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Greece & Rome, Vol. xlv, No. 1, April 1998 

THE 'PROBLEM' WITH NUDE HONORIFIC 
STATUARY AND PORTRAITS IN LATE 
REPUBLICAN AND AUGUSTAN ROME' 

By TOM STEVENSON 

In his seminal work, The Power of Images in the Age of Augustus, Paul 
Zanker wrote of a problem with nude honorific statuary in Late 
Republican Rome and of 'conflict and contradiction' in the style of 
Roman portraits during the same period.2 The 'problem' was a matter of 
nudity and style; it also had a moral dimension. Under political or social 
pressure, there was a tendency at Rome to express the effects of cultural 
change in moral terms: viz., literary works concerned with political or 
social attitudes of the Romans tended to describe elements like luxuria 
and adulatio ('luxury' and 'sycophancy') as 'Greek3 and decadent in 
contrast to good, honest, 'Roman' values and traditions, such as virtus 
('courage'), fides ('good faith'), and pietas ('devotion').4 Taking his cue 
from such attacks on aspects of the hellenization of Rome, Zanker gave a 
moral dimension to the 'conflict and contradiction' he discerned in the 
style of Roman honorific statues and portraits of the second and first 
centuries B.C.5 This idea that art can express moral values, even moral 
conflict, is of great interest and fundamental significance. The present 
paper focuses upon the way Zanker applies it to Late Republican statues 
and portraits in the light of recent scholarship. In particular, it will be 
argued, firstly, that the form of the art does not really make sense if there 
was as much conflict with Greek ideas and styles as generalizations from 
the literary sources might imply; secondly, that a nude or partially nude 
portrait statue of a living noble or emperor was not as problematic at 
Rome as is commonly believed; and thirdly, as a consequence, that 
Zanker's views about moral conflict in the style of Late Republican 
statues and portraits, and about the stylistic resolution of this 'conflict' 
under Augustus, should be substantially modified. 

Other scholars have preferred to stress ambivalence rather than 
conflict when writing of the cultural mix of the Late Republican and 
Augustan periods. This forms part of a larger discussion of political style 
and cultural change. Andrew Wallace-Hadrill has identified ambivalence 
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as the key to the Principate. The emperor was part-Hellenistic king and 
part-Republican magistrate. Augustus aimed at a deliberate, studied 
ambiguity, which had the effect of satisfying the enthusiastic aspirations 
of the plebs while soothing the Republican sensibilities of the upper 
classes in particular, who were required to assist in the business of 
governing the vast empire.6 This theory of deliberate ambivalence assists 
greatly in understanding the range of imperial behaviour and the form of 
the imperial image: in some social settings the ruler must display his 
godlike power to its fullest extent (to justify his pre-eminence and 
overawe dissenters), but in other settings he must be human and 
approachable (e.g., to listen to petitioners). Karl Galinsky's new book 
Augustan Culture has much in common with the approach of Wallace- 
Hadrill, especially in its stress upon evolution, experimentation, and 
ambivalence. Galinsky, on the other hand, does not agree that the 
'ambivalence' was indeterminate because by this term he means an 
intentional multi-referentiality or 'polysemy' that is not subject to 
connotations of uncertainty.' Galinsky's Augustus was a moral catalyst, 
energizing and reacting to a cluster of evolving moral ideas in a manner 
that gave Augustan culture its extraordinary vitality and lasting influence. 
He was Roman auctor (a leader exercising moral influence) rather than 
modern dictator; there was no 'propaganda' or 'ideology' in the pre- 
scriptive, programmatic modern sense. He intended viewers of (say) the 
Prima Porta Augustus to work their way through as many possible 
interpretations as they could, even contradictory ones, but to be guided 
ultimately in the generally approved direction by a clear overall meaning.8 

Zanker and Galinsky share similar ideas about, e.g., the lack of 
specificity in Augustan art, the absence of narrative content, and the 
absence of propagandists in Augustan Rome,9 but Galinsky's emphasis 
upon ongoing ambivalence, polysemy, even contradiction in Augustan 
literature and art, is really quite different, for it is a central tenet of 
Zanker's work that following the 'conflict and contradiction' of the Late 
Republic the image of Augustus was purged of its stylistic and moral 
ambiguities after 27 B.C., that the visual language of Augustan Rome 

expressed in clear terms the aims and spirit of the new regime, and that 
old tensions had been resolved perfectly with the introduction of a new, 
'Classical' artistic style. Thus we have the single greatest divergence of 
scholarly opinion in this field in the past decade and it deserves attention 
for this fact. A number of reviewers doubted this aspect of Zanker's 
argument early on,'o and Galinsky's direct opposition rests on almost a 
decade of reaction. Nonetheless, Zanker's views on art having a moral 
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dimension, on visual language in a sense that transcends individual 
pieces, and on the absence of propaganda in Augustan Rome continue 
to command widespread support. Moreover, there are striking features 
of the reaction that make one wonder about the possibility of over- 
statement: intentional polysemy; ambivalence but not uncertainty; no 
prescriptions, no propaganda. All these features and more call for 
continuing appraisal when considering the honorific statues and por- 
traits of the Late Republic and Early Empire. 

(i) The 'Veristic' Image of the Roman Republic 

The question of 'realism' has loomed large in portrait studies which 
compare Greek and Roman styles, a major reason being that whereas 
Roman portraits of the Late Republic usually look between 40 and 60 
years old, Hellenistic kings usually look between 20 and 25 and are 
depicted in a generally softer style." Italian traditions notwithstanding, it 
is now accepted fairly generally that Roman Republican portraiture 
owes much to the Hellenistic world and that Roman nobles chose to 
have themselves represented by Greek artists'2 in the most wizened (one 
hesitates to say 'realistic') of the many styles that were available to 
them.13 In a period of conflict with the Hellenistic kings it can be seen as 
a response to the Hellenistic royal style and a commitment to shared 
aristocratic values. So-called 'veristic' portraits are commonly associated 
with imagines maiorum (ancestral masks), which were displayed in a 
variety of contexts, notably at noble funerals,14 Yet it is perhaps more 
fruitful to think of the severe lines, blemishes, and wrinkles not as 
elements derived from death-masks but as expressions of a system of 
values, a mode of thought.'" In other words, the 'veristic' portraits are 
themselves idealizations that illustrate the traditional values of the noble 
families (the idea of strenuous state service seems prominent): 

... the pattern recurs too often and too uniformly .... Ostensibly individualized portraits 
become part of a collectivity. ... Roman aristocrats adopted this genre to express 
resolute devotion to the mos maiorum, the rigors of public service, and the solidarity of 
the ruling class.'6 

(ii) Images of 'Conflict and Contradiction' 

The unprecedented wealth and opportunity associated with eastern 
conquest produced a set of political and social tensions which came to 
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be expressed in cultural and moral terms as part of the hellenization of 
Rome. The Elder Cato proved unusually adept at dealing with these 
forces, carefully distinguishing 'Roman' from 'Greek' and 'superior' 
from 'inferior'.'7 Zanker argues that such tensions are reflected in the 
portrait art of the Late Republic."8 The point deserves a moment's 
reflection. Can works of art express the moral values of a particular 
culture? It is generally agreed that art is indeed a means for articulating 
values and fundamental truths of a society in a way that cannot be 
matched by other cultural media, such as literature.'9 Can works of art 
express a situation of moral conflict, such as arose during the helleniza- 
tion of the Romans? Once again an affirmative answer is possible, 
though here it might pay to be more guarded. The statue of a Roman 
general from Tivoli, for instance, is almost certainly by a Greek sculptor 
(fig. 1). The cuirass which serves as a support for the left leg gives a 
clear message of success in war; the drapery around his waist, which 
some see as a military cloak,20 perhaps does likewise. Yet the subject is 
portrayed in heroic semi-nudity. This is quite striking in view of literary 
sources which record a Roman attitude against public nudity,21 appar- 
ently because it could be associated with such things as the gymnasium, 
the symposium, ecstatic practices, homosexuality, and potential decline 
in Roman martial valour.22 On one level, the statue evokes the long 
tradition of Greek nude statues depicting gods, heroes, athletes, and 
kings. Such statues became familiar in Rome and Italy, and identifiable 
as Greek, from the triumphs and booty of generals such as Aemilius 
Paullus and Lucius Mummius - not to mention the depredations of 
governors like Verres.23 Certainly there were naked athletic contests at 
Rome, 'Greek games', but these were not the point. The reference is not 
to life;24 it is to Greek modes of representation and the evolving ideas 
behind them. The nudity of a statue is obviously different from that of a 
living man.25 

To modern sensibilities the idealized torso contrasts markedly with 
the severe austerity of the 'veristic' head. It is probably not wrong for us 
to see, or to think that a Roman viewer could likewise have seen, 'Greek' 
combined with 'Roman' in this piece, as if the head from a togate statue 
has been placed upon a Greek statue of classical proportions (not an 
impossible procedure in a Roman context). Other examples of this kind 
of combination have survived, among them the well known 'Pseudo- 
Athlete' from Delos (fig. 2), and the 'Foruli General' from a town in 
central Italy (fig. 3). These examples, the latter a general because of his 
sword strap, the former probably a businessman or slave-dealer, are 
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1. Statue of a Roman general from the Temple of Hercules at Tivoli, c.75-50 B.C. 
Museo Nazionale delle Terme 106513, Rome. H: 1.94m. Photograph: German 

Archaeological Institute at Rome, neg. 32. 412. 

stark naked, whereas the genitalia of the Tivoli General are covered by 
drapery. One explanation for this runs thus: 

Gone is the bold total nudity of the Pseudo-Athlete fashioned on Greek soil; in the 
Roman orbit modesty generally prevails.26 

Another explanation, more general in application, states that: 

This kind of 'half-drapery' was of course not a real garment worn in life. It was simply an 
artistic device for the coy Romans to have the best of both worlds. They wanted the 
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2. The 'Pseudo-Athlete', probably an Italian negotiator (businessman), from the 'House 
of the Diadoumenos' on Delos, late 2nd or early 1st Century B.C. National 

Archaeological Museum, Athens, inv. 1828. H: 2.25 m. Museum photograph. 

elevated tone of classical nudity but without full exposure. The half-draped (or half- 
naked) statue was a popular compromise, satisfying both modesty and a need for 
variety.'27 

Yet the 'Foruli General' is a stark naked Italian piece, and it was surely 
Roman nobles who set the fashion in this field, rather than Italian 
businessmen or municipal notables.28 So the true picture is a little more 
complicated or nuanced. We could think that the half-draped statue 
does not so much reject complete nudity as exploit further nuances of 
meaning or maintain ambivalence: viz., it looks to add a dimension or 
stimulate interpretation rather than subtract or reject in an absolute and 
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3. The 'Foruli General', National Museum, Chieti. Photograph: German 
Archaeological Institute at Rome, neg. 67. 841. 

final way. Our perceptions have perhaps been shaped more than is 
generally realized by the random pattern of survivals and the assumption 
of attitudes towards nudity that are not truly Roman. Literary sources 
speak of countless statues of Roman magistrates and imperatores, in 
various guises or genres.29 The subjects evidently wanted to combine a 
mastery of traditional Roman values with the best of Greek values 
(especially when notions of 'civilization' were constructed largely with 
reference to Greek norms and achievements).30 Such a combination 
probably did carry the potential for conflict and tension, for talk of 
decline, decay, and the undermining of Roman values, if viewed from a 
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hostile perspective. No such hostility directed in particular against 
statues of this type is recorded, though Cato poked fun at the preten- 
sions of the many unknowns who were portrayed in statues (Plut. Cat. 
Mai. 19), and he was angered by those who prized Greek statues and 
laughed at the terracotta antefixes of Roman gods (Livy 34.4.1-4). 
Hostility was a possibility at times when Rome's imperial status was 
perceived as being under threat, or when private interest seemed to 
outweigh public duty. The point is that it was more the product of 
unusual political or social pressure than a matter of consistent resistance. 
It is becoming clear that statues with the 'combination' quality of the 
Tivoli General were set up throughout Rome and Italy in the second and 
first centuries B.C.31 The degree of hellenization, the style, the ubiquity 
of them cannot be explained if they were unequivocally problematic. 
Such statues were capable of a wide range of evocations. 'Greek' and 
'Roman' dimensions are by no means the only ones, or the main ones, or 
even inevitable. They seem to have been quite positive in their 
connotations: 

There is no reason to believe that Romans would have found the conjunction of an 
idealized body and a realistic head particularly jarring. The statuary served a purpose, it 
can be suggested, that a Roman and Italian citizenry readily understood. 

.... 
the repeated 

representation of personages in that mode has the effect of a collective vision. ... The 
leaders conquered an empire in the vigor of their youth and governed the res publica 
through the wisdom of their experience.32 

Nor would vigour and wisdom have exhausted the range of positive 
associations. Noble rapacity and competition meant that talk of simpli- 
city, tradition, and altruism could hardly do more than relate to an ideal, 
even if the ideal had considerable moral power. Widespread acceptance 
of such styles in turn modified their meaning and potential for conflict. 
A viewer's perspective and circumstances made the difference. Cer- 
tainly, in the normal run of events, what was to be gained from such 
statues clearly outweighed potential drawbacks. 

Less obviously a combination of styles is the famous naked ruler from 
the Terme Museum, whose portrait features are treated with tempered 
realism rather than precise individuality. Zanker thinks it represents a 
Roman general and not a Hellenistic king (fig. 4). There is continuing 
debate but subsequent studies have not accepted this characterization.33 
It is hard to see the embodiment of forceful energy and vigour that is the 
Terme Ruler taking a seat in the Roman Senate. If indeed this statue 
represents a Roman, he would be expected to wear his toga and come 
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4. The Terme Ruler, undiademed prince or dynast, bronze, 3rd-2nd Century B.C. 
Museo Nazionale delle Terme, Rome, inv. 1049. H: 2.2 m. Photograph: German 

Archaeological Institute at Rome, neg. 66. 1686. 

down to lifesize in the Senate - the very embodiment of Rome's national 
image and tracidtions - and to eschew the pretensions of the defeated 
East. Of course, it is precisely in such a setting that tensions would be 
heightened. Therefore, as long as the Terme Ruler could avoid this kind 
of setting and its associated attitudes, it is likely that he would have had 
much to offer as a statement of Roman power - even if a (defeated?) 
Hellenistic king, prince or dynast is in reality the subject. 

In general there is something persuasive about the idea that art has the 
potential to express tensions engendered by the process of acculturation. 
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Yet it must be stressed that there is nothing immediately or inevitably 
worrisome about the presence of Greek styles and values in a Roman 
context. The distinction between 'Greek' and 'Roman' becomes increas- 
ingly arbitrary, though apparently always possible and lastingly powerful 
at times of stress. Influences went in both directions: members of the 
philo-Roman ruling classes in the Greek East, for instance, showed a 
readiness to represent themselves in veristic style under Roman influ- 
ence.34 A variety of options were available to 'civilized' people. 

Therefore, largely as a consequence of the arbitrary and imprecise 
nature of such distinctions, Zanker's schematic picture of how the 
tensions relate to the art is problematic. He believes that 'Hellenistic' 
images like the Terme Ruler were purged under Augustus because they 
were identified with forces undermining Roman tradition - forces of 
immorality, of subversion, of Asianic excess in contrast to Attic 
dignity.35 Instead, more traditional, upright attitudes and values were 
expressed by 'Classical' images,36 which were voluntarily and spon- 
taneously internalized by the Roman people and then universalized 
throughout the Empire. This process was not 'propagandistic' in the 
sense of coercion from above.37 In this thesis the familiar 'Greek' vs. 
'Roman' dichotomy appears to have become one that is 'Asian' vs. 
'Attic' or 'Hellenistic' vs. 'Classical', viz., with 'Attic' and 'Classical' 
being compatible with 'Roman' traditions and values. 

But what is 'Hellenistic'? Zanker does not define the term, and it is a 
modern rather than an ancient invention. He sees it as distinct from 
'Classical', but this is to obscure the eclectic tastes of the Hellenistic age 
in which classicizing and archaizing styles featured. In fact, reading 
between the lines, 'Classical' is fifth-century Athens. For 'Hellenistic' he 
seems to have in mind a restricted set of images, like the blatant nudity 
of a proud ruler, troubled faces at moments of heightened emotion, and 
battle scenes in the manner of Pergamon rather than Athens. It is almost 
as though 'Hellenistic' is what the cool and dignified Prima Porta 
Augustus, Via Labicana Augustus, and Ara Pacis are not (testimony 
to their survival and influence).38 Yet in art historical matters terms like 
'Hellenistic' appear to be used in both a chronological and a stylistic 
way. In other words, it can be applied to any work produced during the 
period regardless of its elements and style, and sometimes it can be used 
in a comparative sense for that which is distinctive about the style of the 
period. In what follows, an attempt will be made to use 'Hellenistic' in its 
comparative stylistic sense. Even in this more limited sense, however, 
Zanker appears to have been too restrictive or subjective because there 
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are other images and elements that might be described as distinctly 
'Hellenistic' in style, even if the degree to which they are 'distinct' 
remains at all times debatable.39 The process of acculturation is not a 
matter of layers. Can you really strip a 'Hellenistic' layer away, or pick 
out 'Hellenistic' elements from works which were developed at Rome 
over a considerable span of time? Obviously not, for culture is a 
dynamic, evolving, perpetually changing entity. Once again, it is 
preferable to think that the hellenization of the Romans did engender 
ideological polarities (Greek vs. Roman, new vs. old, East vs. West, 
monarchical vs. republican, excess vs. restraint, etc.) which could 
become problematic in practice but were not normally so. In seeking 
to link such subjective polarities to a stylistic dichotomy, itself the 
author's subjective creation and not attested in the ancient sources, 
Zanker has been overly schematic, falling prey to the ambivalent Roman 
attitude of normal acceptance but occasional rejection under political or 
social pressure. It is better to accept the ambivalent mix with all its 
apparent (to us) contradictions. 

Portraits of Pompey and Caesar avoid the extreme severity of the 
veristic tradition. Some see in this an attempt to project calm and 
moderation in turbulent times;"4 it might be a product of the autocratic 
power they wielded in contravention of traditional aristocratic power- 
sharing (so that their portraits distinguish them from the aristocratic 
tradition which promoted civil strife). Whatever the reason, the results 
are evocative of a variety of styles and ideas. Pompey at times modelled 
himself on Alexander,41 and his Copenhagen portrait is often cited as 
evidence, emphasis being laid upon its hairstyle, heavy brow, and 
unshaven cheeks (fig. 5). Though not wrong,42 this has probably been 
overdone. The overall impression is different from that gained from 
Alexander's portraits, and the various individual elements turn out to be 
problematic: the wiglike hair is lifted at the front but not centrally parted, 
the gaze is more down than up and is hardly melting, and the unshaven 
cheeks are pudgy in sympathy with the swollen nose. Some see a 'placid, 
kindly mien',43 but a resolute (though not really menacing) glare is 
possible too. Once again, the ambivalent mix of idealism and realism in 
this head must be understood in ideological terms, rather than in terms 
of aesthetics or forensic accuracy.44 The stone image is not like a 
photograph. This is why the Copenhagen head is so different from 
one in Venice (fig. 6) which Jocelyn Penny Small identifies as a public 
image.45 The latter has the Hellenistic turn of the head and melting gaze, 
and is more youthful and idealized than the Copenhagen head, which is 
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5. Marble portrait head of Pompey, 1st Century A.D. Copy of an original from c.55 
B.C. Ny Carlsberg Glyptotek, Copenhagen, inv. 597. H: 24.8 cm. Museum photograph 

Uo Selsing). 

possibly from a family tomb discovered near the Porta Pia in Rome.46 In 
the absence of any indication as to date, a public/private distinction 
might be of value, but there were ideological points to be scored through 
the use of a variety of images, as with the Tivoli General and the Terme 
Ruler. The setting (whether public or private) might not have ruled out 
one or the other head (which is not to say that factors like setting and 
function are without influence in determining choices of style). If the 
kind of combination illustrated by the Tivoli General was appropriate 
for the Temple of Hercules, then the combination of elements in the 
Copenhagen head should have been appropriate for other than private 
settings. 

In similar vein, images of Caesar can combine a sparse covering of 
hair with a detached (or ambivalent) countenance (fig. 7); and Caesar, 
as is well known, was the first living Roman to have his portrait stamped 
on the coinage in Rome - in response to coins issued by Pompey's sons 

bearing the image of their father (fig. 8). The image is more severe than, 
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6. Head of Pompey. Museo Archeologico, Venice, inv. 62. Photograph: 
Soprintendenza Archeologica per il Veneto, Padova, neg. 1889. 

but obviously owes much to, the Hellenistic tradition of ruler portraiture 
on coins: Caesar's right-side profile is given, he has bulging eyes, a 
slightly upward gaze, and a fair amount of hair, if perhaps a little thin on 
top. The portrait shows a (laurel) wreath instead of the royal diadem. 

(iii) Stylistic 'Resolution' in the Augustan Age and Beyond 

It seems plain that the visual images retained an ambivalent or poly- 
semous quality in the Augustan age and beyond. The case for stylistic 
'resolution', for the purging of ambiguities, is not strong. This applies to 
imperial portraits, even though no naked statue of Augustus has 
survived at Rome from the period of his lifetime following 27 B.C.47 
The Prima Porta Augustus (fig. 9) is no ordinary imperator: the serene 
countenance but slightly pudgy features, the divine presidency over the 
scene of handover of the standards, the military cloak (paludamentum) of 
Julius Caesar,48 the bare feet (absence of a general's boots), the Cupid 
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7. Portrait of Caesar the dictator near the end of his life, balding, from Tusculum, 
c.46-44 B.C. Castello di Aglie, Turin. Photograph: German Archaeological Institute 

at Rome, neg. 74. 1565. 

on the support referring to Venus, the dolphin perhaps evoking naval 
victories (if not a further reference to Venus-Aphrodite, who was born 
from the sea). The Via Labicana Augustus, veiled and togate, might 
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8. Denarius of Caesar, early (Jan.-Feb.) 44 B.C. British Museum BMC RR 4135. 
Museum photograph. 
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9. Marble statue of Augustus from the Villa of Livia at Prima Porta, Tiberian marble 
copy, c.A.D. 20, of a bronze original, c.20-17 B.C. Vatican Museums, Braccio Nuovo, 

Rome, inv. 2290. HI: 2.03 m. Photograph: Musei Vaticani, neg. XXXIV.1. 18. 

seem the most civilian-like of images (fig. 10). Yet one only needs to 
look at the Ara Pacis for togate figures - including Augustus himself49 - 
in combination with images of fecundity, fertility, regeneration, divine 
patronage, epic ancestry. The emperor's priestly and sacrificial roles 
cannot be distinguished from his role as state benefactor.50 

Furthermore, the nudity and 'discordant' combinations of the Late 
Republic continue. A colossal statue of Agrippa, which Zanker is forced 
to date around 30 B.C. (i.e., deliberately prior to his great turning point 
of 27 B.C.), stands unashamedly naked (fig. 11). So does a soldier 
(admittedly deceased) of the late first century B.C. who is represented 
on a funerary relief (fig. 12). There must also be a question about the 
date of such a work as the Boston cameo which shows a male youth, 
naked except for the flowing cloak (chlamys) wrapped around his upper 
arms, riding over the waves in a chariot drawn by hippocamps (fig. 13). 
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10. Togate and veiled statue of Augustus from the Via Labicana. Museo Nazionale 
delle Terme, Rome, inv. 56230. Photograph: German Archaeological Institute at Rome, 

neg. 65. 1111. 

The male has been conventionally identified with Octavian and the 
cameo assigned a date soon after Actium. Robert Gurval, however, is 
not absolutely convinced of either the identification or the date. In 
addition, he talks of the image as possibly representing 'Augustus' (i.e., 
he doesn't necessarily see the youthfulness of Octavian) and argues that 
such images had lasting appeal and were able to be applied to more than 
one specific event. The likelihood is that such a scene could have been 
applied consistently to Augustus from the time of the naval victory at 
Naulochus in 36 B.C.s5 There is also, for example, the Ptolemaic cameo 
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11. Statue of Agrippa, naked, with the powerful physique of a Hellenistic ruler. Museo 
Archeologico, Venice, inv. 1723. H: 2.17 m. Photograph: Soprintendenza Archeologica 

per il Veneto, Padova, neg. 1854. 

of a semi-naked 'Octavian' enthroned alongside Roma.s2 Once again, 
the identification with 'Octavian' and the date prior to 27 B.C., while not 
at all unreasonable, reflect assumptions that should be questioned. Even 
Zanker himself dates the Gemma Augustea to c.A.D. 10, though it 
shows Augustus enthroned and naked to the waist and is commonly 
assigned to the early part of Tiberius' reign.53 The thesis that Augustus 
rejected a naked image of himself after 27 B.C. has probably been 
overstated. Taking advantage of the possibilities offered by the cuirass of 
the Prima Porta statue, or by the toga of the Via Labicana statue, is not 
necessarily the same as rejecting a naked form. 
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12. Funerary relief of a soldier, portrayed in heroic nudity, from the Via Appia, Rome, 
late 1st Century B.C. Photograph: D. E. E. Kleiner and F. S. Kleiner, 72.1.5. 

Moreover, there are naked statues of later emperors which make sense 
as a progression if we drop the reflex assumption that nudity was not 
quite appropriate at Rome during an emperor's lifetime.54 A statue of 
Tiberius holds a spear and stands naked except for the garment around 
his waist (fig. 14). Zanker sees it as a posthumous work and emphasizes 
its classical proportions.5" Certainly, it is reasonable to connect nudity 
with the gods and hence to think that the emperor must be divus. There 
are a number of nudes of Augustus which seem reasonably interpreted 
as posthumous works."s The bare feet of the Prima Porta statue have 
prompted the thought that what we might therefore have is an updated, 
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13. Sardonyx cameo (agate intaglio) depicting 'Octavian' as 'Neptune', riding over the 
waves in a chariot drawn by hippocamps, 'trampling the head of an opponent', from 
Hadrumetum, Tunis. L: 0.021 m. Museum of Fine Arts, Boston, inv. 27.733. Francis 

Bartlett Donation. Museum photograph. 

posthumous model on which the general's boots of the original have 
been removed."7 Yet the link between nudity on one hand, and death, 
deification, derangement or a growing autocratic style on the other, is 
not inevitable. The partially naked Vatican statue of Claudius in the 
guise of Jupiter is well known (fig. 15). Made in a Roman workshop and 
deriving from Lanuvium, this colossal portrait statue shows the emperor 
wearing an oak crown and with a sceptce in his (restored) left hand. His 
(restored) right hand now holds a patera (libation bowl) but originally 
seems to have held a thunderbolt. At his foot sits Jupiter's eagle. A 
completely nude statue of the same emperor from the theatre of 
Herculaneum was 'put up in Claudius' reign'.s A young male with 
bare torso from the shrine of the imperial family in the 'Macellum' at 
Pompeii has recently been identified as Britannicus.59 It need not be 
posthumous, though the window of opportunity is certainly small, for 
the shrine seems to have been built soon after the deification of 
Claudius.60 The sum total, at any rate, does not look like stylistic 
resolution or the purging of 'Hellenistic' elements, including problem- 
atic nudity. The Claudius statue from the Vatican, for instance, bears a 
noticeable resemblance to naked statues of the Late Republic like the 
Tivoli General in the idealized nude torso, the position of the drapery, 
and the less-than-idealized facial features. It might also be worth the 
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14. Statue of Tiberius holding an upright spear in his right hand, naked except for the 
mantle draped around his waist. Ny Carlsberg Glyptothek, Copenhagen, inv. 538. H: 

2.12m. Museum Photograph (Jo Selsing). 

trouble to envisage the Prima Porta Augustus without its cuirass, or to 
rest the cuirass on the support, and then to fit the result into this line of 
portrait statues. Zanker's argument about the purging of ambiguities 
must, it seems, fall, as should rigid ideas about such statues being 
posthumous works and not applicable to Rome during the lifetimes of 
Augustus after 27 B.C. or of other emperors. The thesis rests upon a 
flawed view of the hellenization process in the Late Republic, and upon 
Zanker's own stylistic preferences and conception of Augustus' attitude 
to nude honorific statuary. 
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15. Claudius as Jupiter. Vatican, Rome. Photograph: Musei Vaticani, neg. 
XXXIV.25.23. 

Therefore, if the images are not unambiguous in the manner Zanker 
suggests, can we accept his further argument about the acceptance of, 
the successful internalization of, the new visual language as an expres- 
sion of Augustus' moral and cultural programme? Is Galinsky's view 
preferable that a strong authorial centre guided the interpreter of a work 
of literature or art in the generally approved direction? There must be 
some doubt about both these views. The earlier political and social 
opposition to Greek luxuria and adulatio did not end. You only need to 
count Tacitus' references to adulatio or adulatio Graeca, noting his 
critical tone (e.g., Ann. 6.18.2), and then read Juvenal and Petronius' 
Satyricon, to see the persistence of these elements into the Imperial 
period. They were not resolved as Zanker may lead you to believe. We 



66 NUDE HONORIFIC STATUARY AND PORTRAITS 

are left with an evolving political and social framework in which tradition 
(itself continually being redefined) may yet run up against discordant 
elements identified as eastern imports and thus downgraded in cultural 
and moral terms. Tensions were not resolved. Augustus may even have 
increased rather than decreased the tensions by infringing on opportu- 
nities for aristocratic self-expression in the socio-political sphere 
(whether entirely his fault or not). This in turn would have created a 
new set of conflicts and tensions.61 

There is much to admire about Zanker's book (and the fine scholar- 
ship it has produced in its wake): his argument that art may reflect moral 
and cultural values; his emphasis upon social context and his conception 
of 'visual language' in a coherent, all-embracing sense. These insights 
are not undermined by the fundamental argument of this paper. Never- 
theless, there was not the kind of moral conflict and stylistic tension in 
the nude honorific statuary and portrait art of the Late Republic that 
Zanker saw because the hellenization process operated differently to the 
way he conceived of it.62 
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NOTES 

1. See the Bibliography for authors referred to by name only in the notes. 
2. Zanker, Chap. 1: 'Conflict and Contradiction in the Imagery of the Dying Republic', 5-31 

(esp. 5-11). 
3. e.g., Cic. Verr. 2.2.7; Flacc. 71: Graecorum... luxurias ('luxuries of the Greeks'); Tac. Ann. 

6.18.2: adulatio Graeca ('Greek sycophancy'). 
4. Lind; Lintott; Levick. 
5. Zanker, esp. 5-11. 
6. Wallace-Hadrill (1982). 
7. On polysemy: Galinsky, 12, 231 ('escape into indeterminacy is a last and rare resort'), 258, 

261 n. 97. 
8. The Prima Porta Augustus: Zanker, 98-100; Galinsky, 24-8, 155-64. Clear overall meaning: 

Galinsky, 83, 141, 142, 149, 175, 225, 231, 258, 312, 370-5. 
9. cf. Zanker, 338: 'Nothing was explicitly prescribed, nothing supervised, and there were no 

advertising campaigns.' 
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10. Wallace-Hadrill (1989), 163-4; Waywell, 187. 
11. Smith (1988), 129-30; Galinsky, 165-6. 
12. The fact that Greek artists were responsible should be given emphasis. It does not, of course, 

mean that Italian artistic traditions (much less values) failed utterly to influence the kinds of 
instructions that Roman patrons gave to the artists. The Italian background is described fully in 
Breckenridge; cf. Gruen (1992), 156-9, on the inadequacy of indigenous sources of the veristic style. 

13. Stewart, 73-8; Smith (1981); Smith (1988), 117, 125-30; Smith (1991), 255-61; Gruen 
(1992), 152-82; Kleiner, 31-40; Robertson and Pollitt, 71-3, 77-86, 91, 101-2; Walker, 72-82; 
Galinsky, 164-6, 335-7. 

14. Noble funerals: Polyb. 6.53-4; Diod. 31.25.2; Dion. Hal. 7.72; Wesch-Klein, esp. 41-52. 
15. See Gruen (1992), 155-6 and Flower, 32-59, for excellent discussions which, in contrast to 

the general tendency to conflate them, distinguish between death-masks, wax imagines as magistrate 
portraits, and veristic portraits in relief or in the round. 

16. Gruen (1996), 220; cf. (1992), 170. 
17. e.g., Liv. 34.1-8 (against repeal of the lex Oppia), 39.40-4 (Cato's censorship); Plin. H.N. 

29.1.12-14 (against Greek doctors); Plut. Cat. Mai. 22-3 (against all Greek culture and learning). 
For a revisionist view of Cato's 'antihellenism', see Gruen (1992), 52-83. 

18. Zanker, esp. 5-8 (nude honorific statuary), 8-11 (portraits). 
19. For the view that art is not the mere reflection of literature, see Jauss, 14. For a good general 

introduction, see Walker, 16-27; cf. Galinsky, 165-6: 'The function of the Roman portrait was 
more than the mere reflection of a likeness. Rather, its aim was to convey an ethos.' 

20. Hannestad, Fig. 29; Gruen (1996), 219 and Fig. 3. 
21. e.g., Cic. Tusc. 4.70; De Rep. 4.4; De Off. 1.129; Cat. 2.10; Phil. 2.85-6; Vell. Pat. 2.83; Plut. 

Cat. Mai. 20.5; Dio 45.30-1. 
22. MacMullen, 429-34. 
23. Paullus: Plut. Aem. Paul. 32-4; Mummius: Paus. 7.16.7-10; Verres: Cic. Verr. 1.49-55. 
24. Smith (1989), 30. 
25. Gruen (1996), 219. 
26. Kleiner, 36 (on the Tivoli General). 
27. Smith (1989), 31. 
28. cf. Gruen (1992), 169; (1996), 219. 
29. e.g., Livy 40.51.3; Pliny H.N. 34.30; cf. Lahusen: Togati (46-50), Panzerstatuen (51-3), 

Ideale Statuen (53-6), Reiterstatuen (56-61), Statuarische Monumente auf Ehrenb6gen (61-5). 
30. The point about 'civilization' is made a number of times by MacMullen. 
31. Gruen (1992), 118-22; (1996), 218-19 and nn. 13-16, 20 for further references, especially 

to the Berkeley dissertation of Hallett. 
32. Gruen (1996), 219. 
33. Zanker, 5 and Figs. 1, 2; Smith (1988), 84-5, 164; Smith (1991), 19-20; Smith, in 

Boardman, 196 ('a non-royal dynast or more likely a Macedonian prince'); Galinsky, 163. 
34. Galinsky, 165. 
35. Zanker, 79-100. 
36. ibid. Chaps. 3-5, 79-238. 
37. ibid. Chaps. 6-8, 239-333. 
38. cf. Wallace-Hadrill (1989), 161: 'Perhaps we are misled by the chance of survival of the Ara 

Pacis.' 
39. cf. Robertson and Pollitt on Hellenistic art being more evolutionary than revolutionary in 

character. 
40. Giuliani, 200-1; Galinsky, 169. 
41. e.g., Plut. Pomp. 2 (Alexander's tossed-back hair). 
42. Kleiner, 42: 'the first surviving Roman portrait in the round that deliberately associates its 

subject with aV earlier historical personage'; cf. J. J. Pollitt, in Boardman, 244, on the anastole. 
43. Galinsky, 159. 
44. Giuliani, 97-100; Kleiner, 42; Galinsky, 169 ('Pompey's highly dichotomous image'). 
45. J. P. Small, 65-71. 
46. J. P. Small, 65 n. 49, discusses the uncertain links between the Copenhagen head and a group 

of first century A.D. portraits from a tomb on the Via Salaria belonging to the Licinii, who were 
relatives of Pompey. 
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47. For this argument applied in detail to portraits of Augustus, see Galinsky, 164-79. 
48. On this element, see Maggi; cf. Galinsky, 161. 
49. Zanker, Fig. 100a. 
50. Gordon; cf. Zanker, 126-9. 
51. Gurval, 13 n. 21, is not convinced that the cameo should be assigned to Actium, and prefers 

the view that the figure in the water is a Triton or marine deity rather than an opponent. 
52. Galinsky, Fig. 51: Ptolemaic cameo of a semi-naked 'Octavian' enthroned alongside Roma. 

Kunsthistorisches Museum, Vienna, inv. AS IX A. 79. 
53. Zanker, Fig. 182: Onyx cameo known as the 'Gemma Augustea', c. A.D. 10. Kunsthistor- 

isches Museum, Vienna, inv. AS IX A 79. 
54. In addition, see Hannestad, 105, for 'wrinkled female heads on Venus-like bodies 

.... 
the 

torso serves only to denote the political or social status of the person represented.' 
55. Zanker, 248-9 and Fig. 194. 
56. e.g., Smith (1989), 31; Boschung, Pls. 216-19. 
57. J. J. Pollitt, in Boardman, 246; Galinsky, 161. Note also the left-hand cuirassed figure of 

Drusus the Younger (?), Tiberius' son, from the Ravenna relief, which has bare feet, apparently 'to 
signify that the person is deceased' (Hannestad, Fig. 63). 

58. Smith (1989), 31. 
59. A. Small, 128-9 and Figs. 9, 10: Statue of 'Marcello', Museo Nazionale, Naples, inv. 6041. 

H: 1.9 m. 
60. Date of the shrine and identification as Britannicus: A. Small, 128-9. On page 128, Small 

writes: 'If this identification [as Britannicus] can be accepted, then the heroic characteristics of the 
image ... imply that this was a posthumous work, sculpted after he had been poisoned by Nero.' 

61. Wallace-Hadrill (1989), 163-4. 
62. I would like to thank Robert Hannah of Otago University and Erich Gruen of the University 

of California at Berkeley, who offered much helpful advice on an earlier version of this paper. Errors 
are of course my own. 
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