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Four large rellef—panels decorate the socle of -

.nthe mausoleum of the Julll at §t Rémy. a structure whlch [/

et g

can be dated on- archltectural and eplgraphlcal grounds to'

the perlod between 30 and 25 B.C. The battle scenes in

.t

: these reliefs are of partlcular 1nterest because they brldge
~the gap between monumental Hellenlstlc battle plctures and
early Imperlal battle rellefs. ) \’ .

. Although all the panels reflect a plctorlal herlt-:
age, two distinct traditions are obV1ous. The cavalry and 7
|infantry battleswof‘the north and west'panels belong-to a
%§ass .of monumental tableaux that were espe01ally popular-

in Hellenlstlc and Pergamene courts. The boar hunt and

death scene of the south and east panels, howewng belongu‘

to a cyclic tradltlon of mythologlcal representatlon that
may have reached Gaul from South Italy. Each of those two
panels encompasses two eplsodes -from a 31ngle legend in a

_ narratlve sequence, the partlcular eplsodes were Juxtaposed'L
because of thelr approprlateness 1n‘a'funerary context.,, '
However, because of the heroic nature of the battle scenes ._;t°?
many of the same plctorlal tradltlons characterlze both
the generic and thé’ mythologlcal panels. ' "—.’

o "~ Most of the ev1dence w1th1n the battle scenes of
the north west, and east panels conflrms a Hellenlstlc

date for the palnted comp031tions that 1nsp1red them. There -
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L is. no’ deflnlte ev1dence of contemporanelty in the armor

s A R Y , -
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- . : -

nor are there any . grounds for ass1gn1ng a blographlcal )

- 1nterpretat10n to any of these panels.; The- north and west

panels are generlc battleysceneSA but the'east panel 1s a

' spec1flc representatlon of the death of Tr01lus at the

]

hands of AchllleS° There are numerous Etruscan_and_SQuih _

Itallan comparanda to Justlfy thls 1nterpretat10n and to

v

..confirm.a South Italian context for plctorlal mythologlcal

cycles. . .
Even though ‘the St Rémy panels are rellef sculp-

ture, they adhere closely to the "grand plctorlal" tradl-,

‘tions,establlshed by their painted predecessors as is clear -
- from a comparison with the Alexander nosaic;_ Early Imperial”

' battle reliefs, however, undergo nume rous mﬁdifiéatiensrof

9

‘these tradltlons, modlflcatlons nece851tated by both

archltectural'and ;deologlcal considerations. Nevertheless.

the grand pictorial tradition can still be’traced through’

_the reign of . Trajan in a series 'of reliefs that includes

the fragmentary Mantua and Paléstrina reliefs, the reliefs
from the north and south sides of the attlc ‘of the arch at
Orange, draw1ng§ of a fragmentary rellef from “the now de-'
stroyed arch of - Claudlus, and “the great TraJanlc frleze,f

where»the grand plctorlal;stylerreaches its culmlnatlon. ,
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- INTRODUCTION

oo } v T The four relief panelsion the monnnent»dfkthe Julii-
. ' at St. Rémy are~particularly'noteworthyﬁfor:their pictorial o
effects and for their excellent state of. preservatlon.
Therefore, scholars over the years have been lntrlgued and
have proposed various theor;es\about the date,isubJects.~’ o
and 1nsp1rat10n of the compos1tlons.‘
| These panels are also worthy of study because they
combine old and new.tradltlons of compos1tlon. Both 11near
" and pictorjal perspective may be used within the same panel.
For‘eiample, the north panel at first giance seemsgtorree
" semble-the traditional Greek frieze with the flgures a;i‘
ranged.along a single groundllne agalnst a neutral back—
ground. In fact the horsemen in the panel move in ob-
lique lines. There is ‘the implication eof cons1derable o
depth,in the compos1tlon. In addition, almost all the
rfigures'arepsegh in'three—quarter or rear views; only
motif-N? is.seen in a“classic profile poset -Also, the
artist may use stacked or tiered’compbsitions’to convey -
thelfeeling of depth. In the west panel, for instance,
theré are several ranks of figures, with each recedlng

"rank placed sllghtly hlgher than the row in front of 1t.

~This arrangement creates a certaln depth for that panel.

8]
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.Flnally, 1n the south and east panels two dlstlnct epi-
sodes are 1ncluded 1n each comp051t10n. We must con51derv'
"whether thls duallty could be an attempt at narratlon on |

the part of the artist aﬁfflf there is any precedent for

such narratlon. , S I ‘yA

In thls study “we will® concéntrate on the three -

battle representations. iAfper-developlng-a clear under-
standing ofnthe pictorial-and compositional oualities of
these’ scenes, we will reldte. their tradltlons to Imperlal
battle reliefs that date from the Augustan period through
»TraJanlc times. These early ImperlalJrellefs w;ll not be
described in as minute d?tailvas'the Sf ﬁémy panels but

. will be examlned w1th the 1ntent10n of further establlshlng
.the trans1tlonal role- of" those prov1nc1al rellefsgan 1nter-

pretlng plctorlal artistic tradltlons.

-~

-

Therefore, in our study of the St. Rémy panels
we will be concerned prlmarlly w1th an exanlnatlon .of the
d‘compos1tlons and techniques of the panels as they relate
to pictorial precedents, such as the Aiexander mosaic. We
will not be concerned, for the most part, with_queStlons
tof'lnterpretationfor identification'of a particular scene
or character. However, because of the pronounced 1conog- -
raphy of the east panel, we will offer a spe01f1c 1nter-
pretatlon of its scenes. We w1ll examine the armament

flgural prototypes, and compos1tlons of the panels in an:

effort to determine a terminus post gquem for the orlglnals

from which these panels were adapted. After thoroughly .

- ! -
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*establlshlng the characterlstlcs of the St. Rémy tradl-
tions, we wlll look at several early Imperlal rellefs,=
1nclud1ng the fragmentary Mantua and Palestrlna frlezes,

““the‘atttc*reltefs~frem~the arch at Orange, the draw1ngs
of a fragment from the arch ‘of Claudlus, the batt e -scenes

on the column_of TraJan, and flnally the great Traaanlc

frieze on the Arch of Constantlne How dorthey differ oy

from and resemble the St. Rémy panels? What tephnlqu@s N
do they retain? What innovations do they make? By '
'answerlng these questlons we. w1ll have a fuller p1cture )
of the significance of the panel»rellefs at St. Rémy.
- Although the St. Rémy rellefs have been the sub-
Ject of a recent dlssertatlon (Columbla Unlver51ty, 1973)
by Fred Kleiner, further study of—the panels is necessary.
-_Klelner is. concerned prlmarlly with the degree to whlch
the St. Rémy artist was dependent upon Greek models. - He
fully establlshes the archltectural and cultural background

" of the panels and does much tracing of. SpeElflc motlfs in-

Greek palntlng. However, he does not explore the Etruscan

-«

A

or South Italian connectlons for the compos1t10ns nor does

he relate the St. Rémy tradltlons to early Imperlal rellefs. .
There are also several ‘areas, such as the 1conography of

the east panel and the identification of the p;___, in

whlch his 1nterpretat10n dlffers from the 1nterpretatlons'
offered in this study. Therefore,lthls work both re-

examines some of Kleiner's study and offers new. materlal/oxx

the 1mportance of the St. Rémy panels.
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:Therefore, only. a summary of’ pertlnent information will . Avl

‘development of Glanum as well;. a heflenlzed settlement

*CHAPTER I

TOPOGRAPHY, ARCHITECTURE, AND DATE :”
"~ A thorough study'of~the‘history and, topography of
the an01ent site and of the archltectural detalls of the
mausoleum of- the Julll has been presented by Henri Rolland

in his monograph and by Fred Klelner in hls dlssertatlon.1
L\

be offered,here.ﬁ Originally, the mausolgum\stood on the,
western ﬁomerium of the town of Glanum, which was located
between the Rhone and the Durance rivers. The présent
townﬂof St. Ré&my 1s mediaeval. 2 Both the mausoleum and

the arch adJacent to it (Illus. 1) stood along a road that

_ wag part of a maJér trade route from Italy to Narbonne and

Spain. The general area around the s1te has a venerable,

history, excavations have uncovered a. Celtlc sanctuary
that was llnxed to the Greek colony of Ma531lla (Marsellles)
as early as the sixth centupy. B. C. 3 ThlS contact w1th

Greek culture is evldent in the earliest ‘phase of the

ex1sted in the third and ‘second. centurles B.C. Archaeol-
ogical evidence for thls perlod 1ndlcate§ that Massiliote

families settled in Glanum during this era. An extensive




urbanlzatlon program produced a 1arge number of. Greek—"
" gtyle bulldlngs, 1nclud1ng a‘bouleuterlon and Dellan—type
dhouses. Greek artlsans and tradesmen flourlshed, How-
>ever, despite all thls Greekklnfluence there is in all the L

AN

sculptural remains from these c;nturles no eV1dence for a
Greek tradition of relief or statuary.y.k o vl
The hellenized settlenent.was supersedéd by a |
. romanized town. Roman legions entered theAarea around
125'B.Q. and were always presentrthereafter. They brodght' 2
&ew immediate cultural changes to the rgglon, exoept the )
repression of the local Celtl deities. When Julius Caesar
sacked the area EQ L9 B.C., éz; romanlzed phase ended and-
a "Gallo Roman" perlodfﬁegan 5 ADurlng thls penlod Latln
1nscr1pt10ns and Roman ‘coins bégan to appear in quantlty |
| for the/first timeié L1Vely building act1v1ty also ensued
. betweeﬁ'hb'B.C. and 20 B.C., addltlons to Glanum 1ncluded
a bath complex, a basilica, a forum, a triumphal fountaln
decorated w1th statues of captlves and reliefs of Greek ‘
arms, d the temples of Valetudo and of the Matres Glanlﬂ
ca¢7 : ' . 4 |
| After‘Augustus.consolidated his ruie in Italy in e ~ .
. , _é? B c., Narbonnaise‘Gaul enjoyed a new arfistic climater :
o 'lnsplred by the arrlval of Itallan artlsans and Imperlal
commissions. Prlvate and civic building progects also’
increased. According to Kleiner,“it was during this/period
thaf privately commissioned sculpture first abpeared; it

had‘pre;iously been unheard of to use family portraits in’
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funerary rellefs. but such practlce now became common.ai””4*

Glanum prospered throughout this flnal ‘phase, wthh lasted ‘
until the destructlon of the town in the thlrd century A D. J
Thanks to their 1sglated locatlon near the foot of

a mountaln, both the mausoleum and the arch were spared

_destruction. ,These monyments stand on a small, circular

plateau, wiﬁhrthejmausoleum situated approximately 12.5

'metefs south of the arch.10 Until Rolland;s'study,-schol-

ars generally assumed both edifices were built as a public -

monument in honor of Caesarls conquest of Gaul. A date
of 40 B.C. was suggested for the arch with a-slizhtly-
later date fof the rnausoleum.l,1 Howeger{ Rolland has
noted that the maus;leymfand thefarch'were=ndfvbuilt in a
parallel alignment or along the sides of avsquare as they

: . ) ,
would have been if they had been erected as complements in

S ~ : -
the same public memorial. Two different types of stone

were used, and the compositions and technical execution of "
the two sculptural decorations are very different. There
are no decorative figures common to the two monuments.12

General consensus now dates the arch to the earl§’yearS“

" of Augustus'rrelgn, perhaps ca. 20 B. C durlng Agrippa's

building program in the prov1nce..3 A sllghtly earlier <

date is likely for ‘the mausoleum, for reasons that will be

discussed later.14 Althdugh the arch is a civie monument,

1t is probable that the- mausoleum was bullt as a prlvate

\\

memorlaL for a prov1nc1al who had perhaps distinguished

~

himself in Caesar's campaigns, was rewarded with citigen-

~ e
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‘monumentalized in Syria; from Syria it spread to Asia Mi-

-

shlp. and who then adopted the surname "Jullus" in honor B
!’ 15 . /" - . . - —
‘of his benefactor. - _ . ’
: 7

A summary 1 ook at the phy51cal aspects of the
structure will produce some'ev1dence for its date. The

mausoleum consists of arlower cublc ‘base decorated w1th - .

faur large relief -panels, a medlan quadrlfrons, and an

upper tholos that shelters two statues under a conlcal

roof (Illus. 1). A 1ocal varlety of llmestone was used

—_—

as the -building material. The corners of the lower cube

-are oriented with the cardinal points of'the compass ;

the main, or northeast, face of the. structure is almost oo

parallel to the road that: passes under the arch. Because

‘ of the decreas1ng w1dth ‘of each of the three stages, the

'mausoleum presents a sllghtly pyramidal proflle;‘the base .-

L - @ . ,
is 4.09 meters wide, the guadrifrons 3.505 meters, and the =~

tholo§ (or rotunda) 2.92 meters. The total height of the .
16 W '

structure is 17.15 meters. .

-This basic architectural type appeared before ;

v

St. Rémy, and debate has raged over its origins. Rolland'

A

mentions the‘prehistoric-tumulus Which~may have been,

nor, Greece, and Italy, and from Carthage and Phoenicia to

North Africa.17' Several'rery'closefparailels exist in

" Italy, including theAMausoleumkof‘theilstacidii at Pom-

peii. a structure near Nettuno (riow badly damaged), two

-

tombs near Terni (now destroyed),'the mausoleum .at Fiumi-

cello,,and a tomb from the Via Annia near Altino. These
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monuments date mostly from the\%a%e Repubiicanﬂand early

Augustan pgrlods.is Slmllar structures are also found

. . LR
- S among the rock- cut tombs at Petra.19

and in at least one:

Pompelan wall-palntlng —This palntlng (Fig. 1), whloh

comes from the crxpta of the bulldlng of Eumachla, shows

N . a bulldlng with-a hlgh, undecorated socle set on a stepped
- base. The socle is crowned by an open rotunda’ that 1s’~

covered by a sloping.pyranidal roof.«rThis two-gtoried

structure is built wifnin an enclosnre_and in conjunction
with a double—walled_por'tico that is garlanded and closed _
fyfa gaté. Tne entire complex may have been_a funerary
monument.20 “Whatever its specifio origigs’may be, the

“monument.at St. R&My. in turn przbsbly serVedlas‘the prbtq-
ﬁyps\fﬁgﬂ:imilar structures in Belgium and Germany that -

. date ‘to the second ‘and thlrd centuries A. D.217

- Since the archltectural and sculpturalAaspects of Ky

22 only the - S

the base w111 be examined in the next chigter,
guadrlfrons and the rotunda w1ll be described here. Ths -
guadrlfrons was an excellent choice to accompllsh/a suc-
‘cessful/ﬁransiﬁion“from the solid massivéness,of.the cubic
base to,ﬁhs airiness of the open tholos.;z%f/follows a
square plan whose sides average 4.32 meters in wddth.

The averaéé height of this stage-is 6.045 meters.2> At

each of the exterior corners of the.quadrifrons is an en- , o

gaged column that is approximately 4.105 meters high and °
‘is engaged for one-quarter of its circumference. The lower

portion of each column is carved from the same block as‘

Uumi

“
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its base, which is COmposed of two toruses.” Aqgerding to
Rolland, such elements are characterlstlc of both Hellen—
'1st10~bulldlngs in. Glanum and Republlcan bulldlngs in

Ttaly.2¥

Each column is orowned by a "clas51cal" Corin-
thian cipltal, which Rolland_plades at the_emg of?a defi-
“ nité and obvious development from the oapitals'ogithe
Agrippan temple of Valetudo to. the Repuﬁlioan eXamples
from the nearby indigenous Sanctuary and‘a funef'afy'monu-—7
ment that once stood near the mausoleum. é However, G.
Charles—Plcard has argued most conv1nc1ngly that the
closest parallels for the capitalg of the mausoleum are to
be found on the temple of Apollo Palatinus, dated ga.. |
28 B.C.; and on the’afEn-at leini,‘dated gg; 27 B.C. Hia
'study'of other architectural details confirms this earller

S
date for the, quadrlfrons._ He would consequently date’ the

C. 26 Hlsrev1dence has been ’

rtemple of Valetudo to 39 B.
substantlated by Kleiner, who notes that the capltals are
.dlstlngulshed by a "Zw1ckelblute" that appeared flrst in
- Roman wall-palntlngs of the flrst century B.C. Addltlonal
Itallan egamples from the perlod between &o B.C. and the
.Vend of the century include the Ba81llca Aem;lla, the forum
of Caesar, and the’ temple of Saturn; the arches at Susa
and Aos%a; a funerary monument from ﬁaccafetolo;'and capi-
tals in Aquileia ang_'RawArenna'.Z/7 Another éooq cbmparieon
comes from the temple of~Divus,Julius, which waspvowed.in
42 B.C. and dedicated in 29 5.0.28 All—these”capitalg are
icarved in the"Seeond Triumvirate styfel, mhich is chap-

v




. S ,
acterized by brittle carving pf:tne leaVes and &/ bold théf@
play"o‘filightand'.shadow.z9 This styie was popular in the :
northern prov1nces by 30 B. C;m The'capitals at St Rémy fit'
into thempattern of develop’ent of. the type between 30 and

" 20 B.C.,2O - L ‘ -

PO .
Between the engaged columns are four pylon; that
serve as the walls of this stage.. An arched bay, whlch 1s
franed by two smooth pilasters and a . decorated archivolt,
opens in each‘faCade, The archivolts are’coyered with

acanthus leaves, stems, -and flowers that are executed in

very low relief. Because this relief is very linear, it

~is a probable indication of local workmanship- On the

keystones of the arches, heads of Medusa between two out-

stretched w1ngs are represented in very hlgh rellef.31

The entablature of the guadrifrons consists of a smooth
architrave, a decorated frieze, and a cornice. Tritons
and sea creatures adorn the frieze. On’the/northyest,

toutheast, and southwest ‘facades, two.winged tritons hold- .

' ing oars or clubs support a disk in the center of the panel.

-

Two,winged sea monsters in heraldic positions complete the
scene. Although the poses of the trltons vary, it seems
that in each case they are concelved of as the genii which

w1ll conduct the souls-of the dead to the underworld.32

A dlfferent concept is apparent on the northeast facade.

Here the center of the scene is held by a,wingleSS'triton
who brandishes a rudder over his head as he turns to the

right. He is battling the elements. .The corners of the v

Lol




lpanei.are”fi;led by. two more tritons whe repeat thebgesé

" ture as they turn to the,outside. Twe_wiﬁged'sea mone%ersz
:flahk the cenitral triton. Rolland notes that:these sea
monaters are 81m11ar, butiﬁgt 1dentlcai to creatures o;b

a denarlus\gi Sextus Pompey that was mlnted in 43)B c. 33 A
The dedlcatory insc 1pt10n, whlch w111 be discussed 1ater539f'”“”‘“
7 is inscribed in tﬁgfnortheast archltrave..‘rﬁ a ) o
Ten monolltﬁig\?orlnthlan columrs thafxare:eef on’
- a circular socle define e 01rcumference,ofrtherthblos; o
G. Charles Picard con31ders\%hese capltals "fully Augustan® . .
and thinks they could possibly date as late as the mlddleew
of the first century A. D. 35 However}\Klelner describes
“them as "the.elas31c f%alo-Hellenlstic\;ariapt of [the]]
Corinf@ian capital.;36 He cites numerous cemparaele_ex-
>-am§leaf including the capitaie of the basilica aﬁxfempe;i,

- the sanctuary of Fortuna at Palestrina, and the round.

£ - ) . Y

i

temple at TiVoli. as well as capita1s>from vaious .Pom- ‘
peian houses and from Naples, Rome, Selinus,- and Udine.B;\\\\
These comparisons as well as the existenee of earlier,‘
similar architecturalwexamgiesrfrom Italy refute’the»; )
theory of Charles-Picard that the tholos is a later addi-
tion.  The intercolumniations of thegtﬁolos vary from 0.41
to 0.51 meter. Both the flutes and the bead-and-reel deco-
ration of the astragals are fully worked for only three-
quarters of the 01rcumference of the columms. .The remain-

1ng quarter round is left roughly worked. At the upper end

. of the shafts, the flutes do not extend to the end of‘the'




column Ingtead, theyrterminate in aﬁcanbave‘méniscus, -
thus leav1ng a w1de band or "Halsman el” between the
flutes and the upper end of the shdft. Th1s dev1ce was_’/«

especially popular in Republlcan Italy and in the area"”“-a_n““"

around St. Rémy durlng the last third of the firs# cen--

- tury B.C. It may/haxe been/lntroduced by the 1nf1ux of

llghtnlng, numerous regpairs have been made -on the rotunda.,ﬂ_}
As a result much the orlglnal decoratlon and ‘some of ) e
the orlglnal d1mens1ons have been lost.39

Slmllar damage and restoratlon have also greatly

AY Y

altered the appearance of the two limestone statues that
stand under the rotunda.A The statues are of. equal 81ze,

> and the original heads have been mlssﬁng since before ?“'

-

157bf New\he\ds were added in 1777 and extens1ve-repa1rs

(U ]

1n u@ncrete were made after llghtnlng struck the pall olad
flgures in 1906 and ggaln in_ 1914, It is obv10us, however,

that the orlglnals were quite poorly worked; .the backs

were left. unflnlshed.uo

i

Fortunately, the dedlcatory 1nscr1ptlon on the -

northeast architrave_of the'quadrifrons ‘has fared well -

and is excellently preserved. It would have been visible'
to travellers g01ng into Glanum along the road that passed ;’
' under..the archA - The characters are O 13 meter hlgh ahd ‘

.-were perhaps originally filled with red paint. A,tran-,
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| scrlptlon geads: - T '”
" .SEX - L + M . IVLIEL - C . F --PARENTIBVS",'}sféﬁ:f_

In f?él. the Abbé Barthélemyraeciphéred the abbreviations
to produce the qulow1ngyzéad1ngz Sexftus! L§u01us2

" M(arcus) Iuliei C(all) £(ilii) parentibus. suels/) This
'—tn%erpre%a%isnf%n~QQW~gn;xersallymaQgepted. -Therefore; ;

+ we know fhat the monument was'érécted by'Ssxtus%rLu01us;
and Marcus Julius, sogg onGaiﬁs.rin ﬁonorIOE fhéir an- -
cesfors. Rolland has p01nted out that "parents" 1s not
an appropriate translatlon s1nce the two statues 1n the

rotunda are both men. He also concludes that - the shape ‘

of the letters is. 1ndlcatlve of an Kﬁéustan date and notes

that the abbrev1at§pns are typlcal of Republlcan conven-

tlons. The use of the diphthong "-ei" also fits into this
5 : .3 .

S rd > ) .
period, but itg?s a convention that persists until quite

~ A

~late in Narbonnaise Gaul and so cannot be used as a firm

indication of an early clarl:e.L;1 ' ’

Only one major question,reméinsz whsf wss the
original purpose of fhe msusoleuﬁ? There is norprovisioh
for the deposit of axbody, so, a funerary function seems
to be excludea.42 Could the éonument have been a trophy°
-It 1S<degorated with battle scenesrandrthe,archltecture

% &

does contain friumphal'eleménts, such as the quadmifrons.

Charles-Picard- recognized that such‘elements~were merely .
imitated and that the monument was not intended as-a
trophy.?B Rolland perhaps comes closest to its function

when he describes the mausoleum as a cenotaph. In both
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. structure and decoration it is reminiscent of both funer- o -

ary and honorifio monuments; Roilandrthinksvtﬁat it'mayf
Have been inspired by trophies that originated in Rome
and that were related 1n/structure to fuheral pyres.&qg -
He goes on to argue that the monument Was bullt spe01- - |
fically as a cenotaph for Augustus' grandsons, Galus and
Lu01u§ﬁgaesar.' Therefore, he suggests a date ofﬁy A.D.
for its ponstruction.u5 . 4 .

This fheory'is untenable because both'epigraphi—
cal andﬂarchiteetural c®nsiderations indicate an earlier’

datex The monument must have been built after L9 B. C.,_

. 8inc® Caesar completely sacked the area in that year.ué

Close parallels for‘%he capltals of the columns of the

quadrlfrons are available on a number of monuments that
$

date ca. 28-27 B.C. 47, The abbreviations that are used and 7

the shape 6f the letters in the 1nscr1pt10n are charac-'
teristic of %he late Republic or of the early Augustan
perlod.48 An examlnatlon of the armament in the rellef
panels, whlch will be made in a later chapter,49 shows
primarily Greek and Hellenistic typeg of armor and weapons.

This usage also suggests an early’date,{since later monu-

> ) - ol s 4 :
ments show a greater appreciation of contemporary, realis-

tic detail. Therefore, it seems probable that the mauso-

leum of the Julii was built for a provincial family between

30 and 25.B.C. and was intended as a cenotaph in honor of ' -

certain illustrious ancestors.
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. ’EﬁAPTER II

. . .THE RELIEFS

Reliefs decorate the four sides:of the socle of

LEN ®

the mausoleum of the Julii. S;ngle subJect comp051tlons

are found on\ggih thé north and west sides, and’compos1tlonsr
con81st1ng of,two d;stlnct eplsodes are set;on both the

east and south Sides.l. The north panel deplcts a cavalry
battle, and the west panel shows an 1nfantry battle. In ;
the more complex east panel are two scenes: a tranquil
gathering beside a river and a violent'attack-by%a hero

on, foot aééinst a*ﬂérseman; éimilaflj, the south panei
shows a tumultuous boar hunt and a quletér scene of the-

deposition of a corpse. ThlS last rellef w111 only\be

considered summarily since it does not involve a battle

* gscene. It should élso be remembered that the north side

- faced the road in ancient times and that the dediéatory

inséfiption‘appéarS“on this side of the quadrifrons.

5‘7 ' '7; 7 | -

Ihe Architectural Context Frames, Measurements, etc.

The socle 1tself rests on a sllghtly irregular,

square sub-basement that 1srcomposed of several coursqs,of,k

undecorated stone (Illus. 1)%‘éLow steps at the base of the

structure and an-inélined paveﬁqpt that gurrounds the base
. : : v - -

-
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are modernﬁréstoratiohé. ‘Each Iateral face of the socle

_is'ﬁ.90 meters long -and 3.035 meters high.2 At each corner

of the cube is a pilaster, topped by é capital; these piias—,

. ' T ' - L =
ters thus define the sides of -each lateral ﬁace,’;Frames of
this type were often used in various medﬁavffﬁc;ﬁding

mosaics.3 votive relﬁéfs,u and'paintings. ,The‘evidencé of
two Etfuscan urns5 and a lost terracotta.bragier that was.V

once in Munich6 suggests that a Pergaméne/ﬁéinting of a

galatomachy framed with pilasters and'garlandé.oﬁqe existed.
Similéf garlands, perhaps>indicétihg a Pergamene influence,
are suspended between the pilasters of each pffthg St. Rémy

banels;7

‘The heavy, continuous gérlahds of lgurel are sup-
portég by three winged genii and are decoratéd-wiﬁh four

masks, one in each loop of the garland; this schéme is

-~

repeated across the top of ;ach panel. Genii or putti

supporting garlands also occur on Pergamene terracottas,

"reliefs, and mosaids of the secénd‘pentury B.C. For ex- ..

ample, putti with heavy{garlands décogated‘an-altar,of‘

Eumenes II (ca. 160 B.C.)8 and an an¢é~¢apital from the

exedra of Diodoros f(ca. 126 B-C.)ﬁ9 The motif also appears

in a mosaic from the northwest room of'Palace‘Ylo

11

and on

several examples of reliefware. Garlands and masks, but

without putti, were combined in the decoration of the gkene

12-

of the theater at Pergamon. It was not long before Ifaly

adbpfpd the éombipation of garlands and putti. This motif

) decorates an early‘ﬁirs% century B.C. tbmbrfrom the. Via

-~
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Appia*Antica

13

and an altar from Pian di ;eiﬁovat Sarsi-

na.%u Under Augustus the comblnatlon flOurlshed and

a

- spread w1dely throughout the prov1nces.

-

The surfaces occupied by the reliefs are framed v

along the top by the garlands and along the bottom bgéa :
.cyma reversa moldlng se?_3§$ween two fillets.. These mold-
1ngs project approx1mate1y 0.275 meter beyond the maln

plane of the rellefs (Flg 2). 15 .Each relief surface,
because of the frames, is somewhat smaller than'the dlmen-~
81ons ofv the socle 1Fself ' The north panel is 2.19, meters .
hlg!mand 3 79 meters long, the west panel is 2. 17 meters

high and 3. 8? meters long; and the east panel is 2.20 meters

16 ud
hlgh and 3. 79 meters long. :
In each case the depth of the carV1ng of the panel '
1ncreases toward the bottom. Because the contour llnes and
flgural detalls are perfectly allgned. evenracross 301ns in
the blocks, the cafving must have been done after the panels
were in p031t10n on the monument.17 The artlst may have
painted or lightly in01sed the outlines of a cartoon onto
the surface of the stone before the chlselllng be;an Ex-
cess stone was then removed leaving the varlous -figures.
Flnally, the reliefs would have‘been palnted, produ01ng

megalographlc results.18

In analy21ng each panel, it w1ll be useful to
follow Rolland's designations for the figures. 19 These
designations are shown in the schematic diagrams of the
panels (Eigs. 3, 5-7). 'Except for the south panel, each

I




= ’ '/ - — . - - e N ™ -
- ‘ PR -, . 20
- d v
- ~ . -’
.
&
R f) -
‘ #
.
W
13
. 72 -
: , Fig. 2. Horizontal ahd vertical section of

the south panel relief.

_ Mausolélm of .
the Julii at St. Rémy. :

(Rolland, Le Mausol&e, Fig. 17.)

. N .

_
=
=}




~ panel will be studled in detall w1th a careful descrlﬁtlon

‘-

of the characters, the action, and the subJect matter.

[N

After this background has been establlshed; we can then

speculate about possibie’éources of inspifation for the.

L——

~ compositions and attempt‘to trace the figuraf pr9totypes

" of certain individual motifs in'orderfto reach some termi-

been made by Frangois Chamoux

Y
nus post quem for the pictorial predeceSSorS'of'the St.

Ré&my compositions. Then we w1ll analyze the plctorlal
techniques of the panels, 1nclud1ng the groove that out- i
lines the contours of'the flgures.' Flnally. we w1ll look .
at several early Imperial reliefs to see how the St. Rémy

traditions-survive or are modified during tHat perlod.

‘e

The South Panei -- A Boar Hunt (Illus. 2 apJ'Fig. 3)

< The most complete studies of the south relief have
.20 21

and Fred Klelner, both

of whom rightfully conclude that plCtODlal sources offered

ez

the 1nsp1rat10n for the comp031tlon Good evidence for
thlS'plCtorlal herltage includes the pbliquely fOreshort—.
ened‘horses,aud the iandscape element in the background.
The overall action consists of two episodes that each
occupy agpfoximately‘one halffof the panel; To the left

of center,la gfoup of men'(Fig.‘Bzr?SS-?) support or mourn

T d wounded or dying maie (S8).. To the rigﬁt of center, a

iRy

number of flgures are pursulngwa -boar.

The compos1t10n -

Fs

In the deposition scene, tﬁe figures S5-8 occupy
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'~ Mausoleum of the Julii at St. Rémy. - i
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.the middie}plane and the'backgroundj Thelfbreground is
dominated by a horse that is falling with his Tider S2. .
The horse's head ig on the ground,lhds foreiegs are ornm— %
pled beneath him, and:he”is seen in an oblique frontal,
riew. To the far left, a man S1 is being overoome by‘a
rearlng hnrse,“whlch another man S3 is attemptlng to sub-.
due. The horseman S2 is trying to help S3 calm the anlmal.
but S4 is merely-watch1ng:the,aot1v1ty.--The horse is shown
.in,a three-quarter rear Viewjvand his tailads ihcised into
~the enframing pilaSter.' A tree” trunk is v181ble between
the horse and S3. Sl and the horse ‘s_‘rear hooves are set
in the fon\ground- the<horse is rearlng into the back-
ground. S3 and Sk share the- mlddle plane and the background
wﬁEh the S5 8 group ) n )

- The contest w1th the - boar also 1nvolves%a large
nufiber of figures. Four.men’on,foot,(S9—10, 13-14), two
horsemen *(S11<12), and a dog‘(in the lower‘right;corner of -
the panel) are attacklng the boar as it emerges to the - rlght
from behlnd a tree trunk. The boar's. body is seen in a
three-quarter view with the head turned to the left as it
curves aroﬁnd the tree trunk;"Oniy.thevforequarters of
the animal are visible. The two horsemen S11 and S12
flankvthe tree in cbmplementa;& oosesrand attack the boar
with spears, Their horses are rearing from the baokground
into the foreground, their bodies aredtwiSted into three-
quarter views from the hlndquarters, and their heads are

'shown in proflle to the right. These poses are similar

e
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to the poses of jsthe horses in the north panel. Be31de

the rlght pllaster is a hunter 813 w1th a double ax that is

‘incised into the,pllasterf, Below h1m in the- foreground is

R - /\.
a nude hunter Si4, who ig-seen from the rear. The;hound

&

crouches at his feet. Also in the f%reground and»pb-the

‘left of the boar-and the tree are a huntervs;ovﬁho has

~fallen to his haunches and a compartion S9 who is coming to

his aid' 510, like 814 is seen from the rear, and he is
81m11ar to W15, who is seen from -the rear in a crouchlng
pos1tlon in the" right corner of that rellef.

& T

The south ﬁanel is unique among ‘the reliefs at St.

Rémy in the strongly diverse movement of the Tigures within

~the action and 1n the depiction. of 1andscapeie;ements. In,

the left half of the panel, the maln actlon moves parallels
3

to the rellef ground. Even the horses conform to thls.

plane, although their poses do-suggesf the exisfence of

greater depth. . In the right half, however, the major action

-moves in a plane perpendicular to the relief;ground.f The

¥ s -
boar and the two horsemen S11 and S12 emerge dramatically

from theﬁPackground, and the hunters .S9 and S13.also move .

from the niddle plane or the background toward the boar.

We have a similar arrangement in the east panel (Illus. 7),

s

but because the tempo of the eplsodes is so dlfferent the
effect is not so pronounced. - ;
"Also in the east panel locale is suggested but by

the presence of a river god E1 rather than by any indica-

tion of a specific natural landSCape. The tree trunks of

él%\ﬁ o

+
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~ the south panel, hoWever, provide a nice statementfof =

——— -

outdogr setting.' Some landscape "propsw mlghw have heen
painted in the‘other panels. Thereée.is a poss;bll;ty, for.

example, that there WasVa’painted groundline in*the west

el (especially under the feet of W2) 22 Homever, we
m-{iji only speculate about these elementd hecause the sculp-

tured tree trunks’ of the south panel are the only remaining

landscape details. o : ' -

= _Theﬁnumerous figures in ~the .south panel are arranged
in a tiered composition, much like the'compositions:of the
west and'eaSt panels. (Illus. 6 and 7).23 ‘At least four
rows of figures fill the scene. The rearlng, riderless
horse, 'S1, -S2 and his" horse, S10, the boar, S14, and the- .
dog-stand in the foreground; S?, S8, -and S9 occupy the near
mlddleground 33, S5, and S13 fill the far mlddleground
and flnally, sS4, sé, S11, and S12 are in the background
No attempt has been made to show the varylng groundllnes.

’ The flgures are tlghtly massed around each other and are »
often 1nv01ved in impossible actiong: (such as the supporting
of S8; the attempt of S2 %o subdue the rearlng horse) 2k
The ntegpretatlon o A

. Tiered compositions were popular in vasépainting‘\

~ from the time of the Niobid Painter.~and they were a favor-=
-ite.in Etruscan art as wellh This type of comp051t10n is.
found on an Etruscan mirror that shows a boar hunt
(Fig. 4).25 The mlrror-recalls the St. REmy composition

in several ways. A large number of human figures, clus- .
- N L aum
- Ny - )

L§




Fig. 4. Boar hunt from the Bartholdy mirror. Etrﬁscan.
’ : Berlin, Staatliches Museen.

(Gerhérd, Etruskische Spiegel, Bd. II, Taf. clxxiii.)




#; tered around ‘and ?ehlnd a large boar that is seen in pro-

flle in the for’@round fill the field of the mirror. The

figure with the doubleaZQ_at the rightlls reminiscent of

>S?3; he is moving in-fronzthe middleground’ and his up- /
—/ raised ax overlaps the, horder that encircles'the_ﬁir or,

~3ust as S13's ax overlaps the pllaster. A notahl ‘painted-

example Is anoApullan krater (ca. 330 B.C.) th
3). 26

in Trieste (I11us. ThlS boar is-very puch like the

St. Rémy animal because he is emerging frof behind a rocky

Y

_,promontqry. and his body is seen in a t ree—qqarter yiew;
His head is turned in. profile to the Zleft. " Kleiner has:

shown that this vase is one of the earliest'examples of a

boar inﬁthis positioﬁ raﬁher th in profile,27‘,

Obviously, Boar‘huntS/ whether the famous Calydo—
- 9
/nlan hunt or a more general{zed ver81on, were popular in

South Italy from the fourth century on. It seems likely
that some comion plctorlal source 1nsp1red many of these
-representatlons and/that the St. Rémy artist may have been

familiar with this sourcé or an adaptation of it. The St.
A\

Rémy panel most probably 1s not based on a 31ngle paln%}

1ng, however./ Varlous scholars have 1dent1f1ed the left

scene as the death of ﬂkleagerze'or the death .of “the Nio-

b1d5u29 Klelner presents a,survey‘of the evidencewthat

e =

confirmsvthe,adaptation of notifs from these two gources.
He conbludes that the St. R&my master freely excerpted from

both these mythologrcal cycles and possibly others as well
30

'to create a new composition. He also thinks that these




motlfs were chosen by the artrst 1n order to deplct "some
event of contemporary blographlcal sxgnlflcance w31 I
prefer to thlnk that th1s panel and the east panel reflect

a plctorlal, mythologlcaly’ﬁcle popular at the tlme.n The

artist had access to sketches'or'notebooks.of these cycles.'

perhaps complled 1n South Italy 32

Since no flgure in thls panel (or in any of the
other panels) suggests a representatlon in portralture'
,and srnce most attempts to flnd spe01f1cally contemporary
elements are dublous at best, 33 I cannot accept a blograph—r
1cal'1nterpretatlon-for the south COmpos1t10n; The artlst
chose a scene typlcal for a funerary monument. Mythologl—r
cal hunt sceries were commonly uséd in a funerary context
to celebrate the virtus of "the deceased.Bu in thl% partic--

ular panel, motifs from a number of myths were combined,
<resulting in some“confusion and strange conflations, espe-
cially to the eye of the modern critic. However, g!ire is

no reason to suppose that the subject.of the panel(has not

g
13

totally intell{gible to the artist's’bontemporaries.,.It
seems to me that the patron of this monument reqdestedia
'mythological hunt scene which the artist created leadapting
episodes from pictorialfmythological cycles; I wduld;ikherel
fore; agree with Peter von Blanckenhagen that this'panel
,v(and the east panel as weil) is a "conflatlon of two [or :
more] Hellenistic palntlngs"35 and that for that reason it
is<characterized by "a multiplicity of dramatic happenings

-Vand dispersal of emotional interest."36 We shall see in

-

2




our conS1deratlon of the battle scenes in the St. Rémy
panels that such multlpllclty was also~thought to be
essential to -monumental palntlngs of the fourth century

B.C., accordlng to NlClasV’a palnter of the perlod.37 .
S The North Panel -- A Cavalry Battle (IllnsJ_Segnd'Fig. 5) ¢

U ) The composition

s

. The battle is seen at'its helght. Neitherpside
}xl_ir ~ is gi#ing;way, but two men have alfeadnyallen."Nz,‘NB.

- - and N5 (see Fig. 5) constifute a side; they are, opposing -
N1, N4, and N7, but it is impossible to teld to which, side
the fallen N6 belongse: The lower rlghf cornerrof the .
panel has been damaged and repalred'with a smooth block
of stone. Even tncugh the feet of fwo of the ggﬁii, the
tassels cn the ends of thé garland, andrthe garlanl itself
touch,, . overlap, oF¥ are obscured by various.weapons. tney
form no integral partzof the scene. _Ncrlandscape elements
are depicted; the surface against whicn the actors are .
deployed is a neutral area. The joins of the individagh\\>
blocks afe’clearly visible. ‘ -

Just as there is no-indicatidn of,landscape, there

&

ﬁﬁ;iis no lndication of a”ﬁarying-gfoundline.- All the horses"
and the fallen warriors use the baseline of the panel as
the‘groundline. The artist has maintained a basic iso-
cephalyjoﬁ/the figures, although,there are subtle, yet ~
effective, exceptions. :As he rears and twists tc allow-

N2's use of his shield, th® horse pulls his head back and
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dewn; this action resﬁlﬁs in his head's %eing.slightly
lower than-the>Iine:maintained hy'the heads quthe“otheryv
horses. Likewise, the heads of ¥3 and N4 are slightly
hlgher than the line of the heads of the other mpunted

warriors. This small detall 1s really qulte 1mportant R
) -

. SRR T N L T

fT%m“ﬁh‘artfsii “perspeettve ”Siﬁﬁé”fhégé”two warrlors are
' seen from the rear as their horses plunge in planes dlag— M
d
onal to the relief ground, they would, 1n fée seem to
be deeper in the background than the warrlors who flght

in profile or frontally in a plane parallel tq the relief

v
2

. ground.

. The impression of confusion inlthejmidsf of battle
is conveyed by Varieﬁs“devieesr which also-gimejthe relief
a definite picterial quality. _Thercombapants are crowded
into'%he panel, their spears-and sw;rds are setwa% con-
flic%ing aﬁgles and sometimes overlap, ‘the bodiés of men
and hgrses overlap, and the horses straln and-twist as they "

. fight. 1In order to attempt to create greater depth to the
field, the artlst employed foreshortenlng, espec1ally with
the horses N6, N3, NQ,"and N5. This attempt wasfsubfly
reinforeedrby the positioning of the heads of N3 and Nb
and of the horse N2. Orlglnally, when the partiii%y round-
ed legs of all the’horses were in place, they would have
cast considerable shadows along the lower part of the

panel. More overlappings would have also been created to

" heighten the sense of depth and confusion. The effect

would have been especially-dramatic toward the center of ' '
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the panel. where the legs of the ho{ues N3 and Nu are now
[ J
; almost entlrely mlssxng. . <k\\\ B - L
st E . o 7 . .
© .- The characters :

Three duels are %aklng place. To "the left, N1 .

<« o ~
opposes N2 over the body. of N6 and his fallen ho;se. In. .
[ ) *

fthe center of the scene, N3 is in combat w1th N4, Flnally,
to the rléﬁt N5 on horseback deals a death blow to the un-—
‘horsed N7. _Eath-of these groups w1ll be con81dered in

dstail. . :
- N1, N2, Né-

A ——

NI wears & hemispherical, antehnaeorhelhet with

a neckguard. His faee is damaged,'buf the features can -

still be discerned; he faces rlght with hlS head in pro-’

flle but turned/sllghtly toward the viewer. The cuirass is

smooth and.could be made of metal or leather;'if Ras a : \w\\
’bordered neckline and ends in a BRirt composed of two ‘

tiers of lappets. There may or may not be short sleeves.

showing ove; éhe upper arm. A baldric passes.across his
‘wqieast to a belt with:an;upper and lower bofder and a

buckle that is too oamaged to show its shape clearly; av.

soabbafd“p?esumablylhangs from thiskhelt a£ Ni's left side.
"His bare fight.leg is Seen,,but'the calf and foot are hid-

den behind the horse N6. . o ;

N1's torso is turned from the walst toward%;heq

viewer and is, therefore, seen'frontally; he sits‘fibmly l

astride his rearing mount. On his left arm, which is ex-

tended behind his horse's head, is a round, convex shield

<«

Ui
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that is seen from the 1nner 31de. The horse's head is .
. . v
) 811houetted agalnst the shield. N1i's right arm, bent at

the- elbow,tls raised: and 1h}hisrband'is’a large swond that
is somewhat damaged around the hiiﬁ. Tbe blade is'lbng and :
broad and ends in a sharpgp01ntu Almost half fhe blade_
-overlaps the enframing pilaster and is defined on it by
1n0181on the blade covers the ends of the tassels on the
garland |

N1 8. horse's rear legs were firmly planted along :

-
the baseline of the pdnel. The lower portions are now)

-

m1831ng, but they were probably~worked almost wholly in

38

the round.. - The left leg would have'been set be51de the

head of N6 with the right oﬁb set behind hlS body. The
front-tegs, -which supposedly would be pawing the air in
attack against N2, are not shown. 3
To d%eate the impression'that the horse is,standing
in the foreground and is rearing into the background the -
artist._has relied upon foreshortening. The_animal s move;
ment is intensified by the torsion of his body”around his
hindquarters and by the tw1st1ng of his head to av01d the
lance of‘NZ. In addition, the neck is bowed and the short
natural mane lies limp. His tail, like the sword of hlS
rider. overlaps the pilaster bordering theileft'side of
the panel and is incised into ii. -The tack includes ar

bridle with reins, a breaststrap, and a saddlecloth with

‘a continuous border.

N2 wears a helmet that is very different from the
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that is seen from the inner side. The horse's head is
: : ' %

silhouetfed‘against the shield. 'Nl's right arﬁ, bent at
fhe*elbow, is raised: and ih*his'hand'is'a large sword that
is somewhat damaged aroung,$he hllt. The blade>is’1ongrand :
broad and ends in a sharp p01nt Almost half the blade
overlaps the enframlng pllaster and is deflned oﬁ)lt by
1nc1s1on the blade covers the ends of the tassels on the
garland. |

N1 8 horse's rear legs were firmly planted along :

-
the baseline of the Qanel. The lower portlons are now/

=

mlss1ng. but they were probably1Worked almost wholly in
the round.38 The left leg would have been set be31de the
head of N6 with the njght one set behind his body. The
" front degs, which‘supposedly would be pawing“tﬁe air in
attack”against N2, are not Shown. -
- o c;eate the impression'that the horse is’standing
in the foreground and is rearing into the background; fhef

artist has relied upon foreshortening. The animal's move-
ment is 1ntens1f1ed by the torsion of his body around hlS .
hindquarters and by the tw1st1ng of his head to av01d the
lance ofoZ. In addition, the neck is bowed and the short
natural mahe lies limp. His tail, llke the sword of his
rider, overlaps the pilaster bordering the left side of
the panel and is ihcised into-lf. The tack includes a

bridle with reins, a breaststrap, and a saddlecloth with

‘a continuous border.

N2 wears a helmet that is very different from the
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‘one worn by'Nl. It has wide cheekpieces, a neckguard, a .
flowing double crest, and ornafmentation above the visor,
ear, and neckguardl The face is seen in profile to the

~

left. Because N2 is leanlng to his rlght and forward 1nto

. the attack, his torso is hldden behind his horse's head and

neck. Nevertheless, ‘a scabbard, suspended»atv is left 31de

" from a belt,-is visible. A short skirt of lappets lies

across the thigh’ of his bare left leg; the lower calf and
foot have been broken away. The bare right foot is visible

under the horse's belly

/

| /

‘Only the wrlst and hand of the rlght arm are- -vis- «

ible, but the arm is p01sed beside N2* 'S head and 1s»d1rect—
ing a spear agalnst N1. The shaft of the spear, Wthh is
1nc1sed’1nto the rellef ground, passes under the garland
ﬂan across “the face of N1's horse; the p01nt is damaged

The. left arm is held in a most unnatural pos1t10n. It is

extended beside the horse's neck and behind his head. -The

- elbow is turned” toward the viewer, and the hand, its back

toward the Surface of the convex shield, grasps a grip in
the.middle of its 1n2*;%31de. Because the shleld has been
cons1derably damaged, its exact shape is unclear. ThlS
tw1st1ng of N2's arm to support hlS shield w1thout hitting,
his horse's head is a v1rtuoso dlsplay of artlstlc tech-
nique. ' 4 3 . ) .

- N2's horse cbunferbalances N1's horse. His hind
1eés are set in the background, and he rears into the fore-

ground. The right hind hoof is hidden behind Né's fallen
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horse. the left hoof which ls now m1331pg, was set be31de ' ~
the fallen horse and was probably worked at least partlally |

in the round. Between the hind legs, the tall is v131ple,

5«Eply incised into they;elfgf ground. The_artist has

agaln relied upon foreshortenlng -and tor81on to convey the

v1olent movement of the anlmal the neck perhégs with a

- cropped mane, 1is strongly<bowed and pulledvback,and toward

his rider's left. - His front legs lash out.against Nl's
mount; the 1§wer portidﬁs of the legs ape.missing, bﬁt they
too were probably worked_in the rdund,'as was the muzzle,
which ié-also missing.- A saddleclothff;aﬁs,épOund N2's
left lez; fhe hesse-also wears awbreagtstrap,and a bridle
with reins. p 7

The poses of N6 and his mount are ‘the ﬁostvcompli- 

- ' : 8
cated in this panel and, indeed, on the entire monument. -

‘N6 has fallen to the left. He has landed on tie ground on

his right(éide with his arms bent above his head. His tor-

“so, which is too damaged to allow any detailéd comment on

his dress (he may wear a cuirass and baldric), is seen

frontally; his body is twisted at the-waist so that his legs,

which are bent double and are entangled with the horse, are

turned at a threquuarter'angle. Theffight leg is seen

compietely in ﬁrofile. while the left leg has stdrted to

 fall toward the ground. His head with the mouth open is

thrown so far back that he seems %b be 1lQoking toward the
left pllaster. He wears a helmet that may be similar to .

the one worn by N&, but it is badly damaged.




. seen; the left lég is bent at an awkward angle and the

o ‘-” I 7 . - .36
The ‘horse is.falling in aishafplyk%oreshortened
pose; He 1s rolllng down on his right. shoulder w1th hlS
neck already lylng on the ground. HlS'head,lS also on
the ground, but only thevtop of the head is visible, The
right front leg is bowed.backiunder the”bodyvahdycannot be |
hoof flails the ghound. His hlndquarters are?’tlll stand-

I N
1ng, but have-started to collapse. It is obv1ous that in

~

a matter offseconds, the horse will be stretched out on hlS
rlght side along the base of the panel. Because the horse s -
back is in full view of the spec%ator. the ‘details of his
saddle are clear. The seat of the saddle is-sfippled, a
saddlecloth is undef?theAsaddle; a girth runs arouﬁd the
horse's belly, and a tailolece runs down the center.of the
rump./ All the gear ‘has shifted to the horse's left side as
he falls. The t gled reins are also visible.
N3, N& L,
N3 is beglnd N2 and oocuples the center of the

s

panel. His helmet is 1dentlcal to the, one worn by N2,
with tHe exception of the ornamentation. Its crest drapes -~
over and behind the sword. The face is seen in profile to

the right. He is seen from the Back as he sits astride

his horée and turns from the waist to the right to strike

wt N4. N3 wears a smooth '\cuirass that ends in two rows of

{ . o
lappets; short sleeves may be visible owver his upper arm.

A baldric passes over his right shoulder to a belt with' an

upper and a lower edging.r A scabbard rests on his bare




left thlgh the left calf dlsappears behlnd N2 s horée.:
Hls—rlght arm, whlch is partially concealed by N4's shleld,"
is raised, brandishing a sword agalnst N4. - The blade of
the sword is long and broad and écéehtuated by'é midrib;
the pommel 1s v131ble and the point is sharp. ;9ncision"
deflnes the blade agalnst the background.- N3 is holding -
a badly damaged shield in his ;eft hand; 1fé eage extends
from N3's shoulder to the tail.of his horse. A loose
round shield igrvisible between the horse's legs.

His horse\had.}ts h%&d_legs, Whicﬁ are néw almosf
entirely missing from the haunches down, pianted»in the
foreground. The legs were probably_worked‘in the round as
was‘the tail whicﬁ ig paftiglly‘missing. This.horsé. like

‘.

all the horses in this panel, is rearing; he is fgreshort-
p .

ened so that he seems to be moviﬁé‘into the backgroﬁnd and*
turnihg té the rightltoward his opponént. His neck is
stroﬁgly turned toward  the fight, the mané is thiqk and |
" natural, and the head is in profile to the right. >The
horse wears a bridle with long reins (one rein falls acrosszr
the lappets of the‘rider!s skirt) ana'a saadleclo#h with
a border along the outer edge
. N4 .also wears a smooth culrass that ends in two
roWS of lappets. A baldrlp passes\ovep‘hls rlghﬁ shoulder
to a belt that has a narrow border around the top and bot-
tom. ﬁe wears a round helq@t with_? broad visor and neék-
-guard and ﬁo crest. The feet of éﬁe of the‘gggl;,eﬁcroach :

" upon tHe helmet. His -face is obscured by an oval “or

g

-




" round shield ‘that. is held high on his left shoulder. A
rspear ls.heldialoft in the right'hand;-only“phe shaft, ’
inoised into the background, is visible as if,passes .
behind N4's head, ?%hlnd N5 8 spear, and qnder the ends of

. the garland. N4, llke N3, T% seen from the rear;l He

—

~turns at the waist to face N3, who is behind- him. De-
spite this half-revolution, his body from,the waist down
remains in profile. His bare;right leg and.fogﬁ are clear-
ly shoWn.

o | The horse stands in the“background'and rears to-
ward the rlght into the foreground. - Both hind'legs'are
v1s1ble, but the front legs, which would have been partial-
ly in the round and above the head of N7, have been broken

' off below thée knees. There i little torsion in this = ™
animal's body, unlike “the mounts of N1-3 and N5. %he |

mane isdcrimped and the muziledhas been broken. ‘A‘plain.,.f‘

. saddlecloth and bridle and stlppled reins and a stlppled '

‘breastpiefe make up the tack. i

_5.,;2 : |
* N5 wears a pla%n~cu1nass with large epaulets at’

4

',1the shoulders. A baldric’ passes over'the right shoulder
,to a ‘belt with edglng“fhateis‘cinched'by a circular buckle.
The outflt is completed by a flapplng‘sklrt of two rows of, i e
’lappets and by a helmet th&t is identical to the one worn
by N3. H;s face is seen ;n a threefquarter view, and the

1’,V

- gaze is directed down at N7.

L3

The spectator sees N5's body frontally. He sits
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astrlde hlS horse w1th his bare rlght leg, its: footdis-
appearlng behlnd N7 s head, clearly v1s1ble; the remalns_i
6f his left leg on the far side ofrthe horse- are diseern-
ihle-beneath'the horse'ﬁ/belly. Fromrthe waist‘his body
. is inclined forward and to the left. The,ieft)armrrs hid-
den behindythe“horse's head, but it .supports a round, con-
vex shield that is seen from the 1nner 81de as it 811houettes
the horse's head. The rlght arm is bent upward at a right <
angle and is_directing a'spear downward into the neck of .
'N7. Much of the shaft of the spear is hidden behind the
~Vgarland and behind N4's horse. That'partvof the shaft that.
passes across the background is defined By incision.

The horse. stands in the background and rears for-
ward/and into the left foreground. His body is foreshort-
ened and curved to produce a serpentine effect: The front

legs, which are missing and were partially wOrked in the
round, paw the air above the damaged corner of- the panel.
It is poss1ble that the left leg overlapped, or at least

overshadowed the enclos1ng pilaster. Also missing 1s»the'

: anlmal's muzzle; h;s head is turned toward _the left where

the horse of- N4 encroaches upon him. ThlS set of brldle,

relns, and breaststrap is undecorated.r

N? is badly damaged but he seems to wear the usual
plaln -cuirass w1th lappets. He is seated on the- ground w1th‘
'at least one leg extended toward the rlght the e&her leg

may be bent over the extended 1eg. HlS body and leg are

seen in profile; the back is bowed, and the head is bent




toward the ground. The face is seen ;g,proflle. It is
1mp0851ble to tell if he was helmeted HlS shleld;is on
the ground behind and beside him, but it is largely
covered by his body;> Thé/épear N7 carried goes of{ at an

obllque angle under the belly of N5's horse and peneath its
front legs. Its shaft is incised inté the Dellef ground?k\\)n

The 1nterpretatlon

It is now approprlate to take a brief look at the
variolus suggestlons that have been offered for the sourcee
of theAcomposition of the north panel. Befofe careful’
eomparativetstudies of the armament were made, xhé general
assumption was that the panel showed a Caesarlan battle

betweeanauls and»Romans. -HUbner in 1888 even attempted to '?

identtfy themJuliiA(father and son) among thevcomhatants;39
' Itris nowrgeneraliy agreed that the details of'the armament

-

will allow no such partlcular 1dent1f1c&tlon of natlonal—
ities, much less 1nd1v1duals.4o However, one of the more
‘controversial theories of recent yearss®s loosely based 'Vf
on the assumption of specific nationalities.

' G. Charles-Picard argues that the soulptor of St.

! adopted his composition

‘Rémy, whom- he calls "Glanlcus"
directly . from a v1ctory monument of SerV111us PuIex Gemlnus, s
: a hero of .the Second Punic. War. ThlS monument is supposed- -

ly reflected on a deharius struck in 120 or 94 B.C. by a |
Vdescendant of this SerV111us.42 ’The coin shows a mounted

warrior clad in a. helmet and: cloak and armed w1th ‘a lance

and round shield attacking from the rlght the horse is ST

.




WIVEE

‘possibilities for such‘a:source have been suggested.

e Y . . ' - -

stretched ou% in a flying lunge. This figure is identified

~aS'Servi;ius. ‘Both Servilius and his horse arerseen'en—

tirely in profile. 'To the left, his opponent is asfride
a horse that is falling 1) thehleft in avforeshortened pose.

The warrior, clad in armor. and héTmet and_bfand%ghingra

"sword,'is seen from the back as he strikes at Servilius; = 7

his 'head is seen in profile. He carries a very large, pos-

'sibly oval shield that is only half-shown on the coin; a

central rib and eight large bosses decoraté the face of the

—-—

Shield. Charles-Picard fancifully equateé’this compositiﬁn
with the central figures N3 and N4 of the north panel. 4 .

It is impossible to adcept this theory éiﬁce the .
two scenes are reali& Vefy different, with the exception 7' =

-of the pose of N3. Charles-Picard would attributs to artis-

tic taste the reversal of rolés that occurs at St. Rémy,

-
=

assuming it were derived from the monument shown on the

coin. The warrior on the left of the coin (N3 on the pahgl)

- has been removed from a position of.ipminent'defeat and

made the attacker. His'bpponent”é pose- has been entirely.
altered; there-is no similarity between the Servilius of
the coin and N4 of the panel, other than therfactj%hat each

carries a lance and a round shield of some sort. 'The hel-
mets of the figures on ;g;’céin have been revér;ed with N3
and Nh. ;o embossed shield appears in the réliefvpanel.
It seems much more likely that éhe inspiration came from

sources that were mutual to the two artists. Several
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- Charbonneauxfhas commented that a figure analogou8~

b -
to N3 and to the figure on the coin was part of the sculp-

tural group at Delphi that showed the combat between Philo-
poemen and the king of Sparta. 43 Garger advocated Etruscan

urns as a.likely source for the motif.uu Reeent/oplnlon,

however, has tended to support the acceptance of a plctorl-
al source, probably of the laterfourth ceﬂtury,B.C. or of

the Pergamene school. Some of the most'convincing evidence

for such Hellenistic pictorial prototypes has been offered

by F, Chamoux, who has concentrated primarily on the south

’ panel. 45 He argues that the crowded freld ‘the vivid ani-

mation, and tﬁ% grand concept of the north composltlon arelir

sure indications that "the panel "reproduit...un motif hel—
l&nique du IV® siécle.'?“'6 He offers: for compariéon the
- h - 3

Alexander mosaic from the House of the Faun, which we will

b7 and concludes that because

consider in a later chapter,
of such 1nsp1ratlon the sculptures at 6t. Rémy are "grands
V‘tableaux de plerre,V whose conception is "plasthue" but
i"essentlallement pJ.cturale.“"LL8
A similar argument has been made by Andreae, who
concludes tnat the prototype for the cavalry battle should
be placed "in hochhellenistiscne Zeit.*u9 ‘In his study of
"der zurlickgewandt kdmpfende Reiter,."50 he maintains that
the simplest'rendltion of the motif_appears toward the end

.~

of, the fifth century B.C. in the friezes of the temple of

Athena Nike; it is found later in the friezes of the Nereid

> . . - - .
Monument and of the Heroon at Gj8lbaschi. Here the rider

. 7 . . - - —_

-

1
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attaoked a footsoldier. Even earlier, in Classical.vase-
Vpainfings, simllar foreshortenings and pulling back, of the
horSe s head appear.51 Further s1m11ar1t;es occur in the
treatment of perspectlve rﬁ’the Kertsch hydrlas of the,
late fourth century.52 Although Andreae is corregt 1n_
comparing the rellefs from the mausoleum with the Alexander
mosaic, espe01ally w1th regard to the use of diagonal move-
‘ment to convey the 1mpreSs1on of a deep relle? fleld,53 he
is mlstaken wheh he states thaq a dlagonal-and\contrapostal
arrangement of horses 1n,foreshortened poses does not occur
in relief sculpture before the panels at St' Réﬁy.Su There
is at lsast one horse from the frieze of the monument of
Aemilius Pauf&us at Delphl that is amaz1ngly s1mllar to
'the horses in the north pane1.55, s
Kleiner is convinced that the cavalry battle is

"a near¥copy of a single painting. v56 Hg'likehs ;he fore-
shortenlngs to representations in various medla of the 1ate
fourth and early thlrd centuries B.C.. Using the additional .
evidence of literary testimonia ‘on the popularity of eques-
trian oombats as subjects, he concludes that the pictorial.
prototype for the north panel very llkely dates %o this
period.57 He theorizes tkat the actual painting or atw
least a copy of if was- in Italy after 46 B.C. and that car-
toons or sketches of it reached Gaul sShortly thereafter.58

Local elemenﬁs (such as the horned helmet) were then inte-

grated into the design‘to formulate a connection with the

deeds of the deceased.59
- .(/_>:_f
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While T agree .that Kleiner is correct in saying

_ that thercempositidn should be considefed "generic" rather
than specific and that it is "not the invention of sn
Augustan'sculptpr,“éq Tthifk that we'eannot assumeta‘
gingle Greek painting as the:direct pfototypevgf the ebm- '
pqsitdon. Even though\yany of the motifs maypult;mately

- have originated in a single peiﬂtiﬁg. they would have been

, 4 L
used numerous times in battle paintings since their crea-

_ tion. Furthermore, G. Charles- Plcard 1s probably correct

when he suggests a certain degree of 1nterde§endence be—

*

tween the commemorative group createdtby Lysippos for -
N
Alexander - the Great and the hlstorlcal palntlngs by Philo-
Ty

xenos of Eretria :gz others Such an 1ﬁterdependence

would cert&fﬁf”

weLl The master of St. Ré&my surely drew upon plctorlal

~

-aﬁfec d the St. Rémy prototypes as

1deas of the late fourth and the third centurles, but those

- -,

ideas had flltered through Pergamene and Etruscan 1nter-

mediaries before reaching him. Some motifs deflnltely

originated in padnting, but others may well have been adapt-

ed from sedlptural‘grodps such as the one created by Lysip-
" ~pos for Alexégder{ The horsefien Ni-5 shoew a pictorial

herd tage, but the fallen N7 could easilj be an addition from . -

~ a sculptural group: Therefore, I thiﬁi itngetter-not to
identify a single Greek'paintfsg as'the‘direct.prototype of -

the composition, but rather to'assume an interdependence be-

tween several pictorial'andsperhaps sculptural sources.
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The West Panel -- An Infantry Battle (Illus. 6 and ‘Fig. 6)
"

The comD031tlon '

Unllke the north panel, n6 duels figure in the
composition of the west panel's infantry baffle. Again
the battle is heated; nosone is in retreat. Thibmain part
of the contest rages around the body of"W10 (see Fig. 6).
Another warrior: W3 has also fallen, but he seems to be only
wounded. It would appear that W2, W8, W9, and W13 (and '
probably W3, W4, W10, Wi1, Wlh and W15) belong to one side;
they are- flghtlng W1l and W5 and probably W6, W7, and le.62
W2, W9, and Wi3 wear_nelmets identical to ones worn by N2,
N3, and N5. W8, Wik, and W15 wear a different helmet.

' No sculptural'landscape~elements are-depicted but
there is clear evidence that at least some detalls of - ter-
rain were 1nd10ated by another means, presumably palntlng

Most~6f the flgures (i.e., w1 3-5, 10, 11, 15) stand on

a groundline deflned by the baseline of the panel. HoweVer,

. the feet of W2 and W8 now appéar to be "standlng" on thin
air. Obviously, in its orlglnal state, rocks or hllly ter-
rain would navelappeared'gnder foot. This fact further '
enhances'the pictorial quality of the panel and is good.
evidence for a close relatlonshlp ;lth palntéd precedents.
Furthermore, there is a deflnlte attempt to indi-
cate depth in this panel. There are four gradations or
ranks of figures. 1In the foreground are the flgures who

are grounded on the baseline of the panel. There are two

groups in the near middle ground: W6 and 9 and W13 and 14
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Figf 6. Schematic diagram of west panel.-

‘Mausoleum of the Julii at St. Rémy.
(Rolland, Le Mausolée, Fig. 19,)

.
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(each pa1r 1s isocephalic)™ In the far mlddle ground are

L

, W2 and Ww8. W? and W12 hold the. background although W7 s
-head is slightly higher, the two men are probably equally
deep into the backgroundT/ The relief ground in this panel

“is again concelved as a neutral surface agalnst)gplch the

flgures are massed. Once again a groove 1s used to define
volumes in a virtually flat plane and to accentuate forms

to allow for a greater chiaroscuro effect. Its use can

'create the 1llu81on of .depth where llttle actually ex1sts

"~ (e.g., where the horns of W7's helmet overlap his spear) o

The folds of the garments are more_deeply channelled than

- in the north panel, butAthe shadowed effects are not a-

chieved by drllled'grooves.

-

" This panel is even more crowded w1th flguges than

s

is the north panel. The action is not geometrically_per~

fect:'although certain balances do exist. All quarters of

4

the panel are crowded and tumultuous. However, the right

L3

" lower corner is quite .cramped while the left lower corner

" has empty space between the leg of W1 and the enframing

pilasfer; W1l also bends nis arm sharply to stay within
the panel, in contrast to El and N1 (Figs. 7 and 5) who
overlap their pilastersT No part of this composition over-
laps the frame. Also; there is nO—ObVious:gej;etric ceﬁter
to the action, unless one draws an imaginary line down from
the genius that supports the center of‘the garland. Flnal-

ly,»a certain balance is created by the two crouchlng

4;warrlors W4 and Wll defendlng their fallen comrades, but

-

=
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it is not a:contrapostal arréngemenf ee in tne north come
poéition. ‘Differences in the poses-of both thé wounded
and their defenders create a somewhat iop-sided balance as
the action surges acrossyfbe_pane;.'

The characters:': ] o - . 9

Several groups spggest‘themseives within the’
composition. In the left corner of tne‘panel, Wi moves to.
the right to attack W3 who has fallen to the ground; Wh
holds his shield over W3's head and attempts to raise him
to'his feet. The main.part of the action-is concentrafed
1n and to the right of the center of the panel Wll defends
the corpse of W10 whlle an enemy W5 crouchesﬂ:g its feet
and W9 and Wi3 rush ;n from the" right background to offer -
ass1stance to Wll.i In the background behlnd the rlght por—
tion of this group, W12 turns to the rlght to see the .

approach of Wil; W15, who crouches in the lower rlght cor-

ner, also observes the approach of Wik. It may be that W12,

ES

‘who does not seem at 'all agltated, is calling to his comg -

L o

rades W14 and W15 for add;tlonal assistance. The final

grouping holds the central background but it is difficult
to determine the sides to which all the flgures belong. w2
is moving from the left brandrshlng his spear. W6 is facing
W8 who is attacklng from the right. Farther 1ntthe back-
ground, W7 seems to be moving agalnst W2 in order to.aid W6.
WL, W3 Wk » o
Wi wears a type of muscle cuirass. ;Theiarmor is

molded to fit the contdurs.of the body, the abdomen is

bl
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"protected, and the armor rests hlgh on the hips, w1th cut-

outs to allow free movement of the 1egs. A loose skirt.

- without lappets flaps around and between hlS bare legs.

Short sleeves cover thé/upper arms. A haldrlc crosses the
chest from the right shoﬁlder and attaches to a scabbard on
the warrior's left 81de, where 1t is v181ble under his left

arm; there is no belt around the walst. Hls face is ‘badly

-damaged but was probably seen_ln a three-quarter turn to

the right.- The helmet, although damaged, ‘seems to match

the helmet worn by N¥5. W1l is launching a v1gorous attack
against W3 and W4. ‘He is striding forward and to the right
on his left leg; hlS legs are wide apart and are seen fron-
tally. The lower torso is also frontal but the upper tor-
so'%e sllghtly turned at the waist to allow thes@est stroke,

downward at W3 and W4. A long sword‘is raised in the Tight’

-

hand above and behlnd the warrior's head a convex, round

s

or oval Shleld, visible from the inner 31de, is carried
along the body on the left arm. = . 7
" Much less can be said about W3 because of his badly
damaged condition.” His bare legs,.stretched out toward the
left corner of the”oanel, arerstdll clearly visible, so

it_is possible to deduce his pose,: The right-legiis ex—_

‘ tended at a 120-degree angle, and the left leg is sharply

bent in front of the right leg at aﬁgé degree angle. Appar-

rently the warrior is attemptlng to push b :elf,toward the .

rlght. Part of a skirt of lappets is visiBle across the

left thigh. The head and torso would presumably have been
. _ £’ oA

-
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Wb‘is“much better'preserVed ialthough'his facial

‘features, rlght arm, left foot, and ight leg have been

largely obliterated. %P his rlght knee

! with his rlght leg seen in prof;le and is attempjlng t% ; "
? ©1ift W3 with hlS rlght hand wﬁhle he protects himself ‘and R
P Te -

his comrade with his shleld whlch is held aloft on hig
wleft arm. ' The shleld is round and- convex and is adorned | i
~with a round, central boss from which rays radiate outward' o
to a Smooth band that marks the edge. His body is inclined
- , _i to the\ieft to’ afford. better protection to’ his comrade ‘
g A - and to allow better leverage; the body is frontal, and the
face is in profile £& the left.: The extended 1eft arm
Vand muscles along the left side of the rib cage present a

'l

PR smooth llne. Wh's left leg 'is seen frontally and at a

sllghtly obllque angle. The foot which is now missing,
was probably worked partially in the round’ and was thus
-prOJectlng to some extent over the base of the panel To
the viewer, the foot.would Seem foreshortened.' The smeS%h

L2

cuirass is si@ilar to examples from the north pane;. A

baldric goes across'the chest and right'shoulder. Narrow.
- - lappets are barely v131ble beneath a belt around the walst.

» W3, _2, Wil

W10 has also. su@?ered considerable damage, but much

about him ‘is clear. He 1s stretched out on his left side
along the baseline of the panel. His body and legs are - %

, | ¢
seexwé;;?tally. The right leg is flexed at the knee and

>




crossges overfthe left leg which is extended along the
'groundline; rft seems definite,tnat‘WIO is dead, since he
lies completely limp and nakes no attempt to raise niso
body from the ground! ers’right arm is held'slightly
~away from the body by W11, whoﬁis attemﬁting a rsecue.

"~ The corpse aypears completely nude. although a nelmet

mlght have ex1sted before the head was damaged The head,

which is foreshorteneﬁ with the thlgh presentéd frontally
' /

and the rest of the-leg bent back under the body and out
of view. His right leg, partly hidden beh;nd W10, is

seen in profile and is bent at a 120- degrée angle. ma- 0

“

though the- ‘pose is very similar to the-stance of W4 W11 N
is stralnlng more in order to 1lift a dead we1ght*w1th no
7 help, he is reachlng down with his rlght arm (whlch Rolland
says 1is no; shown) 64 and is holdlng hlS shleld above his
-head and toward the left. The Shléld is round w1th a

large circular boss in the center and ﬁhorns" radiating

to the edge; it casts a‘shadow;éver his face, which is seen
in profile looking down at Wldf It is hard to determine
the details of his armor beqause of the damaged condltlon
of the panel. There is a baldrlc overothe rlght shoulder
and across the chest to a bordered belt with a circular
buckle. Short sleeves and a skirt of two rows of lappets

are also visible. Thg warrior wears a helmet, but its.

details are obscured5by the shield; it may have cheekpieces.
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Ws ié similar in appearance to Wl and has been -
dubbed an enemy of WLO and Wil for that reason. His pose |
could otherwise be cohétfued as that of a comrade aséisting‘,"

W11l to remove the quy o£/W10,' As he Qrouchés from the
waist to the right, he exposes about;thrge:gﬁartgfétof his _
back to the spectator. His left fégtis,extendea.tgégrg_ ’A fﬁ;ﬁfmf
W10 at a3120-degrée angle and braces his weigh't.. Although -
the slabs have been damaged, -it seems -that W5 is reaching
 toward the feet of W10 with his right hand and is looking:
toward thgrcofpse withvgas face.in pfofiié.to‘the viewer.
The left érm, which is partially extended from’the-shoulder; -

.

supports a round, convex shield, which™is seén from the

inside where the‘arﬁféasses throﬁgh_a béndy.'if would seem.
i_tha%-the left hand grasped a grip or supporf toward the rim

of:thé’shield. Only two pieces of armor are ;iSigae:' a

hélmé%'with a créét that %s féminiscenf,of é Phr&gian cap

and with a wide, semicircular neckguard, and a cuirass that

'is smooth, at least on the back.
W9 is rushing in from the right with his spear %

pginted down toward W5. He is striding forﬁard on his right 3
« leg, which.is no longer visible, and his left leg-is propel- ,

ling his body forward. A round or oval shield, decorated

with a boss of concentric circles'ahd a sunburst design, is

heid-giist-high Qﬁrthelleft arm in front of theAbody: The

right arm is raised and bent at the elbow in order to aim

the spear downward; thé angle is slightly unusual because

the allotted space is so limifed. The point of the spear ) 1




A dlild

is long, narrow, and sharply honed, while the shaft is

ineised across the relief ground. It passes across W9's

-

right arm and may have been partially'rouhded) since it is
now totally eroded and there are no incision marke on ‘the-
arm; it may very well ha&e been painted The ugper end
of this shaft crnsses over the shaft of. the. spear of Wiz

and then disappears under the decorative garland. W9 S

-gear is completed ﬁy a double-crested helmet, a“smoorh;;

v g

cuirass with a skirt of two rows of lappets and short
sleeves;,and a scabbard which is v131ble on’ hlS left 31de.
The helmet decorated with a splral ornament above'the ear,
is comparable to e he¥mets with cheekpieces and neck-
guards worn by N2, w13, and others. W9's face is seen in
three-quarter«wiew'to the ieft There seems to be a cloak

-9
hanglng llmply from his shoulders; W13 offers clearer evi-

dence’ for the cloak. ‘ : v

W13 is also rushing in from the right in order to

. help in the attack. He is still in the procees of raising

hls spear, since he is not yet in the thlck of the action.
Only the shaft of-the spear is ¥isible as it is outlined
against W;é's body and is incised into the relief ground./§
His body is seen from the back and at a three-quarter. angle.

Only one leg is visible as it thrusts his body forward in »

1

hurried movement... The impression of movement is heighten-

ed by the long cloak that flaps behind the body. W13 is

advancing with his left shoulder leading; an unornamented,
S

round, convex shield with a flattened, recessed rim covers

-

-
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that shoulder, the left arm;'and‘moet of the body. ‘Hie
torso 1é covered by a cuirass: that - ends in lappets that
fall to mid-thigh. A baldric passes across the rlght, “
shoulder and back to a moderately wide belt- a scabbardi
hangs at his left side..- An additional obJect e}so hangs

-

— from the left 31de, but its detalls are unclear. His
~

head, which is shown in proflle to the left, is protected

by the typical double-crested helmet with.cheekpieces and
neckguard; there is no additional ornamentation.
i - Wiz, Wik, Wis

I v , '
' W12 is standing in the far background and is”
visible only from the waist up. He stands frontallyzand
~ directs his gaze to*the rlght.'rHe.seems to be clad in

-

a smooth cuirasshwith a round neckline and~shoulger guards.
His helmet has a wide neckguard and is crowned With two
curiiﬁé raﬁ's horns or plumes; the geperal shape recalls
earlier Thracian helmets from Greece. Iﬁ‘his right hand
he holds a spear that has a"holder fztted,aiong”the 1ower“
middle part of the shaft. The upper shaft is incised into
téF reliefrzrouﬁd and passes under both the spear of W9’
and the decorative garland?ﬂﬁhewspeerhead is just visible

under the garland. .
Wil4 is approaching from the right and 1s advancing

on his flexed lef% leg. He is seen from the back, and his_

head is viewed in left profile. In his rigﬁt hand he L

carries a spear identical to the one carried by W12. Here

UMl

it is clear that the spearhead is fairly short and shafp;
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. whose knee does not quite touch the ground, and the ex-

-
:

the shaft is defined across the relief surface in the
usual mannerL' On his left shoulder, which is leading'
into the fray, and left armrhe carries’a round, convex
shield that is ornamented-with a central, circular boss.
and slender, radlate trlangles. Most of hlS bo/y is. pro-
tected beh1nd~the«sh1eld. Wlh is wearing a smooth cuirass
w1th neck edglng aAdnshort‘sleeves K;Around his waist }s -
a wide belt decorated with two rows of studs. A fair1§
broad baldric leading to the belt is visible across the
right shoulder and:baokr Beneath/the belt is:a skirt of
two rows of lappets.. His head-is orotecfed by a helmet
of Thracian shape w1th wide neckguard and cheekpleces ahd
a crest shaped llke 3 Phryglan cap. _

The group is completed by w15, ‘who 'is crouchlng

)
in the right corner of the panel His bédy, w1th the legs.

~—

foreshortened, is seen fully from the rear, but the face

is seen only in partlal profile. Both thé bent right leg,
—

- 1
~

tended right arm support the weight of the body. The
‘ fie
right leg is seen in profile along the groundline, and

the arm is seen from the outside with the elbow toward the

. viewer. The left leg is bent under .the body and only thes
) > 4 : ' “ -

sole of the foot is clearly seen.'-Both'the right arm and

sleeve overlap the frame slightly. His body seems to .
thrust itself backward and out of the panel'tbward the -

viewer. He is holding a shield, which may be oval, in

front. of his body and is peerlng over ‘its r1m he wears a
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. but his facial features are almost totally obscured by

~smooth cuirass with short eleeyes’and"a gkirt of two rows

of lapﬁZ?E;' Passing over his fight shoulder are a baldric

‘and a stippled garment that is held by a belt at the waist. ',

The’stippl;pg may be ag-attempt to represent chain mail.
A ecabbard hangs from the belt.at his?left side. His hel-
met, like thatmowa14; is of\Thracian shgbe with a Phrygian
crest, neckguard, and cheekpieces.

. ,

w2, W6, W8, wz T

W2 wears the double-crested helmet that we have

seen before; the broad cheekpiecesfand the neckgua

cleariy visible. His head is seen in profile>to the "ght,'°

helmet, The musclés ‘in his neck are stralnlng with the

effort he is exerting. We see his body frontally, as he
9

‘leads from the left into the melee with his left arm, which

suppofts a round, convex shield, and brandishes his spear
with his upraised right arm.  The shield, ﬁeld by a central
armband and a rim support for the hand, is Seen'from its
inner side. The incised shaft of the spear is directed
toward and in froﬁt of W6, and the shaft_passee across the
helmet of W2 before disappearing under the end of the deco-
rafiveigarland. Barely discernibie between W1 and W4 is
the befe left leg of W2; *he is advancing on this leg, which

is set in profile. His bare right foot, whose placement

suggests that “the leg would have been shown frontally had

not Wl covered it with his body, is visible "dangling in

air" between the thighs of Wi. It has already been sug-




"lappets that fall to the upper thigh. A loose baﬂdric

o

S ) . i

gested that thls arrangement 1ndlcates the eriginal eﬁist-
ence of palnted terraln. ;

The armor that covers his body is smooth and has

\%broad epaulets, short sle&ves, and-a skirt of two rows of

-

crosses his chest from the right shoulder and attaehes to

a moderately wide belt that has a narrow'upper'and 10wefﬁ
edging. A scabbard hangs at his left side, and the hilt of
a large sword projects from it. Frdﬁ»his pose{ W2 seems.Ho~
be attacking W8, whose helmet is uncleﬁr,'althodéh it seems
to be of the "Thracian-Phrygian" type. ,Coneidering the .
similarity of the he;mets of Wz and W9 aneé the similarity

of the armor of W6 anﬁ Wl, it seems ‘more likelymthat W2 is

attacklng W6, or perhaps W7 who may be an ally of gé
W6 is quite an 1mp051ng flgure because of his unu-

sual helmet and because he seems to be at the center of the

most violent action in the panel. The helmet 1s distin-
4

‘guished by cheekpieces, neckguard, engraved ornamentation,

and a very large, fan-shaped crest. Both his face with the
chin tilted upward and his shoulders are turned partially
to meet the rush of W8 and W9. He has extended his Ieft
arm toward the attackers in order to defend himself w1th a
convex shleld that is now very damaged he holds his rlght'
arm across his body at walst level, suggestlng that he may
hawe been holding a sword that is n0w mlss1ng. Like W1,

he wears a muscle’ cuirass with cutouts for the legs and

R

no belt. A loose baldric falls frgg his right shoulder to
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‘the left eide\ﬁf his waist. Part of the bare right thlgh

'/ . N .

PR

can be seen, but his legs are mostly hldden by W5.

b}

W8 is advancing to the left with h;s weight on

" his bent Tight leg and wf%h his laft leg extendedibehind

him. The bare rlght foot may be seen protrudlng under the
lower edge of W5's shleld and the left leg and:foot may

be discetned between Jhe legs of W9. Our;grtist showed

the left leg frontally. W8's body is positioned in a
three-quarter view, but most of its details are hidden ;“*;i
behind the round shield that is decorated with a flower-
like design. .A short slgeve is v1s1ble aog/ss the upper
right arm, which is bent and raised to brandlsh a sword
over and behlnd hlS ‘head . The sword, which has a broad
blade with an edging along the lateral extremltles, obscures
the orest of the helmet but 1t appears to be llke that
worn’ by W14 and W15 rather than that worn by Wl and W5,

His right hand is touched by the feet of the central

- genius. Only the central genlus 1nterferes w1th the action;.

the other two genii direct their attention downward and thus
seem to be interested spectators. W8 seems to be directing-
his attack against W6 rather than W5. . :

Most'of W?'e«body is hidden under the mass of

flgures in the foregrounﬂ; but his head, shleld and spear

can be seen. He is wearlng a rounded helmet that isg deco—' .
rated with long horns that curve slightly at the tips; the h
cheekpleces are quite wide, ,and there seems to be a neck-

guard. Only the upper edge of his shield can>be'Seen,rhut

—
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it is carrled on the left arm up in front of the body, part
of the left shou%der is visible. He has begun to brlng_hls
right hand, whioh_graspSAthe shaft of a spear, into cast-

- ing position, but he isygot yet olose,eAOugh to his tar~

" get (presumably W2) %0 have combleted the maneyver. The

point is directed toward the groqui'the upper part of the
shaft is incised into the reliéfﬁgfound as it passes under
the horns of the helmet and disappéars under the.deéorative‘
garland.- - , . 7 : ——

)
~ e -

The 1nterpretat10n

%

Slnce 1835 there has been. unlversal agreement about
the nature of the subJect depicted in the west panel.
Accordlng to both Rolland and Charles Plcard. 65 P. Merimée
was }he first person to recognize the battle tha} ensued
for thorbody of Pétroclﬁs, which Homor descfibqo'in EookiXVI
of tﬁe ;l;gg.éé However, comparisons with Iliac tablets;A'
relief vases, and the two painted Iliac friezes from the
Casa del Cryptoportico in Pompeii and the Domus Transitoria
in Rome fail to produce an exact prototype for tﬁe composi-
tion. |

:E§§les Plcard, therfore, has recently suggested
that the scene shows the battle for the body of Achilles -

“rather than Patroclus. He refers to a 31lver oenochoe from

Berthouville as his~ ev1dence.67 This jug and its oompanlon

vegsel were buried around 275 A D. and are. believed to be

S

reproductions of earlier vessels that were derived from

68

Pergamene works of the second century B.C. They probablyl

"
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date from the Claudlan era.69 Although the. general action
deplcted on thw/benochoe would have to be changed radlcally
to produce the St. Rémy comp051t10n, some credit should
be glvggﬁgo the idea of 1d/ﬁt1fy1ng W10 asrAthlles, since
bothe the jug and the panel show two fallen~warri9y§29 How-
ever, on the jug only the Aude Achilles is being lifted'
from the ground. ‘, '

At least a cogpdrison of the two works makes it

clear that both were inspired by,pictéria; sources, but ——

probably not by a single painting as Kiéiner suggests; O

these pictorial sources may have originated in a Pergamene

71

school. It must be remémbered, too, that contests for

P

iz

a corpse were popular themes in ancient.art. The west

frieze (block k) 6f the temple of Athera Nike, .an Agtic
-~ ) 1

red-figupe‘pelike,72'a neck amphora By the Ixion painter,73

and a TarQuinian sarcophagus74 all depict such struggles,

and they- are certainly rflet all based on Homeric.episodes.

v

o Therefore, there seems to me to be no absolute reason for
gssuming that the scene of the west panél is ‘derived from .,
Homer.4 Such an iﬁentification is certainly-poséible, but
it séems just as likely that the scene should be viewed
merely as a "generic" 1nfantry battle. 81m11ar to the

cavalry battle of the north panel 75 . s

The East Panel -- Two Scenes {Illus. 7 and Fig. 75

o«
The composition

, Of the three panels under detailed consideration,

@
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tﬁe east rellef dlsplays the most complex comp031t10n and
1conography ' To the left and rlght are “two distinct
scenes, occupying approximately one-third and two- thlrds of
the panel. The left por¢ron shows a traﬁqull scene, cen-

tered around a winged delty E3 (see Flg 7) who 1s reading

.from a yolumen. ~She stagds beside a seated river god El.

To her right and left thfee spectators look 'on:- a young
man E2, a bearded man E4, and a woman E5. E6, a warrior
with.upraised shield who has {e}ien-to his haunéhes in,A“&;
front ¢f the woman E5, provides the‘trahsition to the vio-
lent éction—of the right portion. S S
Three figures offer the main focus for the larger - i
action. A heroiéalIyAnﬁde warrior'E8ihas grésped F13 by A
the -hair and is pulling him from his horse, which is rear--

ing or galloping to the right. Behind E8 stands a winged

Vigtbr§<E7, who is holding gﬁtrophy. Naig}ous figures
supplement the scene. Behind the main figufeé are three
soldiers (E10-12) who witch the action and a woman Eil,

who is disturbed by the fate of the horseman. The far right
of the panel is filled by three warriors”in attitudes of - N
combat: E16 is rushing from the right with hﬁs spear regdy,

E18 is gesturing toward the main scene, and E17 is rushing

to the right in front of the horsel Under the front hooves -

of the horse is a nude, sexted prisoner E15 and behind the

1

horse lies a nude corpse E9. The lower right corner is ' --

filled with a conglomeration of items that definitely 1n~

cludes two swords, a spear, and at least one pe%ta; presum- o7




ably a pile of arms from defeated warriors is meant. There , f
seems to heﬂno,doubt that this parpioular iconography ori- é
ginates in Greek sources. o 3 . 'ffmx ‘.E

In this panel as"in the north panel there.are clear
indications of depth, alxhough the artist has n?t resorted

~ to subtle rend1¢1ons here. Standlng in the foreground, ,
along ‘the groundline deflned by thembaseline of - the panel{'
are E1, E6, E8, E9, E15, E17, and the horse. The middle
ground is oocupied by E3, E7, and E13. Most of the figures,
including E2, Eb, ES, E12, Eik, E16, and E18, stand in the
dackground, and the remaining E10 and E11 are positioned
in what may bexpermed the far background. DeSpi%erther
piling up of the fikures, there is a greaf deal of iso-
cephaly;'the heads of E10 and El11, for example, are level

;\ i . w1th the heads of E12, E14, and E16, although the fpormer are

‘ deeper in the background The* action seems to lead in from
both sides to a pyramid of.figures in the/center. ' -

Grooves are used to, enhance the volume of the fig-

ures and to separate them from the neutral relief surface.
Ineision defines spear shafts acrossdthat surface and the
o ' leaves of the reed on the pilaster at the left side of the l
panei Even though some of the garments are draped in o o ;

heavy folds, the chiaroscuro effect is accompllshed by

high rldges and deep furrows rather than by a studled pat-

vt

tern of drilled or incised grooves or lines. ;{

“
Each figure in the various groupings within the

panel will now be deéscribed in detail.

uml

~




'é‘characteis
Elfis the only personification used to suggest a |

-»18bale in any of the Sf.yREmy panels. He is a river god, -
] L ' : -
who is seated in the left corner of the panel w%fh his legs

toward the right#gnd'his back leaning against the pilaster.
His face and lower body are badly damaged. but he looked
to the right. The stdmach‘musslss are clearly visible in

Gz

the nude torso, and the shoulders .are partlally turnedlihh»
~ward the viewer. A cloak is draped over the left shoulder,

aldng %he;left side, .and over ?he left arm, which is ex-

tended to support a large drn of aﬁphora on his leg and .

kﬁée. A tall resd;” hose fronds are indiséd into the pilas-

ter; 1s held along the right side of the body and over the .

right shoulder. The rlght hand was probably gfd;;ded be-

sidé‘tﬁe rigpgﬁhip.~ Part of a rock may be visible beside

the body under the right elbow. | - _ ' -

Just above El's left shoulder is tha'smali, winged

deity'EB. Shé wears a palla looped from her shoulders

S

across her stomach; underneath this mantle are a tunic
. - .

' (possibly a peplos) with a loose neck and a double-tiered

skirt. She~is holding a rotulus or volumen in both hands

and seems to be reading from it, aithough the facial fea-
tures have been badly damaged The right arm has aiso been
damaged. She stands w1th her shoulders on a line diagonal:

to the rellef ground.

Uit

Behind E3 and looklng over her head is E2, a young |‘}

-

I

,\ .
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e c man who is leaning on a long;,sﬁraight'staff that he hold;

".in his left hand. His body is frontal,. but his head 1\3\ Nt

turned to the right and his neck musﬁles strain -as he peers
- to see what the goddess is holding, Little of his garment
—1is visible, but he may be wéaring_é toga Qr a pallium. On

~his head is a smooth, close-fitting cap which appears to

P
4
e ¥

hagé a sptke proaectihg from- the crown. Without an exami-
natlon on the site 1tself 1t is impossible to be absolutely .
sure about this apex because the tassels on the end of thg -
gé;iand interfere with,thq‘cap. ,S§ilI,'the cap seems to be
the galerﬁs worn by the Roma‘ﬁ fiamines.

Nexf to E3's left shoulder‘stands~an older man E4.
He is bearded-and had long hair. Eis body is’froﬁtal; and
his- face is turned to the left as he looks down at the small

- 9
. ) delty He wears a garment that is draped over his rlght

shouIdef and across his cﬂggk, with the end thrown over his
left>éh6ulder. His right arm is cradled in the ggld of the
. garment, Qhere the hand is visible. Since thﬁliiwér edge .
is not visible, it is impossible to say whether he (or E2
either) is wearing a toga or a himation.76. The left hand
may be seqﬁ&just under the elbow of E5. Straight folds of
drapery fall from the left arm. Loose, curved folds that
result from the draplngugf the z_gg/hlmatlon over the chest
cover the legs. ’

‘The group is completed by -E5, who stands at the

left side of Ek. Because of the long hair that is caught

up at the base of the neck and the long skirt worn by the
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flgure. she- qgn be identified as a woman Her body is

" frontal, and ‘she is looking to the left and down at the

winged deity; her fa01al'features are missing. She wears
- ,

a tunic with loose sleeyqﬁuthat reach almost to her elbow.
. ach _ A "
The tunic is girt at the waist, creating a slig?t blousi-

ness over the todrso. A himation or palla is draped over

her left ehoulder a?d arm and across the left breast aﬁdr
riéﬁt hip. Her right arm is bent across her body, and the
right hand lies across her bfeast. Theeleft:hand is nod
visible. | o ’
| E6

S -
E6, the nude warrior fallen to his haunches, 1is

seen in profile to %the right. -His right leg is extended

ralong the groundllne, and his left leg is bent double w1th
"' ‘3

the knee in the air and the foot on the ground as if he is

about to push himself irito a standing,position.‘ His right

arm is extended, and the right hand, whieg-érasps the hilt
of a short sword, is braced against the groﬁﬁd. The left
arm ie raised beside and behind his head and supports a
largé, round shield by ﬁeans of an armband and a handgrip.

Although the head is quite battered, a crested helmet of

the type frequent on the mausoleum is evident. A short

chlamys hangs from his shoulders and down his back. E6 is

simNar to E8 because both are nude ‘and wear the samerhel—
met. MHis right foot overlaps the feet of E$. If he has

an opponent, it is unclear who it might be. .
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E9 is”é nude corpse fhat is Strefchbd on the ground
w1th his torso behlnd the legs of E8 and his head behlnd
the rear,hooves of the horSe. HlS feet are hrdden by the
///Kk\isgsof E6. He is iying~oﬁ his back with his he%p thrown
' 1back and an arm, visible between ghe horse's leés, $hrown
up above his head. The musculature along the rib cage is
clearly delineated. There is sufficientfforsion‘at’the
waist’ to present the hips in a frontal v1ew, the genltal&a_P
are visible. The right leg is seen in. proflle as it is |
bent at a 120—degree angle to the grdund; the left leg is
also shown’in profile as it is exteﬁdedAsomewhat more along,
" but not on, the grouﬁdf Approximately half of a round or

oval shield is seen behind E9, who is presuﬁably its fallen
P 9

owner. .

-

Just to the fight of E9's héad and under‘the beily
and forelegs of the horse sits E15. He is/cfouchéd slight-
"ly forward at the waistdt, and his arms are bound behind his
back. His shoulders. are turned toward the viewer, and the
musculature and bones of the diaphragm and chest are shown.
The right -leg is foreshortened and is bent back under the
left leg, which is extended at a 120-degrée angle with the
>foot on the ground; the right thigh is seen frontally. It
seems that E15, whose head is seen in profile to the right,
ha, 18ng hair ahd possibly a beéfd, but this semblance may

be ddg to his damaged condition.

-~ ) N =
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P N E8, E7, E13, Eih

E8 is the hero, who is nude except for a long -
L 53

chiamxs7

7 that swirls dramatically behind and between his
legs. He is SQen fronf;fi&'as he straddles the corpse of
E9. His weight is suppoﬁted by his right leg WhiCh isr
slightly flexed and planted in front of E9; his left leg

is extended with the lower calf and foot,behind-E9; The

pose 1is vigoroué and dynamic. An'ovélishield, seeh ffom the f
inner side and held by an armband, is’exteand to the rfEﬁ%’ .

on the left arm; a loop of the cloak is seen over the upper P

]

; left arm. E13's head and shoulders are ouflined against
the'shield. Although the right ;rm is now m1881ng. the
condition of the rellef at the shoulder'and waist (Illus. 7
and 8) suggests that the arm was not extended to the left

[y

bﬁt was instead bent across the body, whefe'it hgld aﬁswqrd
at waist—level. It was drawn slightly béc} from the shoul-
der and against E7's skirt. A scabbard is seen hangiﬁg at
"E8's left side, where it is held by a balhric that crosses
from the right shoglder to a belt. The face is damagéd. :
but tﬁe crest of the helmet suggests that it is of the
t§pe most common at St Rémy . ‘
Directly behind and to the left of E8 stands a
winged Victory E7, who seems larger in scale that the mor-
tal combatants around her. Her hair.is piled atop her *%\/zi

head, and she wears a sleeveless tunic that is gathered in-

to a slight blousiness by a belt around the waist. It

falls in neat _folds to mid-thigh. -Beneath it, a heé}y




"Wl and W6.

o ey

. . % T _ o '69"
‘skirt falls in 'small folds to the ground. The end of her
peplos can be seen billowing above thershieidbof E6. Her
movement to the right and into the action is indicated by
her billowing cloak, theyaisplacemeht of the folds of the

tunic, and her slightly raised right foot<(visi§;e just i -

 below Eb's shiela); her body is frontal and her head is in:- = .

v

profile to the right. She looks down at E8 as she rests
her left hand on his right shoulder. '

Oveér her right shoulder she carries a small trophy—=,

on a pole., Her right hand grasps the pole'éfjthe_level>of,

‘her waist. The helmet is too damaged to allow description,

but the armor is clear. ' On the cuirass the pectorals are
marked, a line passé; from the center of the qhest”to the -
abdohgn, and the necklihe is banded:” Elbow-lengthj sleeves
hang frpm the banded armholes, and ; knee—length_skirtlof P I
la;p;fs hangs above the billowing cloak of E?.' The armor
may have cutouts for tﬁe legs like the mué;le:cuirass of:

. E13 is the only mounted figure in thié panel.l He"
is being pulled from his hofse»by E8. His left arm is ex-

: Y -
tended toward the horse's head, and his right arm is

=

stretched out over the horse's hindquarters toward E8. He

is sitting aé??fgg the horse, but his body is bent 5ack
sharply f£om the waist, and his head.is bent to the left -
and is parallel to the ground. Ail the facial features

have been obliterated; the hair appears to be long. The

-

youth is wearing a loose, blousy garment that is fastened

-
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on the 1eft'shou1der,-ieaving the right shoulder and part

~of the right chest bare:. A belthgirds ﬁhe:garment around 

tHe waiét, and‘a short skirt covers therthigh;tb a point
just above the knee. TheTe afe~nﬁ§éroﬁsffolds;over the
torso. The upper edge'of a pelta, held”ouf on Ehe left
arm, is s;en inuiront,of the-body of-ElQ; h A

El13's reafing horse is identical to the. rearing
horse of N4. His rear legs are planted on the. groundline,
and he paws the air above the'héad of pri&onér El5. Hisw——
body is slightly twisted at the hindquarters, and.the neck
is bowed. He is foreshortened to give the impressior that
he is rearing into the fofeground from'a greater depth
in the panel. The7f6Wer pépt of the forelegs and:the
muzzl? were probably worked partially in tﬁe ropqg and have

rd

been broken away. Both the mane and tail are-long and nat-

a3 -

urali' His geai includes a saddlecloth, bridle,‘and breast-
strap. T 7
B A‘despondent E14 stands dirg;tly behiﬁd EiB,and his

horse. Most of the‘fgatures of fhe head are missing, but

the hair is definitely quite long and‘is caught up at the

nape of the neck. The figure wears a loosé garment with a

round neckiiﬁe and i&ose sleeves that reéch to the elbow..

The right arm is raised and bent so that thekhgnd touches

the crown of the head.  Because of the hair, the garment,

and the grief-stricken pose, thé figure seems to be a ‘ -

woman. She is looking at E8 and beyond him to E6, and

she thus.draws the spectator's attention to these figures.

’




E10, B11, E12 - ~
Theeeufhree fignres’are calm spectators of the -
turbulenf scene centered around E8 and E13. E10. and-Ell
are s® deep in the backgrﬂﬁnd that only thelr heads~and

b necks are visible. E10 wears an unusual, rounded helmet

— .

-

‘addrned with” plumes that are shaped 1like "bunny ears"; the
central\iii%ns straddles the\plumes. Heris holding a long
spear over his left shoulder with the point in the air.

The shaft of the spear is incised into the rellef groundeuup ’
.and Ppasses between the heads of E10 end E11 beside the

right foot of the genius, end as far as the decorative -

P garland. Part of the round shield may be seen ori the left

5 shoulder in front of the shaft of the spear. The head is
turned in a three-quarter view to the left where h%s atten-

<
tion is concentrated on Victory E7.

E11 is also seen in a three quarter V1ew‘to the left
as he looks toward E7; his head is 1ncllned sllghtly more
-than the head of E10. He is wearing a helmet that cannot
be seen too clearly; it seems fo be of the "Thracian-Phryg-

( ian" type that occurred several\fimesvinlthe'weet panel

(e.g., Wik, W15). He also holds a spear with'tne point
skyward over his left shoulder. It almosf touches the gar-
land. * . |

‘Al though most of his body is covered by;E8's_snield.
E12,is seen from his s\oulders un. His body is turned

slightly to the right, nd his head is in profile to the.

right as he looks toward E14 and the onrushing E16. He




wears a‘leatﬁer cuirass with a reuﬁd, bordered neckline,

shoft sleeves;‘and'ioﬁg, narrow epaulets. Arspeﬁr with a

long, slender head is seen. over his righf shoulder. The -

shaft overlaps the shaft vf Ell's spear and the p01nt over—

. laps the shaft of ElO s spear before it termlnat/p Just 7 e

T ‘ 'before touching the rlght shoulder of the gezlus. A
cur;ed obJect,.presqmaély a shield, is visible behind El2's
left shouider. <He also wears a helmet Yith a crescent-
shaped crest; because it is smooth, the crest does not e

seem to be a plume or a horsetail.

.'E16, E18, E17 ' ’
E16 stands in a belllcose pose. He is seen from
the back as he rushes in from the right with his welght
on hlS left leg as he advances.‘ The leg may be seen behind
the forelegs of the horse; the foot is hidden behind the

pile of weapons. is muscular right arm is drawn back to

cast his spear, and his face, seen in profile to the 1eft;

‘is distorted in an open-mouthed battle cry. His head is
protected by an undecorated Thracian-type helmet. Thew

_ shaft of the spear passes behind the body-of E14 and the
Head of E16 before it crosses the»felief ground and dis-
appears ﬁn@er the end of the garland. An oval shiela deco-
rated with a narrow, plain border afound the rimlbovers his
body as he”holds the shield on his left arm_close to his

/»Qody and over his left shouider.' He wears smooth body

armor that ends in a skirt of two rows of lappets. A

short sleeve covers the upper right arm. From his left i

%

. g




" that crossés_his~right shoulder. <A<p1ain.»moderatel& wide

I 14
,

side hangs a . 'scabbard that is held in place by a.baldric v

belt girds his waist. ™ e
Ei8 is V1ewed ﬁrantally. His gody is inclined
sllghtly to the 1eft-as he gestures with his rlgBt arm,ln
that direction. The face is seen in a ﬁhree—quarter view
to the left; the neck musclesAstand out clearly; A ; "
crested helmet with cheekbieces and neckguard covers the )
head .1t is the type seen so frequently on the mausoleum*“u,
The rlbbons on the garland hang behlnd the crest. Smpoth

armor w1th broad epaulets covers the torso. A belt with

narrow_upper and lower borders en01rcles the waist. His

. ] ra . 7
spear is at rest ovef"his left ,shoulder; the upper end of

" the shaft touches the end ofrthe garland. An unusually

large,'oval (or possibly a glgantlc, round) shleld covers

1
-

the 1eft side of the body. Its decoration resembles the

underside of a tortoise éhellu Less than ﬁaif of the

-shield is visible because it is terminated Uy'the pilaster.

His legs are not visible, but he must be standing on hilly
terrain, a pile of arms, or something éimilar.

Thgrlast figure in the panel is El?.' He is seeh
frontally-as he moves to the right with his weight on his
left leg, which is seen in profile.‘ The right leg is ex-
tended frontally to the left, and .the calf is obécurgd by
the left leg of E15. Foreshortening is evident in the
treatment of the‘right'footé: His right arm, which has been

damaged, is swung across his forso,/ang'his left arm is

-
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holding e‘réund,shield with a handgrip so that it is close
to hiszbody{"A smooth cuirass:eovers his torso; broad)epaua
lets protsct the shoulders, and a skirt of two rows of'iapi
pets covers tht thighs.~The back edge of the sklrt ‘can be
seen between the legs. A belt 31m11ar to that}yorn by E18
en01r2iesf;he ;ezg¥&~“Hls head and face, which are}badly _ -
- : . damaged, are -turned in profile to the left;. the muscles of
y the neck bulge.‘ The helmet is too battered to show any

detail accurately. o : At

The 1nterpretatlon

Tradltlonally the V1olent subJect of the east -
ﬁx_panel has been termed an amazonomachy. Hilbner attempted '
-i»wfbrestablish a sbecific locale -for the sceﬁe on the basis.

of the rlver god and argued that the "amazon" represented a

’ . hlst;rlcal figure, such asathe daughter of 0rgetor1x.78. ' o
Most authorltles have advocated a more generalAinterpreta-
tion. Rolland refers to E13 as the'"tradltlonal flgure of

79

a wounded Amazon," and 1ndeed there are numerous examples
from the Greek repert01re, 1nclud1ng a drametlc example on
slab 534 from the temple of Apollo at ﬁ;;sae. If the
traditional amazonomaehy interpretafion is miintained,_how—
ever, a number of seriousiiconograpgicalAquestions arise.
Who is the despondeﬁt womén E14 who is ‘definitely
'notrdressed as an amazon? Why are fhe agitated figpresi t
the right 'edge of the panel (E16-18, also.E10-12) fully

armed men rather than amazons? Why are the corpse E9 and

umi

the nude prisoner E15 men, since the "Greek" obviously has
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the upper hand in the, scene°L,Haw are the left and the Y
right scenes to be reconciled with- each other° Eclect1~ \
cism for aesthetic and artistic purposes might be;pggj of.
the answer, bd% the resuTtant scene can not be termedfan}.

"amazonoﬁ%chy". In order to answer these quesﬁions and

1£}e§£gie_Ihe.elements of the scene more.successfuIiy, a

different interpretation of the subject matter is called
for.: I prefer a suggestion originated by G. Chafles-Picardx
that the violent scene is the death of Tr01lus at the ——
hands of Ach111es.8O -His idea is a good one.and can be |
supported with new evidence; furthermore,'I.have a sug-
gestion to offer about the 1nterpretation of the left

scene as well. A

Kleiner does not accept the Troilus integpreta-

-

tion because he_dees not make ampfe)hse of Etruscan compa-

. -

ranés. He maintains that E13 is an amazon, but he describes

s

the entire scene as a "compiex fusion of motifs drawn from

-

a variety of sources" in order to create a biographical

81 He identifies E2, E4, and E5 as a "Gallo-

composition.
Roman" family (1 e., the Julii) clad in the toga (E2 and 4)
or palla~(E5). According to his theory, the accessory

soldiers are includedJoﬁly to establish a link with the

-north and west panels, just as E1l4 is included_as\the,con-

necting link between the right and left scenes in the
§Ene1.83 He finally summarizes the composition as "a Hel-

lenistic amagonomachy [that] has been used as an allegory

.of the defeat of the Gauls and been expanded to incorporate
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portraltsvéé ‘“the Julll."su This approach leaves’asgreat
many questlons unanswered regarding the 1conography ‘of the”
pariel and the identification of various prominent.figures. .

Reference to the Etruscany/omparanda can, I think. produce
~—— T -

many of these answers - and conflrm the Tr01lus 1n§prpreta-
‘tion of the scene. A

The fullest literary narration of the Troilus epi--
sode was Eart of the epic szria and is now lost. Homer .
(l;;ag xxiv, 257) mentions Troilus as a son of Prlam, and&-s
Athe Schollast on -the Iliad (vii, 44)’1dent1f1es him as well
as Cassandra and Helenus as children of Priam and Hecnpa. B
Sophocles wrote a dramati¢ version of the story,'but only
fragments of this biaynremain. ‘'The.legend concerning the
prophssy that the death of Troilus must‘presede tn§ fall,
of Troywnay be a Hellenistic additidn.85‘ In the extant
1iterary referencss and in the representafions on early
vases, the age of Troilus and the se%ting and manner of his
‘death vary greatly. He may be a young boy, av&outp. or a #

young warrior. His death at the hands of Achilles may come

in the open, near a springhouse, before the city walls, or

beside an altar. Achilles is sometimes accompanled by
Ajax.86 Whatever tha particulars, the story was espe01ally
popular with South Italian vaSe7pa1nters and w1th the scnlp-
tors of Erruscan urns and sarcophagi.'87 - X
Many Troilus depictions nave been strsggly,influ-

_enced by amazonomachies, and this borrowing must be taken

into account before we consider precedents for the St.rRény'

\
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comp031t10n ‘because 1t does’ belong to this category of

representatlons.l The Apulian amphora from Trieste (Illus.
)88

that we disﬁussed earlier in relation to the south’

panel shows an’ amazonomaehy " A nude Greek hero, perhaps

Achilles, is pulling an,amazon in tradlt;onal dress from

her horse. This motif- is almost identical to ﬁ8-E13. How- -

ever, a stamnos in Rome89‘Shows the same motif adapted to

the Troilus episode. Achilles pulls the youth from his

horse just as the Greek pulled the amazon from her horﬁg&ZP

- .
This "amazonomachized? Troilus composition proved very pop-

-
ular in Etruria. Accessory flgures ‘were added, clothlng

was changed to indicate" Greeks and Troaans. but the céntral

motif remained the ‘Barie . - |

Etruscan urns, especially from Volfefra, offer some
outsganding pérallels for the general compositioz and for”
detdils that may help in the identification of various
individuals. Néi;rous urns document the 6ehtrglpgroup
E8-E15.91 One of the best examplesvisrin the Muséo Archeol-
ogico in Florence, no. 5755 (Illus. 9)., In addition to .
the éentral.group, a stately female figufe; possibly a
Lasa, stands behindrAchilles and raises:her,left hand behind

his right shoulder. Her position is almost duplicated by

the Victory E7. The actions‘of'Ei7_and E18 are not unlike

those of the male lunging to the right and”the quietly
standing female on the urn. A fallen pedagogue has replaced
E15 under the forelegs of the horse, but he-nevertheless

offers a precedent for El5's p081t10n. Another urn92 also

=

©s
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sﬁoWs a Qingéd female who is much like E7 standiﬁg behind
Achilleé. ‘Two other urns ffom'fbiterra (Figs. 8 and”9)93
show Achllles' round shield e§$ended obliquely behlnd
Troilus' head. Trorlus +pelta is seen under his horse on
an urn in the British Museum (I1lus. 10) 94 On’?lmost all
A - the urns, Achllles holds his sword across his body at
waist-level. He occas1onally'draws it up beside his head,
but he neverzholds it extended out to the i;fﬁ.QS

7 This iconography and recons%%pction mean that the. .

o~ ~

hero E8’can‘not be Mérs tropaeophqfus.96 ‘Kleiner propbsed

this idea pri%? to his dissertation because he. restored the
. .

right arm extended to the left, holding the tfophy that is,

in fact, held by.fhé“Victo%% E7 (see Illus.-7 and 8). He
also-saw traces of a belt that in fact prové to b% the re- _
B mainiﬁé outline of the missing sword and a stippling that !
may ihdicate that fhe genita%ia were originally'éepicted.'
Kleiner does not offer a parallei in amazoﬁomachieé for
.E7's resting her hand on or just above the hefb's éhohlder}
but we have seen that such a parallel does exist on Etrué- » \w;)é
can urns sfowing the death of Troilus (see Illus. 9).°7 .
K piner also does not wish to.identify E13 as a
youth because of the way hé is dressed. However; this .

objection can be overcome by reférring to an early fourth

century B:C. relief base found near Plato's Academy‘@n

.
‘. o - st e

Athens.9§ The ‘scene supposedly,briginated in'a contempo-

rary Schlachtenbild or frieze.99 Under the hero's horse

on this base is a fallen warrior in a short tunic that is

\\\,\5;’

Viviy
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girt at the waist and which leaves the right shoulder bare.

P

AHe'is_carryiﬁg a pelta. A similarly clad warrior, but

» - | ) . . . | ?“i - - 81 R | .

n < B

carfying a found shield, is found on an Attic grave stele
in the Museum of Fine Arts‘in Boston.lOO\\ObviOusli, a
‘E youth could be dressed like oﬁp ?;oilus, and so Kleinet's
| objection can be put aside. ;
Yet another urn (Fig. 10)1°! shows a full-scale
Vbattlg_raging as Achilles pulls Troilus frém‘his:porse.
It is possible that this urn reflects a larger compositign
from which various éxderpté were made ahd'then used as new

scenes. . The céntral group remains basically theAsame, but §

he 3 . ) ) i
we also have the precedent fo a large number- of accessory |
figures'in Qpe compgsition. Although none-of them is

duplicated by a St. Rémy figure, we can assume that similar
) . "

The Etfﬁscan‘and the St. R%my artistrmergly excé}pted dif-
ferent figures from the larger units, andjthén each added
s o;her elements as he saw fit. A nude warfiof‘ﬁas.fallen
‘beneath Troilus' horse; although he is not supine, his
position recalls E9. Achilles is being aided by a bearded,
fully armed warrior. Another urn in the British Museum102
- _ also shows the comrade of Aéhiiles; however, here he is
nude and is seen from the rear with his face in pfgfile (a -
winged Vanth stands beside him). ~ - /
X Because of the frégﬁentérx literary tradition, it

is impossible to identify the warrior companion of Achilles

definitely. He could be Patroclus, Ajax the Aeacid, or e *
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Odysseus.103 Since he is frequently be&rded,»it’is unlike-
1y .that he is Patroclus, Achilles' contemporary, and he is

never shown in the cap that usually characterizes Odysseus.

Therefore, itvcould be that Achilles is here aided by Ajéx

the Aeacid. And indeed, an Etruscan.mirror shoglng the

s

104

death of Troilus (Fig. 11), although in a different set-

fication. The participants are named by inscriptions a;

hxle (Achilles), extur (Hector), evas (Ajax), truile (Tro-

ilus), and a Vanth.105 The only flgure in the east panel

Lo 83

’ ] ,
ting than the scene of the east panel, confirms this identi-

7

that could p0831b1y be ﬁ?;x is the fallen warrior E6. How- -

ever, his p031t10nwls very unheroic and uswally denoteé a
wounded warrior. W% Have no literary evidence that Ajax

was wounded when Troilus was killed. Consequently, I
o

. doubt that E6 can be identified as Ajax, but neither is

he ﬁb'ﬁe'identiﬁied as a duplicate E8. The position is
paralleled on an urn from Volterra (Fig. 9)106 where the
warripr is definitely wounded Qr dying; he is nudé except
for a helmet (like E6), and he is not AJ?X but merely an
unnamed Greek. Therefore, I think the p%;t appellabtion we
cénvgive;Eé is "fallen Greek". 1.

None of the Etruscan urns ghows a prisoner under

the forelegs of Troilus' hofsé, bgj several urns do show

a fallen warrior or a corpse under the ﬁS}se.lo? Pairault

has pointed out that these wounded warriors definitely show

the influence of the Great'Altar at Pgrgamon.198 Bieﬁkbw—

ski and Andreée hé}e’also studied Etruscan-urns and other




e

Fig. 11. Ajax and Achilles after.the death of Troilus.
Etruscan mirror from Bolsena. London, British
Museum, no. 73. :

. (Gerhard, Etruskische Spiegel, Bd. V, Taf. 110.)

e
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works 1n relatlon to. a Pergamene painting and sculptural

group representlng a galatomachy, they, too, have recog-

nized the wounded or fallen warrng,under the hooves of a
: ; : ' N .
galloping or rearing horse as a motif taken from tnlSj

~ !

repertoire.log‘ Very probably the Troilﬁs urns m3ke use
of this repertoire for the accessorx¢£1gures (such as E9

and E15) in the scene. Although E10-12'and E16 18 are

Trojan warriors in the east panel they may be adapted from

~~

gsome Pergamene source as well. It is also possible that.___
the Victory came from such a source, but fhefe is no evi-
dence to support the theory. |

The ‘only other figure in this scene that we can
attempt tg identify i& the woman E14. She éppears on

several urns from Perugia (Figs. 12 andA13)1lo,in an iden-
- e » R
tical position but-with her cloak billowing over her

111

head. BecAdse she is a despondent figure, extant lit-

s~ erary evidence suggests that she is Polyxeha; who in some

v

. stories was with Troilus when he was ambushed‘by Achilles.

We should also note that the compositional arrangements
of the urns and the panel are basically identical; both

rely on tiers of figures set at different levels to suggest

“depth, but'theiarranéement on the urns is mor impossible

to reconcile to realistic groundlines than As the tiering

_of the east panel. Figure E14 also provides a transition

to the left scene because she is dressed much like the’

woman E5. Howeveg, there is no indication that the two

figures are meant to represent the samé character.




~
Fig. 12. Death of Troilus. Etruscan urn.
~Perugia, Villa di Colle del Cardinale.

(Brunn-K8rte, I.lix.23.) .




e Fig.Alj. Death of Troilus. ' Etruscan urn. 'Perugia,
Hypogeum of the Volumnii, inv. no. 67.-

(Brunn-K8rte, I.lix.24.)
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" Interpretation of the tganquil scene at the left

of the panei_ié slightly more difficult because there are

no urns tha% offer a airecf,parallel'for the episode. How- =

«

ever, a number of urns and other works of art.do confirm

certain details and make suggestions for the idenyifica—

PR . ‘

tion of the figurés. I believe that this\3cgg§533'conneﬂp-

ed with the death'of Troilus and that the east panel, like

112

the south panel, depicts two episodes from the same myth.

A winged Lasa Ej foretells Troilus' fate to his parents . __
Priam Eb and Hecuba E5 and to his brother Helenus-E2. The o~

event takes place beside the river SCamander El.

3

W
frequently show personifications: of the Scamander that are

Homeric bowls from Boeotlaﬁgworkshops (Fig. 11+)11

LI %

similar to E1. He is usually associated with reeds similar

. 9

to those in the east panel. The winged lady with a rotulus

. ;appeafs on a number of Etruscan works. A beautifﬁlly com=-
parable figure is found-on a mirror in the/Britiéh Museﬂm'
(Fig. 15).1t%

wings are seen frontally, and she is Holding an unrolled

She is standing much like E3, aithoughiher\f

e scroll in front of her; On the scrollAare_inscribed the
| names of Ajax and Amphiaraos, who are seated to elther 31de
to hear their fate, as wellfas her own title (Lasa). Her
garments are identical to the clothing of E3. Another
winged Lasa with a rotulus is shown on %he lid df an urn
from Chianciano.115 She is seatédlbeside the deceased and -

is reading .his name from her scroll. The roll of the Lasa

is not algifs so integral to the scene. On an urn from A s

s
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‘Fig. 14. Drawing of a Homeric bowl.
ware. Berlin, Staatliches Museen,

(Weitzmann, Roll %pd Codex, Fig. 20.)

s

Boeotian relief-
inv. no. 30535,
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Ajax, Amphigyaos, and Lasa.

Fig. 15.
(Gerhard, Etruskische Spiegel, Bd. IV, Taf.
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116 . a w1nged Lasa is s:tt1n§ in a tree, holdlng a

Vclterra
rotulus, and watching an unldentlflable scene before her.
Similarly, a winged Lasa w1thout a rotulus is an accessory
flgure in the scene of Helen S appearance before Agamemnon
and Menelaus on an Etruscan mlrror.117 A)ﬁrecedent for the
reduced scale of-“the Lasa in the east panel is c;fered by

an urn from.Ch1u31.1;8 . 7

Although I can not offer any specific evidence for
the identificatibn of E4 as Priam and E5 as Hecuba, they
are the‘lcgical participants in this scene if the Troilus
interpretation is correct. Priam'does appear in a differ-
ent context on a number of the urne that show fhe death of

i

Troilus (e.g., Fig. 8);119' In such instances, he is always

. bearded like E4. I agree with Kleiner that this group does

3

resemble contemporary, provincial funerary rellefs,lzo

but
I think that this resemblance is due to the funerary nature

of the mythological scene rather than to the biographical

rinterpretation Kleiner prefers. It must also be pointed

out that these figures reflect an Etruscan, as well as a
Greek, tradition in which figures stand quiefly along a
common grcundline during a depiction of religious ceremonies
121 1t is a tradition common to

-5 = - N -

Roman sculpture as well. - - ' ///

or anc¢gssembly of deities.

* The urn showing Priam (Fig. 8) also offers eﬁidenoe

e

for the galerus topped by an apex that I'believe,ié'worn by

E2. On the urn a heroic nude, who is wearing,a’bowl-shaped_

helmet with a spike protruding from its crd@n, rushes in
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. from the righf> The splke is decorated with cross-hatehigg
&

-

just 11ke the 'scepter carrled by Prlam Thrs same hat

appears on three other urns w£;§§~sub3ects are the death

122

of Troilus and the rqugnltlon of Earls.123 'E3>s head_

gear is duplicated in‘shape; but yithodt a spike, by the

. ) -
" V galerus on the bronze head of a young man, presimably a
P priest, that is now in the British,Museum.lzu Even thoughA'

the figure wearing the apex on the uéns is often engaged
in viplen% action, he'is*probably Helenus, a priest who
may well have been a warrior in times'of'extfaordinary?
durgss. The religioq;ésignificance of the hae with an gﬁg&
is substantiated by theATarchon mirfor.iz5 There if‘is
worntpy the hero Tarchunus ae he feads a liver; his het

© is bowl-shaped and the ;p_g is decorated with the same

\

splral or cross—hatched ornament that we find on the Etrus-
can urns. Figure E2 because of his garments and hlS quiet
pose definitely fits the image of a priestly figure such -
‘as Helenus. He 'is also holding a staff that reealls the
scepter carried by Priam and sometimes by theifigure‘wear-
ing the hat with apex on the urns. Einally, we should
remember that the apex and galerus are speeifically

a53001ated with the Flamines Maiores at Rome.126

As a
result of all this evidence, there seems little doubt that

E2 could be Helenus, priestly brother of Troilus.

Kleiner and most other authorities seem very . .

s

reluctant to accept tﬁe possibility of two episodes with-

7 5.
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—-Achilles, his pursuit of Troilus, Troilus' death, and the

' episodes in these two distinctly mythological panels is

a - '.h,' . ‘ L

in a singlefpanel.* Only Peter von Blanckenhagen has con-

" gidered thls pos51b111ty, and then in regard to the south j

panel.127 However, certaln Etruscan urns once again offer

- the precedent for such a duallty of scenes. An urr in

Rome128

shows both the murder of Aegisthussand Clytemnes—
tra and the purstuit of Orestes by the Furles af%er the

crime. Other examples of dual scenes taken from the

Oresteia cycle are numerous.129 Scehes from the saga of

the Sevén against Thebes are also amalgamated. An urn .
! L ) e T
130 ' ) '

from Chiusi shows the palring of the deaths of Amphia-

raos and Capaneus, which were two separate episodes in the

legend. |
South Italian vases aIso offer parallels.‘ An

131

early fourth century amphora in Naples shows four suc-
L}

cessive moments in the Troilus story=' the attacirby

contest for Troigus' body. With this evidence, I am con-
vinced that the east panel represents two moments in
Troilus; life, both the foretelling or announcement of his
death and his actual murder by Achilles. I am also inclined

on these same groynds to agree with Peter von Blancken-

hagen's theory that- the south panel shows both the. death

of Meleager and the Calydonian boar hunt. The duality of .

©

very important. They belong, I think, to plctorlal cycles

that represented a number of episodes of a single legend

in narrative sequence. Sometimz;;:ﬁfse paintings yffg¢¢

-
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artistic adaptatlons of literary accounts, as the Orestela
urns indicate. Judging from the vases and urns, these
mythological cycles flourished in South Italy, and it may

be that the St. Rémy art¥st was familiar with these
132 -

~sources. L : : )

There are a number of édnvincinéuindications that
both the Etruscan artists and the St. Rémy master used such

South Itallan pictorial sources. 133 Perhaps the most

J
impressive suggestion 1s4;nad~ by the Apullan amphora 1n**~@

Trieste (Illus. 3 and 4) that we have already- examined. >Dn

its two sides are the Calydonian boar huntiand an amazono-

~machy of the type elsewhere adapted into Troilus episodes;

Although the compos1t10ns of the vase and the south and

east panels differ, there.are some notable 81m11a§1tles as

well. Flrst the position of the‘boar on the vase (emerg-
ing from the- background head ahid hlndquarters i profile,

forequarters seen frontally) is dupllcated the ngr in

" the south panel. We ige less of thg;/boar because he is

hidden by the tree and because/he/ié'shown in linear per-

spective rather than in a bird;s-eye view. The graceful

*

_ posiyof the dog on the vase is seen again with the dog in

3

the south banel. Second, the Greek hero in the amazonomachy.
is nudé except for a chlamys and a helmet with a flowing
crest. He is supporting his weight‘én‘his right leg. E8
i§~seen in a similaf pose, but ﬂe is shown more frontally

than the painted Greek. Third, both the Greek hero andr»

‘Achilles E8 carry a round, convex shield on the left arm

*

¥
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that 1s extended in a three—quarterfview.behind the hea} of .

the amazon br“Trcilus E3. Finally, the hdrses din the &
amazonomachy and the Tr01lus episode are comparable. The

painted horse is more extended in a gallop, but his front

legs paw the air and his neck is turned s0 that his head is

seen in left profile. The pose of the St. Ré&my ‘horse is
mcre restrained, but it lS ba51cally‘the same stance.

I also think that it is mbch more than coincidence
that thé myth cf tne boar hunt and an amazonomachyrthath\h&
led to the Troilus iconography appear}on'a'single vase
‘and again in the St. Rémy panels. 'This pairing indicates
to me that famous pictorial models'dnderlie the vase,ra
number of Etruscan urns, and “the. St. Rémy panels. Perhaps
' the Etruscans saw the South Italian original, perhaps the
prov1n01al artist saw the original or sketches of 1t or
an Etfuscan interpretation of it. It is quite p08s1ble'
that he used an Etruscan intermediary:becadse'of the
winged ladies in the easthanei.. A number of Pompeian -
paintings also show winged ladies that were introduced into
Campania from Etruria. In two paintings of the abandon—
ment of Ariadne on Naxos, a winged female points toward the

departing.ship of Theseus.lBLL

-

In each case, she is an added
element who has lost the practical significance she en-
jcyed in the Etruscan repertoire. VA similar figure, this
ihtime identified as Nemesis, watcﬁes,from behind a rock as

Thetis dips Achilles into the river Styx in and?ﬁer paint-

ing.135, Sometimes'winged ladies are used\purely for deco-

Y
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ration. In the House of Fuscus a winged lady sits inside - |

a rotundaVinufhe ornamental frieze along the top of one of , §

the walls.l36

- If Campania.adopted these figures from
Etruria, Gaul’certainly might have as well; '

Consequently, on .the basis of these varfous examples -
I béﬂﬁeve that the cycllc plctorlal models that offered the .
1nsp1ration for the south and -east comp031tlons at St. Rémy
should be dated ca. 350 -330 B.C. They were obV1ously pop—
ular cycles that were copled, adapted, and modlfled by Pt
vase-palnters and Etruscan sculptors before they flnalﬂg |
appeared in the provincial reliefs at St. Rémy. Each
artist freely added or omitted elements, buf the central
groups of a charging boar or a youth being pulled from his-
horse by a heroic warrior were almost always retalned vir-
tually 1ntact For me, the p0331b111ty of a South Itallan'
plctorlal cycle'&nderlylng the south and east panels at
St. Ré€my is made almost a surety by the Trleste vage and
-by Pompeian paintings of: both the hunt and the death of

Troilus; despite the fact that such scenes of combat are
137

rare there.
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 this fiagment on his Pl. 49.1.

. B - ) )
1The reliefs are actually located on ithe norfheast,
northwest, southeast, and southwest faces of the socle.
However, Rolland designates them as north, west, east, and
south, and for convenience we shall hereafter do likewise. .

2Rolland, Le Mauéolée, p. 22.

- : ’ ' . 7 e
3ArturoStenico, Roman and Etruscan Painting, Com-
pass History of Art (New York: The Viking Press, 19%3),
FigsS 144 (comic scene) and 145 (preparations for a satyr
play). : . , ‘

e.g., a marble relief, perhaps from Corinth,
third century B. C. (Sir John Davidson Beazley and Bernard
Ashmole, Greek Sculpture and Paintihg to the End of the
Hellenistic Period [Cambridge: University Press, 1966
reprint of the 1932 edition]; Fig.. 200).

B _ 3
SMuseo dei Conservatori, Inv. no. 2141; Florence,
Museo Archeologico, no. 5792, from Chiusi (Enrico Brunn and
G. Kérte, I rilievi delle urne etrusche, Vol. III [Roma and
Bérlin, 1870-1918], Taf. cxvi.l, no.i%Bl),

6Kleiner, The Glanum Cenotaph, pp. 98-99.

7Rolland, Le Mausolée, p. 26 notes comparable
examples of such garlands from Narbonnaisegﬁ?numents at
Alleins, Arles, Narbonne, and Avignon (fir century A.D.
or slightly earlier) and from Pompeii. He believes that
the inspirftion for such.decoration probably originated
at Pergamon. Of particular interest is a fragmentary
example from a funerary monument that once stood near the
mausoleum. It is somewhat earlier than the mausoleum and
can be dated to the Republican period because of the thorny
leaves of its acanthus decoration. Rolland illustrates

£

8J6rg.Sch§fer, Hellenistischegkeramik aus Perga-
mon, DAI, Pergamenisches Forschungen, Bd. 2, ed. by Erich
Boehringer (Berlin: Walter de Gruyter & Co., 1968), p. 91.

?ibid., p. 92, Abb. 15.2.
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101514., p. 91; Erich Boehringer and Friedrich
Krauss, Dgs Temenos fUr den Herrscherkult 'Prinzessinen
Palais', Staatliché Museen zu Berlin, Altertiimer-.von
Pergamon, Bd. IX (Berlin und Leipzig: Druck und Verlag
von Walter de Gruyter & Co., 1937), Taf 18. .

-

11Schafer, Keramik, Taf. 37, E92- 97 Bégyrlnger
and Krauss, Temenos, Taf. 58 a (1931, 303). 1(1931,

J

98

1ZSchafer, Keramik, referring to Armin. von Gerkan,
p. 61, Abb. 3a- -C, dated "in dle frﬁhhellenlstlsche Zelt "

r

1“Ib1d.. pp. 103-10kL.

15Rolland Le Mausolée, pp. 22, 26.

6Ib1d., p. 47,

7Klein‘er, The Glanum Cenotaph, p. 73.

81p14., p. 83.

19See Rolland, Le Mausol8e, Figs. 18-21.

s 2OCﬁamoux, "Les Antiques," pp. 97-112. 3

1Klelner, The Glanum Cenotaph, pp. 151<172, and
',"The Kalydonlan Hunt: A Reconstruction of a Painting from
the Circle of Polygnotus," Antike Kunst, 15 (1972), 7-19.

v 22See‘below, pp. 45. 56.

233¢e below, pp. 45ff., 60ff.

2L"Kleiner, The Glanum Cenotaph, p. 158.

3

25Eduard Gerhard, Etruskische Splegel Vol., II-

(Berlin: Walter de Gruyter, 1974 photoreprint of 1843 edi-

tion), Taf. clxxiii, the Bartholdy mirror in Berlin.
26 '
Museo di Storia eéﬁArte di Trieste, no. S380.

27K1e1ner, The Glanum Cenotaph, p. 168. He also

CVA, Italia, Fasc. 43, Tav. 14.1-2, in the Civico

cites a krater in Berlin ZStaatllche Museen F3258), ‘ca. 340

which also has the motif of the dual horsemen.
28

Ibid., p. 160, first suggested“by C. Fouqué in
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29Fran901s Chamoux, "Un bas- rellef du Mausolée de -
Saint-R8my;". CRAI, 1945, pp. 179-180; and "Les Antiques,"
pp. 106-107; arkl "Observations sur 1'Arc de Triomphe de
Glanum (Saint-R&my de\Provence)," Etudes 4' Archéologle
Classique, I (1955-6),>p. 34.

30 Kleiner, The Gianum Cenotaph, pp. 170-172.

N1pid., p. 172. 5
325¢e below, pp. 7HEL. "

335ee below, pps 113ff., 117ff.

34Fra§§k0umont Recherches sur le symbolisme funér- .
aire des Romains, Commissariat de Syrie,. , Serv. des Ant.,
Biblioth2que arch&ologique & hlstorlque, Tome XXXV (Paxgéup
Geuthner, 1942), pp. L447-449. ,

35Pe't:er H.. von Blanckenhagen, "Narratlon in Hellen—
istic and Roman Art," AJA, 61 (1957), p. 81. -

36George M. A. Hanfmann, "Narratlon in Greek Art,".
AJA, 61 (1957), p. 77. s

37(Demetrlos), Peri hermenelaa 76 (Recueil Mllllet
350~ 1, no. 465); see below, pp. 135f.

9
38Rolland, Le Mausolée, p. 48, Fig. 17; he concurs

with this theory and offers as a parallel the treatment of

the figures in the second attic of the arch at Orange."

,m

39E HUlbner, "Die Blldwerke des Grabmals der Juller
in Saint-Remy," J4I; 3 (1888), p. 28.

40 Seé’below, Chapter III.

- 41G Charles-Picard, "Glanum et les, origines, II;"
p. 8; and "Les sculptures- du Mausol8e des Julii a Glanum, "
BAntFr, 1963 (1965), Séance du 13 Février, p. 32; and

Art romain (Parls—Lausanne La Blblloteque ‘des Arts, 1968),

pp. 11| 131-

uZE A. Sydenham, The Coinage . of the Roman Repub-

lic (revised and edited; London: Spink, 1952), péﬁé%a no.
' the

L83, ca. 120 B. C., Herbert Appoid Grueber, Coins

Roman Republic in the British Museunm, Vol. I, The Trustees
of the British Museum (Oxford: The Unlver31ty Press, 1970
reprint of the 1910 edition), no. 1116, ca. 9% B.C.; most
recently published by Michael Crawford, Roman Republican-
Coinage (London & New York: Cambridge University Press,

1974), no. 264, dated.ca. 127 B.C.; G. Charles-Picard,
Roman Painting, P1. III. :
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. 43G.jCharIes—Picard,q"Les-sculpturesldu Mausolée,"

p. 3. . T
44Ernsﬁ Garger, "Die kunstgeschichtliche Stellung
" der Reliefs am Jullerdenkmal von ,St. Remy," Rmeltt,

52 (1937), pp. 1-43.
45Chamoux, "Les Aﬁ%iques," pp. 97-112.
uéIbid,, p. 106. o )
bopo .o . :
See belaw, pp. 135ff.
**ug L
Chamoux, "Les Antiques," p. 107.
ugBernard Andreae, Motlvgesghlchtllche Unter-
suchungen zu den rdmischen Schlachtsarkophagen, DAT
(Berlin: Verlag Gebr. Mann, .[n.d.])s p. 80. é‘(

. 501p34., pp. 20-28.

51;g;g., P 21.
M 52;g;g., P. 23.
531pia., p. 27. |

, ﬁ ', SHLQLQ.. p. 22. B
 55See below, pp. 127f., {42rr.

56Kleiner, The Glanum Cenotaphjrp. 127.

571bid., pp. 128-130.

581bid., pp. 130-132.

591bid., p. 116.

01pi4., p. 32.

6 G Charlesg-Picard, Art romain, P 13; and "Glanum
et les orlglnes, IT,™ pe« 15. -
’ 62¢1¢:
S einer, The Glanum Cenotaph, p. 133 divides the
sides differently: W1, W2, W5, y6 against W3, W4, W7, W8,
W9, Wii, Wiz, Wi3, Wik, W15 Bhis scheme 1gnof§s similari-
ties in armament (e g.,-wz W9, and Wi3 all wea
. helmets; W6, W7, and W12 wear unusual helmets)

63Rolland, Le Mausolée, p. 51.

6uIbid.
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651b1d p. 54; see also G. Charlés—Picand._
"Glanum et “Jes. orlglnes, II," p. 425

668eé also HUbner, "Die Bildwerke," p. 34, but

he calls W2, W9, W12-14 "Roman legionaries"; G. Charles-

Picard, Roman Painting, p. 15 and "Glanum et les:ori-

gines, II,".p. 12. v _ ' 2

67G Chdrles-Picard, ﬂGlanum et les origines, II,"
p. 12; Salomon Reinach, Répert01re de Reliefs Grets et

’Romains, Vol. I (Paris: Ernest Leroux, Editeur, 1909TT

p. 70, Fig. 1.

68Karl Lehmann- Harﬁﬂeben,'"Two Roman Sllver Jugs "
AJA, 42 (1938), pp. 82, 103.

91pid., p. 8.

o

70 Kleiner, The Glanum Cenotaph, p. 150 seé above,
PP. bef., concerning the north panel. :

71G. Charles-Picard, "Glanum et les origines, II,"
p. 15. : : . |
72Munlch ‘Museum Ahtlker Klelnkunst, no. 23635,
. Cca. 390 B.C.

73Paul A. Clement, "Geryon and Others in Les
Angeles," Hesperia, 24 (1955), p. 21, of Campanian work-
manship, ca. 325-315 B. C., No. A5933.50.22, with fifteen
flgures in three registers.

74Re1nhard Herbig, Die jllngeretruskKischen Stein?
sarkophage, DAI, Die antiken Sarkophagreliefs, Bd. 7 (Ber-

1in: Verlag Gebr Mann, 1952), p. 61, no. 118, Taf 39,

late fourth-third centuries B. C.

75Kleiner, The Glanum Cenotaph, "p. 150.

761b1d.. p. 199, where he identifies the garment
as a toga. = -

77R01iénd. Le Mausol8e, p. 54 calls it a paludaméh—y
tum. : i

78Hﬁbner, "Die Bildwerke," p. 31. : S ——

79Ro11and, Le Mausolée, p. 54.
80@. Charles-Picard, "Glanum et les ofigines, I;z;
pp. 14f. ’

81Kleiner, The Glanum Cenotaph, pp. 180, 184.
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i.39 (younger than-Priam).
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82Ibid. ? pp . 18""_5, 199. - f R
83tvid., pp. 193-4.

84

Ibid., p. 199; Rolland, Le Mausolée, p. 57.

85A1bin Lesky, "Twoilos, 2," RE, Bd. VII,A,1,
cols. 602-3, 605; Kurt Weitzmann, Ancient Book Illumlna— Ny
tion, Martin Classical Lectures, XVI (Cambrldge: Harvard
University Press, 1959), p. 43. )

86

Lesky, "Troilos," cols. 603-4, 606, 609; Vergil,

Aeneid i.474 (painting showin% Troilus dragged from a char-

1ot5 Horace, Carmina, ii.9.16 ("youthful"); Cicero, Tusc.

a

) 87Konrad Schauenburg, "Achilleus in der unterita
ischen  Vasenmalerei," BonnJdbb, 16 (1961), pp. 215-235, es-
pecimlly p. 218; Max Mayer, "Tr01los." Ausfiihrliches Lexi-

"kon der griechischen und rdmischen Mythologie, Bd. VIII,

ed. by W. H. Roscher (Leipzig: Verlag und Druck von B. G.
Teubner, 1909-1915), col. 1228; other scenes from the Kypria,
the Iliad, the 'Little Iliad', and the Iliupersis on urns

in Brunn-Kdrte, I, pp. 3—90. . »

88 %
. See above, pp. 25ff

89Mayer, "Troilos," col. 1228, Museo Greg@rlano
II 27 (22) It is impossible to determine the exact date
and place of manufacture for this vase. Mayer says that
most "vases with this iconography are late and South Ital-
ian. However, he lists four exceptions, describing two
of them as Greek red-figure. Unfortunately, he does not
glve any information about our stamnos. It may be Greek

. since Trendall does not list it in hls volumes of South

Itallan vasés. ) .
905ee also Frangoise-Hél&ne Pairault, Recherches
sur quelgques gseries d'urnes de Volterra A représentations
mythologiques, Collection de 1'Ecole Frangaise de Rome, 12
Rome: Ecole Frangaise de Rome, 1972), pp. 122-133. In
addition to painted precedents, she theorizes that the
central group E8-E13 may have been modelled after a sculp-
tural group from the school of Skopas that was known to
both Tarentine and Volterran workshops (pp. 127, 132; see
also L. Bernabd Brea, "I rilievi Tarantini in pietra
tenera,” RixIstArch, N.S. I (1952), pp. 1ff., Fig. 95).
Klelner, The Glanum Cenotaph, p. 191, argues that the group
is based on a Pergamene painting representing the defeat
of the amazons as an allegorical defeat of the barbarians.

91For example, Museo Guarnactci nos. 420 (Brunn-Kdrte,
I.xlix.3a), 422 (Brunn-Kdrte, I.1.6), 376 (Brunn-Kdrte,
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I.1i.8), ete.

: 2puseo Guarnacci.:nb. 375; Pairault, Recherches;
Pl. 51. : : ;

93Museo Guarnacci, - no. 376 (Brunn-Kdérte, I1.1i.8;
Pairault, %echerches, Pl. 56); Museo -Guarnacci, no. 422
(Brunn-Kérke, I.1.6; Pairault, Recherches, Pl. 53).

9’+No. D136-7; ‘Pairault, Recherches, Pl. 92a.

9SThe Tr01lus myth is also represented on a gem
in the Metropolitan Museum of Art, acc. no. 17.194.12
(Gisela M. A. Richter, Metropolitan Museum of Art. Cata-
logue of Engrived Gems: Greek, Etruscan, #and Roman [Rome:
"L'Erma" di Bretschneider, 1956] "P1. LXXI, no. 633, p.
127) and on an urn in the Kunsthistorisches Museum, Vienna,
inv. no. 2188 (R. Noll, "Etruskische Aschenkisten mit de¥—
Troilossage in Wien," StEtr, 6 (1932)5/p. 436, Tav. XVII)

96Fred S. Kleiner, a review of Le Mausolée de
Glanum, by Henri Rolland, in AJA, 75 (1971), pp. 232-34,
especially p. 234, but not mentioned in his dissertation.

97Ibld. » p. 23“’.# . - ' A
' 98Bernhard Schweitzer, "Krleger in Grabkunst des
finften Jahrhunderts," Die Antike, 17 (1941), P 37, Abb. 3
now irf the National Museum, Athens. °

e 991pid. | .

1OOEvelyn B. Harrison, "The South Frieze of the Nike
Temple and the Marathon Painting in the Palnted Stoa,” AJA,
_76 (1972), P1. 74, Fig. 6, no. 1971.129.

; N
101Chiusi, Museo Casuccini (Brunn-Kdrte, I.liv.13).

- 102ginn- Kdrte, I.1. 5

1031pi4., p. sb.

1OL"Gerhard Etrusklsche Spiegel, Vol. V, Taf. cx.

5Denlse Rebuffat-Emmanuel, Le miroir &trusque
d'apr®s la collection du Cabinet des Médallles, Collection
de 1'Ecole Frangaise de Rome, 20 (Rome: Ecole Frangaise de
Rome, Palais Farn®se, 1973), Vb%a I, p. 474, . v

—
106Museo Guarna001, no. 422 (Pairault, Recherches.

P1. 53, p. 45, ca. 150 B.C.; Brunn-Kérte, I.1.5).
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1O7Brunn Kérte, I.1iii.11 (Chiusi, Museo Casuc-
cini), I. 1i.8 (Museo Guarnacci, -second half second cen-
tury), I.1.6 (Museo Guarnacci 422 = Pairault, Recherches,’
Pl. 53), I.xlix.4 (Museo Guarnacci 375); Palrault
Recherches, P1. 59b (Museo Guarnacci 294), Pl1. 65a (Vlenna,
Kﬁﬁsthlstorlsches Museum, no. 1032)

10 8Pa1rault, Recherches, p.61.

109 Rr. von Biefikowski, Die Darstellungden®der
Gallier in der hellenlstlschen Kunst, Oegsterreichisches
Archaologlsohes Institut in Wien (Wlenz Alfred Hdlder,
1908), pp. 93ff.; Andreae, Motivgeschichtliche Unter-

suchungen, pp. Shff.; see also Brunn- Kdrte, III cx11 4,5
and cxv-cxxiii.

lloBrunn-Korte, I.1viii.22, 1ix.23 (in the Vill
di Colle del. %ardlnale), lix.24 (hypogeum of the Volumnii,
inv. no. 67), ‘1x.25 (Villa Bordoni); Palrault Recherches,
Pl 49 (Museo Guarnacci 420).

111Rens Rebuffat, "Le meurte de Troilos.sur les’
urnes &trusques (La Nuit et L'Aurore, V)," M8lRomAntiquitg,
84,1 (1972), p. 520 argues that the 'Polyxena’ on the
Etruscan urns is, in fast, a- personification of Night.
112 =
See above, pp 24Ff.

3

113Kur‘t Weltzmann, Illustration in Roll and Codex.
A Studz,of the Origin and Method of Text "Illumination,
Studies iIn Manuscript Illumination, (Prlnceton: Prince-
ton Universlty Press, 1970), Flg. 20 Berlln, inv. no.

30535. '
114

Gerhard, Etruskische §piegel, Vol.‘IV,'Taf.

ccelix.

115G Q. Glglloll, L'arte etrusca (Milano: Fratelll
Treves, 1935), Tav. ccxxxv, in the Museo Archeologlco in
Florence, from the fifth or fourth century B.C.

116

Museo Guarna001 199 (Brunn—Kdrte, IT.cxiv.1).

117Rebuffat Emmanuel, Le miroir &trusque, Pl 70.5,
p. 641, showing the 1nf1uence of the Darius Painter. ‘Other
examples of winged Lasas include: Museo Guarnacci 287
(Brunn-Kgrte, -III.1xxv.14, a journey~sto the Underworld),
Berlin 1311 (Brunn-Kdrte, III.1lvij.8, entry into the Under-
world) Museo Guarnacci 183 (Brunn- Korte, ITT.i.2, kid-
napping of Persephone), Museo Guarnacci 243 (Brunn-Korte,
I.xxxii.14, death of Telephus), an urn in the Inghirami
collection (Brunn-Kdérte, II.xli. 3 death of Amphiaraos), an
urn from the Frangois Tomb, now in the Museo Torlonia (Gig-
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lioli, .L'arte etrusca, Tav. cclxvii, sacrifice of Trojan

‘prisoners,. second half fourth century B.C. ).

118In the collectlon of Flav1o Paolozzi (Brunn-
K8rte, II.xxiv.8). P

119For example, sMiaseo Guarna001 376 (Brunn-Kdrte,
1.1i.8), dated second half of the second century B.C. I

120 -

Klelner, The Glanum Cenotaph, p-. 185)

121Emek1ne Hill Rf¢hardson, "Terracotta Sculpture,"

~in Cosa, II. The Temples of ‘the Arx, by Frank Edward Brown,

L. Richardson, Jr., and Emeline . Hlll Richardson, MAAR,
XXVI (1960), pp. 307-308. Greek examples include- the
friezes of the Parthenon, H@phalstelon, etc. B

\ E -

Vienna Kunsthistorisches Museum, . -no. 2188

(Pairault, Recherches, Pl. 64a).

123Museo Guarnacci 236 (Brunn-Korte, I xii. 25),
Inghirami collection (Brunn—Kdrte, T.xiv.29).

12L"George M. A. Hanfmann, Classical Sculpture, A
History of Western Sculﬁture (Greenw1ch Connecticut: New .
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CHAPTER III

. . .- ARMAMENT | -

In this chapter we will examine the armament of
the figures in the various panels. Does the armament
N ’ - I3 v V
reflect contemporary practice, or are the“weapons charac- -
teristic of an earlier period? If the armameﬁt does date

to an earlier.era, can it be used as evidence for estab-

lishing a terminus post guem for the original compositions
' that served as inspiration for the panels? ~Finaily, does
the armament suggest any specific nationalities Qf%hin
3 B -~

the panels? The original study of the armament at St.

R8my was made by P. Couissin in‘1§23.1 He/worked largely
_from»drawings that wére made by Espérandieurfrom casts‘of
the reliefs. Consequently, despite his important contri-
butions, there were a large nuﬁber of inaccuracies in the
study. ﬁRoll?nd has expanded and clarified-Couissin's study
and has in;i;deg detailed drawings of the -armament and
weapons in his publication of, the Glanﬁm cenotaph.2

% ’ '
Cuirasses

A1l of the active warriors in the panels wear
- cuirasses except E6 and EB8, who are semi-nude heroes in-

the classical Greek.tradition. Two types of cuirass are
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reﬁresentedf 1) a smooth cuirass fitted with_ﬁroad epau-
lets and a skirt of lappefs thatvreaCHes from waist to
mid-thigh (e.g., W2, 4,.8, 9, etc.) and 2) a fitted

muscle cuirass that ends—in a loose skirt that reaches to 7

)

mid-thigh (W 1, 6). Both versions appear as early as the
fifth century B."‘C.3 and are well documénted,in Greek art

of the fifth and fourth centuries ahd later. However, the

particular st&ies seen at St. R&my seem to be Hellenistic
types. Hellenistic cuirasses in general were made‘i} P
heavy leather with broad, reinforced epéﬁlets and heavy
belts (e.g., W2, 11, 14; N1, 5; to a 1essérvdegrée W4, 13;
N3, 4; E16-18). Leather straps thatrwere attached to the
breastplate protected'tﬁé thighs. .These~sfréps_served the

same protective function as pteryges that formedg?art of
a spé;ial undergarment.u These stfaps were shorter,
narrBWér, fewer in number, and less eléborate tﬁan actual
pteryges common in Rome from the Julio-Cléudian period ohr5
. Vermeule has noted that Hellenistic cuirassed‘Stéﬁues
closely resemble the armor that w&s—actually worn by Alex=-
‘kandef the Great and his successors.6 It is this style
that is also worn by most of the figures at St. Rémy.

« Evidence for the smooth cuirass abounds in almost
every artistic medium and covers a.wide geographical area,
including Greece, *‘Asia Minor, South Italy, Egyﬁt, Etruria,
and Campania. Some fourth ceht@ryrexamples include a
Macedonian horéeman or a stele in Alexandrié.7 the Greeks.

of the painted amazon sarcophagus in Floréncé,8 and a

-
N

-




fragméntary grave stele in Athens.? This last warrior
wears a cuirass with broad epaulets and.réws of lappets—-
over a loose skirt; he could easily stride from the grave
stele into the St. Rémy panels. This smooth or loose
cuirass was particularly popular iﬁ the secondndenfury;

N 10

a funerary stele in Rhodes shows a Pergamene style of

the cuirass with broad epaulets, two rows of long and

short lappets, and a heavy belt. It is quite similar to

the St. Rémy style. " The statue of Mithrgdatés in the

museum on Deios11 wears the smodth‘f{éld cuirass with an
elaborate triple-banded belt or cingulum that is not :

duplicated at S% Rémy. A
Thls smooth tyﬁz was also widespread in Italy. {%

Both mythological flgures, such as Ajax and Achildes on 7

a Chiusine mirror.l2 and heroic figurés,§§uch as th¥ horse-

man on a sculptured plaque from a naiskos in Tarentum,lB'

wear smooth Hellenistic cuirasses. It serves as an acces-

sory for the general from TiVOli&lu Finally, ¥t is used
in triumphal and funerary art in the “Roman provinceg, as
evidenced by the triumphal fountain at Glanum15‘and a

cippus from Tauroentum.16

Muscle cuirasses were especially popular with

" -Alexander the Great's cavalry.17

and they soon»becgme
popular as an artistic motif. ?he molded armor and -loose
skirt of W1 and W6-are exactl; duplicated by the armor of

+=a commander on a Scythian sword sheath in the Metropolitan

Museum of Art18 and by the outfit of a fragmentary horse-

=
5
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man from the naiskos in Tarentum.19 It was common 4in
mythologicai,fépresentations as well ags in commemorative .

. r 3 )
-‘gculptures. Telephus in the frieze from Pergamon wears
i? a muscle cuirasszo as do Perseus on a bronze mirror from =

21 and a warrior on a Troilgsvurn from Volffrré.zz

Chiusi
T We find it/An the Basilica Aemilia frieze?’ and on a
| relief of a trophy from Saint-Bertrand-dé-Commingés.2”
This survey indicates that both the smooth cuirass and the
muscledzuira§s‘at Stf Rémy are Hellenistic styles that . ___
enjoyed considerable artistic¢popularity'bbth during and

after the Hellenistic period.

‘ <
" Helmets
- . (
There are two common helmet styles in the St. Rémy

N
panels as well as. six more unusual“®types. The mos%t common

helmet (worn by N2, 3.‘5: w2, 9, 13; E6, 8, 18, 12 -- but

' with a different crest) has a high, domed crown, broad

cheekpieces, and a fiowing cfest, possibly a-horsetail,
‘that is supported by a projection from the apex o} the
skull. Its basic shape recalls the Thracian helmet that
originated in Greece in the fifth century B.C.25‘ H. Rus-

sell Robinson in his recent book on Roman armor specifies
- - o w -

i3

this helmet as.the Montefortino type that was in use from
the late third céntufy B.C. into the first half .of the

26 These helmets were decorated with

first century A.D.
feathers or with horsetail crests or.sometimes with flat

,// metal horns or side plumes. The cheekpieces were often
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of thiok mefal Russell Robinson notes that this type
"emerges as one of the standard Roman legionary helmets
in late Republican and early Imperial t1meé."27 Rolland
also considers this 3t..Rémy helmet to be a legionary
' type, but his argument is based on the feot that it is
always wern in the panels by the warriors.thaé’have the
- advantage in the battle.Z2®
Should we then con81der this helmet to be a con-
temporar; detail 1ncluded by the artist to create a reaLL? {f*
- . tic effect? I deflnltely think not. A-31m11ar helmet,ls
| worn by some of the Greeks in the amazonoéechy frieze of
the'ﬁausoleum at’ Hallcarnassus, 29 by Otus in the east
‘friezeé of the Great Al¥ar at Pergamon,30 and by the war- ., °
riors in the backgrounds of the Pompeian oaintings of |
@'Acnilles on Skyros' and 'Achilles Surrendering ;‘riseis'.31
It isAelso found in a historical context. The %rophy on
the coins commemorating Augustus"victorf at Actium is
crowned with this type of helmet.o?
’ ‘I am convinced that the high-domed helmet type at
St. REmy too closely resembles the helmets in these other
works,_most of wﬁich are definitely earlier than St. Rémy,
to represent any at%empt on the part of the artistito
depict a contemporary detail. In.faot. the St. R8my hel-
imeﬁé &iff%g in detail from every example‘ofdfhe Montefor-

tino type illustrated by'Russeil Robinson; consequently, -

I am forced. to question whether the St. R&my style can

legitimately be labelled "Montefortino". It seems to me
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- ' ~that thls helmet like the smooth and the muscle cuirasses,
is a retentlon from Hellenistic models upon which the St. J ‘ %
Ré&my comp031t10ns are based. -

- ) Russell Roblnsdﬁ/hlmself admits that Roéizueculp—

ture shows a- per81stent Hellenistic 1nfluence) in the

portrayal of helmet types. 33 He points out, for example,

that, the Attlc helmets of %he Basilica Aemilia frieze e {

(ca. 14 B.C.) appear again in Trajanic and Aurelian reliefs- |
9 (setond century A.D.) and on the Arch of Constantine

(312 A.D.). 31 think that St. Rémy is also part of the

artistic tradition that utilized Hellenlstlc models and '

details. ‘

The eecond majgfrhelmef style at St. Ré€my is again
a Hellenistic adaptation. This type (worn by E1}; W5, .8,

-~

14, 15, and perhaps 1) has a rounded crown, abbreviated

Ly

vis;f, and broad neckguard. A projection thrusting for- .
ward from the crown giies the general imﬁreeaion_nf ther
traditional Phrygian cap. This type may also-be a descend-
ant of the Thracian or of the Boeotianrheimet, a Greek type .
that was eepecially popular with the Macedonian cavalry
of Alexander the Great.35 There is con31derable documen-
tation of this helmet type in monuments related to Alexander
~and his successors. The Greek who is the fourth standing
figure fffom the left in the battle scene on the Alexander
sarcophagus is Wearing a helmeé that is almost identical -

;o the St. Rémy style.36 It is also possible that the true

Boeotian helmet, whith is shaped like a petasos and which
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has no’ crest is worn by flgures E16 and N4 at St Rémy.

This ‘type also appears on the Alexander sarcophagus, where
it is worn by the mounted Antlgonus Mbnophthalmus 37 I |
think’ both the descendant of the Boeotian helmet and the
possible actual Boeotlan helmet that are found %? the St.
Rémy panels reflect precedents in Helle?istlc compositions
and that the types were retained becaﬁse‘bf-artiStic bopu-
larity rather than anj contemporary usage.

We may have better success in recognizing conteme...
porary helmet types if we }ook for paralléls for the unusﬁal
helmets ﬁorn by N1 (anéennae or horns), W6 (fan-shaped
crest), W? (horns), Wi2 (curling ram's horns or plumes),
and E10 (plumes siaped'fﬁke‘"banny ears"). Republican coins
are aalikely sourge for comparative evigencs, andﬂa number
of coins do provide some interesting parallels for the

unusual St. Rémy helmet types. Unfortunately, they do

litftle to establish a terminus post gquem for their usage'as

-we shall see.

e’

Horned helmets much like the helmet worm by N1

occur on a number of Caesarlan denarii that were minted

‘between 49 and 44 B.C. to commemorate the v1ctor1esvln Gaul.k

Each coin shows a trophy of Gallic arms that includes an

oval shield, an ax, a carnyx, and a hdrned helmet.>° An-
other series of denarii minted between 46 and 44 B.C, to '
commemorate Caesar's v1ctor1es in Gaul and Spain show the

same helmet.' One coin from Spain depicts a trophy‘con—

sisting of the horned helmet, an oval and an oblong shield, -
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two spears,fand two carnyces.39 A seeond'Spanish coin shows

a horned helmet that is virtually. identical to the helmet
of N1 as part-of-a trophy.40 The helmet appears~aga1n w1th
an oval shield as’part of’a trophy on an aureus minted

around 44 B. C 41 It is also found in a fragmenBary Au-

f’ ¥
gustan relief from Biot that is now in the museum at
Antibes; Espérandieu belleved that this fragment came from |
the entablature of a funerary monument and that the scene

represented a battle between Gauls and Romans.u'2 Although

all this ev1dence suggests a date in the second half of

-

the first cepntury B.C., espe01ally’dur1ng Caesar's cam-
paigns of the 40's B.C., the horned helmet of,ﬁlrcannot

be used as a seoure‘dating device because earlier examples
of the type also exist, particularly in Maoedonia; %here- |
fore: we can only say that the horned helmet ‘may reflect Vs
contemporary practicg in Gaul but it may also merely be
an adaptation from an olderkartistic tradition. There is
no“conclusive evidence to settle the questionl I.like to
think, however, that if the motif were adooted from an
earlier composition, it may have particularly caught the
artist's eye because of its resemblance to a current

Gallic style. ‘ __ ’

A search for parallels for the other unusual hel-

met types produces very few results. A nof €. comparison
for W7's horned helmet appears on a denarius that was =
minted in Italy around 90 B.C. for Q. Minucius Thermus_.L"3

To the left on the reverse, a Roman defends his fallen
] e
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comradé‘agaihst a barbarian in a horned helmet who is ° o
attacking from the right and who is carrying a small,

‘round shield. The coiniprobably commemorates the deeds

in Thrace (ca. 188,B.C.)»6f one of Minucius' ancestors.

This example is yet another instance of theret%?tion in

art ofran older motif; the original compositioé upon which
thet coin is based was very possiﬁly a triumphal or familial

painting.uuAAA fan-shaped crest similar to the -helmet of

W6 is found on the cippus from Tauroentum thatlmay date ~mm
from the Tiberian period.u5 It could, therefore, als® be

: . ' ~
a contemporary style, but there is'no other-evidence to

support the possibility, so we are left in limbo as with

ettt

the helmet of Ni. .
» /“\
- Shields and Swords 3

. 'Almost‘all the figurés in the St. Rémy paneis (e.é.,
N, 2, 4, 5; W2, 4, 8, 9, 12, 13, 14; B6,'8, 17) carry

round, convex shields with a system of handgrips on the .

interiér.46 ' These grips are clearly visible on the shields
of W2, E6, and E8. The rim of the shield is flattened and
recessed. This shield is the standard Greek aspis, éommpn
to such Héllenistic<worksras the amazonomachy frieze of

the Méusoleum at Halic.airnassus.L"7 the battle scenes of the

Alexander sarcopha.gus,b’8 and the Great Al tar ét‘Pergamon.u9
The interior of the shield,/with the same systembdf'hand-

'grips at the center and the rim, is clearly shown on the

*" oval amazonomachy cista from vulei. P _ ‘ %

- ’ b
a
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,Mbré sigﬁificant,fhan»tbe presence 6f the Greeﬁ =
ggﬁig at Sf;'ﬁémy is the absence of the scutum and th%
oblong or hexagonal Gallic shield. The large,Arecta}gﬁlar
scutum with its concave ﬁ?ofile is considered the charac-
teris%ic_shigld of %Q:%Roman Il_egions‘:ﬁ1 I} appears ear- ‘
lier than St. Réﬁy on the amazenomachy base from %ikopolis5?
and in the tomb-painting from the Esquiline  Hill in Rome.”>>
Likewise, the hexagonal shield that is so prominent in the
trophies on the arch atJOrangeSA is considered a clearfé*f“
indication of Gallic iconography. Coﬁseq;ently; we have
the same situation with the shields that wé have with the
cuirasses and the helmets. The®artist has turned té
artistic tradition rathg; than everyday life for'fhe de-
tailé/of his composition. s
~ Adherence to artistic tradition is also_evidenced :

by tié fact that all the:St. Rémy figures wear their |

swords at their left sides in the Greek manner rather than

" at their right sides in. the Roman manner.55 W8 and E6

carry swords that have straight shafts, heavy rectangular

guérdé. and large spherical pommels. Both N1 and N3

carry a lighter sword that Rolland describes as pistilli-
" s N .

forme. Wi wields a bréad&bladed sword. .Couissin was
the first to point out, and Rolland agrees with him, that
none of these swords is typically Lafin;57 they are .all
traditional types jusﬁ like theEshields, helmets, and

cuirasses.
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Lances

ﬁoét'of the lances in the panels have a long,
slender head that is indented at the base where it joins
the smootﬁ shaft (e.g., Néﬂ 5: W2, 9; E10-12; probably
also N4, W13, F16, and E18, but the head is not ;iéible)ﬂ

e ek E PSS S S U S s
%

Two figu?es'(W12;914) carry spears with short, éiamond—

shaped points and a tubular casing around the shaft.. —

This type has been identified by Rolland; Couissin,, and “

others as the pilum used by the Roman leglons, and they,&MHP
4 .

offer this evidence as'indication of the 1chu31on of

58

contemporary details in the comp081t10ns. The monument-
of the Julii is usually cited as documenfa@;eg'for the
style of the pilum in th® late first century B:C,f9 Al-
'_though the form was adopted by the Roman legions'in‘the
thirdlééntury B.C., it was extensively modified b;yboth
Marius and Caesar so that the shaft would break when it
entered the enemy's shield, thus making it/impossible for
.him to reuse the weapon. A pyramidal, triangﬁiar,»or
cone-shaped héad was affixed to anqzron shaft that was then
inseftéd\intb a pﬁramidal joint in a wooden holder.éor
ﬁéggawe to question Qhether the weapon carried by
Wi2 and Wik is indeed a pilum. i% seems to me that the.
reinforcement on w14 § weapon is not an 1ntegral part of
the structure but is 1nstead some addltlon that is tled to

the shaft of the spear (see Illus. 6). The shaft is not.

centered in this reinforcement, and such an off-center

orientation would certainly have affected the flight of

4
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the . weapon when it was thrown, as the pilum was. Actual

‘VeXamples of pila, admittédly from a somewhat,later-date,v

show the upper shaft centerqg in a prominent wooden re-

inforcement that bears ne- resemblance to the St. Rémy

B
arrangement.61

, ' J .
I am inclined to think that the weapon of W12 and

Wil is a .reflection of a practice mentioned by Cicero and

62

others. In the Brutus (?8 271) Cicero speaks of "...

hastae velitibus amentatae...", or spears that are wraggmb

with thongs so that they can be thrown ‘with greater force.
Such a wéapon is also described as a lance that is bound
around the middle and then thrown;63 This pfactice origi-
nated as early as the #ixth.century B.C.,64 and literary
soureés indicate that it was common in Italy during the |

-

campaigns against Hannlibal"65 and Antiochus.66 éZesar also
menfidhs this custom in his account of the wars in Ga-ul.67
Although I can offer ho corroborating evidence inrart, I
think that we haveé at St. Rémy a survival of this old
practice. Since it was+still familiar during Caesar's
camﬁaigns, it could still be said that its use reflects-

a certain contemporaneity, but it should not be restricted

to the Roman legions. At any rate, this peculiar weépon

should not be called a pilum and ﬁsed as a sure indication

that thé artlst was 1llustrat1ng a detall adapted from the

Roman legions in the late Republlcan perlod

Almost every piece of arma%ent in the St. Rémy

N

3
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panels is a Hellenistic inventioq.\_Typical and character-.
istic Gallic.dress and weapons, such- as hexagénal shields,
baggy trousers, or tgfgues, are'eonspicuously absent. The
. horned helmet of N1 and the fan—sﬁgped.crest on thewhelﬁétv
of W6 may_ﬁfflect Gallic traditions current,when)ﬁhe panels
were carved, but‘%ﬁeyﬁare also similar to old%rpstylés and
SO0 may just as well bé adaptations from an older artistic
tradition. The unusual spears carried by W12 and Wi4 ~
may also reflect a current practic;, thé&ammentum menN= o
tioned by Cicero and others, but this pécuiian type of
weapbn appeared as early as the sixth centg{y B.C.‘ Its use
here may also be due to «artistic convention. It is abso-
lutely impossible to aéS%én specific nationalities to the
| combétgqts, despite the efforts by such schélars g§ Rolland

P

to do so,68 an it is equally impossible to mgablish any

more than a very generalwterminus post guem in the Hellen-

istic period. / N
Chamoux waé absolutely. right when he déclared that

the so-called "Gauls" resemble the so-called "Romans" who

in turn resemble Greeks in numerous earlier works of-art.69

As Couissin recognized long ago,Athe armament in the St.

Rémy panels reflects th® moddlet helléniques of its-proto-
types rather than documenting cgntemporary styles.70 In

the next chapter we will see a similar reflection of com-

&

positional tecﬁniques'from pictorial prototypes.
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. panels. fAlthodgh numerous scholars, including Ernst

~CHAPTER IV

FIGURAL PROTOTYPES AND PICTORIAL TECHNIQUES
In the first part of this chapter we will examine

the figural protofypes'for the figures in the St. Rémy

P

‘Garger and Bernard Aﬁdfeae,l.have made admifable studies of

the individug} poses in. the panels ahd have traced fhe
origins of these motifijin Greek art, it will best suit
our purposes . to.select those motifs which.suggest a

definite three-dimensionalitf and to trace only .%hese par-

- ticular métifs back‘into Greek art. Three—dimensionaiity

L]

is generall& fecognized as an indication,of pictorial . .

A% .
draughtsmanship. We will'hopF to establish a terminus

post guem for the selected motifs. It will also be impor-
tant to note in what artistic media the motifs predominant-
ly appear and to speculate whether these'medﬂbﬂcould suggest
somethiné about the. originals upon which the compositions
were based. | |

The second part of this chapter will be.ggxoted
to the compositidﬁs as entities. What elements in’ the

composit{ons eould be borrowed from pictorial sources?
. .

. Could the groove used to outline the figures be a survival

P ——




have on the reliefs? How was the artist 1imited iﬁ‘his

"fj - Figural Prototypes

—the obliquely moving horses of N1-5 (and"E13), the crouch-

< : R S .

of a technique of painting? What effect would Qainting'

adaptatlon of plctorlal elements by the reglef surface° »
What effect does the architectural position of- the ﬁiﬁels‘
have on the pictorialism of the comp081tlons9 In trying;
to answer these -questions, we will consider sué{ aspects

as the handling of depth and space, the direction of move-

ment with relation to the relief surface, the profile of

the relief surface, the g%ntour groove, and'painting.

Individual figufes suggest.three—dimensionality
by foreShoftening, by elPrefeESnce for a three-quarter
rather than a ﬁrofilelview. end by'frontalxor back~views T e
ratﬁe; than a mere profile. At least fourvmotifs,in the -

St. Rémy panels deserve consideration on these grounds:

ing W15 who is seen from the rear, the falling horse of
N6, and the 'various convex shields that are seen obliQuely
from the inner side (N1, 5; Wi, 2; E6, 8). There is some
precedent in both sculpture.and painting for each type of
motif. Because.theqinner view of the shield is.a popular

and common motif early in Greek art (i.e., by the mid-

nothing towafa’“‘%i=”{shing a terminus post gquem for the
. S

compositions.
' “

&



Obligue horses Hi-ﬁi» -

X The~ohiiquely moving horses in the north panel are
the easiest three-dimensional motif to document; Iﬁgihéf'
amazonomachy friezes fromvBassae (ca. 410) and Halicarnas-
sus (ca. 350) we see a nascent form of the motlf.? Rather
than rearing in strict profile, the horses'rheads in these
friezes are occasionally turned ouf toward the viewer and
are worked almost completely in the round, as they are at
St. Rémy. However, these horses_ are=not foreshortened, P
and they do not suggest any oblique movement. ‘None of the'
riders at Bassae or Halicarnassus comes»cioée to the '
torsion-filled poses of the cavalrymen of the north panel.

Relief sculﬁture‘feally of fers only'two comparable .

precedents to the St. R&my horses. A fragmentary relief

- , 9
from Lecce (ca. 225), now in the museum at Budapest,3
’ shows a cavalry battle with at least three horsemen 1n— »

—

volved. Kleiner has p01nted out that the second and thlrd
‘hofses from the left in the Leccenfragment are‘similar to
horsgses N3 and‘NS.al The head of the second horse,rlike the
head of horse N3, is seen from the rear and turned to.the
right; his.rider is seen almost frontally while rider N3
is seen from the rear. What\disj;nguishes.the St. REmy
motif is that the horse is seen obliquely from the rear
rather than in profile.like the Lecce horse. The th;rd
Lecce horse and rider are similar to N5. Like hlm, the

rider's torso is almost frontal and his right arm is

raised beside his head to strike a blow. Therhorse Seems

i

f; . : . .
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fo move obliéuely from the background, but unlike horse N5
his heéd is"ﬁot'turned at all but is séen in strict.pro-%
file to the right. | |

Perhaps the best,depictioh of a hofse‘s.oblique
movement in relief sculpture prior to St. R&my is the rider-
less horse (no.-5) in the frieze from the Aemllius Paullus
monument in Delph1 (ca. 168 B.C.). 5 HlS body is seen in
left profile, and his head, which is turned to the right,

is seen from behind. This animal is very similar to

horse N3,.except that the Glanum horse is seen obliquely’

from the rear rather than in profile. A partially pre-

.served horse in the same frieze (no. :Lbz)6 is similar to. .

horse N3 in that it issseen obliquely from the rear with
its. forelegs in the air.',The.head aﬁd forelegs are now
miss{ng, so their exact position is uncertain; %he rider
diffefé from N3 because he 8its upright with his left arm
at his side and his rlght arm partially obscurlng his face;
but he is seen from the rear llke N3, who is leanlng to
theﬁblght with his sword raised above hlS head! ‘his face
unobscured, and his iéft arm brghght'across his body in a
defensive pose. This pose is more clearly'seeﬁ with N2. .

These two horses (nés. 5 and 14) areuthe'Cnlf%animals‘in

the friezejthat suggest a pictoriél rendering; almost all

the other horses (except no. 18) are seen in strict profile

N L&
moving in a plane parallel to the relief ground. .

Vése-pqintings offer fuller documentation for the

creation and popularity of\hqtifs such as horses NB\End N5.
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An Apulian vélute krater by the Sisyphus Painter‘(gg.,¢10)7

I 4

shows a mounted amazon who is cdﬁparable-to N5. Both the

horse and.the amazon are shown obliquely from the front.
The horse is movirig to the right with his head turned; the %
amagon‘is turning. to the left to str&?e with an ypraised |
arm at a Greek seldier who is approaching on foot. This

—motif of a horse and rider seen obliquely from the front

enjoyed considerable popularity%fhroughout the fourth

century.8

« ' et
Al though horses shown from the front while moving
in lines 6blique to the background appear on vases from the
late fifth century on, horses seen ob1iquely from the rear
.do nbt appear until theslatter part of the fourth céntury.
Kleiner cites an Attic pelike in Warsaw and an Apulian |
volutg krater in Munich as two of the earliest ethmples.9
In each.case, the horses areAgyen from the rgar'és their
amazon riders twist their bodies dramatically to confromt
_ their attackers. These motifs are very similar to N3 and
N5 in the St. R&my panels. Although they are duplicated
by nb‘particular St. Rémy motif, the horse and rider in a
tomb-painting from Dion (Fig. 16) indicate the skill with -
.which-painters weréjgkle to:depict a foreshortened horse
and rider from the rear. This motif'is'particularly not-
-abie because of thé torsion of the hOr:;'s fore@uarters?;
- , He turns his head back to his right so that’it is pfesénted
. frontally to the spectator. . A more restrained,~5ut still

comparable torsion is shown by horse N5. A mirror image

3
5
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Fig. 16. Drawing of a fragment
s of a tomb-painting, Dion.
(VonGraeve, Alexandersarkophag, Taf. 76.2.)
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of the Dion rider, who is seen iﬁ;fhfee¥quarte; pight _ |
profile}frbﬁ”the rear, is prese@ﬁed;by‘rider N3. } - |

Pictorial depictions of horses in both front and
rear views occur in seve;a% other artistic media a§»well

as in relief sculptufe and vase-painting. An Etruscan -

) . . . Y ~ . . =
- mirror in Paris {late fourth or .early third century B.C.)10
. . 3
- shows Aurora in a chariot pulled by horses. horses'

bodies are elongated and curved and are shown in a three-

quarter profile from the rear. Their heads are turned.
5 . S

These animals are very similar to the riderless horse - oh

(no. 5) in the Aemilius Paullus frieze, but in their ob-

' lique positioning they also offer érecede t for horses N3
‘and N5 at St. Rémy. ,Ansther oufstgndi%zyifruscan parallel

for the St. Rémy motifs is founa on the amgzonomachy cista
from vulci (Fig. 17),11 which is roughly-contempo;ary with
theiAurbra mirror. The cista shows a mounted amazon seen
in three-quérter profile from the rear as ‘she leans to

. the right with her right arm raised and obscufing\her face -
as%she attacks a Greek who has fallen under her horse. Her >§

’ pose'igvseen in motif N3. The horse she is riding is seen
obliquely from the rear with his head turned -in right pro-
file. His pose is almost duplicated by horse N1. ’

-7 The horse N4 is approximatéd&by an animal in the

;Aleéandef mosdic: from the House of the Faun in ?ompeii.12
'Th;é mqsaic is a second century”adaptation of a 1até fourth -
century painting.13 Midw#y betwgen the mounted Alexander \L

and Darius in his chariot is a Nhorse that is rearing from
B N & i K

=
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: | the backgrodhd into the foreground. = His hindquarters are o
obscured, ﬁié'héad is almost fréntal and is pulled Back,.- : g
and his forelegs paw the air just like horse N4. Finally, |
similar horsés are also found on a series of gems from the
third and second centuries B.C;' The horses aﬁd_their
riders are‘seen‘in three-quarter profiles from the back and

- are very similar to motif N3.14

Crouching .warrior W15 .

»

Success is more limited in trying to trace the .
history of the motif Wi5, a knéeling warrior seen' from the
rear. A rough version of the motif appears on an amazono-
machy volute krd%ér of the mid-fiffh century15 and slightly
later on the west friez® of the Nike Templé in Athené

| (cav 425) 16 Adaptations also appear in the Gj¥lbaschi

frlezes. Once, the figure is shown in a d\?en31;l pose
31mllar to the figure on the Nike Temple, and again he is
shown in an observant pose more similar to W15. 17 Y However,
- I must agree with Garger that no exact parallél for this
figure has really been found.18
Fallen horse N6 _
An exact parallel also has not been found for the
fallen horse N6, but two*virtuoso foreshdrtenings deser&e
4 Mention nevertheless.. In the Alexénder mosaic19 the horse
-of Aléxandép’s advergary falls in a'restrained; foreshorten-

ed pose. His forelegs are folded sideways under him, and

his neck is bowed with his mtzzle touching the ground. The %

4o
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artist here has chosen the moment preceéing tdtgl collapse -

while the more daring St. Rémy ﬁag@éi selected instead the
moment of collapse. An EtruSQan aftisf, on theaoﬁherhand,
chose the momehf after cqollapse fqr a;bronze mirrqr ffom
Bolsena (Fig. 11).20 Thé scene shows Ajéx and-Aéﬁilles
R after the murder of Troilus. At their Téét is‘%roilus'
slain horse in‘a mosf contbrted pose. We clearly see his
tail, but because the attempt at féreshortening is a little
too adventurous, it is hard to tell just what else welggg;k %
. These examples, although they @o‘hbt offer exact’
parallels for the St. Rémy motif N6, ﬁé indicate that
such copplicafed problems of draughtsmanship fascinatéd
artigts from the, end ofethe fourth‘century‘on. They made
various experiments in attempting to solve -these problems
succéésfuIT&. The experiment at St. Rémy is morg daring-
tharf the mosaic and more successfui than the mirror. , #
Therefore, the origins of this pafticular/mdtif might best
be.assigned to the middle or late—third centu;y, when
artists had legrned better how to handle such a highly

complicated position. Unfortunately, the lack of exact

parallels makes it iﬁpossible to confirm this hypothesis.

- A

Pictorial'Techniques

The panel reliefs at St. Rémy have been aptly
21

Mtermed "Reliefgemilde"
-

compositioﬁs set within frames of pilasters that are looped
’ A

by scholars. Certainlx;the large

= .
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with garlands impress one almost as panel pigtufbs on
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displéy in‘a. gallery. W@at chéracteristicsfqualify the
reiiefs to be cq?sidered'as "paintings in stone"?  Are the
reliefs direct translations of,paintings or are they adap—
tations of plctorlal comp031t10ns that use other elements
as well? What- tradltlons could the St. Rémy é%tlst have

borrowed from painted precedents? .How successfully did

L

he adapt these elements into the more restrictive medium
- of relief sculpture? In order to find satisfactory an-

- swers to these questions, we must consider what we know

of monumental painting in the Hellenistic W§?ld, whét

- techniques could be adapted from such paint%ngs, what

: -
precedents exist for auch adaptations, and how the St.
R8my panels themselves reflect pictorial traditions and

techniques. As we consider these questions, weﬂwill also

attempt to establish a terminus post guem for “the particuy-

lar pictorial-deviceé that are used in the panels-at ———

St. Rémy.

The precedents

The Alexander mosalc

. Monumental palntlngs belong to what may be termed
the "grand plctorlal"_tfadltion. According to the painter

Nicias -(ca. 350-300), the artist must be sure to selecti

‘appropriate subjects for his compositions. He should

paint heroic scenes with a large number of figures engaged
in a vigorous action of heroic proportions.23 Our best'
indications of how such compositions must have looked

Al
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cdme from vaée—paintings, urns and_sarcophaéi. ggmé?!andrw
moéaics; Usually we have only an abbreviation of the
original composition. A vase-painter could scarépﬁy have
fitted onto an ampﬁqra'a>99mposition'that originéLly
covered the better pagfqu a“wall. Tonsequently, perhaps
the best survival of an almost complete g?andpiétdrial
composition is the Aléxan@er mosaic from foﬁp@ii.zu It

is generally agreed that this mosaic is'a copy of:a large
painting that was executed in the fourth century B.C. bg;““?
Philoxenos of Eretria for Cassander.25 ‘We will examine
this mosaic in order to determine what‘fraditions Wé»should
look fgr in the St.. Rémy panels as indications of gh under-
lying pictorial heritageh' By also ;ookingvat severél
reliefs that are earlier than St. Ré&my and that-us  certain
picto?ial techniques, we can confirm the criterie produced
by the examination of the Alexanderfmosaic befofé we look
at the St. RE&my panels themselves. ’

The mosaic shows a’'battle between the forces of
Alexander the Great and Darius, king of the Persians.7 We
see Alexander's organized troops pressing Darius' confused
army which has begun‘a panic-stricken retféat. There are
a large meber of men, horses, and weapons, and the action
is violent and tumultuous. The success of the composition
depends on several factors: the handling of pgrspec%ive,

the treatment of depth and space, and the suggestion of

landscape. A consideration of each aspect will produce

some important guidelines for the St. R&my panels.

3 -
N '
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We do not see the figures in a mere linear arrange-
ment against'a neutral background; Alexander and Darius

dominate the foreground and are larger in scale than the

other combatants. This sdifference may be due in part to

their greater relative importance,vbd%fit is‘algo due to

their position in the foreground of “the-composition. At
least two rows of hgads of sm%}ler—sEalelfig&res are super-
imposed one in front of the other in isocephali¢ lines be-
hindthe main characters. It is a realistic perspective... .
because the spectator is lobking into é»ﬁass\of figures -
who. are more obscured as they.aré deeper into the background
and, therfore, into the mass of figﬂres.. This fype of .
perspective 1s more sdﬁﬁisticatéd than the-"bird's—eye“
ﬁérSpective of the famoﬁs scene of the riof in tgf ambhi—
theaéér from Pompeii.26 In thié painting the amphitheater
is éééﬁ from above in such a way that all the sﬁedtafors
ihside the building are seen, as well as %hé fight thatris
| going oﬁ outside its walls. B |
' Al though the battleground in the mosaic is some-
what slanted, the mosaic’'maintains a greater realism be-
cause its overall perspective is closer to actual life.
We do not Qavekthe feeling that the grouﬁdline hasvbeen
_distorted just to allow us to see fhe,figures in the back-
/_ground;'its slant is>mere1y its natural state. Similarly,
the scale of the figures followg a logical pattérn; the
figﬁres in the foreground afe larger than thé figures in

the background. Such a proportionate handling #f scale
. \ - _ ,
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is absent in'the "bf}d's;eye"'perspective of the-riot
scene where the architecture has been greatly reduced in

scale so that all. the smaller humans can be shown w1thout

e

- of several other horses and men. By foreshortening the

being dwarfed. > | _
A basic impression of depth is created by the
smaller scale of._ the background figﬁres, éhd thi% impres-

sion is furthered by the masterful foreshortening of the.

horse beside Darius' chariot and by the oblique movements

horse beside the'chariot so that we are able to see him

from the rear as he moves perpendlcularly\lnto the back-
ground, the artist has convinced the spectator that his
figures are mov1ng w1th;n space. This impression is 31mi-'
larly enhanced by the rearing 'and falllng horses to the |
left of the first horse, by the Persian falling uhder
Darius' chariot, by Darius' team, and b& Darius-himself as
he leans out from the «chariot. All these.figures are fore-
shortened to allow the artist to depict their movements
realistically in space. y

In spite of the diverse movements of the various
figures, the scene is a-coherent mass. The basic iines of

- , S
action are clear, even though most of the figures overlap

each other. Such overlappings add to the impression of

‘depth and to the tumult of the scene. The figures cast

shadows on the ground, but not on each other. Figufes
_ : .
are shown in profile, but there is a decided preference for

three-quarter views and bodies whose~-movements show consid-

Y i 4
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erable torsion. These devices also contribute to the over- N

allvimbreésiOn of depth. Finaiiy,{the:pinﬁré is made more |
o/ ' complete by the inclusion of -a single landscape "prop", a
o large dead tree.ih the backgrgund to the left of center in
the composition. The artist has used this tree to create

an outdoor setting rather than leaving a generalized scene

oo enseenn o QO et [ s

against a neutral background. It is an effeétive, if la-
conlc, statement of settlﬁg and a nlce touch of realism. \
Only the south panel at St. Rémy has a s;mllar-settlnghﬁggg ' 1
’ again the "props" are dead trees. ‘ |
Our con31deratlon of the Alexander mosaic as an
example of the "grand p1ctor1al" tradltlon produces several
criteria that weﬂ§§£p1Qvlook for in other-pictqrial compo-
sitions, including?the St. Rémy panels. Both perspective %
and scale should be consistent and lgéical. A lzrge num- ' ;
ber”of‘figures should be comfortably integrated into a
goherent grouping of overlapping figufes ‘engaged in diverse
actions. 'Movemenj should be diagonal to thé'background as
well as parallel to it. Figures may be seen in three-
quarter views, contorted positions, an; foreshortened poses.
An impression of depth may be created by the choice of per-
spective (perhaps 1nvolv1ng a varylng gcale for the fore-
ground and background flgures). foreshortenlng of figures,
'6verlappings, oblique movements of men and éhimals, and a

preference for‘thfee-quarter, frontal, or rear views rather

than simple prgfiles. Landscape elements, such as trees,

i}

umMi
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méy be used to suggest a naturalistic rather than a gener-
alized setting. T -
n - ’ ’ ’ {

nglbaschl

e are several extant pleces of rellef sculp- :

ture thay are closely related to pictorial sources in
I : draughtsmanship and sometimes in usage as'well:) The. ear-
= liest example comes from the Heroln af Gj6lbaschi in Asia
Minor (end of the fifth century B.C.). 27 These réliefs

LS

are made up of reglsters, either two registers stacked on
[ .

each other or just a single wide register. A large number
of episodes are arranged in narrative sequeuces in the

" various friezes. ﬁany of the ECeEEs include architectural
or landscape elements,. gnd severalg§cenes, including the

. " siege of a walled c1ty,28

suggest an admlrable feelrpg of
depthi. However, these rellefs beleng to a documentary,
sculﬁtural tradition rather than to the "grand pictorial"”
tradition. A brief look at-the siege scene will illustrate'
several importani differences between the two’ traditions.
The siege fills two superimposed regiSters, se we
see the figures in a tlered perspective. They seem to be
set on "steps" at different levels in thelfield rather than
placed in space in a realistic relationship. Tﬁe;use of
registers and the consequent smaller scale of the composi-
‘tion alread& mark a separation from the grand tradition.
¢« Defenders are hurling rocks down from the city wailefon

g attackers below who defend themselves with raised shields.

- : Both defenders and attackers are set obliquely against the

=
5
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relief surfecef -The defenders are seen in three-quarter
frontal views and the attaekeré'in three-quarter rear.
views. Anvassembly of gods watches quietly to the right.
Below them, two attackegé,are about to enter an dien door
in the walls. Behind these pr figures are two.marching
gsoldiers. The door is a dark, hollowed ﬁicheeW%th en
actual depth as well as an imaginary depmh suggested by ol
the shedows. The figufe crouching to enter t?e doorys -
seen in a three-quarter rear view rather thén?in profile.- o
like the two striding soldiers behind h}m; Many of th:f*p
figures are real%sticel;y grouped, with the figures over-
lapping each other. However, the scale of the figures is
inconsistent; there is g0 logical reduction in scale be-
tween the defenders on the walls end the attackers.below
the ¢ity. The figure entering the door is in scgle with
the ~door, but the door itself is about three-quarters as
high as the city wall in which it is set.. Such marked
variance in scale creates a disunity in and between scenes. ;%
Obvigggly, this relief defies a number of the
criteria established by the Afgkander mosaic esfpart of
the grand tradition. It is a émall-scale, narrative se-

quence rather than a single, monumental tableau. The u;e

of one or two registers to depict 'a single scene immediate-

"ly creates an inconsistent scale between the various epi-

sodes. In addition, the scale -within an individuai,scene

is inconsistent. There is no change in scale’to suggest
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a difference 'in perspective between the defenders and the

attackers.;_To the right, the two marching soldiers are

.disproportionately larger than any of the othef’human

figures. ‘Their pose is also purely sculptural; they are
seén in a static ranking meant to suggest the ordered march
of a troop. In order to find a tradition more comparable
to the St. Ré&my style, we mustllook to the HelLenistic

world.
4.

Fragmentary Hellenistic reliefs

.Artists of the third and second centuries made
various aftempts'to solve the problems caused by’adapt;nge?
pictorial renditions to relief work; In a fragmentafy |
bronze relief from Pergamon (Fig. 18)29 the artist tried
to suggest depth although he avoided oﬁiiqué movements
and tﬁe sophisticated foreshortenings required toiportray
sucﬁ'mo§ement convincingly. Instead he created an impres-

sion of depth by grranging nine infantrymeh and four

_cavalrymen on three different planes. The fdfeground is

littered with fallen bodies and weapons and offers the

‘footing for the three lunging horses. Three infantrymen

and one galloping horse fill the middle ground whilé the
background is occupi€d by two more infantrymen. Only

two examples of foreshortening occdr} but they are boid
éttemptSJin an otherwise simple composition. In the left
foreground, a warrior has fallen behind his large, rgund

shield. Although the shield is fully visible, we see only

the warrior's thighs, shown frontally, protruding from
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Fig. 18. Fragmentary bronze relief,
- from Pergamon. _Berlin.

(Conze, Stadt und Landsschaft, p. 251, Abb. 1.)

-
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béhind the sﬁield; In the right foreground, another war-
rior has fallen. We sge his head and left shoulder, bugt
the rest of his body is hidden by his qonvek shield. The
standing warrior directly-behind him is seen from the rear.
The scale of the‘figures_vafies but follows no lbgiéal

plan. Clearly the artist is still festricfed by his medium,
but he has Sucpeeded in accommodating a large number of:
figures in a very small space by utiliziﬁé a stacked suc-

cession of plgnes within his composition. It seems rea-

sonable to speculate that»he mnay, in faét; have had some

monumental tableau as a model and that he adpated it as

best he could. _ | .
Two fragmentéry!iriezes,alsp combine sculptural and

pictorial traditions successfully. Both thé-friezé from

. ) 9
Lecce and the Aemilius Paullus frieze from Delphi adhere

' primariiy to sculptural traditions.Bo‘ Figures are "set in

linear arrangement in isolated groupé against a neutral

_background, especially in the Aemilius Paullus frieze.

The outstanding exceptions are several foreshortened horses
that move in lines diagonal to the relief surface. In addi-
tion, the horses of the Lecce friezeroverlap, and tﬁere'aré -
several superimposed’groups in the Delphi frieze that re-
call the arrangement on the Pergaméne bronze.

Telephus frieze

'Perhéps‘the most familidr frieze to make extensive
use of pictorial devices is the Telephus frieze from Perga-

mon (ca. 160 B.C.).31 It originally occupied‘a wall behind

e -
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a éolonnade,,é'logation usﬁally associated with péintings;
«  Like the.GjBlbaschi friezes, it {s éhseries of episodes
rather than a single, monumental tableau. ‘Itérepisodes,
:&m: all . relating to the life of Telephus, are arranged in a
narrative sequence and afe separated by landscape or
architectural eleménts. Peter von Blandkenhageﬁ’beauti-
fully described the character of this frieze as "intimate"” = -
rather than "heroic."32 Therefore, it does not belong to |
fhe grand pictoriai tradition of the Alexander mosaic, %‘hp
but it is a "tranéiatiqn of painting"-thét'uses many of
t;:?picférial devices associated with thé grand tradifion.
There is a proportionate reéolution of scale be-
~tween the human figures-&ﬁd the architec%uré and land;cape
" that forms a backdrop £%r them. .The sceﬁgs"easily handle f
a largg number of figures in overlapping groups orgindivi;
dual posés; these figures are often seen in threélquarter,
frontal, or rear views rather than in simpIe profile. nge-
.times, the figures are all shown on one groundiine§ byt in
other scenes they are arranged in tiers to give an indica—
tion of depth. The arrangements are lOgicgl and realistic
even when the varying~groundlines are‘not actually visible.
A closer examination of two epiBodes will illustrate thede "
devices.
One well-known scene shows the building of Auge's

ship. The foreground is filled by the ship; which is seen

obliquely, and by the workmen. Auge ané her handmaidehs

Py
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are seated in the background, apparently on a rocky out- {
cropping, since they are higher than th'e workmen's heads. J
_.-Thus, the figures are arranged in tiers with landscape

£,
1]

elements interspersed betwéen the steps". The scale of
the women is slightly smaller than the scale of Bhe fore-
~ground figures. Auge is shown frontally, but several of

the workmen are seen in three-quarter views as they move

obliquely from the backgfound. ‘There is considerable over-
lapping of figures in bogth—the background and the foré-ffm_w
ground. o ’
. Not all the scenes make use of the' tiered arrange-

ment. in the depiction of King Teuthras on the shore, for.
example, all the figuréé*ére‘seen along a single,groundline.
The kiné’and twe companions dominate the fofegrougg. They -
are aii moving obliquely and are seen in threé—quarter (or

. _ more)rffontal views. These figures are isocephaiic. There
is a large degree of torsion in the king's/mévemgnts and in
'theqiigure to the right of him. Wé.afe made mﬁre éwgre of
the imaginary space ip which Teutﬂras moves because we sgee
a head overrh;s,left shoulder. This person is standing
deeper in the background and is consequently a little sﬁail—
er in scale than\Teufhras and his companiéns. .

Both these scenes iilustrate the éuccess with which

the Creator.of the Telephus friezé was able to translate

the idioms of painting into stoné. In. matters of perspec-

- . “
tive, scale, depth, and ®blique movement he proved himself

as adept as the artist of the Alexander mosaic, or perhaps

S
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more properly of the palntlng upon whlch the mosaic was

based. When we begin our con51deratlon of the St. Rémy

'panels, we should keep in mlnd these precedents so " that we .

can determine whether the St. Rémy artist was attempting
to "translate" a painting or whether he was more concerned
with successfully adapting certain pictorial motifs into

a more restrictive medium.

Etruscan art

Etnuscan'art also offers a number of precedentsﬂﬁab
for the pictorial de#&ces at St. Rémy. 'Certain series of’
ufns and éarcophagi, such as the celtomachies and the saga
of the Seven against Thebes, are generally considered to-

be derived from palntlngvs_’.33 Desplte the greatly restrlctf
ed space with which they were working, the Etruscan arti-
sans were able to compress these compos1t10ns and stlll

retain a large number of figures, violent action; and even

some landscape elements. Sometimes the scale of the figures

_is varied and elaborate foreshorteninge embellish the com-

'pogitions. On an urn from the Theban cycle in Volterra

(F'1g.‘19),3LL the figures are arranged in three distinct
planee, which are plausibly shown. In the foreground are

a nﬁmber of fallen figures who lie diagonal fo the relief -
surfacef We see oniy their upperyforsos because the lower
nalVes of their bodies are hidden in the backgreund. Large

figures occupy the middle ground which is the plane of the

main.@ction. In the background are smaller aceessory

figures. The- scale of the figureshis proportionate, and

5
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, they are superlmposed realistically.

Frequently, however, in order to find room for all
the figures, the artlst resorted to a tiered arrangement
that totally disregarded/Spafial rea%ities. A gigantomachy
urn from Perugia (Fig. 20)3,5 shows eighteen f%gares stacked
into a square frame. Theré is an admirable renéition of
obiique movement, espe01ally as the nude, heroic deity with
the club advances down from the background to attack a nude

gy

adversary who is seen from the rear as he stands in the,
foreground. However, there is no atteﬁpt to\maintain a
realistic and consistent groundline. :The'deity in the
upper leftfcdrner, for example, srands on the shoulder of

the figure below her. % ;
We see a 31mllar "stacklng" ofdfrgures on the
Bartholdy mirror in Berlin (Flg 4), which we 1ooked at
earlier in relation to the south panel.36 This system is
very reminiscent of vase-paintings of the late fifth cen-
tury. The gigantomachy krater in Naples (Fig. 21),37
which ma& reflect trends in monumental painting of the
era,38 is a good example. Like the Etruscan urn and mir-
ror, thelfigures on the vase occupy all the space available

in the field. They .move in diverse directions with no

hint of a consistent terrain. Such an arrangement is no§

totally unlike the "bird's-eye" perspective ofrthe riot *
scene from Pompéml 39

Tiered arrangements were not restricted to smaﬁF

scale compositions 1n¢Etruscan art. At least two pedi-
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Fig. 20. Gigantomachy. Etruscan urn.
Perugia, Villa Bordoni. :

(Brunn-Karte’ IIolu'i.-la)

=
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mental compééitions used the same scheme. Both:the dis-

covery of Ariadne at Civita A1ba™° and the death of Oedi-
pus at ‘I‘a.l,amonel""1 were tiered compositions including large

numbers of figures arranged on different levels and in over-

Rlapping groups. BEefth pediment was 'busyﬂrand tgmultuous.

‘When the figures were painted, the activity in the pedi-

. : : L
ments would have been even more pronounced. 2

8:3 series df urns does, in fact, confirm that
Etruscan artists‘chose the tiéred perspective as a méaggﬁ__ X
ofrdepicting scenes that they had adapfed from monumental,
pictorial sources. Several urns (e.g., Fié. 22)“’3 show
episodes that are clearly excerpted from the monumental
/composition upon which %he Alexénder mosaib was based. 1In

ach case, a tiered arrangement is used to accommodate the’
figufés, althdugh_$$e mosaic shows no such‘perspé%tive.
Thié‘Ciéar relation to pictoriai sources is hot‘insignifi;
cant to our purposes because a number of T;biius urns
(e.g., Figs. 12 and 13) make use of a similar‘staéked com-
position. In these examples, the right-hand scene of the
panel, including the central motif E8-E13, the despondent
woman E14, and various accessory figures, ié shown com-
ﬁressed into a square field much like the abb?eviatiohs
from the Alexander composition. The similarity between -~
'the two cycles of urns is a sure indication thét the death 3o

S *
of Troilus is an adaptation from a pictorial source.’

The Alexander mosaic, the Pergamene bronze, the

P
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) Fig. 22. Alexander the Great in battle.
o~ -Etruscan urn. Villa del Palazzone.
(Brunn-Kérte, ITI.cxii.4.)
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horse of thefAemilius Paullus frieze, the Telephus frieze,
ané‘varibus'Efruscan urns and §a£cophaéi‘establish a number
of .precedents that are combined in the traditions of the
St. Rémy panels. There ape consciouéjafiempts at creating
spatiality, a large number of oV%flappiﬁé figureg, numerous

three-dimensional- or foreshortened motifs, an occasional

suggestion of landscape, and 6blique<as WQll as parallel

movements. Although systems of perspéctive can vary, a
realistic alignment of receding rows of figures-o? a tiq;ggP
arrangement seem the most populaf'formuléslfop‘buggesting'
depth. Furthermore, the scale of the figures should Dbe |

fairly logical and consistent.

The pictorial gualities ®f the panels

§ By considefing the panel relie?svin’relation to
theirtbrecedents and to several extant paintings,ﬁae.Qill
reacH"aqmorg complete understanding of their pic%orial

quaiities. We will look first at the perspective of the

~three battle scenes, then at the treatment of depth, space,

and movement, and finally at the grooved outline and the
use'of color. - 7 .

The thf;e'battle scenes are grand in that they
accommodate a large number of figur?s, who are overlapping
while engaged in diverse, violent aétions. Both the north
énd west panels are single tableaux, but the'eaét panel

combinés a battle scene with a tranquil scene in what may

well be a narrative sequence. The west pénel is ‘the most
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@ictorial of the three battle scenes, and so we shall con-

sider it last.

In the north panel the artist has used a linear,

©

¢ - 1isocephalic arrangemeht,/’All the figures stand on the' same
groundline, but fhey ﬁove in and out of the background
. E-i‘ rather than mereiy parallel to it. Thererare no figures
t e visible in tht background. This type of linear arrange-
¢ m%pt whlchisuggests depth prlmarlly by oblique movements

and foreshortenings is identical-to the perspectlve OfAEQE
two foreshortened horses of the Aemlllus Paullus frleze ’
and of the Teuthras scene in the Telephus frieze. It is
more successful here than in the Aemilius Paullus frieze
\\\\ beceuse of the greaterwelief depth and because it is useql

for all the figures rather than for just two isolated
- s

[N

motifs.
- Further suggestions of depth are the back views
= (N3-4), the shields seen from the inside (N1, N5), the
foreshortened horses. (N1-6), and the overlapping 1egs,
spears, and figures. Certain of the horses' forelegs
(N2. ‘N4, N5) were actually worked in the round thus crea- .
. ‘ ting a greater three -dimensionality to the panel. The
artist extended his relief laterélly by overlapping the
enframing pilasters with the tail of horse N1, by-the
sword of/ﬁl, and probably by the missing forelegs»of horse
N5. We would also expect to fihd a contorted figure such
as N6 or a twisting figure such as N2 in a pictorial com- .

position. It is quite a feat'of sculptural draughtsmanship
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that they have been successfully fitted\into a relief pan-

el. All the’figures fit so well into the scene that it is
tempting to think that this panel reflects a number of

motifs from a single pie¢6rial prototype, but a certain

degree of“ﬁrototypal_interdependence must be aseumed.uu'

v

e

pendium of motifs from several sources and consequently is

The east” panel, however, is more.defin{tely a com-

morelcomplicated in perspective and scale than the;north
panel. We have the usual'indicetions of depth: fore- .___
shortening (horse E13, E15, El's jug), back view (E167,
unusual torsion (E6, E13, E15), shields seen obliquely

from the inside (E6, E8), and oblique movement (E3, E7,
horse EiB). The forelegé of the horse were probebly wofked

in the round and the relief is extended laterally by the

‘ reeds that oveglap the pilaster. However, the greatest

1mpre831on of depth comes from the tiered arrangement of.‘

the figures. The quiet scene is an exampie of simple,

- linear arrangement, but the figures are seen'frontally.

On the other hand, the violent scene is a stacked arrange-
ment that would be diffieult to reconcile to a realistic
groundline system, and so it is similaf to the Etruscan
pediments, urns, and mirror mentioned earlier (see Figs.
4, 12-3, 20, 22). '

; i The scale of the figures follows ne coﬁé&stent

patternf Seated prisoner E15 is smaller thah the Greek

E6, who has fallen to his haunches, although they both
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ére seéted in‘similar pbsitions in the foregroﬁnd. Warribr
E17 is smaller than Achilles E8 however, warrior E18, who ' %
is deeper in the background, is considerably larger than |
E17 rather than smaller as he should be.. Warriors E10 and

E11 are reduced in scale as befits background flgures, but .
) ,
E11 is unduly small in relatlon to warriors E10 and E12 who

L=

flank him. The east panel certainly makes use of pictorial
devices, but it also uses sculptural traditions and inte-
grates them reasonably well into the entire composition.
The group E2, E4, and E5 reflects §Ontémporary funeral
sculpturé, but the actual battle scene reflects grand
pictorial sofrces, perhaps an "amézonoﬁaphizéd" roilus. _
Scene and a battle (ofaGreeks and.Trojans? Greeks and
Gauls?). It is clearly a mythological scene réther than a
‘monuﬁental battle scene, and this difference may“account
in parf for the hodgepodge quality of the compdsition.
The west panél. hoWever,vdoes beXong to the monu;
7 . mental gran&igiédition, and its subject could be either
| mythological or topical. There is no common grounﬁline
for the figures. Rather than depictigg successive rows
of figures receding one behind the other.into the back-
ground, asrin the Alexander mosaig, the artist has here ' SA‘
e arranged the figures in four sucbéssive tiers. Despite
| this arrangement, the figures constitute a coherent mass
because of the strong diagonal lines of movement”aﬁd the
overlapping of the various figures. All the figures are

drawn on the same scale, but there is no illog;calldis=

umi

S
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this panel is accomplished primarily by the tie

parity apparent to the eye. The greater pictorﬁﬁﬁl‘ﬁ‘of

,éd per-

F

spect{ve coupled with the diagonal lines of movement.

Otherwise, the depth teghniquesrare familiar and ha#e

seen in the other panels and in the Alexander mosaic as
well as other soarces: frontal, back, orrthrée—quarter
views (Wi3-15), foreshortening (W15), unﬁsual torsion. (W&,
W5, W15), and movement out of tha background (W1, W5-9).

A look at several comparable paintings will_give a fu1;§£»
picture of the importance of the tiered perspective.

The painted comparanda

‘Kleiner errs when he says:that the tier arrange-
ment "was almost unknowrd in earlrar reliefs."us We\have
seen that this system was popular in Etruscan reliefs (see
Figs. 15, 16, 23, 25), and this factor should be%kep“t in
mind with regard to tfe possibility of an Etruscan or an

"Etruscanized" intermediary source behind the St. Rémy

-compositions. However, the most outstanding comparisons

for the combination of tiered perspective -and diagonal -
movement come from Attic and South Italian vase*paiﬁting.
Two examples are particularly cShvincing.

A fourth: cehtury Attic“hydria (Fig. 23)“’6 shows a g i','

group of two attaéking amazons and three Greekrdefenders;'

-massed closely together on at least three dlfferent planes.

Pfuhl was convinced, and rightly so, that this fragment

was an adaptatlon of a monumental plctorlal compos:.’c:.on.47 T

The nude her01c Greek is seen in a thr quarter rear view




Fig. 23. Amazonomachy. Fragmént of
Attic re@=figure hydria..

(Pfuhl, Malerei und Zeichnung, Taf. 246, Abb. 603.)

Uil
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and seems to advance upward against an amazon who is moving

down in her attack against him. To;thekright of this group -

is a rearingrhorse whose rider is seen in a three-quarter
frontal view. On thé other side of the central group is a
fallen Greek and a comrade who is lunging to the right w1thﬂ
5 : one leg shown frentally and the other in proflléi The
oblique ?ovement of the horse is restrained because his
head ié shown in profile. However, the strong diagonal “
, movement of the central group is very much like the move-
ment of W7-9, who are‘;oving'down,againét’their opponents.
The painting and the panel are also comparablé in ‘the suc-
cessful integration of oﬁlique andAparallel movements into
a coherent mass. This same qﬁality characterizes the
Alexander mosaic. |
A Campanian amphora by the Ixion Painter (Illus 11.
ca. 330 310)“’8 shows on one side an amazonomachy th\? 1s'
much like the west panel. The flgures on’the vase are
. massed in tiers just like the figures in the panel, and
the Greek lunging to .the right on the vase is very similar
to W2. Although the diagonal movements on this vase are
not as pronoumced as on the Attié hydria 6r in the St. Rémy
panels, they are suggésted, and .they, too,iare sﬁCCessfully SA‘
combined with parallel movements. ' - |
Finally, we have the painted Iliac cycle from the
"House of Loreius Tiburtinué in Pompeii (Regio II, Iﬁsula v;
. Figs. 24 and 25)-49 These pa;gziggs show a much more

2 . . - . w
* sophisticated treatment of space and perspeqtive than we

S
5
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have in the St. REmy panels. but there are some important
similarities as well as differences. In the episode of
'Hector's Fight' (Fig. 2&)_the figures ln the foreground
are‘larger than the men 11 the backgfouné. The failen N
Hector is dramatically foreshorteﬁed. Amqng fpgjbackground

- figures are two motifs 81m11ar to St. Rémy figures. Tor

the left, a warrior advances into battle, he is almost

identical to W2. To the rlght, several flgures are run-
ning into the;main scene, and they are very close to Wil3sweo
and Wik, The perspective of this epiSodelis éomeﬁhat air-" 7
ferent from the perspective of the west panel. In both ,}%
cases the foreground is filled with a number of fallen or
crouching figures, Thé’ﬁainter;,however, has,been able to.

accommodate more figures in parallel and obiique movements

-

. because of changes in scale to suggest depth by perspectlve.

-

Because of the diagonal movements converglng from both-

sides toward the center of the panelt the St. Rémy battle

-scene is better integrated as an entity than tme Hector |
episode. The Hector episode suffers a little from the same
disunity that characterizes the east panel; the background
figures seem to have been taken from one source andfthe o
foreground figures'ffbm a different source. ‘However, the ,agw*,
central portion of the Hector episeae is very much like the

west panel and the Attic hydfia‘(Fig. 23). This portion

shows the fallen Hector; a comrale ‘who defends him, and
“two attackers who are trying to capture the body. The

oblique movements of the attackers and defender recgi; the
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“tic pattern of scale is a good indication of the dlfference

in concept.

“pilasters, but he has not been able to create a successful

R ‘ S 16k

\

movements of W7, W8 and W9 agalnst thelr opponents."

| In the second episode of 'Patroclus on Achllles'
Chariot' (Fig. 25) the foreshortened horses that surge in-
to the background recalI/%ne horse N3.‘ However, the vari-
ance Qf scale of the figures in this episode isjeyen more
pronounced that in the Hector episode. The west psnel at
St. Rémy is ceftainly closer to fourth century vases in
matters of perspectiverand movement than it is to these
more sophisticated episodes from the painted‘Iliac frieze.
These teehniques are still in an experiment&( stage .in
the panels and the vases, while they are more matured in
the painted frieze.

- ﬂ-/

St. Rémy represents an attempt to interf%se spatial

-

techniques of painting into relief sculpture.

, However, it‘
is not like the Telephus frleze, an attempt to translate
a painting into stone. The failure  to gdhere to a systema—

The artist succeeds to a certain extent in 3

creafing an imaginary space by using varied planes, dif-

fering relief heights,vand oblique movement. He is able to

extend his relief laterally by occasionally overlapping thgfih§,u
i /
illusion of an infinite space in which the .figures actually

move. The relief surface remains a finite Backdrop to the

action even though the artist tries to break its limits by

making the shafts of the spears disappear behind the over-
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hanging garlénds: thus Suggesting a greafer depth.' Despite-

thé various indications of deptﬁ; the changes ip scalevghat‘

do occur in the panels do not belong to a pattern that

The grooved outlines =~ : D

"the érecedents for its use, later exampleg of it, and

.described the grooves as deep furrows filled with reddish

The last techniques to be considered are the
grooved outlines around the figures and the use of color
on tﬁe paneld. WS must examine the purpose of thé groove,
e -
whether it may- be an adaptation of a painted outline.
Then we will speculate about the effects that the use of
cq}or would have on theAgverall compositions and how color
was used to indicéte ig;ascapefand'ornamenﬁation. Finally,
in éqnnection with the use of qolor(to create they; impres-
sioq_pf large panel paintihgs,‘we mustjélso consider the
architectural use of the panels ahd.the limitations which
that use imposes. ‘ -

The use of a chiselled groove around the contouré
of the figures is\a technique common to all the panels at
St. Rémy as well as to other ménuments, especially in Nar-

50

bonnaise Gaul. quious opinions have been offered about g -

the origin and purpose of such outlining. Hibner in 1888
chalk. that were used to accentuate the outlines of figures
locg%ed in the background; the technique seemed to'him to

be a clear indication of a painted prototype, even though




e e e e e - - s = - T e . g - gz s %

- ‘ o | 7 - 166

- he'mentioned ho other use of color in the'péﬁeLs.51 Ldwy
in 1928 and’ Redenwaldt in 1930 followedy this reasoning when
they traced thé origin of.the techpiqu§/specifically to
Alexandrian and Egyptiag,painting,52 Howevg;; inuhis pub-
lication of the“monuﬁent Rolland has clearly illus%rated'

. that one should.not attribute, the fechniéue-td:a éinéle *

e school of painting since fhere aré several sculptural ex-
amples from Greece and Ignia that date as early aé thé
fifth century B.C.; hg,also'grgués‘that the grooves Wégg&»
not filled with red because there is no evidence to indi-

cate that they were‘and because such a‘devicé would have ,

disrupted the compositiOnS.53 A _

What, then, issthe function of the groove? Bie

as early as 1891 and Bianchi-Bandinelli as laté as 1970

: 9
likehed the contour lines’toithe preliminary drawings made
54

g,

for-paintings. It has even been suggested thhtithe

grooves were intended as guidelines to help local artisansd
--execute the designs of. the more gkillful master.o> How- ™
ever, after a careful examination of the panels, the grooves
seem- to play a much m8§enintegral role than‘these approaches
would allow. Several ﬁractical\considerﬁtions must be

made. - First, the carving was done on separate courses of S

soft limestoné blocks, whose joirs are clearly visible.

-1

Second, the depth of “the carving is*somewhat'déeper toward'
the bottom of the panel than toward the top, but the over-
all relief is still quite low (See Fig. 2). Third, the

background is conceived as a blank, neutral surface.

‘umi

3
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In the light of these pfacticalities,'the grooving
may belseénvto serve several uséful purﬁoses. 'Primarily,
it is used to define as fully as 90351ble the volume of an
obgect anlméi or persga&ﬁgalnst the neutral\\y of the
background or against the mass of another flgum)eé It is

an attempt to accentuate that volume despite a fairly low

relief. Toward the bottom 6f the panel where the depth of

the carving is greater and the shadows therefore deeper,
the iegs of the horses are delineated by dark grooves that
enhance the outlines almost as undercutting would; the -

grooves seem broader and deeper in these instances. Sec-

/ L3 -

ondly, it dramatlcally separates the characters from the
background so th%ﬁ the* seem to have been set 1n agalnst ,

the blank relief ground.56 The contours.of the figures

are gharpf§ articulated. Thirdly, the-groove is%sometimes
used'éé a definitive rather than an ontlining dévice;

Swords ;Eﬁxspears are often "drawn" by incision. This
function is similar to the use of the groove to méintain

the integrity of shapes that are depicted across several
visible courses of stone. It ié important to note, how- 3

ever, that the effects of the drapery are not enhanced in

any of the panels by studied patterns of drilling or inci- ; A

sion along the channels}"Kleiner'aiso points out that in

numerous cases theigroove was definit%&x'added or at least

modified after the figure was carved. In these cases, it .

was drilled or chiselled at angle to undercut .an arm or a

leg.”’ . | L
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AR An gmghonomachy relief from Teos (ca. 300 B:CV.)58

wa

Ay

: . . :
offers- a good sculptural precedent for the St. Ré&my: groove.

L

It is an extremely low relief with-fhe_figuresrdgfki&-out-
lined by grooves to set them off from the backgr%und. As -
at St. Ré&my, the groove E; also used for detgiled éffects,’
such as the HQiEFS"tails'. This usage is pictorial in its -
effect, much like the St. ﬁémy outlining.. An Etruscan
sarcophagus from Chiusi (Illus. !12)59 uses a groove to draw
most of the elements of thg scene on itsrloﬁg”s{de. We see
a rider approaching a tree that is drawn wifh grooves.rkaiz
arfiSt has removed the excess stone to 1eaye'a:deep outline
around the various figures. In this way he was able to
separate the figures fpgm the background ahd~accentuate
their volume as did the St. Réﬁy master.

' ., A number of provincial examples from Gaul%ana Ger-
manyFPOStdate the St. REmy panels. These examples date
60

from the first to the fourth centuries A.D. 'Obviogsly;
the technique was popular and aesthetically pleasing to have
persisted so long. The earlier examples in this series are.
similar to the-St. R&my groove, but the later examples have

subordinated the pictorial function of the outline to a more

decorative function. The figures are not "drawn", but in- E"

stead their surfaces are broken up. by patt;rnsrof deep

“.grooves intended to produce striking chiaroscuro effects.
On the "Piler des Nautes® (I1lus. 13)%1 that ‘was dedicated
to Tiberius and Jupiter Optimus Maximus the figures are

. drawn by the groove, just like the figures at-St. Rémy;

v

UMt
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if isvone of{the early exagplos;postdating the St. Rémy
pénels.' The'grouping ig, in fact, reminiscent of E4 and
E5, and the.woman in the Tiberian relief resembles E5 quite
closély. ) —, - ‘

Perhaps the best known examples from this early
gseries of prov1n01al reliefs are the reliefs frog the arch
at Orange, which may date to the reign of Tibei‘ius.62 The
technique is used effectively in the small friezes of the
facades to silhouette the figures strongly égainst a nogzsgl
relief ground. This frieze 1is not_very'pictorial{ however,
and the preference for the technique seems to be due to the
architecturol position of the'frieie. Tﬁe spectatorAmust

look up at the frieze;‘and in order to make the small fig-

ures visible in their obscured position thé artist was
forcé& to resort to a bold delineatiien of theirs}orms. ’ g
However, the grooved outlines of the figures in”the battle ‘
‘scenes from the north and south sides of the attic at Orange |
(Illus. 17 and 18) are very similar in intent to the grooves l
at St. Rémy. Outlining is used to oefine volumes é;o set i
them off ffom the relief ground as woll as from the tum-

bling mass of men and horses. Agaiq, the grooves would have :
made the compositioris more intelligible to the speth???J SA. ' %
below, but they dlso serve a definite pictorial function |
Flfke the grooves at St. Rémy.

Lightly grooved outlines occur occa51o?ally.1n

scenes on the columns of Trajan and Marcus Aurelius63 and

on the Hadrianic tondos6u that are now on the Arch of Con-

‘ .

"

- "/
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stantine in Rome. 1In theserinstahcesrthe groove 1s used
only to'mark“égch things as legéror shbulders meeting the‘
relief éurfécéﬁ It is not the same usage that we have at
?t; Rémy. A similar liQ;ied usage of the grobvediputlines
also occurs on a number of sarcophagi frdm‘tﬂe second and

R third centuriesﬂA.D.,65ﬂon the late third;centu%y monument
66

o in Igel, and om the arch of Galerius at Saloniki.67_ In

all these cases the primary functidn of fthe groove has

changed. It is no longer a ‘device to define or draw a
g , , \

character and maintain the integrity of that figure despite
architectural interfefences, such as masonry‘courses.

The outlining of the Provinces from the Hadrianeum !
in Rom€ is more comparaple to the St. REmy technique because |

it forms a dark, continuous outline for the figufes.68 This

tempYe was dedicated by Antoninus Pius in.145 A.D. and was
. ,

decorated with representations of the provinces-in high re-

. lief and trophies and weapons in low relief.69 The groove

was used to set off the figures from the background, perhaps

because they were set either in a dimly 1it interior or at
a considerable ﬁeight.7o It again is as much an expedient
& due to architectural considerations as a bicforial device.
The provinces are isolated figures that are not engaged in E:~‘
any action. Consequently, the function of the groove here %
‘recalls its functibn in the small ?riezes from Orange. I
' think what we have i$ an adaptation of the pictorial groove
that was so successful at St; R&my to another equally use-

o

ful and successful purpose which was realized as early as

J
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fhe small ffiezes at Orange.
. Severan monuments ‘use grooves a great deal for out-
lines as well as decorative patterns. Its usage is.oftén
inconsistent, even on the same monument,-aﬁa the évgrali. T
effecf is not as successful as the pictorial grooving at
St. Rémy. Sometimes the grooves ére‘uSed to'ééiarate‘limbs

or draperies from the relief ground or some other backdrop,

as in the scene of Liber, an official, and a soldier from

the arch at Lept&s Magna (Illus. 14).71 Liber's nude body.

is set off from the relief ground by grooves as is the

official's body from the shield behind him. In this scene

- the folds of the soldier's cloak ére also emphasized by

grooves which broduce-afchiaroscufo.effecf. Such pro- )

nounced chiaroscuro patterns created by grooves produce the

impf%ssion of interrupted surfaces in the Severa% monuments.
Thé”gfooving at St. Rémy produces, on the other hand, "a
strong impression of unified contours and surfaces in spite
of disruptive masonry courses. 7- B

Despite Rolland's objectioné,zzfl think the grooved
outline as it is used at St. Rémy definitely reflects the

broad, dark outlines that are common in ancient pafntings.

Although the scenes are not so complex, a vari%%y'of paint- S ‘

ings dating from the fourth century on'displayA%ggse out-

" 1ines. The combatants from the tomb at Niausta (ca. 300),73

the Thracians and Macedonians from the painted dromos frieze

at Kazanlak.74 the family from the cupola scene at Kazan-

lak,7§ the horsemen and soldiers on various Alexandrian
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stela1.76 the Greeks and their Trogan prlsoners in the

"Frangois Tomb at Vulc1!77

and the flgures in the fragmentary
wall-painting from the Esqulllne Hill in Rome78 are all
defined aga;nst their vapious backgrounds by dark, reddish-
brown outllnes which are. then blended into no \éi flesh

v ' tones. This technlque is also used effectlvely in certain

mosaics; in the scene of 'Dionysus oﬂ!a Panther from

Delos,79 Dlonysus body is broadly outlined to set it off

from.the .body of the animal. - —

Closer in date to the St. Rémy pahels‘is an Augus-

tan painted frieze from a sSmall tomb loeated just off the
' 80

P

columbarium of the family of Statilius Taurus in Rome. A
The episodes depict sceffes froﬁ-the Aeneid.and from the ,-
early legends of Rome. The figﬁres are drawn in dark ou)-
lines’ and then filled in w1th dark brown to red fiesh tones.
Slmllarly, in the palntlng of 'Achllles Surrenderlng Bri-

81 ihe

seis' from the House of the Tragic Poet in Pompellf
. heeds of thersoldiers in the background are edtliﬁed against

painted shields just like the heads of horses N1 and N5 and

other figures at St. REmy are outlined against'sculpted

shields. It seems reasonable to believe on the basis of _

these examples that the grooves wefe filled with a color‘ ,,Sgkv

appropriate to the limb or garment‘they outlined. For ex;'

emple, human limbs would be outlined in reddish;browp.>

horses in black or browr, and sHields in brown or gilt tones.

Although I do not think it possible to argue that

the St. Rémy panels use the groove as an adaptation from a
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particular SChool of painting.-I am convinced that it is a
.definite pictorial réflection ané is equivalentito the
bpoad outlihes that'ﬁdraW" figures in ancient baintings.,
~ W% need only compare they§t. Rémy panels with the fater
Severan monuments that use the groove in a sculptural and
Y. . decoraéivé éapaq;ty to b?oduce arstrohg érgumen¥ in favor
e of the painted prec%dents for the contouring at St. REmy.
The technique could have been adbptedrfrom'sketches of
monumental paintings or even from vase-paintings of such .
compositions. The contour lines onwrédhfigure vases afgfmv
%gry similar in functiQn and effect.to the St. Ré&my grooves.
Iﬁ each case the figﬁres are set off from the background
and from each other by these devices. Unlike the Severan
monuments, the contour lines and the grooves are not usedb
merely fér decorative &ffects. This trend is a fhfer devel-
opment ‘that resulted from sculptural and sometimes archi-
tectural considerations. geth the St. Rémy grooves and
the painted contour lines fre essential elements of the

composition that are used, to "draw" the various figures.

The use of color and the setting

There are several extant sources in sculpture ard
painting that give us some indication of .what color schemes S"

were used in the panels. A considerable amount of color

‘remains on the Alexander sarcophagus82 and on & number of

Etruscan urns and sarcophagi.83. In addition we have -the

Alexander mosaic.SH .The composite evidence from these

=

sources suggests that the background was blue or gray, the

~
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state, they must have seemed very much like large panel

-

human bodies’'red or reddish-brown, the horses black or
brown, fhe'shieldsvbrown with gilt decoration,. the helmets
yellow or red, and the hair brown or red. Armor was often

brown, sometimes with red or gold decorafion. The quiet,

stately group in the east panel (E2-5) and the Victory E7

were probably dressed in white. If the gfouhdli%e were
painted in the wes;ﬁyénel, it would have been i? shades of
brown. The ornamentation on the shields of various warriors
(e.g,, W8-9) was probably highlighted with gilt, and s‘ox:n%e‘hw
sﬁields that now appearﬁ;lain may have been decorated with

painted ornamentation. SN

When the reliefs were in their original painted

paintings, not unlike the numerous paintings from Pompeii

and Herculaneum. ‘They are even neatly Set'withingan

architectural framework of pilasters. Because Sf their

position on the socle of the monument, the relief panels:

~ and their pilasters must serve a definite architectonic

function. Most of the mass of the structure is supported

by the base of which they are a part, so the panels must

" seem capable of. supporting the weight. Becaggg,ef the

pilasters and the flat relief surface, the panels perform SA. é

this function admirabl&. Ev&n when the relief surface was

painted, this functionality would not have been weakened.

The spectator was expected to walk around and exam-

-

ine the panéls in much the same way that he would have

walked along the colonnade decorated by the Telephus frieze.
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Tﬁe}panels afe above eye-level but are fully ligﬁted with
natural light, so they can be eééily observed. As the

spectator moved arouné, the repetition of tﬁé'garlands and
pilasters would haNe.éﬁvgﬁ.him a certain sense ofvgontinu—

ity even though the supjeéts of the four scenes are quite

different. I think he would have experiénéed mﬁéh the same -

feeling examining these panels that he might have when
walking around a room with a ,panel painting inset in each
P
The north and west panels are gingle monumental
tableaux like the Alexander mosaic and the east panel is
a fusion of mythologlcal episodes, but all three battle
scenes at St. Rémy belong to the "grand plctorlal" artistic

tradition. They are character;zed by a large number of .

figures that are engaged in violent and diverse_%ctiéhs on

a heroic scale. There are various suggestions of depth,

) including foreshortened views, overlapping figures, oblique

movement, and sometimes a tlered perspective. Specific

“indications of a plctorlal herltage are the motifs of ob-

liquely moving horses seen from the front anq the rear and

diagonal movements used in conjunction with tiered composi- S

tions. These elements are seen in fourth century vases and

~

in Etruscan urns that are definitely derived from pietorial

compositions. 'None_of the panels slavishly copies a single
+»

painting. N

It is difficult to determine a specific terminus

]

L

i
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' not>appear in vage-painting until the end of the fourth

ly a pictorial gkrement that may be dated to the middle or
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Eggi gggg fon;each panel. Ali>the figureé:in the west | F
panel are extremely well integrafed into .the scene, and ‘ |
only one figﬁre (W15) is-unusual. Unfortunately, we are
unable to find an accurate parallel for this motif. Con- . .
sequently, on the bas1s of the 31m11ar1ty of the tlered

composition and diagonal movement of the west paﬁ;l to com-

positions on late fourth century vases, we can assume at

least a late fourth or early third century terminus post

uen.
. Pt

However, it is pos51ble to suggest a more spe01f1c

date as the’ terminus post quem for the orlglﬁals behind the

north panel. Motifs N1-5 may well come from a single com- -

position. Because horses seen dbliquely from thé rear do

. . 9
century B.C., we can suggest a terminus post gquem of ca.

325-250 B.C. for the source of these motifs. Motifs N6 and
N7 probably come from laterréoufces. Horée Né is definite- _ .
late'third‘century B.C. I sﬁggest this date because the $
execution of the motif is more bold and successful than any
agpilable.fourth century prototypes. Pris§ner N7 is probab-

ly taken f?om a Pergamene galatomachy tradition, either : ”’S;;/
sculptural or pictorial, of the second century B.C. \

The east panel is quite a compendium of motifs, but

its battle scene still reflects grand pictorial traditions,

even though the entiré scene (with its two eplsodes) is

probably adapted from a pictorial mythologlcal cycle that
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_is also evident on Etruscan urns. The‘accessory warriors

in the battle scene probably . come from some large -scale
source, andirrlsoner E15 fegembles N7 and so ma§ well come
from a Pergamene comp081y;on of the second.century-B.C.
The quietly standlng group (E2, E4, E5) reflects a sculp-
tural tradition and is compon in. contemporary pfgm;nc1al
r'funerary sculpbure as well as Greek, Etruscan, and Roman
art. It is difficult to. suggest a date for the Troilus
eplsode, but the tiered composition again hlnts at a late

[
fourth or early thlrd century termlnus post quem. This

panel and the south panel, which also reflects a mytholog-
ical cycle, are very likely narratives. Such a narrattve
duality of episodes within a single scenegis gfecedented

by Etruscan urns. . RN

-~ ' 9 -
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- '26.2; Kleiner, 'The Glanum Cenotaph, p..124; Munlch Museum
antlker Kleinkunst, shown in Ernst Pfuhl, Malerel und
Zeichnung der Griechen, Vol. III (MUnchen' F. Bruckmann
A.-G., 1923), Fig. 795. I

\/
10 Gerhard Etruskische Spiegel, Vol. I, Taf. Ixxiii}
Rebuffat- Emmanuel Le miroir étrusque, Vol I, ppj 217-219

e and Vol. ITI, Pl 72. g

11Gerhard, Etruskische Spiegel, Vol. I, Taf. x,

- now in the Vatican Museum, fourth-third century B.C.
12Havelock, Hellenistic Art, P1. XI, in the Museo

Nazionale, Naples,) no. 10020. : '
13 R ' : S ——
Charbonneaux, Hellenistic Art, p. 390. .
. e . T

Adolf Furtwidngler, Die antiken Gemmen. Geschichte
- der Steinschneidekunst im klassischen Altertum (Amsterdam
Verlag Adolf M. Hakkert, 1964 and 1965), Vol. I, Taf. 27,
nos. 31 and 33 and Vol. III, p. 284

15New York, Metropolitan Museum of Art, no. 07.286.

.84, by the Palnter of the Shaggy Silens (Pfuhl Malerei und
Zeichnung, Vol. III, Fig. 506% _

: /16West frieze, block k, figure 20 (see AJA, ?6

. [1972], P1. 61, Fig. 4).

-
-

7Sectlon B3 from outer south wall and section A6
from west wall (Fritz Eichler, Die Reliefs des Heroons von
Gjdlbaschi-Trysa, Kunstdenkm#ler, Heft VIII [Wien: Franz
Deuticke, 1950], Taf. 2/3 and 15.

18

Garger, "Die kunstgeschichtliche Stellung,” p. 9.

19%4avelock, Hellenistic Art, Pl. XI; see below,
pp. 135ff. '

, 20 Gerhard, Etrusklsche Splegel Vol. V, Taf cx, in
thé British Museum, no. 73.

21 _

Hﬂbner, "Die Bildwerke," p..12.

22See above, pp. 18f.

, . &
23(Demetrlos), Per1 hermenelas 76; see above, p. 99,

note 37,

2YHavelock, Hellenistic Art, Pl. XI.
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25Wllhelm Kralker, Die Malerei der Griechen (Stutt-
gart: W. Kohlhammer, 1958), p. 164, no. 6L; Charbonneaux,
Hellenistic Art, p. 118; Heinrich Fuhrmann, Philoxenos von
Eretria. Archﬁologlsche Untersuchungen Uber zwel Alexander-

.mosaike (G8ttingen: In Kommission beil der Dieterichschen -

Unlver31tats—buchdruckerel W. F. Kaestner, 1931).
V/
26Reg10n I, Insula 111, House 23.

27V1enna. Kunsthlstorlsches Hofmuseum; Gisela M: A.
-Richter, The Sculpture and Sculptors of the. Greeks (bth ed.,
newly reévised; New Haven: Yale University Press, 1970),
pp- 131, 172.

zalbid.,.Figs. y21, 422 (details);'BrBr 486.

29Alexander Conze, et al., Altertﬂmer von Pergamon

Band I, Text 1, Stadt und Landsschaft, K8nigliche Museen zu .~

Berlin (Berlin: Verlag von Georg Reimer, MCMXII), pp. 250~—__
251, Abb. 1; he dates the relief very generally to the
"K¥nigszeit". ‘ o

30See above, pp. 127f.

31BrBr 485; Margarete Bieber, The Sculpture of the
Hellenistic Aze (revised edition; New York: Columbia Uni-
versity Press, 1961), Figs. 477—478; Christa Bauchhenss-
Thiiriedl, Der Mythos von Telephos in der antiken Bildkunst, -
Beitrége zur Archiologie, 3 (Wirzburg: Konrad Triltsch
Verlag, 1971), Faltplane 1 and 2.

-

32Blanckenhagen, "Narration," p. 79.°

33Guido Achille Mansuelli, Ricerche sulla pittura

- ellen;stica. Riflessi della pittura ellenistica nelle arti

minori, Universitd degli Studi di Bologna Facolta di Let-

tere e Filosofia, Studi e Riceyche IV (Bologna: Dott. Ce-

sare Zuffi, Editore,_[19507]), pp. 41ff., 46ff.; Ranuccio
Bianchi-Bandinelli and Antonio Giuliano, Les Etrusques et
1'Italie avant Rome, trans. by Jean-Charles and Evelyne

Picard, Le Monde Romain I (Paris: Editions Gallimard,
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nacci 372), IT.1.xxii.5 (Museo Guarnacci 371); Pairault,
Recherches, Pl. 104a,b (Florence 5768).

Mmuseo Guarnacci 372 (Brunn-Kdrte, II.1.xxi.3).

35villa Bordoni (Brunn-Kdrte, IT.1.i.1).
36

See above, pp. 25ff.
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37Pfuhl Malerei und Zelchnung, Bd. III, Taf. 234
Abb. 584 .and Bd. II, pp. .588ff~, late fifth century, but
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38See also Harrison, "South Frieze and Marathon

Palntlng "-pp. 353-378, passim; John P. Barron, "New Light
on 01d Walls: Murals of~the Theseion," JHS, 92 (1972),
pp. 25ff.; L. H. Jeffery, "The 'Battle of Oinoe' in the
Stoa Poikile: A Problem in Greek Art and Hlstoyy " BSA, ™
60 (1965), pp. 41-57, passim; R. E. Wycherley; Literary

Epigraphical Testimonia, The Athenian Agora, III
Prlnceton' American School of Class1cal Studles at Athens,
1957), pp. 31-45. .
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39See above, pp; 137¢F.

L
uoBianchi-Bandinelli, Les Etrusques, Fig. 343 e
41 ’ '

Otto-Wilhe¥m von Vacano, "Dle‘Fl%urenanordnung '

1969): Pp- K
141ff., Taf. 54.

o

428ee Gabriella Ronzitti Orsolini, Il Mito dei

Pisano 2 (Firenze: La Nuova Italia Editrice, 1971). p. 43.

3Brunn—Kdrte. ITT.cxi and cx11.1—5.
"
pp. 43f.

A , 9
Kleiner, The Glanump Cenotaph, p. 127; see above, -

45Kleiner, The Glanum Cenotaph, p. 147.

u'éPfuhl, Malerei und Zeichpung, Taf. 246, Abb. 603,
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2012 (A. Michaelis, "Theseus und Medeia," AZ, XXXV (18777,
pp. 75-77) and a stark rBumlich South Italian vase in the
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¥7pfunl, Malexei whd Zeichnung, ». 712, no. 776,

48Arthur Dale Trendall, The Red-Figured Vaseg of

Lucania, Campania and Sicily, Oxford Monographs on Classi-
cal Archaeology (Oxford at the Clarendon Press, 1967), p.

ugRanucc1o Bianchi- -Bandinelli, Hellenlstlc Byzantine

zerland: Urs Graf-Verlag, 1955), pp. 30-31, Figs. 175,
177-179, from Regio IIL, Insula v.
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see also Esp8randieu, I, nos. 127, 157, 215, 277, 347, 364,
536, 537, 540, 560, 562, 565, 566, 569, 583, 614, 616, 623, ;
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- quem of the end of the first century.A.D. (Amy, L'Arc
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51Hﬁbner,‘“"Die Bildwerke," p. 11 and the note on
that page. ' w
e
52Gerhart Rodenwaldt, "Zur Polychromie des Petosir-
isgrabes," AA, 1930, col. 264; Emanuel L3wy, "Die AnfHnge
des Triumphbogens," JKS, N.F. 2 (1928), p. 26.
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53Ro11and, Le Mausolée, pp. 47-49; Amy, L'Arc .
d'Orange, pp. 115-116; Kleiner, The Glanum Cenotaph, p. 83

argues that red filled the grooves.

5408car'Bie, Kampfgruppe und Kﬁmpferf&beﬁ‘;é der
Antike (Berlin: Mayer & MUller, 1891), p. 150; Bianchi-

Bandinelli, Rome, La Fin, p. 145.

5501wen Brogan, Roman Gaul (London:. G. Bell and
Sons, Ltd., 1953), p. 167.
e * - K
56See also Arnold Schober, "ZuE/Bntstehun und
Bedeutung der provinzialrdmischen Kunst{" JOAI, 26 (1930),
p. 233 Carl Weickert, "Gladiatoren-Relief der Miinchener
Glyptothek," Minchener Jahrbuch der bildenden Kunst,
N.F. ITI (1925), p. 28; Gerhard Koeppel, "The Grand Pictori-
al Tradition of Roman Historical Representations during
-the Early Empire," a manuscript for Aufstieg und Nieder-
ang der rdmischen Welt, p. 25; Rolland, Le Mausolée, p.
73 Mrs. Arthur Strong (Eugénie Sellers), Roman Sculpture
from Augustus to Constantine (London: Duckworth and Co.,

1907), p. 95.

57Kleiner, The Glanum Cénotaph. pp. 76-77; he Saysg
that the technique was also used in the acanthus frieze o
of the tholos and on the archivolts of the guadrifrons. ”‘EN\V

#

58Pierre Devambez, Bas-relief de T8o0s, Biblioth2que
arch8ologique et historique de 1'Institut Frangais d'Arché-
ologie d'Istanbul, XIV (Paris: Librairie Adrien Maison-
neuve, 1962), Pls. I, III-V, p. 21 for date. ;

59

Herbig, Steinsarkophage, Fig. 15, no.“ﬁ9.
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, '698eyeral cornice blocks in Bordeaux (Espérandieu,
11, pp. 207-210, no. 1232, Figs. 1-9); a funerary sculp-
ture in the Musée lapidaire in B&ziers (Espérandieu, I,

p. 347, no. 537);- a fnagmentary_relief of Hercules in the
Mus8e de Lamourguier in Narbonne (Espérandieu, I, D 364,
no. 562); a relief of weapons in Narborne (Espérandieu, I,
p- 432, no. 711); parts of a column in Périgueux decorated
with tritons and trophies (Espérandieu, II, D-. 248, no.
1294); parts of an arch from Arles (Bspérandieu, I, PP.
157158, nos. 155-159, especially nos. 157, 158). |
e 61Jean--Jacques Hatt, "Les Monumehts gallo-romains
de Paris et les origines de la sculpfure votive en Gaule
romaine, " R4, 39 (1952), p. 71, Fig. 1, p. 77 for date,
now in the Musée de Cluny, Paris.
. 62 | ey B
Amy, L'Arc d'Orange, II P1. 68, etc. S
, ) S ‘
Zhmann-Hartleben, Die Trajans-
erk zu Beginn der S stantike’
(Berlin: Verlag von Walter de Gruyter & Co., 192 , Taf. 7

63For example, Karl,

'(scene VII -- Irees), 8 (scene IX -- arms, trees, horses),
11 (scene XV -- trees, legs, contours of figures), 12
(scene XVIII -- légs; garments, contours), 13 (scenes XXI,

XXIT -- legs), 15 (scene XXV -- neads), 31 (scene LXVII --
barbarians%, etc. .

~

6bp catti, Art of Ancient Greece and Rotle, Fig. 316.

PO

6SFittschen, vEin Feldhernnsarkophag,™ D. 329,

Taf. 106.0 Antonio Garcia ¥ Bellido, "Sarcofagos romanos
de tipo oriwntal hgllados en 1a peninsula Iberica,” . ~
ArchEspArag, 2 48), pp. 1015102 and Esgulturas romanas

de Espana y Portugal, Vol. %I (Madrid: Consejo Superior de
Tnvestigaciones Cientificas, 1949), P1. 200, no. -262; .
Fritz Eichler, "Fragmente attischer Sarkophage in Wien,"
JOAI, 36 (1946), pp. 85-90, Abb. 19 and 20; Alda Levi,
Sculture greche e romane del Palazzo Ducale di Mantova

(Roma: Biblioteca d'arte Fditrice, 1931), p. 87; Antonio
Minto, ."Regione XI“(Transpadana). IV. S. Casciano dei
Bagni. Scoperta di una tomba etrusca e Celle sul Rigo,"

NSc, Ser. 6, 12 (1936), Tav. XCIV. : S

6641ans Dragendorff and E. Krliger, Das Grabmal von .
Igel, DAI, RSmisch-Germanische Kommission, Frankfurt a/Main
(Trier: Kommissionsverlag von Jacob Lintz, 1924), p. 100. '

67Bianchi-Bandinelli; Ilias Ambrosiana, Fig. 252

68Ernest Nash, Pictorial Dictionary of Ancient
Rome, Vol. I (2nd ed. revised; New York and Washington:™
Frederick A. Praeger, 1968), pp.-457, 459, Fig. 562
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(tro hies and Gallia, in courtyard of -Palazzo dei Conserva- .

tori); Jocelyn M. C. Toynbee, The Hadrianic School. A
Chapter in the History of Greek Art (Cambridge at the Uni-

. versity Press, - 1934), Pl. XXXIV, especially Figs. 2; 5, and’

6 .in the Palazzo dei ConserVatorl, the Pdl1azzo Odescalchi,
and the Museo Nazionale in Naplesv\see also Hans Lucas,
"Die Reliefs der Neptunspa81llca in Rom," JdI, 15 (1900),
pp. 1"14'2- . .

PR,

69Nash, Pictorial Dictionary, p. 459. ' o
70Toynbee, Hadrianic School, pp. 154-155. ‘Q} h
"lRenatto Bartoccini, "L'arco quadrifronte del

Severi a Lepcis (Leptis Magna)," Rivista Africa Italiana,

IV (1931-x,1-2), Fig. 51.

"235¢e abov$w‘p- 166. ‘ ' . L e
: 73J Six, "leomachos et la peinture.d'un hypogée

Mac8donien de Niausta," BCH, 49 (1925), pp. 263-274, PI.
VI; Pfuhl, Malerei und Zelchnun , no. 992, abb. 750; K. F.
Klnch, "Le tombeau de Niausta, tombeau mac&donien," Det
Kongelige Danske Videnskabernes Selskabs Skrifter, His-
torisk og Filosofisk Afdeling, 7. Raekke, Bind IV.3 (1920),
PD. 283 288.

7L"Carlo Verdiani, "Archeologlcal Notes -=, Original
Hellenlstlc Paintings in a Thracian Tomb (Prellmlnary
Report),” trans. and excerpted by Rhys Carpenter, AJA,
4o (1945), Figs. 3 and 4; Assen Vassiliev, Das antike Grab-.

. mal bei Kasanlak (Sofia: Verlag Bulgarski Hudoshnik, 1959),
‘pp. 5-18, where on p. 15 he calls the 'Umrissverfahrens'’

an Egyptian technique- that was long familiar to HeXlenis-
tic painting; both shadows and outlines were used to define
the forms of the bodies.

?5Charbonneaux, Hellenistic Art, Figs. 109-113.
76

Ibid., Fig. 96; Brown, Ptolemaic Paintings, pp.-

'77B1anch1-Bahd1ne111, Les Etrusques, p. 257, Fig. S
293; Frederik Poulsen, Etruscan Tomb Paintings. Their '
Subjects and Significance (Oxford: Clarendon Press, 1922),

p. 52; Massimo Pallottino, The Great Centers of Etruscan

Painting, trans. by M. E. Stanley (Geneva: Albert Skira, a

1952), pp. 115-120; Stenlco, Roman and Etruscan Painting,
Fig. 59 .

78 Braccio nuovo, Palazzo dei Conservatori, Sala
I/33, no. 1025 (Lilbke- Pernice, Die Kunst der Rdmer, p. 357,
Fig. 348).
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79Cha,rbonneaux, Hellenistic Art Fig. 97 b
W
80Nash, Pictorial Dictionary, Vol 11, pp“361’364
Flgs. 1139-1147, in the Muse® Nazionale Romano or destroyed

- in removal.

81Charbonneaux, Hellenistic Art, Fig. 123.
82Hanfmann. Classical Sculpture, P1. VI.

3Palrault Recherches, Pl. 48&’(=Brunn;ﬁ6rte, '
I.xlviii.1), Mus€o Guarnacki 398; Pl. 48b (=Brunn-K¥rte, .
III.xlviii.2a), Museo Guarnac¢ci ¥7; PL. 51 (=Brunn-Kd¥rte,
I.x1ix.4), Museo Guarnacci 375; 62 (=Brunn-Kdrte,
I.lvi.l?). Museo Guarnacci 293. .

8L"Ha’.velock, Hellenistic Art, Pl. XI.
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Q{APTER v ' | .. .
FARLY IMPERIAL BATTLE RELIEFS
pun. A ‘ s '
| As we have seen the three battle scenes at'St. Rémyﬁ
~belong to a distinctly pictorial tradition that, judging
firom ‘the Alexander mosaic, was popular in the Hellenistite—
. . world by the late fourth century B.C. Suéh grand repre-, 
' sentations also flourished in the court of Pergamon, but:
we*unfor@gnately havg only literary and fragmentary (and
much 1afer) sculptural»evidence'of-their appearance. We
speci§ically label this artistic fradition "grandj because
of its characteristics. In each pan;l the St. 3§my aptist
has ;ﬁggested an illusion of depth by oblique'movement and
foreshortening; in the east and west paneis hg also re—‘v
" sorted to a tiered arrangemgnt as a formula for depth. He
has rather consistently maintained ; realistic scale for
- the figures and in the west panel, especially, has suc-
céssfully“combined a linear, isécephalicarrangement with
a tieréd perspeétivél Through these various means, the
three battle scenes can acc&mmodate a large number éf fig-
ures engaged in Qiolent, heroic actions.
Tﬁe east panel illustrétes how the grand picforial

traditions can be used in a mytholog%gal narrative. The
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figures in the death scene are not meshed into a strongly

cohesive unit by an action that is directed towérqha single *
goal. Instead, there is a great diversity of action that |

is produced by individual reaction to a tragic situation.
- — . : _
This personal, or "intimate", element is very pronounced

and in some ways recalls the character_offthe,ﬁérrative'

. Telephhsfrieze.1 The spectator is meant to react to the
tragedy as well. Consequently, Achilles ES8 and Troilus E13
are very prominent as a motif within the overall scene.

f*ﬂ-&.‘;
~ ThlS kind of emphasis to produce emotional reagtlons from

the individuals in the scene as well as from the spectator
is comparable to the prominence of Alexander and Darius in

the Alexander mosaic. One is ¥ery much aware .of the over-

all actig& in each case, but it is the individual human ele-

_ment-that is the focus of attentioh. Consequently, the

importance of the human figures 1is emphasizedvby‘vérioué
compositional devices that afe'coméon to both the mosaic
. A and the panels and, so, to the grand tradition. - ) | |
‘ In all the battle scenes, then, the St. Rémy ért-
ist has achieved a heroic pictogial quality by ﬁsing the
same artistic techniques. It is merely coincidental that
one of the scenes ig mythological and the other two are {;"
generic., Furthermore. the architectural usage of the ;
- panels also helps to establish their close re}ation to ;
paintings. The reliefs are framed by pilasters which'pér- |

form the architectonic functlon of supporting the upper

“"y

stories of the structure. Also, the structural functlon ’

s i

o
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of the_soclefitséif is not disguised becduse its walls with

the masdnry courses cleariy visible_constitute the relief
surface for the panels. When the panels were in their '
original painted state, they must have seemed likewpaint—

ings set in a wall whose pilasters were draped with gar-

D

o _ Since we have looked at the pictorial precedents

. : lands. -

for the St. Rémy panels, we should also look at several\‘

eafly Imperial_battle reliefs to see if the same pictoragip
traditions continue. We will examine the ‘Mantua and

Palestrina reliefs, thé attic reliefs on the érch at

Orange, the drawings of a fragment'from the now destroyed “ff'
arch of Claudius, a scene from the column of Trajan, and
the great Trajanic frieze. Our main concerh is.to_use
these’reliefs to fix the St. R&my traditions in f@eir
immediate surroundings rather than to make an extensive
analys;s of each Imperigl example; we know what wént be- -

Lt

s .
fore St. Rémy, now we must look at what comes immediately

: after it.
-~
Augustan Reliefs
Both the Mantua relief (Illus. 15)% and the Pales- - .

trina fragment (Illus. 16)3 are epistyle”friezes that were ’”:“Qv
carved together with‘an architrave. The Mantua relief has

been dated ca. 6 A.D. because of its similarities to- the

) , T v .
remains of the Temple of Castor in Rome,u and the Pales-

trina fragment may also be assigned to the Augustan age.

*
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_Eo%h frieies show a rout of barbarians by.civilized forces,

‘but oniy.the'Mantua relief.inclﬁdes a landscape "prop"

TR

(i.e., the rock under the fdoﬁ of the nude rescuqr). They
both show a large number of figures engaged in complex

actions. However, the immediate effect of each frieze is

quite different.

> The Mantua relief seems to be a series of heroic
C ; . ,

motifs combined to produce a scene;'}tﬂhasma seulptural

- Ay

: R N S
rather than a pictorial appearance. In fact, it is only ,
upon closer examination that its limitéd;pictorial qualil ,

, ties become apparént. The Palestrina fragment, on the

other hand, has a pictorial éffegt\beqauSe‘its mass of

figures are embroiled-in a single action thatAis'clearly

‘the.motivation for all of them. An examination of these.

twoifragmeniary reliefs will show the particularghevices.

that produce the different effects and will help relate

these friezes to the grand traditions of the St. Rémy ' ;
. .panels. . ‘ o V |

The scene in the Mantuaxiragment (I1lus. 15) is-

composed of several superimposed rows of figures that are

arranged in isocephalic lines. As in the Alexander mosaic;

the spectator is lodking into a mass of figures so that he g : !

sees less of ;he bodies'és the fiéﬁrés"aré deeper wi%hin

‘the crowd. ‘This system of receding rows of isdcephalic , .

. figures is not used in the St. R&my panels; no figures -

are shown in the background of ‘the north panel, and the

west and east panels use a tiered formula.
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In the foreground of the fragment are two horse-"

men, fwb falling or fallen barbarians; and fhe central
nude warrior who 15 carrying the corpse. of a fallen com-
rade. A fragmentary hor;g rears at the far right 51de.
A1l these figures g/é Or ‘would have been ccmpletely v1£§i
ble. The middle. ground is occupied by a horse” W%ose hind-
quarters  are visible behind the left foregfound rider (and
whose head is seen just beyond his shield) and by two
infantrymen who flank the central nude. Thase,figures are
partially obscured by the foregronnd figures. Finally,
in the background ara'the heads of a warrior and'a horse.

The warrior is to the left of the first infantryman from

the left, and %ne horse is between the second 1nfantryman

and .the rlght ‘rider. These two Ilgures are so deep im thé

background that their bodles are completely hldden._

7

- Obllque movement also distinguishes the "St. Rémy
panels, but almost all the flgures in the ‘Mantua fragment

~move in a plane parallel to the relief ground. 'Onlylthe

damaged rearing horse and the striding warrior of the res-

cue group are exceptions. All the various warriors are

PENE N

seen in frontal or three-quarter frontal views rather than ,

in simple profile, but only the rearing horse seems to

move from the background into the foreground. Unfortu-

Anately, he is so badly damagedfthat,this movement may well

be only an opticdl illusion. However, éyen though the

rescuer does not move out of the background, his upper

torso is set obliquely againéf the relief surface, thus
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sdggeSting,the possibility of such movement. Inlahdifion,
the two horsemen have extended their shields, which are

seen obliquely, behind their horses' heads, thereby cre-

atihg an impression of d%Bih that‘régéi}s motifs N1 and .
A; N5 at St. Rémy. Oply the east panel shows a similar re-
. , striction of obliqué movement. Most of tﬁe figﬁ%es there -
o also move parallel to the relief ground, but @he horse E13 -
doesurear dfamatiéally from the\baCkéround into the fore-
ground. —
Why is the Mantua fragment not as -convincing pic--
torially as the St. Réﬁy panelg? The highly festricted
- use of obiique movement is<certainly one reasoqi Also,
. foreshortening is not used to any éreat'extént in the fpagf
" ment, but it is used most effectiveiy in both thé St. Rémy
panelg’andriﬁ:%he Palestrina relief. The fallen barbarian
-~ under- the right horse is comparable to E9, who hds fallen
beneath Achilles E8 and horse E13."Hoﬁév§r,'the St. Rémy 'j ik
'figure has been foreshortened to lie reg&i§jically'supine
while the Mantua nfotif is, instead, a figure in th%/;ouﬁd
that has been insgrted, but not integrated, into the ébeﬁé; 
Such an avoidance of foreshortening plaéesAa severe~iimita-
tion. on the creation of a convincing pictorial rendition. E'-
Finally, the backggound figﬁrés in the Mantua re-
lief'are worked in very low relief, and they are not set )
off from the background by any ?isible devzzzwsuch aé a -

contour groove. If the~f}ieze were set above eye-level

inside a buildihg, it was probably only di%ly 1it.° There-
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Eore, one muét wonder whether thése baékground figures; , }
unless they were strikingly painted, wefe evén visible to
the casual épécxatOr below. Certaiﬁiy their role in cre-
ating depth to the compoiijion would be less essential than
the function of the baékgfound figur;s in the St. Rémy
. o . panels. ) | . _
it If the proposed architectural setting of the frieze
- is correct, the shadows cast by the various figureé ﬁponA |
. one gnothertwould have been even deeper than they are now.

e

As a result, I think the figures might seem isolated from.

would be less clearly aefined. Herein may lie the expla-

’

each other, but. also their exact spatial relationships | , |
“*nation for the lack of the conscious rendering of spatial- }
ity that we have in the St. -Rémy pénels. Thewéftist pfe—" !
ferred to letaEhe architectural setting of the frieze
define its depth. ) -
The Palestrina fragment (Illus. 16) was probably.
~also set at some height,ﬁbug its figures are»cleariy de-
fined by dark, grooved ouflines.r These grgoves are used | 1

to emphasize the figure$ and to make them more visible

despite their architectural setting, but they are not :

St. R&my. There are so many figures massed into the
v c : ‘ _
scene thaj} the relief ground is scarcely visible behind -

used in the consistent "drawing" system that we have at S" l
them. The-lower foreground of the scene is filled with ;
| §

five fallih or fallen barbarians and one fallen horse and

his rider, who is still in a defensive pose. In the
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ﬁpper foreg?dund are a horseman moving to the lgft, an.

unusuélly'large central 3nfanpr&maq'seen frontally, and
a,horse as‘well as a.horsé and rider moving to the right.
Rather than being arran%gﬁ in tiers, the figures greréet
on a single groundliné as in the north panel at St. Rémy.

. e , The galloping horses stand in an isocephéiic li%e, and

RN their hindqﬁarters are hidden iﬁ the background, thus
giving an impression of oblique movement although their
heads and foyequarters are shown‘in prpfile. The legskgi;
ey ‘ the horses and their riders overlap the fallen figures

waléng the groundline‘bf the frieze and add to the overall -

impression of depth. Furthermofe{ the fallen horse iﬁ:the

central foreground is.successfully foreshortened in a

pictq;ial pose; the supine barbarian to the 1eft of the
horsé recalls E9 and fits convincingly into the S%ene un-
like the similar figure in the Mantua frégment.‘ The
Palestrina artist has masterfﬁlly depicted this body re-
cediqg obliquely into the background so that we see only
his head and shoulders.

We have a much more ambitious scene in this frag-
‘ment thah we have in. the Mantua relief. Although oblique 7
movement is not as pronounced as at St. Rémy, the artist ',g ' i
has suggested it by concealing the hindquarters of the s
‘horses and the lower body of theé corpse in the'background
behind othep figures. ﬁe\;as avoided tiers of figufes,

who might not be visible to the spectator below, as well

as receding rows of figures. Instead he created an impres-

umi

&

& i
L - ; L
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sion of depth by numerous overlappings of figures with legs . i

and arms of ‘other figures. This system- creates a certain N
)rhythm to. the scene. In the left part of the scene, the
corpse and the two gomrades whé are trying tg;pesqﬁe it
aré overlapped by the leg of the horseman galloping oblique-
N ly by them and b§ the large centralriﬁfaﬁtrymaﬁ% Conse- o

\

e quently, they seem deeper in the b:zgground than the two
at the right. These

barbarians under the °galloping hor

figures overlap each othef but are not overlapped by tggﬁ_?
\horseméi/aggye\them. _ -7 e ‘ ' ?
I think when the frigze was in its origiggl posi- ’ |
tion the combination of.overlappings and subtly oblique- i
movements wguld have been quite efféctivé;A Because the
spectator was walking below and along a continuous frieze, | |
the drtist was able to suggest rather than depicg’spatial—
ity. At St. R8my the artist had to be very spedific in his.
pictorial rendition; he could not use "shérthand* because

the spectator was looking aimost directly at his panels,

which were also brightly 1it by sunlight. For the frieze,

however, the angle .of vision was suéh that the artist
couid use a "shorthand" system of suggestion rather than

full depiction. The fhct that the horses of the Palestrina ,g -
fragment are shown in part obliqueiy and in part in profile
is not so noticeable if they are set up high. If they were
also in a dimly 1it or shadowéd’position, the discrépancy g

would‘probably have never been épparént, especiafly since

§ ‘ the viewer had a "moving picture" rather than a single




scéne tofstud&. o
ﬁoth_the St. Rémy and the Palestrina artists made

full use of t@e architectufal setting of their‘waks to
emphasize the pictorialism/ofTtheir&compésitions. The
Mantua artist instead used that setting to_emphai}ze the
sculptural heritage of his frieze. Although thé’Mantua
relief is not far remov;d chronologicélly from the St.
Rémy panels, it is farther from them idiomatically than

. is the Palestrina fragment. Like St. Rémy, both the g

Mantua and Palestrina fragments depict avlérgeAnumber of

combination of foreshortening and oblique movements make
the ,Palestrina fragment more pictorial than the Mantua

> . . i
figures in various overlapping arrangements. However, a - I
" relief, even though the latter does employ a realistic %

i

P . . 3
system of perspective by setting guccessive rows of fig-

ures aéeber and deeper into the background. Fur%hermore,

the balestrina fragment also uses the contéur groove; -
.although its use is occasional rather than conéist%?t, it
nevertheiess effectively outlines the figures against

each other and so is not far removed from the purely pic——""
to;ial use_of the groove that we fend at St. Rémy.6

Tiberian Reliefs . , gl

- ‘ &

Many of the St. Rémy pictorial traditions charac-

terize the battle "scenes on the northAapd SOﬁth sides of «
the attic of the arch at Orange (Illus. 17 and 18), which

are usually dated ca. 27 A.D.7 These compositions are

[ - ]

. I
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located high up on the arch end are much more densely
packed .wifh‘figu:es than the Sé. RE&my panels. Although
the scenes at Orange are not set within pilasters. they i
are alsz very large paneds. Both compositionslat'Qrange——h——f~
depict the victory of the Roman cavalry and 1nfeptry over .
barbarian forces-: The comp051t10ns are quite complex and
probably repreSeﬁt a comblnatlgn of a»number of sources,

both pictorial and sculptural. 4Howeve£, ail the various

elements are well integrated as .entitiesf

The compositions at Orange combine the linear

arrangement of the north St. Rémy panel and the tiered

perspective of the west St. REmy panel. At Orange the
middle ground is largely dominated by obliouely moving
horses and their riders who are seen in various three—
quarter. frontal, an@&reap;v1ews. These horsemen’recgll

the éafelrymen of the north panel in-both movemeht and

pose. On the .other hand, the oblique movehehts of the

ki

. infentrymen combined with fallen men and hofses wha, lie

b
parallel to the relief ground produce an effect similar

to the west panel. The two perspectives are combined very -

effectively to accommodate an abnormally large number of

figures who are caught up in a jumbled maSs of confused v’ghkv

Aactions. These actions prove to be quite’ systematlc upon

close examination. Consequently, the Orange rellefs_by
crowding all the available field with figures. offer a

different formula for spatiality than we have at St. Rémy .

‘Although the rendition of this space is not completely
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realistic, it is fairly convincing. There is no change

ih scale, to. denote perspectivé; but dramatically fore- §

shortened horses and men enhance the depth of the compo- \

sition. :
g :
Like the St. R&8my artist, the creator of the
Orange reliefs used the contour groove to set ‘6ff his
figures from each other and to maintain the'integrity.of
their outlines across v%sible masonry courses. The
grooves emphasize the plasticity and three-dimensionality

e
of the figures. 1In my opinion it is the same use of the’

groove that we find at St. Rémy. Thé;grooveé are used in
a constant system téﬁzefine figures and set them off from
their backdrop. They are not used intermittently to high- 1
light only a few elements, such as.legg and arms, or to !
create staccato patterns on garments. Thereforg? the :
Orange groove is pictorial and not decorative like the ‘L/A
grooves on Severan and later monuments.SNf o i

There are other more specific similarities between
the two sets of reliefs as well. The horses in the Orange

reliefs are rendered in almost exactly the same manner as

the horses at St. Rémy. Because their manes, tails, and

~

faces are so similar, the two sets of horses are virtually SE.

interchangeable. Certain other figures also find parallels ’

'in both the St. Rémy_paneis and the Palestrina fragment.

In the north Orange relief, the5horséman who bears down
against the central nude who is seen from the rear is very

much like St. Remy N35. Occupying fhe central lower fore-

i
i
]
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_Charles—Picard and P.-M. .Duval édnclqde on tge basis of

- . <198

gfqund in the south Orange relief is afdefensive.warriqr

on a fallen horse; hemfufrns back to his left ta strike at

his adversary. This motif is found somewhat modified in
the central foreground o{/jhe Palestrina fragment as well.
To the right of this first Orange motif is a'warrior who e

is falling from his fallen horse; he recalls thé)ambitious

-pose of N6, Finally, the mounted horseman seen from the

rear just above the falling warrior is idhtical to Nb.
Also, the drilling of the eyes of the Orange figures isghh»
mirrored by St. Rémy figures N3, E10—11;'W6, and by the .-
various horses. | ‘

These similarities to the St. Rémy panels and the
Palestrina fragment together with the o?erall pictorialism
of the Orange reliefs are hot insighificant~becéuse they |
seem to me to be indications of an early Imperial“date.

The dating of the arch at Orange has been a controversial

problem. -"In the major publication of the monument G.

the architectural, sculptural, and epigraphical evidence

that the arch should date ca. 26/ A.D., during the reign
of‘Tiberius.9 However, Mingazzini argues‘that the analo- _ :
gies betwéen the Orange reliefs and the Arch of Septimius S~‘ 7 é
Severus in the Romaﬁ Forum and second century battle sar- %

10 After studying the |

cophagi indicate a Severan date.
attic reliefs, I must.agree with Charles-Picard and buval

that the sculpturél dpcoratibn of‘this particular part of

the monument should date in the early first century A.D.-
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. arch of Claudius that -was built in Rome ca. 51/2 A.D. Now

"be sure to what extent the pictorial traditions of the St.

S | o 199
Although theaSt Rémy panels, the Orange rellefs. and the

battle sarcophagl reflect some 6f the same Hellenlstlc -
f"’
pictorial,sources, the artlstlc tradltlons of St. Rémy

and Orange undergo quiteyg bit of modification in the °

Béttlelsarcophagi, and the_analogiés there are’reaily not

so clear as Mingazzini would have them.ll‘ P
% ’ N ‘
A Claudian Relief 4
é” ~ .
It is difficult to say much about the next chrono-

logital set of reliefs. These reliefs once decorated the—

several Renaissance drawings of a fragment of the decora-

tion (Figs. 26 and 27)12 are all that remain. From this

limited evidence, we can tell that.depth was indicated by .
superimposed rows of figures, overlapping figuré§§ and
possibly - oblique movement. A comparison of the drawings

in Figures 26 and 27 indicates discrepancies in the art-

ists' interpretations or angles of view, so we can not

R8my panels were maintained. Certainly the fallen figure %
seems nicely foreshortened and lies along. the groundline

rather than being an insertion in the scene. Beyond these i
- . - r’ . ’W -
few statements, we can deduce little more about the nature,,#lh§/

< R

of the compositions. Nevertheless, it is clear that this

monument was-an important trgpsitional 1link between the

-

St. Ré&my panels and the great Trajanic frieze.

it
P
f
i
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Fig. 26. Fragmentary velief from Arch of -
Claudius, Rome. Renaissance drawing.

(Caétagnpli, BullComm, 1942, p.763, Fig. 6.)

Fig. 27. Frqgmentary relief from Arch of
Claudius, Rome. Renaissance drawing.

(Castagnoli, BullComm, 1942, p. 63, Fig. 7.)

T
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(P. Jacques, Alkum f. 29).




Erajanic Reliefs
;,. Befofé looking at the grand:picforial traditions as
they are interpreted in the great Trajaﬁic frieze; we must
examine another Trajanicvmbnumenf and fhe different pic-
torial traditioh that itureprgsents. The_columq)of Tra-
jan was erected in Rome ?round 113 A.D. to comﬁ;morate
Trajan's victories over the Dacians. It is a commentary
on thos;hcampaigns that is filled with realistic détails of
armament and ethnography. - A number of battles from bothhm»
campaigns are depicted, 13 but we shall look at only one
representative scene which happens to belong to the second
Dacian war (Illus. 19). In this scene we éeé a full-scale
infantry battle set in rocky terrain. The-Roman forces,
who are positioned in front of a hill or mduntain% clearly
™~ have ;he ugper ﬁandvover the barbarians, who are mostly
£allén or on their knees about to receive the death blow.
On to% of the mountain, other Dacians arelin.great conster-
: nation‘qver the defeat of their _troops. Landécapé elements
- ' are used to create an effectivgwoufdoor setting.
There are a lgrge riumber of figures in the scene,
and its subject matter certainly fits Nicias' require-

1k but it is not a grand-style scené. It is instead 0'5“&7

i a documentary narrative that makes no attempt to create

ments,

an actual space in which the figures can move. The artist
fills the "foreground" of the scene with figures who are
shown in basically linear, or isocephalic, arrangement .

There are some overlappings and some deviations from the

-
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isocephaly, but there is no attempt to suggest dgpth by a
consiStéh£~arrangemenm‘of figures one behind the other.
ﬁg are able.to see the Dacians atop the mountain because
the artist has chosen the;ﬁbird's—eye“ perspectivggto dis-
play them.- One is to accept that they are looking-down

from a high vantage point, but no artistié devi&és realis-

" tically suggest their position; for example, there is no

variance in scale between these figures and the warriors
below them. : g .
. , P
This monument reflects a documentary or narrative:
pictorial tradition rather than a monumental, heroic,

"grand” tradition. We must expect certain differences in-

rendition because the scenes on the column are arranged in

' a continuous narrative and are of much smaller size than

. ]
the panels and friezes we have been examining. Tﬁey are
designed as an official, commemorative, public statement

of the Dacian wars.lS The almost cartographic quality of

the compositions suggests that they may reflect the pic-

torial t;aditions of Roman triumphal paintings, but be-
cause. we have only literary evidence for the appearance
of these paintings, it is impossible to séy how much could
be adapte& directly from such a sou;ce and how much is in-

16 This problem is'a,complex?and

troduced from elsewhere.
much debated subject and does not concern us directly,
but it at least should be mentioned that the column'prob-

ably does reflect some heritage from pictorial triumphal

-

representations. ' -
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In éheer size and impressiveness, the great Tra-
janic frieig,(lllus. 20-23) is -the antithésis df the scenes
from the cbiumn and is perhaps thei"gfandest" examplg we | . §
ﬂave of the grand pictoiial tradition. Theré,gpe four _ - |

extant panels preserved on the Arch of Constantine in Rome.

They originally came from some other public montn
. . yably erected ca. 106/7‘A.D.-(perﬂaps in the For%jkof Tra- ¥

jan). The total preserved length of the frieze Es 18.28

meteﬁs; it is 2.98 méters high, and the figures are iarger

[
than life-size.17 The scenes represent an adventus (I1lus.

final victory over the‘Dacians (I1lus. 22), and their sub-
mission (%llus; 23). Hamberg accurately describes its

|
l
|
20), a pitched battle with the Dacians (Illus. 21), the
dramatic ;hd heroic political stafement as. "ardemonstration

of virtus Augusti, gloria exercitus, victoria Rofﬁanorum."18 !

) Unlike the column the frieze is nog\EEant as a
realfstic, or documentary, commentary, but rather as am—— —
_idealistié expression .of political thought and pblicie{.;
The scenes™are typical; generic episodes rather than fac-

tual events chosen to provide a continuous narrative..’ In

fact, the compositions are combinations of moti¥s from v

qﬁ;h

various ﬁistorical paintings whése traditions go back to E" I
the grand battle pictures of the Hellgnistia Qeriod.zo ' ‘17
“Like the Mantua and Palestrina fragments, the Trajanic

'frieze was a continuoué presentation, but of more indi-

vidualized episodes. It was probably set somewhat above

O ——

. eye-level, perhaps in a portico like the Telephus frieze.
\

umMi
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Juét,like the west and east'pahéls at St. Ré&my, the
Trajanic friéze is densely packed with men and hbrses.
However, the system of perspective in the frieze is more
Vsobhisticated than the perSpective'of the panels; the
frieze utilizes both the>;;e§ié-arrangement of the'panels
and the realistically rededing rows of figures ode behind
— thé other that characterizes the Alexander mosaicZ In the

adventus scene (Illus. 20), for example, the heads of the
figures immediately behind the emperor's group are giight-‘
ly ld@er than the heads in the foreground group; these —

figures are also 1ogically smaller in scale because they

are deeper in the backgrpund. HoWever. the rest of the

crowd behind the emperor is indicated by severél'heads that

are higher than the foreground éroub. If we postulate

bodies for these heads, the arrangement of the'figures in

the far .background resembles the tiérédrsystem of the St.

‘REmy panels. The Trajanic artist uses a number of these- s

"unattached"” profiie heads, worked in very low relief,.to

create the impression of a dense crowd in the zgrious

episodes. Also in the background are a few trees and huts

»*® that suggest the setting of the scenes. This technique

is comparéble to the limited use of landécape elements in S
tﬂ:ﬁZOuth,panel at St. Rémy and in ‘the Alexander mosaic.
Also éomparable/to St. Rém& is-the ground1ine éys—
tem in the great frieze. The St. Rémy artist suggests a
realistic groundline in the north and west panels in two

different ways. In the north panel, although they move

“
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in and out.of the background, all the figures stand along

"~ the Baseliﬁe,of'thé panel. The figures in thégwest-panel,

however, sfand on_varied grqundlinés that include the base:
iiﬁe of the panel and painted terraini still, the positions
of all the figures are ;;ssible in real space., On the |
other hand, in the east'panel and the Trajaniq frieze the
artists héve chosen to sacrifice a realistic\groun ine sys-

tem 'in order to create a greater illusion of depth.’ The

spectators E10 and E11 are very much like the "unattached”

profile heads in the Trajanic frieze. . Neither spectators

nor heads are essential to the scene, but both are effec-
tive devices for coﬁveyiqg an iﬁpression of actual space
in which the more imﬁortant figures move.. Also, depending
on the -effects of lighting and painting, the viewer of
thé,original greathfrieze‘ izht have had the impression

that these "unattached" heads ‘were worked more .in the

'“fﬁﬁﬁ&”théﬁ“tﬁéy”Séém“nbw:““If“so;“thiSMeffec#~would~feeall~wmmw

the "drawing" of figures such as E10 and Ei1l. \
The movements of the various figures and the fore-

shortening of many of them also create greater depth iﬁ

both the St. Ré&my panels and the Trajanic frieze. Parallel

and obliﬁue movements are combined effectively in both -

monuments. The overall impression is more flamboyant in ”'SN&V

the Trajanic frieze, partially because of fhe~denéity of

the composition and also because %f the depth of the carv-

ing. Perhaps the most outstanding example of foreshort-

ening and oblique movement and the depth they combine %o

I e,
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‘on the human participants. Personification plays a role

-
- '
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éreate in the Trajanic frieze is the HWorse and barbarian ,}
rider falliﬁg in front of the victqrious emperor (Illus. = i

22) The spectator has the distinct feeling that had the

artlst chosen a moment later in the fall, the group would

‘actually be tumbling out of the compos1t10n.

I
) .
In both .the east panel at St. R&€my and in the Tra-
janic frieze the major emphasis is on the human beings who

are involved in the various actions that are depicted. 1

The north and west panels seem to be focused more on the
overéll action than on any one figure; no hero presents ' \\
himself in the west panel, and one has to-look closely to

. N -

decide that N2 is the probable hero in that compOsdtion.

and. victory episodes (Illus. 21 and 22) from the great

i
i
These pgnels are comparable to the action bf the battle _ !

frieze. However, all the panels and the eplsodes of the

great frieze emphasize the human element; even when the

spectator's eye is caught first by the ovérall action,

there are individual motifs highlighted coﬁpbéitibnally so

that the viewef's attention is ultimately attracted to them.
Several similarities exist between the east panel

and the great frieze in this regard. The‘Trajanic horses

and Troilus' horse ‘dare very small in Pelation to the human g

figures around them, and in this way attention is focused

in both compositions. In the east panel, locale is sug-

gested by the river god E1 and the impending success of the

o BN :
hero E8 by the Victory E7; Lasa E3 establishes the funerary +




implications;of the scene. Trajan in the adventus scene
similarly‘iSJ irfg crowned by Victory after his éuccéssful
campaign, aﬁd he is being escorted fo the city gate by : =
Virtus or Rpma. The perigbifications in the frié;g*are

part of a conceptual political statepent,'whereanén the

2' How-

N , east panel they are part of a funerary symbolism
e ever, in each case the personifications help set the locale
and the tone of the scenes.
1 When a particular hero such as the'emperér or
Achilles E8 is depicted, his heroic superiority is made
obvious in various wayé. Eé is thrust into the*?é%eground
and is oné of the few.nude warriors in the scene. His
chlamgg swirls dramatically behind him, and his body is
outlined against his shield. Trajén in the. victory epi-

" sode {Illus. 22) is also accentuated by his swirlfng cloak.
Furthermore, the Dacians’fall in a wave before his irresist-
ible onslaught. In the adventus (Illus. 20) Trajan is em-

‘ phasized by the divine figures:who accompany him; he aléo
stands in an elliptical niche of figures'who gaze foward
him. . The emperor and the deities occupy the foreground,
and the emperor's human companions are clustered in the
3ackgrouna and so are not fully viéible. - This elliptical f"
arrangement also characterizes the proclamation episbde ?”:NEV

of the east panel; Egi E4, and E5 stand behind E3 and-

direct their attention toward her as she reads from her

rotulus. The grouping is not so formal as the Trajanic

assembly, but the basic emphésis is the same.
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Infspite of these similarities, the Trajanié frieze. l
achieves ‘a greater illusionary spatiality thanldo the St. &
Rémy paneis. The secr;t of this éﬁccess lies in the physi- |
-cal structure of the ri;jefs;” At St. Rémy the panels are ‘
essentially flat planes. The courses of stone wére origi-
.. ,J nally even with the piiasters before théy were)cut away
e ! in vat¥ying depths around therfigures. Consequently, the
grtist was reétrictéd in his depictionlbf #ctual space by
the finite, architedtonic masonry wéll‘that constitutes
N his relief ground. Howgver, the relief .ground of the Tra- 1
janic frieze recgdes‘slightl& and so presénfs a concave
. profile. Itais a "hollow" relief whose figures are worked

behind an imaginary optical surface in front of the re-

lief (Fig. 28).21‘ An illusionary space is thus created |

while the figures are being worked to various dépths. By
using this hollow relief, the Trajanic artist has succeeded.
s ' in breaking the tectonic bonds that hampered\&he St. Rémy
aptist. He is no longer restricted by a finite structural
. backdrop but’has instead an actual deep space in which to
work to create an illusion of even deeper space. In this
) : respect, the hollow relief comes as close to the effects of
paintiné,as relief-.sculpture can.22 The figures are placed(
“behind an imaginary frontal plane so they are set in aptuai ,
space, thus accomplishing to somz degree the illusion of
depth that painting creates with perspective.

.

We have seen the grand pictorial tradition reach

umi

A
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Panel , Great frieze

Fig. 28. Profiles of a St. Rémy panel

and the great Trajanic frieze. . g»
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its culmination in the great Trajanic frieze. -Its basic
characteristics remain the same that we saw in the Alexan-

der mosaic and the St. Rémy panels, despite various modifi-

cations made over the years ta satisfy aesthetic .and archi-
tectural requirements. .Repreéentationslinthe)grand‘style
are consistently distinguished by a large number of figuresr
Sa afranged to indicate depth and frequently engaged in fore- -
shortened or oblique motions. Abbreviated landscape may be.

L § indicated by "props"” such as trees or may ‘be omitted entire-

ly, but the heroic quality of the action is always clear.
This grand plctorlal tradition ex;sted along with a docu-
mentary tradition that may reflect triumphal‘paintings aﬁd
that is exemplified by the scenes.on the eolumn of Trajan.
Structurally, the greatest success in ach1ev1ng plctorlal
spatdallty occurs when the hollow relief is used. Its in-

. ventlon solved a number of probTems that defeated the St.
Rémy artist and allowed the Trajanic scuipfor to create an *
accurate rendition of actual space that cloeely approaches

the effect of painting.
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GONCLUSION

D
" Architectural and epigraphical.evidence suggest a

date i the late first centufy B.C., probably between the
years 30 and 25, for the construction of the mausoleum of
the Julii at Stx Ré&my. Hellenistic sources provided the.
inspiration for much of the sculptﬁra% deooration, includ-
ing the fouf lapge relief panels. Both the north and west
panels are gen:ggc battle scenes, but the east and south .
panels reflect two mythological cycles. Tﬁese panels show
two ‘episodes each from the Troilus and the Meleager legends.
Precooents for including two episodes within a éiigle com-

posi%ion and for a tiered composition as an adaﬁtation of

a specific painting-are offered by several series of Etrus-

- can funerary urns. Urns also substantiate the iconography

of the east panel as a scene of the death of Troilus at .
the hands of Achilles. The similarity of the Etruscan

urns and;ﬁhe St.-ﬁémy panels to certain South Italian vases

suggests the strong_bossibility that a South Italian cycle ’,g*%/

- < of paintings may underlie the Troilus scene. - In order to

;mphasize the funerary sighificance of the mythological
scenes in both the south and east panels, the St. Rémy

artist juxtaposed a moment of great virtus and a moment of

somber finality.
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Specific motifs in the various panels. suggest that

'the‘inspiratidn for the compositibns comes mainly from pic-
. - .
torial sources that can not date earlier than the end of

the fourth céntury B.C. The boar in the south panel is

evidenced on a vase in Trieste that is dated ca. 330, and,
o - : fhe foreshortened -horse and rider seen froﬁ the iéar in
the north panel do not appear in painting beforé ca. 300-

250 B.C. The tiered composition of the west panel in par-

ticular is also apparent in late fourth and third century

- vases. Furthermore, certain motifs come from later sources.

The falien horseman N6.can not date earlier than the middle
or more probably the late third cenf&ry B.C. Seated pris-
oner E15 certainly'reflects a second century Pergamene in-
‘fluence, and the qﬁiet group E2, E4,?and E5 is aﬁalogdﬁs to
provinéial funerary scg%ftﬁre of the firgt centurigs B.C.
and A:D.  Most of the armament confirms the Hellehistic
date fo; the pictorial sources of the panels. The .only
possible exceptions are the horned helmets of N1 and W7
and the unusual lances of W12 and W14; however, these ex-
amples-have been shown to reflect much older traditions.
Thg'battle scenes in the St. Rémy ﬁanels belong
to the "grand pictorial"” tradition. This style of repre- S»- .
sentation flourished in the Hellenistic period with such | ~

monumental tableaux as the painted original of the Alexan-

der mosaic. These panels exemplify the grand tradition

in having a large number of figures engaged in heroic ac-

tion, as the painter Nicias recommended. Depth is realis-

"
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.tically suégested by 6bliqUe movement, sometimes together
ﬁifh é'tieféd perspective (as in the east,and'wesf panels)
or alon% a single groundline (;é in the north_panel).
Abbreviated landscape, jsuch as we find in the Alexander
mosaic, is depicted only in the south panel. There is no
b : - variation in seale to suggest alsystem of perénectivg. ~The
contour grooves and the»actual painting of the panels com-
pleted the megalographic effect. Finaliy, fhe architec-
tural setting of the panels emphasizes their pictoyialilz:
'Like”panelwpninfinés; they are SFf”éaﬁéﬁnat above eye-lével
within frames of pilasters and garlands. -
A similar pictorialism cnaracterizes'éeveral early

Imperial reliefs, although not always'to‘the same degree
that we have in the St. R&my panels. In addition, another

pic{orial tradition also existed during this pe;iod, and .
it -can be seen in the documentary style of the column of
Trajan. éThis tradition has an entirely different system
of perspective and spatiality. Tnp grand style reaches its
culmination in the great Trajanic frieze. Here we have

. the same abbreviated landscape, dense compositions, and
hefoic actions that we find at St. Rémy, butAcertain impor-
tant innovations hive also been made. The presence of g ‘
divinities accentuates the herqid qualities of the scenej |
certain figures are worked in low relief behind the main
figures to create the impression of a large crowd nccupy-
ing a space deep in -the background. Frequéntly; the posi-

tion of these figures would not be possible in real space+——

umt
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Flnally. the artlst .uses the "hollow" relief so that he

can convincingly depi@$\tii\fpace within which hlS flgures

move.

Most of the eg;iﬁklmperial reliefs were set high
above eye-level. The Mantua and Palestrina fragments were
parts of a cont;nuous frleze, and this archlteé%ural use
necessitated some changes from the St. Rémy treatment. Al-
though the Orange reliefs are high up, they closely resemble
the/panel nature of the St. Rémy éompositions. They,’EggL.‘ |

“have no architectural function to perform since the attic

is the crowning membér'of the arch.  It is aisd probabke
that the great Trajanic frieze ig!its original setting was
in a position free of architectonic lines of stress because
the iliusionargtquality of the hoilow relief structure ié

v

not well suited to a supporting function; We ma§ assume,
as a result, that the frieze\may have been setwithin a
portico like the Telephus frieze from Pergamon.

Because of these differences in architectural set-
ting and in ideological purpose as well, none of the early
Imperial reliefs is as complete and straightforward in its
pictoriality as the St. Rémy panels. St; Rémy stands very
close to~its Hellenistic pictorial precedents, and while SAh

its artistic traditions continue into the early Empire,

- the modifications made there are beginning to show their

effects. After the reign of Trajan, the bictorial‘traditions
are gradually replaced by a formal set of standards that are

derived from a sculptural heritage, and one ceases to find p




1

purely pictorial idioms translated into relief sculpture

in gtone. i - -

i
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Illus. 1. Mausoleum of the Julii and arch at St. Rémy.
(Rolland, Le MausolSe, P1. 3k.)




