the 

Room of Fundilia in Nemi. 

Dating to mid first century CE. 

Bust: NCG, inv. No. 1437. 

Shaft: Nottingham, Castle 

Museum, inv. No. 830. 

(Photo: NCG, Ana Cecilia 

Gonzales). 
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Fig. B:8 (left): 

Portrait bust of unidentified man wearing a 

wreath (cat.no. 8).  

Parian marble with pigments. 

H: 40 cm. Originating from the Room of 

Fundilia in Nemi. Dating to mid first century 

CE. Copenhagen, NCG, inv. No. 1438. 

(Photo: NCG, Maria Louise Sargent). 

Fig. B:9 (right): 

Portrait bust of unidentified young woman 

(cat.no. 9).  

Parian marble with pigments. H: 40 cm. 

Originating from the Room of Fundilia in 

Nemi. Dating to mid first century CE. 

Copenhagen, NCG, inv. No. 759. 

(Photo: NCG, Maria Louise Sargent). 

Fig. B:10 (left): 

 

Map of Rome and 

its surrounding 

areas to the south-

east. The Nemi 

lake is located in 

the down right 

corner indicated 

by the red circle.  

 

(Photo: Google 

Maps 2014, 

satellite picture). 
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Fig.  B:11:  

 

Air shot of the Diana Nemorensis sanctuary (taken in 2013) with an imposed plan of the 

excavated remains: 

 

A: The paved lower terrace of the sanctuary. 

B: The upper terrace. 

F: Unidentified architectural structures. 

K: Temple of Diana. 

M: “Celle Donarie”; the excavated rooms beneath the portico (see fig. B:12 and B:13 below). 

R: The north-eastern corner of the portico. 

S: The theatre. 

T: Unidentified architectural structures; perhaps a bathing complex? 

U: The road which accessed the sanctuary. 

V: The nymphaeum.  

 

(Photo: Ghini 2014, fig. 1). 
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Fig. B:12: 

 

The three main construction phases of the 

rooms beneath the portico (M on fig. B:11 

above). 

From top to bottom: 

1) First phase dating to the second century 

BCE. 

2) Second phase dating to the middle of the 

first century BCE. The mosaic in the Room of 

Fundilia was laid out. 

3) Third phase dating to the middle of the 

second century CE. Wooden structures replaced 

by vaulted masonry to strengthen the complex 

after an earthquake. 

(Photo: Ghini 2014, fig. 4) 
Fig. B:13: 

 

Detail of the portico (M on fig. B:11 above) indicating location of the Room of Fundilia (a) and 

findspots of the portrait sculptures of Case Study 1. Blue indicates the campaigns of Savile 

(1885); red indicates the campaigns of Boccanera (1887-1888). 

 

1: Herm of Fundilia (cat. No. 3). 2: Herm shaft belonging to Capito (cat. No. 5). 

3: fragment of chest belonging to young, unknown woman (cat. No. 9). 

4: Shaft belonging to Chrysarion (cat. No. 7).Findspot unknown. 

5: Shaft belonging to Lucius Faenius Faustus (Castle museum Nottingham, cat. No. 828). 

Findspot unknown. 

6: Herm shaft inscribed for S. Quinta (lost). Findspot unknown.  

7-8: Statue of Fundilius and Fundilia found standing against back wall (cat. No. 1 and 2). 

9: Bust and shaft of Quinta (cat. No. 4). 10: Bust of Capito (cat. No. 5). 

11: Bust of young woman (cat. No. 9). 12: Bust of man wearing a wreath (cat. No. 8) 

(Photo: Ghini 2014, fig. 5, with added findspots by the author) 
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Fig. B:14: 

 

Two reconstructed plans of the Room of Fundilia. 

 

A: The drawing of the Room of Fundilia with the inscription beneath. Published in Notizie degli 

Scavi in 1887. The drawing was made after the back of the room had been excavated by 

Boccanera and reconstructs how the portrait sculptures may originally have been put on display:  

 

F: The herm portrait of Fundilia Rufa (cat. No. 3). 

G: The herm portrait of Lucius Anninius Rufus (cat. No. 6). 

H: The statue of Fundilia Rufa (cat. No. 2). 

I: The statue of Gaius Fundilius Doctus (cat. No. 1). 

L: The herm portrait of Staia Quinta (cat. No. 4). 

M: The herm portrait of Quintus Hostius Capito (cat. No. 5). 

 

(Photo: Notizie degli Scavi 1887; see also Bombardi 2000, fig. 1). 

 

B: The most recent reconstruction of the room after the excavations of the 1990’s. The room was 

measured for the first time in the late 1990’s and the reconstructed plan shows its dimensions, 

which differs slightly from the earlier plan. Also, more details to the mosaic were added in a 

reconstruction made by S. Sgalambro from 2000.  

 

(Photo: Vincenti 2014, fig. 1). 
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Fig. B:15: 

 

Photo from the exhibition, “Nemi. Kult og Pragt” (Nemi. Cult and Splendour) at the NCG from 

the 18th February to the 7th of December 2014. 

 

(Photo: NCG. Ana Cecilia Gonzales). 

 
Fig. B:16: 

 

Photo from the re-excavation 

of the Room of Fundilia and 

restoration of the mosaic in 

2010  

 

A: Detail of the tabula 

incerta.  

 

B: Detail of mosaic showing 

one of the four amphorai 

placed at each corner of the 

center. 

 

C: Detail of the mosaic 

showing one of the four 

kantharoi placed at the middle 

of the long axis framing the 

center. 

(Photo: by A. Fischetti. From 

Vincenti 2014, fig. 2-3). 
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Fig. B:17 (left): 

 

Statue of Fundilius (see fig. 2:1) 

showing detail of face. The face 

bears traces from extensive, 

modern cleaning. 

 

 

(Photo: NCG, Maria Louise 

Sargent). 

 

Fig. B:18 (right): 

 

Statue of Fundilius (see fig. 2:1). Detail 

showing the upper body. The folds of the 

tunica are executed to mimic a thin fabric. 

(Photo: NCG, Maria Louise Sargent). 

 

Fig. B:19 (left): 

 

Statue of Fundilius (see fig. 2:1). Detail 

showing the extended proper right knee. The 

surface of the marble has been minutely 

textured and detailed to mimic the visual 

effects of a folded and wrinkled textile. 

 

 

(Photo: NCG, Maria Louise Sargent). 
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Fig. B:20 (left): 

 

Statue of Fundilius (see fig. 

2:1). Detail showing the folds 

of the toga drapes over the 

extended proper left arm. The 

sculpted seems are given 

details mimicking sewn folds. 

The edges of the seems are 

furthermore shaped in wavy 

lines. 

 

 

(Photo: NCG, Maria Louise 

Sargent). 

 
Fig. B:21 (below): 

Statue of Fundilius (see fig. 

2:1). Detail showing the 

extended proper right foot 

wearing soft leather boots with 

an overfold. The surface of the 

boots is given a matte polished 

texture. The travertine plinth 

beneath is roughly textured by 

use of various chisels. In the 

lower right corner a sculpted 

ribbon or tassel can be seen. It 

may once have been attached 

to the bottom of the lacinia 

which has broken off. 

(Photo: NCG, Maria Louise 

Sargent). 
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Fig. B:22: 

 

Statue of Fundilius (see fig. 2:1). Detail showing the bottom of 

the statue including lower parts of the toga (the lacinia between 

the feet), the feet wearing soft, leather shoes (see fig. B:21), the 

book casket (capsa) carrying an inscription 

(C.FVNDILIVS.DOCTVS.APOLLINIS.PARASITVS) and 

placed by proper left foot, the ‘empty space’ between capsa and 

foot, and travertine plinth repeating the inscription (C. 

FVNDILIVS.DOCTVS.APOLLINIS.PARASIT). For details 

and translation of the inscription see Appendix 3. 

 

(Photo: Berit Hildebrandt). 

 

Fig. B:23: 

 

Statue of Fundilius from the proper left side. The back of the 

statue is flatly sculpted, suggesting that it was originally meant 

to be seen from the front. This is supported by its findspot 

placed against the back end wall (see fig. B:15 above). 

 

(Photo: NCG, Maria Louise Sargent). 
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Fig. B:24: 

 

Statue of Fundilius front and back with mappings. The coloured dots indicate the documented 

presence of pigment grains. The hue of the dot corresponds to the hue of the pigment: the yellow, 

red and brown dots indicate the presence of red and brown ochre, black dots indicate carbon 

black pigment grains. Egyptian blue is not included. 

 

(Photo: NCG, Maria Louise Sargent). 
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Fig. B:25: 

 

Statue of Fundilius. 

Detail of back side of 

the hair showing visible 

traces of a 

reddish/brown paint 

mixture. In chiseled 

contours of the sculpted 

strands of hair pigments 

of red and brown hues, 

identified as ochre, are 

embedded. 

 

(Photo: NCG, Maria 

Louise Sargent). 

 

Fig. B:26: 

 

Statue of Fundilius. 

Micrographscopic image 

and cross-section of paint 

layer. 

 

A: Micrograph of 

preserved paint layers on 

the back side of the toga. 

The layer of cohesive 

pigment grains is of a 

reddish/orange hue, which 

results from examinations 

suggest are made from 

ochre pigment. 

 

B: Cross-section of sample 

extracted from the layer 

above. The section show 

that the pigment grains 

were extremely finely 

grounded and applied in a 

very thin layer directly 

above the marble. 

 

(Photo: NCG, Maria 

Louise Sargent). 
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Fig. B:27: 

 

Statue of Fundilius. VIL 

imaging showing details 

of sculpted toga folds. 

 

A: Detail of the 

extended proper right 

knee. The shining bright 

particles between the 

sculpted folds indicate 

the presence of 

Egyptian blue pigment 

grains. 

 

B: Detail of sculpted 

toga folds on the back 

side of the folds draped 

across the extended 

proper left arm. The 

luminescent particles 

are mainly present 

between the sculpted 

folds. 

 

(Photo: NCG, Maria 

Louise Sargent). 

 

Fig. B:28: 

 

Statue of Fundilius. 

VIL imaging 

showing detail of 

the ‘empty space’ 

between proper left 

foot and book 

casket. The shiny 

bright particles 

indicate the 

presence of 

Egyptian blue 

pigment grains. 

(Photo: NCG, 

Maria Louise 

Sargent). 
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Fig. B:29: 

 

Statue of Fundilia (fig. 2:2). Detail 

of head seen from the properleft 

side. On top of the head, where the 

braided hair is gathered, a once 

inserted, but now lost, bun used to 

be placed on top. The same bun 

can be seen on the herm portrait 

(see fig. B:34). 

 

 

(Photo: the author). 

 

Fig. B:30: 

 

Statue of Fundilia (fig. 2:2). Detail 

of head and upper chest. The face 

has been sculpted to depict a 

mature woman with distinctive 

physiognomic features. She is 

portrayed with a furrowed 

forehead, large, almond-shapes 

eyes, a prominent nose (see fig. 

B:29 above), full lips, high 

cheekbones, vague bags under the 

eyes and slightly saggy cheeks. 

 

 

(Photo: the author). 
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Fig. B:31: 

Detail of statue of 

Fundilia showing upper 

chest. The black 

outlines emphasize the 

area where the 

innermost garment is 

visible.(Photo: NCG, 

Maria Louise Sargent). 

 

Fig. B:32: 

Detail of statue of 

Fundilia showing upper 

chest. The black 

outlines emphasize the 

area where the second 

layer of garment is 

visible. A clasp is 

visible appearing from 

beneath the covering 

mantle. (Photo: NCG, 

Maria Louise Sargent). 

 

Fig. B:33: 

 

Statue of Fundilia: Three detail photographs showing the surface texture of the covering mantle. 

The sculpted folds draped over the extended proper left arm have been given minutely scraped 

surface patterns on the most pronouncing parts. The criss-cross shape of the scraped texture 

resembles a herringbone pattern. 

(Photo: the author). 
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Fig. B:34: 

 

Statue of Fundilia: Detail of a 

sculpted tassel above the proper 

left foot. Along the edges of the 

large mantle immediately above 

the feet are sculpted details 

resembling sewn edges of a textile. 

Also two sculpted horizontal 

‘furrows’, either made by light use 

of running drill or a bull-nosed 

chisel, can be seen following the 

edges of the garment. Perhaps 

these are markings left by the  

sculptor to act as guidelines for the 

painter, who applied the 

polychrome finish and detailing of 

the sculpted garment (see fig. 

B:119). 

 

(Photo: the author). 

 

Fig. B:35: 

 

Statue of Fundilia: Detail of the 

lower parts of the statue including 

the bottom of the covering mantle, 

the second layer of garment 

appearing from underneath it and 

the feet. 

 

(Photo: the author). 
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Fig. B:36: 

Statue of Fundilia front and back with mappings. The coloured dots indicate the documented 

presence of pigment grains and paint layers. The hue of the dot corresponds to the hue of the 

pigment: the yellow, red and brown dots indicate the presence of ochre, black dots indicate 

carbon black pigment grains, blue dots indicate what may be azurite grains. Egyptian blue is not 

included. 

Furthermore extracted samples from preserved paint layers are indicated on front and back. 

(Photo: NCG, Maria Louise Sargent). 
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Fig. B:37 (left): 

 

Statue of Fundilia VIL detail of 

head. Bright luminescent grains 

are present following the rims 

of the upper and lower eyelids 

of the proper left eye. 

Furthermore the sclera of 

proper left eye are covered in 

luminescent particles testifying 

to the presence of Egyptian 

blue grains in the paint mixture 

used for the white in the eye 

balls, and thereby also 

revealing the contours of a 

once painted pupil.  

 

(Photo: NCG, Maria Louise 

Sargent). 

 

 Fig. B:38 (below): 

 

Statue of Fundilia; detail of 

mouth. Preserved paint 

mixtures of a low saturated 

pinkish hue can still be seen 

between the lips with the naked 

eye. The remains are 

highlighted by the black box. 

 

(Photo: NCG, Maria Louise 

Sargent). 
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Fig. B:39 (above): 

 

Statue of Fundilia; Micrographs of the preserved paint layers found in several areas of the 

mantle. The paint layers consist of mixed pigments (primarily ochre) and are of a saturated 

reddish/purple hue.  

 

A: Micrograph of paint layer. B: Micrograph of paint layer. C: Cross-section of paint layer 

showing finely grounded grains applied directly onto the marble surface in a single, thin layer. 

 

(Photo: NCG, Maria Louise Sargent). 

 

 Fig. B:40: 

Statue of Fundilia; 

Micrograph of the 

preserved paint 

layer of a saturated 

blue hue found on 

the mantle. The 

layers were not 

composed from 

Egyptian blue, 

suggesting that the 

pigments may be 

azurite.  

(Photo: NCG, 

Maria Louise 

Sargent). 
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Fig. B:41: 

 

Statue of Fundilia; VIL detail of the lower garment appearing beneath the mantle. The bright 

luminescent particles indicate the presence of Egyptian blue grains. 

(Photo: NCG, Maria Louise Sargent). 

 

 

Fig. B:42 (left and above): 

 

Herm of Fundilia; Detail of the middle of the body where 

the mantle ends and dress appears from underneath; and 

detail of the back of the head. Visible traces from once 

covering root marks can be seen with the naked eye.  

 

(Photo: the author). 
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Fig. B:43 (left): 

 

Herm of Fundilia; Detail of 

face. The inserted bun is 

visible on the top of the 

head.  

 

(Photo: Maria Louise 

Sargent). 

 

 

Fig. B:44 (right): 

 

Herm of Fundilia; Detail of surface of the 

covering mantle. Paint layers of a 

reddish/brown hue were preserved in several 

areas of the mantle. Examinations of what they 

were made from were not carried out. The 

pigments of the layer therefore remain 

unidentified, but the nature of their colour 

composition, including the saturated 

reddish/brown hue, and the very finely grained 

pigment grains indicate the presence of ochre.  

 

(Photo: Maria Louise Sargent). 

 

 
Fig. B:45 (below): 

 

Herm of Fundilia; Micrograph of the paint 

layer seen in fig. 2:44 above.  

(Photo: Maria Louise Sargent). 
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Fig. B:46: 

 

Herm of Fundilia; micrograph of 

preserved paint layers of 

reddish/brown hues embedded in 

the encrusted layers on the surface 

of the sculpted hair.  

 

(Photo: Maria Louise Sargent). 

 

 

Fig. B:47 (above and right): 

 

Herm of Fundilia.  

 

Above: VIL image showing horizontal border of 

Egyptian blue above the feet. 

Right: Micrograph of the Egyptian blue paint 

layer embedded in encrusted layers.  

 

(Photo: Maria Louise Sargent). 
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Fig. B:48: 

 

Herm of Fundilia.  

 

Micrograph of the 

paint layers of reddish 

hue embedded in 

encrusted layers in the 

incised letters of the 

inscription.  

 

(Photo: Maria Louise 

Sargent). 

 

 

Fig. B:49: 

 

Bust of Quinta. Front. 

Tungsten light.  

(Photo: Maria Louise Sargent). 

 

 

Fig. B:50: 

 

Bust of Quinta. Back. 

Tungsten light.  

(Photo: Maria Louise Sargent). 
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Fig. B:51: 

Bust of Quinta with mappings of documented preserved paint remains. The coloured dots 

indicate the presence of pigment grains: yellow and red indicate ochre. Areas of microscopic 

images and extracted samples are also indicated. Egyptian blue is not included. 

(Photo: Maria Louise Sargent). 
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Fig. B:52: 

 

Bust of Quinta. Two detail photos and one 

micrograph showing preserved paint layers of 

reddish hues. 

A: Detail of curled hair. Red layers are 

embedded between the curled locks. 

B: Deatil of top of the head were red layers 

are preserved in the parting of the hair. 

C: Micrograph of curl with preserved paint 

layer of reddish hue.  

(Photo: Maria Louise Sargent). 

 

 Fig. B:53: 

 

Bust of Quinta.  

 

Micrograph showing preserved 

paint layers of a saturated yellow 

hue on top of layers of red in the 

hair. 

 

 (Photo: Maria Louise Sargent). 

 

 

Fig. B:54: 

 

Bust of Quinta.  

 

Micrograph showing preserved paint 

layers of a reddish hue on the skin. 

 

 (Photo: Maria Louise Sargent). 
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Fig. B:55: 

 

Bust of Quinta.  

 

Detail photo showing 

compact paint layers of a 

reddish hue on the button 

of the tunica. 

 

 (Photo: Maria Louise 

Sargent). 

 

 

Fig. B:56: 

 

Bust of Capito (fig. 2:5). Front and back.  

Tungsten light. 

 

 (Photo: Maria Louise Sargent). 
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Fig. B:57: 

Bust of Capito with mappings. Front and back.  

Tungsten with inserted coloured dots indicating the presence of pigment grains. The red and brown 

dots represent ochre grains. Egyptian blue is not included. 

(Photo: Maria Louise Sargent). 

 

 Fig. B:58 (left): 

 

Bust of Capito. Detail of reddish/brown paint 

layer in the hair. 

 

(Photo: Maria Louise Sargent). 

 

 

Fig. B:59 (right): 

 

Bust of Capito. VIL detail of lower face. The 

luminescent particles indicate the presence of 

Egyptian blue between the lips. The few 

scattered particles on the skin may suggest 

Egyptian blue for the skin paint as well. 

 

(Photo: Maria Louise Sargent). 
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Fig. B:60: 

 

Bust of Capito. Detail and micrograph showing the preserved paint layers of a low saturated 

blue hue in the incised letters of the inscription. VIL did not identify the blue paint as mixed 

from Egyptian blue pigment, suggesting that the pigments may be azurite. XRF showed a high 

content of cupper. 

(Photo: Maria Louise Sargent). 

 

 

Fig. B:61: 

 

Bust of Rufus. Front and back. Tungsten light.. 

(Photo: Maria Louise Sargent). 
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Fig. B:62: 

Bust of Rufus with mappings of preserved pigment grains. Front and back. Tungsten light. The 

red and brown dots indicate the presence of ochre pigments. Egyptian blue is not included. 

(Photo: Maria Louise Sargent). 

 

 Fig. B:63: 

 

Bust of Rufus. Micrograph of preserved 

reddish paint layer on the neck. 

 

 

(Photo: Maria Louise Sargent). 

 

 

Fig. B:64: 

 

Bust of Rufus. Micrograph of preserved 

reddish/brown paint layer in the hair. 

 

 

(Photo: Maria Louise Sargent). 
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Fig. B:65: 

 

Bust of Chrysarion. Front and Back. Tungsten light. 

(Photo: Maria Louise Sargent). 

 

 

Fig. B:66: 

 

Bust of 

Chrysarion. 

Detail of upper 

parts of the 

face. The 

chiseled 

eyebrows are 

barely visible 

due to 

extensive 

modern 

cleaning. 

 

(Photo: NCG, 

Maria Louise 

Sargent). 
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Fig. B:67: 

 

Bust of Chrysarion with mappings indicating the documented preserved paint remains. Front and 

proper left side. Tungsten. Red and brown indicate ochre grains. Egyptian blue is not included. 

(Photo: NCG, Maria Louise Sargent). 

 

 Fig. B:68: 

 

Bust of Chrysarion. Micrograph of preserved 

paint layer of a brownish hue in the hair. 

 

(Photo: NCG, Maria Louise Sargent). 

 

 

Fig. B:69: 

 

Bust of Chrysarion Micrograph of preserved 

paint layer of a reddish hue on the skin. 

 

(Photo: NCG, Maria Louise Sargent). 
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Fig. B:70 (left and above): 

 

Bust of Chrysarion. VIL images illustrating 

the presence of Egyptian blue pigment.  

Left: The luminescent particles covers the 

majority of the hair; also the fracture, 

indicating that the fracture dates to before its 

deposition, during which the pigments 

wandered from other areas of the hair. 

Above: Luminescent particles on the skin, 

especially in the areas of the eyes, suggest 

that Egyptian blue was part of the original 

skin paint, and painted details of the eyes. 

 

(Photo: NCG, Maria Louise Sargent). 

 

 
Fig. B:71: 

 

Bust of 

unknown man 

with 

mappings 

indicating 

preserved 

paint remains. 

Red indicates 

ochre. 

Microscopic 

images are 

indicated.  

 

Egyptian blue 

is not 

included. 

 

(Photo: NCG, 

Maria Louise 

Sargent). 
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Fig. B:72: 

 

Bust of unknown man. Detail of 

proper right side of the face. The 

preserved paint layers of 

reddish/brown hues in the hair can 

be seen with the naked eye. 

 

(Photo: NCG, Maria Louise 

Sargent). 

 

 Fig. B:73 (below): 

 

Bust of unknown man. Micrograph 

of preserved paint layer of reddish 

hue on the skin.  

 

(Photo: NCG, Maria Louise 

Sargent). 

 

 

Fig. B:74 (below): 

 

Bust of unknown man. 

Micrograph of red paint on 

the flowers of the wreath. 

 

(Photo: NCG, Maria Louise 

Sargent). 
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Fig. B:75 (left): 

 

Bust of unknown woman (see also fig. 2:9 

above).  

Tungsten. 

 

(Photo: NCG, Maria Louise Sargent). 

 

 
Fig. B:76 (below): 

 

Bust of unknown woman. Detail of hair 

where preserved paint layers of 

orange/reddish hues are visible to the naked 

eye. The paint layers consisted of yellow 

and red ochre mixed with Egyptian blue (see 

below). 

(Photo: NCG, Maria Louise Sargent). 

 

 

Fig. B:77 (left): 

 

Bust of unknown woman. VIL image of the 

back. Luminescent particles indicate 

Egyptian blue grains. 

 

(Photo: NCG, Maria Louise Sargent). 
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Fig. B:78 (left): 

 

Bust of unknown woman. VIL detail image 

of the proper left shoulder. Luminescent 

particles indicate the presence of Egyptian 

blue grains; particularly on the tunica. 

(Photo: NCG, Maria Louise Sargent). 

 

 
Fig. B:79 (below): 

 

The portrait of Caligula (see fig. 0:5 and 

A:22).  

Detail of the sideburns of the proper left 

side of the face. Remains from once 

painted sideburns are visible to the naked 

eye. The painted finish extended the 

sculpted form adding detail to the plastic 

shape. The paint mixtures applied 

consisted of ochre differing in hues of red 

and brown, carbon black and Egyptian 

blue. 

 

(Photo: NCG: Maria Louise Sargent and 

Rikke Hoberg Therkildsen). 

 

 

Fig. B:80 (above): 

Female head from Aphrodisias (see fig. A:33).  

Micrograph of the preserved paint layers in the 

hair. In between the drilled hair locks layers of 

carbon black were applied. On the pronouncing 

parts of the sculpted locks fewer layers were 

added; primarily consistent of a ground layer of 

orange/reddish hues with a thinner layer of a 

yellowish hue placed on top (as seen on the 

figure). Leaf gold was added as final highlights. 

 

(Photo: NCG, Rikke Hoberg Therkildsen). 
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Fig. B:82 (above): 

 

Reconstruction Variant A of the statue of 

Fundilius (see fig. B:1).  

 

Detail of head showing the reconstructed 

painted hair of the same reddish/brown hues 

preserved on the original (see fig. B:25). 

(Photo: Lars Hummelshøj). 

 

 

Fig. B:81 (left): 

 

Reconstruction Variant A of the statue of 

Capito (see fig. B:5 and B:56).  

The reconstructed painted hair is given of the 

same reddish hue as the preserved remains 

documented on the original. 

 

(Photo: Lars Hummelshøj). 

 

 

Fig. B:83 (left): 

 

Reconstruction Variant A of the statue of 

Rufus (see fig. B:6 and B:61).  

The reconstructed painted hair is given of the 

same reddish/brown hue as the preserved 

remains documented on the original (see fig. 

B:63). 

 

(Photo: Lars Hummelshøj). 
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Fig. B:84 (left): 

 

Reconstruction Variant A of the man 

wearing a wreath (see fig. B:8).  

The reconstructed painted hair is given of 

the same reddish/brown hue as the 

preserved remains documented on the 

original (see fig. B:72). 

 

(Photo: Lars Hummelshøj). 

 

Fig. B:85 (below): 

 

Reconstruction A of Chrysarion fron and 

left (see fig. B:7 and B:65).  

The reconstructed painted hair is given a 

dark/brown hue, which would presumably 

have been the results from mixing the 

brown and red ochres with the amounts of 

Egyptian blue found on the original (see 

fig. B:68 and B:70). 

 

(Photo: Lars Hummelshøj). 
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Fig. B:86: 

Reconstruction Variant B 

of Fundilia (see fig. B:2).  

Detail of head. The 

reconstructed painted hair 

is given a dark/brown hue, 

which would presumably 

have been the results from 

mixing the brown and red 

ochres with the amounts of 

Egyptian blue found on the 

original. 

(Photo: Lars Hummelshøj). 

 

Fig. B:87: 

 

Reconstruction Variant A 

of Quinta (see fig. B:3, 

B:49 and B:50). Detail of 

head. 

 

The reconstructed painted 

hair is given a saturated 

yellowish/red hue 

corresponding to the 

preserved paint remains 

documented on the original 

(see fig. B:52 and B:53). 

 

(Photo: Lars Hummelshøj). 

 

Fig. B:88: 

 

Reconstruction Variant A 

of the young woman (see 

fig. B:9).  

 

The reconstructed painted 

hair is given a saturated 

reddish/yellow hue 

corresponding to the 

preserved paint remains 

documented on the original 

(see fig. B:76 and B:77). 

 

(Photo: Lars Hummelshøj). 
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Fig. B:89: 

 

The so-called Sciarra Amazon. 

Originating from Rome –

perhaps from the gardens of 

Sallust. 

 

Pentelic white marble with 

paint. 

 

H (without plinth): 197 cm. 

 

Dating to the middle of the 

second century CE. 

 

Copenhagen, NCG, cat. No. 

1568. 

 

(Photo: NCG, Maria Louise 

Sargent and Rikke Hoberg 

Therkildsen). 

 

Fig. B:90: 

 

The so-called Sciarra 

Amazon (fig. B:89). 

Micrograph of preserved 

paint layers in the hair. 

Egyptian blue was used 

for underdrawings and/or 

shadow effects beneath 

layers of yellow/orange 

hues. 

 

(Photo: NCG, Maria 

Louise Sargent and Rikke 

Hoberg Therkildsen). 
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Fig. B:91: 

 

Head of amazon. 

Discovered in the area 

of the Basilica 

Noniana at 

Herculanum in 2006. 

Unknown white 

marble with pigments. 

H.: 38 cm. Dating to 

the first century BCE. 

 

Soprintendenza 

Speciale per I Beni 

Archeologici di 

Pompei, Ercolano e 

Stabia, inv.no. SAP 

87021. 

(Photo: from Beale 

and Earl 2011, fig. 1). 

 

Fig. B:92: 

 

Portrait of Tiberius in tungsten light. Originates from Rome and dates to the second half of the 

first century CE.  

H.: 36,5 cm, (right) and detail (left). 

Unknown white marble with pigments. Translucent paint layers of low saturated red hues can be 

seen in the areas around the eyes and the mouth. 

(Photo: NCG, Maria Louise Sargent and Rikke Hoberg Therkildsen). 
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Fig. B:93 (right): 

 

Reconstruction Variant B1 of 

Quinta. This Variant 

reconstructs the hair, the skin 

and details of the eyes. The 

nuances of the skin is taken 

from micrographs of the cross 

section of skin paint layers 

extracted from the female head 

from Aphrodisias (see fig. A:34 

and A:35 above) 

The details of the eyes 

(eyelashes and size and 

placement of pupils)are copied 

from the amazon from 

Herculaneum and the togatus 

from Formia (fig. B:91 and 

B:100). 

 

(Photo: Lars Hummelshøj). 

 

Fig. B:94 (below): 

 

Portrait of Caligula (see fig. 

0:5). Detail of pink paint layer 

preserved between the slightly 

parted lips. Results from 

examinations show that the 

pink paint mixture consisted of 

(at least) madder lake and 

Egyptian blue pigments. 

(Photo: NCG. Maria Louise 

Sargent and Rikke Hoberg 

Therkildsen). 
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Fig. B:95: 

 

Portrait of the Treu Head (see fig. A:30). Detail photo and micrographs of the mouth. 

 

A: Detail of pink paint layer observable between the slightly parted lips. 

  

B: UV.-Fl. Indicate the presence of madder lake appearing as bright pink flourescence. 

 

C: Micrograph of detail photo A. Layers of low saturated pink paint layer is indicated by the 

black arrow. 

 

D: Micrograph of the corner of the mouth indicated by the black box on A. A black paint layer 

can be seen which appear to have been placed underneath the pink paint layer as shadow effects 

at each corner of the mouth. 

 

(Photo: from Verri, Opper and Deviese 2010, fig. 8 ). 
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Fig. B:96: 

 

Portrait of Caligula (see fig. 

0:5). Detail of eyes where the 

painted eyelashes and pupils 

are visible to the naked eye 

particularly in the proper left 

eye. 

 

 

(Photo: NCG. Maria Louise 

Sargent and Rikke Hoberg 

Therkildsen). 

 

Fig. B:97 (above): 

 

Portrait of Caligula (see fig. 0:5). VIL detail of 

eyes. The luminescent particles indicate that not 

only the iris but also the white sclera of the eyes 

were painted using Egyptian blue pigment. 

(Photo: NCG. Maria Louise Sargent and Rikke 

Hoberg Therkildsen). 

 

Fig. B:98 (right): 

 

The so-called Sciarra amazon (see fig. B:89). 

VIL detail taken of the proper right side showing 

tear drops beneath the raised arm, and the face in 

the background. The luminescent particles 

indicate that the iris and the white sclera of 

proper right eye were painted using Egyptian 

blue pigment. 

(Photo: NCG. Maria Louise Sargent and Rikke 

Hoberg Therkildsen). 
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Fig. B:99: 

 

The Treu Head (see fig. A:30). VIL 

detail of proper right eye. The 

luminescent particles reveal that 

Egyptian blue pigments were used for 

painting the white of the eye balls. 

 

 

(Photo: from Verri, Opper and Deviese 

2010, fig.10c). 

 

Fig. B:100: 

 

The togatus from Formia. Detail of head showing well-preserved paint remains in the eyes and 

on the toga covering his head. 

Originating from the basilica in Formia. Unknown white marble and pigments. Dating to the 

beginning of the first century CE. 

 

Formia, Museo Nazionale, inv.no. 88483. 

 

(Photo: from Liverani 2014A, fig. 25.). 
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Fig. B:101 (left): 

 

Portrait bust of the so-called 

Brutus. 

 

Origins unknown. Donated to 

the Musei Capitolini by 

Cardinal Pius da Carpi in 

1564.  

 

Bust: Bronze; eyes: White 

bone and black stone.  

 

H.: 69 cm. Dating to the fourth 

or third century BCE.  

 

Rome, Musei Capitolini, Sala 

dei Trionfi, inv. No. MC 1183. 

 

(Photo: from Lahusen 2010, 

205.) 

Fig. B:102 (above and right): 

Bust portrait of mature man with shaved 

head (bust is a 18th century addition). The 

head originates from tablinium in the 

Villa dei Papiri, where it was originally 

put on display together with several other 

life-sized bust portraits depicting famous 

Greek philosophers. 

The head: bronze, the eyes: white bone, 

and grey and black stones. H. (chin to 

crown): 25 cm. 

Napoli, Museo Archeologico Nazionale 

di Napoli, NM5634.  

(Photo: from Mattusch 2005, fig. 178-

180.). 
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Fig. B:103 (left): 

 

Bust of youth with a victor’s wreath. The bust 

originates from the east end of the large pool in the 

Villa dei Papiri. 

 

Bust: bronze; eyes: white bone and red and black 

stones. H. (chin to crown): 26 cm.  

Napoli, Museo Archeologico Nazionale di Napoli, 

NM5594. 

 

(Photo: From Mattusch 2005, fig. 5.129.) 

 

 

Fig. B:104 (above and right): 

 

Bust of so-called pseudo Seneca. Left: 

total; above: detail of the eyes. The bust 

originates from southwest of the large 

pool in the Villa dei Papiri. 

 

Bust: bronze; eyes: white bone and 

black stone. 

Napoli, Museo Archeologico Nazionale 

di Napoli, NM5616. 

 

(Photo: From Mattusch 2005, fig. 5.137 

and 5.141) 
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Fig. B:105 (below): 

 

Mummy portrait of man. Wooden 

panel and Punic wax with pigments. 

H.: 38 cm. Dating to 138-180 CE. 

 

London, British Museum, EA 

74704. 

 

(Photo: From Doxiadis 1995, fig. 

61, p. 72) 

 

 

Fig. B:106 (below): 

 

Reconstruction Variant B2 of Quinta. This Variant has 

borrowed the eyes of the mummy portrait seen in figure 

B:105.  

When compared to the reconstructed gaze of Variant 

B1 (fig. B:93) the effects of the painted eyes becomes 

apparent. A slight change in execution can change the 

entire appearance of the portrait at hand. 

Also the skin of this Variant is less saturated and more 

transparent and white in tonal values than the skin on 

B1. 

 

(Photo: Lars Hummelshøj) 
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Fig. B:107: 

 

Reconstruction Variant B21 of Fundilius. The 

Variant reconstructs the hair (see fig. B:82) 

and the toga.  

 

The reddish/orange hue of the colour applied 

onto the toga is copied directly from the 

micrographs of the paint layers preserved on 

the back side of the statue (fig. B:26). 

 

The toga is reconstructed as a toga preatexta 

due to the locations of the preserved 

reddish/orange paint layers in the areas of the 

balteus, following the curved sinus and 

between the feet on the lacinia. Furthermore 

the preserved paint layers on the back side of 

the statue resembles the contours of a painted 

border.  

 

(Photo: Lars Hummelshøj) 

 

 

Fig. B:108: 

 

Wall painting from the 

lararium in the house of 

Vettii in Pompeii. 

Fresco painting, dating 

to the third quarter of 

the first century CE. 

 

The wall-painting 

depicts three male 

figures. The figure in the 

middle is wearing a toga 

capite velato and is 

identified is the 

household genius 

engaged with 

conducting a sacrifice. 

He is flanked by two 

dancing lares. Below 

them is a large serpent.  

 

(Photo: Goette 1989, 

Farbtaf. 1.) 
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Fig. B:109: 

 

Wall painting from the shop of Verecundus in Pompeii. Fresco painting, dating to the 

first century CE. 

 

The wall-painting is in two panels.  

On the upper panel Venus Pompeiana is depicted at the center standing in a red 

chariot shaped in the form of a ships prow. The chariot is drawn by four elephants and 

she is flanked by two flying cupids. At the left side of Venus is the Goddess Fortuna 

carrying a cornucopia; and at the right is a genius also carrying a cornucopia and clad 

in a toga praetexta capito velato.  

On the lower panel is depicted a working scene from the workshop.At the center four 

male figures are depicted engaged with what appears to be making felt from animal 

hides or wool. To the right and left of the center-figures are three smaller male figures 

seated at tables. And to the far right is Verecundus himself holding op a piece of cloth 

with reddish hued stripes. 

Verecundus was most likely a Vestiarius; the maker and seller of cloth and clothing. 

 

(Photo: Hackworth Petersen 2009, 200-201) 
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Fig. B:110 (below): 

 

A reconstruction of a toga praetexta 

from the first century CE. Made by 

Hans. R. Goette. 

 

(Photo: Goette 1989, Farbtaf. 5.) 

 

 

Fig. B:111 (left): 

 

Headless togatus 

from Tarragona.  

Originates from the 

areas of the Roman 

forum in Tarragona. 

 

Unknown white 

marble with paint. 

H.: 246 cm. 

Dating to the first 

century CE. 

 

Tarragona, Museo 

Nacional 

Arqueològic de 

Tarragona, inv. No. 

MNAT 7584. 

 

 

(Photo: Liverani 

2014A, fig. 19.) 

 

 

Fig. B:112: 

 

Togatus from Formia, total. See fig. 

B:101. 

 

(Photo: Liverani 2014A, fig. 25) 
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Fig. B:113: 

 

Portrait statue of Caligula clad in toga. 

Originating from the theatre of Marcellus in 

Bovillae, Italy. 

Unknown white marble. H.: 203 cm. 

Dating to the reign of Caligula (37-41 CE). 

Virginia Museum of Fine Arts, inv. No. 

71.20. 

(Photo: 

http://www.digitalsculpture.org/papers/abb

e/abbe_paper.html)   

 

 Fig. B:114: 

 

Togatus from 

Tarragona 

(fig. B:112). 

Detail of 

preserved 

paint layer on 

the toga of a 

purple/reddish 

hue. 

(Photo: 

Liverani 

2014A, fig. 

22)   

 

 

Fig. B:115: 

 

Portrait statue of Caligula (fig. B:114). 

Micrographs of paint remains on the toga. 

  

Top: scarce remains of a purple paint layers. 

 

Bottom: scattered Egyptian blue grains 

preserved in areas of the toga. 

 

(Photo: 

http://www.digitalsculpture.org/papers/abbe/ab

be_paper.html)     

 

 

http://www.digitalsculpture.org/papers/abbe/abbe_paper.html
http://www.digitalsculpture.org/papers/abbe/abbe_paper.html
http://www.digitalsculpture.org/papers/abbe/abbe_paper.html
http://www.digitalsculpture.org/papers/abbe/abbe_paper.html
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Fig. B:116: 

Three reconstruction of portrait statue of Caligula (fig. B:114) depicting three different types of 

toga.  

From left to right: Toga picta, toga praetexta and toga purpurea. 

(Photo: http://www.digitalsculpture.org/papers/abbe/abbe_paper.html)     

 

 Fig. B:117: 

Wall painting depicting four female figures from the palaestra of the Forum Baths in 

Herculaneum. Dating to the first century CE. The seated matrona wears a large palla decorated 

with a pale blue border. The pale rosa dress of the young girl facing the viewer has a decorative 

lacy border above the feet.  

(Photo: http://www.vroma.org/images/mcmanus_images/dressing_fresco.jpg)         

 

 

http://www.digitalsculpture.org/papers/abbe/abbe_paper.html
http://www.vroma.org/images/mcmanus_images/dressing_fresco.jpg
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Fig. B:118: 

 

Reconstruction Variant A of the statue of 

Fundilia (fig. B:2). In this Variant the stola 

is reconstructed appearing beneath the 

palla in a violet hue. The covering palla is 

reconstructed in warm reddish/purple hue 

copied directly from the micrographs taken 

of the paint remains documented on the 

original (see fig. B:39).   

 

(Photo: Lars Hummelshøj) 

 

Fig. B:119: 

 

Reconstruction Variant B of the statue of 

Fundilia (fig. B:2). In this Variant the 

covering palla is given a blue border. The 

thickness of the border is guided by the 

sculpted seems observed on the original in 

the areas of the tassel at the ends of the 

draped garment (see fig. B:34). The hue of 

the blue colours is copied from the 

micrograph taken of the blue paint remains 

on the original (fig. B:40).  

 

(Photo: Lars Hummelshøj) 
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Fig. B:120: 

 

Reconstruction Variant A of the 

herm of Fundilia (fig. B:3).  

 

In this Variant the palla is painted 

with a colour of brownish hue 

corresponding to the micrographs 

taken of preserved paint remains 

on the original (fig. B:44).  

 

The garment beneath the palla is 

given a reddish/brown hue 

corresponding to the hues of the 

pigment grains observed on the 

original.  

 

The belt has been given a toned 

and more saturated version of the 

reddish/brown hue of the garment 

beneath the palla.  

 

Following the edge of the garment, 

above the feet, is a horizontal 

border of a blue hue corresponding 

to the hue of the Egyptian blue 

pigment grains observed embedded 

in encrusted layers on the original 

(fig. B:47).  

 

Finally, the letters of the 

inscription is highlighted in red 

hues copied from the micrograph 

taken of the remaining paint on the 

original (fig. B:48).    

 

(Photo: Lars Hummelshøj) 
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Fig. B:121: 

 

Herm depicting a muse. The herm is given 

sculpted clothing corresponding to the garments 

worn by the herm of Fundilia (fig. B:3 and 

B:121): A pleaded tunica tied beneath the breasts 

and a mantle draped over the proper left 

shoulder. 

 

Unknwon white marble. 

 

H.: 167 cm. 

 

In California private collection.   

 

(Photo: Sohteby’s auction catalogue, New York, 

December 8th 2000, no. 97) 

Fig. B:122: 

 

Reconstruction Variant A of Quinta. The 

tunica is reconstructed in a low saturated 

reddish hue.  

 

The hue corresponds to the pigment 

grains observed on the original, while the 

low saturation is inspired by the even 

distribution of the pigments grains 

testifying to a thinly applied, translucent 

paint layer.  

 

The saturated red hue of the buttons is 

copied from the micrographs taken of the 

preserved paint layer on the original (fig. 

B:55) 

 

(Photo: Lars Hummelshøj) 
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Fig. B:123 (right): 

Reconstruction Variant A of the 

young woman (fig. B:9). The 

tunica is reconstructed in a low 

saturated blue hue.  

The hue corresponds to the 

Egyptian blue pigments 

documented in other 

archaeological records (see fig. 

A:13).  

The low saturation is inspired 

by the even distribution of the 

luminescent grains observed on 

the VIL image (fig. B:78) 

suggesting a thinly applied, 

translucent paint layer made 

exclusively from mixing 

Egyptian blue pigments. 

(Photo: Lars Hummelshøj) 

Fig. B:124 (below): 

 

Cinerary urn to Sextus Allidius 

Symphorus, his son, his wife 

and his sister. Total (right) and 

detail of paint remains in the 

incised letters (left) 

Originating from the tomb of 

the Allidii by the via Latina in 

Rome. 

Unknown white marble with 

pigments. 

H.: 41 cm. 

Dating to 120-150 CE. (Photo: 

NCG, detail: Maria Lousie 

Sargent) 
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Fig. B:125: 

 

Reconstruction of the altar of the Vicomagistrii. Original: Unknown white marble with paint. 

Dating to the Tiberian period. Rome, Musei Vaticani. 

 

(Photo: Liverani 2014A, fig. 14) 

Fig. B:126: 

Statue of Artemis from Pompeii.  

A: Original. Unknown white marble with pigments. H.: 116 cm. 

Napoli, Museo Archeologico Nazionale di Napoli, inv no. 6008. 

B: Reconstruction of the original. Plaster and tempera paint. Performed by Ulrike Koch-

Brinkmann. H.: 116 cm. 

(Photo: Koch-Brinkmann, Piening and Brinkmann 2014A, fig. 10 and 12) 
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Fig. B:127: 

 

Head of youth (cat. no. 10). 

Originating from Rome. Göktepe 

marble with pigments. H.: 26 cm. 

Dating to second quarter of the third 

century CE. 

Copenhagen, NCG, inv.no 821. 

 

(Photo: NCG, Rikke Hoberg 

Therkildsen) 

Fig. B:128: 

 

Head of youth (cat. no. 11). 

Originating from Rome. Göktepe 

marble with pigments. H.: 24 cm. 

Dating to second quarter of the third 

century CE. 

Copenhagen, NCG, inv.no 822. 

 

(Photo: NCG, Rikke Hoberg 

Therkildsen) 
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Fig. B:129: 

 

Head of Maximus (cat. no. 12). 

Originating from Rome. Unknown 

white marble with pigments. H.: 42 

cm. Dating to second quarter of the 

third century CE. 

Copenhagen, NCG, inv.no 819. 

 

(Photo: NCG, Rikke Hoberg 

Therkildsen) 

Fig. B:130: 

 

Head of Maximus (cat. no. 13). 

Originating from Rome. Unknown 

white marble with pigments. H.: 42 

cm. Dating to second quarter of the 

third century CE. 

Copenhagen, NCG, inv.no 823. 

 

(Photo: NCG, Rikke Hoberg 

Therkildsen) 
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Fig. B:131: 

 

Head of Maximus (cat. no. 14). 

Originating from Rome. Göktepe 

white marble with pigments. H.: 34 

cm. Dating to second quarter of the 

third century CE. 

Copenhagen, NCG, inv.no 826. 

 

(Photo: NCG, Rikke Hoberg 

Therkildsen) 

Fig. B:132: 

 

Head of unknown man (cat. no. 15). 

Originating from Rhodes. Unknown 

white marble with pigments. H.: 33 

cm. Dating to second century CE; 

or Late Antiquity. 

 

Copenhagen, NCG, inv.no 3282. 

 

(Photo: NCG, Rikke Hoberg 

Therkildsen) 
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Fig. B:133: 

 

Results from isotopic analysis of cat. No. 10 (IN 821), cat. No. 11 (IN 822) and cat. No. 14 (IN 

826). 

A: The graph, with the experimental variables, show the maximum separation between the 

marble groups, Docimium (Afyon marble), Carrara, Pentelicon and two types of Göktepe. For 

more on the marble types see A1.1 and fig. A:1. 

B: Analytical data for the heads and the marble groups considered as possible provenance.  

 

 (Photo: Skovmøller and Therkildsen 2015, fig. 15 and 16.) 

A 

B 
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Fig. B:135: 

 

Head of youth 

(cat.no.10). 

Micrograph of 

high gloss 

polished skin. 

Scratches from 

modern cleaning 

can be observed 

covering the 

surface.  

 

 (Photo: NCG, 

Rikke Hoberg 

Therkildsen.) 

Fig. B:134: 

 

Head of youth (cat.no.10): 

back. The chiseled strands of 

hair are arranged in a pattern 

resembling a coiffure that has 

been combed from the back of 

the head to the front. Each 

lock is shaped with little 

plasticity in a uniform, 

schematic pattern.  

 

 (Photo: NCG, Rikke Hoberg 

Therkildsen.) 
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Fig. B:136 (right): 

 

Head of youth (cat.no.10). Detail of proper 

right eye. The eyebrows are chiseled while 

the pupil is drilled into a heart-shape and 

the contours of the iris is indicated by 

delicate use of a flat chisel.  

 

 (Photo: NCG, Ana Cecilia Gonzales) 

Fig. B:137: 

 

Head of youth (cat.no.10): Micrograph 

showing remains from once painted 

eyelashes (see fig. B:136). The lashes are 

delicately and schematically rendered by a 

very thin brush, using tempera technique 

and with a paint mixture consisting of 

carbon black pigments. 

 

 (Photo: NCG, Rikke Hoberg Therkildsen) 
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Fig. B:138: 

Head of youth (cat.no.10) from all four sides and with mappings. The coloured dots indicate 

the documented presence of preserved paint remains. The yellow, red and brown dots 

indicate ochre, the black dots indicate carbon black, the blue dots indicate Egyptian blue, the 

pink dots indicate madder lake. 

 (Photo: NCG, Rikke Hoberg Therkildsen.) 



96 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. B:139 (above): 

 

Head of youth (cat.no.10) 

micrographs of paint remains in the 

hair. 

A: Layers of reddish/orange hues 

embedded in the chiselled strands of 

hair. 

B: Layers of reddish/orange paint 

mixture beneath layers of yellow hue 

topped off by leaf gold. 

C: The same as B in a different area 

of the hair. 

D: Layers of red hue embedded in 

encrusted area. 

 (Photo: NCG, Rikke Hoberg 

Therkildsen) 

Fig. B:140 (right): 

 

Head of youth (cat.no.10) VIL of left 

side. The shiny bright luminescent 

particles indicate the presence of 

Egyptian blue grains. 

(Photo: NCG, Rikke Hoberg 

Therkildsen) 
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Fig. B:141 

(left): 

 

Head of youth 

(cat.no.10) 

Micrograph 

of preserved 

red pigment 

grains 

scattered over 

the high-gloss 

polished skin. 

 

 (Photo: 

NCH, Rikke 

Hoberg 

Therkildsen) 

Fig. B:142 (above): 

 

Head of youth (cat.no.10) UV detail of the eyes. The pink fluorescence in the tear ducts of both 

eyes indicates the presence of madder lake. 

 

 (Photo: NCG, Rikke Hoberg Therkildsen) 
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Fig. B:144: 

 

Head of youth (cat.no.11) 

Micrograph of eyelashes in 

proper left eye. Paint 

mixtures of carbon black 

were applied using a 

tempera technique for the 

eyelashes. The delicately 

and very thin lashes were 

applied on top of the white 

layer consistent of lead 

white and calcium 

carbonate. 

 

 (Photo: NCG, Rikke 

Hoberg Therkildsen) 

Fig. B:143: 

 

Head of youth (cat.no.11) 

Detail of proper right eye 

where painted eyelashes can 

still be seen with the naked 

eye. 

 

 (Photo: NCG, Ana Cecilia 

Gonzales) 

Fig. B:145: 

 

Head of youth 

(cat.no.11) Micrograph 

of paint layer beneath the 

proper left eye. A thin 

layer of lead white 

mixed with calcium 

carbonate and few red 

grains can be seen 

immediately below the 

chiseled contour of the 

lower rim of the eye. 

 

 

 

 (Photo: NCG, Rikke 

Hoberg Therkildsen) 
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Fig. B:146: 

 

Head of youth (cat.no.11) 

Micrograph of yellow paint 

remains in the hair (the back 

side). 

 

 (Photo: NCG, Rikke 

Hoberg Therkildsen) 

Fig. B:147: 

 

Head of youth (cat.no.11) 

Micrograph of red grains 

documented on the high-

gloss polished skin. 

 

 (Photo: NCG, Rikke 

Hoberg Therkildsen) 

Fig. B:148: 

 

Head of youth (cat.no.11) 

Micrograph of tear duct in 

the proper left eye. The pink 

paint layers observed 

embedded in the chiselled 

contours have been 

identified by means of UV.-

Fl. as consistent of madder 

lake pigment. 

NCG,  

 (Photo: NCG, Rikke 

Hoberg Therkildsen) 
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Fig. B:149: 

 

Head of Maximus (cat.no.12) Detail of 

proper left cheek showing scratches 

from modern cleaning. 

 

 (Photo: NCG, Rikke Hoberg 

Therkildsen) 
Fig. B:150: 

 

Head of Maximus (cat.no.12) VIL of the face; the 

bright luminescent particles indicate the presence of 

Egyptian blue. 

 

 (Photo: NCG, Ida Lipke Flensborg og Mette 

Aagaard Rønde) 
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Fig. B:151: 

 

Head of Maximus (cat.no.13) Micrographs of 

paint remains in the hair. 

A: Reddish/orange hued paint layer. 

B: Saturated paint layer of a brown hue. 

C: Saturated paint layer of red hues 

embedded in chiseled contours of the strands 

of hair. 

 

 (Photo: NCG, Rikke Hoberg Therkildsen) 

Fig. B:152: 

 

Head of Maximus (cat.no.13). Micrographs of what remains of a once painted curl on top of the 

high-gloss polish in the area where the chiseled strands of hair meets the polished skin. 

 (Photo: NCG, Rikke Hoberg Therkildsen) 
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Fig. B:153: 

Head of Maximus (cat.no.13) Micrographs of 

paint remains on the skin. 

A: Dark reddish/brown paint layer embedded 

in the chiseled contours of the lower rim of 

the proper right eye. 

B: Same paint mixture as seen on A located in 

the eyebrows of proper left eye. 

C: Saturated red hued layers on proper right 

cheek. 

 (Photo: NCG, Rikke Hoberg Therkildsen) 

Fig. B:154: 

 

Head of 

Maximus 

(cat.no.14) 

Micrographs 

of high-gloss 

polished 

skin 

showing 

scratches 

from modern 

cleaning. 

 

 

(Photo: 

NCG, Rikke 

Hoberg 

Therkildsen) 
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 Fig. B:155: 

Head of Maximus (cat.no.14) with mappings. The coloured dots indicate documented 

pigment grains: yellow, red and brown are ochre, blue are Egyptian blue, black are 

carbon black, pink are madder lake. (Photo: NCG, Rikke Hoberg Therkildsen) 
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Fig. B:156: 

Head of Maximus (cat.no.14). Micrographs of paint remains in the hair. 

A: A reddish/brown hued paint layer embedded in encrusted layer on the back of the head. 

B: Paint layers of red hue preserved in the chiseled strands of hair. 

(Photo: NCG, Rikke Hoberg Therkildsen) 

Fig. B:157 (above): 

Head of Maximus (cat.no.14). 

Micrograph of paint remains on the 

skin. (Photo: NCG, Rikke Hoberg 

Therkildsen) 

Fig. B:158 (right): 

Head of Maximus (cat.no.14). VIL 

of front. Egyptian blue grains are 

particularly present in the encrusted 

layers covering the proper right side 

of the face. (Photo: NCG, Rikke 

Hoberg Therkildsen) 
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Fig. B:159: 

Head of Maximus 

(cat.no.14). 

Micrograph of 

preserved paint layer, 

made from red grains 

mixed with lead 

white, Egyptian blue 

and madder lake, 

embedded in the 

chiseled contours of 

the upper rim of the 

proper right eye. 

 

(Photo: NCG, Rikke 

Hoberg Therkildsen) 

Fig. B:160: 

Head of unknown man (cat.no.15). 

Tungsten light, left side. 

 

(Photo: NCG, Rikke Hoberg Therkildsen) 

Fig. B:161: 

Head of unknown man (cat.no.15). VIL, left 

side. The few, scattered luminescent grains 

indicate the presence of Egyptian blue. 

(Photo: NCG, Rikke Hoberg Therkildsen) 
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Fig. B:162: 

Reconstruction of unidentified youth (cat.no. 10). 

Sivec marble, pigments, egg and casein. H.: 26 cm. 

The head is painted in accordance with the results from examinations of the 

two portraits of the youth (cat. no. 10 and 11) and one of the portraits of 

Maximus (cat. no. 14, see fig. B:155). 

The marble copy is executed by sculptor Mathew Simmons and painted by Per 

Kapper. (Photo: NCG, Maria Louise Sargent) 
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Fig. B:163 (right): 

Female ideal head. 

Originating from the 

Hadrianic baths in 

Aphrodisias.  

Unknown white marble 

with paint.  

Middle of the second 

century CE. 

 

Aphrodisias Museum, 

inv.no. 66-271. 

 

(Photo: Abbe 2008, fig. 1) 

 

 

Fig. B:164 (below): 

Female ideal head. Detail 

of preserved leaf gold 

located on the pronouncing 

surface areas of the 

sculpted locks of hair. 

 

 

(Photo: Abbe 2008, fig. 3) 
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Fig. B:165 (left, above and below): 

Venere di Medici. Origins unknown. The 

statue was originally a part of the collections 

in Villa Medici in the 17th century. Later it 

was donated to the Uffizi Gallery. 

H.: 153 cm. Dating to the first century BCE. 

The statue is a copy of the 5th century CE 

Greek marble statue of Aphrodite made by 

Praxitele, which was put on display within 

an open sanctuary on Knidos, and famous for 

its beauty. 

White marble with leaf gold. The location of 

the gold leaf is indicated by a white circle on 

the figure to the left. A micrograph can be 

seen on the figure above. Below is a virtual, 

experimental reconstruction indicating gilded 

hair, coloured hair band, red lips and 

attached jewellery. 

Florence, Galleria degli Uffizi, inv. No. 

1914n.224. 

(Photo: http://www.goldunveiled.it/venere/)  

 

 

http://www.goldunveiled.it/venere/
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Fig. B:166 (right): 

 

Triton. Flanking the bust portrait of 

Commodus as Hercules.  

 

Origination from the Horti Lamiani in 

Rome.  

White marble with leaf gold (see fig. 

167).  

 

H.: 95,5 cm. Dating to the second century 

CE. 

 

Musei Capitolini, sala degli Horti 

Lamiani, inv.no. 1119. 

 

(Photo: 

http://en.museicapitolini.org/collezioni/p

ercorsi_per_sale/museo_del_palazzo_dei

_conservatori/sale_degli_horti_lamiani/to

rso_di_tritone_o_centauro_marino#a)   

 

 

Fig. B:167 (left): 

 

Detail of Triton (see fig. 166 above). 

Leaf gold is visible in the sculpted locks, 

and appear to have been fully covering 

originally. 

 

(Photo: Francoise Duthoy Frel)   

 

 

http://en.museicapitolini.org/collezioni/percorsi_per_sale/museo_del_palazzo_dei_conservatori/sale_degli_horti_lamiani/torso_di_tritone_o_centauro_marino#a
http://en.museicapitolini.org/collezioni/percorsi_per_sale/museo_del_palazzo_dei_conservatori/sale_degli_horti_lamiani/torso_di_tritone_o_centauro_marino#a
http://en.museicapitolini.org/collezioni/percorsi_per_sale/museo_del_palazzo_dei_conservatori/sale_degli_horti_lamiani/torso_di_tritone_o_centauro_marino#a
http://en.museicapitolini.org/collezioni/percorsi_per_sale/museo_del_palazzo_dei_conservatori/sale_degli_horti_lamiani/torso_di_tritone_o_centauro_marino#a
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Fig. B:168 (above): 

 

Detail of reconstruction of youth (see 

fig. B:163 above). The leaf gold (on the 

left side of the head) is applied in thin, 

narrow sections following the sculpted 

shape of the strands of hair. The leaf 

gold is thereby confined to the 

pronouncing areas of the plastic shape 

and not fully covering, as a schematic 

imitation of the effects of natural 

highlights in human hair. 

 

(Photo: NCG, Maria Louise Sargent)   

 

 

Fig. B:169 (right): 

 

Detail of reconstruction of youth (see 

fig. B:163 above). The natural sheen of 

the polished marble base transcends the 

thinly applied paint layers. 

 

(Photo: NCG, Maria Louise Sargent)   
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Fig. B:170 (above): 

 

Wall painting from Tomba dell’Orco II 

depicting two male figures identified as 

Agememnon and Menelaos.  

 

(Photo: Sodo et al. 2008, fig. 2)   

 

 
Fig. B:171 (right): 

 

Detail of a partially finished togatus found in 

the so-called sculptors studio north of the 

Odeion in Aphrodisias. 

Unknown white marble. 

H.: 164 cm. 

Dating to the fourth century CE.  

 

(Photo: Rockwell 1991, fig. 15)   
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Fig. B:172: 

 

Plague depicting a cult scene. 

Maeneads and a satyr are 

seen bathing a herm. 

 

Terracotta. Dated to the 

second half of the first 

century BCE/first half of the 

first century CE. 

 

Paris, Louvre, inv.no. 4038  

 

(Photo: Rockwell 1991, fig. 

15)   

 

 

Fig. B:173: 

 

Figurine of Eros. 

Originates from Priene. 

Painted and gilded 

terracotta. H.: 28,3 cm.  

Dating to ca. 150-135 

BCE. 

 

Paris, Louvre, inv.no. 

CA 790.  

 

(Photo: C2RMF/ Anne 

Chauvet. From 

Bourgeois 2014A, fig. 

1)   

 

 

Fig. B:174: 

 

Figurine of Eros (fig. B:174). 

Micrograph of paint and wax layers on 

the torso. The clay base (1) was given 

white ground with a subsequent yellow 

paint layer (2,3). These layers constitute 

the first phase. Second phase was a 

repainting of the torso using first a white 

ground (4) followed by a pink paint layer 

(5).  

(Photo: C2RMF/ Brigitte Bourgeois. 

From Bourgeois 2014A, fig. 2)   
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 Ap1.4: Figures for Section C 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. C:1 (above): 

Bust portrait of 

Claudia Semne in 

relief. Pediment from 

her tomb monument 

located on the Via 

Appia in Rome. 

First century CE. 

Rome, Musei 

Vaticani, inv. No. 

10528. 

(Photo: Lo Monaco 

2011 fig. 9)   

 

 Fig. C:2 (right): 

Bust portrait of 

Orcivia Anthis in 

relief. Pediment from 

her tomb monument 

in Rome. First century 

CE. Rome, Musei 

Capitolini, inv. No. 

(Photo: Zanker and 

Fittschen 2014 Taf. 

134, 139.)   
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Fig. C:3: 

 

Altar of the vicomagistri of 

the Vicus Aesculeti in Rome.  

 

Central are four male figures 

depicted standing, facing 

eachother, and conducting a 

sacrifice on a small altar. 

Behind them is a flute player. 

To the left is a male figure 

carrying fasces, and in front 

of him, seated in the lower 

left corner of the scene, are 

two male figures holding the 

reins for a boar and a bull. 

 

Dedicated in 2 CE. Rome. 

 

(Photo: Hackworth Petersen 

2009, fig. 12)   

 

 

Fig. C:4: 

 

Preserved woolen textile from Tell 

Atib in Egypt. 

 

The closing border is worked along 

the bottom of the textile, terminating 

in a knot. The tassel, which was once 

attached to the knot, is worn away. 

 

Second century CE.  

 

London, British Museum, inv.no. 

1873, 7-12,4. 

 

(Photo: Granger-Taylor 1987, fig. 2)   
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Fig. C:5 (above): 

 

Diagram of the variations in 

styles used for closing the 

borders of a woolen mantle. 

 

(Photo: Granger-Taylor 1987, 

fig. 3)   

 

 

Fig. C:6: 

 

Portrait of Maximinus Thrax 

(Emperor 235-238). 

 

Unknown white marble.  

H.: 0,43 m. 

Originates from Rome. 

Dating to 235-238 CE. 

 

(Photo: NCG, Ana Cecilia 

Gonzales)   
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 Ap1.5: Figures for Appendix 2 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. Ap2:1 (left): 

 

The Sciarra Amazon (see fig. B:89). 

This archive photo shows the statue with its 

restorations before 1978. The restorations 

were made when it arrived in Copenhagen 

in 1897. 

(Photo: Moltesen 2001, fig. 7. NCG)   

 

Fig. Ap2:2 (right): 

 

The Sciarra Amazon (see fig. B:89). 

 

This archive photo shows the statue with its 

restorations made in 1978. 

(Photo: Moltesen 2001, fig. 8. NCG)   
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Fig. Ap2:3 (right): 

 

Roman portrait of the Greek philosopher 

Euripides. 

 

The Greek original dates to the fourth 

century BCE. The Roman copy dates to the 

second century CE. 

 

Unknown white marble and wax. 

 

H.: 50 cm. 

 

The head originates from a small theatre in 

Florence from where it was purchased in 

1921. According to Johansen (Johansen 

1992, 76) the yellowish/grey patina stems 

from cupped wax candles. 

 

Copenhagen, NCG, inv.no. 2609. 

 

(Photo: NCG)   

 

 
Fig. Ap2:4 (left): 

 

Roman portrait of a Greek 

(philosopher?). 

 

Dating to ca. mid second century 

CE. 

 

Unknown white marble and wax. 

 

H.: 70 cm. 

 

Allegedly originates from 

Athens, where it may have been 

discovered in the areas of 

Hadrian’s Arch. 

 

Copenhagen, NCG, inv.no. 778. 

 

(Photo: NCG)   
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Fig. Ap2:5 (left): 

 

Roman portrait of a unknown man. 

Dating to ca. mid second century CE. 

Unknown white marble. 

H.: 37 cm. 

Allegedly discovered in Puzzeoli. 

Copenhagen, NCG, inv.no. 1461. 

 

(Photo: NCG, Ana Cecilia Gonzales)   

 

 

Fig. Ap2:6 (below): 

 

Roman portrait of a unknown man 

(fig. Ap2:5). 

 

Detail of chiseled eyebrows which 

dedicated modern cleaning has 

almost erased. 

(Photo: NCG, Ana Cecilia Gonzales)   

 

 

Fig. Ap2:7 (left): 

 

Roman portrait of a unknown man (fig. Ap2:5). 

 

Detail showing shadows of root marks removed by 

modern cleaning on the cheek.. 

(Photo: NCG, Ana Cecilia Gonzales)   
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Fig. Ap2:8 (above): 

 

Garland sarcophagus. 

Unknown white marble with pigments. 

H.: 104 cm (lid: 34 cm), L: 56 cm.  

Dating to ca. 300 CE. 

Originating from Cimitiero Maggiore 

in Rome. 

(Photo: Maria Louise Sargent, NCG)   

 

 

Fig. Ap2:9 (right): 

 

The so-called Nasothek. 

 

(Photo: NCG. Moltesen 2001, fig. 1)   
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Fig. Ap2:10 (right): 

 

Doryphoros/ Pan. Roman statue of Pan; 

the sculpted body assimilates the stance 

of the Greek bronze statue of 

Doryphoros from the fifth century BCE. 

Head and both lower arms (joined at the 

elbows) are restorations from the 1550’s. 

 

Unknown white marble. 

 

Body, plinth and support dates to the 

second century CE. 

 

H.: 201 cm. 

 

Copenhagen, NCG, inv.no. 1800. 

 

(Photo: NCG)   

 

 

Fig. Ap2:11 (right): 

 

Photo of conservator 

Rikke Hoberg 

Therkildsen working 

with the video-

microscope. 

 

(Photo: Jan Stubbe 

Østergaard, NCG)   
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Ap1.6: Figures for Appendix 3 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. Ap3:1: 

 

Results from isotopic analysis of the portrait sculptures from Case Study 1. 

A: The graph, with the experimental variables, show the maximum separation between the 

marble groups, Dokimeion (Afyon marble), Carrara, Pentelic and two types of Parian marble. 

For more on the marble types see A1.1 and fig. A:1. 

 

B: Analytical data for the heads and the marble groups considered as possible provenance.  

 

 (Photo: A: Fejfer 2008, fig. 222. B: Moltesen Romano and Herz 2000, Table 1)   
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Fig. Ap3:2 (right): 

 

Inscription on the plinth belonging 

to the herm of Fundilia:  

 

FVNDILIA.C.F.RVFA.PATRONA.

DOCTI 

 (Photo: NCG, Maria Louise 

Sargent)   

 

 
Fig. Ap3:3 (below): 

Inscription on the plinth belonging 

to the statue of Fundilia: 

FVUNDILIA.C.F.PATRONAE 

(Photo: the author)   

 

 

Fig. Ap3:4: 

 

Inscription on the 

herm shaft belonging 

to the portrait of 

Rufus:  

 

L.ANINIO.L.F.RVF

O.Q.ARICIAE.PRIM

A.VXOR 

 

 (Photo: the author)   
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Fig. Ap3:5: 

 

Inscription on the 

herm shaft belonging 

to the portrait of 

Quinta:  

 

STAIA.L.L.QVINT

A 

 

 

 (Photo: the author)   

 

 

Fig. Ap3:6: 

 

Inscription on the 

herm shaft 

belonging to the 

portrait of Capito: 

 

Q.HOSTIVS.Q.F.

CAPITO.RHETO

R  

 

 (Photo: the 

author)   

 

 

Fig. Ap3:7: 

Inscription on the herm shaft belonging to the portrait of Chrysarion: 

LICINIAE.CHRYSARIONI.M.BOLANVS.CANVSAEVS.H.C.D.N.S (Photo: the author) 

 

 (Photo: Ana Cecilie Gonzales)   
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 Ap1.7: Figures for Appendix 5 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. Ap5:1: 

 

Four portraits of Caligula, from left to right: The original portrait (see fig. 0:5), Reconstruction 

A, B and C. Dimensions: see fig. 0:5. 

 

(Photo: NCG, Ana Cecilia Gonzales, adjusted by the author)   
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Fig. Ap5:2 (left): 

 

Reconstruction of the portrait of Caligula, 

Variant B.  

 

(Photo: Transformations 2014, 270)   

 

 

Fig. Ap5:4 (right): 

 

Reconstruction of the portrait of Caligula, 

Variant C. 

 

 (Photo: Transformations 2014, 270)   
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Fig. Ap5:5 (left): 

 

Virtual reconstruction of the portrait of youth 

on a 3D-model based on scannings of the 

original (cat. no. 10, see fig. B: 128 and 

B:163).  

 

(Photo: Graham 2013, fig. 14)   

 

 
Fig. Ap5:6 (below): 

 

Museum archive photo of the portrait of the 

youth (cat. No. 10). The photo dates to the 

very early 20th century (ca. 1907) and thereby 

predates the 1950’s when the restored parts 

(nose and ears) were removed) 

 

(Photo: NCG)   

 

 

Fig. Ap5:7 (below): 

 

Coin portrait of Maximus. Obverse 

showing his portrait in profile. 

 

(Photo: 

http://www.wildwinds.com/coins/sea

r5/s8404.html#RIC_0001)    

 

 

http://www.wildwinds.com/coins/sear5/s8404.html#RIC_0001
http://www.wildwinds.com/coins/sear5/s8404.html#RIC_0001
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Fig. Ap5:8 (above): 

 

Photo of sculptor, Matthew Simmons, working on producing a marble copy from a plaster cast 

of the portrait of the youth (cat. No. 10). The plaster cast can be seen in the background covered 

in measure points from which Simmons was able to produce the marble copy (in the foreground) 

manually. 

 

(Photo: NCG)    
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APPENDIX 2 

 THE MARBLE PORTRAITS FROM CASE STUDIES 1 AND 2: STATE OF 

PRESERVATION AT TIME OF EXAMINATION 
 

This Appendix provides an overview of the various approaches and methods used for the 

examination of the portrait sculptures from Case Studies1 and 2.1 The Appendix includes a general 

account of the marble portraits from Case Studies1 and 2, and how their state of preservation (at the 

time of examination) is affected by their post-antique depositions, modern cleaning and restoration. 

All Roman sculptures in museum collections physically embody individual biographies testifying to 

their modern reception. Some marble sculptures produced during the Roman Empire have had 

continuing lives in completely different contexts and sometimes for radically different purposes 

post Antiquity, while others have been buried beneath the ground and forgotten for centuries before 

their excavation.2 Such biographies can be extracted from close inspection of their surface 

morphology. 

Also, the Appendix provides an overview of the methods used for the scientific examinations of the 

portraits and the apparatuses used for analysing the remaining paint on their marble surfaces, as 

well as the methods used for establishing their marble types.   

 

Ap2.1: Naturally occurring marble surface deterioration  

 

The deterioration of the surface of a Roman marble sculpture can be caused by many different 

naturally occurring phenomena related to their deposition post antiquity. The surfaces of the 

individual marble sculptures constitute unique morphological microcosms which can be 

complicated puzzles to work through when examining their once polychrome visual appearances. In 

most cases this knowledge will affect the strategy of the following scientific examinations: if the 

                                                           
1 First and foremost I thank Jan Stubbe Østergaard for supervising all examinations of the portraits. A special thank 

goes to conservators Maria Louise Sargent, Rikke Hoberg Therkildsen for minutely examining the individual pieces of 

Case Studies1 and 2 as well as for assisting me with inputs on any other subject related to the scientific examinations of 

the portraits. Also, I thank Jørn Bredahl Jørgensen for taking his time to discuss the surface morphologies of the 

individual pieces of the Case Studieswith me. Finally, I wish to thank Lars Henningsen and Mette Moltesen for the 

many inspiring conversations and useful inputs on the restorations and cleaning of marble sculptures in the NCG in 

general. 
2 In general see Schnapp 1996. 
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surface of a given sculpture has been extensively cleaned, restored or otherwise altered the 

subsequent approach will be accordingly adjusted. 

This section will attend to the most commonly observed deterioration phenomena on the marble 

portraits from Case Studies1 and 2. More detailed information on the state of preservation on each 

individual piece can be found in the Catalogue (Appendix 4). 

 

Encrusted surfaces, calcareous layers and vegetation 

 

The most commonly occurring surface deterioration observed on the marble portraits from Case 

Studies1 and 2 is broadly termed ‘encrusted surfaces’ or ‘calcareous layers’ throughout this 

dissertation. Both terms refer to a naturally occurring marble surface phenomenon characterized by 

a roughly textured, sometimes murky, surface appearance. Such a surface deterioration can be 

caused by many things but is in general ascribed to partial or complete decomposition of some 

minerals and the partial or complete migration of major and minor chemical elements.3 In general 

the encrusted and calcareous layers observed on the marble surfaces of the portraits of Case 

Studies1 and 2 are results from exposure to water or the damp and moist subterranean environments 

in the years prior to their excavation. The white marble stone has a chemical reaction when exposed 

to water and humidity causing the soluble salts, embedded within the crystalline structure of the 

stone, to migrate, crystallize and re-crystallize.4 Water vapour penetrates into the pores of the stone 

diffusing the soluble salts causing the stone ‘to sweat’.  

The visual result depends on the amount of water or humidity which the stone is exposed to and the 

mineralogical composition of the calcareous stone itself, but can generally be recognised as 

compact encrusted and/or calcareous layers observable in certain areas of the marble surface. On 

the portrait of Maximus (cat. No. 14) such layers covers the entire proper right side of the face (fig. 

B:132). However, on most of the portraits such layers have been removed during modern cleaning 

(see below), either using a whetstone or rasps and leaving the marble surface in a matte discoloured 

finish. 

 

In some instances the portraits have been entangled in different kinds of vegetation which can be 

seen as root marks covering the marble surface in varying degree. The herm portrait of Fundilia 

(cat. No. 3, fig. B:42) was once –at least partly- covered by vegetation which is mostly evident as 

                                                           
3 Amaroso and Fassina 1983, 2. 
4 Amaroso and Fassina 1983, 12. 
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grey/dark comma-shaped shadows covering areas of the marble surface. It is difficult to say how the 

herm was deposited after the Room of Fundilia was abandoned (sometime during the 6th century 

CE; see Appendix 3 and B4.1) and before it was excavated in 1887. The marks can either be caused 

by vegetation covering the herm above ground; or roots entangling the herm beneath ground. It 

seems likely that the vegetation was removed at time of excavation during which the herm would 

have been given some sort of cleaning treatment as well. 

 

Ap2.2: Manipulated marble surface alterations: restoration and cleaning 

practices 

 

As described in the previous section ancient white marble sculptures could be affected by a number 

of naturally occurring phenomena which affected and sometimes radically transformed their visual 

appearances. Most of these were removed at time of their excavation and throughout the following 

years of maintenance, conservation, cleaning and restoration in the museum.  

Rubbing down the marble surface with a hard brush and using lots and lots of water was the 

common procedure for cleaning white marble portraits in the NCG until the 1960’s.5 The portraits 

would be soaked in a water basin (sometimes for days), and then systematically rubbed down to 

remove encrusted surfaces, calcareous layers, root marks and general dirt. A whetstone could 

subsequently also have been applied, and on some of the portraits from Case Studies 1 and 2 vague 

traces from files and rasps are also visible from attempts at removing particularly resistant layers 

(fig. B:134). Such traces can easily be confused with original marks from files or rasp marks. The 

tools used by modern sculptors and conservators are, largely, the same as those used originally by 

the Roman craftsmen to carve the portraits (see A1.2), therefore the only way to tell the tool traces 

apart are through close inspection of the surface morphologies of the individual marble portraits.  

Some ancient marble sculptures have been circulated in private- and museum collections for several 

hundreds of years, and separating the tool marks and categorizing them according to prior cleaning- 

or restoration practices is a difficult work task. Alterations to the form and surface of ancient 

Roman marble sculptures found in and around Rome have for centuries been coined by sculptors, 

collectors, restorers, museum curators and conservators who sought specific contemporarily defined 

visual appeals.6 The microcosmic biographies, which can be extracted from the individual marble 

                                                           
5 Conversations with Lars Henningsen. 
6 Pinelli 2001, 61. 
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surfaces, therefore reflect many years of controlled staging of the pieces as collected objects to be 

viewed and appreciated in specific ways by an intended audience. 

 

Restorations: a history of manipulated marble sculptural forms and surfaces 

 

All of the portraits from Case Studies 1 and 2 were excavated in and around Rome in the late 19th 

century with fractures and general chippings of their marble surfaces of varying proportions: some 

were missing their noses; others missing arms or whole bodies. All missing parts were –presumably 

shortly after their excavation- in different ways and to varying extents restored by craftsmen of the 

late 19th century in their workshops in Rome.  

Practices of restoration in the areas of Rome have been constantly developing and changing since 

the Renaissance.7 During the Renaissance any missing parts, which ancient Roman marble 

sculptures were discovered with, were almost completely restored by contemporary (more or less 

famous) sculptors. Sculptors intervened when ancient sculptures were excavated to complete and 

improve or clarify their (not necessarily original) form.8 But in the 18th century the appropriateness 

of restoring became a topic of much debate amongst scholars.9 The blatant self-aggrandizement of 

the sculptors working on restoring ancient sculptures led to many mistakes because the sculptors 

had tended to emphasize their own abilities and reputations above the ancient marble sculpture.10 

However, by the middle of the 18th century scholars (and sculptors) increasingly became aware of 

the importance of providing the marble sculptures at hand with restorations that would complete 

and enhance its historic value as work of art; what was deemed ‘authentic’ was critically revised 

and came to be more restricted in use by the later half of the 19th century.11 Sculptors gradually 

became restorers who tended to the fragmented piece with a respect for their originally intended 

form instead of trying to claim it.12 

In the 19th century the emphasis on restoration developed into a practice of preservation which 

intended to secure a visual authenticity of the ancient pieces as well.13 The collectors of the 19th 

                                                           
7 In general see: Moltesen 1980; Schnapp 1996; Podany 2001; Pinelli 2001; Moltesen 2001;  
8 Moltesen 1980, 1; Podany 2001, 17.  
9 Pinelli 2001, 61-64. 
10 Pinelli 2001, 62. 
11 Podany 2001, 16; Pinelli 2001, 62 
12 Most restorations were performed in the workshops of Rome because of the building activities within the city. Some 

restorers of the 18th and 19th centuries became famous for their abilities to preserve and complete the ancient sculptures, 

including the sculptor Bartolomeo Cavaceppi (1716-1799) who published a guide-line for the principles concerning 

restorations of ancient sculptures. See Moltesen 1980.  
13 Podany 2001, 17; Pinelli 2001, 63. 
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century preferred ancient marble sculptures which represented a lost past in their fragmented state, 

while remaining a certain aesthetic value as well secured through sequences of major or minor 

restorations and cleanings.14 Both aspects were in particular important to collectors who desired the 

ancient sculptures to be representable in, for example, museum galleries.15 

During the 20th century the practices of restoration/preservation gradually became conservation. 

And the struggle to balance what became the disciplinary challenge of conservation ethics, of 

preserving the authenticity of ancient sculptures, with an acceptable visual uniformity of the 

fragmented pieces has continued unimpaired.16 This struggle became apparent when the ancient 

sculptures of the NCG were liberated from their marble or plaster restorations in the later half of the 

20th century. Some of the restorations were easily removed leaving the marble sculpture in a 

fragmented, yet visually familiar, authentic appearance; while others had been given extensive 

reworking’s which, once removed, obscured any visual recognition and interpretation. 

One of these was the so-called Sciarra amazon (fig. B:89). At the time of acquisition in 1897 the 

sculpture had already been a part of the collections at the Palazzo Barberini, and restorations 

originating from the time prior to its acquisition by Carl Jacobsen were removed and replaced upon 

its arrival in Copenhagen.17 The new restorations included a proper right hand resting on top of the 

head, a full proper left shoulder and arm resting on a pillar which was supported by extensions 

made to the base (fig. Ap2:1).18 By the time of the late 1970’s the restorations were, however, 

completely removed exposing the ancient core of the statue (with the exception of an extended base 

to support a metal tripod) (fig. Ap2:2). Ten years later the sculpture was restored again, this time 

limited to adding a shoulder piece and a new plinth (fig. B:89). The additions were created to 

honour the fragmented form, and the modern restorations were deliberately accentuated and made 

visually differentiable. Although the authentic form remained essential, the restorations were 

deemed necessary with the concluding remarks by museum curator Mette Moltesen: ‘The statue has 

now become more harmonious and pleasing to look at.’19  

 

 

 

                                                           
14 Pinelli 2001, 65. 
15 Pinelli 2001, 68. 
16 Pinelli 2001, 70; Moltesen 2001. 
17 Moltesen 2001, 212. 
18 Moltesen 2001, 212. 
19 Moltesen 2001, 213. 
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Securing authenticity: re-establishing patina, surface texturing’s and paint remains 

 

The many years of deliberate manipulations of the forms and surfaces of ancient marble sculptures, 

some more invasive than others, have left their marks on their surfaces which can obstruct modern 

examinations of any remaining paint. They must therefore always be taken into account if the 

minutely examinations of remaining pigments and their distribution patterns are to be successful.  

In extreme cases of modern cleaning and restoration the desired patina, which gave the ancient 

marble sculpture its historic validity, could also be affected and sometimes even removed. One way 

of re-establish patina onto ancient Roman sculptures was to apply a coating, which may have 

consisted of wax, oil, resin or the like. Such coatings are referred to as politurs.20  

A Roman portrait of the Greek philosopher Euripides (fig. Ap2:3)21 and a Roman portrait of an 

unknown bearded man (perhaps a philosopher as well) (fig. Ap2:4)22 in the NCG have such applied 

politurs. Samples have been taken from areas of the faces on both portraits, and the results from 

FTIR analysis showed indications of organic materials which may be wax.23 The identification of 

applied politurs on the sculptures corresponds with the contradictory nature of their surface: the 

murky, brownish hue of the surface may be the result of exposure of a wax-compound to years of 

dirt and dust particles from the surrounding environment, or perhaps a result of deliberate tinting of 

the wax compound ensuring the proper visual effect of an authentic patina.  

Exactly when, where and why the two male portraits in the NCG were given their modern politurs 

is difficult to conclude on.24 Since it has never been common practice at the NCG to provide marble 

statues with organic coatings it seems likely that they were given the treatment before arrival at the 

museum. In the Uffizi galleries in Florence Greek and Roman white marble sculptures were 

commonly provided with organic coatings between the 16th and the 19th centuries, perhaps to re-

                                                           
20 Politur derives from the German verb polieren which means to polish. Throughout this dissertation several shiny 

surface phenomena on ancient marble portraits are dealt with, and in order not to confuse them with each other I 

have chosen to use different terms to describe them. A high-gloss polish (described in detail in A1.2) is the process of 

rubbing down the marble surface to obtain a glossy finish. Ganosis refers to the ancient practice of providing the 

marble surface with a coating in order to protect (or tint) it. Finally, politur is used to describe coatings applied in 

modern times in order to protect it, but also to obtain a certain visual finish such as re-establishing a patina and 

thereby securing visual authenticity of the marble sculpture. 

21 Johansen 1992, 76 (cat. No 29). 
22 Poulsen 1951, 331; Poulsen, 1974, 85; Johansen 1995A, 154 (cat. No 61); Sinn 2009, 141 note 31. 
23 Examinations were performed by conservator Rikke Hoberg Therkildsen.  
24 According to Johansen (Johansen 1992, 76) the patina on the portrait of Euripides stems from cupped wax candles. 
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establish a uniform surface patina after extensive cleanings.25 Today coatings (although not always 

organic) are used to protect Roman marble sculptures and monuments from their modern, polluted 

environments.26  

 

While coatings could be applied to protect or secure the historic value of a marble portrait, original 

surface texturing’s could also be re-established if dedicated modern cleaning removed the ancient 

finish. Case Study 2 consists of a group of portraits which share the characteristic high-gloss surface 

polish. All of the portraits proved enough remaining paint on the glossy surface to conclude that 

they must originally have been fully covered with paint, except for the portrait of the mature man of 

Case Study 2c (fig. B:133). Results from examinations proved extensive remains from paint in the 

hair and in the areas of the eyes, but nothing was found on the glossy skin. The portrait bears many 

traces from modern cleaning, like the rest of polished portraits, but no obvious traces from a modern 

polish suggesting that the surface may be the originally, intended Roman one. 

On a portrait of a mature, clean-shaven man dating to the second century CE a similarly visually 

recognisable high-gloss polished skin surface can be observed (fig. Ap2:5).27 But when the portrait 

was examined with microscope it became clear that the nature of the high-gloss skin surface 

differed from the rest of the examined portraits leading to the conclusion that the polish most likely 

is a modern application or refreshing of the ancient finish. On the locks framing the face from ear to 

ear were found small, polished areas, as if the locks had been accidentally polished along with the 

skin. Furthermore the chiselled contours of the eyebrows had been almost erased by the polish, 

indicating that the surface was rubbed down after the carving of such details (fig. Ap2:6). On the 

high-gloss polished portraits from Case Study 2, the hair (perhaps restricted to the locks close to the 

skin surface) and the eyebrows were chiselled after the polish of the skin surface (in order not to 

compromise the sharpness of the chisel marks), which suggests that the what remains of the glossy 

finish is the original ancient one. But the portrait of the mature man received its polish after the 

final execution of the sculpted hair locks, making a modern refreshment after an extensive cleaning 

a likely explanation. Such a hypothesis is supported by the vague traces of root marks, which once 

covered at least the right side face of the portrait (fig. Ap2:7), but now removed leaving root-shaped 

black/brown shadows on the stone. As the polish goes above the faded root marks it seems likely 

that the portrait was given its high glossy surface post a thorough cleaning to remove the vegetation.  

                                                           
25 Romualdi, Pallecchi, Pierelli and Tonini 2005, 378-383. 
26 Amoroso and Fassina 1983, 299 ff. 
27 Johansen 1995A, 150-151, cat.no. 59. 
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Practices of refreshing ancient surface finishing’s on marble sculptures has been common practice 

for several hundreds of years, and even includes painted details as well. On a Roman sarcophagus, 

the so-called Garland sarcophagus, dating to ca. 300 CE, gilding is visible to the naked eye in areas 

of the marble surface of the chest and lid (fig. Ap2:8).28 Examinations of its once partially covering 

polychromy revealed that the layers of gilding have been applied on top of an ancient layer of leaf 

gold, suggesting that what is visible to the naked eye is a modern refreshing of the original 

application.29 In this case the remaining polychromy vouched for the authenticity of the 

sarcophagus making it a key component to its visual appeal, instead of something that needed to be 

removed together with the general dirt and encrusted layers. 

 

Drawing the line between modern inventions and historic artefact. Debates of restoration practices 

of the 20th century, and a short note on reconstructing painted marble sculptures. 

 

Excavations of sculptures in and around Rome during the late 19th century were often rather hastily 

performed (according to current standards for excavation procedures).30 Pieces were dug free from 

the ground and quickly sold on local art markets or exported to foreign collectors throughout 

Europe and America, who generally had very little interest in their find contexts.31 Sometimes 

fragmented pieces were cleaned and restored (see above) or paired with other sculptural parts that 

seemed to fit.32 Such activities of restoring and piecing together have led to series of scholarly 

debates throughout the 20th and 21st centuries questioning the authenticity of the sculptures and the 

pairing of bodies and heads and plinths and bases in museum collections.33 

The portrait statues of Fundilius and Fundilia from Case Study 1 have been subjects of such debates 

(fig. B:1 and B:2). The two statues were acquired by Carl Jacobsen through the mediation of 

Wolfgang Helbig in 1891, and ten years after Professor Schreiber in Leipzig stated that he believed 

the statue of Fundilius to be a forgery.34 Paul Arndt agreed with the viewpoints of Schreiber which a 

mail correspondence from 1929 between professor Arndt and the director of the NCG Frederik 

                                                           
28 Østergaard 1996, 112-115; Sargent 2011. See also http://www.trackingcolour.com/objects/50#.  
29 Sargent 2011, 31, fig. 24 and 25. 
30 For the extensive excavation activities in Rome in the 19th century see Moltesen 2012, 73 ff. See also Marlowe 2013, 

37 ff. 
31 Marlowe 2013, 37 ff. 
32 For examples see Moltesen 2005, 267-279. 
33 On the collaboration between the Castle Museum in Nottingham and the NCG in Copenhagen on reassembling the 

portrait sculptures from the Room of Fundilia see Appendix 3. See also, and in general, Marlowe 2013. 
34 Moltesen 2012, 134. 

http://www.trackingcolour.com/objects/50


136 
 

Poulsen testifies to. In the letter Arndt also noted that the statue of Fundilia was ‘stark überarbeitet’ 

adding speculation to whether the head and travertine plinth belonged to the statuary body or not. In 

his response Poulsen considered the travertine plinth of the statue of Fundilia to be a modern 

addition, but claimed the head was ancient and originally carved separately to be fitted into the 

socket of the neck. He agreed with Arndt saying that both portrait statues were ‘überarbeitet’ which 

most likely referred to their dedicated modern cleaning.   

The question of the authenticity of both statues was an issue already at time of their acquisition in 

the late 1880’s. Despite Helbig’s attempts to put an end to the speculations by copying and 

distributing the excavation journals from the 1880’s (see Appendix 3), the execution and overall 

visual appearances of both sculptures continued to appear as too well preserved to scholars of the 

20th century.35 However, results from examinations of their marble surfaces, proving that they both 

were originally more or less fully covered by paint, can finally put this debate to rest. But it is 

interesting to note how their excellent state of preservation has caused previous scholars 

continuously to question their ancient origins. Both statues apparently failed to meet the 

expectations of the late 19th and early 20th century scholars of embodying a certain amount of visual 

patina and fragmented authenticity.  

 

Almost all Roman portraits in the collections of the NCG were de-restored in the 1950’s; a 

dedicated effort which mirrored a contemporary growing need for revealing the core  of the ancient 

sculptural form, a ‘pure’ and true essence of their historicity.36 On museum photographs dating to 

the very early 20th century the portraits of Maximus (cat. No. 14) and the two portraits of the youth 

(Cat. Nos. 10 and 11) have reconstructed plaster noses (fig. Ap5:6). Nothing is known of when, 

where and by whom the restorations were made; they could have been added at time of excavation 

or after arriving in Copenhagen. All of the plaster and marble additions on the Roman portraits 

were, however, removed in the 1950’s, some of which later became a part of the so-called Nasothek 

in the 1980’s (fig. Ap2:9).37  

Keeping the restored noses and displaying them in the Nasothek reveals a development in the 

debates of reconstructions defining the later half of the 20th century, when scholars and conservators 

became increasingly aware of the history of restorations. In the late 20th century some restored parts 

had become quite old themselves testifying to the very long second-life which the ancient sculptures 

                                                           
35 Moltesen 2012, 134. 
36 Podany 2001, 18; Moltesen 2001, 207-208. 
37 Moltesen 2001, 208. 
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have lived post antiquity; a certain genealogy of restorations. One such example is the sculpture of 

Doryphoros/Pan which embodies many layers of materially manifested modern reception (fig. 

Ap2:10). It was acquired in 1900 from the Villa Martinori in Rome with restored head and lower 

parts of both arms, dating to sometime in the mid 16th century and most likely made by Florentine 

sculptor Bartolomeo Ammanati.38 By leaving the restored parts untouched the biography of the 

sculpture has manifested itself in its material form, telling the story of its long life which, together 

with the Nasothek, is valuable to the general understanding of modern reception of ancient marble 

sculptures. 

 

The question of cleaning, restoring, conserving and reconstructing ancient marble sculptures has 

been a topic of much scholarly controversy. One of its newly developed branches is the question of 

reconstructing the original polychromy of the ancient white marble sculptures (dealt with in detail 

in Appendix 5). During the last 15-20 years Greek and Roman marble sculptures are reconstructed 

in numerous both three- and two-dimensions, in virtual as well as real life images. They effectively 

visualize how the great mass of ancient marble sculptures in museum galleries was once 

polychrome. But what causes them to stick out as sore thumbs in these oceans of patinated, 

fragmented marble sculptures can be explained by what they fail to do. What the reconstructed 

polychromy of ancient marble sculptures, in particular the physical ones, cannot embody is what 

scholars and museum visitors have become accustomed to since the 18th century: a visual 

authenticity obtained through deliberate manipulations to their sculpted form and surface finish. 

What the painted reconstructions cannot offer is the fragmented experience which has become 

synonymous with ancient material culture. They are unfamiliar and far removed from the controlled 

and manipulated ruins, which most museum galleries have been carefully constructed around. They 

obscure the line between history and modern inventions crossing the unseen ethical boundaries of 

the extents to which modern scholars and conservators can go in order to preserve ancient material 

culture. Through the reconstructions scholars, conservators and artists has re-claimed the ancient 

sculpture, much like the Renaissance craftsman, by dominating its form and visual appearance, and 

like a mirror they confront present day scholars and museum visitors with the repressed romantic 

need for ‘mourning the past’39 which can be traced back to the 18th century. 

 

                                                           
38 Moltesen 2001, 216-217. 
39 Podany 2001, 17. 
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Ap2.3: Scientific examinations of the portraits from Case Studies 1 and 2  

 

Having defined and highlighted some of the most pressing obstacles involved with exploring traces 

of paint on ancient marble sculptures, this final section will focus on the methods used for the 

scientific examinations with the purpose of identifying any paint remains (primarily pigments) on 

the portraits from Case Studies 1 and 2. This section attends to the methods used within the research 

context of the Tracking Colour Project and should therefore not be considered as a complete 

overview of the methodologies used for sculptural or architectural polychromy research in general. 

The protocol used within the frames of the Tracking Colour Project at the NCG (running from 

2008-2013) was developed during a pilot study programme carried out by the Copenhagen 

Polychromy Network (CPN) located at the NCG from 2004-2007.40 This pilot study mainly 

focussed on examining selected ancient marble sculpture from the collections of the NCG, and 

thereby testing and establishing a line of research.41  

The subsequently developed protocol for examining the paint remains on ancient marble sculptures 

(and the hierarchical approach it constitutes) was constructed to ensure a fixed line of research (fig. 

A:11). The scientific examinations of the pieces from the Case Studies were performed within the 

physical frames of the museum itself (primarily non-invasive examinations such as microscopy, 

photo analytical and XRF), but were also at times complimented by additional examinations 

outsourced to the collaborators within the CPN (such as extracted samplings for FTIR analysis 

which were performed at the School of Conservation).  It is important to emphasize that each 

methodology cannot stand alone but must preferably be supplemented by others if the results are to 

be reliable.  

 

Non-destructive examinations 

 

The portraits of Case Studies 1 and 2 were first and foremost examined by using non-invasive 

approaches. The state of preservation of each piece was examined and documented (see above), 

including any modern cleaning, restoration or general deterioration (see detailed documentations in 

the Catalogue in Appendix 4). Secondly the paint remains on the individual pieces were visually 

examined. 

                                                           
40 Østergaard 2009. 
41 Østergaard 2009, 11; Scharff, Hast, Kalsbeek, Østergaard 2009. 
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Visual examinations (naked eye and microscopy): 

The marble surfaces of all the portraits from Case Studies 1 and 2 were minutely examined first by 

the naked eye and then by using different optical microscopes and video microscope (fig. 

Ap2:11).42 The pieces from the Case Studies were subjected to tungsten light as well as raking light, 

clarifying any pigment remains embedded in the marble surface. Also other surface phenomena, 

such as tools marks and incisions can be detected by raking light. 

Results from these initial examinations determined the following process of documenting the paint 

remains on each individual portrait. Through examinations by microscopy all visible remains from 

the original colouration were documented, including the colour properties of the preserved pigments 

and paint layers which can be difficult to see and securely establish with the naked eye. The video-

microscope offered the highest enlargement allowing the presence of paint remains which were 

either to small or too difficult to access (such as paint remains placed in deep-set, drilled furrows) 

by a regular microscopic lens to be captured.  

Results from the visual examinations were used to produce the so-called mappings of each portrait 

(see figs. B:24, B:36, B:51, B:57, B:62, B:67, B:71, B:139 and B:156). Mappings are overviews 

which are made from the initial tungsten photographs taken of the portraits from four angles upon 

which all detectable pigments identified by microscopy are marked in. Any presence of the 

pigments were marked by using colours resembling the hues of the documented pigments placed as 

small uniform dots in the exact areas of the located pigments; however it is important to emphasize 

that mappings do not take any differences in colour properties into account (i.e. different shades of 

red are not included). Mappings are explicitly made to create an overview of the different pigments 

and their distribution on the marble surface. 

 

Photo analysis: 

Microscopy can not identify the individual pigments observed on the marble surface. Therefore a 

whole line of complimentary examinations must be carried out as well. One of the first steps 

towards identifying the paint remains located by microscopy is the non-destructive photographic 

                                                           
42 The following microscopes are housed by the NCG: Leica M651 operation microscope and a Dino-lite Pro AM 

413MT video microscope (enlarges up to X 52). The video signal from the Dino-lite is monitored by a Lenova 300 C 

100 portable computer with dinocapture software. Another applied video microscope was the Leica DVM 500 

(especially for examinations of the high-gloss polished portraits). The microscope was featured with a LED-lamp and a 

CCD camera connected to a monitor. The optical magnification was maximum 160 x from a distance of 3,5 cm. 
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analysis including within the research context of the Tracking Colour project primarily Ultra-Violet 

Fluorescence (UV-Fl.) and Visible Induced Luminescence (VIL).43 

 

UV-Fl. is a photographic analysis, which stresses certain elements embedded within the marble 

surface.44 For pigment identification this method is particularly helpful for identifying organic 

materials including in particular madder lake (fig. A:17, B:96,b, B:143). Besides identifying any 

organic compounds UV-Fl. may also be able to separate optical similar surface phenomena from 

each other, such as plaster restorations (or remains thereof) which look like the original marble base 

but are, in fact, modern applications. 

 

VIL is a photographic analysis which can be used to identify the synthetic Egyptian blue pigments 

(as well as Han blue and Han purple and pigments containing amounts of cadmium) (see A1.3).45 

The method exploits the photo induced infrared luminescence which these particular pigments are 

emitting, and can even be used to detect pigments covered by other layers of paint or encrusted and 

calcareous layers or traces from pigments that are no longer visible to the naked eye (fig. A:17, 

B:27, B:28, B:37, B:41, B:47, B:59, B:70, B:77, B:78, B:98, B:99, B:100, B:141, B:151, B:159 and 

B:162).46 When exposed to visible light the Egyptian blue pigment will emit infrared radiation (IR) 

in an area of 800-1000 nm. In a dark room the luminescence can be registered by using a modified 

camera with a filter.47   

                                                           
43 The individual pieces were photographed from four angles turned around their own axis in 90 degrees. All photo 

documentation was performed by a digital camera, Canon EOS 5D Mark II (with the exception of the VIL 

documentation). On all photographs in daylight (using lamps of 230V, 250W, 50Hz) a Gretag MacBeth Munsell 

ColorChecker colour-card is placed at the bottom left corner. All pictures were treated afterwards in Lightroom 2 

Adobe Photoshop. 
44 In this context ‘fluorescence’ is used to describe light emitting exited by UV-radiation. There exists a broad variety of 

light source for UV-Fl. radiation, which challenges the uniformity of the fluorescence results. To examine the portraits 

of Case Studies1 and 2 a UV-lamp from HAROLUX Grossflächen-lampe from Deffner & Johann containing 8x18 Watt 

UV-tubes, emitting light in an area covering 366nm, was used. In front of the camera is placed a Tiffen-filter 2A 

absorbing the radiation of a surrounding area covering 400 nm. See also Verri et al. 2009. 
45 Verri 2009. 
46 The strong luminescence of the Egyptian blue pigment, which VIL is able to detect, suggests that other pigments may 

also emit a similar luminescence, for which other methodologies can be developed to trace. Such future methods may 

be able to map the traces from pigments, which are no longer there, but once constituted an original, versatile colour 

palette. Verri et al. 2010, 224. 
47 For the VIL examinations performed on the portraits from Case Studies1 and 2 a modified CANON 40D camera was 

used. The IR-blocking filter was removed, and a Schott RG830-filter was placed in front of the lens. The light sources 

were two LED-lamps from Excled containing 36 red, green and blue diodes (ca. 470-630 nm). Registration of 

luminescence was compared to 99% and 75 % non-luminesce standard from Spectralon placed by the sculptures. All 

photos were treated in Photoshop afterwards and turned into pictures of black and white; both for aesthetic reasons but 

also to accentuate the luminescence.  
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The UV-Fl. is like VIL a quick and non-invasive method that can be used in situ (as long as the 

room can be kept completely dark), and it will identify the Egyptian blue pigments with a precise 

accuracy. Furthermore VIL surveys of several ancient sculptures in the collections of the NCG have 

proven that sculptures can show luminescence without any clear traces of Egyptian blue pigments.48 

If the identification of Egyptian blue cannot be supported by microscopic documentation the 

presence of Egyptian blue pigments relies on the interpretations of the imaging. In such cases the 

luminescence will need to be strong or appear as characteristic patterns resembling intentional 

application of painted details. 

 

X-Ray Fluorescence Spectrometry (XRF): 

Once the pigments and paint layers has been located by microscopy and photo analysis identified 

Egyptian blue and madder lake pigments, XRF was applied to provide further identifications of the 

remaining pigments.49 When the pigment absorbs electromagnetic radiation the electrons emitted 

from the atom, with a certain energy and angle distribution, characterizes the structure of the atom. 

Since each pigment embodies unique energy levels it is possible by means of the scan to identify 

the composition of pigments in the measuring field.  

In theory, all ochre pigments contain high levels of iron, which the XRF will be able to measure 

well enough to base a secure identification. In practice results from examinations of sculptures in 

the collections of the NCG have shown that the electromagnetic radiation detects many other 

chemical components embedded in the marble surface besides the scattered pigment grains, 

showing therefore also the chemical compositions of any dirt or other deposits located on the 

surface and of the stone itself. Interpretations of the results from XRF examinations therefore relies 

to a great extend on the person performing the examinations and how s/he interprets the results 

based on his/her general experience with examining ancient marble sculptures of a specific 

environment. 

                                                           
48 Skovmøller, Brøns and Sargent forthcoming. 
49 For all XRF analysis we used a Innov-X Systems, model Alpha 8000 LZX connected to a Light Element Analyser Soil. 

Examinations were initiated by so-called blank measurements of non-painted marble surfaces as well as areas of the 

marble sculpture at hand which did not contain any paint remains, in order to establish any interferences from the 

environment. Therefrom selected areas with paint remains were examined. Results from the XRF measures were 

noted using the chemical abbreviations (see the catalogue) and the relative amount were registered in pmm (parts 

per million). The apparatuses used for performing the XRF analysis on all the examined portraits were borrowed by 

courtesy of Minik Rosing assisted by Peter Fink-Jensen. 
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Destructive examinations 

 

Once the portrait had been examined following the non-invasive approaches listed above further 

examinations were in some instances performed, primarily in order to determine the compositions 

of the paint layers and their manner of application. Furthermore the marble bases were examined 

and identified on most of the portraits, which also required samplings for different sequences of 

examinations. 

 

Sampling for cross section of paint layers: 

Samplings are primarily taken when the paint remains include layering (fig. A:31b, A:34, B:26b, 

B:80). In such cases samplings of the paint layer are extracted, using scalpel and microscope and 

normally of an approximate size of 0,05 mm3, preferably including the marble base as well to 

secure a proper stratigraphy.50 The cross sections are cast in epoxy in a silicon-rubber-form and 

polished once completely dry.51 Epoxy provides a clear and transparent cast enabling further 

examinations of the paint layer(s). The cast is polished using waterproof silicon-carbide-paper 

(going from coarse to very fine-grained) and water.52  

The cross sections from samples extracted from the portraits of Case Studies 1 and 2 were examined 

by microscopy, in both tungsten light and UV, in order to identify the pigments used for mixing the 

examined paint layer. From the cross sections the thicknesses of the paint layers can be determined 

(measured in μ), together with sizes of the pigment grains and how the overall paint layer is applied 

according to stratigraphy. 

 

Sampling for isotopic analysis of marble stone: 

From the portraits from Case Study 1 and the portraits from Case Study 2a as well as the portrait of 

Maximus (cat. No. 14) from Case Study 2b samples have been extracted for identifying the marble 

base by means of stable isotopic analysis (fig. B:134 and Ap3:12).53 Isotopic analysis is a standard 

approach when determining the provenience of specific types of rocks. The stable isotopes in 

carbon (12C and 13C)  and oxygen are measured. Variation between carbon and oxygen can, in the 

                                                           
50 Christensen 1986, 2. 
51 Christensen 1986, 3. 
52 Christensen 1986, 4. 
53 Moltesen, Bald Romano and Herz 2002; Skovmøller and Therkildsen 2014. 
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case of marbles, be caused by a number of factors influencing the metamorphosing geologic process 

of creating the rocks which will vary from quarry to quarry (see A1.1). The characteristic isotopic 

compositions of the rocks therefore bear certain signatures testifying to their geological origins. By 

comparing the results from the samples extracted from the portraits of Case Studies 1 and 2 to other 

results registered in a database, it is possible to separate the marbles and determine their origins. 

However, it should be emphasized that results from stable isotopic analysis cannot solely conclude 

the origins of marbles; preferably they have to be supported by other examinations as well (see 

below). 

 

The portraits from the Room of Fundilia were examined in 1999 by Mette Moltesen, Irene Bald 

Romano and Norman Herz. Analysis of the samples was carried out by the University of Georgia 

Isotopic Laboratory.54 For results see the Catalogue (Appendix 4) and Appendix 3 (fig. Ap3:?). 

The high-gloss polished portraits of the youth (cat. No. 10 and 11) and Maximus were examined by 

Donato Attanasio in 2012.55 Analysis were carried out at the Istituto de Struttura della Materia in 

Rome. For results see the Catalogue (Appendix 4) and fig. B:134. 

 

Sampling for marble thin section of marble stone: 

Samples extracted for marble thin section were taken from the above mentioned three high-gloss 

polished portraits.56 Petrographic and mineralogical analysis was carried out by Jørn Bredahl-

Jørgensen and Rikke Hoberg Therkildsen in 2012 using a polarization microscope in order to 

explore, describe and determine the main constituents of the rocks (mainly the minerals and 

mineralogical structures). Marbles are metamorphic rocks whose main components are carbonates 

including calcite or dolomite who are embedded within a mosaic of entwined grains (see A1.1). By 

measuring the maximum Grain Size (MGS) of the grains the thin sections were compared to each 

other according to textural and morphological characteristic. Any similarities or differences can 

prove significant when determining their provenience. 

 

 

 

 

                                                           
54 Moltesen, Bald Romano and Herz 2002. 
55 Skovmøller and Therkildsen 2015. 
56 In general see Reedy 2008. 
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APPENDIX 3 

ESTABLISHING CONTEXT OF THE PORTRAITS ORIGINATING FROM  THE 

ROOM OF FUNDILIA 
 

This Appendix is concerned with discussing and establishing the context of the portraits belonging 

to Case Study 1. The nine portraits were excavated in the late 19th century.57 Eight of the portraits 

were sold to Carl Jacobsen to become a part of his collections in the NCG in Copenhagen, while the 

ninth portrait (and a herm shaft belonging to one of the portraits bought by Carl Jacobsen) was 

brought to England by the excavator and British ambassador Lord John Savile Lumley later to be 

donated to the collections of the Castle Museum in Nottingham.58 (see B4.1, fig. B:11-B:15). 

However, recent excavation campaigns of the sanctuary have accumulated new evidence testifying 

to several stages of building activities within the sanctuary, particularly in the rooms beneath the 

portico, which challenges the established context of the portraits. Results from excavations show, 

that the rooms collapsed sometime during the second century CE due to an earthquake, which 

subsequently led to remodelling of the entire portico strengthening its overall construction. Had the 

portraits been placed within the room at this time, the collapse of the portico would have caused 

much damage to them –from which none of the portrait sculptures show any signs of. It therefore 

seems likely that the sculptures, which were produced around the middle of the first century CE, 

were originally produced for a different context, and then later moved to the room beneath the 

portico and put on display together.  

This Appendix will discuss and establish this final context (whether secondary or tertiary doesn’t 

matter) and their intended display as a group. This will be established in the following section 

according to four main arguments: 1) the excavation records, 2) the stylistic dating of the portraits, 

3) their proportions and materials, and 4) their preserved inscriptions. 

 

 

 

                                                           
57 On the excavation campaigns of the site: Savile 1885/86, 60-74; Lanciani 1885A, 159-160, 192-193, 227-228, 254-

255, 317-321, 344, 428-429, 478-479; Lanciani 1885B, 477-478; Helbig 1885, 225-242; Borsari 1887, 23-25, 120-121, 

195-198, Borsari 1888, 193-196, 392-393, 708-709; Borsari 1895, 106-108, 206, 232, 324; Poulsen 1941, 1-8, 22-24; 

Mysteries 1983, 21-24; Guldager Bilde 1997C, 23-25; Moltesen 1997, 26-33; Ghini 1997, 43-51; Ghini 2000, 53-63; 

Guldager Bilde 2000, 93-109; Fejfer 2008, 286; Ghini and Diosono 2012; Moltesen 2012, 136-137; Ghini 2014, 19-20. 
58 On the life and career of Lord Savile, see: Mysteries 1983, 11-14. 
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Ap3.1: Excavation records 

 

The first excavation of the Room of Fundilia was conducted by Lord Savile Lumley in 1885, and 

focused – among other areas of the sanctuary – on the front section of the Room of Fundilia (fig. 

B:13).59 In the Room of Fundilia he found the herm of Fundilia (fig. B:3, cat. No. 3), the herm shaft 

belonging to Capito (fig. B:5, cat. No. 5), a fragment of the chest belonging to the bust of the 

unidentified young woman (fig. B:9, cat. No. 9), a fragmentary marble plinth originally belonging 

to a life-size statue dedicated to Diana by Tontius60, a marble plinth (a votive inscribed Fundilia 

Rufa, but present whereabouts unknown) and five marble cornices.61 

In the excavation reports made by Rudolfo Amedeo Lanciani, and published in Notizie degli Scavi 

di Antichità in 1885, it is furthermore noted (without drawings or detailed descriptions) that Savile 

Lumley excavated two additional rooms, never documented by any later excavations, which 

contained the herm shaft of Chrysarion (fig. B:7, cat. No. 7)62, the herm shaft of Lucius Faenius 

Faustus63 and a second herm shaft inscribed Staia Quinta (now lost).64 

From 1887 to 1888, the Roman art dealer Luigi Boccanera65 excavated the rest of the Room of 

Fundilia, uncovering a series of portrait sculptures: both statues of Fundilius (fig. B1, cat. No. 1) 

and Fundilia (fig. B2, cat. No. 2) were found in situ by the back wall, while the herm with a 

matching portrait head of Rufus (fig. B:6, cat. No. 6), a herm with a matching portrait head of 

Quinta (fig. B:4, cat. No. 4), the portrait of Capito (matching the shaft excavated by Savile Lumley, 

fig. B:5, cat. No. 5), the portrait of the young, unidentified woman (fig. B:9, cat. No. 9), the portrait 

of Chrysarion (fig. B:7, cat. No. 7) and the portrait of the man wearing a wreath (fig. B:8, cat. No. 

8) were found with no indications of their find spot.66 

                                                           
59 “Lord Savile’s excavation was little more than five extensive trenches undertaken without modern archaeological 

knowledge or skills” (Mysteries 1983, 9). In the end Savile Lumley gave up future work on the site due to a falling out 

with the owner of the lands Prince Filippo Orsini. Excavation records were published by Savile in the Journal of the 

British and American Society (1885/86), by Lanciani in Athenæum (1885) and in Notizie degli Scavi (1885), and by 

Helbig in Bullettino dell’Istituto di corrispondenza archaeologica(1885). See also Guldager Bilde 2000, 94-95.  
60 Inscribed: TONTIVS.Q.F.D.D.D.L.M. Castle Museum, Nottingham, N 731.Guldager Bilde 2000, 98. 
61 Rome, Museo delle Terme, inv. No. 39220. Guldager Bilde 2000, 98 
62Nottingham, Castle Museum, N 830. See cat. No. 7. 
63 Nottingham, Castle Museum, N 828. Moltesen 1997, cat. No. 30, 146. 
64 Lanciani 1885A, 479. The now lost herm shaft for Staia Quinta carried the same inscription as cat. No. 4: STAIA. 

L.L. QVINTA. On translations of the inscriptions see below. 
65 Bossanera carried out the excavations on behalf of the Prince Filippo Orsini, who owned the lands surrounding the 

Nemi lake. Mysteries 1983, 9; Moltesen 2012, 135. 
66 Borsari 1887, 195-198; Guldager Bilde 2000, 95, 102. 
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On a drawing made by Luigi Borsari and published in Notizie degli Scavi in 1887, the original 

placement of the portrait sculptures are indicated (fig. 2:15). This drawing is the only evidence of 

their original order of display of the portraits within the room. 

 

At some point during the sixth century the sanctuary was raided, during which the rooms beneath 

the portico were stripped of most of their building materials.67 Perhaps the missing pieces (the 

herms belonging to the man wearing a wreath, cat. No. 8, and the young woman, cat. No. 9, as well 

as other portraits, which were missing at the time of excavation) were removed already then? The 

confusion regarding the different contexts of the portrait head and herm shaft of Chrysarion (cat. 

No. 7) could also be ascribed to such activity, which could have caused the head to be separated 

from its shaft and leaving the two parts in different rooms. The two were reunited during an 

exhibition at the NCG in Copenhagen in 1997 and in 2014 (fig. B:15).68 

Some of the portrait sculptures from the Room of Fundilia may have ended up as building materials 

during late antiquity, while the rest were excavated and sold to museum collections – or perhaps 

private collections (which would explain the missing second portraits of Fundilia and Quinta, which 

are described in the 19th-century excavation reports).69But since the portrait sculptures were all 

found within the same room (with the one exception of the shaft belonging to Chrysarion), it seems 

reasonable to conclude, that the Room of Fundilia was – if not their first, then – their final context.70  

 

Ap3.2: Stylistic dating 

 

The stylistic dating of the portraits has ranged from early to late first century CE: some of the 

portraits have been dated to the Tiberian period (the herm and statue of Fundilia and the statue of 

Fundilius) while others have been dated to the latter half of the first century CE (the herm 

portraits).71 But as Frederik Poulsen, Dietrich Boschung and Jane Fejfer have convincingly argued, 

                                                           
67 Ghini 2014, 23-24 
68 Moltesen 2000, 115. 
69 Moltesen 2012, 136. 
70 Moving portraits from context to context was not an uncommon phenomenon in the Roman Empire; in fact, modern 

scholars should expect the majority of the contexts of Roman marble portraits to have been originally re-negotiated on a 

regular level, meaning that contexts should be perceived as neither fixed nor static, ”Portraits were continuously being 

removed from their original location, reused in part or as whole or moved to a new context and given new meanings and 

decorative emphases.” Fejfer 2008, 435. See also Marlowe 2013. 
71 Poulsen dated the portraits to Tiberian and Claudian period, Poulsen 1941, 20-54; Gulager-Bilde considered the 

portraits as a group dedicated over a very short period of time, Guldager-Bilde 1997G, 118; Moltesen 2000, 113; 

Boschung also considered the portraits as a group executed somewhere during late Tiberian/early Claudian period: 
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the portraits need not to be separated chronologically as they can all be dated to around the middle 

of the first century CE.72 

The garments of the statues of Fundilius and Fundilia also share a characteristic execution of the 

folds (the sculpting of the statue of Fundilius being the most exquisite), suggesting that the portraits 

were commissioned and executed in the same workshop.73 For more detailed stylistic descriptions 

(including technical executions), see the presentation of the individual portraits below in B4.2 and 

the Catalogue (Appendix 4). 

 

Ap3.3: Proportions and materials  

 

Identifying the portraits as a group is thirdly supported by their overall proportions and the marble 

materials from which they are carved and which have been identified by means of isotopic analysis 

and visual examinations (fig. Ap3.1; for details see the Catalogue).74 The only material that has not 

been examined is that of the herm of Fundilia from the Castle museum in Nottingham (cat. No. 3). 

The two statues of Fundilius (cat. No. 1) and Fundilia (cat. No. 2) are strikingly similar in 

proportions and materials (fig. B:15). The statue of Fundilius measures 183 cm and was made from 

one single block of fine-grained white Afyon marble (except for the lower part of the proper right 

arm and the hand on the proper left arm, which are missing but were once executed separately and 

attached by metal dowels).75 The statue of Fundilia measures 178 cm and was produced from two 

pieces of fine-grained white marble; the head is made from Afyon marble, while the body is 

produced from Carrara marble. Both statues are inserted into small travertine plinths with similarly 

executed inscriptions (see below).  

All of the herm portraits (except for that of Fundilia) are executed as busts for insertion into sockets 

of herm shafts by sculpted tenon of varying proportions.76 The busts vary in proportions: all of them 

include head and neck; except for those of Quinta and the young woman, which also includes the 

upper parts of their chests. All busts are of similar proportions measuring between 31 and 44 cm in 

                                                                                                                                                                                                 
Boschung 2002, 110. And Fejfer, also considering the portraits as a group, dated them to Claudian period: Fejfer 2008, 

302. 
72 Poulsen 1941, Boschung 2002, 110; Fejfer 2008, 300-302. 
73 I thank Mette Moltesen for bringing this stylistic characteristic to my attention. 
74 Moltesen, Bald and Herz 2002. The author would like to thank Jørn Bredahl-Jørgensen for performing the visual 

examinations, and for his many interesting observations on the marble stones used for the portraits. The dissertation 

returns to this in more detail in chapter 3. 
75 Moltsen, Bald and Herz 2002, 106 (table 1). 
76 On tenon-into-socket techniques, see Claridge 1990, 142-144. 
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height. The head of Chrysarion was produced from Carrara marble.77 The rest of the herm portraits 

are produced from Parian marble (perhaps lychnites)78, with similar grain structures ranging 

between small and large in size. The similar material properties of the marbles used for the five 

busts indicate that the portraits may even have been produced from the same block.79 

Four of the portrait heads (Quinta, Capito,  Rufus and Chrysarion) originally belonged to herm 

shafts of greyish/dark marble with visible white and yellowish veins of a yet unidentified bigi 

antichi marble type (perhaps Africano? See A2.2).80 The shafts were similarly executed: they are 

rectangular and of the same proportions measuring between 100 and 132 cm in height and 21x22 

and 28x19 cm in width and depth. The shaft inscribed to Lucius Faenius Faustus, most likely also 

originally belonging to the group but missing its original portrait head, is made of the same material 

and of similar dimensions as the rest (measuring 135(height)x21(depth)x22(width) cm).81 

The overall similar proportions and materials used for the portrait sculptures further supports that 

they were originally meant to be visually perceived as a group. The herm portraits may vary in 

height of both heads and shafts, but fitted together the two parts balanced each other out by 

compensating for the differences in proportions, and thereby orchestrating a visual uniformity. The 

herm shaft of Staia Quinta, for example, is 100 cm high, while the herm shaft of Licinia Chrysarion 

is 135 cm. However, the portrait head of Staia Quinta measures 44 cm, while the head of Licinia 

Chrysarion measures only 31. 

Unfortunately, the material of the herm of Fundilia Rufa has not yet been examined. It was made 

from six parts of white marble stone (fig. B:4); not including the arms, which are now missing but 

originally attached to each ‘shoulder’ of the rectangular torso. The dimensions of the herm (height 

155 cm) do, however, conform to the rest of the herm portraits. And unlike the other herm portraits, 

the herm of Fundilia Rufa was placed on a tall plinth measuring 23.5 cm in height, which raises the 

question of whether the rest of the herm portraits – as well as the two statues – were also originally 

placed on similar plinths or bases?  

 

 

                                                           
77 Moltsen, Bald and Herz 2002, 106 (table 1). 
78 Moltsen, Bald and Herz 2002, 106 (table 1). Visual examinations were performed by Jørn Bredahl Jørgensen of the 

portraits of Staia Quinta, Quintus Hostius Capito and Lucius Anninius Rufus supports, that the grains of their individual 

marble stones are strikingly similar in structure. The grains range between large and small, which is a characteristic of 

the lychnites marble. 
79 Fejfer 2008, 303, fig. 222. 
80 Cioffarelli 1989, 65-66 
81 Nottingham, Castle Museum, N 828. Moltesen 1997, cat. No. 30, 146.  
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Ap3.4: Epigraphy 

 

Finally, the inscriptions belonging to the portraits suggest that the persons portrayed were either 

related or otherwise acquainted with one another and therefore put on display together (fig. B:15).  

From the inscription on the plinth of the herm portrait of Fundilia, she is identified as daughter of 

Gaius and patrona docti, meaning that she was the patrona of Fundilius (fig. Ap3:2).82 This 

indicates that Fundilius was a freedman; meaning the former slave of Fundilia, which is supported 

by his name, Fundilius, but also by the lack of a paternal ancestry in the inscriptions on the capsa 

and the plinth of his statue (fig. B:22). On the inscription belonging to the statue of Fundilia, the 

genitive patronae suggests that she was the receiver of the statue (fig. Ap3:3), which may indicate 

that Fundilius was the commissioner; perhaps also of his own portrait statue and the herm of his 

former owner and beneficiary.83 

On the herm portrait of Fundilia, the inscription informs us of her paternal name, Rufa (fig.Ap3:2). 

The name Rufus also appears in the inscription on the herm shaft belonging to the portrait of Rufus, 

who was the son of Lucius (fig. Ap3:4), suggesting that Fundilia and Rufus may have been related 

somehow.84 This is supported by the placement of the herm of Rufus, which was put in between the 

two portrait sculptures of Fundilia (fig. B:15).  

The inscription on the herm shaft belonging to the portrait of Quinta mentions that she was an 

emancipated slave freed by a man named Lucius (Fig. Ap3:5). This could either be Rufus, whose 

herm was placed in direct opposition of Quinta’s; or his father.85The herm portrait of Quinta was 

placed by the left hand of the portrait statue of Fundilius (the statue of Fundilia was placed at his 

right hand) (fig. B:15). As both Fundilius and Quinta could have been in the service of the Rufus-

family at the same time they might have known each other: a relationship supported by the position 

of their portrait sculptures. 

To the right of the herm portrait of Quinta was placed the herm of Capito. The inscription on the 

herm shaft identifies him as a rhetor, meaning a teacher in elocution (fig. Ap3:6). This might link 

Capito to the profession of Fundilius who, according to the inscriptions on the plinth and capsa (fig. 

                                                           
82 Salskov Roberts 1997, 119. 
83 Salskov Roberts 1997, 121. 
84 Salskov Roberts 1997, 121. 
85 Salskov Roberts 1997, 123. 
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B:22), was a member of the acting association Apollinis Parasitus, meaning an actor or some other 

kind of performer.86 

Acting and public speaking were considered as related and performing public orations was expected 

from the Roman citizens who held office, and public oration was therefore regarded as an important 

profession.87 Actors were, on the other hand, commonly recognized as belonging to a lower social 

stratum of the Roman Empire and although they were able to earn substantial amounts of money, 

the profession was not regarded as honourable.88 The dedication of the portrait of Capito could 

therefore, perhaps, have lent dignity to the profession of Fundilius.89 

The  herm shaft inscribed to Lucius Faenius Faustus (missing the portrait head), noting that he was 

an actor in the fourth role and a member of the Apollinis Parasitus, indicates that the association 

was prominently featured within the Room of Fundilia.90 Another herm, missing its portrait, but 

bearing the inscription of C. Norbanus Sorex may also originally have been put on display within 

the Room of Fundilia.91 On this herm it is accentuated that Sorex was Apollinis Parasitus and an 

actor in the second role. 

The inscription on the herm shaft belonging to the portrait of Licinia Chrysarion notes that her 

portrait was commissioned and dedicated by a Marcus Bolanus, who came from Canosa in the 

south-eastern parts of Italy (Apulia) (fig. Ap3:7).92 Licinia's Greek-sounding name, Chrysarion, 

combined with the lack of references to a paternal ancestry, indicates that she too was a former 

slave.93 

Finally, identifying the head of the unidentified young woman and the man wearing a wreath 

remains speculative, due to their lack of (presumably) once belonging inscribed herm shafts.94 The 

portrait of the young woman is similar to the portrait of Quinta in dimensions and material, 

suggesting another portrait of a beautiful freedwoman, originally on display in the Room of 

Fundilia. Due to the wreath the portrait of the man could have been yet another member of the 

                                                           
86 Fejfer 2008, 302. 
87 Fantham 2002, 363-364. It was expected that the voice and appearance of an orator was in correspondence to the 

ideal of the vir bonus: Fögen 2009, 28. 
88 Salskov Roberts 1997, 122-123; Fögen 2009, 29. 
89 Fejfer 2008, 302. 
90 Fejfer 2008, 300-304. 
91 The herm of Sorex is not mentioned in any of the excavation reports. It originates from Nemi, but whether it was 

originally put on display within the Room of Fundilia is uncertain. However in size, material and format the herm shaft 

is very similar to the rest of the herm shafts found in and around the room. Cecere 1988; Fejfer 2008, 300. 
92 Canosa, or Canusium, was accessed by the via Traiana (ca. 109 CE). Antoninus Pius elevated the city to become 

capital of Provincia Apuliae et Calabriae.  
93 Salskov Roberts 1997, 124. 
94 The head of the man wearing a wreath has been paired with the shaft belonging to Lucius Faenius Faustus, but the 

two did not match. Poulsen 1941, 42.  
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Apollinis Parasitus, which he may have won as a prize in an acting competition, but this is 

speculative.95 

 

Due to the inscriptions and the order of display of the portrait sculptures from the Room of 

Fundilia, it seems they were deliberately put together to reflect the relationships shared by the 

persons they depicted. The majority of portrayed individuals were either associated to Fundilius as 

members of his extended family96 (the locally prominent Rufus-family represented by his patrona, 

Fundilia, and her relative, Rufus who was a quaestor of Aricia), or through a shared social identity 

as former slaves (Quinta, Chrysarion and the young woman), or, finally, through the association of 

Apollinis Parasitus (Faenius Faustus and the man wearing a wreath). 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
95 Poulsen 1941, 42; Salskov Roberts 1997, 121-122. 
96 On the relationship between freed slaves and their former owners, see Mouritsen 2011, 36-65.  
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APPENDIX 4 

THE CATALOGUE 
 

Cat.no. 1. The statue of Gaius Fundilius Doctus:  

  

Title: Statue of Gaius Fundilius Doctus. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 707. 

Object type: Portrait statue 

Date: Middle of the first century CE (Claudian period). 

Materials: Body and head: Afyon marble. Plinth: travertine. 

Dimensions: H.: 183 cm. 

Acquisition: Acquired in 1891 from Count Orsini in Rome. 

Findspot: The Room of Fundilia (also known as votive chapel 

A and Room 5), in the sanctuary of Diana 

Nemorensis (fig. B:11, B:13, B:14, B:15). 

The statue was excavated in 1887 in a small room 

beneath the north-eastern portico of the sanctuary. 

The original display of the statue in the Room of 

Fundilia is based on the find context of the 

inscribed statue plinth (see Appendix 3): The plinth 

belonging to the portrait statues of Fundilius and 

Fundilia (cat. No. 2) were found by the back wall of 

the room. 

 

 

DESCRIPTION 

State of preservation: What is preserved of the statue is sculpted from one 

piece of white, fine-grained marble stone, with small 

amounts of dark-grey/black natural impurities/veins. 

The statue is missing the right arm, from the elbow 

down, and the left hand. Remains from what appears 

to be dowels in both fractures suggest that the arms 

were originally separately executed and attached. 

The head and upper part of the chest, including the 

left shoulder, has once been broken off but 

reassembled again. 

 

Stylistic and technical description: The statue portrays a mature man with short-cut hair 

and clean-shaven face. He is clad in a tunica and 

toga, and stands with the weight of his body placed 

on the proper left leg. By his left foot is placed a 

cylinder-shaped box, a capsa, which holds an 

inscription: C. FVNDILIVS. DOCTVS. 

APPOLINIS. PARASITVS, which is also repeated 

on the travertine plinth (fig. B:22). On the feet he 
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wears soft leather boots, calcei. The back of the 

statue is flatly executed with little detail suggesting 

that the statue was meant to be seen from the front 

(fig. B:23). 

The hair is sculpted with little plasticity. The 

individual locks are accentuated by use of flat chisel 

with little sculpted volume which gives the 

impression of thin hair (fig. B:17). The skin is 

smoothened to a matte polish and appears velvet 

soft. The forehead is marked by two horizontal 

furrows. The eyebrows are drawn together above the 

root of the nose and vague traces of chiselled hair 

can be seen with the naked eye. The eyes are 

almond-shaped with sculpted upper- and lower 

eyelids and vague indications of crow feet at the 

corners and bags underneath. The nose is long and 

distinct. The mouth is tightly closed by small, thin 

lips above a receding chin. The cheekbones are 

accentuated and the cheeks slightly saggy. The 

mouth is framed by defined nasolabial folds, which 

give the portrait an overall mature and stern 

expression.  

The statue body is clad in tunica beneath a toga (Fig. 

B:18). The tunica covers the upper torso, shoulder 

and upper parts of the proper right arm. It is shaped 

by delicate chisel work: Small and thin folds of the 

sculpted textile reveal the contours of a fit male 

chest underneath.  

The toga is executed by extensive use of chisel and 

running drill, creating deep and voluminous folds, 

providing an impression of a coarser textile than that 

of the underlying tunica. The toga is draped over the 

proper left shoulder. The umbo is executed by 

extensive use of drill and chisel. The balteus is 

draped around the waist, and executed with 

dedicated use of drill. The sinus is executed as a 

wide fold extending beneath the proper right knee, 

which is pushed forward and visible through the 

sculpted garment. The edges of the sculpted toga 

textile are sharply cut. The sculpted garment is 

draped over the proper left arm, and the edges are 

executed as wavy seems following the draping from 

the arm to the curve of the fold (fig. B:20). 

Furthermore light use of chisel indicates what may 

be visually perceived as folded seems following the 

wavy edges. 

The overall surface of the toga has received a matte, 

velvet-like polish. Superficial wrinkles and folds 

cover the entire surface providing an illusion of a 

wrinkled or folded fabric (fig. B:19). The marble 

surface of the sculpted boots has also received a 

matte polish (fig. B:21). On the plinth, located 
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where the lacinia touches the plinth, is a sculpted 

detail resembling a small ribbon or the remains of a 

sculpted tassel which was originally connected to 

the broken-off lower parts of the lacinia (fig. B:21). 

The marble surface of the capsa, placed by the 

proper left foot, is scraped by files and/or rasps.  

The plinth is roughly textured by use of various 

chisels (primarily point) and rasps/files, which 

creates a visible textural contrast to the matte polish 

of the shoes. It bears a second inscription similar to 

the one on the capsa (see above): C. FVNDILIVS. 

DOCTVS. APOLLINIS. PARASIT (fig. B:22). 

  

Surface condition: The overall surface of the statue appears white 

without any remarkable encrusted, calcareous or 

dirty layerings. The overall visual impact of the 

surface is uniform and white which could indicate a 

modern, thorough cleaning. On the top of the dirty, 

encrusted layers covers large areas of the marble 

surface.  

The face, in particular, appears extensively cleaned 

(fig. B:17). The surface has a matte, uniform finish 

which may be the result from modern dedicated 

cleaning. The vague contours of the once chiselled 

eyebrows testify to a modern cleaning. 

The hair and statuary body appears less cleaned than 

the face. Dirt and encrusted layers are embedded in 

the chiselled outlines of the hair locks and in 

between the deeply sculpted folds of the toga are 

calcareous layers. 

On the pronounced proper right knee vague traces –

or shadows- of drops of red paint are visible to the 

naked eye. The remaining pigments have been 

tested, and results show that they are modern. 

 

Conservation history: Nothing is known of the conservation history of the 

statue before it arrived at the museum in 1891. From 

time of its excavation in 1887 and until it arrived in 

Copenhagen the statue was on display in the palace 

of Count Orsini, who at that time owned the lands 

upon which the Nemi excavations were conducted. 

 

In 1963 the head, upper chest and left shoulder were 

removed and then reassembled again.  

In 1997 the parts were removed once again, cleaned 

and then reassembled. Traces of modern paint by the 

right ear and right heel were removed by 

methylenchlorid and acetone.  

In 1998 a small sample was extracted from the back 

for isotopic analysis. In 1999 another sample was 

extracted for isotopic analysis from the back of the 

toga just above knee-height (see results from both 
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analysis below). 

 

When comparing museum archive photos the 

portrait statue appears largely untouched since it 

arrived at the museum. The statue seems to have 

been in a fairly clean state of preservation (without 

weathering or encrusted and calcareous layers) at 

time of its arrival.  

This excellent state of preservation of the statue, and 

its overall excellent and very detailed craftsmanship, 

has led scholars of the early 20th century to question 

its authenticity (see Appendix 2). But results from 

the scientific examinations in 2013, which indicates 

that the statue was once fully painted (see below), 

supports a Roman origin. 

 

 

SCIENTIFIC EXAMINATIONS 

Stable isotopic analyses were carried out by Mette Moltesen, Irene Bald Romano and Norman Herz 

(University of Georgia Isotopic Laboratory) in 1998 and 1999. 

The statue was examined for traces of original colour by Maria Louise Sargent in December 2012 and 

January 2013. 

 

Macroscopic visual examinations: Hair: Minute traces of red and brown paint layers 

are visible to the naked eye (fig. B:25). 

 

Garment: Traces of a reddish/orange paint layer can 

be seen following the folds of the toga garment on 

the back side of the sculpture. 

Vague traces of drops of red paint can be observed 

on the extended proper right knee, which 

examinations proved to be modern. 

 

Microscopic visual examinations: Hair: Small amounts of preserved red and brown 

pigments are microscopically identified in several 

areas of the hair; in particular on the back side.  

 

Skin: Few scattered red pigments are observed in 

areas of the skin (forehead and proper right ear). 

 

Garment: Scattered reddish/orange pigments were 

observed through microscope in several areas of the 

toga garment. In most cases the paint remains 

appears as transparent layers. On the back of the 

toga orange/red pigments of similar hues are 

observed in higher quantity; also as a coherent layer 

resembling a brush-stroke and following the folds of 

the garment (fig. B:26).   
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Plinth: Pigments of varying hues and saturations 

were documented on the plinth including red, brown 

and black grains. 

 

UV-Fl.: The UV-FL-image shows a complex picture. Violet 

and green-blue fluorescence seem to dominate the 

surface of the sculpture. It is uncertain whether the 

fluorescence phenomena are related to the antique 

polychromy, organic lakes or resins, or, modern 

repairs. 

 

VIL: Hair: Few scattered luminescent particles are 

observed in the hair. 

 

Skin: Minute traces of luminescent particles are 

observed on the skin in the facial areas. 

 

Garments: The presence of luminescent particles 

indicates the use of Egyptian blue and is primarily 

seen between the folds of the garments (not in 

relation to the red pigments) (fig. B:27), while a 

larger concentration appears on the area between the 

book casket and the right foot (fig. B:28).  

 

Plinth: Scattered luminescent particles are observed 

on the plinth. 

 

Cross section: A sampling strategy was developed on the basis of 

the preliminary investigation: one sample with a 

surface area of circa 0.25-1 mm2 was taken of the 

red paint layer from the back of the toga garment. 

The cross sections shows one single layer of a 

yellowish/orange paint mixture, consistent of very 

finely grained pigments, applied directly onto the 

marble surface (fig. B:26b). 

 

Isotopic analysis: Results: 

δ13C: 0.883; δ18O: - 5.290 = 97% Afyon; 41% 

Ephesos. 
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Cat.no. 2. The statue of Fundilia Rufa  

Title: Portrait statue of Fundilia Rufa. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 708. 

Object type: Portrait statue. 

Date:  Middle of the first century CE (Claudian period). 

Materials: Body: Carrara marble. Head: Dokimeion. Plinth: 

travertine. 

Dimensions: H.: 178 cm. 

Acquisition: Acquired in 1891 from Count Orsini in Rome. 

Findspot: 

 

The Room of Fundilia (also known as votive chapel 

A and Room 5), in the sanctuary of Diana 

Nemorensis (fig. B:11, B:13, B:14, B:15). 

The statue was excavated in 1887 in a small room 

beneath the north-eastern portico of the sanctuary. 

The original display of the statue in the Room of 

Fundilia is based on the find context of the 

inscribed statue plinth (see Appendix 3): The plinth 

for the portrait statues of Fundilius (cat. No. 1) and 

Fundilia were found by the back wall of the room. 

 

 

DESCRIPTION 

State of preservation: The statue appears overall intact. The right ear is 

missing, as are all of the fingers on the proper left 

hand which have been repaired in plaster. The head 

and right shoulder has broken of but has been 

reassembled using plaster. Several chippings can be 

seen following the edges of the sculpted folds 

draped over the extended left arm. Also, a separately 

executed, once inserted piece of hair on top of the 

head is missing. This missing piece may originally 

have resembled the bun preserved on a herm portrait 

also portraying Fundilia (see cat. No. 3). 

 

Stylistic and technical description: The statue portrays a mature woman with her hair 

gathered in what may have been a bun on top of her 

head. She is clad in three layers of clothing, and 

stands with the weight of the body placed on the 

proper left leg. 

The statue is identified as Fundilia Rufa based on 

the inscription on the travertine plinth: FVNDILIA. 

C. F. PATRONAE (fig. Ap3.3). It is carved flat at 

the back, indicating that it was originally meant to 
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be seen from the front. 

The hair, executed with chisel and little volume, is 

styled in a variation of the so-called nodus coiffure 

(fig. B:29): the front hair is combed back, while the 

rest is parted in the middle and gathered in a braid at 

the top of the head. The individual strands of hair 

are accentuated by use of flat chisel. The skin is 

polished to a smooth, matte finish. The eyes are 

round with accentuated upper and lower eyelids, and 

the eyebrows consist of two horizontal lines. The 

nose is long and narrow with characteristic, flared 

nostrils. The mouth is closed with distinct, full lips. 

The forehead is marked by a horizontal furrow, the 

cheekbones are high and accentuated, providing the 

portrait with a mature look.  

The statue body is clad in three (fig. B:30) separate 

pieces of clothing. The bottom layer is visible by the 

neck on the upper torso as voluminous folds 

executed by chisel and little drill (fig. B:31). The 

second layers is visible on the upper torso and 

dispensed from the shoulders by straps held together 

by clasps (one is visible at the proper right shoulder) 

(fig. B:32). The second layer is executed by 

extensive use of drill and chisel, creating more 

compact folds than the garment underneath. 

The final layers is a large mantle, which covers the 

majority of the statuary body. It is draped over both 

shoulders, covering the arms leaving only the hands 

free. The proper right hand holds the mantle together 

on the chest, while the proper left arm supports the 

draping of the mantle. It extends to just above the 

feet covering the lower torso and legs. The folds 

draped over the proper left arm terminates above the 

left foot. The hem of the mantle has been given two 

sculpted horizontal lines, which either mimic the 

effects of a life-like sewn overfold, or functions as 

sculpted accentuations for the painter to follow 

when applying the coloured decorations (see below) 

(fig. B:34). Immediately above the proper left foot is 

a sculpted tassel extending from the draped folds. 

The execution of the mantle is performed by chisel 

and drill; deep, multiple folds creates an illusion of a 

coarse fabric. The surface of mantle has received 

great attention in detail: superficial criss-cross 

patterns covers the entire surface; most explicitly on 

the pronouncing folds, were the scratching assumes 

a distinct herringbone patterned structure (fig. B:35). 

Revealed from underneath the large mantle, 

immediately above the feet, is the lower parts of one 

of the underlying clothing items (fig. B:34). The 

execution of the folds, by extensive use of drill and 

chisel, bears close resemblance to the second of 
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clothing piece dispensed from the shoulders and 

visible on the chest. 

The shoes, appearing from beneath the many layers 

of sculpted fabrics, are given a scratched surface 

texture provided by file and/or rasp with no chiselled 

details.  

The travertine plinth is roughly textured by use of 

primarily point and tooth chisel.   

 

Surface condition: What is preserved of the statue is sculpted from two 

pieces of fine-grained, white marbles. The entire 

surface of the statue has been extensively cleaned in 

modern times.  

Major areas of the surface of the head are covered 

by a brownish patina, dominating in particular the 

forehead and proper right side of the face.  

The surface of statuary body has a uniform 

brown/yellowish patina. The few remaining 

encrusted and calcareous layers on the statuary 

body, testifies to extensive modern cleaning.  

 

Conservation history: Nothing is known of the conservation history of the 

statue before it arrived at the museum in 1891. From 

time of its excavation in 1887 and until it arrived in 

Copenhagen the statue was on display in the palace 

of Count Orsini, who at that time owned the lands 

upon which the Nemi excavations were conducted. 

 

The statue was cleaned in April, 1997. The 

encrusted surfaces were cleaned, and small areas of 

modern paint was removed by a mixture of 

methylenchlorid and acetone. The entire surface was 

subsequently cleaned using water added a non-

ionian detergent and a sponge. The surface was 

dried by air pressure dryer. The broken joints were 

repaired, and the old plaster joints were replaced by 

new ones.  

In September 1997 a sample was extracted from an 

area of the head for isotopic analysis. In May 1999 

samples were extracted from the right foot and left 

hand for isotopic analysis (see the results below). 

 

Besides the above sited reports from the 

conservation archives, photos of the statue 

documents more than one thorough cleaning since it 

arrived at the museum in 1891. Large parts of 

encrustations have been removed from the face, 

which was most likely done by hard brush and 

water. 
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SCIENTIFIC EXAMINATIONS 

Stable isotopic analyses were carried out by Mette Moltesen, Irene Bald Romano and Norman Herz 

(University of Georgia Isotopic Laboratory) in 1997 and 1999. 

The statue was examined for traces of original colour by Maria Louise Sargent in December 2012 and 

January 2013. 

 

Macroscopic visual examinations: Little remaining paint can be observed with the 

naked eye. Only a few reddish/purple paint layers in 

areas of the fully covering mantle. Furthermore 

minute traces from blue paint layers can be seen in 

areas of the garment appearing beneath the mantle 

above the feet. Also, a pale pink can be observed 

between the lips. 

 

Microscopic visual examinations: Hair: Minute traces of red and brown pigments are 

observed in the hair; most concentrated on the back. 

 

Skin: A few red grains are found on the cheeks. 

 

Facial details: Traces of a pale pink paint layer is 

observed between the lips (fig. B:38). 

 

Garments: Sporadic particles of red, yellow and blue 

are found in several areas of the mantle. Also 

coherent layers of a dark purple/red hue is found 

especially on the lower part of the mantle where 

blue grains also appear and on the back side (fig. 

B:39 and B:40). Minute traces of red and yellow are 

observed on the garment dispensed from shoulders 

and appearing beneath the mantle above the feet. 

 

Plinth: Pigments of varying hues and saturations 

were documented on the plinth including red, brown 

and black grains. 

 

UV-Fl.: Studies do not detect fluorescence from the initial 

use of organic dyes, as was expected in the areas 

between the lips where a pale pink is observed in 

tungsten light. This suggest that the pale pink 

between the lips was not obtained by using madder 

lake. 

The fluorescence observed on the statue may be 

result from modern cleaning and restorations. The 

head is partially covered by a compact, opaque 

white layer. On the tip of the nose, along the neck 

fracture and in several places on the clothing a 

greenish fluorescence is observed. 

 

VIL: Hair: Concentrated amounts of shiny white particles 

were observed on the back side of the head covering 
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areas of the sculpted hair.  

Skin: Shiny white particles are mainly seen on the 

small, original fragment placed between the restored 

areas of the left hand while the right hand only bears 

a few grains. The face show only minute traces of 

particles. 

Facial details: On a detailed image of the eyes a 

white luminescence is seen along the upper rim of 

the left eye. Also, luminescent particles can be 

observed in the white of the eyeballs thereby also 

revealing the contours of a once painted pupil (fig. 

B: 37). 

Garments: Shiny white grains are seen both as 

scattered particles and in larger concentrations 

especially in the folds. The shiny particles were also 

extensively preserved on the garment dispensed 

from the shoulders on the upper torso, and on the 

lower garment appearing beneath the mantle above 

the feet. Scattered particles were also observed on 

the shoes.  

Plinth: Scattered particles were observed on the 

plinth. 

 

XRF: The compact layer of red found on the back of the 

garments and the red area on the left shoe was 

examined with XRF and showed a high content of 

iron (Fe) suggesting the use of ochre pigments. 

 

Cross section: A sampling strategy was developed on the basis of 

the preliminary investigation: one sample was taken 

of the reddish/purple paint layer from the front of 

the large mantle beneath the bent proper right arm. 

The cross sections shows one single layer containing 

very finely grinded reddish, orange and red/purple 

pigments and thinly applied directly onto the marble 

surface (fig. B:39c).  

 

Isotopic analysis: Results: 

Head: δ13C: 2.778; δ18O: - 4.837 = 37% afyon. 

Body: δ13C: 2.362; δ18O: - 2.020 = 95% carrara, 

77% marmara. 
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Cat.no. 3. The herm of Fundilia Rufa:  

  

Title: Portrait herm of Fundilia Rufa. 

Museum and inventory number: Castle Museum, 827. 

Object type: Portrait herm 

Date: Middle of the first century CE (Claudian period). 

Materials: White unknown marble. 

Dimensions: H.: 155,5 cm. (Herm: 112 cm; plinth: 23,5 cm) 

Acquisition: Acquired in 1891 from Count Orsini in Rome. 

Findspot: The Room of Fundilia (also known as votive chapel 

A and Room 5), in the sanctuary of Diana 

Nemorensis (fig. B:11, B:13, B:14, B:15). 

The statue was excavated in 1887 in a small room 

beneath the north-eastern portico of the sanctuary. 

The original display of the statue in the Room of 

Fundilia is based on the find context of the 

inscribed statue plinth (see Appendix 3). 

 

 

DESCRIPTION 

State of preservation: The herm is in an overall intact state of preservation. 

What remains from the herm is assembled by six 

separately executed pieces: the bun on the top of the 

head, the head and neck, the torso, the lower body, 

the plinth and the feet placed on the plinth. 

Punctuations of the marble surface in the area where 

the feet are placed can be seen on the plinth. 

The feet have been cleaned more dedicatedly than 

the rest of the herm providing them with a different 

white toned finish. 

On both sides on the ‘shoulders’ of the herm shaft 

are visible traces from attachments. Two dowels can 
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be seen, which were perhaps meant to carry arms. 

On the proper left side ‘shoulder’ a marble piece has 

broken off; most likely due to the dowel inserted 

into the marble stone. 

 

Stylistic and technical description: The statue is identified as Fundilia by the inscription 

on the plinth: 

FVNDILIA.C.F.RVFA.PATRONA.DOCTI (fig. 

Ap3:3). She is portrayed as a mature woman, and 

the execution of the facial features resembles those 

of the statue (cat. No. 2). Although the coiffure on 

the herm resembles that of the statue as well, it is 

executed slightly different (fig. B:43). The hair is 

parted in the proper left side from where it is 

combed towards left and drawn back to be gathered 

at the back side of the head in a thick braid. The 

braid is carefully arranged on the back head 

terminating in a tutulus on top of the head. The 

strands of hair are executed with little volume using 

a flat chisel, and resembles the stylistic execution of 

the hair on the statue. 

The body is shaped as a rectangular herm shaft. The 

breast are indicated on the upper torso, but otherwise 

the shaft bears little resemblance to a female human 

body.  

The shaft is clad in a belted tunica with a mantle 

draped over the proper left shoulder and gathered 

around the ‘waist’. Both garments are executed with 

little plasticity. The folds of the mantle terminate in 

a sculpted pendant, which mirrors the arrangement 

of the mantle on the statue, however, less 

voluminous and less detailed. 

The separately executed feet are made to appear 

from beneath the tunica and placed directly on the 

plinth.  

The plinth is tall and rectangular. It bears an 

inscription: 

FVNDILIA.C.F.RVFA.PATRONA.DOCTI (fig. 

Ap3.2). 

  

Surface condition: The herm has been dedicatedly cleaned in modern 

times, which the surface of the entire herm testifies 

to. Dark/grey root-marks from once covering 

vegetation can be seen in several areas of the herm 

(fig. B:42). The vegetation has been removed using 

abrasives.  

Encrusted and calcareous layers are observed in 

several areas of the garment and the back side of the 

head. 

 

Conservation history:  
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SCIENTIFIC EXAMINATIONS 

The statue was examined for traces of original colour by Maria Louise Sargent in January 2013. 

 

Macroscopic visual examinations: Remains from the original polychromy of the herm 

cannot be detected with the naked eye. 

 

Microscopic visual examinations: Preserved paint remains were documented in several 

areas of the herm by microscopy. 

 

Hair: Saturated brown hued layers of compact paint 

mixtures are preserved in the hair (fig. B:46). The 

layers consist of mixtures of pigments of reddish and 

brown hues.  

 

Skin: No paint remains were detected on the skin. 

 

Facial details: No paint remains were detected in the 

facial details.  
 

Garments: Compact layers of a reddish/brown hue 

are preserved in areas of the garment (fig. B:45). 

Blue grains are embedded in encrusted layers of the 

lower parts of tunica (fig. B:47). Also, blue grains in 

combination with pigments of red and brown hues 

were observed on the shoes. 

 

Plinth: Paint layers of saturated red hues were 

observed in the letters of the inscription on the plinth 

(fig. B:48). 

 

UV-Fl.: The herm was not examined with UV-Fl.  

 

VIL: The use of Egyptian blue in the original colouration 

of the portrait was detected as shining bright white 

particles in the hair and on areas of the skin. 

The most concentrated remains of Egyptian blue 

was, however, preserved as a thinly painted, 

horizontal line on the dress just above the feet (fig. 

B:47). 
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Cat.no. 4. The herm of Staia Quinta:  

  

Title: Portrait of Staia Quinta. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 1435. 

Object type: Portrait bust inserted into herm shaft/ herm portrait. 

Date: Middle of the first century CE (Claudian period). 

Materials: Portrait bust: Parian marble. Herm shaft: unknown 

dark marble with white veins. 

Dimensions: Bust: 44 cm. Shaft: 100 cm. 

Acquisition: Acquired in 1891 from Count Orsini in Rome. 

Findspot: The Room of Fundilia (also known as votive chapel 

A and Room 5), in the sanctuary of Diana 

Nemorensis (fig. B:11, B:13, B:14, B:15). 

Bust and shaft were excavated in 1887 in a small 

room beneath the north-eastern portico of the 

sanctuary. The original display of the herm portrait 

in the Room of Fundilia, based on its find context, 

is documented by a drawing made by Borsari in 

1890 (see Appendix 3). 

 

 

DESCRIPTION 

State of preservation: Bust: The bust is in an overall fine state of 

preservation with only minor chipping following the 

contours of the bust (fig. B:49, and B:50). 

 

Herm shaft: The herm shaft is weathered and bears 

visible scratches and cavities which appear to be 

mainly modern. The shaft has been broken at the 

middle and reassembled.  

 

Stylistic and technical description: Bust: The portrait bust, including head and upper 

parts of the chest, portrays a young woman with 

elaborately arranged coiffure. She is clad in a 

buttoned tunica which has slipped down the proper 

left shoulder. The hair is parted in the middle, curled 

by both sides of face and gathered in thick braid in 

the neck held together with a small ribbon. She is 

identified as Staia Quinta from the inscription in the 

shaft: STAIA.L.L.QVINTA (fig. Ap3.5). 

The hair is delicately executed by flat chisel 

accentuating the strands of hair, and light use of drill 

marks the centre of each curl. The skin is 

smoothened to a matte polish and appears velvet 
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soft. The eyes are big and almond-shaped with 

sculpted upper- and lower eyelids. The nose is long 

and narrow. The mouth is small and tightly closed 

by thin lips above a small, receding chin. 

She is portrayed wearing a buttoned tunica. The 

small, thin folds of the tunica are shaped by use of 

chisel, creating a sense of a very light, almost 

transparent textile. 

The bust is shaped for insertion into a herm shaft by 

use of point chisel.  

 

Herm shaft: The herm shaft is rectangular and 

hollowed at the top to fit the shape of the bust. 

  

Surface condition: Bust: The portrait is intact. The overall surface of 

the marble appears white and clean without any 

major cavities or scratches or dirty, encrusted, 

calcareous layers. Few encrusted layers can be 

observed in the hair (particularly in the left side) 

between the deeply chiselled and drilled curls. No 

obvious traces of modern, thorough cleaning can be 

observed (such as scratches from abrasives), 

although the overall uniform whiteness of the entire 

bust suggests at least some dedicated modern 

cleaning. 

 

Herm shaft: The herm shaft is assembled from two 

parts broken beneath the middle. The overall surface 

condition of the herm shaft is heavily affected by 

numerous scratches and cavities and the once 

smoothened finish is now weathered. The corners 

are chipped and somewhat damaged. Just beneath 

the top on the left and right sides are three drilled 

holes, encircled by traces of flat chisel. 

 

Conservation history: Nothing is known of the conservation history of the 

portrait herm before it arrived at the museum in 

1891. From time of its excavation in 1887 and until 

it arrived in Copenhagen the statue was on display in 

the palace of Count Orsini, who at that time owned 

the lands upon which the Nemi excavations were 

conducted. 

 

From the museum archive photos the bust appears 

largely untouched since it arrived at the museum. 

The bust seems to have been in a fairly clean state of 

preservation (without weathering or encrusted and 

calcareous layers) at time of its arrival. 

In 1957 the head was given a thorough cleaning, 

most likely using hard brush and water, as was the 

practice at the museum at that time. 

In 1999 a sample was extracted from the bottom of 
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the portrait for isotopic analysis (see results below). 

 

SCIENTIFIC EXAMINATIONS 

Stable isotopic analyses were carried out by Mette Moltesen, Irene Bald Romano and Norman Herz 

(University of Georgia Isotopic Laboratory) in 1999. 

The statue was examined for traces of original colour by Maria Louise Sargent in December 2012 and 

January 2013. 

 

Macroscopic visual examinations: Hair: Traces of red colour can be seen several places 

in the heir with the naked eye (fig. B:52A and B). 

 

Tunic: On the small button, which has slipped down 

over the left shoulder, are visible remains from red 

painting (fig. B:55). 

 

Microscopic visual examinations: Hair: Red and yellow pigments were documented in 

the hair –in particularly on the left side and back of 

head where the pigments are embedded in the 

remaining encrusted layers (fig. B:52C and B:53). 

Between the deeply chiselled curls, the remains are 

most concentrated. 

 

Skin: Traces of red colour were found on the left 

side of the neck (fig. B:54). The traces were a part of 

an original carnation colouration. 

 

Tunic: Concentrated red remaining paint was 

documented on the button on the left shoulder. Red 

pigments were furthermore found in the folds near 

the left shoulder and on the front of the tunic. 

 

UV-Fl.: No organic remains from the original polychromy of 

the portrait could be detected. On the right side of 

the face and neck a strong blue fluorescence was 

documented, which is most likely due to some, yet 

unidentified, result of modern cleaning.  

 

VIL: The use of Egyptian blue in the original colouration 

of the portrait was detected as shining bright white 

particles between the curly hair locks. 

 

XRF: The results were performed on the portrait in situ in 

the galleries of the museum. 

The remaining paint in the hair was identified as red 

and yellow ochre’s due to a high number of iron. 

The same was measured on the button on the left 

shoulder. 

 

Isotopic analysis: Results: 

Bust: δ13C: 5.024; δ18O: - 3.351 = 68 % Parian 
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Lychnites; 8% Sardis. 
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Cat.no. 5. The herm of Quintus Hostius Capito:  

  

Title: Portrait of Quintus Hostius Capito. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 1436. 

Object type: Portrait bust inserted into herm shaft/ herm portrait.  

Date: Middle of the first century CE (Claudian period). 

Materials: Portrait bust: Parian marble. Herm shaft: unknown 

dark marble with white veins. 

Dimensions: Head: 32 cm; herm shaft: 112 cm. 

Acquisition: Acquired in 1891 from Count Orsini in Rome. 

Findspot: The Room of Fundilia (also known as votive chapel 

A and Room 5), in the sanctuary of Diana 

Nemorensis (fig. B:11, B:13, B:14, B:15). 

Bust and shaft were excavated in 1887 in a small 

room beneath the north-eastern portico of the 

sanctuary. The original display of the herm portrait 

in the Room of Fundilia, based on its find context, 

is documented by a drawing made by Borsari in 

1890 (see Appendix 3). 

 

 

DESCRIPTION 

State of preservation: Bust: The back of the head has been broken of but 

reassembled in two parts using plaster (fig. B:56). A 

fragment has broken of the proper right shoulder but 

has also been reattached. Almost the entire upper 

chest is missing and has been restored in plaster (fig. 

B:56). The front of the hair at the forehead and the 

tip of the nose are missing and the proper left ear is 

chipped. 
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Herm shaft: The herm shaft is in an overall fine state 

of preservation with minor chipping, cavities and 

scratches covering the majority of the surface. 

 

Stylistic and technical description: Bust: The bust, which include head and upper chest, 

depicts a clean-shaven man with shirt-cut hair. From 

the inscription on the herm shaft he is identified as 

Quintus Hostius Capito: Q. HOSTIVS. Q.F. 

CAPITO. RHETOR (fig. Ap3:6). 

The short cut hair is indicated with little plasticity by 

use of flat- or point chisel. The skin is smoothened 

to a matte polish. The eyebrows are shaped as two 

horizontal lines; the eyes are round with sculpted 

upper- and lower eyelids and vague indications of 

crow’s-feet at the corners of both eyes. The nose is 

long and the mouth is small with tightly closed, thin 

lips, and the chin is small and receding. The face is 

full without accentuated wrinkles or folds, which 

gives the portrait a somewhat young, but not 

youthful, appearance.  

 

Herm shaft: The shaft is rectangular, and the top is 

shaped for the inserted bust. The surface was 

originally polished. 

  

Surface condition: Bust: The overall surface condition of the bust is 

matte and white with a vague discoloured, yellowish 

tone. The skin surface is covered with small 

scratches and cavities, which testifies to a thorough 

cleaning of the portrait in modern times. The 

chiselled contours of the strands of hair have been 

almost erased due to general weathering and 

cleaning. Down the neck on the proper left side are 

faded shadows from root marks. 

 

Herm shaft: The herm shaft has been assembled 

from two broken parts at the bottom. The corners are 

chipped and the top of the shaft, following the edges 

of the hole prepared for the inserted bust, are 

missing large parts, in particular at the back side 

which has been restored in plaster.  

The overall surface is marked by deep scratches, 

cavities and chipping’s. The original finish, which 

can be seen on the other herm shafts from the same 

context (see cat. No. 4 and 6), is almost completely 

vanished. 

 

Conservation history: Nothing is known of the conservation history of the 

statue before it arrived at the museum in 1891. From 

time of its excavation in 1887 and until it arrived in 

Copenhagen the statue was on display in the palace 
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of Count Orsini, who at that time owned the lands 

upon which the Nemi excavations were conducted. 

 

In 1957 the head was cleaned, probably by hard 

brush and water as was the museum practice at that 

time. 

In May 1999 a sample was extracted from the 

bottom of the white marble portrait for an isotopic 

analysis (see results below). 

From museum archive photos it appears that the 

head has received thorough cleaning. On the first 

photo taken sometime before 1907 the restored 

lower part of the chest on the portrait appears as 

new, while the marble surface appears somewhat 

more mucky than it is today. On museum photos 

taken in 1958, 1973 and 1993 the portrait appears 

unchanged, suggesting that the major restorations 

and cleaning of the bust took place primarily in the 

late 19th or first half of the 20th century. 

 

 

SCIENTIFIC EXAMINATIONS 

Stable isotopic analyses were carried out by Mette Moltesen, Irene Bald Romano and Norman Herz 

(University of Georgia Isotopic Laboratory) in 1999. 

The statue was examined for traces of original colour by Maria Louise Sargent in December 2012 and 

January 2013. 

 

Macroscopic visual examinations: Bust: No remains of the original polychromy of the 

portrait can be observed with naked eye. 

 

Herm shaft: Remaining layers of a saturated blue 

hued paint layer can be seen in the letters of the 

inscription (fig. B:60). 

 

Microscopic visual examinations: Hair: Few traces of red can be observed in the hair 

as scattered pigments. On the top of the head a 

compact layer of red and yellow is preserved (fig. 

B:58), and on the broken of cap at the back of the 

head a concentration of red pigments is documented. 

 

Facial details: a concentration of red pigments is 

preserved by the rim of the upper eyelid in the left 

eye. 

 

Herm shaft: Remaining blue colour can be observed 

in the letters of the inscription (fig. B:60). The blue 

pigments are partially covered by thin encrusted 

layers indicating that it is the original, Roman 

colouration of the herm portrait. 
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UV-Fl.: UV-Fl. analysis did not detect any organic material 

on the marble surface of the portrait nor herm shaft. 

But the bright luminescence on the reconstructed 

lower part of the bust supports that it is made from 

plaster. 

 

VIL: Hair: Shiny white particles can be seen as scattered 

in several areas of the hair. 

 

Facial details: Minute traces of shiny particles can 

be seen in the areas around the mouth (fig. B:59). 

 

Isotopic analysis: Results: 

Head: δ13C: 5.320; δ18O: - 3.394 = 51% Parian 

Lychnites; 5% Sardis. 

 

XRF analysis: XRF analysis of the paint layer in the hair showed a 

high amount of iron and low amount of mercury, 

indicating the use of ochre/hematite and cinnabar. 

XRF analysis of the blue paint in the inscription 

showed a high amount of copper, as well as low 

amounts of iron and zink, indicating the use of 

azurite. 
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Cat.no. 6. Herm of Lucius Aninius Rufus:  

  

Title: Portrait of Lucius Aninius Rufus. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 1437. 

Object type: Portrait bust inserted into herm shaft/ herm portrait. 

Date: Middle of the first century CE (Claudian period). 

Materials: Bust: Marble from Ephesos or Parian marble. Herm 

shaft: Unknown dark marble with white veins. 

 

Dimensions: Head: 40 cm. Herm shaft: 110 cm 

Acquisition: Acquired in 1891 from Count Orsini in Rome. 
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Findspot: The Room of Fundilia (also known as votive chapel 

A and Room 5), in the sanctuary of Diana 

Nemorensis (fig. B:11, B:13, B:14, B:15). 

Bust and shaft were excavated in 1887 in a small 

room beneath the north-eastern portico of the 

sanctuary. The original display of the herm portrait 

in the Room of Fundilia, based on its find context, 

is documented by a drawing made by Borsari in 

1890 (see Appendix 3). 

 

 

DESCRIPTION 

State of preservation: Bust: Tip of the right ear is missing, the left ear is 

chipped but otherwise the head remains intact and is 

in an overall fine state of preservation (fig. B:61). 

The front of the forehead has broken of but is 

reassembled.   

 

Herm shaft: The shaft is intact and weathered. 

 

Stylistic and technical description: Bust: The portrait bust, including head and upper 

parts of the chest, depicts a young clean-shaven man 

with short-cut hair. He has been identified as L. 

Aninius Rufus due to the inscription on the herm 

shaft: L ANINIO L F RVFO Q ARICIAE PRIMA 

VXOR (fig. Ap3:4).  

The short hair is shaped by use of flat chisel, with 

little plasticity, and the individual hair locks are 

arranged as combed from the back of the head to the 

front. On the forehead the fringes are arranged as 

comma-shaped locks parted in the middle and 

terminating in short sideburns above both ears. The 

skin is smoothened to a matte polish. The eyes are 

large with sculpted upper- and lower eyelids beneath 

two flat, horizontal eyebrows. The nose is long and 

distinct, the mouth closed with thin lips. The face is 

full without wrinkles, furrows or defined facial 

contours, providing the portrait with a youthful 

appearance. The bust is shaped for insertion into the 

herm shaft by use of point chisel. 

 

Herm shaft: The shaft is rectangular, and prepared 

for the portrait head at the top by use of tooth chisel. 

The surface of all four sides are smoothened to an 

almost high-gloss.  

 

Surface condition: Bust: The overall surface of the portrait appears 

thoroughly cleaned. The skin and hair has a white, 

matte finish with no dirt or encrusted areas. The skin 

surface is covered with small scratches and cavities, 
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and by the left ear larger, freshly white scratches can 

be seen with the naked eye. On the left side cheek 

bone a very small area is covered by a thin encrusted 

layer. 

 

Herm shaft: The herm shaft appears intact. The 

surface is covered in minor scratches and cavities 

and is chipped on all corners.  

 

Conservation history: Nothing is known of the conservation history of the 

statue before it arrived at the museum in 1891. From 

time of its excavation in 1887 and until it arrived in 

Copenhagen the statue was on display in the palace 

of Count Orsini, who at that time owned the lands 

upon which the Nemi excavations were conducted. 

 

In 1957 the head (not the shaft) was cleaned, most 

likely using water and a hard brush. At the same 

time it was provided with new dowels for fastening 

onto the shaft. 

In 1999 a sample was extracted from beneath the 

shaping for insertion into the shaft for isotopic 

analysis (see results below). 

Based on the photos from the museum archives the 

head appears thoroughly cleaned already in the early 

1900’s. On pictures taken in 1958 the small 

encrusted areas on the skin of the proper left side 

face has almost been entirely removed.  

The traces of tooth chisel on the top of the herm 

shaft does not appear on any of the other herm 

portraits from Nemi (see cat. No. 4, cat. No. 5 and 

cat. No. 7). Judging from the museum photos the 

tool traces were most likely present at the time 

acquisition, and nothing indicates that it was not a 

part of the original, Roman execution of the shaft. 

 

 

 

SCIENTIFIC EXAMINATIONS 

Stable isotopic analyses were carried out by Mette Moltesen, Irene Bald Romano and Norman Herz 

(University of Georgia Isotopic Laboratory) in 1999. 

The statue was examined for traces of original colour by Maria Louise Sargent in December 2012 and 

January 2013. 

 

Macroscopic visual examinations: No remains of the original paining of the portrait 

herm can be seen with the naked eye. 

 

Microscopic visual examinations: Hair: Traces of red is preserved in small areas of the 
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hair (fig. B:64). Concentrated red is also 

documented along the borders of the fringes above 

the forehead (fig. B.62). 

 

Skin: Minute traces of red are preserved on the skin 

(fig. B:63). 

 

UV-Fl.: Facial details: on the UV-Fl. image the vague 

contour of an iris in the proper left eye can be seen. 

 

VIL: Very small fluorescent grains in the hair suggest an 

original use of Egyptian blue. 

 

Isotopic analysis: Results: 

Head: δ13C: 4.420; δ18O: - 3.594 = 87% Ephesos; 

72% Parian Lychnites. 
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Cat.no. 7. The herm of Licinia Chrysarion: 

  

Title: Portrait herm of Licinia Chrysarion. 

Museum and inventory number: Bust: Ny Carlsberg Glyptotek, IN 761. 

Herm shaft: Castle Museum, N 830. 

Object type: Portrait bust inserted into herm shaft/ herm portrait.  

Date: Middle of the first century CE (Claudian period). 

Materials: Head: Carrara marble. Herm shaft: unknown dark 

marble with white veins. 

Dimensions: Head: 31 cm. Herm shaft: 135,5 cm. 

Acquisition: Acquired in 1891 from Count Orsini in Rome. 

Findspot: The Room of Fundilia (also known as votive chapel 

A and Room 5), in the sanctuary of Diana 

Nemorensis (fig. B:11, B:13, B:14, B:15). 

Bust and shaft were excavated in 1887 in a small 

room beneath the north-eastern porticus of the 

sanctuary. The original display of the herm portrait 
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in the Room of Fundilia, based on its find context, 

is documented by a drawing made by Borsari in 

1890 (see Appendix 3). 

 

 

DESCRIPTION 

State of preservation: Bust: The bust is in an overall fine state of 

preservation (fig. B:65). The tip of the nose is 

missing and the general surface has cavities and 

scratches. The head appears matte with a murky 

finish which testifies to modern cleaning. 

 

Herm shaft: The herm is intact and weathered. 

 

Stylistic and technical description: Bust: The bust, including head and collarbones, 

portrays a mature woman. Her hair is gathered at the 

back of the neck in a thick braid: It is parted in the 

middle, combed back and held in place by a small, 

thin braid which terminates in the thicker braid at 

the back of the neck. She is identified as Licinia 

Chrysarion because of the inscription on the herm 

shaft: LICINIAE CHRYSARIONI M. BOLANUS 

CANUSAEUS H.C.N.S. (fig. Ap3:7) 

Use of flat chisel accentuates the individual strands 

of hair without plasticity. The eyes are large and 

almond-shaped. The nose if long and narrow, the 

mouth closed with thin, curvy lips. The nasolabial 

folds are accentuated, and beneath the eyes are 

vague indications of bags and furrows. The head is 

shaped for insertion into a herm by use of point 

chisel. 

 

Herm shaft: The herm shaft is rectangular 

resembling the herm shafts belonging to case studies 

4, 5 and 6. 

 

Surface condition: Bust: The entire surface has a uniform matte finish 

with a greyish/dark patina. Scratches and cavities 

mark the surface in several areas, in particular in the 

face. In the hair small encrusted and calcareous 

layers can be observed. 

What appear to be traces of vegetation are observed 

in the area around the eyes and are most 

conspicuous in the area of the right iris. 

The bust has been extensively cleaned in modern 

times, which the vague contours of chiseled 

eyebrows testify too (fig. B:66) 

 

Herm shaft: The herm shaft appears intact. The 

surface is covered in minor scratches and cavities. 



176 
 

 

Conservation history: Nothing is known of the conservation history of the 

portrait herm before it arrived at the museum in 

1891. From time of its excavation in 1887 and until 

it arrived in Copenhagen the statue was on display in 

the palace of Count Orsini, who at that time owned 

the lands upon which the Nemi excavations were 

conducted. 

 

From museum archive photos the head appeared as 

close in state of preservation to its present condition 

in the early 1900’s, suggesting that the thorough 

cleaning, which the head must have received post its 

excavation, was performed either immediately after 

it was unearthed or upon its arrival in Copenhagen 

1891.  

In 1999 a sample was extracted from beneath the 

shaping for insertion into the shaft for isotopic 

analysis (see results below). 

 

 

SCIENTIFIC EXAMINATIONS 

Stable isotopic analyses were carried out by Mette Moltesen, Irene Bald Romano and Norman Herz 

(University of Georgia Isotopic Laboratory) in 1999. 

The statue was examined for traces of original colour by Maria Louise Sargent in December 2012 and 

January 2013. 

 

Macroscopic visual examinations: Bust: Few scattered remains of red in the hair and in 

areas around the proper left eye, visible to the naked 

eye, testifies to the original painting of the head. 

 

Microscopic visual examinations: Hair: Red scattered pigments are preserved in 

particular in the hair. Also, compact layers of 

reddish/brown hue are preserved (fig. B:68). 

 

Skin: Pigment grains of reddish hues are preserved 

in areas of the skin (fig. B:69). 

 

Facial details: Few red grains areas are preserved in 

the areas surrounding the eyes. 

 

UV-Fl.: A bright, strong, yellowish fluorescence is seen in 

the area around the nose due to the presence of 

gypsum.  

 

VIL: Hair: Shining bright particles cover the fracture on 

the back side of the head as scattered grains, and as 

in more concentrated areas on the braid at the back 

of the neck (fig. B:70).  
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Skin: Few luminescent particles can be seen evenly 

scattered in small areas of the skin surface. 

 

Facial details: Small quantities of luminescent 

particles can be seen in the areas surrounding both 

eyes and in the chiselled contours of the eyebrows 

(fig. B:70). 

 

Isotopic analysis: Results: 

δ13C: 2.306; δ18O: - 2.131 = 91% Carrara.  

 

XRF analysis: Hair: A high content of iron was documented when 

examining the red paint on both skin and hair. This 

suggests the use of ochre. 

 

Skin: Results from examinations of the red grains on 

the skin showed high amounts of iron suggesting 

ochre. 
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Cat.no. 8. The portrait of the man wearing a wreath:  

  

Title: Portrait of man wearing a wreath. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 1438. 

Object type: Portrait bust. 

Date: Middle of the first century CE (Claudian period). 

Materials: White marble from Sardis or Paros.  

Dimensions: Head: 40 cm. 

Acquisition: Acquired in 1891 from Count Orsini in Rome. 

Findspot: The Room of Fundilia (also known as votive chapel 

A and Room 5), in the sanctuary of Diana 

Nemorensis (fig. B:11, B:13, B:14, B:15). 

The bust was excavated in 1887 in a small room 

beneath the north-eastern portico of the sanctuary. 

The original display of the bust is unknown. 
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DESCRIPTION 

State of preservation: The bust, including head and upper parts of the 

chest, is in an overall complete state of preservation 

(fig. B:8). It is missing parts of both eyebrows and 

has chippings along the edges of the carved bust, the 

ears and the nose. The uniform matte visual 

appearance of the overall marble surface testifies to 

extensive modern cleaning. 

 

Stylistic and technical description: The portrait depicts a mature man with short cut air 

and clean shaven face wearing a wreath with five 

inserted flowers. His short cut hair is held in place 

by the wreath and long locks frames the face from 

ear to ear. The individual strands of hair are 

executed by flat chisel and with little volume. The 

forehead is marked by three horizontal furrows, the 

eyebrows are pulled together above the nose, the 

eyes are almond-shapes, the nose long and narrow 

and the mouth closed with accentuated nasolabial 

furrows. The chin and jaws are distinct giving the 

face an overall mature and stern expression. 

The head is slightly turned to the proper right. 

The wreath is made from an undefinable material 

which has tightly banded. The flowers consists of 

undefinable petals framing a centre. 

 

Surface condition: The overall surface of the portrait appears a uniform 

matte and greyish/white finish suggesting extensive 

modern cleaning. The surface is marked by scratches 

and cavities and bears vague tools marks, which 

may originate from previous cleaning.  

 

Conservation history: Nothing is known of the conservation history of the 

bust before it arrived at the museum in 1891. From 

time of its excavation in 1887 and until it arrived in 

Copenhagen the statue was on display in the palace 

of Count Orsini, who at that time owned the lands 

upon which the Nemi excavations were conducted. 

 

 

SCIENTIFIC EXAMINATIONS 

Stable isotopic analyses were carried out by Mette Moltesen, Irene Bald Romano and Norman Herz 

(University of Georgia Isotopic Laboratory) in 1999. 

The statue was examined for traces of original colour by Maria Louise Sargent in December 2012 and 

January 2013. 
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Macroscopic visual examinations: Hair: Colours of reddish hues can still be seen with 

the naked eye in the hair (fig. B:71 and B:72). This 

was also noted by Frederik Poulsen in the catalogue 

from 1951. Furthermore the overall surface of the 

wreath has a visible low saturated green hue. 

 

Microscopic visual examinations: Hair: Reddish colour is found in the hair mainly on 

the bangs, the right side of the head and the top of 

the head. The colour is preserved as a transparent 

layer. 

 

Skin: On the skin a few traces of red are found (fig. 

B:73).On the left cheek the traces appear darker than 

elsewhere. 

 

Facial areas: In both eyes small traces of red are 

present especially in the area of iris, upper rim and 

in the right lacrimal canaliculus. A pale red is 

observed between the lips. 

 

Wreath: Minute traces of red are found on the petals 

above the right ear (fig. B:74). No colours were, 

however, observed on the wreath and the greenish 

hue of the finish therefore remains unexplained. 

 

UV-Fl.: The portrait reveals no fluorescence phenomena 

related to the antique polychromy, organic lakes or 

resins. However, a strong white fluorescence 

appears in the left eye due to modern treatment. 

 

VIL: Skin: The presence of luminescent particles 

indicates the use of Egyptian blue and is primarily 

seen as small single particles on the back of the 

neck, on the hair and on the left cheek. 

 

Isotopic analysis: Results:  
Head: δ13C: 5.256; δ18O: - 3.795 = 24% Parian 

Lychnites; 7% Sardis. 
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Cat.no. 9. The portrait of the young woman:  

  

Title: Portrait of unidentified young woman. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 759. Piece of chest: 

from Castle Museum, now attached to the bust in 

Copenhagen. 

Object type: Portrait bust 

Date: Middle of the first century CE (Claudian period). 

Materials: Parian marble. 

Dimensions: H.: 40 cm. 

Acquisition: Acquired in 1891 from Count Orsini in Rome. 

Findspot: The Room of Fundilia (also known as votive chapel 

A and Room 5), in the sanctuary of Diana 

Nemorensis (fig. B:11, B:13, B:14, B:15). 

The fragment of the chest was discovered by Savile 

in 1885 in a small room beneath the north-eastern 

portico of the sanctuary. The bust was excavated in 

1887. The original display of the portrait in the 

Room of Fundilia is unknown. 

 

 

DESCRIPTION 

State of preservation: The bust, including head and upper chest, is missing 

a significant portion of the upper chest (once in the 

Castle museum, Nottingham), but is besides this in 

an overall fine state of preservation (fig. B:9). It is 

missing the tip of the nose and has minor scratches 

in several areas of the surface. 

 

Stylistic and technical description: The portrait bust portrays a young woman with 

elaborately arranged coiffure and clad in a tunic. The 

hair is parted in the middle, and strands of hair are 

separately twisted into rows of rolled hair bands held 

in place by a thick braid arranged on top pf small 

curls framing the face from the temples and down 

the neck (fig. B:75). The hair is delicately executed 

by flat chisel accentuating the strands of hair, and 

light use of drill marking the centre of each curl. The 

skin is smoothened to a matte polish and appears 

velvet soft. The eyes are big and almond-shaped 

with sculpted upper- and lower eyelids. The nose is 

long and narrow. The mouth is small and tightly 

closed by thin lips above a receding chin. 
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She is portrayed wearing a tunic. The small, thin 

folds of the tunic are shaped by use of chisel, 

creating a sense of a very light, almost transparent 

fabric. 

The head is shaped for insertion into a herm shaft by 

use of point chisel. 

 

Surface condition: Besides the broken-off part of the chest the bust is 

intact. The overall surface of the marble appears 

white and clean without any major cavities or 

scratches or dirty, encrusted, calcareous layers. 

Encrusted layers can be observed in the hair between 

the deeply chiselled and drilled curls. No obvious 

traces of modern, thorough cleaning’s can be 

observed (such as scratches from abrasives), 

although the whiteness of the skin and tunic suggests 

at least some dedicated modern cleaning. 

 

Conservation history: Nothing is known of the conservation history of the 

portrait herm before it arrived at the museum in 

1891. From time of its excavation in 1887 and until 

it arrived in Copenhagen the statue was on display in 

the palace of Count Orsini, who at that time owned 

the lands upon which the Nemi excavations were 

conducted. 

 

On the museum archive photos the portrait statue 

appears largely untouched since it arrived at the 

museum. The bust seems to have been in a fairly 

clean state of preservation (without weathering or 

encrusted and calcareous layers) at time of its 

arrival. 

In 1999 a sample was extracted from the bottom of 

the portrait for isotopic analysis (see results below). 

 

 

SCIENTIFIC EXAMINATIONS 

Stable isotopic analyses were carried out by Mette Moltesen, Irene Bald Romano and Norman Herz 

(University of Georgia Isotopic Laboratory) in 1999. 

The statue was examined for traces of original colour by Maria Louise Sargent in December 2012 and 

January 2013. 

 

Macroscopic visual examinations: Hair: Traces of red colour can be seen several places 

in the heir with the naked eye (fig. B:76). 

 

Microscopic visual examinations: Hair: Compact layers of red and yellow pigments 

were documented in the hair. Between the chiselled 

strands of hair and curled locks the remains are most 

concentrated. 
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Skin: few traces of red colour were found in several 

areas of the skin. 

 

UV-Fl.: The portrait reveals no fluorescence phenomena 

related to the antique polychromy, organic lakes or 

resins. However, what appear to be traces of a 

discreet suggestion of the irises are observable, 

especially in the proper right eye. 

 

VIL: Hair: The hair shows spatially the presence of a few 

luminescent particles (fig. B:77).  

 

Garment: A large concentration of fluorescent 

particles is visible on the garment on the left side of 

the portrait (fig. B:78). The scattered grains shining 

bright white indicate the use of Egyptian blue. 

 

Isotopic analysis: Results: 

Bust: δ13C: 5.523; δ18O: - 3.198 = 36 % Parian 

Lychnites; 4 % Sardis. 
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Cat.no. 10. The portrait of the youth:  

  

Title: Portrait of a youth. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 821. 

Object type: Portrait head 

Date: Second quarter of the third century CE. 

Materials: Göktepe marble. 

Dimensions: H.: 26 cm. 

Acquisition: Acquired in 1888 from the Martinetti’s art store in 

Rome through the mediation of Wolfgang Helbig. 



183 
 

Findspot: Findspot unknown. But most likely originates from 

Rome or the surrounding areas. 

 

 

DESCRIPTION 

State of preservation: The head has been broken off by the neck and it is 

therefore not possible to say whether it was meant 

for insertion into a statue, bust or herm, or whether it 

was originally carved in one piece (fig. B.128).  

The nose is missing and both ears have suffered 

some damage. The surface of the skin has minor 

scratches and cavities. 

 

Stylistic and technical description: The portrait depicts a young, clean-shaven man with 

short-cut hair. He has not been identified. 

The short cut hair is combed from the back of the 

head to the front shaped by use of flat chisel forming 

the individual strands of hair with little plasticity. 

The skin is polished to a high-gloss, and the 

eyebrows have been accentuated by use of chisel 

above the glossy surface. The pupils are drilled into 

a heart-shape and the contours of the irises are finely 

circled by flat chisel.  

  

Surface condition: The overall surface of the portrait is affected by 

calcareous and encrusted layers. Modern cleaning 

has removed some of these layers, particularly in the 

facial areas, while the hair has been cleaned less 

dedicated. Compared to Catalogue nos. 1-9 the 

portrait head of the unidentified youth appears less 

extensively cleaned. 

 

Conservation history: Nothing is known of the portrait before it was 

acquired in 1888. On a photo from 1907 the head is 

shown with cast reconstructions of nose and chin.  

Frederik Poulsen notes in his catalogue from 1951, 

that the original polished skin is covered by 

vegetable fibres, and that the parts of the right ear 

and the tip of the nose were reconstructed in plaster. 

Both modern additions and vegetation were then 

later removed, and does not appear on the 

photographs from 1969 and after. 

 

On the photo dating to 1969 show the head in a 

much cleaner state than the previous photos 

suggesting that the head at this time had received 

cleaning –perhaps in relation to the removing of the 

its plaster reconstructions? Traces of the once 

covering encrusted and calcareous layers can still be 

seen on the portrait, and the small scratches on the 
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surface testify to a use of some kind of abrasive 

(most likely a whetstone) during the cleaning 

processes (fig. B:136).  

 

In June 2012 the portrait was given a new plinth. At 

that time a marble sample was extracted from inside 

the hole for the plinth for isotopic and petrographic 

analysis.  

 

 

SCIENTIFIC EXAMINATIONS 

Stable isotopic analysis was carried out by Donato Attanasio in Rome in August 2012. Petrographic analysis 

of the extracted marble thin section was carried out by Jørn Bredahl-Jørgensen and Rikke Hoberg 

Therkildsen in 2012. 

The statue was examined for traces of original colour by Rikke Hoberg Therkildsen in 2012. 

 

Macroscopic visual examinations: Traces of original paint can be seen in the eyes: Fine 

lines indicating eyelashes are visible, especially in 

the proper left eye (fig. B:138). 

 

Microscopic visual examinations: Traces from the original painted polychromy occur 

as scattered pigments all over the surface (fig. 

B:139). Paint layers –or indications of such- rarely 

occur. The concentration of pigments corresponds to 

the encrusted areas: the more encrusted; the higher 

the concentration of pigments. 

 

Hair: in the hair were compact layers composed by 

combination of red, black and blue pigment grains 

are preserved (fig. B:140). An orange layer was seen 

just above the left ear with a thin layer of gold leaf 

on top. Same orange layer was seen on the fringe 

(fig. B:140B). 

 

Skin: red grains are preserved on the skin.  

 

Facial areas: in the eyes red together with black 

grains are preserved along the upper and lower 

eyelids. Well-preserved black paint layers form the 

eyelashes. Also, a faint pink colour is preserved 

following the rims of upper and lower eyelids. Red 

pigments are embedded in the chiselled contours of 

both eyebrows. Furthermore, thin layers of white are 

preserved above, beneath and at the corners of both 

eyes. Finally, a pale pink paint layer is preserved 

between the lips. 

 

UV-Fl.: Facial details: Examinations identified madder lake 
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in the corner of the eyes and between the lips, which 

were not detected during the microscopic analysis 

(fig. B:143). 

 

VIL: Hair: VIL examinations identified the blue pigments 

on the hair as Egyptian blue (fig. B:141).  

 

Skin: Luminescent particles also occurred on the 

skin surface in a lesser concentration. 

 

XRF: Hair: XRF sampling identified, that the orange layer 

in the hair consists of ochre (Fe, 1230 ppm) and lead 

(Pb, 104 ppm), and the authenticity of the gold leaf 

on top of it.  

Skin: Results from analysis of red paint layers in 

areas of the skin indicate the use of ochre (Fe, 675 

ppm) and small amounts of copper (Cu, 24 ppm) and 

lead (Pb, 31 ppm). 

 

Facial details: The white layers in the areas of the 

eyes are based on lead (Pb, 258 ppm). And lead is 

also used between the lips (Pb, 258) together with 

madder lake. 

 

Isotopic analysis: Results showed a Göktepe origin. 

 

 

LITTERATURE 

Poulsen 1951, cat. No. 747. 

Poulsen 1974, cat. No. 141. 

Johansen 1995B, cat. No. 19. 

Skovmøller and Therkildsen 2011. 

Skovmøller and Therkildsen 2014. 

Skovmøller and Therkildsen 2015. 

 

 

Cat.no. 11. The portrait of the youth:  

 

  

Title: Portrait of a youth. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 822. 

Object type: Portrait head 

Date: Second quarter of the third century CE. 

Materials: Göktepe marble. 

Dimensions: H.: 26 cm. 

Acquisition: Acquired in 1888 from the Martinetti’s art store in 
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Rome through the mediation of Wolfgang Helbig. 

Findspot: Findspot unknown. But most likely originates from 

Rome or the surrounding areas. 

 

 

DESCRIPTION 
 

State of preservation: The head has been broken off at the middle of the 

neck, and it therefore remains unknown whether the 

head was originally a part of a sculpture executed in 

one piece, or whether it was shaped for insertion into 

a statue, bust or herm (fig. B:129). 

The head is in a slightly damaged condition. The 

nose, parts of the upper and lower lips, the chin and 

most of both ears are missing.  

 

Stylistic and technical description: The portrait depicts a young, clean-shaven man with 

short-cut hair. The stylistic execution of the head 

closely resembles that of cat.no. 10. The youth is 

portrayed with short-cut hair and the skin is polished 

to a high-gloss. Above the polish the eyebrows are 

accentuated by delicate use of point chisel, while the 

pupils are drilled into a heart-shape, and the 

contours of both irises are delicately executed by 

chisel. The hair is very short, and the strands of hair 

are individually accentuated by use of flat chisel 

creating a coiffure combed from the back of the head 

to the front. 

 

Surface condition: The surface of both skin and hair is generally 

weathered: scratches and cavities in varying sizes 

can be seen with the naked eye. Most of the proper 

right side of the face is completely covered in 

encrusted and calcareous layers. Vague traces from 

once covering but not removed vegetation can be 

seen on the proper left side cheek and on the 

forehead.  

 

Conservation history: Nothing is known of the portrait before it was 

acquired in 1888. The portrait used to have the 

missing nose, chin and ears reconstructed in plaster. 

Also he broken neck was given an extended addition 

in plaster extending the fracture into a bust including 

the upper chest. The head restored parts of the 

portrait were removed in the 1950’s (see Appendix 

2), and given a thorough cleaning and new plinth.  
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SCIENTIFIC EXAMINATIONS 
 

Stable isotopic analysis was carried out by Donato Attanasio in Rome in August 2012. Petrographic analysis 

of the extracted marble thin section was carried out by Jørn Bredahl-Jørgensen and Rikke Hoberg 

Therkildsen in 2012. 

The statue was examined for traces of original colour by Rikke Hoberg Therkildsen in 2012. 

 

Macroscopic visual examinations: Traces of original paint can be seen in areas of the 

eyes: Fine lines indicating eyelashes remain visible 

to the naked eye (fig. B:144). 

 

Microscopic visual examinations: The concentration of pigments corresponds to the 

concentration of encrusted and calcareous layers: 

where the marble surface is covered by encrusted 

and calcareous layers; the pigments are most 

extensively preserved.  

 

Hair: In the chiselled hair was found mixtures of 

black, red, blue, yellow (fig. B:147)and orange 

grains.  

 

Skin: On the skin red, yellow and blue pigments are 

preserved evenly scattered all over the surface –with 

a higher concentration at the back of the neck (fig. 

B:148).  

 

Facial details: A concentration of red and black are 

preserved along the incised irises in both eyes (most 

in the left). Pink paint layers are preserved in both 

tear-ducts (fig. B:149); while black paint layers can 

still be seen as eyelashes in the proper left eye above 

thin layers of white (fig. B:145). Layers of thin 

white, mixed with red grains are preserved beneath 

proper left eye (fig. B:146). In both eyebrows yellow 

and red grains are embedded in the incised hairs.  

 

UV-Fl.: Facial details: UV-Fl. identified the pink in the 

corner of the eyes and between the lips as the 

organic madder lake. 

 

VIL: Hair: A few particles shining bright white are 

observed in the hair,  

 

Skin: Scattered luminescent particles are observed 

on the skin  

 

Facial details: Bright grains are documented in and 

around the eyes and mouth. 

 

XRF: Hair: The high amount of iron (Fe, 782 ppm) 

measured in the yellow layer found in the hair 

closely resembles ochre. Furthermore small amounts 
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of zinc (Zn, 49 ppm), lead (Pb, 20 ppm) and 

zirconium (Zr, 13 ppm) were detected in areas of the 

hair as well. 

 

Skin: The yellow layer preserved on the skin 

contains high amount of iron (Fe, 449 ppm), 

suggesting the use of ochre, and small amounts of 

copper (Cu, 19 ppm), zinc (Zn, 33 pm), lead (Pb, 20 

ppm) and zirconium (Zr, 9 ppm). 

 

Facial details: The white ground preserved beneath 

the black painted eyelashes contains a small amount 

of lead (Pb, 16 ppm). It is possible that the white 

layer consists of a lighter element such as calcium. 

The white layer with red grains beneath the left eye 

primarily contains ochre (Fe, 390 ppm), small 

amounts of zinc (Zn, 28 ppm) and lead (Pb, 27 

ppm). Again it is possible that the white layer is 

based on calcium 

 

Isotopic analysis: Results showed a Göktepe origin. 

 

 

LITTERATURE 
 

Poulsen 1951, cat. No. 748. 

Poulsen 1974, cat. No. 142. 

Johansen 1995B, cat. No. 17. 

Skovmøller and Therkildsen 2011. 

Skovmøller and Therkildsen 2015. 

 

 

Cat.no. 12. The portrait of Gaius Julius Verus Maximus:  

  

Title: Portrait of Maximus. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 819. 

Object type: Portrait head 

Date: Second quarter of the third century CE. 

Materials: Unidentified white marble. 

Dimensions: H.: 42 cm. 

Acquisition: Acquired in 1892 from the art store of Martinetti 

together with cat. No. 13 and a portrait of 

Maximinus Thrax (Ny Carlsberg Glyptotek, IN 

818). 

 

Findspot: Findspot unknown. But most likely originates from 

Rome or the surrounding areas. 
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DESCRIPTION 

State of preservation: The portrait head is executed to be inserted into a 

separately executed body format (fig. B:130). The 

neck line (terminating immediately beneath the 

collarbones) is shaped for insertion into a statue or 

herm by use of a point chisel. 

The overall surface of the head is weathered. The 

head is missing its nose, chin and both ears are 

chipped and fractured.  

 

Stylistic and technical description: The portrait is identified as Maximus, the son and 

heir to the Roman Emperor Maximinus Thrax. The 

portrait depicts a young, clean-shaven man with 

short cut hair. 

The skin surface of the portrait is polished to a high 

gloss. On top of the polish the eyebrows are 

chiselled by use of point- or flat chisel. The pupils 

are drilled into a heart-shape, and the contours of the 

irises are accentuated by delicate use of either flat- 

or point chisel.  

The individual strands of hair are accentuated with 

little plasticity by flat and/or point chisel, forming a 

short hair-cut combed from the back of the head to 

the front, terminating in a linear fringe above the 

forehead and comma-shaped sideburns.  

 

Surface condition: The surface has scratches and cavities of varying 

proportions, especially on the skin surface (forehead 

and proper left side cheek, fig. B:150), and the eyes 

(mostly the pupils) are chipped. Matte and 

discoloured areas can be seen on the forehead and 

proper right side cheek. In the hair –and 

concentrated at the back of the head- the surface is 

covered in a thin, encrusted layer. A large spot of 

what appears to be modern, orange paint is seen at 

the back of the head.  

 

Conservation history: Nothing is known of the portrait before it was 

acquired in 1892. On a picture from 1907 from the 

museum archives, the portrait has the nose, chin and 

ears restored. From a conservation report from 1957, 

it is noted that these reconstructions in plaster were 

removed. At the same time the portrait was given a 

new plinth and thoroughly cleaned. Frederik Poulsen 

noted in his catalogue from 1951, that the chin and 

both ears were modern plaster applications, but that 

the nose was in marble.  

 

 

SCIENTIFIC EXAMINATIONS 
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The statue was briefly examined for traces of original colour by Rikke Hoberg Therkildsen in 2012. 

 

Macroscopic visual examinations: Traces of original paint cannot be seen with the 

naked eye. 

 

Microscopic visual examinations: Skin: A few red traces are preserved on the face.  

 

Facial details. Along the eyelids are traces of black 

and scattered grains of red.  

 

Hair: red/orange, brown, red and black grains and a 

few relatively large, blue grains are preserved and 

evenly scattered over the marble surface of the hair, 

and embedded within the chiseled strands of hair as 

well. 

 

UV-Fl.: Fluorescent phenomena related to organic dyes or 

surface treatments are not observed. 

 

VIL: Hair: On the hair an even distribution of particles are 

observed suggesting that Egyptian blue was part of 

the hair’s original colour palette (fig. B:151). 

 

Facial details: Also, few bright particles are 

observed in the chiselled contours of the eyebrows. 

 

 

LITTERATURE 

Poulsen 1951, cat. No. 745. 

Poulsen 1974, cat. No. 166. 

Johansen 1995B, cat. No. 41. 

 

 

Cat.no. 13. The portrait of Gaius Julius Verus Maximus:  

  

Title: Portrait of a Maximus. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 823. 

Object type: Portrait head 

Date: Second quarter of the third century CE. 

Materials: Unidentified white marble. 

Dimensions: H.: 42 cm. 

Acquisition: Acquired in 1892 from the art store of Martinetti 

together with cat. No. 12 and a portrait of 

Maximinus Thrax (Ny Carlsberg Glyptotek, IN 

818). 
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Findspot: Findspot unknown. But most likely originates from 

Rome or the surrounding areas. 

 

 

DESCRIPTION 
 

State of preservation: The portrait head is executed to be inserted into a 

separately executed body format (fig. B131). The 

neck line (terminating immediately beneath the 

collarbones) is shaped for insertion into a statue or 

herm by use of a point and tooth chisel. 

The portrait is missing its nose, parts of both upper 

and lower lip and most of both ears. Also the eyes 

are damaged.  

 

Stylistic and technical description: The head is identified as Maximus, son and heir to 

the Roman Emperor Maximinus Thrax. He is 

portrayed with clean-shaven face and short cut hair, 

and the overall stylistic execution of the portrait 

resembles that of cat. No. 12. 

The individual strands of hair are shaped in a regular 

pattern executed schematically and with little 

plasticity by flat chisel. The hair is combed from the 

back of the neck to the front, terminating above the 

forehead in short and close-cut bangs and comma-

shaped sideburns above both ears. The eyebrows are 

shaped by delicate use of point- or flat chisel, 

marking the individual, small hairs, while the pupils 

are drilled and encircled by irises accentuated by a 

flat- or point chisel. The skin surface has been given 

a high-gloss polish. 

 

Surface condition: The skin surface is in large parts covered by minor 

scratches and cavities. The proper left side of the 

portrait is covered by a calcareous and encrusted 

layer, which can in particular be seen above the left 

eye and eyebrow and in the hair above left ear. On 

the right side of the face small matte and discoloured 

areas can be seen, and larger areas can be seen 

covering the far left side of the neck.   

 

Conservation history: Nothing is known of the portrait before it arrived at 

the Ny Carlsberg Glyptotek.  

Judging from the matte and discoloured areas, which 

covers large parts of the head, it must have received 

some kind of dedicated cleaning. This could also 

explain the fresh scratches and cavities in areas of 

the skin surface.  

The earliest museum photograph dates to 1969 

which show the portrait in much the same condition 

as can be seen today. Frederik Poulsen noted in his 

catalogue from 1951 that the portrait had restored 
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lips, nose, ears and part of the eyes. The restored 

parts may have been removed in the 1950’s as is the 

case with most of the restorations of the Roman 

portraits in the collections of the Ny Carlsberg 

Glyptotek (see Appendix 2).  

 

 

SCIENTIFIC EXAMINATIONS 
 

The statue was examined for traces of original colour by Rikke Hoberg Therkildsen in 2012. 

 

Macroscopic visual examinations: In the hair traces of paint layers of brownish hues 

can be seen with the naked eye. 

 

Microscopic visual examinations: Hair: In the hair above the left temple a compact, 

dark brownish-red layer is partly hidden beneath 

encrustation (fig. B:152B). A coherent paint layer of 

a saturated red hue on top of a black layer is found 

in the recess between two locks of hair at the neck 

(fig. B:152C). In addition, a finely painted curl 

directly superimposed on the polished skin part is 

documented just below the fringe (fig. B:153). 

 

Skin: Skin colour is generally preserved as scattered 

particles of red hue. On the right cheek is the 

remnants of a cohesive orange-red layer, applied 

directly onto the polished marble surface (fig. 

B:154C). 

 

Facial details: Microscopy of the eyes and eyebrows 

reveals scattered particles of red and black, as well 

as compact layers of dark reddish/brown hues (fig. 

B:154A and B). 

 

UV-Fl.: Fluorescent phenomena related to organic dyes or 

surface treatments are not observed. 

 

VIL: Hair: On the hair an even distribution of particles are 

observed suggesting that Egyptian blue was part of 

the hair’s original colour palette. 

 

Skin: On skin parts a few particles shining bright 

white are found. The majority of the particles are 

found in the nose breakage and on the neck.  

 

 

LITTERATURE 
 

Poulsen 1951, cat. No. 746. 

Poulsen 1974, cat. No. 165. 

Johansen 1995B, cat. No. 40. 
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Cat.no. 14. The portrait of Gaius Julius Verus Maximus:  

 

  

Title: Portrait of Maximus. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 826. 

Object type: Portrait head 

Date: Second quarter of the third century CE. 

Materials: Göktepe marble. 

Dimensions: H.: 34 cm. 

Acquisition: Acquired in 1890 from the Alberici art store in 

Rome through the mediation of Wolfgang Helbig. 

Findspot: Findspot unknown. But most likely originates from 

Rome or the surrounding areas. 

 

 

DESCRIPTION 
 

State of preservation: The portrait head, including head and neck line 

terminating immediately beneath the collarbones, 

was executed to be inserted into a bust or statue (fig. 

B:132). On the back side the neckline terminates in 

an undefinable marble addition which may the 

remains from its now lost body format. 

The portrait head is in an overall good state of 

preservation. The head is missing its nose, chin and 

large parts of the ears. 

 

Stylistic and technical description: The portrait depicts a clean-shaven young man with 

short hair, who has been identified as Maximus the 

son and heir to the Roman Emperor Maximinus 

Thrax. 

The eyebrows are executed by chisel above the 

polished skin, and the pupils are shaped by running 

drill, while the contours of the irises are performed 

by chisel. The short-cut hair is combed from the 

back of the head and to the front, and the strands of 

hair are schematically accentuated with little 

plasticity. 

 

Surface condition: Small scratches can be observed in several areas of 

the skin. The proper right side of the face and neck 

is covered in a thin calcareous layer, while the 

proper left side face and neck has a matte surface 

finish.  

 

Conservation history: Nothing is known of the portrait before it was 

acquired in 1890.  

The head was cleaned and its plaster parts were 

removed from the nose and chin in 1957. At the 

same time the portrait was given a new plinth.  

When looking at the photographs of the portrait 
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dating to the 1930’s, 1961 and 1994 it is evident that 

the portrait has been extensively cleaned sometime 

between the 1930’s and 1961. In the 1930’s the 

portrait is photographed with its reconstructed nose 

and chin, and show extensive encrusted and 

calcareous layering covering most of the facial 

areas. Most of these were, however, removed before 

the photograph of 1961; most likely when the 

portrait was de-restored in the 1950’s.  

In June 2012 the portrait was given a new plinth. At 

that time a marble sample was extracted from inside 

the hole prepared for the plinth for isotopic and 

petrographic analysis.  

 

 

SCIENTIFIC EXAMINATIONS 
 

Stable isotopic analysis was carried out by Donato Attanasio in Rome in August 2012. Petrographic analysis 

of the extracted marble thin section was carried out by Jørn Bredahl-Jørgensen and Rikke Hoberg 

Therkildsen in 2012. 

The statue was examined for traces of original colour by Rikke Hoberg Therkildsen in 2012. 

 

Macroscopic visual examinations: Seen with the naked eye, there are no apparent traces 

of original paint. 

 

Microscopic visual examinations: Hair: The portrait’s hair reveals scattered, coloured 

particles and occasionally small fragments of a 

distinct paint layer. Variations of red dominate 

together with a few black and blue grains (fig. 

B:157). A few yellow grains are also observed and 

usually integrated in secondary crusting. A dark red 

layer is found along the portrait’s fringe and an 

orange-red layer is preserved on the proper left side 

of the head. 

 

Skin: On the proper right side of the face, which is 

for the most part covered in secondary crusting, 

traces of colour are preserved (fig. B:158). Red 

grains are embedded in the calcareous layer together 

with a few black and blue grains. Furthermore, a few 

yellow grains are documented. On the proper left 

side of the face only faint traces of red colour are 

found on the polished surface. 

Facial areas: In the eyebrows and eyes scattered red 

grains dominates together with a few black and blue 

grains. Traces of cohesive paint layers are also 

preserved. The iris of the proper right eye is outlined 

in black and along the upper rim of the proper right 

eye a compact pink layer is preserved (fig. B:160). 

 

UV-Fl.: Imaging does not reveal fluorescent phenomena 
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related to organic dyes or coatings. 

 

VIL: Hair: Most concentrated bright shining particles 

were observed scattered over the hair. 

 

Skin: The strong luminescence of Egyptian blue in 

combination with the transparent properties of the 

calcareous crust make it possible to identify an even 

distribution of particles of Egyptian blue on the right 

side of the face (fig. B:159).  

 

Facial details: Only a few grains of Egyptian blue 

are found in the eyes and it remains inconclusive as 

to whether the blue was used: for the iris and/or the 

white of the eyes. 

 

XRF: Hair: The dark red layer following the fringe 

consists of ochre (Fe, 951 ppm) and small amounts 

of copper (Cu, 18 ppm), lead (Pb, 45 ppm) and zinc 

(Zn, 78 ppm).The orange-red layer on the left side of 

the head consists of ochre (Fe, 311 ppm) and zinc 

(Zn, 24 ppm). 

 

Skin: Polished part with red paint on top reveal 

ochre (Fe, 564 ppm), lead (Pb, 21 ppm) and tin (Sn, 

118 ppm). 

 

Facial details: The pink layer running along the 

upper rim of the right eye consist of a mixture of 

ochre (Fe, 502 ppm) and small amounts of zinc (Zn, 

26 ppm), lead (Pb, 21 ppm) and mercury (Hg, 17 

ppm). 

 

Isotopic analysis: Results showed a Göktepe origin. 

 

 

 
LITTERATURE 
 

Poulsen 1951, cat. No.. 

Poulsen 1974, cat. No.. 

Johansen 1995B, cat. No. 42. 

Skovmøller and Therkildsen 2011. 

Skovmøller and Therkildsen 2015. 

 

 

 

 



196 
 

Cat.no. 15. The portrait of an unknown man:  

  

Title: Portrait of an unknown man. 

Museum and inventory number: Ny Carlsberg Glyptotek, IN 3282. 

Object type: Portrait head 

Date: Second century CE. See ‘note on style and date’ 

below. 

Materials: Unknown white marble. 

Dimensions: H.: 33 cm. 

Acquisition: Acquired in 1961. 

Findspot: Findspot unknown. May originate from Rhodes. 

 

 

DESCRIPTION 

State of preservation: The portrait head is broken of by the middle of the 

neck, leaving no indications as to its original format; 

or whether it was executed in one piece or to be 

fitted into a statue or bust (fig. B:133). 

The nose and chin are broken off, the eras are 

damaged and the head bears small scratches and 

chippings in several areas. 

 

Stylistic and technical description: The portrait represents a mature man with short cut, 

curled hair and a clean shaven chin. The facial 

features are exaggerated; with deep sunken, big 

eyes, wrinkled forehead, heavy eyelids, high 

cheekbones and deep furrows around the mouth. The 

nose and chin are missing, and the head is broken 

off right beneath the head preserving very little of 

the neck. The surface of the face has been polished 

to glossy, porcelain like finish, except for the ears 

and the neck. A flat and point chisel have been used 

to shape the individual hair locks, which forms a 

coiffure combed from the back of the head to the 

front where it ends in plastic snail curls framing the 

forehead from ear to ear (fig. B:161). Discrete use of 

running drill can be seen in the middle of each snail 

curl.  

 

Surface condition: The skin surface is extremely smooth and liberated 

from all tool marks, giving it a glass-like 

appearance. Only few superficial scratched can be 

seen through the microscopic lens. On the back of 

the neck the surface has not been polished, therefore 

constituting a matte surface texture. 

On the skin surface are seen various scratches in 

different sizes and shapes. On the left side of the 

face on the cheekbone and jaw are seen fresh, 

parallel scratches covering most of the surface. 
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Discoloured, small yellow/brown areas are seen on 

the left side jaw and neck.  

 

Conservation history: Nothing is known of the portrait prior to its 

acquisition date.  

In a conservation report dating to the acquisition of 

the portrait in 1961 it is noted, that the portrait was 

given a light cleaning before it was placed on its 

plinth. 

 

Note on style and date: Poulsen writes in 1961, that the portrait is particular 

in style and expression. With the nose intact he 

writes that the portrait would have resembled a 

satyr. He notes that the style of the haircut is a bit at 

odds because of the curls from ear to ear, leaving 

only the flat chiselled hair at the back of the head in 

a ‘conventional style’. He concludes that the portrait 

is Hellenistic in style, but that the polish calls for a 

second century CE date (no later than Hadrianic). 

He proceeds to an uncertain identification of the 

portrait (because of its colossal format) as a 

posthumous portrait of Nerva produced in Greece. 

 

It has been proposed by Niels Hannestad (based on 

observations made by the author) that the portrait 

could be of late Roman origin (perhaps the fifth 

century CE). Parallels to the stylistic execution of 

the hair on the portrait can be seen on portraits from 

Ephesos and Aphrodisias, but the dates of these 

parallels are much debated (ranging from the second 

to the fifth centuries CE). Julie Lenaghan proposes 

that the head belongs to the second century CE. 

 

 

SCIENTIFIC EXAMINATIONS 

The head was examined for traces of original colour by Rikke Hoberg Therkildsen in 2012. 

 

Macroscopic visual examinations: Seen with the naked eye, there are no apparent traces 

of original paint. 

 

Microscopic visual examinations: Hair: In the hair scattered red grains are preserved, 

while minute traces of black are preserved in the left 

eye. 

 

Skin: No traces of colour are found on the highly-

polished surface of the skin. On the left side of the 

neck where the skin is not highly polished, a few, 

individual red grains are observed. This may suggest 

that the high-gloss polished skin is modern. 

However, examinations of the glossy skin areas do 
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not reveal any indications of such an application. It 

should not be ruled out that the high-gloss may have 

been refreshed in modern times, which would 

explain the complete lack of pigments. 

 

UV-Fl.: Imaging does not reveal fluorescent phenomena 

related to organic dyes or coatings. 

 

VIL: Hair: VIL revealed small and very scattered 

fluorescence particles on the hair Fig. B:162). This 

indicates the use of Egyptian Blue in the original 

colouring of the hair.  

 

Skin: Nothing was seen on the skin. 

 

 

LITTERATURE 

Poulsen 1961, 15-29. 

Poulsen 1974, cat. No. 33. 

Johansen 1995B, cat. No. 21. 
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APPENDIX 5 

RECONSTRUCTING THE VISUAL APPEARANCES OF PAINTED ROMAN 

PORTRAITURE IN WHITE MARBLE 
 

Producing reconstructions of the portraits concerning this particular dissertation is what may be 

termed as experimental research. Experimental research has been at the core of archaeological 

research for centuries, but has not assumed a theoretical nature until the 1970’s.97 In this Appendix I 

have chosen the term experimental research because the process of creating the reconstructions of 

the white marble portraits involved several disciplines, including archaeology, conservation, art 

history as well as the crafts of stone sculpting, animation and painting. Although the process of 

creating the reconstructions may also be termed experimental archaeology, I have chosen the term 

research, for the sake of not semantically excluding any of the involved disciplinary parties. 

This Appendix will communicate the processes of making the reconstructions of the portraits of 

Case Studies 1 and 2. The reconstructions of the portraits were produced with different aims and in 

different formats (two-dimensional made in Photoshop and three-dimensional made on a physical 

marble copy). The reconstructions therefore embody different functions, and above all limitations, 

which are important to emphasize. 

 

Ap5.1: Experimental research: reconstructing the original paint on white 

marble sculptures 

 

At the exhibition ‘Transformations. Classical Sculpture in colour’ the portrait of Caligula from the 

NCG (fig 0:5) was put on display accompanied by three different reconstructions (fig: Ap5:1). The 

different reconstructions (Variant A, B and C) represent different stages of examinations of the 

head, developments in knowledge on techniques of paint application as well as visualizations of 

how the multiple ways results from scientific examinations can be interpret and tested in practice.  

Variant A was produced shortly after the well-preserved paint remains had been scientifically 

examined in the early 2000’s (fig. A:22). The reconstruction was made from Carrara marble, not in 

the Parian marble of the original, and produced by robotized machine tooling from a 3D-scan made 

                                                           
97 See Lyngstrøm 2014. 
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of the original with manual finish.98 The marble copy was painted by Ulrike Koch-Brinkman using 

historical pigments in an egg-tempera.99  

Variant B was produced in 2005 (fig. Ap5:2). The reconstruction was made on synthetic marble 

cast from forms taken from Variant A before it was painted, and painted by Ulrike Koch-

Brinkmann using historical pigments applied in egg-tempera; much like Variant A. However, 

Variant B embodied different interpretations of the examined paint remains on the original 

including hatching of shaded areas (in particular of skin) to accentuate the natural lines of the 

face.100 The purposes for such stylistic choices in manner of paint application was to seek a more 

life-like visual effect of the skin rendering, which the previous Variant A deliberately did not seek. 

Variant C was produced in 2011 from artificial marble and painted by A. Hickel (fig. Ap5:3). This 

Variant offered yet another interpretation of the original results from the scientific examinations of 

the head as well as new knowledge of its original painted finish including the use of Egyptian blue 

pigments. Also, Variant C received several layers of skin paint applied intermixed with 

smoothening of the surface to obtain a uniform, velvet-like finish, as well as more subtle highlights 

of the sculpted strands of hair and small adjustments to the placement of the pupils, eyebrows and 

eyelashes. 

 

Together the three reconstructions of the same portrait of Caligula visualize the importance of 

continuing to develop and explore the ways to produce these reconstructions. Modern day scholars 

can never be absolutely certain as to how the ancient craftsmen produced the individual polychrome 

sculptures. The Roman craftsmanship of painting white marble portraiture is a lost-embodied craft, 

which the weathered fragments of original paint layers preserved on the portrait can testify to, but 

can never provide enough evidence to accurately reconstruct the portraits in every detail.   

Confronted with the three reconstructions the modern museum guest visiting the exhibition 

intuitively engaged with an internal or external discussion of which reconstruction s/he prefers. Put 

on display side-by-side the visual uniformity of the original and the reconstructions very mush 

invited to such evaluations. Although this excited the general public, they rarely reflected much or 

long about the different choices behind the painted portraits.  

Most visitors (that I spoke to) seemed to conclude that the different Variants represented the 

development in the research during the last ten years, or, different artists take on the results 

                                                           
98 Østergaard 2003, 201-203. 
99 Brinkmann, Kellner, Koch-Brinkmann and Østergaard 2003. 
100 Østergaard and Nielsen (eds.) 2014, 271. 
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produced from scientific examinations of the original. None of these conclusions are, in any way, 

wrong. However, the viewer was unfortunately not fully able to understand how the reconstructions 

actively engage with the research into sculptural polychromy. The three Variants are not actual 

results or final conclusions; they are elements of a complex re-iterative process of examining the 

original. As is the case with all other reconstructions of painted ancient sculptures, whether virtual 

or physical, two- or three-dimensional, they represent the experimental phase of the research; a 

phase that is imperative to how scholars understand and interpret on the results from scientific 

examinations. Most reconstructions are made in collaborations between different disciplines 

seeking to understand the lost embodied practice of painting on white marble sculptures; a craft that 

has been long since forgotten. And it is this collaboration, this process, that often fails to translate. 

 

Ap5.2: Making reconstructions of painted marble sculpture s. Defining a 

theoretical standpoint 

 

The theoretical standpoints of experimental research have been debated amongst archaeologists 

since the 1970’s.101 Scholars are not always aware of when and how they use experimental means 

for specific purposes, and experimental research has therefore accumulated different traditions 

depending on geographically defined practices. This poses certain problems to the scholarly field of 

sculptural polychromy research, because scholars from all the world participates to uncover the lost 

colours of white marbles -including also experimental reconstructions. And since there hasn’t been 

produced any major, general publications on the subject, including proper terminological, 

theoretical and methodological statements (which lies beyond the scope of this dissertation to 

properly engage with), scholars continue to developed their experimental lines of research in 

different directions. 

The reconstructions presented in this dissertation are not re-establishing anything from or on an 

original form! They are new creations, modern constructions, and their relationship to the original 

authentic pieces is solely based on what archaeologists, conservators and craftsmen, have decided to 

take away from examinations of the paint remains on the original. They are based on series of 

scholarly and scientific research: exhaustively, re-iterative processes of examining original marble 

portraits from traces of paint –or otherwise polychrome enhancements. The reconstructions 

represent the current ‘trends’ in the research into colour on marble sculptures according to media 

                                                           
101 See Lyngstrøm 2014. 
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and format; but they do not reflect what the sculptures actually looked like. To perfectly visualize 

the originally painted marble sculpture is, at this current stage of research, not possible, because 

results are too fragmented and too sparse to claim such an accomplishment.  

What can be done, however (and I shortly touched upon this above), is making sure that each step in 

the process of producing these reconstructions is put forth as a clearly defined work process, 

including stating the aims and goals of the reconstruction, the choice of format/medium (and why) 

and the results obtained besides the obvious physical and visual ones –including important 

observations on successes but also on any failures or obstacles not overcome. The latter is, at the 

current stage of research, particularly important in my opinion.  

 

Defining the experiment: controlled, contextualized or phenomenological 

 

Scholars and the generally interested public should not exclusively linger by the physical end 

products of these complex and ambitious work tasks; but they always do. When a reconstruction is 

presented most observers are strongly opinionated and tend to go straight to the question of whether 

or not they like it. But this can hardly be an essential point to make or conclusion to draw –unless 

we are discussing why they don’t like it, which I believe is a completely different debate (see the 

Introduction). What is paradoxical to the recurring evaluation of their physical appearances is that 

most reconstructions are not made with the overall goal of being visually pleasing. They are the 

material manifestations of experimental and collaborative processes between archaeologists, 

conservators, art historians, sculptors, animators, painters, which are incorporated as a method 

employed to understand and explore the colours of marble sculptures; they are not the goals in 

themselves. Therefore I would think that debating all the non-physical results is what scholars 

should focus on, and questions such as ‘what did you intend to accomplish/ visualize’ –and ‘what 

were the obstacles/successes relating to this particular work’ should be the essential ones to ask.   

In my opinion it is of utmost importance that scholars are able to make the individual aims and 

goals –and above all limitations!- of the reconstructions explicit to scholars and the generally 

interested public. The reconstructions will always embody varying levels of interpretation on behalf 

of their makers, it is therefore essential to the success of the reconstruction that scholars, and the 

general public visiting museum galleries, are not confusing the physical end products of the 

experimental process with something that accurately conveys how the original sculpture actually 

looked like, or worse, stand in place of the original. How the Roman craftsmen processed and 
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applied their materials; grinding, washing and mixing the pigments, preparing and purifying the 

binding agents, to applying the different paint mixtures onto the marble surfaces which were 

differently textured, is largely unknown to modern scholars. Making the reconstructions is therefore 

above all an experimental process, where data from scientific examinations are tested in practice. 

As such the processes –or experiments- may vary; some will be controlled, focussing on exactly 

reproducing the scientifically documented paint remains on the original, others will be more 

contextualized, focussing on reconstructing the craftsmanship of the Roman sculptor and painter, 

while others again may be phenomenological placing greater emphasis on the actual process and 

whatever new questions that may arise from it. I propose an increased general awareness of the 

latter. 

 

Ap5.3: Different formats; different purposes  

 

When making a reconstruction it is important to consider the purpose of the reconstruction in detail, 

and then choose the right format to execute it accordingly. The formats are different: some are 

virtual, while others are physical; some are two-dimensional, others are three-dimensional; some are 

more expensive and time-consuming than others; and they all therefore have their pros and cons. 

 

Physical reconstructions 

 

Three-dimensional: The physical three-dimensional reconstructions vary in materials: some can be 

made several times over from plaster casts, or executed in minutely accurate detail by robotized 

machinery, and in the future perhaps 3D-printing will be available as well. Others are more 

expensive and time-consuming marble copies carved manually by a sculptor. In each case it is 

equally important to balance out the aims of making the reconstruction with the resources put into 

realising it. 

In the case of the physical reconstruction of the Roman youth (fig. B:163, mentioned in detail 

below) it was important that it was a physical reconstruction made from marble resembling that of 

the original head.102 The main purposes with producing the reconstruction was to explore the 

relationship between the white, high-gloss polished marble surface and the painted skin which 

results from examinations suggested was applied in a single, transparent layer. In order to fully 

                                                           
102 Skovmøller and Therkildsen 2014. 
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explore this relationship between marble and paint the reconstruction needed to be physical, three-

dimensional and made of marble which was given the same surface texturings as the original. This 

became apparent when a virtual 3D reconstruction was made on a model based on scans of the 

portrait (fig. Ap5:5). The reconstruction was performed by Chelsea Graham as part of her thesis 

which aimed at exploring how 3D-scans could be implemented and adjusted to archaeological 

research.103 Unfortunately the scan and the subsequent paint application did not accurately convey 

the visual effects of the high-gloss polished skin surface or the chiselled strands of hair, and 

therefore failed to successfully communicate the relationship between marble and paint, 

subsequently resulting in the decision of having a physical reconstruction made.104 The experiment 

conducted by Graham proved that the three-dimensional physical reconstructions are, so far, the 

prime format to visualize important optical purposes of painted marble sculptures, including the 

finishes obtained through texturing and painting. 

If the physical three-dimensional reconstruction is produced manually, including both sculpting and 

painting, the experiment assumes a contextual nature which can be fruitful to scholars awareness of 

the general production of painted marble sculpture. Through an experimental re-creation of the 

processes of producing the painted reconstruction of the Roman youth we gained important 

information of how much marble the sculptor needed to make the copy, and how he proceeded with 

the marble block copying the form of the original from points on the plaster cast. But the most 

interesting part was the process of manually obtaining the high-gloss polish: a work task originally 

carried out manually by the Roman craftsmen, but which modern scholars know very little of; and 

how the painter dealt with the many difficulties involved with painting on such a finish (I shall 

return to all of this below in more detail). The process of producing the physical reconstruction 

manually from marble block to the final, golden highlights illuminated important aspects involved 

with the original complex organisation behind the production of the original, from which we can 

further speculate on, for example, the economic aspects involved with commissioning and 

producing painted marble portraiture during the Roman Empire.  

 

                                                           
103 Graham 2012. 
104 Reconstructing the paint on the 3D-model was not a primary work task of Graham. The 3D scan performed by 

Graham did, however, prove very helpful in other respects: in particular adding the mappings onto the scan effectively 

visualized the distribution of the identified pigment grains. In my opinion 3D scans provide an excellent platform to 

visualize and communicate paint remains on marble sculptures to scholars as well as the general public in museum 

galleries. See Graham 2012. 
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Two-dimensional: The physical two-dimensional reconstructions can be produced as drawings, 

reconstructing the paint either directly onto photographs of the original or as sketches. The hand-

drawn sketches can be both quickly performed using little resources, or be more time-consuming 

and expensive, and generally have the advantages of providing a certain visual flexibility. Whereas 

the three-dimensional, physical reconstructions appear final and conclusive (as carved in stone) the 

hand-drawn sketches seem more suggestive. If the purpose of the reconstruction is to initiate a 

general debate on interpretations of paint remains, and not provoke a discussion of aesthetics, the 

physical sketches are perfectly suited.  

The two-dimensional physical drawings can be performed at your own desk. Making the three-

dimensional reconstructions is, however, a more demanding task. Sculpting and painting a marble 

(or plaster) copy is a different process, which demands that the data abstracted from the original is 

accurately measured. Making the physical reconstruction will often lead the scholars involved with 

the task to be more critical of the data obtained from the original and the ways they interpret them, 

while the drawings are often more quickly and less critically performed.  

 

Virtual reconstructions 

 

The virtual reconstructions vary from program to program; the two biggest differences being 

between two- and three-dimensional.  

Two-dimensional reconstructions can be made in programs such as Photoshop, where paint can be 

applied onto digital photographs of the original (described in detail in main section A below). 

Three-dimensional virtual reconstructions are made by scanning the original and applying the paint 

in programs suited such formats.105  

The main advantage of making a virtual three-dimensional reconstruction is that spatial 

environments of the original display of the painted sculptures can be included as well. Although 

most of the sculptures are placed in museum contexts which are far removed from where they were 

originally put on display, three-dimensional animation can re-create the settings within which the 

ancient viewers experienced the painted sculptures. This is highly informative and very helpful in 

order to explore and understand the many different displays of painted sculpture, and how such 

displays may have affected the visual experience between viewer and sculpture -and perhaps also 

the techniques of paint applications (see Chapter 7 and 8). 

                                                           
105 For example the Digital Sculpture Project. See http://www.digitalsculpture.org/  

http://www.digitalsculpture.org/
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As noted above, the visual effects of 3D-models remain to be fully explored and developed if they 

are to mirror the visual effects of the physical marble sculptures perfectly. One important aspect 

which remains difficult to translate from original to scan is the optical effects of the marble surface 

grading and texturing. The marble sculptures were given a variety of different textures which 

intentionally orchestrated specific readings of life-like human hair, skin and textiles (see Chapter 7 

and 8). These dedicated surface manipulations were important and effective visual tools 

contributing to specific experiences between sculpture and viewer, and therefore also defined their 

general purposes. In the future the scanning techniques will surely develop to be able to include 

such aspects as well.  

 

Ap5.4: Reconstructing the portraits from The Room of Fundilia: work 

processes and results 

 

Case Study 1 of this dissertation is a group of portraits, which all originate from the same context. 

The portraits, which were more or less fully polychrome, were originally on display within a room, 

known as the Room of Fundilia, in the sanctuary dedicated to Diana Nemorensis (see Chapter 4). In 

order to discuss what they may originally have looked like and the overall semiotic purposes of 

their polychromy they were reconstructed individually according to results from their scientific 

examinations. The portraits were reconstructed based on their two-dimensional photographs using 

Photoshop. 

 

Aims and goals 

 

The purposes of the Photoshop reconstructions are to illustrate what the portraits might have looked 

like with their original paint. Every reconstruction has been directly implemented in the process of 

examining the paint remains on the originals. The experimental process was a collaboration 

between myself (the archaeologist), Maria Louise Sargent (the conservator who examined the 

portraits) and Lars Hummelshøj (the animator executing the reconstructions in Photoshop).  

All of the portraits are reconstructed in Photoshop in different variants. When produced in 

Photoshop the reconstructed paint was executed on top of photographs taken of the originals. That 

way the colour reconstructions are easily comparable to the originals as well as any additional 
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reconstructed variants which illustrate the different interpretations of the preserved paint on the 

originals.  

The variant A’s illustrate how much of the remaining paint we were able to reconstruct accurately 

while keeping the interpretation at an absolute minimum. They represent the controlled experiment 

which primarily focussed on exactly reproducing the documented preserved paint remains. In the 

variant A reconstructions the portraits are coloured based on the scientific identifications of 

cohesive paint layers and concentrated pigment appearances.  

In the variant B reconstructions the colouration performed in Photoshop also includes the pigments 

which have been located and identified but which are more difficult to securely reconstruct due to 

their scarce appearances. In the variant B’s such remains are therefore reconstructed based on 

comparative material as well and are therefore more hypothetical in nature. The Variant B 

reconstructions therefore represent a phenomenological approach as well. By taking the levels of 

interpretation beyond what can be accurately extracted from the originals the Variant B 

reconstructions emphasize the modern interpretation. The experiment remained controlled, as any 

additional painted details were ‘borrowed’ from the archaeological records and therefore not purely 

imaginative, but the level of interpretation was tested as an integrated part of the experiment and the 

final, visual result.  

The main purpose of making both a variant A and a B was therefore to discuss the limits to how 

much we can reconstruct; and by using Photoshop to do so a suited visual frame was deliberately 

constructed to promote a less static and more flexible environment for perception than what 

physical or three-dimensional reconstructions would inspire to. 

 

The reconstructions  

 

The statue of Fundilius (cat. No. 1): The statue of Fundilius is reconstructed in a variant A (fig. 

B:107).  

- Variant A: In the variant A the toga and the hair is reconstructed. The painted border on the toga is 

applied according to current knowledge of the placement of the border on the toga praetexta (see 

C7.2). The remaining paint on the statue does not reveal anything on the thickness of the border, 

which is therefore inspired by Roman wall paintings (fig. B:108). The orange/red colour is copied 

from microscope photographs of the cohesive paint layer found on the back side of the toga (fig. 

B:26). 
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The hair of Fundilius is reconstructed according to the sculpted form of the original. The colour is 

copied from the remaining grains of reddish/brown hues found on the back side of the head. 

Furthermore shadow effects were applied based on the assumption that the presence of Egyptian 

blue grains in the hair is to be interpret as shadow effects. 

 

The statue of Fundilia (cat. No. 2): The statue is reconstructed in a variant A and a Variant B (fig. 

B:118 and B:119). 

- Variant A: In variant A the palla, the stola and the shoes are reconstructed. The basic colouration 

of the palla is reconstructed from the paint layers of purple/red hues found in several areas of the 

statue on both front and back. The stola of the statue is reconstructed in a violet hue. This colour 

was not found on the statue, but may have been the result of mixing the red/pinkish pigment with 

the Egyptian blue pigments, present evenly spread all over the marble surface.  The shoes on the 

Variant A are painted brown according to the red/brown hued ochre pigments preserved on the 

statue. 

- Variant B: In variant B the hair and a decorative border on the palla are experimentally 

reconstructed. The dark brown hair colour is reconstructed from the extensive remains of pigment 

grains found in all areas of the hair, including red and brown ochre, little carbon black (presumably 

used for shadow effects) and Egyptian blue. Mixed together the Egyptian blue and red/brown ochre 

pigments would have created a dark colouration.  

Furthermore a decorative pattern is experimentally reconstructed on the palla according to the 

assumption, that the presence of pigments, both scattered and forming cohesive layers, of in 

particular a saturated blue hue embedded in certain areas of the marble surface are the remains from 

original decoration (fig. B:40). The placement and thickness of the border is determined by the 

chiselled, horizontal lines observed on the original (fig. B:34).  

VIL revealed the use of Egyptian blue grains in the paint mixture used for the white of the eyeballs 

on the portrait, thereby also indicating the once painted pupil (fig. B:37). Although this indicate that 

the facial details, and presumably also the skin, were originally painted, the remains are too scarce 

to allow for an experimental reconstruction. For experimentally reconstructed details of the eyes 

and skin paint see the Variant B1 and B2 of Quinta. 

 

The portrait herm of Fundilia (cat. No. 3): 

The herm portrait of Fundilia is reconstructed in a Variant A (fig. B:120).  
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The brownish hue of the colouration of the mantle, draped over left shoulder and fastened around 

the waist, is copied from the micrographs of the cohesive layers found on the original and directly 

applied in Photoshop. The brown/reddish colouration of the belted chiton on the reconstruction is 

copied from microscopic photography of the paint layer found on the original (fig. B:44 and B:45). 

The horizontal border is painted in correspondence with the results from VIL-photo analysis (fig. 

B:47). The hue of the blue colour is inspired by the preserved remains of the Egyptian blue pigment 

in the archaeological records (fig.: A:13). Finally, the letters of the inscription on the plinth are 

coloured red in correspondence with the paint layers embedded in the incised letters of the original 

(Fig. B:48).  

 

The portrait herm of Quinta (cat. No. 4): 

The portrait of Quinta is reconstructed in a variant A and a variant B1 and B2 (B:122; B:93 and 

B:106).  

Variant A: In the Variant A the colours of the hair and tunica are reconstructed according to the 

extensive paint remains preserved and documented in the hair, and the scattered red ochre pigments 

found on the tunica. The hues of the red and yellow colours used for the hair are copied from 

micrographs from the preserved paint remains (fig. B:52 and B:53). On the Photoshop 

reconstruction the red colour is applied in areas where the colour was detected (mostly in the areas 

of the top of the head where the hair is parted and between the curls), while the yellow colour is 

added on top of it. The chiton is reconstructed according to the documented red pigments found 

evenly spread over the surface of the original; interpret as a translucent and low saturated paint 

application.  

Variant B1 and B2: In the variant B1 reconstruction the skin and details of the eyes are 

reconstructed. Only few grains testify to original skin paint (fig. B:54). The fair Caucasian skin 

colour is copied by paint remains found on female ideal sculptures dating the second century CE 

(see fig. A:31, A:34 and A:35).  

The eyes are reconstructed according to the assumption that the few pigment grains documented in 

and around both eyes indicate originally painted details such as pupils, irises and eyelashes. 

However, the remains do not indicate the stylistic manner in which the eyes were painted (i.e. 

placement of pupils, colour of the irises, and execution of eyelashes). The Variant B1 reconstruction 

of Quinta is therefore made in two different versions visualising two ways of painting such details, 

and how such details effectively impacted on the gaze of the sculpted portrait: Variant B1 is painted 
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‘borrowing’ the eyes of from the head of an amazon from Herculaneum and the togatus from 

Formia (dating to the first century BCE and CE, fig. B:91 and B:100); while Variant B2 is executed 

by copying the details of the eyes, with painted irises of a strikingly green hue, from a mummy 

portrait of an unidentified man (dating to the second century CE, fig. B:105). Furthermore the 

nuance of the skin on B2 is slightly more transparent than B1 providing it with a less saturated, 

white tonal value. 

 

The portrait herm of Capito (cat. No. 5):  

The portrait head of Capito is reconstructed in a variant A (fig. B:81). The reconstruction includes 

painted hair using a saturated reddish/brown hue, corresponding to the documented paint remains in 

the areas of the back of the head, which consisted of red and brown ochre mixed with bright red 

cinnabar (fig. B: 58). 

 

The portrait herm of Rufus (cat. No. 6): 

The portrait of Rufus is reconstructed in a Variant A (fig. B:83). The reconstruction visualizes the 

brownish/red hue of the preserved paint layers documented along the lines of the fringes of the 

forehead and at the back of the head (fig. B:64). 

 

The portrait of Chrysarion (cat. No. 7): 

The portrait head of Chrysarion is reconstructed in a Variant A (fig. B:85). The documented paint 

remains preserved on the original allowed only for the hair to be reconstructed. The hair colour was 

composed by several pigments of varying hues dominated by red and brown ochre, carbon black 

and Egyptian blue (fig. B:68 and B:70). Therefore the hair colour is reconstructed with a 

dark/brown hue, similar to that on the reconstruction of the statue of Fundilia. 

 

The portrait of the man wearing a wreath (cat. No. 8):  

The head of the man wearing a wreath is reconstructed in a Variant A (B:84). The brown hue of the 

hair was copied from the micrograph taken of the preserved paint remains documented in the hair 

(fig. B:74). Furthermore the roses in the sculpted wreath were given red hued paint layers matching 

the preserved paint on the original. 
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The portrait of the unidentified, young woman (cat. No. 9):  

The portrait of the young, unidentified woman is reconstructed in a Variant B including the hair and 

the tunica (fig. B:88 and B:123). 

Variant A: Results from examinations proved that the hair was painted using red ochre for base 

colouration with layers of yellow ochre on top (fig. B:76). The red base colouration was applied on 

the Photoshop reconstruction in the areas where it was documented on the original: covering almost 

all areas of the sculpted hair. 

The reconstructed tunica is coloured with a low saturated blue hue. This is based on the evenly 

spread of Egyptian blue grains found covering the entire surface of the garment (fig. B:79), which 

indicates an original application technique allowing for a transparent finish. 

 

Results and further considerations 

 

The Photoshop reconstructions do not represent attempts at reconstructing the painting techniques 

used for colouring the original portraits. Chapters 1 and 6 in particular deals with the subject of 

modern day knowledge of ancient painting techniques, and how difficult it is for the modern scholar 

to reconstruct the original techniques (layering, pigment mixtures, binders agents) used for painting 

white marble portraiture, and sculptures in general, during antiquity. Therefore, in order to 

understand the vast and relatively unknown craft of painting on marble sculptures scholars will have 

to take their research from the library and laboratory and into the workshop (as will be illustrated 

below in Ap5.5). Such work cannot be carried out in Photoshop; or any other virtual media for that 

matter. Reconstructions performed in Photoshop do therefore not seek to visualize the technical 

aspects of their original polychromy simply because the two-dimensional reconstructions cannot 

embody such three-dimensional visual effects of their polychrome finishes. Only in the cases of the 

tunica’s worn by Quinta (cat. No. 4) and the unidentified young woman (cat. No. 9) does the 

hypothetical reconstructions include speculations on aspects of layering technique. 

Finally it should be emphasized that the Photoshop reconstructions are excellent tools to debate the 

many aspects of painting on white marble portraits during the Roman Empire, from which so little 

is known. Chapters 4 and 5 discusses the individual pieces from the two Case Studies according to 

what they could have looked like, and Chapters 7-9 discusses how the knowledge of colours on the 

pieces from the Case Studies may contribute to the research of Roman portraiture today and in the 

future. For this discussion the Photoshop reconstructions are perfectly suited. Their format is 
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flexible allowing for speculations rather than conclusions. The format furthermore allows for 

several reconstructions to be made of the same portrait further emphasizing their hypothetical 

nature. 

 

Ap5.5: Reconstructing the portrait of the youth (cat. No. 10): work process 

and results 

 

When the portraits with high-gloss polished skin areas (Case Study 2) proved more or less well-

preserved painted surfaces covering also the glossy textures it seemed obvious that we needed to 

make a reconstruction. The painting of high-gloss polished skin areas on Roman marble portraiture 

has long been considered as a particular refined marble surface treatment that was intended to be 

left free from paint.106 Scholars have had difficulties uniting such a surface texture with a fully 

painted finish and has therefore traditionally ruled out the possibility of such coloured treatments; 

first and foremost because of aesthetic reasons, and secondly because high-gloss polished 

treatments of marble surfaces in general are performed to effectively close the stone surface and 

make it water resistant (see A1.2).107 Results from examinations of the portraits from Case Study 2 

did, however and almost unanimously, prove different.   

It was decided that the head of the youth (fig. B:128, Case Study 2a, cat. No. 10) was the one we 

wanted to reconstruct based on the exiting discovery of leaf gold in the hair. As noted above the 

head was first scanned and the documented paint remains on the original were reconstructed 

virtually on the 3D-model, but the results proved insufficient as the scan failed to translate the 

visual effects of the surface textures of chiselled hair as well as high-gloss polished skin. A physical 

reconstruction was therefore needed calling upon the expertise of sculptor, Matthew Simmons, to 

produce an exact marble copy, and painter, Per Kapper, to apply the polychrome finishes. 

 

 

Aims and goals 

 

Like the processes of producing the reconstructions of Case Study 1, the process of creating this 

physical reconstruction was also directly implemented as an important part of the re-iterative 

                                                           
106 Poulsen 1921, 89; Reuterswärd 1960, 220-223. 

107 Skovmøller and Therkildsen 2015, 898-899. 
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processes of examining and interpreting the paint remains preserved on the original. But unlike the 

reconstructions of the portraits from the Room of Fundilia this reconstruction was only produced in 

a single version, which also incorporated results from analyses of the preserved skin paint on cat. 

No. 11 (fig. B:129) and cat. No. 14 (fig. B: 132).  

In nature of the experiment was controlled, contextualised and phenomenological. First and 

foremost the experiment aimed at reproducing the documented paint remains on the original onto 

the marble copy as accurately as possible. Secondly the experiment embodied certain 

contextualized elements. As it was decided to make a physical reconstruction we wanted to take 

advantage of the situation to also explore the creative processes of making such a portrait. By doing 

so we wanted to test the many theories concerning the artistic sequences of painting on marble in 

practice, thereby bringing the polychromy research into the intuitive and creative sphere of the 

workshop.108 Finally, the experiment was considered as a process and not just regarded as a result of 

the scientific examinations. We accepted from the beginning that we might not be able to obtain a 

satisfying visual result (due to the general lack of knowledge on painting on white marble 

sculptures), and therefore consciously chose to exploit the situation and learn from the process 

itself. As a phenomenological experiment as well any accomplishments, whether successful or 

obstacles not overcome, were accounted for and considered as equally important results to inspire 

and guide similar projects in the future. 

 

The reconstruction 

 

The experiment was divided in two phases: 1) sculpting the marble copy, and 2) painting on the 

marble copy.  

 

1) Producing the marble copy. 

The head of cat. No. 10 was chosen as model for the marble copy and consequently de-modelled in 

clay. The original portrait is heavily affected by its post-antique deposition (see the Catalogue), and 

is therefore missing its nose and large parts of both ears. In order to complete the visual experience 

with the painted appearance of the reconstruction we decided to reconstruct the nose and damaged 

ears.  

                                                           
108 Skovmøller and Therkildsen 2015, 899. 
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On the earliest museum photographs the portrait is depicted with its broken-off parts reconstructed 

in plaster (fig. Ap5:6). Whether these were made by time of excavation (most likely in Rome) prior 

to its acquisition, or after it arrived to the museum in Copenhagen, is impossible to determine. But 

during the late 1950’s all reconstructed parts were removed according to museum archive files. 

When restoring the nose on the marble copy we used the old reconstructed parts as inspiration. For 

further inspiration a coin depicting the portrait of Maximus in profile, whose portraits are very 

similar to that of the unidentified youth (see Case Study 2), was also used (fig. Ap5:7). 

The clay model was used for producing plaster copies for both sculptor and painter. The painter 

used the plaster copies to practice on (see below), while sculptor used it to measure from when 

sculpting the marble copy (fig. Ap5:8). The marble copy of the portrait is produced from a block of 

Sivec marble from Macedonia. The original head was cut from Göktepe marble; a fine-grained 

elastic marble type originating from modern day Turkey, but since Göktepe quarries are no longer 

active, the marble for the copy was found elsewhere. The Sivec marble is also a fine-grained yet not 

as elastic as the Göktepe marble. Otherwise the morphological structure of the Sivec bears many 

resemblances to Göktepe. 

The sculptor carved the marble block from measuring points on the plaster copy, while the finer 

detailing was done by eye measure close by the original (fig. Ap5:9).109 The final stage of phase 1 

was obtaining the high gloss polish of areas of the skin surface. This was done by several stages of 

rubbing down the surface using diamond sandpaper with different grades. The result was a high-

gloss polish covering all areas of the skin surface. Since the portrait head is three-dimensional 

obtaining the exact same level of high-gloss polish throughout the portrait proved impossible. But 

on the large areas, including nose, chin, cheeks and forehead, an identical high-gloss polish was 

successfully obtained. 

 

2) Painting the marble copy. 

The second phase of producing the reconstruction was painting the marble copy, and it was the 

longest and most time-consuming of the two phases. While the sculptor was finishing up on the 

marble copy, the painter began to collect the different materials for the paint layers. The pigments 

were chosen in close correspondence to the results from the scientific examinations. Each pigment 

was isolated, debated and identified according to hue, saturation, tone and brightness, to make sure 

                                                           
109 Skovmøller and Therkildsen 2014, 263. 



215 
 

that the colour properties of the chosen pigments matched the preserved ones on the original as 

close as possible.   

Once identified the selected pigments were used for several paint mixtures, which were applied 

onto the various plaster casts (fig. Ap5:10). The reason for these numerous testing’s was to test the 

properties of each paint layer according to their placement and visual effect. Secondly Kapper 

needed to locate a suitable binding medium, particularly for making the pigments cohere and adhere 

on the high-gloss polished surface. So far scholars have been able to identify protein based binders 

(egg, animal glue and casein), different gums (Arabicum and Tragacant) and wax (see A1.4).110 

After numerous testing’s of different mixtures of different combinations of the media mentioned 

above, a mixture of casein proved to be the most effective for the glossy skin. Furthermore gum 

tragacanth and egg white was used for the hair, as well as glare (a processed substance of egg 

white) for adhering the leaf gold. 

Having identified pigments and binders agents from multiple testing’s on the plaster casts, the next 

step was to paint the marble copy (fig.Ap5:11). The chiselled hair proved easy to apply several 

paint layers onto (following a layering technique that has been documented on ideal sculptures and 

portraiture dating to the centuries CE, see A1.5), while the glossy skin was extremely difficult. On 

the skin the paint mixture needed to be applied quickly in less than one minute before it dried up. 

Once dry the paint layer could not be retouched or changed, and if painted over with a second layer 

the brush would remove the already existing layer. Applying the paint in a single, even layer in less 

than one minute with no possibilities of fixing any misplaced brushstrokes demanded several tests, 

but finally Kapper succeeded (fig. Ap5:12).  

Although the visual result is an uneven painted skin the general accomplishment of applying a 

translucent paint layer onto the glossy surface using only historical pigments mixed with a 

scientifically identified binders agents was considered a success. Applied delicately and directly 

onto the marble surface the paint layer incorporated the natural properties of the white marble 

underneath, proving that the texture of the marble mattered to the final optical effects of the 

polychrome finish (fig. B:170). Examinations of the original head did not document any white 

pigments in the paint mixture used for colouring the skin, but when applied in a single, delicate 

layer, the natural luminosity of the polished marble on the copy made up for this neglect. In 

                                                           
110 This is presented and debated in more detail in chapter one (p. ?-?).  

On protein based binders see:  

On gums see:  

On wax see: 



216 
 

addition, the translucency of the paint layer allowed for the glossy effect of the marble finish to 

shine trough the pigments and provide the portrait with the natural sheen of life-like human skin.  

In the areas of where skin surface and hair meet, the painter used the mixtures for the hair colour to 

extend the strands of hair beyond the sculpted border. The painted strands above the skin surface 

were applied to provide the portrait with the life-like feel of human hair, a practice that has been 

documented on other Roman portraits and ideal sculpture (fig. A:32,c, B:80).111 

The applications of leaf gold, which results from examinations suggests were added as final high-

lights (see B5.4), were executed in two different ways seeking two different visual effects: on the 

left side the leaf gold was applied accidental as round spots covering the hair; while on the right 

side the leaf gold was adjusted to follow the contours of the chiselled hair strains (B:169). The 

reason for the two different styles of application was to experiment with the optical effects of the 

leaf gold: on the left side the leaf gold appear as golden spots, making the highlights recognisable 

from a distance; while the leaf gold on the right side was applied as if it was painted onto the 

surface. The leaf gold on the right side is mainly visible when the light catches the surface, and is 

unrecognisable when seen from a far. This manner of application therefore presupposes that the 

portrait is viewed up close. 

 

Results and further considerations 

 

The main goal of the reconstruction was to explore the relationship between marble and paint, in 

particular the purpose of the high-gloss polish, and in that respect the project can be considered as a 

success. Having the opportunity to explore the process of both sculptor and painter made it 

apparent, that the two craftsmen would have been working closely together in Roman times. The 

uneven levels of polish (unavoidable due to its three-dimensional form), which caused a great deal 

of frustration to our modern painter due to his lack of knowledge of how to paint on marble, would 

most likely exploited to the advantage of the Roman craftsmen. In the case of our modern 

reconstruction the different levels of polish caused the paint layers to appear more compact in 

certain areas where the polish was not as glossy as in other areas; such as the ears. In Roman times 

these different levels of polish would most likely have been manipulated differently to provide the 

painted effects of the skin colour with a more life-like feel.  

                                                           
111 The portrait of Caligula from Copenhagen, the Treu Head from the British Museum and the portrait of Maximus 

(Case Study 2b, cat. No. 13). 
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Experimenting with painting on marble also revealed a great deal on how advanced the techniques 

of the Roman craftsmen originally were. The only binder which was able to adhere to the glossy 

surface also dried up very fast putting the painter to the test by demanding a great deal of precision 

and accuracy in his application. If this was also the case in Roman times, it is not unlikely to 

assume that certain craftsman within a workshop would have been specialized in applying such 

paint layers.  

Results from examinations suggest that the lips were painted using a different mixture than that 

used for skin including the pink madder lake. At first the plan was to cover the entire face with skin 

colour (excluding the eyes) and thereafter apply the madder-lake paint mixture onto the lips. But as 

the casein-binder did not allow for any second applications, this could not be done. The skin paint 

therefore had to be applied to the edges of the lips, which were then given a different layer, making 

the transition from skin to lip surface unnatural and contrasting. The visual result is therefore a very 

red lip, looking (in my opinion) too much like lip-stick and very little like a natural, pink mouth of a 

young man (B:170).  

 

In the future it would be interesting to reboot the experiment with a redefined overall aim. The 

experiment presented in this section would thereby represent the first phase of a larger project, 

focussing exclusively on reconstructing the preserved paint remains documented on the original 

using historical pigments and binders, and less so on obtaining a specific visual end product. While 

I agree that such an emphasis is essential to the overall research into ancient sculptural polychromy, 

I must admit that I regret that the visual end result is everything but pleasing.  

The reconstructions produced, in particular the physical ones, have a powerful impact on scholars 

and the generally interested public who visit the museum galleries. As stated at the beginning of this 

Appendix, I do not believe that neither should linger too long at the visual appearances of any 

reconstructions, but rather seek to understand and learn from the processes determining how they 

came to be as they are. Chances are that their looks are determined by the limitations which the 

research into sculptural polychromy, in its current state, provides the experimental research 

projects; in particular those that insist on gravitating towards the controlled processes. However, 

while acknowledging that the visual result has its strength, I would like to have the reconstruction 

of the youth re-made with the prime purpose of creating a visually pleasing end result. Such an 

experiment would not follow the same premises as posed for the experiment described above, but 

would include using modern application techniques and materials. Such an experiment would 
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therefore rely on the artistic agency of the painter, and his ability to interpret the results from 

examinations of the original. Hopefully this can be done in the future. 

 


